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Abstract 

 

The Emblematic Architectural Decoration at the Château d'Anet of 
Diane de Poitiers: A Catalogue and Analysis 

 

Kristen Marie Decker, M.A. 

The University of Texas at Austin, 2012 

 

Supervisor:  Miroslava Beneš 

 

The Château d’Anet, France was a hunting lodge and familial residence 

commissioned and built in the years 1547 to 1555 at the behest of Diane de Poitiers, 

mistress of King Henri II. The architecture of the château incorporates a set of devices 

cultivated by Diane to establish an association between herself and Diana, the Roman 

goddess of the Hunt; these were the crescent moon, the bow and arrow, and Diane’s own 

initials. Devices, which were personal marks chosen to distinguish an individual through 

the expression of some idealized element of character or aspirations, had primarily 

appeared at the French Renaissance court in jewelry, clothing, or art. Beginning in the 

late 15th century, the Valois kings Louis XII and François I took the practice a step 

further by weaving devices into the architectural fabric of their residences, where they 

appeared in entrances, walls, balustrades, and dormers; while drawing on this precedent, 

the Château d’Anet is the first example of a château commissioned by a woman that 

featured a program of personalized architectural decoration specific to her character, 

interests, and position. In this thesis, I will catalogue and analyze the emblematic 
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architectural decorations that permeate both the exterior and interior of the structure, 

focusing on those examples embedded in the exterior stonework. This catalogue will, in 

turn, lead to an examination of the impact of this imagery on the overall experience of the 

château in the 16th century, and the influence the château may have had on the perception 

of Diane de Poitiers at court. By layering the qualities of the goddess over her own 

attributes, she was able to create a persona that meshed Diane with Diana; the skillful 

utilization of the aspects of the deity’s otherworldly nature, such as her beauty, chastity, 

and mystique, was very useful in a court enamored with novelty and chivalric romance, 

where Diane’s power and social position depended on her ability to retain the king’s 

interest. 
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Introduction 

 Situated fifty miles west of Paris, France, the Château d’Anet served as the 

hunting lodge and primary residence of Diane de Poitiers (1499-1566), Duchesse de 

Valentinois and Grande Sénéchale de Normandie.  The project was under construction 

for the five years from 1547 to 1552, just as the French architects of the time began to 

treat the architectural principles of the Italian Renaissance seriously and thoughtfully. 

Anet is a complex and unique architectural site, which is due in part to its remarkable 

female patron and owner, Diane de Poitiers, and in part to the circumstances surrounding 

its construction, which synthesized the aims and practices of French court culture, French 

reception of architectural ideas from antiquity and the Italian Renaissance, and the 

political and personal relationship Diane had with King Henri II (1519-1559). Though 

Henri was married to Catherine de Médicis (1519-1589), Diane was his recognized 

“favorite,” or royal mistress. This social situation was manifest in the architectural 

decoration of Diane’s personal residence, which strongly reflected the personalities, 

interests, and relationships among the king, Diane, and court architect Philibert De 

l’Orme (1510?-1570). Together they produced an elegant theater where Diane presided, 

which served to display her influence over the king, her beauty and mystique, and her 

enthusiastic identification with the goddess Diana. Parts of the château are still extant, 

and though much altered, still communicate something of the majesty and beauty of the 

construction and organization of the original design. In this thesis, I will examine and 

analyze this program of personalized architectural decoration, which was specific to 
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Diane de Poitiers’ character, interests, and position, to determine the possible motivations 

and meanings involved in its creation. 

 In its original form, the château consisted of four principal parts arranged 

symmetrically around a courtyard: the front entryway, through which visitors and 

residents would enter the château; the corps de logis, on axis with the entryway and the 

main building of the château; the west wing, which contained many of the private 

reception spaces and bedrooms, including that of Diane and Henri; and the east wing, 

which contained the larger reception areas, the ballroom, and a chapel. Though much of 

the court activity of the château occurred in this central area, there were two smaller, 

subsidiary courts as well: the west court surrounded a garden space and possibly housed 

guests who could not be accommodated in the main house, and the east court consisted 

primarily of outbuildings that served a support function, including the kitchens.1 The 

entire château complex is situated on a slight change in topography, a small plateau 

overlooking the Dure river, which in Diane’s time overlooked the extensive gardens to 

the rear. Today, the west wing, chapel, and front entryway remain, in an altered but still 

recognizable state; the corps de logis, gardens, east wing, and east court have 

disappeared.  

 The alterations to the château have not diminished its importance and relevance to 

the story of France’s Renaissance architecture. Many well-known twentieth century 

scholars of the subject, such as François Gebelin, Louis Hautecoeur, Anthony Blunt, 

                                                
1 Rodolphe Pfnor, Monographie du Château d’Anet (Paris: R. Pfnor, 1867): 8-11. 
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Jean-Marie Pérouse de Montclos, and Monique Chatenet, have recognized Anet as an 

important part of French architectural history, and included the site in their surveys of the 

subject.2 While the characteristics these scholars chose to highlight vary somewhat, and 

each presented their own ideas about the subject, they generally agree that Anet is part of 

a key moment in the French Renaissance when the principles of the Italian Renaissance 

were assimilated into French building culture, a movement in which Philibert de l’Orme 

played a large role. Though Anet is not the earliest manifestation of de l’Orme’s 

synthesis of Italian and French practices—the Château St. Maur built for Cardinal Jean 

du Bellay (1493-1560) from 1538-41 first demonstrated his interest in this cultural 

hybridity—Anet is one of only two, possibly three, surviving examples of the work of de 

l’Orme, along with the tomb of François I at St. Denis, the bridge over the Cher at the 

château of Chenonceau, and possibly the jubé screen at St. Etienne-du-Mont. 3 Of these 

remaining sites, Anet is certainly the most intact; as such, it is of great value as historical 

evidence, and has taken its place in the canonical surveys of early modern French 

architectural history.  

 In addition to its inclusion in the broader works in the field of French Renaissance 

architecture, there is also a body of scholarship that concentrates on Anet’s architecture, 

                                                
2 See François Gebelin, Les Châteaux de la Renaissance (Paris: 1927); Louis Hautecoeur, Histoire de 
l’Architecture Classique en France. La Formation de l’ideal Classique. La Renaissance des Humanistes 
(1535-1540 a 1589) (Paris: 1965): 280-289; Anthony Blunt, Philibert De L’Orme, (London: A. Zwemmer, 
1958); 28-55; Anthony Blunt, Art and Architecture in France 1500-1700 (New Haven and London: Yale 
University Press, 1953): 51-55; Jean-Marie Pérouse de Montclos, Philibert de l’Orme: Architecte du Roi 
(Paris: Menges, 2000): 254-275; Monique Chatenet, La Cour de France au XVIe siècle: Vie sociale et 
architecture (Paris: Picard, 2002): 290-296. 
3 For the tomb of François I and Chenonceau, see Blunt, Philibert, 69-74, 77-79 and Blunt, Art and 
Architecture, 89; for the attribution of the jubé screen, see Blunt, Art and Architecture, 49-50. 
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patroness, and architect. Though each of these subjects is a distinct field of study, there 

was as much reciprocation between them in the original design of the château as there is 

in the accompanying scholarship. In each study one of these three subjects tends to 

receive the most focus, but every author also addressed the other topics in the triumvirate, 

due to the strength of the personalities involved and the high level of personalization in 

the design and execution of the château, which is impossible to ignore. Generally 

speaking, the initial scholarship of the late nineteenth century concerned itself with 

historical fact, documenting and recording the château and its history, while early 

twentieth century works consisted mostly of brief summaries of the architecture and 

biographies of the major players involved in its commission and design.4 The period from 

the mid-twentieth century to the present day has seen scholars focusing on broader issues 

and the meaning of the architecture, attempting to understand the relationship between 

the architect, building, and patron. A true synthetic analysis that blends fact, biography, 

and interpretation has yet to be written; in this thesis I will try to apply this methodology 

to the study of the château’s architectural decoration. Much work has been written which 

has provided the foundation for this approach; the following is a summary of the 

scholarship on Anet’s physical description, Diane de Poitiers, Philibert de l’Orme, and 

the French court, categorized according to the subject that was the chief focus of each 

work. 

                                                
4 See the next pages for specific examples of these works. 
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 Though poets and visitors have written descriptions about the château through the 

years since its construction, scholarship on the subject did not begin in earnest until the 

1840s, when extensive restoration work was done by Augustin-Nicolas Caristie (1783-

1862) and his assistant Auguste Bourgeois (1821-1884).5 They produced, but did not 

publish, more than 80 drawings recording the architecture and architectural details of the 

château, with schemes for its reconstruction.6 This corpus was critical for the major 

subsequent works of scholarship on this subject, published in 1867, 1875, and 1877. The 

first of these was written by Rodolfe Pfnor (1824-1909). In his monumental work, 

Monographie du Château d’Anet Construit] par Philibert de l’Orme (Paris, 1867), he 

published all the Caristie plates that documented the still-extant aspects of the château; he 

also detailed what was known about the history of the château and the reconstruction 

efforts that had taken place under Caristie.7 Pfnor’s work includes some contextualization 

of the château within the Renaissance, and speaks favorably of Diane, but at heart is a 

documentation and explanation of the architecture and detailing of the château as drawn 

by Caristie. Shortly thereafter, the story of Anet was continued by Pierre-Désiré Roussel 

(1824-18??) in his Histoire et description du Château d’Anet (Paris, 1875), a remarkable 

history and reconstruction of the château compiled through extensive research; it was the 

first work to examine all available documents and determine the chronology of the 
                                                
5 Apart from contemporaneous poems, which will be discussed further in Chapter 3, and the accounts of 
visitors to the château both contemporary and through the years, there were few studies or writings of any 
sort produced about the château. A notable exception is the guidebook written before the Revolution by 
Louis François Auguste Le Marquant, Description du château d’Anet (Paris, G.Desprez, 1789). 
6 These drawings can be found in the archives of the Getty Research Institute, ID: 90-A38. Stable URL: 
http://library.getty.edu/cgi-bin/Pwebrecon.cgi?BBID=243002 
7 Pfnor, Monographie, 1867. 
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château and its iterations through the centuries, laying the groundwork and providing 

invaluable facts for future scholars.8 Then, Caristie’s assistant Auguste Bourgeois 

published Le Château d’Anet (Paris, 1877), which contained the reconstructions he and 

Caristie had produced, adding educated speculation on the original appearance of the 

building to the body of scholarship documenting what was extant.9 After the publication 

of these tomes, the early twentieth century saw several short works published on Anet; 

though each suggested important points, none was of a length to treat the subject 

thoroughly. 10 It was more than a century until another work was written concentrating 

primarily on the architecture of the site, though two books were produced on the subject 

of de l’Orme that contained substantial entries on the Château d’Anet. Anthony Blunt 

(1907-1983) devoted a chapter in his work on the architect’s life and corpus, Philibert de 

l’Orme (London, 1958), to a description of the château, and an analysis of its meaning 

and importance.11 This was by far the most substantial art historical work on its 

architecture up to that point, and was so insightful and thorough that many of Blunt’s 

observations and theories regarding de l’Orme as the father of the French architectural 

                                                
8 Pierre-Désiré Roussel, Histoire et Description du Château d’Anet (Paris: D. Jouaust, 1875). 
9 Marie-Auguste Antoine Bourgeois, Le Château d’Anet (Paris, 1877). 
10 These works include Alphonse Roux, Le Château d’Anet (Paris: H. Laurens, 1911), M. Roy, “Anet, le 
Château de Diane de Poitiers: Nouveaux Documents sur sa Constitution et sa Decoration,” Bulletin de la 
société de l’histoire de l’art Français (Paris: 1924): 122-179; J. Porcher, “Les Premières Constructions de 
Philibert Delorme au Château d’Anet,” Bulletin de la société de l’histoire de l’art Français (Paris:1939): 6-
17; L. Dimier, “An Idealized Portrait of Diane de Poitiers,” The Burlington Magazine for Connoisseurs 24, 
no. 128 (Nov. 1913): 89-91, 93. 
11 Blunt, Philibert De L’Orme. 
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Renaissance remain unchallenged.12 A gap of several decades followed this publication, 

and the next contribution was also in the form of a section of a biography of de l’Orme, 

an appendix in Jean-Marie Pérouse de Montclos’ Philibert de l’Orme: Architecte du Roi 

(Paris: 2000). This book primarily adds a great deal of specific primary evidence 

regarding the specifics of the architect’s life and works; the section on Anet contains 

much useful information based on discoveries made since Blunt’s treatise.13 Most 

recently, Daniel Leloup produced a work entirely on Anet for the series “Les Destinées 

du Patrimonie,” Le Château d’Anet: L’Amour de Diane de Poitiers et d’Henri II (Paris, 

2001). Though the title seems to indicate that it will discuss the relationship between 

Diane and Henri, it is primarily a succinct compendium of known and published facts 

regarding the construction and history of the château. It contains little information about 

the two title figures or art historical analysis of the site, and instead concentrates on the 

material evidence available.14 

 An assessment of the scholarship regarding Diane de Poitiers, on the other hand, 

is a less straightforward task than that of the work on the château, and faces two chief 

difficulties. Firstly, though much has been written about Diane de Poitiers, not all can be 

classified as scholarship—the romantic circumstances of her life tended to appeal more to 

                                                
12 Subsequent scholars, such as Pérouse de Montclos, challenge Blunt very little, accepting his 
observations as a foundation upon which to base their analyses. See and Pérouse de Montclos, 11. 
13 See Pérouse de Montclos, 254-275. 
14 Daniel LeLoup, Le Château d’Anet: L’Amour de Diane de Poitiers et d’Henri II (Paris: Belin-Herscher, 
2001). 



 
 

8 

those who write historical fiction, rather than serious scholars.15 The second difficulty is 

that she was often bound together with Catherine de Médicis and/or Henri II. While this 

contextualization is certainly a valid and useful strategy, in order to arrive at a fresh 

analysis of the reception of Diane and her château, I believe it necessary to begin with 

studies which concentrate solely on her, and then move towards the manner in which her 

ideas and personality influenced, and were influenced by, those around her.16 Between 

romanticized biographies and her position as mistress of the king and rival of Catherine 

de Médicis, it is difficult to find scholarship interested in Diane as an historical figure; 

however, in 1896 the first scholarship appeared which focused solely on Diane—an 

article by George Herbert Bushnell that gave an overview of Diane’s life and times in the 

French court in its first half, and then discussed the contents of her library.17 Though 

some of the historical facts contained in this work were later disputed, the article’s 

importance lay in the introduction of Diane as a figure worthy of study in her own right, 

which began the scholarly dialogue on her character and attributes. A half-century later, 

in 1963, the first extensive art historical study of Diane’s persona—an all-important 

aspect of her character that will be discussed in full later—was published by Françoise 

                                                
15 Fiction includes Princess Michael of Kent, The Serpent and the Moon: Two Rivals for the Love of a 
Renaissance King (New York: Simon and Schuster, 2004); Diane Haeger, Courtesan (New York: Three 
Rivers Press, 1993); highly romanticized, works of non-fiction, without footnotes, include Barbara 
Cartland’s Diane de Poitiers (London: Hutchinson and Co., 1962) and Helen Henderson’s Dianne de 
Poytiers (London: Methuen & Co, 1928).   
16 There are works that address the relationships between the three, such as André Castelot, Diane, Henri, 
Catherine: le triangle royal (Paris: Perrin, 1997) and Mark Strange, Women of Power (New York and 
London: Harcourt Brace Jovanovich, 1976). 
17 George Herbert Bushnell, “Diane de Poitiers and Her Books.” Transactions of the Bibliographical 
Society 2, vol. VII. London, 1927, 283-303. 
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Bardon (1925-2005), titled Diane de Poitiers et le mythe de Diane.18 This work is the 

first to emphasize the effect the personality of Diane as patroness had on the appearance 

of Anet; Bardon provides an excellent explanation of the Diana myth as it was 

understood and appreciated in the Early Modern period and the context of the French 

Renaissance court, and then discusses the different means with which Diane associated 

herself with the goddess Diana, particularly in the spheres of art and architecture. Ivan 

Cloulas (1932-) also wrote a definitive biography of Diane, Diane de Poitiers (1997), full 

of useful financial data and historical facts, examining Diane’s life, position at court, and 

relationship with the king.19  Most recently, scholar Richard Etlin gave a lecture at the 

University of Texas at Austin in Spring 2011, in which he discussed the theories he is 

currently developing regarding Anet and Diane de Poitiers, with particular attention to 

the architectural decoration of Anet and its meaning.20 

                                                
18 Françoise Bardon, Diane de Poitiers et le Mythe de Diane, (Paris: Presses Universitaires de France, 
1963). 
19 Ivan Cloulas, Diane de Poitiers, (Paris: Fayard, 1997). 
20 Richard Etlin, “Death in the Enchanted Palace: Philibert Delorme’s Château d’Anet” (lecture given for 
the University of Texas School of Architecture Spring 2011 Lecture series, Austin, TX., March 2011). 
Richard Etlin has advanced several theories on this issue; he suggests that a close relationship existed 
between François I and Diane, which influenced the form of the architectural decoration of the château, and 
he also stresses the funerary dimension of the château as an homage to Louis de Brézé; thus, his view is 
that these two men in addition to Henri II are represented in the decoration. Given that the postulated 
relationship between Diane and François I is based on a rumor (see Bushnell, Diane de Poitiers, 238), and 
that Diane’s symbols were generally straightforward and uncomplicated, I do not agree that Diane was 
attempting to subtly honor François I; I agree with Anthony Blunt that the sarcophagi at Anet were 
decorative, not funerary, and not intended to honor de Brézé. (See Blunt, de l’Orme, 36-38.) Blunt also 
attributes the jubé screen at St. Étienne-du-Mont (1530-45) in Paris to de l’Orme (Blunt, Art and 
Architecture in France, 49-50), which Pérouse de Montclos also calls “likely” (Pérouse de Montclos, de 
l’Orme, 142). I also agree; the scrollwork in the screen’s balustrade and the scrollwork in the balustrades at 
Anet are quite similar, as Blunt notes. The scrollwork in the balusters at Anet was a key point of evidence 
in Prof. Etlin’s contention that de l’Orme was trying to reference François I, and he gives the use of love 
knots on a horse blanket in a painting of François I as the possible origin of this motif. However, if the 
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 The scholarship on Philibert de l’Orme is another matter again. His importance to 

the story of French architectural history has been recognized since his own time, and 

many scholars have addressed his contribution and included him in their surveys of the 

subject.21 The confusion and romance surrounding the life of Diane is not at all present in 

the biographies of de l’Orme; as he was a professional architect, scholars treat his life and 

works in a straightforward, inclusive, and analytical manner.  Much of what has been 

written about him is found, as previously mentioned, in surveys of the subject of early 

modern French architecture, encyclopedia, dictionaries, and articles, rather than in 

separate books.22 One of the first books to be published was by Jean Prévost (??-1944) in 

1948, entitled Philibert Delorme; the author viewed Philibert as a bridge between French 

stonework and Italian principles; the book concentrates on this, as well as the existing 

French building traditions which made de l’Orme’s works possible.23 The two most 

important contributions to the field have already been mentioned in the previous 

paragraph regarding Anet; these are Philibert de l’Orme by Anthony Blunt and Philibert 

de l’Orme: Architecte du Roi by Pérouse de Montclos.24 Blunt’s seminal work was, and 

remains, the authoritative treatise in English on the life and works of de l’Orme, and 

contains essential biographical and factual information that provides context and meaning 

                                                                                                                                            
Étienne screen is by de l’Orme, this is probably the origin of the scrollwork at Anet, and has little to do 
with François I or love knots. 
21 See footnote 2. For a complete bibliography, see Pérouse de Montclos, 371-374. 
22 Henri Clouzot, “Philibert de l’Orme, grand architecte du roi Megiste (1548-1559),” Revue du seizième 
siècle (1916): 75-81, Jean Guillaume, “Philibert de l’Orme, un traité different,” Les Traités d’architecture 
de la Renaissance, publication of the conference at Tours in 1981, 347-354; Louis Hautecoeur, “De 
l’Orme,” in Encyclopedia universal dell’arte, Vol. 7 (1958): 258-261. 
23 Jean Prévost, Philibert Delorme (Paris: Gaillimard, 1948). 
24 Blunt, Philibert De L’Orme, Pérouse de Montclos, Philibert de l’Orme. 
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to de l’Orme’s designs. As previously mentioned, a chapter of the book is devoted to 

Anet in which Blunt thoroughly detailed all the aspects of Anet’s design. He commented 

extensively on the significance of this work to the architect’s development and innovative 

design philosophies, using personal observation of the château, and was the first to 

publish in English a selection of woodcuts from de l’Orme’s own treatise on architecture, 

Le Premier Tome de l’architecture (Morel, 1567).25 Four decades later, Pérouse de 

Montclos in Philibert De L’Orme was chiefly interested in how de l’Orme contributed to 

the development of a French style of architecture through his synthesis of Italian 

principles with French materials and techniques.26 His methodology—treating cultural 

studies and architectural history synthetically, with a fresh analysis of evidence—gives an 

exciting perspective to the study of the architect. This work is full of useful facts, an 

extensive bibliography (particularly of French works on de l’Orme), and the 

aforementioned substantial and informative entry on Anet.27 

 The fourth, and last, major area of scholarship integral to the study of Anet is the 

work on the French court, which provided the backdrop against which these personalities 

were able to imagine and execute the design of Anet. The idea of the court as an 

institution that promoted and nurtured artistic and architectural growth is a relatively 

recent area of research, and has been explored in several works of high quality; on the 

French court during the Renaissance, three works in particular stand out. The first of 

                                                
25 For the page numbers of these 32 woodcuts within Blunt’s book, see the “List of Text Illustrations,” 
Blunt, Philibert: xi-xii. 
26 Pérouse de Montclos, Philibert de l’Orme. 147. 
27 Pérouse de Montclos, Philibert de l’Orme. 
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these, Nicolas Le Roux’s La faveur du roi: mignons et courtisans au temps des derniers 

Valois (Paris, 2001) primarily focuses on the later Valois kings François I (r. 1559-1560), 

Charles IX (r. 1560-1574), Henri III (r. 1574-1589) and the first Bourbon king, Henry IV 

(r. 1589-1610), though the first chapter discusses the intricate politics of Henri II’s 

court.28 Probably the most important recent work is Monique Chatenet’s La Cour de 

France au XVIe siècle: Vie sociale et architecture (Paris, 2002), in which the author has 

mined vast amounts of contemporary accounts and records to compile the most accurate 

picture to date of the court’s movements, activities, and lifestyle during the sixteenth 

century.29 She explores the importance of architecture and its reciprocal relationship with 

court life; this is truly fundamental scholarship for any study involving the architecture 

and the French court. The third publication, The French Renaissance Court (New Haven, 

2008) by Robert J. Knecht, is an example of a synthetic treatment of the political, social, 

and cultural history of the French court. The approach is primarily socio-cultural, but his 

effort to connect court culture with the built work it commissioned, particularly in 

chapters 9 and 10, is a valuable hybrid of architectural and social history.30 

 All the aforementioned works of scholarship form the basis of the body of 

literature on de l’Orme, the Château d’Anet, and Diane de Poitiers, and provide an 

excellent foundation for further analyses and theories. However, a critical analysis of the 

                                                
28 Nicolas Le Roux, La faveur du roi: mignons et courtisans au temps des derniers Valois (Paris, Presses 
Universitaires de France, 2001), esp 4-39. 
29 Chatenet, La Cour de France. 
30 Robert J. Knecht, The French Renaissance Court (New Haven: Yale University Press, 2008), Chatenet, 
La cour de France, 2002, esp. 142-173. 
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intersection of these three subjects has hitherto been neglected—though scholars have 

acknowledged the effect that Diane’s personality had on the architecture of her château, 

no author up to this point has attempted, for example, to examine the architectural 

significance of the personalized iconography utilized in the château’s exterior and interior 

decoration. I believe the interaction between Diane and de l’Orme resulted in a program 

of imagery that shaped the entire character and experience of the château, and that the 

resulting product produced an effect unique in the history of French Renaissance 

architecture. In a later chapter, chapter 3, I will discuss the significance of this particular 

patron/client relationship in further detail; but for the remainder of this Introduction, I 

will describe and explain the major players who contributed to the design of the Château 

d’Anet, and some of the historical circumstances surrounding its inception. 

  Without a doubt, the personality of Diane de Poitiers is central to the study of 

Anet. She was, by all accounts, a strong character who knew her own mind and was 

unafraid of expressing her opinions, talents, and preferences.31 She was well-known for 

her humanist interests, which were attested to in accounts by court historian Brantôme, 

poets Pierre de Ronsard and Joachim du Bellay, and other members of the court. 32 She 

could read Latin and Greek, and had a library of over three hundred books, amongst 

                                                
31 As might be expected, accounts differ and historians take a mixed view—some favorable, others less so. 
More sympathetic accounts include Françoise Bardon, Diane de Poitiers et le Mythe de Diane and Ivan 
Cloulas, Diane de Poitiers, while Mark Strange tends towards a more hostile view in Women of Power. See 
also George Herbert Bushnell, “Diane de Poitiers,” 283-303. 
32 See Henderson, Dianne de Poytiers: 4, and Sheila ffolliott, “Casting a Rival into the Shade: Catherine 
de’Medici and Diane de Poitiers,” Art Journal 48, no. 2: 138-140. 



 
 

14 

which were copies of the treatises of Vitruvius and Leon Battista Alberti.33 As the wife of 

nobleman Louis de Brézé (1463-1531), she had appeared at court, and known the king 

there since his boyhood, but did not rise to prominence until after her husband’s death, 

when she was thirty-one years old.  Although the exact date of the start of Henri and 

Diane’s relationship is not certain, she was firmly established at court as Henri’s mistress 

by the late 1530s. The institution of “favorite” at this point was relatively well-

established, and the woman who held the position could wield a significant amount of 

power, according to her ambition and ability.34 The extent to which she affected Henri’s 

political decisions is difficult to gauge, but the measure of her influence did extend to 

openly appointing administrative offices, and she benefited monetarily from several tax 

revenue streams the king diverted into her coffers.35  

 The practice of employing symbols or emblems in art in order to identify a figure 

was of course nothing new in Diane’s time; religious and secular art had been employing 

these practices for millennia.36 Diane joined this tradition after the death of her husband 

                                                
33 Diane caused many books in her library, as well as Henri II’s royal library, to be bound with her personal 
insignia, a usual practice among elite book owners in Renaissance Europe. This oftentimes took the form of 
her intertwined initials intertwined with Henri’s, or three crescent moons; this habit of hers has allowed 
many of the books of her library to be traced back to her, though the library itself was scattered and sold in 
the 18th century. For Vitruvius, see Bushnell, “Diane de Poitiers,” 286. For Alberti, see Ernest Quentin-
Bauchart, La Bibliothe ̀que de Fontainebleau et les Livres des Derniers Valois a ̀ la Bibliothe ̀que Nationale 
(Paris: E. Paul, Guard, et Guillemen, 1891), 118. 
34 Norberg, Kathryn. “Incorporating Women/Gender into French History Courses, 1429-1789: Did Women 
of the Old Regime Have a Political History?” French Historical Studies 27, no. 2 (Spring, 2004), 246. 
35Mark Strange, Women of Power, 76.  
36 For a survey of this in Christian art, see Lawrence Nees, Early Medieval Art, (Oxford: Oxford University 
Press, 2002): esp. 33-52. For example, Alexander the Great evinces a cowlick in his portraiture, which 
rapidly became a Hellenistic artistic tradition for rulers; centuries later, in his early career, the Emperor 
Augustus had himself portrayed with a cowlick as part of an attempt to associate himself with Alexander 
and Hellenistic kings. He also cultivated a set of artistic idiosyncrasies that engendered an association with 
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and her rapid ascent to court fame through her position as Henri’s favorite, by 

deliberately fostering a public image of herself, using recognizable emblems, in order to 

extend her influence and cultivate power. In Diane’s case, it is important to remember 

that her power lay in the force of her personality, attractions, and image, and ultimately 

derived from the king; her authority and influence were subject to his approval. 

Therefore, it was critical for her to keep in the good offices of the king, while her own 

concerted efforts, artistic and otherwise, enabled her to extend her ascendancy. This 

situation was able to take place thanks to the fruitful era of the French Renaissance, when 

the artistic and literary ambience at court presented many opportunities for an educated 

woman, particularly one who possessed a strong desire for self-promotion. 

 The late fifteenth and early sixteenth century—the period immediately preceding 

the Château d’Anet—was a time of many political, artistic, and literary changes in 

France, an environment that laid the groundwork for Anet’s design.37 Italian influences 

were felt in France during the reigns of Charles XIII (r. 1483-98) and Louis XII (r. 1498-

1515) through military campaigns and ambassadorships, but François I (r.1515-1547) 

was the first to make a concerted effort to establish a humanist court after the manner of 

the Italians.38 His endeavors in this regard are well known, and have been thoroughly 

discussed by historians; these included inviting Italian artists, architects, and men of 
                                                                                                                                            
the god Apollo, which were distinctive enough to cause immediate recognition on the part of the viewer.  
See Paul Zanker, The Power of Images in the Age of Augustus (Ann Arbor: University of Michigan Press, 
1988) esp 42-45. 
37 Bibliography on this matter is quite extensive. See Blunt, Art and Architecture in France, 1953; Henri 
Zerner, Renaissance Art in France (Paris: Flammarion, 2003); Hautecoeur, Histoire de l’Architecture, 
1965; Knecht, French Renaissance Court, 2002; Chatenet, La cour de France, 2002. 
38 Blunt, Art and Architecture in France, 1. 
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letters to enjoy his hospitality and patronage in France.39 From this period, the emerging 

current shaping the court’s interests that is the most relevant to the study of Anet is a 

facet of this developing humanism—the increasing popularity of Greek and Roman 

histories and myth in art and literature.40  

 By the time François I had brought the Italian artists Rosso and Primaticcio to 

Fontainebleau in the 1530s, the vogue for classical mythology was well established. 

French translations of Ovid’s Metamorphoses and Boccaccio’s Genealogy had recently 

been published; as Françoise Bardon points out, by the time of the creation of the 

celebrated gallery of Fontainebleau, begun in 1533, the allegorical content of the 

paintings and reliefs were more than likely readily apprehended by most of their 

audience, as understanding classical references was part of court life.41 During this time, 

allegory and metaphor were beginning to be commonly used in various modes of 

expression, from art to literature; poets compared prominent beauties of the court to 

goddesses of the classical pantheon such as Venus, Juno and Diana.42 It is not clear 

exactly when Diane de Poitiers decided to capitalize on this trend, but the coincidence of 

her name—the same as the Roman goddess of the hunt, Diana—provided an excellent 

starting point, and aligned nicely with her enthusiastic predilection for hunting. She had 

herself allegorically depicted as Diana in many of her commissioned artworks, but 
                                                
39 See Blunt, Art and Architecture in France; Robert .J. Knecht, Francis I (Cambridge: Cambridge 
University Press, 1982); Chatenet, La cour de France, 2002. 
40 Margaret M. McGowan, The Vision of Rome in Late Renaissance France (New Haven-London: Yale 
University Press, 2000), esp. Chapter 8,”Two Distilled Models of Rome,” 283-342.  
41 Bardon, Diane, 5, 14-20, 37. Blunt, Art and Architecture in France, 34. However, the success of art 
historians in this matter is varied.  
42Bardon, Diane, 41. 
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advanced the affiliation further by also cultivating several symbols that became nearly 

synonymous with her person, in order to reinforce her association with the goddess. 

These were the bow and arrow, which directly symbolized the goddess Diana’s 

association with the hunt; the crescent moon, to indicate the deity’s position in the 

pantheon as the goddess of the moon; the Greek letter “Delta” representing the Roman 

letter “D”, to stand for Diane’s Christian name—it was represented alone or doubled to 

illustrate her pride in her own name and personality apart from the king; and lastly, the 

letter “D” intertwined with the letter “H,” which represented her name and that of the 

king, and served to emphasize her close relationship with Henri.  

 Diane’s decision to expend so much energy to develop this canon of symbols 

makes sense when understood within the context of sixteenth century visual culture. The 

practice of the use of devices was quite a common one, as Daniel Russell, scholar of 

emblems and devices, explains in his book, Emblem and Device in France (1985).  He 

states “…devices were identifying marks like heraldic arms, but unlike armorial 

markings, they were personal signs which distinguished their owners not only from other 

families, but also from other members of their own family…more specifically, the device 

seems to have been a personal mark chosen to distinguish the individual through the 

expression of some idealized element of his character, condition, or aspirations.” 43  The 

survival of examples of the usages of such devices is rare; Russell notes that most devices 

in circulation during the 16th century survive only in occasional archaeological artifacts, 

                                                
43 Daniel Russell, Emblem and Device in France (Lexington, KY: French Forum Publishers, 1985), 24.  
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pieces of jewelry, and other personal possessions in inventories drawn up in connection 

with inheritances. 44  Diane enthusiastically engaged in this activity, persistently utilizing 

the aforementioned symbols in diverse artworks she personally commissioned, such as 

clothing and book bindings. Her devices were recognized and accepted as an evocation of 

her personality—and with it, her identification with Diana—by all members of the court. 

Consider these lines by court poet Olivier de Magny (1559): 

…un chacun voit comme, Diane bonne, 
Vous excellez la fille de Latone 
soeur de Phoebus, cette Nymphe qui luit 
Par l’eppaisseur de la plus noire nuit, 
Et qui ça-bas oserait si profane 
se comparer à la belle Diane? 
Elle ne luit que la nuit à son tour, 
Mais vos vertus et de nuit et de jour…45 

 

By layering the qualities of the goddess over her own attributes, she was able to create a 

persona that seemed to mesh Diane with Diana. The skillful utilization of the aspects of 

the deity’s otherworldly nature, such as her beauty, chastity, and mystique, was very 

useful in a court enamored with novelty and chivalric romance, where Diane’s position 

depended on her ability to retain the king’s interest. 

 Though Diane had begun establishing her association with the goddess while 

François I was still alive, the ultimate expression of those devices—in the imagery at the 

Château d’Anet—did not manifest until the late 1540s. Upon the death in 1531of her 

husband, Louis de Brézé, Diane inherited the Brézé family seat at Anet, which was a 

                                                
44 Russell, Emblem, 25. 
45 Bardon, Diane, 77. 
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typical defensible and solid medieval fortress in varying states of repair. It is not known 

precisely when she resolved to demolish some of the inconvenient parts of the old castle 

that still remained and construct a new suite of buildings more to her taste, though there 

are indications that some construction took place in the 1540s; it did not, however, begin 

in earnest until the accession of Henri to the throne in 1547, when court architect Philibert 

De l’Orme was employed to design and execute her new palace.46 The combination of 

Diane’s self-aware patronage and de l’Orme’s skill resulted in a château whose 

innovative design and program of architectural imagery truly embodied the characters of 

the persons involved. 

 Just as Diane de Poitiers was a person of learning and a strong point of view, so 

was Philibert de l’Orme. Originally from Lyons, de l’Orme spent three years in Rome 

(1533-36) observing and recording Roman architecture, an experience that was to have a 

great resonance in his work, including the Château d’Anet.47 His travels and repertoire of 

humanistic learning caused him to begin to apply the principles of the Italian Renaissance 

to the construction of architecture within France, rather than just the ornament— he 

possessed a strong ability to adapt the ideas he had learned in his travels to local 

materials, climate, living conditions, and architectural traditions, which produced 

                                                
46 It seems Henri II did very little commissioning of art and architecture himself, instead leaving this work 
to Diane (Blunt, Art and Architecture, 40). The state of the construction that had already taken place at 
Anet is unknown, and can only be surmised from de l’Orme’s words about it in his treatise; he declares that 
the trompe he erected for Henri’s cabinet was limited by the inadequacy of the earlier architect. Pérouse de 
Montclos discusses this statement on p. 254 of Philibert de l’Orme. 
47 Blunt, De L’Orme, 1-3. For de l’Orme’s position in the Renaissance, see also Catherine Wilkinson, “The 
New Professionalism in the Renaissance,” in Spiro Kostof eds. The Architect: Chapters in the History of a 
Profession (Oxford: Oxford University Press, 1977): 124-160 and Henri Zerner, “A Sense of National 
Identity—Philibert de l’Orme,” Chapter XI in Renaissance Art in France, 395-423. 
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architectural designs that were Italian in ideological origin but very French in execution.48 

In particular, he employed the Italian love of symmetry into the site planning and layout 

of the grounds of the châteaux he built in France, such as the Château St. Maur, Anet, St. 

Leger-en-Yvelines , and the Tuileries.49 At the Château d’Anet, this symmetry, though 

not absolute, was coupled with a rhythmic application of ornament to create a physical 

environment whose cohesion helped further the visual impact of its component parts.  

 Though the canon of symbols carefully cultivated by Diane appear in other works 

of architecture patronized by both her and Henri II, such as the Louvre and Chenonceau, 

the Château d’Anet is by far the ultimate expression of her devotion to these images. 

They are ubiquitously used in the architecture and interior decoration of the château, in 

seemingly infinite permutations, and are skillfully employed to add a layer of complexity 

that I believe was vital to the meaning and reception of the architecture. With one stroke, 

they both reinforced Diane’s association with Diana and her identification with her 

château, as demonstrated by these lines of Ronsard’s (1571): 

Je chanteroy d’Annet les edifices, 
Termes, Piliers, Chapiteaux, Frontispices, 
Voutes, lambris, canelures, 
et non, comme plusieurs, 
les fables de ton nom.50 

 

                                                
48 Blunt, 19. 
49 Blunt, 1-3. For St. Maur, see Blunt, 19-26, for St. Léger-en-Yvelines, see, Françoise Boudon and Jean 
Blecon. Philibert De L’Orme et le Château Royal de Saint-Léger-en-Yvelines (Paris: Picard, 1985); for the 
Tuileries see Claude Mignot, “Le Triomphe des Ordres d’Architecture. Du Louvre aux Tuileries.” Histoire 
de l’Art, Temps Modernes, XV-XVIII siècles (Paris: Flammarion, 1996). 
50 Pierre Ronsard, Les Odes de P. de Ronsard, gentil-homme vandomois, au roy Henry II. de ce nom. Tome 
deuxiesme (Paris, Gabriel Buon, 1571.) Stable URL: http://gallica.bnf.fr/ark:/12148/bpt6k70085m/f265. 
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 The château was transformed from a mere hunting lodge for the king’s favorite 

into a setting intended to showcase the personality of Diane de Poitiers, and introduced a 

level of meaning and expression through architecture that had not been seen in France up 

to that point. Though historians of de l’Orme and Anet, such as Pfnor, Blunt, and Pérouse 

de Montclos, have all noted the presence of these emblems, they did not give them the 

close art and architectural analysis that I believe they deserve. Françoise Bardon’s 

thematic approach—which seeks to highlight the reasons for Diane’s wish to associate 

herself with the goddess, what that meant at the time, and the means by which she did 

so—is excellent, but her scholarship focuses on the overarching currents and meanings of 

the Diana myth and its symbols, without providing detailed descriptions or pictures of the 

actual, original architectural evidence present at Anet. In this thesis, I will attempt to 

unify the two approaches by focusing on a particular aspect of Diane de Poitiers’s 

commission of Anet from de l’Orme—the emblematic architectural decoration that 

permeates both the exterior and interior of all of its structures. A catalogue of examples 

of the existing iconography, selected for their known provenance and extant state, is 

necessary to understand the original appearance of the imagery as precisely as possible. I 

have chosen the format of the traditional, art historical catalogue raisonné, because it 

provides an excellent framework for a very close reading and analysis of Anet’s 

emblematic, architectural-decorative elements and their iconography. These examples 

will, in turn, lead to an examination of the possible impact of this imagery on the overall 
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experience of the château in the 16th century, and afterwards some analysis will be 

devoted to situating Anet within the greater context of French Renaissance architecture.  

 I will organize the thesis into the following Sections, after this Introduction: 

Chapter 1 will be a Catalogue of Drawings and Representations of Anet, with an 

emphasis on the sixteenth to eighteenth centuries, which I assembled in order to fully 

understand both the original appearance of the château, and its possible contemporaneous 

reception. Chapter 2 will be a Catalogue of Selected Examples of the Emblematic 

Architectural Elements, or Iconographic Elements; Chapter 3 will focus on Interpretation 

and Meaning of those elements, and, finally, the Conclusion will assess this compilation 

and interpretation of the material. All figures are in the Appendix. 
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Chapter 1: Drawings, Prints and Representations 

 Because the current state of the Château d’Anet is significantly different from its 

original design and construction, the drawings and architectural representations of the site 

are particularly valuable. The types of drawings and printed views range from measured, 

professional architectural renderings to artistic interpretations, and each reveals or 

confirms some important detail. The reliability of the drawings and prints varies with 

regard to their fidelity to the original architecture, and even those closest to the original 

demonstrate some discrepancies. However, they remain the best evidence available 

regarding how the original château was understood and received. The following is a 

catalogue of all the published representations of the château known to be in existence, in 

chronological order based on the date of their publication or on the estimated date of their 

making. As their total number is relatively few, it is possible to collect images of them all 

in one place—this is what I intend to do here. The original drawings themselves are 

scattered throughout the collections of several institutions, with the largest being at the 

British Museum in London and the J. Paul Getty Museum in Los Angeles, while others 

are divided mostly between the Bibliothèque Nationale and the Archives Nationales in 

Paris.51 All the drawings have been published at one point or another, as various authors 

on the subject of Anet have included some images in their texts as needed. I have 

gathered together images of all the known pre-Revolution drawings, and a selection of 

post-Revolution drawings that highlight important features; this assembly is necessary, 

                                                
51 LeLoup, 147-148. 
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not only to understand Anet’s pictorial history, but also to help determine what is original 

to the château and what is reconstructed, which is in turn vital to an analysis of the 

château as it stood in the mid sixteenth century.  

 The clearest way to organize the entries is by date of publication or making; each 

catalogue entry will contain a bibliographic reference to the most pertinent work where 

the images were published. 

SECTION 1 : PRE-REVOLUTION IMAGES 

Jacques Androuet du Cerceau (1515?-1586) 
 By far the most significant contribution to the pictorial record of Anet was drawn 

and published by Jacques Androuet du Cerceau, an architect and builder from Paris who 

is best known for his architectural engravings. He published a two-volume book series 

entitled Les Plus Excellents Batiments de France (Paris: Gilles Beys, 1576-1579), a 

seminal work in which he included descriptions and high-quality schematic drawings 

such as plans, sections, and bird’s-eye views of what he considered to be France’s “best” 

buildings; entries include such well-known sites as Chambord, Blois, and Chenonceaux, 

but also include smaller private châteaux which he thought exceptional enough to deserve 

inclusion. From the eight drawings he devoted to Anet, it is clear that he held this château 

in very high esteem indeed, as eight is on the higher end of drawings devoted to a single 

site; Chambord claims three and Blois, one of the most thoroughly covered, nine.52 The 

value of these drawings to the study of the château cannot be overestimated, as they are 
                                                
52 Françoise Boudon and Claude Mignot eds. Jacques Androuet du Cerceau, Les plus excellent batiments 
de France. Paris: Picard: 2010; for Chambord, see 52-58; for Blois, 140-150. 
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the closest in date of publication to the construction of the château, and were created by 

an individual whose level of accuracy and fidelity to the original architecture can be 

easily verified by a comparison with what remains today of the buildings he depicted—

though he did have a tendency towards embellishment, occasionally completing details 

according to his own ideas.53 

 The relationship between du Cerceau and de l’Orme, who were contemporaries, is 

not quite clear—Anthony Blunt goes as far as to claim they were rivals, and Pérouse de 

Montclos also suggests the possibility.54 Certainly, the accompanying descriptive text in 

the Anet entry evokes a specific tone in his experience there—rather than emphasizing 

that it is one of the most beautiful buildings in the country, he chooses terms that 

communicate the totality of the site, highlighting the arrangement and layout of the 

grounds, gardens, and parks, and the architecture directly associated with them. Only a 

few sentences reference the well-appointed château itself, the interesting round chapel in 

the main court, and the tomb chapel designed to hold Diane de Poitiers’ remains, as 

follows: 

Ce lieu est assez recognu pour une des belles places de France. Il est au 
pays du Perche en Normandie, comme au miliey de quatre villes, a scavoir 
Dreaux, Eureux, Montfort, and Meulan. Joignant & prochain ce lieu est 
une petite rivere, dicte Dure. Le batiment est assiz en une plaine, and est 
acommode de tout ce que besoin est pour render un lieu parfait, tant d’un 
Parc, bois, Canaux, que de tout ce qui est necessaire. Feu Madame la 
Duchesse de Valentinois l’a fort enrich de batiments and d’autres beautez, 
comme verrez par les plan and elevations. La principalle court est fermee 
de corps de logis en tous cortez: dont a main dextre de l’entrée est une 

                                                
53 Blunt, Art and Architecture, 90-91. 
54 Blunt, Art and Architecture, 89; Pérouse de Montclos, De l’Orme, 13. 
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chapelle ronde aven son Dome dessus, bien accoustree and digne d’estre 
veve, pour la bonne ordonnance dont elle est faitte. Aux cortez de la court 
principalle and outré les corps de logis a dextre and a fenestre par le 
dehors, font deux courts, une de chacun corte, fermees partie de batiments, 
partie de murailles. A la court fenestre y a une fountain de belle 
ordonnance, de laquelle ie vous ai voulu faire dessein. Derriere le logis 
seigneurial y a une terrace a la hauteur du rez de terre de la court principal 
de laquelle terrace l’on contemple le jardin, qui donne beaute d’etre veu 
sur icelle. D’icelle terrace l’on descend au jardin, and au dessoubs d’icelle 
y a une gallerie voultee. Le jardin est de bonne grandeur, and richement 
accoustre de galleries a l’environ, dont les trios cortex sont tant en arcs 
qu’en ouvertures carrees, le tout rustiquw, qui donne au jardin un 
merveilleux éclat a la veue. Le jardain est garni de deux fontaines bien 
prinses, and assises, a cause qu’il est plus large que profound. Derriere 
iclui sont deux grandes places de bois, de garennes, d’arbres fruitiers, 
viviers: et iceux parquets sont serapez par alles, and entre chacune alle and 
parquet en une partie sont canaux. La harrionniere est comprise en ces 
places. Aussi l’orengerie, en laquelle est un bastiment bien plaisaint, les 
vollieres a oiseaux aussi un bastiment joignant le jardin, auquel est 
practique une falle fermee d’une cave, en ordre d’une demi circonfrence. 
En fomme, tout ce qu’on desireroit pour render un lieu parfait, est la fur la 
derriere: et hors d’icelle place est un Hotel Dieu, avec un logis bien basti: 
et prochaine iclui passé laditte riviere le Dure. Joignant le bastiment fur le 
devant y a une assez belle grande place, de laquelle lon va au bourg. 
Depuis quelque temps a este fait a main fenetre, hors la closture des 
Batiments and jardins, une chapelle. Moi y estant, me fut dict qu’elle avoit 
este fait pour mettre la sepulcher de feu Madame la Duchesse,: dont ayant 
recouvert l’ordonnance d’icele sepulcher, ie la vous ai voulu mettre en 
dessein.55 

 

 Rather than focusing on a detailed description of the architecture, Du Cerceau 

chiefly discussed the fortuitous presence of desirable natural elements, and the mastery 

displayed by the designers in harnessing the symbiotic power of landscape and 

                                                
55 Boudon and Mignot, Du Cerceau, 204. 
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architecture.56 By concentrating on the site and not the construction, du Cerceau might be 

interpreted as slighting the architecture; however, the content of the drawings themselves 

tells a different story. Here, the focus is clearly on producing easily read depictions of the 

château with an extraordinary amount of attention to detail, layout, and proportions; the 

gardens and topography often recede into the background as flattened, generic elements 

of the composition. The duality of these two approaches may or may not be significant, 

but the fact remains that he produced a remarkable record of the château as it stood in the 

years immediately before 1576. The engravings made from these drawings have been 

published in many works,57 but I have chosen to study the original drawings produced by 

du Cerceau for his engravers, as they contain the greatest amount of detail and are 

unaltered by the process of converting the drawing into an engraving. These are currently 

in the British Museum, but high-quality reproductions are readily accessible in the 

exhibition catalog produced by Françoise Boudon and Claude Mignot, entitled Jacques 

Androuet du Cerceau, Les plus excellent Batiments de France, (Paris: 2010). 

Jacques Androuet du Cerceau 
Plan (Fig.1) 
Drawing for Les Plus Excellents Batiments de France, 1576, 1578  
British Museum, 1972 U.1356 
 
Key Bibliography: Françoise Boudon and Claude Mignot ed. Jacques Androuet du 
Cerceau, Les plus excellent Batiments de France (Paris: Picard, 2010): 206. 
 

                                                
56 The authorship of the design of the gardens and park is a matter still being investigated. Philibert De 
L’Orme comments on the draining of the marshy ground and other tactics he used to take full advantage of 
the site in his Le Premier Tome de L’Architecture. 
57 Notably by David Thomson, Les plus excellents batiments de France (Paris: Sand & Conti, 1988). 
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 Du Cerceau produced the only surviving plan of the ground floor château and the 

surrounding grounds, from which the overall layout and proportions of the design can be 

seen. The buildings of the château are arranged in a square around the main courtyard: 

the main entrance is on the south side, the corps de logis is on the north, and these two 

buildings are connected by two wings to the east and west, which complete the square. 

Particularly significant is the depiction of the corps de logis and the right wing, which 

have long since disappeared; here, du Cerceau gives the only details available as to the 

arrangement of rooms and placement of doors and windows.58 Also present are the many 

outbuildings and ancillary structures surrounding the château, which have also 

vanished—this view provides a valuable insight into the service structures, and paints a 

more complete picture of the entire complex. This drawing is also particularly important 

to scholars of landscape architecture, as he renders the outlines of the built structures 

surrounding the garden in the back; the text of his description concentrates especially on 

the terrace and extended gardens to the rear of the main residential hall, and describes a 

very large, fully enclosed garden bounded on three sides by an impressive arcaded 

gallery, beyond which were carefully cultivated woods that contained warrens, fish-

ponds, and fruit trees.59 The original arrangement of the gardens and hunting park did not 

endure more than thirty years past Diane’s death, and were completely redesigned 

                                                
58 These details were of enormous help to Monique Chatenet in her interpretation of the use and activities 
that took place at Anet in her seminal work, La Cour de France. It is worth noting that she concludes that 
the general arrangement of rooms was “bizarre” (p. 291). 
59 Boudon and Mignot, Du Cerceau, 257. 
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between 1681 and 1688 by André Le Nôtre, so this contemporaneous depiction of the 

grounds is a priceless window into their original arrangement and design.60 

Jacques Androuet du Cerceau, 
Bird’s-eye view angled axonometric, (Fig.2) 
Drawing for Les Plus Excellents Batiments de France, 1576, 1578 
British Museum, 1973 U.1355 
 
Key Bibliography: Françoise Boudon and Claude Mignot ed. Jacques Androuet du 
Cerceau, Les plus excellent Batiments de France (Paris: Picard, 2010): 205. 
 

 The angled bird’s-eye view by Du Cerceau is one of the two perspectival views he 

produced of Anet. This drawing, with its companion, provides almost all of the 

information known about the proportions, decoration, and architectural detailing of the 

original château, particularly the corps de logis and right wing that have all but vanished. 

Most of what is known about the original appearance and arrangement of the first-story 

colonnade and the entire second and attic stories is also provided by this drawing, the 

details of which will be discussed in the second axonometric entry, as there is a 

significant amount of overlap between the two. 

 The chief significance of this drawing is that the entire site is depicted here: not 

only the château, but the outbuildings, gardens, and hunting park. While the other 

drawings in the set focus on the architecture and decoration of the château itself, this 

drawing aims to paint a complete picture of the house and grounds, albeit through a 

flattened and schematic lens, and is the only record available that gives some idea, in 

visual form, of what the entire complex looked like around the time of its completion; all 

                                                
60 Kenneth Woodbridge, Princely Gardens (New York: Rizzoli, 1986): 69. 
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other contemporaneous accounts are literary or factual description.61 Not only are the 

details of the siting and design of outbuildings such as the orangerie and heronnerie 

given, but the plantings in the posterior of the château are delineated and labeled with 

“arbres,” “tailles,” and so forth.  

 Also, the relationship between the various buildings and their context is depicted. 

Significantly, the overall fortifications and enclosure can be seen to extend much further 

than the château proper, and the depiction of this series of enclosing walls and 

fortifications introduces a new perspective on the overall openness of the château. 

Though the specifics of these outlying buildings have yet to be studied in depth, the 

drawing also provides the opportunity for further research into the service and support 

systems that kept the château running.  

Jacques Androuet du Cerceau 
Bird’s-eye anterior front axonometric (Fig. 3)  
Drawing for Les Plus Excellents Batiments de France, 1576, 1578 
British Museum, 1972 U.887 
 
Key Bibliography: Françoise Boudon and Claude Mignot ed. Jacques Androuet du 
Cerceau, Les plus excellent Batiments de France (Paris: Picard, 2010): 207. 
 

 This bird’s-eye front view differs from du Cerceau’s other bird’s-eye angled view 

in that the hunting park to the rear of the grounds is not illustrated, nor are the farthest 

outbuildings. While the latter aims to depict the entire site, this image is closer to the 

perspective view an entering visitor might have, and is invaluable as a tool for 

understanding what the experience of the château might have been. The level of detail in 

                                                
61 Woodbridge, Gardens, 68. 
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this rendering is quite high, and provides some of the only information available as to the 

massing, proportion, and arrangement of the parts of the château that have been pulled 

down, as well as the original appearance of the altered left wing; also, du Cerceau 

includes the placement and appearance of the original detailed architectural decoration 

and emblems, which is of key importance to this paper.  

 Some examples of these, provided by this drawing, include: the arrangement and 

decoration of the dormer windows, which show the use of crescent moons and sarcophagi 

at their apex; the style and design of the chimneys; the asymmetry in the heights of the 

roof of the right and left wings; the original placement of the Diana and Stag fountain in 

the left court; the plantings present in the garden fortification terraces; the height and 

general appearance of the covered portico that surrounded the garden to the rear on three 

sides; and some details of the planting beds within that garden.  

Jacques Androuet du Cerceau 
Entry Pavilion, anterior and posterior (Fig. 4, right)  
Drawing for Les Plus Excellents Batiments de France, 1576, 1578 
British Museum, 1973 U.1356 
 
Key Bibliography: Françoise Boudon and Claude Mignot ed. Jacques Androuet du 
Cerceau, Les plus excellent Batiments de France (Paris: Picard, 2010): 213. 
 

 In addition to the large, sweeping views of the château and grounds, du Cerceau 

created several drawings that focused on particular aspects of the design. The first of 

these concentrates on the entry sequence, also known as the corps d’entrée; du Cerceau 

gives both the anterior view, or the view approaching the entry, and the posterior view, or 

the view from the enclosed court. The drawing mostly depicts the pavilion itself, with a 
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small slice of the surrounding walls and fortifications. It is particularly valuable, as the 

corps d’entree is one of the only parts of the château that is mostly intact; therefore, this 

comparison can be used to ascertain du Cerceau’s fidelity in depicting the original 

structure. The drawing is almost exactly similar to what currently stands except for slight 

variations in the proportion of the balustrade height and the details of the sarcophagi 

statuary; in the drawing these are all of the same type, in opposition to the two different 

types currently standing. Unfortunately, the level of detail in the balustrades does not 

quite reach the point where the crescent moons can be discerned; however, all other 

components of the entry pavilion are faithfully rendered, such as the elaborate stag clock, 

the statuary niches, the coffering in the tunnel, the crescent moon atop the turret, and the 

classical detailing, all of which remain intact today.  

 The anterior view of the entry pavilion is equally faithful to the current 

architectural state, with the exceptions previously mentioned. 

Jacques Androuet du Cerceau 
Diana and Stag/ Fountain of Diana (Fig. 4, left)  
Drawing for Les Plus Excellents Batiments de France, 1576, 1578 
British Museum, 1973 U.1356 
 
Key Bibliography: Françoise Boudon and Claude Mignot ed. Jacques Androuet du 
Cerceau, Les plus excellent batiments de France (Paris: Picard, 2010): 213. 
 

 On the opposite page–the other half of the folded sheet of paper from the detail of 

the corps d’entrée—is du Cerceau’s rendering of the Diana and Stag fountain, which he 

terms “la fontaine d’anet a laquelle est la Dianne a la court senestre.” Further discussion 

of the meaning and interpretation of the sculpture will be in Section 8 of this thesis, “Art 
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and Decoration;” the definitive scholarly analysis can be found in French Renaissance 

Fountains by Naomi Miller ((New York: 1977).62 In brief, the sculpture features a 

gracefully reclining nude Diana figure, recognizable through the longbow she is holding 

in her left hand. She leans against a docile stag, around whom her arm is languidly 

draped; two hunting dogs have arranged themselves at her back and feet. There are some 

discrepancies between this rendering of the fountain and the fountain as it stands today in 

the Louvre: du Cerceau depicts the head of the stag as turned towards the reclining figure 

of Diana, whereas in the sculpture the head of the stag faces slightly away from Diana; 

this rendering also obscures the position of the hunting dog behind the stag, which is 

clearly visible in the physical sculpture. The original base of the statue has been lost—

here du Cerceau depicts an oval base consisting of arcades, which also resemble the 

arcaded passage in the entrance pavilion; another drawing in the Louvre, which will be 

discussed later, corroborates this representation.63  

 Diana’s headdress constitutes another difference between the drawing and the 

extant statue, although this may be the result of later rehabilitation of the statue in 1799, 

for which a record exists.64 In the drawing the hairstyle is capped by a crescent moon, a 

favorite placement of this motif for Diane and one which also appears on Diana’s head in 

the tapestry “The Drowning of Britomartis” and the portrait of her which hangs at 
                                                
62 Naomi Miller, French Renaissance Fountains (New York and London: Garland Publishing, 1977): 156-
179. 
63 Anthony Blunt seems to think the base in this depiction of the fountain and the base depicted in the 
sketch by Jacques Gentilhâitre differ, but I can see no variation. See Blunt, de l’Orme, 38. Naomi Miller 
picks up the discussion of the statue and gives an excellent analysis and history in French Renaissance 
Fountains, 156-167. 
64 Zerner, 392, and section 8 of this paper.  
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Chenonceau.65 However, as the fountain currently stands, the hair is dressed high on top 

of the head with a diadem on the forehead, a style that does not appear in any other 

renderings of Diane. 

 Though these discrepancies are not insubstantial, the depiction of the rest of the 

statue, particularly the ornamental detailing, is exactly similar to the statue base as it 

currently stands, with the interlaced D and H initials, scorpions, crabs, seaweed, and 

laurel branches clearly rendered.66 One highly valuable aspect of this drawing is that it is 

the only one that shows the fountain in use, as one spectator is depicted admiring the 

statue and another actually using a stream of water to fill a vessel. Water issues from a 

hunting dog’s mouth, the top of the bow Diana holds, and the stag’s antlers, giving some 

sense of how the fountain may have been received and used.67  

Jacques Androuet du Cerceau 
Chapel, perspective section and plan (Fig. 5)   
Drawing for Les Plus Excellents Batiments de France, 1576, 1578 
British Museum, 1972 U.888 
 
Key Bibliography: Françoise Boudon and Claude Mignot ed. Jacques Androuet du 
Cerceau, Les plus excellent batiments de France (Paris: Picard, 2010): 209.  
 

 Du Cerceau also isolated the chapel at Anet for two detailed drawings, a plan and 

a perspectival section. Interestingly enough, the three aspects of the château which du 

Cerceau chose to honor with their own detail drawings are also the three parts of the 

                                                
65 See Section 8, “Diana Tapestry Cycle.” 
66 Miller, French Renaissance Fountains, 159. See Section 8, “Diana and Stag.” 
67 Milller discusses how the fountain may have actually worked (159-160). I have personally observed a 
fountain aperture in the dog’s mouth, but the antlers and bow are out of reach of casual observation, as the 
statue is 4 meters high. 
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château which survived almost intact to the present day: the entry pavilion, the round 

chapel, and Diane’s funerary chapel. The latter’s defining characteristic is its circular 

plan, which is echoed in the architectural detailing and stonework de l’Orme used to 

emphasize the geometries of the interior space.  

 As with the entry pavilion, this drawing gives the opportunity to analyze du 

Cerceau’s accuracy, while also providing evidence of the original state of the chapel. In 

particular, the reliefs flanking the arches, with their nude winged victories, are clearly 

rendered, and correspond exactly to those in the chapel today; also, the Diane 

iconography of intertwined Ds on the keystone of the arches is prominently and 

accurately shown, as are the crescent moons on spheres situated atop the church steeples 

and intertwined Ds at the base of the finial, providing evidence that these iconographic 

gestures were considered important enough to be featured clearly.  

 The choice to render the section with perspective was perhaps because a 

traditional section would not have communicated the essence of the chapel architecture, 

which lay in its circular core. The only other section Du Cerceau drew for Anet, of the 

rectilinear funerary chapel, is in the traditional manner; certainly this drawing does 

succeed in evoking some sense of the unique space of the chapel. Another valuable 

feature here is how the chapel is shown in relation to the surrounding architecture; in 

particular, how it was connected to the first-floor gallery that spanned the façade of the 

chapel—the plan of the site, because it is only of the ground floor, does not communicate 

this information. The chapel section, and detailed plan which accompanies it, show how 
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the first floor colonnade, which originally spanned the entire length of the east wing, also 

seamlessly formed the porch of the entrance to the chapel. The second story gallery of the 

east wing adjoins the upper part of the chapel; by piecing the evidence from the plan and 

the section together, it is revealed that there was a small lunette-shaped opening between 

the second-story gallery and the upper interior part of the chapel that allowed those in the 

gallery a view of the interior.68 Thus, the plan and section work harmoniously together to 

help communicate the totality of the chapel.  

Jacques Androuet du Cerceau 
Funerary Chapel: front elevation, section, plan, and sarcophagus detail (Fig. 6)  
Drawing for Les Plus Excellents Batiments de France, 1576, 1578 
British Museum, 1972 U.889 
 
Key Bibliography: Françoise Boudon and Claude Mignot ed. Jacques Androuet du 
Cerceau, Les plus excellent batiments de France (Paris: Picard, 2010): 211. 
 

 Du Cerceau devoted a full two pages to the funerary chapel, which was designed 

after Diane’s death by an architect named Claude de Foucques. In the written description, 

du Cerceau does not particularly praise the architecture, but he does mention that it is a 

recent addition.69 The chapel today does not contain many examples of Diane’s 

iconography, save on the sarcophagus and one intertwined D and H in the floor.  

 In terms of different types of professional renderings, it is the most complete 

record of any building on the grounds, perhaps because du Cerceau possessed complete 

                                                
68 This has since disappeared in the course of Caristie’s nineteenth-century renovations. 
69 “Depuis quelque temps a este fait a main fenetre, hors la closture des batiments et jardins, une chapelle. 
Moi y estant, me fut dict qu’elle avoit este fait pour mettre la sepulcher de feu Madame la Duchesse,: dont 
ayant recouvert l’ordonnance d’icele sepulcher, ie la vous ai voulu mettre en dessein”. From David 
Thompson’s Excellents batiments, 257. 
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documentation of the building.70 Though the chapel is still standing, it suffered much as 

the target of Revolutionaries, and Diane’s sarcophagus was only saved from total 

destruction by the well-timed interference of Alexandre Lenoir, who purchased it from 

those persons in charge of the distribution of Anet’s wealth.71 The drawing shows the 

second story, now disappeared, and the original arrangement of religious articles, 

furniture, and sarcophagus. The latter item contains the sole instance of Diane’s 

iconography within the drawing, the set of D and H initials carved into the side.  The 

drawings also faithfully render the façade of the building.  

Philibert de l’Orme (1510?-1570 ) 
 The other major contribution to the canon of known drawings of Anet comes, not 

unsurprisingly, from Philibert de l’Orme himself, in his work Le Premier Tome de 

l’Architecture. Published in 1567, the book is organized in the tradition of earlier treatises 

such as that of Sebastiano Serlio; its focus is largely technical and serves the double 

purpose of demonstrating de l’Orme’s command of classical material and stereotomy, 

while providing practical instruction another architect could use. The work includes 

several engravings and technical drawings of the parts of the château; however, due to the 

nature of the organization of the book, the engravings of Anet and their attendant 

information are scattered throughout rather than grouped together. Elements of the 

château which de l’Orme described in various parts of his treatise include the entry 

pavilion, the trompe d’Anet (a squinch), the chapel, and various window surrounds. In 
                                                
70 See Boudon and Mignot, 210.  
71 LeLoup, 99-100. 
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1981, the publisher Pierre Mardaga reprinted a1648 edition of de l’Orme’s work entitled 

Architecture de Philibert de l'Orme (Rouen : D. Ferrand, 1648), which combined de 

l’Orme’s Nouvelles inventions pour bien bastir et à petits frais  (1561) and Le Premier 

Tome de l’Architecture (1567).72 As the page numbers are intermittent and the plates are 

not organized or numbered in the aforementioned work, for the sake of convenience I 

refer the reader to Anthony Blunt’s 1958 publication of these engravings. 

Philibert de l’Orme 
Engraving, anterior of Entry Pavilion (Fig. 8.1)  
Engraving for Le Premier Tome de l’Architecture, 1567  
 
Key Bibliography: Anthony Blunt, Philibert De L’Orme (London: A. Zwemmer, 1958): 
Fig 13b. 
 

 The engraving of the entry pavilion which de l’Orme presents in his treatise adds 

measurably to the understanding of this aspect of the château’s architecture, due to its 

high level of detail. A comparison with du Cerceau’s drawing highlights the different 

approaches of the two architects. Du Cerceau’s drawing was an axonometric, while de 

l’Orme chose to draw an elevation of the façade, a type of drawing that concentrates 

more on details and the proportions of the individual elements to each other. Perhaps 

because of this, or possibly because de l’Orme considered the personalized details of the 

château more important than did du Cerceau, certain additional important aspects are 

revealed in de l’Orme’s version. The most important of these is the depiction of the 

crescent moon balustrade, which is shown in its entirety, with each unit composed of two 

                                                
72 Philibert de l’Orme, “Architecture de Philibert de l’Orme,” ed. Geert Bekaert (Rouen : D. Ferrand, 1648; 
reprint, with an Introduction by Pierre Mardaga, Bruxelles : P. Mardaga, 1981.) 
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vegetal forms curving above and below a small crescent moon. The engraving matches 

exactly what is currently in place on the entry pavilion, and is key to our understanding of 

the inclusion of Diane’s iconography in the design of the château.73 Other information 

regarding the decoration of the façade, such as the arrangement and appearance of the 

architraves, friezes, and cornices, the form of the stag clock, and the inclusion of the 

Nymph of Fontainebleau relief, is also clearly expressed. While de l’Orme, in his version 

of the entry pavilion, omitted the surrounding buildings and garden terraces, the 

sarcophagi sculptures on the second story of the pavilion, and any information regarding 

the entrance tunnel, he maintained a high level of detail with regard to the classical 

elements such as the architraves, as well as personalized details such as the Nymph of 

Fontainebleau (which he requisitioned for use at Anet) and stag clock. 

Philibert de l’Orme 
Trompe d’Anet (Fig. 8.2) 
Series of engravings for Le Premier Tome de l’Architecture, 1567   
 
Key Bibliography: Anthony Blunt, Philibert De L’Orme (London: A. Zwemmer, 1958): 
47. 
 

 De l’Orme includes three drawings that reference the beautiful and unique trompe 

d’Anet, the shell-like squinch which supports the cabinet attached to the chambre du Roi 

built onto the side of the château that faced the garden.74 The first is a woodcut that 

attempts to three-dimensionally illustrate the squinch in its setting in the corner of the 
                                                
73 Part of the importance of this confirmation stems from the fact that this exact balustrade was copied and 
erected on the façade of the chapel in 1842 by A. Christie, where there was no balustrade in the original 
design. See Roussel, Histoire, 48-49. De l’Orme’s engraving helps illustrate what was original to the design 
of the entry pavilion. 
74 Blunt, de l’Orme, 46. 
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château; the resulting image, however, is somewhat difficult to read. In physical reality, 

the arch is a graceful and complicated gentle curve; however, the woodcut depicts a 

wobbly cornice and balustrade suspended over a flattened version of the stones that 

compose the arch. Also worthy of mention is the inclusion in this image of the crescent 

moon iconography atop the dome of the cabinet, another example of Diane’s imagery 

present in the architectural detailing of the château.  

 The other two drawings (Fig. 8.2) are technical in nature, very precise, and show 

the exact way the stones should be cut; a demonstration, if any were needed, of de 

l’Orme’s supreme skill in stereotomy.75  

Philibert de l’Orme 
Door and window surrounds, possibly for Anet (Figs. 9.1, 9.2) 
Series of engravings for Le Premier Tome de l’Architecture, 1567  
 
Key Bibliography: Anthony Blunt, Philibert De L’Orme (London: A. Zwemmer, 1958): 
51, 53. 
 

 Another set of engravings exist in Le Premier Tome that may be of Anet; though 

they do not have specific associated text to confirm this, Anthony Blunt associates them 

with the château in his book. 76 These are a set of three drawings illustrating a door and 

two dormers. Though no dormer currently on the property matches these, the woodcuts 

may give indication of some of the decoration of the château that has disappeared, or 

simply some ideas de l’Orme had for this aspect of the château’s decoration. As Blunt 

                                                
75 Blunt, 46.  
76 Blunt, 50. 
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puts it, “If these two designs are really related to Anet, they indicate that much of the 

detail was far more fantastic than the parts that have survived.”77 The dormers feature 

crescent moons, intertwined deltas, and bows, another example of the inclusion of 

Diane’s personalized motifs in her château. Though there is no supporting text regarding 

the placement of these details at Anet or whether they were executed, presumably they 

were intended for use there, and give an indication of the comprehensive scope of the 

iconography.   

Philibert de l’Orme 
Chapel (Figs. 10.1, 10.2) 
Series of engravings for Le Premier Tome de l’Architecture, 1567  
 
Key Bibliography: Anthony Blunt, Philibert De L’Orme (London: A. Zwemmer, 1958): 
254. 
 

 The last of the drawings included in Le Premier Tome are of the chapel. The 

subjects of the two woodcuts are an interior section of the chapel, extremely similar to the 

one produced by du Cerceau, and a three-dimensional elevation of the rear of the chapel. 

As Le Premier Tome was published in 1567 and Les Plus Excellents Batiments de France 

in 1576, I presume that de l’Orme’s engraving is the original, and there are certainly 

many other instances of hybrid elevation/artist’s renderings in de l’Orme’s treatise to give 

credence to this idea. The two drawings share many similarities, but the version in de 

l’Orme’s work does not have intertwined Ds featured in the keystones, nor does it show 

crescent moons atop the chapel steeples or show the details of the coffering in the 

                                                
77 Blunt, 51.  
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arches—the only “Diane” details present are the intertwined Ds embedded in the 

ironwork at the base of the steeple, and a crescent moon atop the window surround on the 

façade of the chapel. Other decorative details are depicted, such as the form of the 

winged victories, the vegetal decoration around the coffering, and the detail of the roof 

cap; the reason for these omissions in de l’Orme’s book is not known.  

 The other drawing, of the back of the church, is the only drawing extant of this 

part of the château. Due to the spherical plan, which was punctuated by four shallow 

apses, the posterior of the church is quite sculptural in impact, a fact that de l’Orme 

seems to wish to highlight in this elevation. The curved outer walls of the apses are 

depicted, and not flattened into the rectilinearity created by most elevations of rounded 

buildings. The crescent moons atop the church steeples depicted in the du Cerceau 

drawing are also missing here.  

Other Pre-Revolution Images 
 
Antoine Caron (1521-1599) 
Cartoon/ drawing, “Le Cour de France quittant le château d’Anet” (Fig. 11)  
Louvre, Inventaire du Départment des Arts Graphiques, RF  30624 
 
Key Bibliography: Monique Chatenet, La Cour de France au XVIe Siècle, (Paris: Picard, 
2002): 17. 
 

 The last example of a depiction of the château in the sixteenth century comes 

from a cartoon for a tapestry attributed to Antoine Caron. This drawing is not without its 

difficulties as a record for activities at Anet, chiefly due to the fact that the date of the 

drawing has not been determined and the eventual tapestry made from it is significantly 
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different from the original cartoon. However, Caron’s lifespan indicates that, if he is 

responsible for the drawing, it was made in the sixteenth century; as such he can join du 

Cerceau and de l’Orme as a contributor to the set of depictions of the château roughly 

contemporaneous to its construction. Scholars generally agree that Caron was responsible 

for this cartoon; the Cabinet des dessins at the Louvre, where the drawing is held, 

attributes authorship to him.78  

 Though the château occupies the upper third of the drawing, the emphasis is 

clearly on the remaining two-thirds of the drawing, which features an undulating 

procession issuing forth from the entry pavilion composed of all sorts of characters. 

Caron was an illustrator, not an architect, and his attention to the château’s architecture is 

not entirely accurate—for example, he omits the entire second story of the château, 

jumping from portico straight to gabled roof, which substantially alters its appearance. 

However, the château is still clearly identifiable as Anet, primarily because of its massing 

and arrangement, but also because of the distinctive, personalized touches woven into its 

design: namely, the stag clock atop the entry pavilion and the Diana and Stag fountain in 

the left court. These are the only iconographic details that appear in the Caron drawing, 

probably because they were the most easily recognizable artworks and because of the 

smaller scale of the rest of the iconography—although he is not very faithful to the 

                                                
78 For example, Valois tapestry scholars Francis Yates in The Valois Tapestries (London, Warburg 
Institute, University of London, 1959) and Pascal-François Bertrand, “A new method of interpreting the 
Valois tapestries, through a history of Catherine de Médicis,” Studies in the decorative arts, 14:1 (2006): 
27-52. Both attribute the drawing to Caron. For Louvre attribution, see Stable URL: http://arts-
graphiques.louvre.fr/fo/visite?srv=mipe&paramAction=actionGetImage&idImgPrinc=1&idFicheOeuvre=3
4052&provenance=mlo&searchInit=searchArtiste. 
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original. In some cases, he even changes some of the sarcophagi into small humanoid 

statues, too small and roughly sketched to be identifiable; a clear instance of artistic 

license. He seems primarily interested in depicting the different types of activities that 

occurred at Anet and the sort of people who visited: nobility stroll in the garden 

fortification terraces and courtyards, or intermingle with commoners as they prepare to 

leave for yet another court destination.  

 The questions that surround the drawing and tapestry remain mostly unanswered. 

Whereas the motivations to make drawings of Anet are fairly clear for du Cerceau and de 

l’Orme, there are several possible reasons for Caron to have sketched the Château d’Anet 

and the elaborate parade of the court. Caron was a court painter who had been at the 

French court since before Henri’s ascension to the throne, and had been patronized by 

Diane, who may have commissioned the drawing as a cartoon for an eventual tapestry; an 

alternative explanation suggests Catherine de Medicis commissioned the drawing from 

Caron after Diane’s death as part of a commemorative tapestry cycle.79  

                                                
79 For the statement about Diane and Caron, see Sheila ffolliott, “Casting a Rival into the Shade,” 140; for 
Caron as a court painter, see Jean Ehrmann, “Antoine Caron,” The Burlington Magazine 92, no. 563 (Feb., 
1950): 34; Jean Ehrmann, Antoine Caron : peintre des fêtes et des massacres (Paris : Flammarion, 1986); 
McGowan, The Vision of Rome in Late Renaissance France, esp. 155-156; Sheila ffolliott, “Women in the 
Garden of Allegory: Catherine de Médicis and the Locus of Female Rule,” in: Villas and Gardens in Early 
Modern Italy and France, eds. Mirka Benes and Dianne Harris (Cambridge: Cambridge University Press, 
2001), esp. 209-222. Francis Yates references the cartoon in The Valois Tapestries and tries to explain its 
disparity from the tapestry by positing that the drawing was made during the reign of Charles IX, who 
visited Anet when it was in the possession of the Duc d’Aumale, (as he inherited the property through his 
marriage to Diane’s daughter, Louise de Brézé) and that the dramatic changes were caused by the gap 
between the drawing’s creation and the execution of the textile. I address the question of the cartoon’s 
provenance, and its relationship to the eventual tapestry that was produced, in my unpublished course 
paper, “The Château d’Anet and the Journey Tapestry of Catherine de Medicis,” of Fall 2010. I think that 
given the prominence of the château in the cartoon, and its subsequent marginalization in the tapestry, that 
the cartoon was created for Diane de Poitiers and subsequently altered when it was produced as a tapestry 
for Catherine de Medicis. More recent scholarship by Pascal-François Bertrand in “A new method” (2006) 
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Anonymous design from the XVI century 
Right half of château and grounds (Fig. 12) 
Louvre, Cabinet de dessins, RF 28.724 
 
Key Bibliography: Jean-Marie Pérouse de Montclos, Philibert de l’Orme: Architecte du 
Roi (Paris: Menges, 2000): 259. 
 

 One of the few drawings of Anet that dates to the sixteenth century, besides the 

engravings provided by de l’Orme and the drawings and engravings by du Cerceau, is the 

sketch of the right half of the château that now resides in the Louvre. The authorship of 

this drawing is unknown, but it is certainly more in the tradition of an artist’s rendering 

than the professional drawing of an architect. The architecture is for the most part 

rendered faithfully, with the entry pavilion, chapel and right wing, and corps de logis all 

retaining their recognizable characteristics. Some of the architectural details are rendered 

accurately and some are not; the balustrades on the entry pavilion, for example, are not 

rendered precisely enough to show the crescent moon motif, and the sarcophagi on the 

entry pavilion are missing. However, the sarcophagus adjacent to the rightmost 

guardhouse, situated on southeastern edge of the perimeter wall, is clearly rendered; 

interestingly enough, smoke issues from it, indicating its function as a chimney. On the 

right wing, several crescent moons are depicted atop chimney stacks, though the accuracy 

                                                                                                                                            
provides an alternative explanation—he states that all the cartoons were drawn by Caron at the same time 
(though he provides no supporting evidence) and were all commissioned by Catherine. He decides not to 
“belabor” the discrepancy between historical fact, drawing, and tapestry in the text of his article, but does 
address the circumstances in some depth in footnote 39 on p. 52. 
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of this deserves to be called into question as none of the other drawings of this side of the 

château show this usage of crescents.  

 This view also shows the right court, perimeter walls, and moat in an evocative 

and detailed way, painting a more vivid picture than the du Cerceau axonometric. Beyond 

the walls, a wooded copse, a small outbuilding with a fenced-in area, and a garden are 

shown; the garden contains a small outdoor pavilion shaped like a tholos, which is 

completely uncorroborated by any other account of the building and therefore can likely 

be regarded as artistic license.  

Anonymous, attributed by Anthony Blunt to Jacques Gentilhâtre (1578-c. 1625) 
Drawing of Diana and Stag fountain (Fig. 13)  
Louvre, Cabinet des dessins, 26.786 
 
Key Bibliography: Anthony Blunt, Philibert De L’Orme (London: A. Zwemmer, 1958): 
38. 
 

 A second drawing of the Diana and Stag exists, whose authorship Anthony Blunt 

attributes to Jacques Gentilhâtre, dating to the latter half of the sixteenth century. As the 

original sculpture is more or less intact—though it is not completely certain which parts 

were reworked—it is possible to compare this drawing to the existing statue to determine 

the accuracy of the sketch, with contradictory results. As Anthony Blunt points out, this 

drawing alternates between accurate and completely incorrect: While the head of the stag 

is in the correct position—facing slightly towards Diana—one of the hunting dogs has 

been moved so that both are behind Diana, and the bow is held in the right hand rather 
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than the left.80 The drawing also shows a crescent moon headdress, which was also 

present in the du Cerceau drawing, suggesting that though the headdress is not part of the 

sculpture as it stands today, it may have been part of the original composition. 

 The decoration on the sides of the sarcophagus drawn here, of intertwined Ds, 

scorpions, crabs, and a cartouche exactly matches the physical sculpture and the du 

Cerceau drawing; also, both show a similar arrangement of the base, which has sea 

creatures and hunting dogs supporting the sarcophagus above an ovoid base of barrel 

vaults. It is possible to speculate that, by piecing du Cerceau’s drawing together with this 

one, and comparing both to the present-day sculpture, the original may have had a Diana 

with crescent moon headdress on a statue base composed of arches, sea creatures, and 

hunting dogs spouting water.  

Barbier (First name unknown)81  
Plan, first and second floor, after 1682 (Fig. 14)  
Drawing  
Bibliothèque Nationale de France  
 
Key Bibliography: Jean-Marie Pérouse de Montclos, Philibert de l’Orme: Architecte du 
Roi (Paris: Menges, 2000): 258. 
 

 The only other plan of the château, other than the du Cerceau, dates from the 

latter half of the seventeenth century. It is quite a valuable document, as it provides the 

only evidence available of the elusive second story of the château, and illustrates some of 

                                                
80 Blunt, de l’Orme, 38. 
81 The scholars who include this drawing do not provide Barbier’s first name; I assume the drawing does 
not reveal further information and that searches to identify him was have produced no results. See Pérouse 
de Montclos, 258, and LeLoup, 150. 
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the changes that had been made in the intervening years. According to this plan, the bulk 

of the west wing and corps de logis remained unchanged, although a few interior walls 

were shifted around; however, a major change was enacted in the right wing—a line of 

sight was created by destroying the rooms on the first floor of the wing and creating an 

arcade in its place. This dramatic change enables the plan to be dated, as Pierre-Désiré 

Roussel in his Histoire et Description du Château d’Anet (Paris: D. Jouaust, 1875) notes 

that the arcade was constructed in 1682.82 Some changes illustrated by this plan include: 

the west court no longer contains the fountain of Diana, and is labeled a jardin; the 

southwest garden terrace has had additional buildings constructed adjacent to it, including 

what appears to be a fountain area, perhaps the new home of the Diana and Stag; the 

terrain around the new left wing addition and the left wing itself have been terraced; the 

interior and exterior walls of the right wing have been replaced with an arcaded portico, 

and additional buildings have also been constructed on the triangular outbuilding in the 

northeast corner of the site, but within the interior walls. 

 The plan of the second floor reflects the addition by the Duc de Vendôme at the 

end of the seventeenth century of another cabinet very similar to the one de l’Orme 

constructed attached to the chambre du Roi, on the opposite side of the corps de logis; the 

plan also shows that there were no interior walls in the right wing, which suggests that it 

may have been a gallery.  

                                                
82 Roussel, 171. 



 
 

49 

Jacques Rigaud (1681-1754)  
Anterior front (Fig. 15) 
Engraving for Les plus belles vues des palais, des châteaux et maisons royales de Paris et 
des environs, 1730   
Bibliothèque Nationale de France 
 
Key Bibliography: Daniel LeLoup, Le Château d’Anet: L’Amour de Diane de Poitiers et 
d’Henri II, (Paris: Belin-Herscher, 2001): 52. 
 

 Another valuable set of three engravings comes from the hand of Jacques Rigaud, 

a designer and engraver noted for his architectural engravings and topographical views. 

He published Les plus belles vues des palais, des châteaux et maisons royales de Paris et 

des environs, a catalogue of engravings of the most famous châteaux and gardens of 

France, in 1730. These engravings are artistic axonometric perspectives or views, drawn 

with an eye towards three-dimensionality and accuracy, and animated with plantings and 

people. As such, they are lively and evocative, though somewhat lacking in architectural 

detail. The first of these is the anterior front view, which depicts a rather crowded scene 

in front of the château, with pastoral elements such as carts and pack mules alongside the 

carriages of the nobility. Architecturally, many of the distinctive aspects of the château 

are depicted clearly and recognizably: the entry pavilion and Nymph of Fontainebleau, 

the frontispiece, the chapel steeples and the lower height of the right wing. Also visible is 

the east court and its enclosing walls, which had changed little since the château’s 

construction, as well as the west court, where the new construction depicted in the 

Barbier plan can be seen. Though the drawing does not emphasize the architectural 

detailing, there is an effort to reproduce some of the iconography: the Nymph of 
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Fontainebleau, the stag clock, and the crescent moons atop the turret domes are all clearly 

visible, and the sarcophagi on the second story of the entry pavilion can just barely be 

discerned.  

Jacques Rigaud  
Posterior of the east wing (Fig. 16) 
Engraving for Les plus belles vues des palais, des châteaux et maisons royales de Paris et 
des environs, 1730  
Bibliothèque Nationale de France 
 
Key Bibliography: Jean-Marie Pérouse de Montclos, Philibert de l’Orme: Architecte du 
Roi (Paris: Menges, 2000): 261. 
 

 The second engraving in this series is of the posterior of the east wing, and the 

right court in front of it, which Rigaud terms the Cour des Cuisines. Again, the engraving 

is animated with figures; some persons, nattily dressed and accompanied by hunting 

dogs, appear to be coming back from the hunt, while others casually stroll around to 

admire the view—none of the bustle of the first image is present here. The court itself is 

mostly obscured, due to the rather low viewpoint and the large entrance gate in the 

perimeter wall, and its title of “the court of kitchens” indicates it has continued in its 

function as a support space from the days of du Cerceau, who termed it the “basse cour” 

The basic architecture of the northern part of the court is shown unchanged from du 

Cerceau’s time; according to Rodolphe Pfnor (1867) the kitchens had always been 

housed there, and communicated with the main house by means of a subterranean 

passage.83  

                                                
83 Pfnor, 8. 
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 Another valuable detail is the illustration of the first floor of the right wing as an 

arcaded portico, which was enacted in 1682. 84 The interior and exterior walls depicted in 

the du Cerceau plan have been changed into what are clearly piers.85 Rigaud’s view is the 

only one available that shows the three-dimensional effect of this metamorphosis, which 

must have completely changed the spatial experience of both the main court and the left 

court. The solidity of the right wing evaporated, and a visually permeable, airy arcade 

was put in its place. This transformation may possibly have been enacted to create clear 

lines of sight and ease of access between the courtyards and particularly the kitchen, 

especially if activity at the east entrance of the château increased. 

Jacques Rigaud  
Drawing, view of the posterior of the west wing, facing east (Fig. 17) 
Engraving for Les plus belles vues des palais, des châteaux et maisons royales de Paris et 
des environs, 1730  
Bibliothèque Nationale de France 
 
Key Bibliography: Jean-Marie Pérouse de Montclos, Philibert de l’Orme: Architecte du 
Roi (Paris: Menges, 2000): 261. 
 

 The view of the west wing of the château, and what was formerly the west court, 

also provides a new elucidation of the changed appearance of the château. As detailed in 

Barbier’s plan of 1682, the old arrangement depicted in du Cerceau—a court bordered by 

the west wing of the château, on the north by a portico, on the west by an enclosing wall, 

moat, and outbuildings, and on the south by outbuildings associated with the exterior 

front wall—has been substantially altered, and the Rigaud drawing provides a three-

                                                
84 Roussel, 171. 
85 Possibly similar to those found in the bridge over the Cher at Chenonceau, constructed by de l’Orme. 
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dimensional view of these changes, albeit some fifty years later. One of the more 

dramatic differences, first depicted in the Barbier plan and more fully illustrated in the 

Rigaud, is the moving of the Diana and Stag fountain from the center of the court to a 

hemispherical, raised platform that appears to have been specially designed to house it. 

This drawing is especially helpful, because the Diana and Stag fountain can be identified, 

whereas the Barbier plan showed new construction to house a fountain but did not 

identify which fountain. The Rigaud provides evidence that strongly suggests the 

fountain was still on the property as of 1730, but had been moved onto a new specially 

designed terrace before 1682. 

 The architecture of the west-facing façade of the west wing seems to have 

remained relatively unchanged from the du Cerceau and Barbier plans; unfortunately, du 

Cerceau did not draw an elevation of this side of the château, so it is difficult to say 

whether any changes were enacted in the classical details. The window surrounds of the 

second story, cornice between the floors, and gabled windows all appear to exactly match 

those depicted in the du Cerceau axonometric perspective of the façade of the left wing 

that faced the main courtyard, so it is probable that most of the architecture in the Rigaud 

view was original. A crescent moon is shown atop a gabled window surround in the small 

part of this drawing that shows the north-facing side of the château, but no other 

iconography is present. It is difficult to say whether this was a deliberate omission, or an 

accurate depiction of a lack of iconography.  
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 Also of note in this view of the château is the garden, which had been indicated in 

the Barbier plan, though with little detail. An enclosed parterre now occupied the spot 

where formerly, according to the du Cerceau plan, an enclosing wall and several 

outbuildings had once stood. The Rigaud scene is animated with people in noble dress 

strolling, sitting, and conversing both in the court and the garden itself, and gives some 

indication of how this side of the château was utilized.  

SECTION 2: POST-REVOLUTION IMAGES 
 After the French Revolution, the corps de logis, east wing (except the chapel), and 

the majority of the outbuildings surrounding the eastern court all disappeared. This 

caused the representations of the château to shift from eye-witness accounts of the 

original built work to attempts to reconstruct its original appearance. Towards the end of 

the nineteenth century there was a resurgence of interest in the château, due in large part 

to the energetic and passionate devotion of its new owner, M. Ferdinand Moreau, who 

began restoring the château in 1860 with the intention of recapturing as much of its 

former glory as possible. Two architectural studies in particular, published in the 1860s 

and 1870s, are distinguished by their thoroughness: the Monographie du Château d’Anet 

of 1867 by Rodolphe Pfnor, and the Histoire et description du Château d’Anet of 1875 by 

Pierre-Désiré Roussel. They are each very significant, though different, contributions to 

the corpus of drawings on Anet; however, due to the late date at which they were 

produced and the drastic changes that had taken place by then, their contribution to the 
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visual canon is mostly in how well they captured the existing state of the château at the 

time of their publication, particularly some of the smaller details. 

Rodolphe Pfnor (1824-1909)    
 Pfnor published the definitive series of post-Revolution drawings of Anet, with 

over 70 plates devoted to cataloguing the existing state of the château. The authorship of 

these drawings belongs to Augustin-Nicolas Caristie (1783-1862) and his assistant 

Auguste Bourgeois (1821-1884). Pfnor published all the Caristie drawings and plates that 

documented the still-extant aspects of the château; he also detailed what was known 

about the history of the château and the reconstruction efforts that had taken place under 

Caristie.86 Caristie’s style is in keeping with the best Beaux-Arts tradition, and he takes 

great pains to accurately and clearly depict all of the existing buildings in elevation and 

section, as well as a great many architectural details that none of the previous chroniclers 

had bothered to draw. Pfnor took full advantage of this Beaux-Arts meticulousness, and 

in the book’s introduction he makes it a priority to discuss the importance of Diane’s 

emblems, saying “des croissants, des attributs de chasse, emblèmes de Diane, se répètant 

partout; des chiffres, des devises attirent l’attention et retiennent le regard.”87 It is Pfnor’s 

intent to pay the homage that is due to the architecture of the château as one of the 

greatest structures of the French Renaissance, and equally to the extraordinary detailing 

that reflected the personality of Diane de Poitiers.88  

                                                
86 Also see Roussel, 88. 
87 Pfnor, 2. 
88 Pfnor, page 1. 
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 Though there is some explanatory text, more than half the book is devoted to 

plates. It is interesting to note that Pfnor only included the drawings of what was still 

extant, omitting the reconstructions produced by the Beaux-Arts duo. There is some 

occasional artistic license, but many of the elements of the château depicted in the 

drawings are still visible today, and their accuracy and fidelity to the extant architecture 

is indisputable. Of course, much of what Caristie and Bourgeois drew—particularly the 

architectural elevations—had already been drawn by du Cerceau, so I will focus on 

selected plates that highlight otherwise obscure architectural details.  

Rodolphe Pfnor 
Series of Engravings of door knockers and keyplates (Fig. 18) for Monographie du 
Château d’Anet, 1867. 
 
Key Bibliography: Rodolphe Pfnor, Monographie du Château d’Anet (Paris: R. Pfnor, 
1867). (Figs. 12, 13, 21, 22, and 23)  
 

 Though Pfnor includes beautiful elevations of the existing architecture, his true 

contribution to the literature on Anet is the attention he paid to the incorporation of 

Diane’s devices into the architecture of the château. In this set of engravings, he gives 

five different examples of door knockers and key plates that demonstrate the seemingly 

infinite number of ways to artistically combine Diane’s emblems—almost every one of 

her symbols is present in each, including the bow and arrow, deltas, intertwined D and H 

initials, and crescent moons. Common themes included three large intertwined crescent 

moons accented by smaller intertwined initials, as in Fig. 22, or a simple knocker in the 

form of a crescent moon with a bracket engraved with Diane’s and Henri’s initials as in 
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Fig. 23; others exhibit a combination of both of their symbols, in the form of a 

composition with the royal coat of arms as the focus and only a small crescent moon 

addorsed on the top. These drawings establish, in a way no other record of the château up 

to this point had done, how Diane’s canon of symbols was interwoven into the smallest of 

architectural details.  

Rodolphe Pfnor 
Detail of the underside of the Entry Pavilion Cornice (Fig. 19) 
Monographie du Château d’Anet, 1867 
 
Key Bibliography: Rodolphe Pfnor, Monographie du Château d’Anet (Paris: R. Pfnor, 
1867), 1st set, Plate VIII. 
 

 Another example of the value of this meticulous record is in the detail of the 

cornice on the exterior façade of the entry pavilion, facing the interior court. This detail 

was too small in scale for du Cerceau to record, and is very difficult to see for even a 

more-than-casual visitor, due to its location on the underside of the cornice on the entry 

pavilion. Though de l’Orme treated classical principles with somewhat more freedom in 

the entry pavilion than the frontispiece (See Chapter 2, Section 3: Frontispiece) he 

remained faithful in the main to classical detailing.89 Diane’s devices interfere very little 

with the traditional rhythm of triglyph and metope in the façade’s architrave; however, 

the underside of the classical cornice is decorated with hers and Henri’s intertwined 

initials as well as palm leaves. The Pfnor plate does a wonderful job of calling attention 

                                                
89 See Blunt, de l’Orme, 35-38. 
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to this quiet detail, which incidentally is repeated in the same position in a cornice on the 

frontispiece.  

Rodolphe Pfnor 
Series of details of various doors of the château (Fig. 20) 
Monographie du Château d’Anet, 1867  
 
Key Bibliography: Rodolphe Pfnor, Monographie du Château d’Anet (Paris: R. Pfnor, 
1867), Figs. 11, 16, Plates IX, 1st set, Plate VIII, 2nd set, Plate VI, VII, VIII, IX, and X. 
 

 Pfnor also signaled the importance of the doors at Anet, as he includes eleven 

drawings devoted solely to their details, in addition to depicting them in the elevation 

drawings. Isolating minute details was typical of nineteenth century Beaux-Arts 

architectural studies; this series of drawings is composed of both sides of the entry 

pavilion doors, the front doors of the chapel, the sacristy doors of the chapel, and the 

doors of the funerary chapel. The door panels were an excellent medium for expressing 

Diane’s iconography; every single door exhibits at least three of her emblems, which vary 

greatly in the nature of their composition. Some doors, such as those of the entry 

pavilion, are relatively visually quiet in this regard—Diane’s iconography is confined to a 

smallish delta with interwoven palm tree leaves and two sets of interwoven Ds in the top 

panel that are part of a much larger and very busy composition. Other doors, particularly 

those of the main entrance to the chapel, are quite straightforward in their proclamation 

of Diane’s and Henri’s symbols—the letter H, intertwined D and H, and crescent moon 

are all included with little superfluous decoration to distract the eye. Others, such as the 

exterior panels of the interior doors, have almost no reference to Diane and instead 
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feature Henri’s coat of arms; however, the inside of the same doors has panels bordered 

with crescent moons. The sacristy doors of the chapel combine both motifs, with the top 

panel featuring the intertwined D and H and the bottom, Henri’s coat of arms. Lastly, the 

doors of the funerary chapel, which structure was added after Diane’s death, also feature 

some familiar motifs but they are confined to bows and arrows, deltas, and a subtle 

crescent moon. This rather muted composition may have been considered more 

appropriate for the exterior of the château, as the doors of the entry pavilion were very 

similar in design; the bolder proclamations may have been seen as suitable for the more 

private interior. 

Rodolphe Pfnor 
Details of round chapel lantern and ceiling of Salon de Diane (Figs. 21, 22) 
Monographie du Château d’Anet, 1867 
 
Key Bibliography: Rodolphe Pfnor, Monographie du Château d’Anet (Paris: R. Pfnor, 
1867): 93, 112. 
 

 Lastly, two choice examples of Pfnor’s contribution to the understanding of the 

château are in the form of plates that elucidate details difficult to apprehend fully with the 

naked eye. Both the round chapel lantern and the coffering in the Salon de Diane, which 

was located on the ceiling of the gallery on the second story adjacent to the chapel, are 

too elevated to understand clearly, yet possess details of iconography worthy of note. The 

elevation of the cupola reveals an entirely new form of balustrade not to be found 

anywhere else on the grounds, composed of a series of overlapping crescent moons and D 

and H initials. This drawing also clearly depicts the base of the finial of the cupola as 
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bracketed by intertwined D and Hs, and accented with small crescent moons, a detail 

which is present in the du Cerceau section of the chapel, but is somewhat difficult to 

discern (See Fig. 5). Since they are in the du Cerceau drawing, these details most likely 

belong to the original architecture; also, Roussel mentions that, though the façade of the 

chapel was sensitively reconstructed by Caristie in 1844, neither the cupola nor the 

interior were altered.90 

 The detail of the ceiling coffering is also quite remarkable. Its fidelity to the 

original is uncertain—some of the original ceiling panels remained in place, others were 

brought back in the late 1800s, and the colors of the panels were later altered and 

enhanced by M. Moreau.91 The drawing shows the scheme of the coffering, which was an 

elaborate series of inset panels featuring cartouches containing Henri’s coat of arms, 

intertwined D and H initials, Diane’s coat or arms, and three interlaced crescent moons. 

The level of detail in the carving of the panel is exquisite, and gives an idea of the 

richness and luxury of the original interior decoration. 

Pierre-Désiré Roussel (1824-18??)  
Pierre-Désiré Roussel  
Façade sur les jardins (Fig. 23) 
Histoire et description du Château d’Anet, 1875 
 

 After Pfnor’s publication of the extant architecture, the story of Anet was 

continued by Pierre-Désiré Roussel (1824-18??) in his Histoire et description du Château 

                                                
90 Roussel, 88. 
91 LeLoup, 113-116. 
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d’Anet (Paris, 1875), at heart a history of the château. Roussel was an architect from the 

Dreux and Anet region, and considered the Château d’Anet one of the most beautiful 

specimens of the French Renaissance.92 Many of his illustrations, particularly of the 

ornamentation which he revered as unique, were previously published in Pfnor’s book 

and thus probably have their origin in the Beaux-Arts renderings; also, some of his 

drawings bear great similarities to those published by Auguste Bourgeois in 1877 and 

may be highly derivative of that corpus.93 Many, however, are Roussel’s own. His 

contribution is in two main areas: he produced a remarkably comprehensive history of the 

interior and exterior of the château, from its original state to how it stood in his time, and 

he attempted to reconstruct some of the areas of the château that had been destroyed. To 

this day, his account is one of the most thorough and valuable works on the subject.  

 The drawing of the posterior view of the corps de logis, facing the garden, is one 

that purports to reconstruct the château as it stood between 1805 and 1810. Between 1811 

and 1828 the château endured a particularly chaotic period of its history—extreme 

hostility from the village directed at the then-owner of the château, known only as 

“Demonti,” whose flight from the village to escape being lynched resulted in a complete 

abandonment of the property.94 This is Roussel’s attempt to depict the château before this 

troubled time. Unfortunately, none of the sixteenth-century drawings illustrated this 

façade in its entirety; the only corroboratory evidence available is the woodcut in de 

                                                
92 Roussel, preface, page 1.  
93 Roussel, 41. 
94 LeLoup, 101. 
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l’Orme’s treatise of the trompe de Anet, in which the trompe, cabinet, and a small slice of 

the surrounding wall, terrace, and balustrade, are depicted. In his book, alongside his 

reconstruction of the garden façade, Roussel includes some of the relevant passages from 

Le Premier Tome de l’Architecture  and adds in his notes that he consulted the de l’Orme 

woodcut and the Rigaud engraving.95 The reconstruction represents all of the architecture 

in the de l’Orme woodcut faithfully and accurately, including the round arch over the 

second story window and the crescent moon atop the dome of the cabinet; and 

incidentally, does a much better job than de l’Orme’s engraving of communicating the 

complicated curve of the trompe.  

 Due to the intervening years and the chaos of interrupted care and ownership, it is 

difficult to say just how faithful this drawing is to the state of the château in 1810; 

however, Roussel’s Histoire contains a very detailed history of the ownership of the 

château and the changes enacted in each stage, though he does not specify the exact 

historical documents beyond Le Premier Tome de l’Architecture that he and Rigaud 

consulted to reconstruct this façade of the château. There are no original drawings of this 

particular façade of the building still extant, or known to ever have existed, and by the 

time Roussel was executing this drawing, the corps de logis had already been razed, so he 

was not working from his own personal experience. Daniel LeLoup says that the Roussel 

drawing seems to be faithful to the state of the architecture in the sixteenth century, but 

                                                
95 Roussel, 60; notes: 320. 
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does not give any reasoning or argument for this statement.96 Roussel may have been 

consulting materials or drawings of which nothing is known and that have disappeared in 

the interval, or he may have been extrapolating and embellishing from the detailed 

drawings done by du Cerceau of the facades facing the interior courtyard.  

 However, there are some details present that are worth noting. The tops of the 

surrounds of the window gables have intertwined Ds and Hs on either side of a crescent 

moon, and these crescent moons are corroborated in the du Cerceau, anonymous, and 

Caristie drawings—also, this exact motif still exists on the surviving wing of the château; 

the smaller windows are illustrated with their sarcophagi decorations, which are also still 

extant on the château’s roof story. Additionally, the drawing includes a cap along the 

roofline, which here is an elaborate and delicate tracery of alternating fleur-de-lis and 

crescent moons. The du Cerceau drawings include an element atop the roof that appears 

to be a roof cap, but they do not depict it in detail; all other drawings up to the ones in 

Roussel ignore it completely. Such a detail would have been completely in keeping with 

de l’Orme’s and Diane’s vision of the château, but without any other corroborating 

evidence, this aspect of the reconstruction will have to remain unconfirmed. 

 The Roussel drawing has a detailed and ornate depiction of the crowning elements 

of the frontispiece, which was on the courtyard-facing side of the corps de logis; the two 

sets of intertwined initials and the coat of arms peek coyly over the roofline in this 

posterior view. However, according to LeLoup, the frontispiece was purchased in 1800 

                                                
96 LeLoup, 48. 
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by Alexander Lenoir and transported to the convent of the Petits-Augustins in Paris; 

Roussel discusses this purchase as well, and gives the subsequent date of the installation 

as 1801.97 Clearly, he was familiar with the outlines of the top story of the frontispiece as 

the drawing matches them exactly; the confusion regarding the exact date of its relocation 

does not detract from the beautifully drawn and detailed image. By reproducing elements 

known to belong to the original design of the anterior façade, he produces as good a 

hypothesis as any as to what the façade of the corps de logis facing the garden looked 

like in 1810.  

Pierre-Désiré Roussel  
Aile droite et entrée de la chapelle (Fig. 24)  
Histoire et description du Château d’Anet, 1875 
 

 The elevation of the right wing, which is much more sketchily treated than the 

other two in the du Cerceau drawings, contains much more guesswork, and possibly more 

inaccuracies, than Roussel’s other effort with regard to the garden façade of the corps de 

logis. It is not entirely certain what this part of the château looked like, as du Cerceau did 

not draw it in detail and all but the chapel has been demolished, but Roussel has included 

several aspects that are questionable. In his notes, he explains that the information for this 

drawing came from a Barbier lavis in the Bibliothèque Nationale, and he mentions that he 

compared the drawing with the de l’Orme and the du Cerceau to accurately portray the 

                                                
97 LeLoup, 100; Roussel, 208. LeLoup gives the dates and specifics of Lenoir’s negotiations to purchase 
items from the château as starting in 1798, with the frontispiece of Anet arriving at the Petits-Augustins in 
1800 (p.100), Roussel gives the date of purchase as 1800 (88) and that it was in place by 1801 in footnote 
VIII (208.) 
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cupola, but some of the other elements are puzzling.98 For example, he portrays the first 

story as an arcade of bulky arches interrupted by three square openings in front of the 

chapel (though this interpretation may be corroborated by the Rigaud view (Fig. 15), 

where it appears they are also squared), while du Cerceau and Barbier depict it as a 

portico of paired columns that stretched the length of the wing. Also, the fenestration on 

the rooftop shows two huge gabled windows protruding above the roofline, where du 

Cerceau shows four regularly spaced gables of a modest height. 

Auguste Bourgeois (1821-1884) 
Marie-Auguste Antoine Bourgeois, 
Section and elevation, Reconstruction of the corps de logis (Fig. 25) 
Le Château d’Anet (Paris, 1877)  
 
Key Bibliography: Jean-Marie Pérouse de Montclos, Philibert de l’Orme: Architecte du 
Roi (Paris: Menges, 2000): 260. 
 

 The last of the pictorial evidence regarding the château is the work of Auguste 

Bourgeois, who published two hybrid section/elevations of the destroyed buildings. The 

first of these is a view of the façade of the corps de logis, cut through the left and right 

wing at mid-chapel point. The drawing attempts a view of the château that had hitherto 

not been attempted; namely, a section of the wings of the château including the third attic 

story, and his intent in this reconstruction is to portray the state of the château in the 

sixteenth century. The interior spaces of the left and right wings agree with the du 

Cerceau plan and the evidence of the extant wing; the fenestration, proportions, and 

                                                
98 Roussel, 320. 
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architectural details are also in exact agreement. This is not particularly remarkable, 

considering that in the du Cerceau drawings the façade of the corps de logis was by far 

the most clearly portrayed of the three arms of the château; what is interesting about this 

drawing is the level of detail in the depiction of the frontispiece. Bourgeois accurately 

shows the intricate details of the initials, coats of arms, and statuary of the work, even 

though du Cerceau is rather sketchy on these points. Bourgeois probably relied heavily on 

the du Cerceau drawings; for the rest, he may have consulted the original frontispiece in 

Paris for its details. 

Marie-Auguste Antoine Bourgeois  
Drawing, section and elevation, Reconstruction of the corps de logis and east wing (Fig. 
26) 
Le Château d’Anet (Paris, 1877) 
 
Key Bibliography: Jean-Marie Pérouse de Montclos, Philibert de l’Orme: Architecte du 
Roi (Paris: Menges, 2000): 260. 
 

 The Bourgeois elevation of the right wing is a reconstructed section of the corps 

de logis and entry pavilion. The accuracy is somewhat uncertain—Bourgeois made the 

mistake of including the pendant cabinet and trompe added on by the Duc de Vendôme at 

the end of the seventeenth century to match the original constructed by de l’Orme; it was 

obviously not part of the château at the time to which the author dates the illustration. 

 However, the drawing is useful for its portrayal of the relationship between the 

cryptoporticus, terrace, and corps de logis, which is handled quite nicely. He also makes 

an effort to include a profile of the stag clock, as well as the intertwined D and H initials 

and crescent moons of the window surrounds, though it is uncertain if that motif was ever 



 
 

66 

present on the gables of the right wing. The discrepancies between the original 

architecture (as portrayed by the du Cerceau and de l’Orme drawings) and this view may 

be due in part to the general École des Beaux-Arts love of symmetry, or perhaps they 

reflect gaps in Bourgeois’s knowledge of the evolution of the château.  Despite these 

flaws, the section does an excellent job of communicating the spatial relationships and 

proportions of the east wing. 

 Having now discussed and evaluated the key representations of the Château 

d’Anet in some detail, we can turn from critical description to the discussion of the 

iconography of a selection of the decorative architectural elements, replete with the 

personal insignia and devices of Diane de Poitiers and Henri II. 
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Chapter 2: A Catalogue of Selected Examples of the Emblematic 
Architectural Elements 

 While in Chapter 1 I discussed the representations of the château, partially in 

order to assemble all the pictorial evidence in one place, and partially to ascertain what 

pictorial evidence there was of the usage of the canon of devices mentioned in the 

Introduction, in Chapter 2 I will discuss some examples of the architectural decoration 

that still exist at Anet. The pictorial catalogue, particularly the earlier drawings by de 

l’Orme and du Cerceau, has helped to establish which decorative elements are original 

and which were added later. I will confine my examples to those parts of the château 

which I believe to be original, based on pictorial confirmation and personal observation, 

and I have left out all elements whose provenance is uncertain (with the exception of 

some few instances of interior decoration). The discussion in this chapter will in turn lead 

to my analysis in Chapter 3 of the possible meanings communicated by the decorative 

program to a contemporary French Renaissance audience.  

 Even though much of the original château is gone, there remain too many 

examples of architectural emblematic elements to list in a full catalogue; this has 

necessitated a further general narrowing of scope to those elements on the exterior 

architectural stonework, which I have chosen because of the lack of art-

historical/analytical literature on them versus the abundance of analyses of the interior 

decoration and artwork.99  

                                                
99 Particularly throughout Roussel and Pfnor; more recently, Bardon, esp. 52-84. 
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 I have arranged the chapter as follows: the first six sections catalogue and 

describe the various ways Diane’s devices were incorporated into the architecture, 

organized by section of the château and appearing in order based on a procession through 

the site from entrance to funerary chapel. The seventh section addresses the presence of 

the sarcophagus decorative motif, which was not derived from Diane’s set of devices but 

is a significant application of thematic architectural decoration, and the eighth section 

details some instances of art and interior decoration that indicate the overarching scope of 

Diane de Poitiers’ emblematic agenda. Each entry consists of a title for the work, its 

location, material, the emblematic elements present, whether it is a unique instance or 

part of a series, and, where appropriate, some discussion of each instance’s relationship to 

the greater whole.  

SECTION 1: ENTRY PAVILION  
 The entry pavilion of the Château d’Anet (Fig. 27) has attracted a great deal of 

attention, particularly from scholars of Philibert de l’Orme such as Anthony Blunt and 

Jean-Marie Pérouse de Montclos, chiefly for two reasons: it is almost completely intact 

according to contemporary drawings, and it is a quite unusual structure without any true 

precedent in medieval or French Renaissance architecture. De l’Orme has used classical 

elements and detailing, in a vaguely tripartite triumphal arch-like setting, but the massing 

and overall form of the entry is unique.100  

                                                
100 Blunt, De L’Orme, 35-37. 



 
 

69 

 The pavilion consists of three levels: the first is the ground floor level, which is 

proportionately the largest of the three; it contains the main entry doors, approximately 

twice the height of a man, which are bracketed by two much smaller doors, possibly to 

service the guardhouse. These smaller doors are crowned with a small rounded arch, 

flanked on either side by two Doric columns, capped with a frieze containing triglyphs 

and metopes. This level is contiguous with the exterior fortification wall of the château. 

The second level is the width of the area between the two guard doors on the first level, 

and is approximately 2/3 its height. This level is ovoid, with the edges curving round 

towards the back, topped with a delicate balustrade; the façade presents the famous 

Cellini relief “Nymph of Fontainebleau.”  This composition camouflages the guardhouse, 

or porter’s lodge. The uppermost level is slightly taller than the second, and consists 

mainly of the stag clock, which composition capped the entire sequence and was a focal 

point visible for some distance. The architecture is composed almost entirely of beige 

limestone, interrupted by the inclusion of colored marbles as accent points. 

 The entry pavilion is the first vision of the château that would have presented 

itself to a visitor, and as such its iconography has a heightened importance. In addition to 

the visually unique massing and air of classicism, four elements in the architecture 

portray elements with which Diane de Poitiers desired to symbolically associate herself: 

the crescent moon balustrade, the underside of the ground floor cornice, the “Nymph of 

Fontainebleau” relief, and the stag clock.  
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Crescent Moon Balustrade – Iconography: Crescent. 
Location: Entry Pavilion, Material: Limestone, one unique piece.  
Fig. 28 
 

 The balustrade adorning the entry pavilion at Anet is the most consistent example 

of the iconographic application of Diane de Poitiers’ crescent moon motif. It is positioned 

in several areas on the entry: atop the first story, flanking the main body of the pavilion; 

atop the second story, following the curve of the ovoid wings to either side of the main 

corps; and lastly, extending behind the first two examples, crowning the porter’s lodge 

that sits above the barrel vault which forms the entrance passageway.  

 The balustrade is carved of limestone, and the individual balusters are in the form 

of sinuous vegetal members, or scrolls, slightly thicker on top and bottom where they 

terminate in a rounded serif. These are twined together in the shape of an eight around a 

crescent moon, and this sequence is repeated to form the balustrade.  

 Though the individual unit which comprises the balustrade is the same in all three 

instances, the orientation and positioning differs. In the balustrade that flanks the pavilion 

atop the first story, the pattern is horizontal, whereas both the balustrade atop the second 

story front and the rectangular structure in the rear feature the pattern vertically. The 

overall effect is one of a delicate tracery, as the proportions of the intertwining curves are 

long and thin. The massing and proportions of the entry pavilion are designed to draw 

and focus the eye of the visitor upon the entry sequence. The crescent moon is carved 

subtly but persistently into the greater composition of the pavilion, elegant and demure in 
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scale, a reflection of the greater impetus to weave Diane’s emblems into the whole fabric 

of the complex. 

Entry Pavilion Cornice – Iconography: Initials, Intertwined D and H . 
Location: Entry Pavilion cornice, underside, Material: Limestone, two pieces.  
Figs. 19 and 29 
 

 The only example of architectural decoration on the lower level of the entry 

pavilion that is specific to Diane is located on the underside of the cornices in the 

aediculae flanking the main entrance. The entablature above the cornice follows classical 

models, and the overall absence of emblematic decoration on the ground level of the 

entry pavilion is echoed throughout the other components of the château. This is not to 

say her emblems did not make an appearance whatsoever on the entry pavilion—her 

crescent moons are woven into the balcony, and the Nymph of Fontainebleau and Stag 

Clock preside over all—but all these instances were elements invented by the architect 

and had no real classical precedent. Where there was a clear classical precedent, such as 

an entablature, de l’Orme adhered to classical models, including his treatment of the 

triglyphs and metopes, and placed Diane’s iconography elsewhere.  

 Here, he has placed intertwined D and H initials on either side of an oval 

containing two crossed palm leaves superimposed over a crescent moon. Palm leaves 

were a classical symbol of victory or triumph, and their usage here may indicate the first 

instance of an overarching theme of “victory” woven into the château which will be 

discussed again in Section 3: Frontispiece of this chapter, and in greater depth in Chapter 

3; the crescent moon and initials are both architectural details that are ubiquitously 
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employed throughout the architectural decorative program.101 This subtle detail may hint 

at a compromise enacted by de l’Orme to include Diane’s emblems on the entry pavilion 

without disrupting the spirit of authentic classical detailing. 

 This sequence is repeated on the underside of the cornice between the middle and 

upper level of the frontispiece (See Section 3: Frontispiece). 

Nymph of Fontainebleau – Sculpture in relief: Allegory of Diana. Location: Entry 
Pavilion, Material: Bronze, Author: Benvenuto Cellini, one unique piece.  
Fig. 30 
 

 The “Nymph of Fontainebleau” relief presents an unusual circumstance in the 

construction of Anet, as it is the only artistic or architectural element present that was not 

in fact commissioned by Diane or Philibert; rather, it was an already extant artwork 

requisitioned and incorporated into the architecture.102 As such, it does not fit per se into 

the group of architectural elements commissioned by Diane, but instead serves as an 

example of the spirit of the design of the château, which was adaptive and quick to utilize 

references that would serve its themes. The Nymph relief was taken as a spolium from 

François I’s Fontainebleau, which very circumstance could have had a resonance with a 

contemporary audience as a legitimization of Diane’s position. It seems likely that the 

tympanum of the entry pavilion was designed around the acquisition and installation of 

                                                
101 "palm"  A Dictionary of Phrase and Fable, ed. Elizabeth Knowles, Oxford University Press, 2006. 
Oxford Reference Online. Oxford University Press.  University of Texas - Austin.  6 February 2012. Stable 
URL: 
<http://www.oxfordreference.com.ezproxy.lib.utexas.edu/views/ENTRY.html?subview=Main&entry=t214.
e5179> 
102 Key bibliography on this relief includes Blunt, Art and Architecture in France: 77, Bardon, 20-24, 
Miller, 163-165, and Zerner 393. 
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this key piece, which is indicative of the importance it was accorded by the parties 

interested in the design of the château.  

 The relief itself is one of only two surviving works Benvenuto Cellini executed 

during his time in France, 1540-1545; according to Anthony Blunt, the lunette was a 

fragment of a scheme that was intended to cover the Porte Dorée at Fontainebleau.103 

After Cellini’s return to Italy and the death of François I, Henri II gave the relief to Diane 

and Philibert for installation at the Château d’Anet.104 Originally a bronze cast, it was 

placed on the entry pavilion of the château between 1551-1555, and remained there until 

the exigencies of the French Revolution transported it to the Louvre, where it currently 

resides.105 A plaster copy in the tympanum occupies the former home of the original.  

 The relief depicts a classicized nude female figure reclining on an urn, with her 

arm draped around the neck of a stag. There were several allegories built into the 

depiction; aside from being a well-known object of the popular court pastime of hunting, 

the stag was an emblem of François I and symbolized virility and longevity.106 The 

possessive gesture of the female figure towards the stag is important and suggestive—the 

visual and implied relationships between the male and female representations are playful 

and complex. The nymph is not Diana; as she is reclining against an urn, the argument 

has been put forward that she is an allegorical figure of a spring, perhaps the one 

                                                
103 Anthony Blunt, Art and Architecture in France: 77.  
104 Henri Zerner, Renaissance Art in France (Paris: Flammarion, 1996): 393.  
105 LeLoup, 98-99.  
106 Robert J. Knecht, French Renaissance Court, 83. 
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discovered at Fontainebleau during a hunt. She is surrounded by other animals, including 

boar and hunting dogs.  

 The relief, though not designed for Diane’s château, possesses many of the traits 

with which she associated herself. In many ways, the Nymph of Fontainebleau exists in a 

symbiotic relationship with the whole of Anet, as both an inspiration and touchstone for 

further artwork inside the grounds, and as a manifestation of the broader cultural and 

artistic themes from which Diane was drawing in order to craft a cult of personality for 

herself.  

Stag Clock – Sculpture: Allegory of the hunt. 
Location: Entry Pavilion, Material: Bronze, one unique piece. 
Fig. 31  
 

 Crowning the entire composition of the entry sequence is the stag clock, which 

stands upon a square base divided into three sections; the clock face proper, flanked by 

two shallow niches; each division is articulated by a form based on classical aedicula. 

This clock consists of a bronze sculpture of a stag surrounded by three hunting hounds, 

upon the hour the stag struck its hoof and rotated slightly, completing a full circle once a 

day.107 Stags and hunting were a known metaphor for love and pursuit, which we find 

repeated in the Nymph of Fontainebleau and the Diana and Stag fountain sculpture; the 

stag clock is also a direct reference to Henri II specifically, and the supreme position of 

the clock atop the entry pavilion of the château is a deliberate gesture of homage to the 

                                                
107 Blunt, de l’Orme, 34.  
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king.108 The effect of the clock is both light and sharp, created through the proportion of 

the sculpture and the delicate lines of the stag’s horns and dog’s tails. It is the first in a 

series of skyline effects employed at Anet.  

SECTION 2: BALUSTRADES, FORTIFICATION TERRACES 
 The entry pavilion is bracketed by fortification walls, which consist of plantings 

situated atop limestone and brick-revetted earthworks (these will hitherto be called 

“garden fortification terraces.”) These were rarely employed in the design of French 

château, and were without precedent at the time of construction. Originally, as evidenced 

in Jacques Androuet Du Cerceau’s Les Plus Excellents Batiments de France, and Antoine 

Caron’s cartoon for a tapestry, Le Château de Anet, there were two symmetrical 

fortifications flanking the entry pavilion in which visitors casually strolled. Only the east 

fortification remains intact today; the west was altered in the subsequent renovations of 

the château. To be exact, the right terrace has two levels: the first is on the topographical 

level of the château, and its outer wall forms the inner wall of the moat; the second 

terrace is slightly recessed behind the lip of the first, and its level is slightly higher than 

the first. Both terraces are constructed of white limestone courses bracketing red brick 

construction. The slightly higher level is defined on the exterior by a balustrade, in which 

is embedded a remarkable series of emblems, and is the location of the second form of 

device-featuring balustrade present at Anet. There are six panels total, of two distinct, 

                                                
108 See Marcelle Thiébaux, “An Unpublished Allegory of the Hunt of Love: Li dis dou cerf amorous,” 
Studies in Philology 62, no. 4 (Jul., 1965): 531-545, and Bardon, 13-20. 
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alternating compositions, composed of white limestone and positioned above the 

limestone courses. 

D and D Balustrade – Iconography: Initials, intertwined Ds 
Location: Right Front Fortification wall, Material: Limestone, Series of three.  
Fig. 32 
 

 The first example is on the leftmost side of the balustrade, closest to the entry 

pavilion. The two types of balusters display a composition of intertwined double Ds, 

which closely overlap. Bisecting each letter is what Roussel identifies as palm leaves, a 

reference to Diane’s widowhood; Pfnor also calls them “crossed palm leaves” on p.66 

(Fig. 19 of that work). The interweaving of the letters and leaves was done with great 

skill; each piece, though contiguous, is carved to create an over and under effect. The 

position and curve of the leaf creates the illusion of another D within the two alphabet 

letters; the lower part of the left leaf curves in front of the arc of the D, while the upper 

part is behind the upper curve of the D; the right palm leaf is a mirror image.  

Deltas, Bow and Arrow, Crescent Moon Balustrade – Iconography: Initials (Greek 
Deltas), bow and arrow, crescent moon  
Location: Right Front Fortification wall, Material: Limestone, Series of three.  
Fig. 33 
 

 The second type of composition in the balustrade is larger and more complex than 

the first; each is divided into three conjoined parts. The centerpiece is a large crescent 

moon, supporting two superimposed Greek deltas, intertwined with two opposite-facing 

palm leaves. Flanking it on both sides, in a mirror image arrangement, is an ingenious 

combination of three elements—a bow and arrow, palm leaf, and letter D. The letter D, 
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somewhat rounded, forms the backdrop, and it is bisected by the vertical shaft of the bow, 

upon which the arrow sits horizontally. Both Ds are also divided by two fronds curving 

outwards. Though the composition is divided into thirds, the middle piece is slightly 

larger than the side two; this is caused by the larger proportion of the crescent moon to 

the other elements in the balustrade, which are proportioned similarly to each other. 

These balusters are interspersed between the D and D balusters mentioned in the previous 

entry. 

 The two types of balustrades were carved so viewers could appreciate them in the 

round. They could have been easily and clearly apprehended from both the exterior of the 

château looking inwards, and from the garden fortification terrace looking outwards, as 

the composition reads the same from right to left as left to right. Each of the two types of 

baluster appears three times atop the right fortification wall. 

D and H, Crescent Moon Niche – Iconography: D and H initials, crescent moon  
Location: Entry Pavilion, Interior courtyard side, Material: Limestone, one unique piece.  
Fig. 34 
 

 On the side of the entry pavilion that faces the interior courtyard, there is a small 

composition resembling a classical aedicule, embedded in the crescent moon balustrade 

(see Section 1: Crescent Moon Balustrade) enclosing the platform behind the stag clock. 

This aedicule contains an arched niche and is topped with a pediment that features three 

of Diane’s devices: a crescent moon at the apex, flanked by intertwined D and H 

emblems on the raking cornices. Within the niche is a small statue of the Madonna and 
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child, though it is difficult to determine if this is what originally stood there.109 From 

ground level, the intertwined initials are legible, if very delicately wrought, and the 

crescent is roughly the same size as the initials.  

 The general outline of this composition, the aedicule capped with initials and 

crescent, is an element repeated in the dormer windows of the original design.  

SECTION 3: FRONTISPIECE 
 The frontispiece of the corps de logis at Anet has received much attention from 

scholars. Anthony Blunt considered it to be one of the finest examples of de l’Orme’s 

fusion of classical forms with traditional features, as it gave classical monumentality to 

what was fundamentally the entrance to a fortified castle; Pérouse de Montclos states that 

Anet owed a great deal of its fame to this particular element’s unification of French 

tradition with antique models.110 It was certainly a chief feature of the château and a 

visual focal point, as it was situated in the middle of the corps de logis; the gaze of a 

viewer, traveling into the court through the tunnel of the entry pavilion, would have been 

framed by the walls of the tunnel and focused directly on the frontispiece. As such, it was 

a locus for architectural decoration pertaining to Diane, Henri, and Diane’s late husband 

Louis de Brézé; incorporated within the architecture are many variants of emblematic 

themes, some of which appear elsewhere in the château, while others are unique to the 

                                                
109 Du Cerceau shows a small hero statue in his depiction, and also omits the iconography on the niche. 
The 19th century drawings do not show any statuary.  
110 Blunt, 32-33, Pérouse de Montclos, 187.  
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frontispiece. Following is a brief description of the architecture of the frontispiece, 

concentrating on the emblematic architectural decoration. 

Frontispiece – Iconography: D and H initials, crescent moon  
Location: Corps de logis, Material: Limestone and marble, one unique piece.  
Fig. 35 
 
Key bibliography: Pérouse de Montclos, de l’Orme, 186-190; Blunt, de l’Orme, 32-35. 
 

 The frontispiece is composed of three superimposed tiers of differing heights, 

which correspond to the heights of their respective stories of the château—the first level 

is approximately two-thirds the height of the second, while the third level is slightly taller 

than the second. Each level was bracketed by paired columns applied in correct classical 

order; the form was possibly inspired by the triumphal arches of Rome, while the 

superimposition of the orders owes much to Vitruvius, the theater of Marcellus, and the 

Colosseum, all of which de l’Orme was familiar with from his education and travels to 

Rome.111 Today the frontispiece appears mostly intact (as determined by a comparison 

with the Du Cerceau drawings), even though it was transplanted in 1800 by Alexander 

Lenoir from Anet to the convent of the Petits-Augustins in Paris.112  

 
First level (Fig. 36) 
 

 The first level as it currently exists does not feature any iconography, which 

corresponds with the information given in the Du Cerceau drawing. The level is 

                                                
111 Pérouse de Montclos, 187. 
112 Leloup, 99. 
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bracketed by two pairs of Doric columns, surmounted by a limestone architrave 

consisting of triglyphs and black and white marble disks. The main entrance doors to the 

château were between the columns; the originals have not survived, but it is a reasonable 

guess that they would have been carved with Diane and Henri’s emblems; above the 

doors is a decorative marble panel, then a cornice.113 The metopes and lintel panel may 

have been intended to have ornament, but there is no physical or pictorial record of this; 

it is also possible that de l’Orme chose his decoration for the lowest level of the 

frontispiece to harmonize with the Doric simplicity of the rest of the lower level of the 

château.114 

 
Second Level (Figs. 37.1, 37.2) 
 

 The second level is composed of two sets of Ionic columns placed on either side 

of one of the tall, three-tiered stained glass windows that formed the overall fenestration 

pattern of the second story; this level features several instances of Diane’s iconography. 

On each side of the window, the two columns bracket niches, both of which are currently 

occupied by statues that are almost certainly not the originals.115 The niches are each 

situated above an example of emblematic architectural decoration—two intertwined 

deltas, a motif referring to Diane’s initials and first discussed in the balustrade of the right 
                                                
113 Pfnor published drawings of the doors of the chapel and the entry pavilion, which were both covered in 
iconography. See Fig. 20 (Door engravings) 
114 I tender this hypothesis based on the du Cerceau drawings of the lowest level of the château, which 
show a Doric colonnade and no ornament on the cornice above (See Fig. 3), as well as the du Cerceau 
drawing of the front of the entry pavilion, where Doric columns are paired with triglyphs, metopes, and 
marble panels, but none of Diane’s architectural devices. (See Fig.4) 
115 See Leloup, 33, and Blunt, 33-34. 
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fortification wall (see Section 2, entry: Deltas, Bow and Arrow, Crescent Moon 

Balustrade). Here, the deltas are encircled with laurel leaves; this motif appears 

repeatedly elsewhere in the château, including the third level of the frontispiece.116 Was 

the laurel leaf employed by de l’Orme to communicate a message specific to Diane with 

regard to victory and honor, rather than a general classical reference? The repeated 

presence of classical winged victories in the chapel and the third level of the frontispiece, 

along with the palm and laurel leaves scattered around the château, may indicate that the 

theme of “victory” is significant, and was deliberately woven into the architectural 

decoration of the château—a concept I will discuss further in Chapter 3. 

 This cornice is more elaborate than that of the lower level, in keeping with the 

Ionic order, and features an intertwined D and H its underside. (Fig. 37.2) This subtle 

detailing technique was employed in the cornice of both components of the entry 

sequence—the entry pavilion and frontispiece—capitalizing on the effect of surprise due 

to its location, while remaining a part of the cohesive overall decorative scheme.  

 The second level of today’s frontispiece has two Hs surmounted by crowns on the 

walls adjacent to either side of the frontispiece itself. Neither these, nor the oriel windows 

above which they sit, are in the Du Cerceau drawing, so their provenance as part of the 

original composition is doubtful. 

 
Third level (Figs. 38.1, 38.2) 
                                                
116 "laurel"  A Dictionary of Phrase and Fable. Edited by Elizabeth Knowles. Oxford University Press, 
2006. Oxford Reference Online. Oxford University Press.  University of Texas - Austin.  6 February 
2012  <http://www.oxfordreference.com.ezproxy.lib.utexas.edu/views/ENTRY.html?subview=Main&entry
=t214.e4007>  



 
 

82 

 

 The third level is by far the tallest and most elaborate, and not only features a 

large amount of personalization and iconography distinguished by the delicacy and 

profusion of its carvings, but also a higher level of complexity due to the addition of 

references to Louis de Brézé, Diane’s late husband.  

 Two sets of Corinthian columns bracket an area devoted to two bas-reliefs, one 

atop another: on the right side is a relief of Mars situated above one of Minerva, on the 

left, Jupiter above Juno; these reliefs are separated by a small cornice which runs 

horizontally between the two.117  Neither Blunt nor Daniel LeLoup have speculated on the 

significance of the choice of these particular deities, though Blunt makes a convincing 

argument that they are the original reliefs.118 It is not certain that they were intended as 

references or allegories to any specific person; I will discuss this issue more fully in 

Chapter 3. These sets of columns and their respective compositions are arranged around a 

large arched statue niche, where according to Anthony Blunt and Du Cerceau a heroic 

statue of Louis de Brézé originally stood, although it has long since been missing.119 In 

the keystone of this arch are two intertwined Ds on a vegetal background intertwined 

vines. The spandrels of the arch contain two seated, winged victories, whose raised arms 

are carrying laurels, another reference to the theme of victory. Atop this scene is an even 

                                                
117 Leloup, 33. 
118 Blunt, de l’Orme, 33.  
119 See Blunt, 33-34. 
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more imposing cornice than that of the second tier; the underside again features an 

intertwined D and H (Fig. 41). 

 Perched atop the cornice and lording over the entirety of the frontispiece are the 

three roof elements—two sphinxes holding scrolled cartouches, featuring the intertwined 

initials D and H, on either side of a large rectangular element. The rectangular element in 

the center, however, is of questionable provenance: the du Cerceau drawings show a 

heraldic crest where the rectangular element is now (Figs. 2, 3), as does the Rigaud front 

view of 1730 (Fig. 15). I agree with Blunt that what is there today is a later addition to 

the composition, replacing the absent crest.120 Though Blunt does not comment on the 

nature of the heraldic content, the crest was placed directly over a heroic statue of de 

Brézé; and Diane inherited Anet, the de Brézé family seat, upon his death. It is most 

likely the heraldry referred to de Brézé.  

 The overall effect of this third tier is one of elaborate delicacy evoked through 

sculptural plasticity, with several potential layers of meaning embedded within the 

composition; it is clear that much attention was paid, architecturally and decoratively, to 

this visual focal point. The import of the potentially conflicting messages in this 

frontispiece, which pays homage to both Diane’s deceased husband and her current lover 

the King, will be discussed later in Chapter 3. 

                                                
120 Blunt, 34. 
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SECTION 4: WEST WING 
 The west wing of the château is the only part of the original structure, with the 

exception of the chapel, that remains standing in situ. Subsequent neo-classical 

renovations altered the west wing; the original first-story colonnade was eliminated, and 

the second story fenestration changed. The rooftop was also altered, though a comparison 

of what exists today with the du Cerceau bird’s eye view reveals that the roof retains 

some of the iconography of the original structure. Currently, there are four large dormer 

windows topped with crescent moons and initials, interspersed between four smaller 

windows topped with small sarcophagi. However, the du Cerceau drawings show two 

larger windows and four smaller windows, all topped with crescents, which appear 

slightly asymmetrically arranged, though this may be a slight misrepresentation by du 

Cerceau.121 Also present today are two turrets flanking the south side of the west wing 

that originally formed part of a scheme of four, the other two having were in the same 

position on the opposite wing. Though the renovations obscured some of the original 

proportions of the building, and the window scheme may have been added on to, the 

dormers themselves appear to retain most of their original character, as do the existing 

turrets. 

 I will briefly discuss the general disposition of the fenestration around the three 

wings of the château, in order to situate their architectural decoration appropriately. 

According to du Cerceau, there were originally six dormers on the left wing and two on 

                                                
121 It appears to be a difficult angle to draw; perhaps expecting a Beaux-Arts level of precision is a bit 
unrealistic. 
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the corps de logis with Diane’s iconography; interestingly, two smaller windows topped 

with sarcophagi form part of the decoration of the main building—perhaps these were 

repurposed during the renovations and placed on the west wing, or at the very least 

served as inspirations for those currently standing. The east wing had a fenestration 

scheme similar to that of the other two, but du Cerceau depicts them without 

iconographic embellishments; as he took pains to draw the crescent moons of the window 

surrounds of the west wing, their absence on the east wing seems to be deliberate rather 

than an oversight. The east wing of the original structure did differ in height and general 

appearance from the other two sections of the main building, so it is possible that the 

windows of the right wing did not have the same iconography as the other two. 

 The iconography of the window surrounds is more notable for its repetition 

around the interior courtyard rather than its creativity or scale. Though the wing as it 

exists today is different from the original, enough remains to give some sense of the 

original composition; the profile of the crescent moons that adorned the windows and 

turrets must have made for an exquisite skyline, one which was both aesthetically 

pleasing and a reminder of Diane’s mythos.  

Dormer windows—Iconography: D and H initials, crescent moon 
Location: Roof, West wing, Material: Limestone, Series of four  
Figs. 39, 40 
 

 The dormer windows of the roof are composed of two pilasters flanking a 

window, the arch of which springs from a small cornice about two-thirds the way up. 

This is capped by a pediment, which takes one of two forms: arcuated or triangular; this 
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alternation was also echoed in the fenestration pattern of the second story. Intertwined D 

and H initials are on either side of the pediment, diminutive in size but still recognizable 

from the ground; centered atop the apex or point of the pediment is a small pedestal 

topped with a crescent moon resting on a sphere. 

 
Series of two turrets (Fig. 41)  
 

 There are currently two turrets on the front side of the west wing of the château, 

which appear unaltered from the original construction.122 In form they are an abstracted 

version of the arcuated pediments of the window gables, albeit in the round; the height of 

the turret is interrupted by a small cornice two-thirds of the way up, and the whole is 

capped by a dome, which is in turn capped by a crescent moon. These are yet another 

demonstration of how almost every architectural element of the château that possessed a 

cap or apex was crowned with some sort of Diane-specific decoration, most often the 

crescent moon. 

SECTION 5: CHAPEL 
 The chapel at the château is the most intact component of the original series of 

buildings—though the façade changed after the Revolution, the interior has remained 

                                                
122 However, there are also turrets on the side of the left wing which faces the hunting park that cannot 
have formed part of the original house, as that side of the wing was flush with the corps de logis, a situation 
that left no room for turrets. The provenance of this second set of turrets is unclear; it is possible they date 
to the renovation under the Duc de Vendôme which also caused a second trompe de l’oeil to be built 
opposite the original constructed by de l’Orme; this owner had a clearly demonstrated passion for neo-
classical symmetry. See LeLoup, 88-97. 
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relatively untouched.123 The reasons for this are not completely clear—perhaps it was 

simply overlooked; or maybe its uniqueness and overall sense of completeness allowed it 

to be spared from the benevolent, though no less destructive, interference of successive 

owners. There are quite a few drawings of the chapel in section, plan, and elevation in du 

Cerceau’s corpus of drawings and de l’Orme’s treatise Le Premier Tome de 

l’Architecture. A comparison between these drawings and the current edifice shows that, 

though the façade was changed, very little if anything was altered in the massing, rear 

exterior, and interior of the chapel, and is therefore the most complete and unaltered 

example of an original building by de l’Orme.124 Though the chapel has many 

outstanding architectural qualities worth careful analysis, I will primarily discuss the 

integration of Diane’s iconography into the stonework and decoration of the chapel, 

beginning with the exterior, then the threshold, and finally the interior.  

 

Exterior: 

 Caristie altered the façade of the chapel from its original state in 1844; however, 

according to Roussel, the steeples (or pyramides, as he calls them), the balustrade, and 

cross were all in existence until 1799, when the cross and steeple adornments were taken 

                                                
123 LeLoup, 98, Roussel, 88. 
124 Chenonceau having been altered several times, and the tomb of François I at St. Denis not technically 
being a building. 
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from Anet. What is present on site today are the mid-19th century replicas, made after the 

old designs.125  

Chapel Steeples —Iconography: Crescent moon 
Location: Chapel roof, Material: Slate and bronze, Series of two.  
Fig. 42 
 

 Soaring into the sky on either side of the now standalone chapel are two large, 

high steeples covered by blue slate. From the exterior, the chapel is vertically divided into 

three zones, two of equal size on the left and right, with the middle zone slightly larger 

than the ones flanking it. The steeples span the width of these zones, and the cupola of 

the dome sits above the middle zone. The overall effect created is not one of airy 

lightness, which is usual for these architectural elements, but rather that of an imposing 

solidity—appropriate for their original position, which was embedded within the overall 

roof structure. The base of the steeples, according to du Cerceau, would have originated 

just above the sloping original roof line, and they were the tallest elements of the entire 

edifice. 

 These two towering elements were crowned by Diane’s iconography. Atop each 

steeple are two spheres composed of thin worked metal strips, a possible astrological 

reference; these support a much smaller metal sphere also of thin metal strips, which in 

turn form a base for a metal crescent moon.126 The presence of these crescents as the 

                                                
125 Roussel, 48-49. He does not specify which designs, but both du Cerceau and de l’Orme show the cross 
and steeple tops clearly. 
126 There are copies of Leodiensis Astronomi by Eustace the Elder, as well as Johannis Blanchini, Tabulae 
Astronomicae emblazoned with Diane and Henri’s emblems in the catalogue of the library of Fontainebleau 
(Bauchart, Derniers Valois, 92-93); though this is not sufficient evidence to indicate a significant interest in 
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highest element in the entire complex—even the cartouches of the frontispiece—could be 

accidental, but it is far more likely that Diane and de l’Orme deliberately placed her 

emblems above all of them. 

Chapel Cupola —Iconography: Crescent moon, D and H initials 
Location: Chapel roof above the dome, Material: Limestone and iron, one unique piece.  
Figs. 21, 43  
 

 The cupola of the chapel is particularly rich in Diane’s iconography. In 

architectural form it owes much to Bramante’s Tempietto, though the columns are 

grouped in twos, and the entablature is pierced by arches. Above the entablature is a 

balustrade of a new type, already partially discussed in the entry on the Pfnor plate in 

Chapter 1, Section 2, “Post-Revolution images.” (Fig. 21) The balustrade is made of 

limestone, composed of five overlapping crescent moons bracketed by intertwined D and 

H initials, repeated in a series. Above the balustrade is a Greek cross made of iron, which 

had D and H initials at its base; the arms of the cross terminated in palm leaves, and had 

four crescent moons interspersed between them (Fig. 43).127  

 The exterior of the chapel mostly displays examples of Diane’s iconography, with 

the notable exception of the palm leaf and crescent-covered cross—interesting in light of 

the building’s religious nature. Perhaps the fact that the chapel roof and façade were 

originally embedded in the east wing of the structure caused de l’Orme to take a more 

                                                                                                                                            
astronomy on Diane’s part, the subject deserves further research. At Anet there is also a much larger metal 
sphere—almost exactly like those atop the church steeples in form and material—standing in the right 
garden fortification terrace; however, no visual account from du Cerceau to Bourgeois gives any record of 
it so it cannot be treated as evidence. 
127 Roussel, Château d’Anet, 75. 
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secular approach to the building’s exterior iconographic program. The interior of the 

chapel is by no means devoid of religious imagery—in fact, most of the iconography and 

decoration present is religious in nature; however, there are still many instances of 

Diane’s personalization, which manifested mainly in stonework and architectural 

elements rather than the painting or sculpture within the chapel.  

Chapel Threshold — Iconography: Crescent moon, D initials 
Location: chapel threshold, Material: Marble, one unique piece.  
Fig. 44 
 

 The crescent moon motif manifests again in the stonework of the chapel’s 

threshold, along with the interlaced Ds; this composition is in black, white, and beige 

marble. This is the first example I have discussed of color and Diane’s set of devices; the 

previous examples of iconography, all of which were exterior elements, seem to have 

been chosen for their material first and color second. As the description moves inward, 

however, color becomes a factor in the choice of materials, particularly marble. Here on 

the threshold of the chapel, the choice of black and white is no accident—after the death 

of her husband Diane adopted the colors black and white, traditionally associated with 

widowhood, and is reputed to have worn no other colors. 128 I believe the choice to create 

a composition with these colors added another layer of encoded meaning to the 

arrangement of marble on the threshold; the use of beige marble as the base color serves 

to highlight the whiteness of the full moon created by the enveloping shape of the black 

                                                
128 John Goldsmith Phillips, “Diane de Poitiers and Jean Cousin,” Metropolitan Museum of Art Bulletin 2, 
No. 3 (Nov., 1943): 109-117; Bardon, 47. 
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crescent. Playing with the symbiotic motifs of crescent and full moon seems to have been 

confined to the chapel; nowhere else in the complex are spheres represented alongside 

crescent moons. The meaning of this juxtaposition is not quite clear; it is possible that 

this was the arrangement that worked most harmoniously with the elaborate geometries 

employed by de l’Orme in the mosaic floor of the chapel itself, which was also executed 

primarily in black and white marble with rose and green accents.  

Chapel doors – Iconography: Crescent Moon, D initials, H initials, intertwined D and H 
initials 
Location: Chapel, Material: Wood, series of two. 
Fig. 45 
 

 The doors of the chapel at Anet also presented a canvas upon which Diane could 

execute her personal stamp. Roussel describes these doors—though he does not state that 

they are original, his modus operandi throughout the book is provide a physical 

description and then details and renovations he was aware of having been carried out, and 

no renovations are mentioned here.129 They stretched the entire height of the first story of 

the complex, and were quite thin in proportion. Elaborately figured in three panels on the 

doors were a series of symmetrical vines that enveloped several of Diane’s devices. In the 

first panel is the inclusion of a single “H” for Henri, in the supreme position at the top of 

each door; this is noteworthy because the letter H seldom appears alone around the 

                                                
129 Roussel, 41-42. 
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château, though Henri used the letter frequently in other media.130 Concluding the 

composition of the panel underneath the H is an intertwined D and H of smaller size. 

 The second, middle panel is approximately twice as high as the first panel, and 

contains tall, attenuated Ds facing each other within a vine border that bears a formal 

similarity to the tracery found in the crescent moon balustrade. The curves of these Ds 

face each other, but they do not intertwine; rather, they bracket a crescent moon. This part 

of the composition would have been about eye level. This panel contains no other 

iconographic references, and the lower panel of the doors had no iconography, but is a 

series of embossed panels. 

Interior  
 
Keystones — Iconography: Crescent Moon, D initials, Deltas  
Location: arches of niches, chapel interior, Material: Limestone and gilding, Series of 
four.  
Fig. 46 
 

 Once the threshold of the chapel was crossed, the instances of personalization 

were confined to four discreetly placed crescent moons in the archways above the niches. 

The exquisite geometries of de l’Orme’s design dominate the interior stonework, and the 

painting, textual references, bas-relief, and stained glass were religious in nature, such as 

paintings of St. Peter and St. Paul, and Jesus Christ preaching to the apostles.131  Classical 

references are also present in relief, such as the winged victories holding palm leaves in 

                                                
130 Such as book bindings, clothing, and on other works of architecture he patronized, such as the Louvre. 
(see Fig. 67) 
131 Roussel, 46-48. 
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the spandrels of the arches of the niches, a placement also seen in the frontispiece, and a 

continuance of the theme of “victory” (see Section 3: Frontispiece, Level three).  

 Other motifs and themes are present as well, chief among them a strong vegetal 

presence in the delicately worked vines and leaves which form the borders for much of 

the iconography, the inclusion of coats-of-arms shaped devices in the coffering of the 

ceiling, and the mosaic stonework of the floor.132 The majority of the references are not 

specific to Diane; the only manifestation of her emblems are in the keystones of the 

arches that compose the apsidal spaces of the interior of the chapel; on the underside of 

the keystone is a crescent moon painted in gilt, and on the face of the keystone are 

intertwined Ds between two deltas, one above and one below, with all surrounded by 

leafy vines. It is significant that the crescent moons were placed on the keystones of the 

arches, as this is a visual focal point, and has both architectural and symbolic 

significance.  

SECTION 6: SARCOPHAGI  
 In addition to the iconography specific to Diane’s recognizable canon of devices, 

another type of decoration appears frequently around the château—the sarcophagus 

motif. The meaning and interpretation of these formal elements has been a matter of 

debate for some time; with scholars generally falling into one of two camps: the first 

group, composed of scholars such as Richard Etlin and Naomi Miller, see significance in 

the mortuary overtones inherent in the sarcophagi form, and attribute their employment to 
                                                
132 Roussel does not guess as to what these coats of arms are, but based on other examples around the 
château, they were probably that of France, Diane, and de Brézé. 
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Diane’s desire to commemorate her husband Louis de Brézé.133 Others, such as Anthony 

Blunt, Pérouse de Montclos, and Daniel LeLoup, think they were simply decorative 

devices used by de l’Orme in an effort to copy antique motifs found in the Pantheon, used 

by other architects such as Michelangelo in the Medici tomb and Sebastiano Serlio; they 

do not connect them with Diane’s particular devotion to her husband’s memory.134 These 

sarcophagi were employed in three ways: as purely decorative sculpture, atop window 

surrounds, or as functioning chimneys. There are four different types, ranging in design 

and size from relatively simple to elaborate.  

 Their persistent and varied employment around the château seems to argue some 

sort of significance, though the meaning of that significance is difficult to discern. A 

careful examination of the du Cerceau engravings of de l’Orme’s other designs—the 

Château St. Maur, Chenonceau, and the Tuileries—reveals no evidence whatsoever of 

any sarcophagi.135 Neither are they present in drawings of contemporary château 

designed by other architects, such as the Louvre, Fontainebleau and Ecouen—a fact I 

highlight because du Cerceau depicts the sarcophagi in their various iterations quite 

clearly in his drawings of Anet, so presumably if any sarcophagi were built elsewhere, he 

would have drawn them.136 In addition to their absence in the du Cerceau drawings, there 

are also no physical examples of this motif to be seen in the cases where the châteaux are 

                                                
133 For Etlin’s argument, see footnote 19, Miller 156. 
134 Daniel LeLoup, 28. Pérouse de Montclos, 199. Blunt, 55 
135 See Boudon and Mignot, Du Cerceau: Château de St. Maur, 184-189; Chenonceau, 190-197; Tuileries, 
172-183; Anet, 201-213. 
136 See Boudon and Mignot  Du Cerceau: Louvre, 36-47; Fontainebleau, 158-161; Ecouen, 214-221.  



 
 

95 

still standing; nor does there seem to be any evidence of their use in Italian architectural 

decoration outside of tombs. Therefore, the sarcophagi in architectural decoration appear 

to be unique to Anet.137 

 This circumstance has given rise to the argument that the sarcophagus motif 

carries a personalized significance specific to Diane and Anet. While this is certainly a 

possibility, Naomi Miller points out in her discussion of the Diana and Stag fountain 

sculpture that the use of sarcophagi, at least in fountain architecture, was nothing new, 

and based on classical and Italian Renaissance models.138 Also, while sarcophagi may 

have been absent from French and Italian Renaissance châteaux and villas, they were 

certainly present at the Pantheon, as Anthony Blunt and Pérouse de Montclos state.139  In 

the use of the sarcophagi, was de l’Orme trying to communicate a message about Diane’s 

uxorial piety, or was he merely experimenting with a classical decorative motif he had 

seen in his travels?  

 A third possibility combines the two. Perhaps the architect thought the use of 

sarcophagi a new way to apply a classical decoration that was apropos to Diane’s 

widowhood. However, the use of sarcophagi as a decoration was not so widespread that 

the viewing public of the time would have completely cast off the association with death, 

so regardless whether it was meant as a specific reference to de Brézé or not, the 

                                                
137 Interestingly, in a hypothetical design du Cerceau included in his Livre d’Architecture of 1559 for a 
“batiment du plaisir,” there are sarcophagi chimneys and decorative sculptures just like the ones at Anet! 
See Boudon and Mignot  Du Cerceau, 240-243. 
138 Miller, 169-170. 
139 See footnote 121. 



 
 

96 

sarcophagi probably had a symbolic meaning for visitors. I will discuss the potential 

reception of the sarcophagi further in Chapter 3.   

Sarcophagi — Decorative Element/ Chimney, type 3  
Location: Entry Pavilion, second story, left and right of the guardhouse, Material: 
Limestone, Series of two. 
Fig. 47 
 

 In closest proximity to the main entrance, on the second story of the entry 

pavilion and bordering the terrace, are the first of the pairs of sarcophagi to adorn Anet 

and inspire curiosity in the visitor. On the terraces of the second level of the entry 

pavilion, situated closer to the façade of the pavilion rather than the rear in a symmetrical 

arrangement, are two elaborate sarcophagi chimneys sitting atop a pedestal of a greater 

height. This pedestal features a stylized pilaster motif, but is otherwise relatively plain 

and undecorated; the focus is clearly on the sarcophagus itself—a highly elaborated and 

exaggerated version of a Roman sarcophagus, composed mostly of geometrical shapes 

and lacking any vegetal motifs or friezes. The lid is in the general shape of an attenuated 

arch, composed of two scrolls bracketing a long rectangular shape. Underneath this lid is 

the rather bulbous, convex mass of the main part of the sarcophagus, lightly articulated 

with vertical strips.  

Sarcophagi — Decorative Element/ Chimney, type 1  
Location: Entry pavilion terrace, left and right of guardhouse, behind sarcophagi type 3, 
Material: Limestone, Series of two. 
Fig. 48 
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 Immediately behind the sarcophagi mentioned in the previous entry, positioned 

slightly farther back and closer to the cour de seigneur are two examples of the simplest 

type of sarcophagi, also chimneys, present in the decorative scheme of the entry portal. 

These are much less stylized than their neighbors, and resemble a real sarcophagus much 

more closely. They too are atop a high, relatively unadorned pedestal, and are composed 

of a simple, standard body following a generally concave line, and a plain double-tiered 

lid. Some light vertical detailing is present. 

Sarcophagi — Decorative Element, type 2 
Location: Garden fortification terrace, far left and right Material: Limestone, One unique 
piece, though may have originally been one of two. 
Fig. 49 
 

 The third type of sarcophagus employed in the decoration of the entry sequence 

and garden terraces is found to the far right of the entry pavilion, abutting the small 

gatehouse that formed the terminus of the garden fortification and thus the corner of the 

château proper. The layout of this part of the fortifications has been greatly altered on the 

side to the left of the entry pavilion, so it is difficult to say whether or not the original 

composition had a similar sarcophagus placed there; however, plans of the original by du 

Cerceau show a largely symmetrical design for the entry, with both fortification terraces 

following almost exactly the same plan. This, coupled with the use of pairs of sarcophagi 

around the entry pavilion, indicate that there is a strong possibility there were originally 

two of this type of sarcophagus. In the elaborateness of its design it is somewhere 

between type 1 and type 3; while it does not feature the scrolls and flourishes of type 3, it 
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is more bulbous in form and has a more elaborate lid than type 2. Also, it is embellished 

with a prominent cartouche (that may have featured an emblem or coat of arms which 

was later effaced) and vertical detailing around its sides.  

Dormer sarcophagi — Decorative Element 
Location: West wing, atop the cornice of the dormer windows, Material: Limestone, 
Series of four. 
Fig. 50 
 

 The last example of the employment of sarcophagi is perhaps the most mysterious 

one, as it exists in the château’s current state but there is scanty contemporaneous 

pictorial corroboration. On the roof of the château’s left wing are four large windows 

which bear initials and crescent moons, but interspersed between them are windows of a 

more demure size, and these have as their chief ornamentation small, plain sarcophagi. 

The windows are undecorated except for this one feature, which sits atop a plain cornice. 

In the bird’s-eye axonometric of Anet facing south drawn by du Cerceau there are two 

small windows on the roof of the corps de logis, flanking the frontispiece, which have 

what appear to be a plain, small sarcophagus as their window surround; however, in this 

same drawing he does not depict any small windows with sarcophagi on the left wing, 

which is where they currently are. Also, in the reconstruction of the château drawn in 

1900 by Auguste Bourgeois, the small sarcophagi windows make an appearance on the 

corps de logis, though it is unclear whether Bourgeois was influenced by du Cerceau or 

the current state of the château, or both. 
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SECTION 7: FUNERARY CHAPEL 
 The funerary chapel at Anet, designed to hold Diane’s remains, is a unique 

example of her iconographic agenda in that she proposed for it some of her architectural 

and decorative desires, but the actual work was executed after she died by her heirs, her 

daughters’ husbands. This is unfortunate, because the funerary chapel is one of the very 

few, if not the only, instances currently extant of Diane giving specific directions in 

writing regarding architecture and decorations. In her will, she left some specific 

instructions, which are important enough to reproduce here: 

"Je veux et j'ordonne que en quelque lieu qu'il plaise a Dieu m'appeler, 
mon corps soit emporte cinq jours apres mon deceds au lieu ou j'ai 
esleu etre enteree...que sera aulieu d'Ennet, ou je faite une eglis, si j'ai 
le temps de ce faire...mais si elle n'est commencee, j'ordonne a mes 
heritiers de ce faire... et dedans icelle fairez faire une tombeau, 
sepulture de marbre, fait a mes armes et devises bien faites, ou dedans 
j'etends? y etre mise.. …je veux que mon corps soit guisant dedans la 
grande eglise d’Ennet, dedans une tombeau de bois, paint a mes armes 
and devices, in attendant que ma sepulcher soit faite, a celle fin que 
tous mes subjects prient tousjours Dieu pour moi.”140   
 

 Though what was eventually produced followed these instructions pretty closely, 

it is a hybrid example of Diane’s agenda, possessed of her intentions but not quite her 

spirit.  

                                                
140"I want and I order that whatever place in which it shall please God to call me to Him, my body will be 
taken for five days after I died to the place that I have asked to be interred ... this will be at Anet, where I 
have made a church, and if I have time to do this thing; but if I do not, I order my heirs to do so…and 
inside of this church to make a tomb, a marble sepulchre, and put my coat of arms and my devices on it 
well…I want my body to be in the great church of Anet, in a wooden sarcophagus painted with my coats of 
arms and my devices, while in the meantime my sepulcher is made, to the end that all my subjects are able 
to pray to God for me.”.Lettres Inedites de Diane de Poitiers, “Testament de Dianne de Poytiers,” 195. 
Stable URL: http://www.archive.org/stream/lettresinditesd00guifgoog#page/n299/mode/2up 
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 First and foremost, neither Diane nor de l’Orme had any hand in designing the 

architecture of the chapel, which was built between 1567 and 1575 by an architect named 

Claude de Fouques.141 Situated outside the fortifications, according to her wishes that her 

subjects be able to access the building, the result was a plain, almost severe building 

whose stark lines, lack of decoration, and mid-range materials seem to indicate a lack of 

willingness on the part of Diane’s daughters Françoise, the dowager duchess of Buillon, 

and Louise, wife of the Duc D’Aumale (into which family the château passed) and their 

spouses to lavish money and time on this final tribute to her memory. The façade of the 

church, which faces outward towards the village, is the only portion of the building 

constructed in limestone and ornamented after the classical style; the rest of the church is 

built of brick interrupted by two simple cornices. Interestingly, the decoration of the 

façade does not contain any personal references to Diane—no initials, deltas, arrows, or 

crescent moons are anywhere to be seen. This may have been the result of Diane’s lack of 

specific instruction regarding the exterior of the building, or a savvy political move on 

the part of the Vendôme family, who inherited the estate and had to construct Diane’s 

final resting place under the watchful eye of Catherine de Medicis. However, the heirs 

did follow Diane’s instructions regarding the interior—although one cannot help but 

compare the austere interior of the funerary chapel with the dynamic chapel designed by 

de l’Orme; next to each other, the employment of Diane’s devices in the funerary chapel 

appear almost grudging. Given the limited but nevertheless clever extent to which her 

                                                
141 LeLoup, 86. 
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iconography was present in the chapel, it is startling that her tomb—in those days 

considered an appropriate medium for self-promotion and family pride—would show 

such a marked absence of iconography.  

 Even though the Revolution was particularly destructive to this part of the château 

in the removal of statuary and the defacing of friezes, the lack of personalized 

architectural décor specific to Diane was part of the original design. Though statuary was 

present in simple niches spaced around the interior, their subjects were figures such as 

Faith and Charity, the adoration of the Magi, and the Virgin Mary, rather than Diana, 

Jupiter, or any of the other gods of the classical pantheon that had been employed in the 

decoration of the rest of the château.142 The only iconography present is a single instance 

in the stonework of the floor, and the sarcophagus itself. 

Funerary Chapel Floor — Iconography, Initials D and H 
Location: Interior floor stonework, anterior side of the sarcophagus, Material: Black and 
white marble, one unique piece. 
Fig. 51 
 

 In a floor otherwise composed of red and white brick is a single panel of black 

marble positioned immediately before the base of the sarcophagus, in which an 

intertwined D and H are inlaid in white marble. The choice of colors for the composition, 

as previously mentioned, are those associated with widowhood and more generally, 

death, here combined in a stark simplicity that contributes to the somber and funerary 

tone of the interior.  

                                                
142 Roussel, 104-107. 
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Sarcophagus — Iconography/Sculpture, Initials D and H  
Location: Funerary chapel, Material: Black and white marble, one unique piece. 
Fig. 52 
 

 The sarcophagus in which Diane was interred is a simple and graceful 

composition, and the instructions given in her will were followed to the letter by her 

heirs. There is exactly one instance of her coat of arms, and four small intertwined D and 

H initials carved into the black marble of which the main body of the sarcophagus is 

composed—however, all other devices, such as the crescent moon or the arrow, have 

been eschewed. The main focus of the composition, which is of unknown authorship, is 

the white marble sculpture of Diane kneeling at pre-dieu on the lid of the sarcophagus; 

the bulk of the two lateral sides of the sepulcher are devoted to two separate epitaphs in 

Latin: one which lauds her virtues as a loyal wife and mother, and another that 

aggrandizes the filial loyalty and piety displayed by her daughters and their husbands in 

erecting the monument. The sarcophagus as it stands in the funerary chapel today has 

suffered somewhat; Alexandre Lenoir saved it from the worst exigencies of the 

Revolution by purchasing it for 250 francs and carting it off to Paris; however, Diane’s 

remains had already been removed, and the original base of four sphinxes was moved out 

of the funerary chapel and placed underneath the grand staircase at Anet, then moved 

again to Versailles.143  

                                                
143 Roussel, 200, 108. In his reconstruction of the position of the original sarcophagus, Roussel shows a 
much more elaborate base composed of pillars and additional sphinxes, which he claims to have 
reconstructed from pieces of the base housed at Versailles (p.322).  
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SECTION 8: ART AND DECORATION 
 What follows is a sampling of some of the art and decorative pieces known to be 

commissioned by Diane or de l’Orme, and associated specifically with the Château 

d’Anet. While it is not an exhaustive list by any means, it will serve to illustrate the types 

of items employed in the adornment of the château, which ranged from near-permanent 

installations of sculpture, to site-specific fixtures, to decorative items that were 

removable and transportable.144  These items do not specifically fall into the category of 

the iconography previously discussed, but were an integral medium for Diane’s personal 

expression and self-promotion; a sampling of the other ways by which she exhibited her 

mythos helps establish the surrounding context for the architectural iconography she 

persistently employed. Though there are many instances of décor and artwork which bear 

Diane’s iconography currently extant in the château that do not appear here, many of 

these are later works which date, or may date, to the restorations of the Duc de Vendôme 

in the 1670s and Ferdinand Moreau in 1884, and so I cannot classify them amongst those 

which have been confirmed as commissioned during the château’s construction. 

Diana and Stag/ Fountain of Diana — Sculpture  
Location: the court of the Fountain of Diane (west court), Material: white marble, one 
unique piece. 
Fig. 53 
 

 Without a doubt, the best known of Diane’s exercises in self-expression is the 

fountain sculpture entitled “Diana and Stag,” which currently resides in the Louvre but 

                                                
144 For an exhaustive list I recommend Roussel, particularly Deuxieme Partie, “De ́coration inte ́rieure,” 52-
76. 
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whose original home was in the west interior court of Anet. Lauded by Henri Zerner as 

“the very symbol of Renaissance art,” the statue has been analyzed, admired, and 

speculated over by some of the most prominent Renaissance art historians.145 It is not my 

intention to revisit those ideas here, but rather to give a very brief overview of the 

statue’s history and its contribution to the overarching allegorical message of the 

architectural decoration of the château. 

 The sculpture was originally placed in the center of the left court, the name of 

which is not recorded anywhere else but in du Cerceau’s drawing; he names it the cour de 

la fontaine de Diane.  As with other landscape architecture schemes in which a sculpture, 

fountain, or other work of art is integrated into the design as a visual focal point, the 

Diana and Stag is a statement piece that assumes, and continues into the gardens, the 

themes executed in the stonework of the château proper. Unlike the “Nymph of 

Fontainebleau,” this statue was commissioned and executed for the Château d’Anet, 

though to the great chagrin of many art historians, the origin of the statue is uncertain—

no letters, ledgers, or statements exist as to its commissioning or authorship.146 The 

ancillary evidence for its provenance comes from contemporary poetic accounts, the 

evidence of du Cerceau’s drawing, the level of personalized Diane iconography on the 

statue itself, and its continued physical presence on the grounds of the château until the 

French Revolution. Beyond these, the allegorical subject matter and composition leave 

little doubt as to the nature and relationship of the parties concerned; the sculpture was 

                                                
145 See Henri Zerner and esp. Naomi Miller, 156-172. 
146 For a summation of the arguments, see Henri Zerner, 392. 
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intended to be the object of supreme attention in the left court and a crowning allegorical 

statement of the château itself.  

 In brief, the sculpture features a gracefully reclining nude Diana figure, 

recognizable through the longbow she is holding in her left hand. She leans against a 

docile stag, around whom her arm is languidly draped; two hunting dogs have arranged 

themselves at her back and feet. The composition as it stands today in the Louvre may or 

may not be completely original; Henri Zerner calls attention to research that suggests the 

head may have been entirely reworked, a supposition borne out by the disparity between 

the head as it looks today and the head depicted in the du Cerceau drawing.147 As 

mentioned previously, art historians have debated over the authorship of the statue, with 

no consensus. As a work of allegory and beauty it is a resounding success, and continues 

to propagate the association between Diane and Diana, and through the allegorical 

depiction of the stag, the corresponding relationship between Henri and Diane.  

 To avoid any possibility that a casual observer would remain ignorant of these 

allegorical themes and take the statue at face value, Diane and Henri’s intertwined initials 

were carved on either side of the base of the statue; further proof, if any was needed, that 

the statue was conceived specifically for the château. These initials serve as a reminder of 

the closeness between the two principal actors both in the sculpture and the château at 

                                                
147 See Zerner, 392, who gives credit for the finding to Michèle Beaulieu, from Description raisoneé des 
sculptures de musée du Louvre. Vol 2 of Renaissance Française. (Paris: Réunion des Musées nationaux, 
1978). 
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large, and Diane’s coats of arms are present as well.148 Interspersed between these initials 

are crowned scorpions—which Miller associates with the moon and sun; crabs, crawfish, 

shells, dolphins, and seaweed, in keeping with the general maritime motif of the 

fountain.149 Both the initials and marine creatures are carved into a band on the base of 

the sculpture, which in form appears to be a hybrid of a sarcophagus and an urn; 

according to Miller, death and resurrection themes were commonly found in fountains, 

particularly in antiquity.150 

 The Diana and Stag is in many ways representative of almost all of the themes 

woven into the composition of the castle and grounds. The subject matter depicts the 

Diana myth and Diane’s relationship with Henri, a fact accentuated by the presence of 

their initials, while the positioning of the statue in the middle of a designed landscape 

space is another instance of skillful manipulation of lines of sight and visual focus. The 

sculpture serves as the embodiment of themes less explicitly expressed in the architecture 

of château. 

History of Diana Tapestry Cycle — Art/ Tapestry  
Location: Interior, grand salon, Origin: Royal tapestry works at Fontainebleau and Paris, 
Series of six, possibly more. 
Figs. 54, 55. 
 

 On the other end of the spectrum of décor employed at the château is the series of 

six, or possibly more, tapestries that Diane and de l’Orme commissioned between 1550 

                                                
148 Miller, 159. 
149 Miller, 159, 177. 
150 Miller, 169-170. 
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and 1560 to adorn the walls of the grand salon, the drawings for which were tentatively 

attributed to Jean Cousin by John Goldsmith Phillips in 1943.151 While the total number 

of tapestries originally commissioned is uncertain, six are extant today—despite having 

been stolen and distributed during the Revolution, four currently reside at the château, 

one is in the Metropolitan Museum of Art in New York, and another at the Museum of 

Antiquities in Rouen. The titles of the tapestries, which give an indication of their subject 

matter, are: the Drowning of Britomartis, the Blasphemy of Niobe, Jupiter Changing the 

Inhabitants of Lycia into Frogs, the Death of Meleager, the Death of Orion, and the Story 

of the Children of Latona; all of which are, of course, events and stories associated with 

the mythology of the goddess Diana. While each tapestry is an artistic composition in 

itself, masterworks of Flemish craftsmanship and rich with compositional content and 

meaning, their borders are of chief interest to this paper because of their iconography. 

The borders are complex works in and of themselves, teeming with almost every device 

habitually used by Diane. For example, running vertically along the sides of the 

Drowning of Britomartis are arrows, deltas, intertwined Ds, and crescent moons; along 

the Blasphemy of Niobe, intertwined deltas, mirror-image deltas, small faces with 

crescent moon diadems, and arrows. These motifs are also skillfully integrated into the 

content of the tapestries themselves, which, like the Diana and Stag sculpture, are a 

graceful melding of mythology and iconography working together towards Diane’s 

desired ends. In fact, due to the confusion on the part of art historians regarding which of 

                                                
151 Phillips, “Diane de Poitiers,” 111-114. 
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the portraits attributed to Diane are in fact true portraits of her, the iconography present in 

the borders of these tapestries was integrally important in the correct assignation of their 

provenance.  

 The portable nature of the medium of the tapestries differentiates this example 

from the preceding ones, but serves as a reminder that the iconographic program of the 

château was not limited strictly to immovable elements, but rather was an overarching 

impetus that imbued almost every aspect of the physical environment. Though it was very 

common for artwork of the period to have layers of meaning, the examples of art found at 

Anet indicate that few pieces were included solely for their aesthetic value; rather, there 

was very little about the conception and decoration of the château that was not intended 

to demonstrate Diane’s position, power, and pride of place, albeit in a graceful and 

pleasing aesthetic way. 

Wainscoting and ceilings— Iconography, Initials D and H 
Location: Interior rooms: grand galerie, bedrooms, small salons, Origin: Scibec di Carpi 
and workshop, Material: wood. 
Fig. 56 
 

 One interior element of the château for which there is documentation is the 

carpentry and wainscoting commissioned and executed by Scibec di Carpi, an Italian 

artisan, starting in April 1551. He worked at Anet between 1548 and 1553, and is the 

only carpenter to decorate the château who was recorded in the building accounts.152 His 

work can also be found in the salle de bal and cabinet de la reine at Fontainebleau, and in 

                                                
152 Pérouse de Montclos, 259-261, LeLoup, 58. 



 
 

109 

the chambre du roi at the Louvre.153 At Anet, building accounts specifically indicate that 

he was directed to include crescent moons both singly and in groups of three in the 

carpentry for the grand gallery.154 Though some of the original paneling is now lost, 

much of it was preserved by the Duc de Vendôme, and did not disappear with the 

destruction of the other buildings.155 There are several examples of this type of 

woodwork; in Diane’s bedroom, upstairs in the original left wing of the château, were 

crescent moons arranged in a triangle, deltas, and intertwined Ds and Hs wreathed with 

laurel leaves and coronets. These compositions, which were typical of those in the grand 

gallery and smaller salons, were chiefly made of maple and walnut, with the iconography 

inlaid using such exotic materials as pear and brazilwood, accentuated with white and 

gold paint.156 The ceilings also features similar designs, although less polychromatic. 

Pfnor’s detailed drawing of the coffering of the ceiling in the salon de Diane is an 

excellent example of the intricacy of the woodwork present in the château, and the 

potential for personalization of the wooden surfaces of the interior; her and Henri’s 

emblems are the principal components of the design of the panels. 

 These sorts of personalized fixtures were not uncommon in the architecture of the 

period, as demonstrated by de Carpi’s commissions in other châteaux, but few other 

examples could match such iconographic individualization and cohesion of theme with 

the surrounding stonework and art. 

                                                
153 LeLoup, 58. 
154 LeLoup, 37. 
155 Leloup, 62. 
156 Leloup, 62. 
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The examples discussed in this catalogue were a sample of the many and various 

instances of emblematic architectural decoration present at the Château d’Anet, which 

were utilized in a coherent and systematic manner to create a visual continuity and 

promote Diane’s program of self-glorification. The meanings encoded within this 

program, and its impact and reception, will be the topic of Chapter 3.   
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Chapter 3: Meaning and Interpretation 

 In my analysis of the emblematic architectural decoration of the château, I have 

chosen to focus on the exterior of the château, rather than its interior decoration and 

artwork, for several reasons. First, the interior decoration and art have been thoroughly 

discussed by Pierre-Désiré Roussel and Françoise Bardon; second, much of the work of 

the interior is reconstructed and of uncertain provenance, and I have tried to use original 

examples whenever possible; third, I believe there are additional layers of meaning, and 

means of expression, present in the exterior architecture of the château that are muted or 

absent in the interior; and finally, because in France at this time, the presence of a 

program of personalized architectural emblems on the exterior of a structure had been 

mostly executed by royal males, rather than female patrons.157 I will now discuss the 

encoded layers of meaning and possible contemporaneous reception of the emblematic 

architectural decoration. I have chosen to organize the material based on an analysis of 

each piece of decoration to determine its prominent theme, for which I have identified 

three general categories: Diane and Louis, Diane and Henri, and Diane as Diane/Diana. 

In the Conclusion, I will attempt to situate these meanings within the context of French 

Renaissance architecture. 

                                                
157 Particularly François I at Chambord, Blois, and Fontainebleau. 
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SECTION 1: DIANE AND LOUIS 
 The first theme I will discuss is that of “Diane and Louis,” or, Diane’s identity as 

a widow. As with almost all things concerning Diane, it is difficult to neatly categorize 

her possible motivations, and her expression of identity as a widow is no exception.  

 Long before scholars of the nineteenth and twentieth centuries debated about her 

character, intentions, and virtue, she was a complex and mysterious woman to her 

contemporaries. As the king’s favorite, she was the focus of much attention, due in part to 

the complicated nature of the French court, where power and status could be determined 

by one’s relationship with the king.158 It is no surprise that amidst this shifting and 

uncertain political environment, she may have felt a need to project positive messages 

about her image—in addition to reminders, subtle and otherwise, that she was in an 

unequaled position of power.  

 In many of Diane’s themes, there is a duality present which can be confusing to a 

modern-day interpreter; this is particularly manifest in the architectural decoration at the 

Château d’Anet referencing Louis de Brézé. The chief examples of this category of 

architectural decoration are the sarcophagi sculptures of the entry pavilion and dormer 

windows, and the now-gone references to de Brézé on the frontispiece. As mentioned in 

Chapter 2, Section 6: Sarcophagi, interpretations of the significance of this set of 

decorations are mixed. Are they a deliberate reference to death, or an exploration by de 

l’Orme of classical architectural detailing? 

                                                
158 Norberg, “Incorporating Women,” 259. 
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 First, I will discuss the possibility that the sarcophagi were primarily classical 

architectural detailing. Though du Cerceau may not have recorded every relevant detail 

of the château he chose to include in Les Plus Excellents Batiments de France, he had an 

eye for capturing thematic details, and there is an absence of sarcophagi decoration 

anywhere in the depictions of de l’Orme’s other work. I consider this to be significant—

de l’Orme was experimenting with the inclusion of classical motifs he had seen in his 

travels—such as pediments, entablatures, cornices, capitals, colonnades, etc.—but he 

decided to employ this particular sarcophagi detail only at Anet for some reason of his 

own. Anthony Blunt, in his survey of de l’Orme’s work, acknowledges that this 

decoration does not appear in other designs, but considers this aspect of the décor of Anet 

a series of experiments in the field of Italianization of the monumental chimneys of late 

Gothic French architecture.159 While this may be the case, the simple fact of their form, 

with its funerary implications, is hard to ignore. They are unmistakably sarcophagi; even 

if de l’Orme intended them to be interpreted as a classical reference devoid of specific 

meaning, the French court would probably not have been able to shake the visual 

association with death because, sarcophagi were usually used in French architecture only 

in tombs, though they were present at the Pantheon and other antique sites.160 Is it likely 

that de l’Orme would be unaware of this overwhelming association and choose to gloss 

over it, even in the unlikely event that he was trying to reinvent the sarcophagus as a 

                                                
159 Blunt, 36-37. Also, Blunt generally avoids art-historical analysis of the meaning of Anet’s iconography, 
and does not address the possible memorial implications of their usage.  
160 Pérouse de Montclos, 199. 
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standard classical detail? Or was it something about Anet and Diane that prompted the 

utilization of the sarcophagi as a decorative motif?  

 So, if the sarcophagi might be a deliberate reference to death, could they be 

referring to someone specific?  Other than a wish to include a general tribute to the 

abstract notion of death (for which interest on Diane’s part there is no evidence 

whatsoever), the most likely possibility for Diane to wish to memorialize was Louis de 

Brézé, her long-deceased lawful husband and silent testimony to her capacity for uxorial 

virtue.161 It is not too difficult to understand why Diane might have wished to be thought 

of as a devoted widow; though the position of “king’s favorite” was a semi-official one, 

the expulsion of disgraced mistresses, such as Diane’s predecessor, the Duchesse 

d’Estampes (expelled by Diane’s own hand) testifies to the complicated and uncertain 

nature of the politics, sexual and otherwise, of their court position. Favorites could be 

dismissed at any time, and often faced serious opposition from the Queen, or the 

dauphin’s current favorite.162 They probably needed all the advantages they could muster. 

                                                
161As previously mentioned, Richard Etlin has postulated that the three forms of the sarcophagi are, in 
addition to de Brézé, also a subtle homage to François I (with whom he believes Diane had a relationship), 
and Diane’s father, Jean de Poitiers. I find this line of reasoning somewhat problematic. There is no 
evidence for a relationship or tryst between Diane and François I except that he had ordered the execution 
of her father for treason, then pardoned him at the last minute, which engendered a rumor that Diane had 
offered herself to the king in exchange for a reprieve for her father. Also, François I’s emblems, which 
were many and varied, do not appear anywhere at Anet. I do not think, after painstakingly cultivating a 
public image of goodness and chastity as Diana (which will be discussed further in Diane as Diana) Diane 
would want to muddy the waters with a veiled reference to a tryst with the king—or a reference to her 
father, probably still dearly loved, but a convicted traitor in the eyed of the court. Neither of these 
associations was likely to improve her standing in the eyes of the court, or the public; less likely is the idea 
that her lover Henri would have appreciated a decorative scheme, however subtle, in a château that paid 
homage to the rumor that his mistress had been his father’s lover. 
162 Norberg, “Incorporating Women,” 259. 
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Françoise Bardon states that Diane was trying to clarify her character by associating 

herself with virtue and beauty in all her commissions:  

“The art dedicated to Diane de Poitiers was an official art, an art of the court. It 
expressed flattery… Diane wanted to be assimilated with the austere and chaste 
goddess [Diana] whose name she shared, so as not to be confounded with the 
subordinate group of royal mistresses…”163 

 

This initiative to distinguish herself through the commission of art is most noticeable in 

the “Diane as Diana” thematic group, which will be discussed later, but it is also present 

in the “Diane and Louis” group, through her projected identity as a widow. Diane had a 

marked preference in dress for black and white, the acknowledged colors of widowhood; 

these colors also appear in the interiors of the chapel of the east wing and her funerary 

chapel.164 Even though Diane was the recognized favorite of the king, she evidently 

found it useful and helpful to be viewed as chaste, and above all, respectable.165  

 Seen as an isolated group, the sarcophagi may seem ambiguous, but coupled with 

a close examination of the frontispiece—about which there is no ambiguity in its 

reference to de Brézé—it is very possible that the sarcophagi were in fact a means by 

which Diane was trying to highlight her virtuous life as a widow. Naomi Miller in French 

Renaissance Fountains goes so far as to call Anet “an ever-present memorial, a château 

for the widow who, arrayed in black and white, wished to assume the pose of 

inconsolability…” and cites the sarcophagi sculptures of the entry pavilion and the 

                                                
163 Bardon, 50.  
164 Miller, 151. 
165 It is interesting to note that this role was taken up in the 17th century by Madame de Maintenon, Louis 
XIV’s mistress and, later, morganatic wife. I thank Richard Cleary for this point. 
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“sepulchral nature of the chapel” as supporting evidence for this statement.166 While I am 

not in agreement with her assessment of the chapel, I think that whoever was responsible 

for inclusion of the sarcophagi in the decorative program was referencing de Brézé; there 

was a clear impetus to honor his memory via the presence of less macabre, more 

celebratory honors on the frontispiece, which featured an unambiguous tribute to Louis 

de Brézé in the form of a heroic statue placed in a niche on the uppermost level and a 

heraldic crest situated over all.167  

  Expressions of familial and spousal pride through coats of arms or heraldic 

devices were by this time relatively common in architectural decoration, as will be 

discussed in “Diane as Diana,”and it was not unusual to find a heroic statue placed above 

an entryway, such as that of Louis XII at Blois. Thus, while there are architectural aspects 

of the frontispiece that are pioneering, the honorific reference to the late owner of the 

château in the form of a statue and heraldry was a practice with precedent, and could 

have been viewed as a natural and appropriate tribute to the late owner’s memory.  

  However useful it may have been to Diane’s public persona to sometimes 

obscure “mistress” behind “widow” and “chaste goddess,” it is important to understand 

the references to Louis de Brézé within the greater context of the decoration of the 

château, and not to give too much weight to the presence of the sarcophagi and the statue 

on the frontispiece. Though there is a somber, reflective thread present in these examples, 

Anet is not a château devoted to memories of the past; it is a château loudly proclaiming 

                                                
166 Miller, 151. 
167 Blunt, 33. 
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a message about the present. While the idea of Diane as veuve may have added some 

caché to her public image, none of the courtiers or poets sought to flatter or curry favor 

with her by emphasizing her marriage to de Brézé and subsequent widowhood, which 

indicated to me that her reception at court did not greatly depend on her identity as a 

widow.   

  To summarize, the Diane and Louis thread is present, but as an understudy to the 

two other overarching themes of the château. The iconography associated with de 

Brézé—the sarcophagi, heroic statue, and crest—are either an allusion (in the case of the 

sarcophagi) or a traditionally accepted reference (a heroic statue or coat of arms) placed 

on an entryway. As I will discuss in the next section, the allusions to de Brézé, whether 

ambiguous or specific, are overwhelmed by the number, creativity, and variety of 

instances of emblematic architectural decoration around the château that refer to Diane 

and Henri’s relationship and her allegorical identity as Diana.168  

SECTION 2: DIANE AND HENRI 
 The clearest and most recognizable theme present in the architectural decoration 

of the château is that of Diane and Henri’s relationship. Generally speaking, the examples 

fall into one of two categories: the first, and by far the most numerous, are the intertwined 

D and H initials woven into the fabric of the château; the second is comprised of the 

allegorical representations of Henri as a stag. I would like to propose a third category as 

                                                
168 Blunt discusses the use of sarcophagi at Anet, and their possible classical and Italian derivation, in 
Philibert de l’Orme, 36-38; Perouse de Montclos also comments on this discussion in Philibert de l’Orme, 
198-201, while Naomi Miller discusses death in the garden of Anet in 168-174. 
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well, that of the theme of “victory,” whose representations around the château are so 

numerous that, as in the case of the sarcophagi, they must be accounted for in some way. 

I will discuss the “direct” iconography—that is, the intertwined initials—first, then the 

allegorical representations.  

 As evidenced by the catalogue, the intertwined initials of Diane and Henri are 

ubiquitously placed around the interior and exterior of the château, a clear reference to 

the close relationship between the two parties. Interestingly, their placement appears to 

follow a distinct pattern, which in turn has a potential meaning and interpretation. 

Everyone agrees that the D and H intertwined initials were a reference to Diane and 

Henri’s relationship; no ambiguity exists there. However, the D and H intertwined initials 

were generally used as architectural decoration, rather than in areas that might 

traditionally be interpreted as holding a higher symbolic meaning, such as entryways. 

That is, almost every instance of a D and H around the château appears in what could be 

considered architectural details: for example, ironwork, sculpture bases, dormer window 

surrounds, or door knockers. I think there are several reasons that might explain why the 

initials were employed in this fashion.  

 First, the reference was explicit—though the symbol itself is creatively designed 

and referential, it is, at bottom, two letters of the alphabet, and requires little effort to 

interpret. It simply does not have the layers of allegorical meaning encoded in the other 

sets of symbols present at the château, or the complexity to be a visual centerpiece, 

particularly to the eyes of French Renaissance nobility trained to appreciate statuary and 
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relief such as that featured in the Gallery of Fontainebleau. Second, and perhaps more 

compellingly, the lines and form of the design itself were well suited to rhythmic 

application or small details—the initials were often employed in sequences, such as 

around the base of the Diana and Stag statue (see Fig. 53), in the lambris of the Diana 

salon (Fig. 22), and the wood paneling in Diane’s bedroom (Fig. 56), as well as on subtle 

details such as door panels and keyplates. Thus, the initials could be used in repetition to 

create an abstract, almost textile-like effect; a subtle, slightly abstract reminder of Diane 

and Henri’s relationship in the background, where a series of allegories would have been 

cumbersome and heavy-handed. 

  A third, and more hypothetical reason, has to do with the nature of public and 

private as represented by the inside and outside of the house. Though the interior was 

only briefly discussed in Chapter 2: Section 8, Art and Decoration, the D and H initials 

were used much more ubiquitously in the interior decoration of the château rather than on 

the exterior. It is possible a conscious choice was made to employ the more allegorical 

symbols on the outside, public dimension of the château, keeping the more direct 

references to the inside. This is a subject that deserves further research and study, but as I 

am concentrating on the exterior of the château, I will have to leave the subject open to 

speculation. 

 This is not to say that there are no instances of the use of the D an H symbol 

elsewhere on the exterior of the château besides the doors and keyplates; the other 

notable instance is on the raking cornices of the dormer windows, where the D and H 
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flank a crescent moon at the apex of the pediment. However, in areas that would receive 

much attention as clear visual focal points, such as the exterior of the entry pavilion and 

the frontispiece of the corps de logis, there are very few intertwined initials. The entry 

pavilion, in fact, does not have a single example of intertwined initials visible on the 

façade—the sole instance is tucked under the cornice (see Chapter 1, Section 4: Post-

Revolutionary Images, Rodolphe Pfnor, Detail of the underside of the Entry Pavilion 

Cornice, Fig. 19; and Section 1: Entry Pavilion, Entry Pavilion Cornice, Fig. 29). The 

frontispiece also presents a lack of D and H initials: they appear in the sphinx cartouches 

on either side of the heraldic crest, and on the undersides of the cornices on levels two 

and three (See Chapter 2, Section 3: Frontispiece; Fig. 41), but in general play a 

subordinate role to the other imagery in the frontispiece. Any, or some combination, of 

the reasons I have just given may account for the lack of D and H initials on the exterior 

of the château, but the fact remains that for major focal points such as the entry pavilion 

and frontispiece, initials were passed over in favor of sculpture and relief with allegorical 

content. 

  This other category of references to Diane and Henri’s relationship, the 

allegorical, are often also references to the “Diane as Diana” theme. These have to do 

with Diane appearing the form of Diana, as well as the theme of “victory.” There is a 

complex interplay of antique myth and modern interpretation occurring in the portrayal of 

Diane as Diana in the examples of emblematic architectural decoration that refer to her 

relationship with Henri. This subject has been discussed thoroughly by Bardon, Cloulas, 
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and Miller, and in this thesis I will not cover the ground they have so excellently trod.169  

To summarize, the factors involved include the already-extant French Renaissance 

artistic convention of portraying the king as a stag, the antique identity of Diana as 

goddess of the hunt, the acceptance of the hunt as an allegory for love, and a clever 

utilization of the Diana and Actaeon myth.170 These threads combined to produce 

Diane/Diana triumphant over the stag/king, who lays docile and submissive to her touch 

(See Figs. 30, 53).  

 In the myth of Actaeon, an unfortunate youth accidentally stumbles upon Diana 

bathing with her handmaidens; in her outrage, and to preserve her maidenly virtue, she 

changes the uninvited visitor into a stag, who is then hunted down by his own retinue. 

The compositions at Anet did not dwell on this unhappy ending; rather, the idea of a 

potential admirer transformed into a stag, or symbol of virility, was playfully extracted 

(and frozen in time to exclude the somber ending) in order to symbolize Diane de 

Poitiers’ triumph over Henri. Thus, we see multiple allegorical references represented by 

the theme of Diana triumphant over a stag, particularly in the “Nymph of Fontainebleau” 

(which as we remember was not commissioned for Anet, but for Fontainebleau) and the 

“Diana and Stag” fountain sculpture. (See Chapter 2, Section 1: Entry Pavilion; Nymph 

of Fontainebleau and Section 8: Diana and Stag.) By having herself portrayed as the 

goddess, and Henri as the stag, the relationship was represented allegorically rather than 

directly; a result which hints at a perceived need for complexity.    

                                                
169 See Miller, 151-156; Bardon, Appendix 4, Cloulas, 223-228. 
170 Thiébaux, “Hunt of Love,” 531-545. 
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 Why the need or desire for this allegorical, elaborate means of portraying the 

relationship? In Diane de Poitiers (1963), Françoise Bardon proffers the opinion that, in 

addition to distinguishing herself from the rest of the royal mistresses, Diane needed the 

seductions of allegory to preserve the king’s love—not only his sexual fidelity, but also 

his poetic love; Bardon declares that Henri had a sensibility for romance and adventure, 

which Diane’s persona admirably suited, and which she used to further her power over 

the king. 171  I agree with this notion; like his father before him, Henri was an avid 

huntsman, and the notion of an allegory of love based on his favorite pastime was well 

suited to appeal to him.172 Though Diane did not depend solely on art and allegory to 

keep the king’s interest, her high-ranking position at court and subsequent power and 

authority were derived from her relationship with the king. Therefore, it was in her best 

interests to be as fascinating and entertaining as possible, a measure of which she or her 

agents may have achieved through commissioning or requisitioning art and architectural 

decoration which achieved the purpose of painting their affair in the light of a courtly, or 

chivalric, romance.  

 I believe the multiple references around the château to the concept of victory 

could be a deliberate furtherance of the concept of “triumph over the king” expressed in 

the Diana and Stag imagery.173 There are winged victories in the spandrels of the arch in 

                                                
171 Bardon, 50.  
172 Chatenet, 18-19, Bardon 14-15. 
173 This idea is somewhat experimental, and needs to be verified by further research into emblem books 
and precedents in French art and architecture for the depiction of palm leaves or the theme of triumph, 
particularly with reference to the king. My preliminary research does not indicate that there were rigid 
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the entry pavilion, frontispiece, and chapel niches, as well as several examples of palm 

and laurel leaves, which were associated with victory and honors in Ancient Greece and 

Rome, and virtue and triumph in Renaissance emblem books.174 These symbols of victory 

were interwoven in many examples of the architectural decoration of the château, most 

notably the underside of the cornice of the entry pavilion, the balustrades of the garden 

terraces, the frontispiece, and inside the chapel. The placement of a winged victory in the 

spandrel of an arch has a direct precedent in ancient Roman architecture, particularly in 

triumphal arches such as that of Constantine, so it is possible that including winged 

victories in the frontispiece of Anet is a generalized classical reference, rather than the 

introduction of an idea specific to Diane. However, taken in context with the other 

symbols of victory around the château, it is also possible that, like the sarcophagi, this is 

another instance of a classical motif selected for its ability to hint at a more personalized 

message. There were many decorative themes present in antiquity from which de l’Orme 

and Diane could choose; given the deliberate intention behind the choice and placement 

of the other architectural decoration, that they chose sarcophagi and victory references is 

surely no accident.  

 Interestingly, though the leaves are almost always placed adjacent to a reference 

to Henri, there is not a single instance where they were actually interwoven with his H 

                                                                                                                                            
codes governing their usage, but a more in-depth look at emblem literature of the time may reveal further 
layers of encoded meaning. 
174 Stable URL: http://www.emblems.arts.gla.ac.uk/french/emblem.php?id=FALa024. For an excellent 
resource on French emblem books, see stable URL: http://www.emblems.arts.gla.ac.uk/french. 
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initial; rather, they always encircle an emblem that refers to Diane alone.175 There are 

palm leaves interwoven with Ds in the garden terrace fortifications, laurel leaves 

encircling crescent moons on the underside of the cornice of the entry pavilion and 

frontispiece, and laurel leaves encircling the letter D in the keystones of the chapel. In 

each of the aforementioned instances, the laurel and palm leaves are featured with some 

Diane-specific imagery, usually the D initial or crescent moon. The theme of “triumph 

over the king” was depicted allegorically at Anet by featuring both Diane and Henri, 

while the winged victories and vegetal allegorical symbols are not interwoven with 

references to Henri, possibly indicating another facet to their meaning. It does not appear 

to be considered inappropriate to depict Henri’s initial with laurel leaves, as this symbol 

is present on the Cour Carrée at the Louvre (See Fig. 67), but the fact remains that there 

are no lone Hs (save the chapel doors), and no symbols which integrate Ds, Hs, and laurel 

leaves together anywhere on the exterior of the château. Is there significance to this 

absence of intertwined concepts? The theme of “victory” more than likely references 

Diane’s triumph over the king. If this usage was meant to communicate this concept, 

however, why save the adornment solely for Diane’s emblems, eschewing their joint 

iconography? Why would the sculpture be allowed to make such a strong allegorical 

statement about their relationship, while the references to victory appear to be specific to 

Diane’s iconography? 

                                                
175 The only exception to this is the panel between the two sphinxes on the top of the frontispiece, which 
has Diane and Henri’s initials surrounded by laurel leaves, but this was created at a later date to replace the 
heraldic arms that were lost, and is not original to the composition. See Blunt, 33.  
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 The answer to this question is mostly speculative, but I believe that it may be 

partially answered in the next section, where I will examine and consider the theme of 

“Diane as Diana.” 

SECTION 3: DIANE AS DIANE/DIANA 
 We are now come to the category of iconography on the exterior of the château 

that in number and variety of instances far exceeds that of the preceding two, namely, the 

iconography of Diane as Diana, the Roman goddess of the hunt. The scholarship on the 

subject—and there is an extensive amount—acknowledges that Diane de Poitiers made a 

deliberate and concentrated effort to establish links between herself and the goddess, for a 

variety of reasons that have already been discussed in this thesis.176 However, there are a 

number of pieces of evidence that have not received thorough analysis by scholars, and 

may shed further light on Diane’s motivations. Bardon makes an eloquent and detailed 

case for Diane’s wish to utilize the mythological comparison to better reveal her personal 

advantages, and the author sees this as sufficient explanation for Diane’s efforts.177 This 

may indeed be the correct explanation; however, in the light of the architectural 

emblematic evidence present on the exterior of the château, it is possible that Diane may 

have also desired to establish an identity for herself separate from Henri. 

 Bardon, Cloulas, and Zerner have discussed the iconography of Diane’s château 

programmatically as a cohesive whole, which is certainly a valid interpretation, as I have 

                                                
176 Particularly in the Introduction. The definitive scholarship on the matter is Boudon’s Diane de Poitiers. 
177 This topic is chiefly discussed in Bardon, Chapter 2, 39-95. 
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indeed argued within this thesis.178 But there are important categories within the 

iconography which combine to make this “whole”—which I have seen as important 

enough to make distinct, because I think they suggest a deeper meaning to the 

composition. It is true that much of the emblematic architectural decoration at Anet 

references important aspects of Diane’s life, as a former wife and current mistress, and it 

is not my intention to deny the importance of those representations. Rather, I wish to 

emphasize that a large amount of this exterior iconographic decoration—in fact, nearly 

the majority of it—does not reference either Henri or Louis, but Diane alone. Scholars 

have noted the presence of this type of imagery at the château, but usually within the 

context of the other two types of references. However, while compiling the catalogue I 

realized how many Diane-specific references there are that seem to have been conflated 

with the other two categories; it is my intention to bring these to light and propose some 

theories about their potential significance.  

 First, it is important to explain just how many instances there were of iconography 

particular to Diane on the exterior of the château. The crescent moon balustrade of the 

second floor of the entry pavilion features a crescent moon embedded in a decorative 

baluster; the garden fortification terraces feature two types of balustrade—Ds intertwined 

with palm leaves, the second, bows, arrows, deltas, and crescent moons; the façade of the 

frontispiece has deltas surrounded by laurels and a keystone with intertwined Ds 

surmounted by a crescent moon, the threshold of the chapel features Ds and crescent 

                                                
178 Bardon, 52-69; Cloulas 245-250, and Zerner, 392-393 
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moons, and the apex of the dormer window pediments, turrets, chapel steeples, and 

chapel cross all feature crescent moon decoration. When compared to the references to 

either Louis or Henri, it is clear that the Diane-specific emblems comprised more than 1/3 

of the total exterior decoration, and as such, must have had an impact on the overall 

association of the château that was equal, if not greater to, the other iconographic 

programs.  

 Why would Diane have included this idea of herself as a separate entity, distinct 

from Henri, throughout the architectural decoration of the château’s exterior? There was 

certainly a precedent in the “official art” of the French court—painting, engraving, 

poetry—which often portrayed her alone as Diana; much of the decoration of the interior 

of the château, such as the series of tapestries commissioned for Anet that depicted 

incidents in the mythology of Diana, also illustrates the idea of Diane as Diana, without 

pairing her with a king/stag/Phoebus.179 It is not known for certain what her exact role in 

the creation of these artworks was—if she actively commissioned them or if they were 

gifts—but what could be more natural than the continuance of this theme of self-identity 

throughout the exterior of the château? 

 The answer to this seemingly straightforward question is far from simple. While it 

was common practice for noblewomen adorn and influence the interiors of their 

domiciles, it was quite another thing entirely for women to have a material impact on the 

personalization of the exteriors of châteaux. Though emblem culture had been around for 

                                                
179 Bardon gives an excellent explanation of the court art in 104-117; for the tapestry cycle, its provenance, 
and possible authorship, see Phillips, “Diane de Poitiers,” 109-117. 
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quite some time, the practice of personalizing the exteriors of châteaux by either gender 

with any architectural decoration (aside from coats of arms) was relatively young; it had 

started with Louis XII’s decoration of the châteaux of Blois (1498), and was continued by 

François I in the wing he built at Blois (1515) and also his construction at Chambord 

(1519). The Louis XII wing at Blois repeatedly features his emblem of the porcupine, he 

and his wife’s intertwined initials (an L and A composition), two Ls back to back, and the 

royal coats of arms; these were positioned above the dormer windows and on the lintel 

above the main entrance on the outward-facing façade (See Figs. 57, 58).180 In the wing 

François I ordered to be constructed at Blois, he utilized the coat of arms, his initials, and 

he and his wife’s personal emblems (the salamander and ermine, respectively) as 

architectural decoration. These were carved into bas-relief panels both the interior and 

exterior façades of the wing that bears his name, as well as interwoven into the rooftop 

balustrade and the balustrade of the staircase of the interior court. (See Figs. 59, 60, 61) 

These motifs can also be seen applied in a more cohesive way during the construction of 

Chambord, where the stonework of the interior and exterior, particularly the well-known 

skyline, boast countless examples of François I’s initials and personal emblems. (See 

Figs. 62, 63)  

 After François I’s death, his heir Henri continued this tradition of personalization 

in architectural decoration in buildings under construction during his reign. Surviving 

                                                
180 Source: Stable URL: http://www.chateaudeblois.fr/?The-chateau-of-Louis-XII-and-Anne&lang=en. 
Also see Nicole Hochner, “Louis XII and the porcupine: transformations of a royal emblem,” Renaissance 
Studies 15 No. 1 (March, 2001): 17-36. 
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examples include the Louvre, in a niche between two columns of the Cour Carrée, where 

there is an intertwined D and H (with the letter H surmounted with a crown and 

positioned over laurel leaves—see Fig. 64); at Chambord, crescent moons can be found 

carved atop the pilasters on the inner courtyard wall (See Fig. 65).181 In his devotion, 

Henri adopted some of Diane’s symbols; in particular, the crescent moon—either singly 

or in groups of three—appeared so frequently on many diverse objects of his, including 

book bindings, horse blankets, and the Lescot façade of the Louvre, that they came to be 

associated with Henri as well as Diane.182  

 With these examples for reference, Diane and de l’Orme had a precedent for the 

expression of identity in the exterior architectural decoration of a château. However, the 

differences separating Anet from Blois, Chambord, and the Louvre, were significant-- 

Diane was a woman and, although nobly born, could not hope to equal the power and 

rank of the king; also, the set of iconographical elements she had been cultivating, during 

her relationship with Henri before he became king, were based on a goddess from 

antiquity rather than familial pride or medieval precedent. It is quite interesting, once she 

had the opportunity and resources to build her own château, to find her engaging in a 

practice hitherto confined to kings. Was it, perhaps, a statement about just how close to 

the throne she truly was? 

                                                
181 He visited Chambord 23 times (Chatenet, 20) but probably had little to do with its construction, as it 
was finished in 1547, the year he inherited the throne. 
182 For an example of Henri’s emblems, see stable URL: 
http://www.emblems.arts.gla.ac.uk/french/emblem.php?id=FPAb010. 
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 Though the idea was part of an emerging tradition, there was much room for 

creativity in its employment. François I and Louis’s iconography had a great deal to do 

with their kingship, as evidenced by the use of the fleur-de-lis and royal coat of arms of 

France, while Diane’s symbol of the intertwined D and H also referenced the source of 

her power—her close relationship with Henri. However, like François I and his Fs and 

salamanders, she also created symbols that were associated with her alone, and which 

signified her distinct sense of self—her crescent moons, bow and arrows, Ds, and deltas.  

These symbols evoked her desired association with the moon goddess Diana, whose 

attributes she desired to conflate with her own personality. The symbols exclusive to 

Diane were then woven into the construction of the entry pavilion and chapel threshold, 

executed mostly in stone, and applied to areas of high visibility such as the dormers, 

turrets, frontispiece, and chapel cross. While it is not exactly certain what, if any, deeper 

significance this implies regarding how she viewed herself and her own importance, the 

fact remains that she was unique in carrying her program of self-promotion from the 

traditional media of interior art and sculpture through to the exterior of her prized 

Château d’Anet.  

 Thus, when it came time to build, Diane de Poitiers participated in the practice of 

personalizing the exterior with symbols and allegorical sculpture that referenced her past 

and present character. My analysis of the three subcategories was largely confined to the 

exterior decoration because there were additional layers of meaning implicit on the 

exterior in the choice of their placement and positioning around the château and their 
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presence or absence in certain places, which in turn suggest some interpretations not 

previously discussed in the scholarship of the subject. Though I think each of these 

categories is important and interesting in its own right, it is most important to remember 

to view them in proportion to one another, based on the number and visual prominence of 

references relative to one another—that is, Anet was far more celebratory than it was 

commemorative, and was primarily an expression of self-glorification by the king’s 

favorite, exulting in her favorite guise and the fullness of her power. In the Conclusion, I 

will discuss the possible impact of the château on visitors, and attempt to situate Diane 

and Anet within the greater story of French Renaissance architecture.  
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Conclusion 

 Now that I have discussed the meanings and possible interpretations of the 

different architectural emblematic elements present at Anet, I would like to conclude with 

an analysis of several subjects: Diane’s possible role in the creation of the château’s 

program of images, how the Château d’Anet may have influenced how Diane was 

thought of at court, and how the château fits into the broader context of French 

Renaissance architecture. 

 It is uncertain at what exact point, between the death of Louis de Brézé and the 

construction of Anet, Diane became associated with her emblems and devices. Françoise 

Bardon speaks of Diane “waiting in the shadows” until Henri’s ascension to the throne—

but the canon was fully formed by Henri’s triumphal entry in the city of Lyon in 

September of 1547, also the year intense construction began at Anet.183 It would be 

absurd to say she had nothing to do with the inception and creation of her emblems; 

however, the extent of her direct involvement in their design, and their integration into 

the architecture at Anet, is difficult to determine. Whether or not Diane personally 

created the symbols herself or in collaboration with the court poets and artists, it is clear 

that the persona she cultivated was so pervasive that she left her mark on almost all the 

artistic endeavors with which she was involved—with Anet her crowning glory. The 

presence of these symbols in the architectural fabric of Anet may be evidence that Diane 

participated in this aspect of the design of the château. This in turn suggests a greater 

                                                
183 Bardon, 42; Pérouse de Montclos, 256-261. 
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involvement on Diane’s part in the design process than has been credited by scholars of 

Philibert de l’Orme’s work, who generally attribute the design of the site solely to de 

l’Orme and do not discuss Diane’s possible involvement in the architectural specifics. 

  As Catherine Wilkinson writes in her essay, “The New Professionalism in the 

Renaissance,” in The Architect: Chapters in the History of a Profession, edited by Spiro 

Kostof (New York: 1977), the nature of the patron/client relationship in this time period 

was interactive and reciprocal.184 A growing trend was emerging whereby patrons were 

increasingly able and willing to discuss architectural theory with their architects, a 

phenomenon due in part to publications such as I sette libri dell'architettura by Serlio and 

De re Aedificatoria by Alberti (which Diane owned) which were translated into French 

by Jean Martin in 1545 and 1553, respectively.185 Most design discussions between client 

and architect were probably verbal, and are lost to us as evidence; however, some 

examples of recorded interactions hint at a lively exchange of ideas between patrons and 

architects, and make it difficult for a historian to assign credit for specific design moves 

to one or other party.186 Though the fluidity of this intellectual environment is fascinating 

and complex, attempting to definitively discern responsibility—though tantalizing—is 

largely unnecessary, as collaboration is at the heart of architecture; architects often 

ascertain and subsequently combine the client’s tastes and desires with their own theories 

                                                
184 Wilkinson, “The New Professionalism,” 126. 
185 Stable URL: http://architectura.cesr.univ-tours.fr/traite/Auteur/Martin.asp?param=en 
186 For example, Vasari complained that the Villa Guilia could hardly be called anyone’s design because 
Pope Julius III had interfered so much; Pope Clement VII responded repeatedly to Michelangelo’s plans 
regarding the Laurentian Library, and Philip II of Spain personally reviewed building accounts and design 
schemes. Wilkinson, “New Professionalism,” 127-128. 
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to supply the client with a result that, to a greater or lesser degree, reflects this creative 

process. 

 What little evidence exists with regard to the relationship between de l’Orme and 

his clients—the authorship of specific design elements in particular—comes from the 

architectural treatise he published in 1567, Le Premier Tome de l’Architecture, in which 

he complains about the interfering ways of patrons. He states that the patron’s activity 

ought to be confined to the preliminary stage of a project, when he (the patron) was free 

to request designs from a number of architects and, having selected one, to demand 

alternatives and revisions. The patron might go over the smallest details of the project 

but, once the plans were settled, he ought to withdraw and leave the architect alone.187 

This passage seems to imply that patrons were in the habit of doing no such thing—at the 

very least, it is evidence that many of his patrons were involved in the design process to 

some degree. He does not give a detailed account of the nature of his artistic relationship 

with Diane, but does state that she directed him to keep parts of the existing fortress 

intact, which seems to indicate that Diane was an active patron interested in specific 

construction details.188  

  Given de l’Orme’s own statements regarding the client/architect relationship, and 

Diane’s strong desire to express the power of her personality and position, it is likely that 

the design of the château was in some way collaborative. Could the architect have 

                                                
187 Wilkinson, “New Professionalism,” 127. 
188 Pérouse de Montclos, Philibert de l’Orme, 254. De l’Orme says: “En conduisant le bastiment neuf, je 
luy [à Diane] ai proprement accommode la maison vielle.” 
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decided the overall layout and appearance of the architecture, while Diane directed the 

application and positioning of architectural iconography? The images present at the 

Château d’Anet have one, possibly two, sets of meaning: the first—on which scholars 

generally agree—as symbols, in and of themselves, emblematic representations of 

various qualities or relationships; the second, open for interpretation, are the potential 

additional layers of meaning conferred by their application and positioning. The 

disposition of the emblems on the château—running the gamut from visual focal points to 

subtle detailing—could have indicated a hierarchy of meaning almost as important to 

their interpretation as the devices themselves.  

 The imperative to personalize, and the subsequent decisions regarding 

architectural specifics, may or may not have come from de l’Orme, though it is 

impossible to be sure—no drawings by his or any other hand show emblems or 

personalization at any of the other châteaux he designed up to that point, though this 

absence of evidence is by no means conclusive.189 Regardless of who made the actual 

decisions, Diane certainly left her stamp in the architectural decoration of her showpiece 

residence,  an intriguing window into her high level of education, the tolerant 

environment at the royal court, and the sheer amount of monetary, political, and personal 

power she must have wielded. She and de l’Orme recognized the potential implicit in 

architecture for communicating more about its owner than a bland statement of 

                                                
189 See Footnote 137. 
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possession of wealth and means, and enabled the architecture to have a voice, one which 

spoke of the owner’s personality, position, and desires.   

 Gauging the overall contemporaneous impact and significance of the concerted 

integration of Diane’s devices into the architecture and décor of the château is not easy, 

but the process is aided by the amount of poems and firsthand accounts praising the 

château and its décor. Consider sonnet 159 of Les Regrets by Joachim du Bellay (1522-

1560), which expresses admiration for the château and its grounds (1558):  

De vostre Dianet (de vostre nom j’appele  
Vostre maison d’Anet) la belle architecture, 
Les marbres animez, la vivante peinture, 
Qui la font estimer des maisons la plus belle: 
 
Les beaux lambriz dorés, la luisante Chappelle, 
Les superbes dongeons, la riche couverture, 
Le jardin tapissé d’eternelle verdure, 
Et la vive fonteine à la source immortelle: 
 
Ces ouvrages, (Madame) à qui bien les contemple,  
Rapportant de l’antiq’ le plus parfait exemple, 
Monstrent un artifice et dispense admirable. 
 
Mais ceste grand doleur jointe à ceste haultesse,  
Et cest Astre benin joint à cette sagesse, 
Trop plus que tout cela vous font emerveillable.190 

 

 It is particularly interesting to note that not only are the writers readily associating 

Diane with Anet, they are also praising the château as a conception of Diane’s (“your” 

Dianet)—uncaring whether she or de l’Orme was actually responsible for its decoration, 

and giving an indication of the somewhat ambiguous nature of patron/client relationships 

                                                
190 Stable URL: http://gallica.bnf.fr/ark:/12148/bpt6k5844084z/f129. 



 
 

137 

at that time. There does not seem to be a generally accepted norm between courtiers, 

patrons, and architects regarding the notion of authorship of architecture—this same poet 

wrote a sonnet referencing Pierre Lescot, architect of the Louvre, specifically praising his 

design talents.191 The absence of a similar sonnet dedicated to de l’Orme regarding Anet 

may be inadvertent, or may possibly indicate that Anet was overwhelmingly considered 

Diane’s creation. 

 Du Bellay takes specific note of Diane’s iconography at Anet, such as her 

crescent moons, bows and arrows, and the “Nymph of Fontainebleau,” in sonnet 158 of 

Les Regrets (1558): 

De ce Royal palais, que bastiront mes doigts, 
Si la bonté du Roy me fournit de matiere, 
Pour rendre sa grandeur et beauté plus entiere, 
Les ornemens seront de traicts et d'arcs turquois… 
Sur le portail sera la Vierge forestiere,  
Avecques son croissant, son arc et son carquois 192 

 

 The acknowledged bond between patroness and architecture continues, with some 

poets becoming quite specific—recall the lines of Ronsard, quoted in the Introduction of 

this thesis: 

                                                
191 Ronsard, Sonnet 157. The text of the sonnet is as follows: “En-cependent [Lescot] que de mil argumens, 
Variant le desseing du royal edifice, tu vas renouvelant d’un hardy frontispiece, la superbe grandeur des 
plus vieux monumens, avec d’autres compaz, et d’autres instrumens, fuiant l’ambition, l’envie et l’avarice, 
aux muses je bastis d’un nouvel artifice, un palais magnifique a quatre appartemens.” Stable URL : 
http://gallica.bnf.fr/ark:/12148/bpt6k5844084z/f128. I thank Marc Bizer for calling my attention to this 
sonnet.  
192 Joachim du Bellay wrote these sonnets to express the disappointment he felt during his trip to Rome in 
1553-57, when he greatly missed France. See Marc Bizer, “Letters from Home: The Epistolary Aspects of 
Joachim Du Bellay's Les Regrets,” Renaissance Quarterly, Vol. 52, No. 1 (Spring, 1999): 140-179. 
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Je chanteroy d’Annet les edifices,   
Termes, Piliers, Chapiteaux, Frontispices, 
Voutes, lambris, canelures, 
et non, comme plusieurs, 
les fables de ton nom.193 

 

 Ronsard is essentially saying that Diane equals Anet, and Anet equals Diane, and 

“Anet” equals buildings, terms, piers, capitals, frontispieces, vaults, woodwork paneling, 

and fluted elements. In writing an homage to her specific personal identity, he conflates 

her with the architectural decoration of her prized château. 

 These literary sources indicate that there was not only a strong link between 

Diane, the château, and the emblematic architectural elements, but also that Anet was 

such a triumph that its commission and ownership was another source of praise for those 

wishing to flatter Diane. Admiration was not confined solely to those who made their 

living singing praises of the court’s achievements; Sir William Pickering (1516?-75), 

English ambassador to the French court from 1551-53, also had kind words for Anet: 

“I started for the court, then at Anet, a wonderful fair and sumptuous house 
belonging to Madame Valentinois…after my audience with the king, Madame 
Valentinois commanded that collation (as they call it) should be prepared for me 
in a gallery and that afterwards I should see all the commodities of the house, 
which were so sumptuous and prince-like as I ever saw.”194 

  
 Even one of Henri’s sons, François, noted the beauty of the château in a visit of 

1550:  

Etant avec mon roi et ma cousine de Valentinois, je ne ferai faute de leur dire 
aussi le plaisir qu’avonis eu a Anet, ou avons passé, voyant tant belle maison, 

                                                
193 Ronsard, Les Odes. Stable URL: http://gallica.bnf.fr/ark:/12148/bpt6k70085m/f265. 
194 Chatenet, 291.  
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beaux jardins, galleries, volieres, et beaucoup d’autres belles et bonnes choses, et 
n’ai jamais mieux dormi qu’en un grand lit, ou j’ai couche en la chamber de mon 
roi.195 

  

 Though “belles et bonnes choses” and “commodities” are too general of terms to 

assign specifically to the architectural decoration of Anet, these sentiments are at least 

some indication of how the château was received. Contemporaneously, the Château d’Anet 

seems to have been considered a beautiful place full of beautiful things; court poets noticed 

and appreciated Diane’s tour de force as a place where her personality was both evoked and 

complimented. All guests—and with 72 visits by Henri and the court in 12 years, there 

were quite a few—were a potential audience for Diane’s program of self-promoting 

imagery.196  

 Though I have discussed several examples of French kings engaging in the 

personalization of exterior architecture, I have not speculated on their reasons for doing so; 

instead, I have concentrated on why Diane may have wished to engage in this practice. The 

question of why the French monarchs of the Renaissance began to personalize their 

architecture is a fascinating and tantalizing one, only partially explained by the general 

understanding during this time of the power and importance of devices and emblems; the 

subject of their inclusion in architecture is certainly worthy of future study.197 A large part 

of the significance of this particular means of personalization of architecture has to do with 
                                                
195 Cloulas, 245. 
196 Chatenet, 20. 
197 See Hochner, “Louis XII and the porcupine,” 17-36. A comparable practice in Italy, particularly in 
Rome, is the decoration and ‘labeling’ of architecture, fountains, and gardens with papal insignia and 
personal coats of arms. This point was suggested by Mirka Benes and is one of the directions in which I 
propose to continue my studies of iconography. 
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the medium of stone, and its permanence relative to other media used to showcase emblems 

and devices, such as clothing or jewelry. There are many ways to personalize one’s home 

and make a statement about possession—for example, by causing one’s image to be 

depicted allegorically in a tapestry, woven with one’s initials in the borders, or to install 

wainscoting or a lambris painted and carved with one’s initials and devices. But to carve 

initials and emblems into the very stone that comprises the walls of a house—which cannot 

be relocated or effaced without great effort—is another matter entirely, requiring not only a 

significant degree of premeditation but also a desire to express one’s personality in a 

medium less transient than textiles or canvas.  

 Another factor that makes Anet so extraordinary is that it was commissioned by a 

woman. Though Renaissance women probably had a say in the creation and construction 

of their houses—and certainly in their artwork and decoration—it is often too impractical 

to separate what decisions were theirs from those of their husbands. Widows, and 

extremely powerful women such as queens and duchesses, who commanded the requisite 

influence and resources to commission and execute a building, provide the clearest case 

studies for female architectural patronage. Diane is a member of a very exclusive set of 

female patrons of architecture during the early modern period, a group that includes such 

figures as the Queen of France, Catherine de Medicis, the Duchess of Urbino, Leonora 

Gonzaga (1492-1548), and the Countess of Shrewsbury, Elizabeth Talbot (1521-1608).198  

                                                
198 For Catherine de Medicis, see Sabine Frommel, Gerhard Wolf, and Flaminia Bardati eds. Il 
Mecenatismo di Caterina de’ Medici (Venice: Marsilio Editoria S.P.A., 2008); for Leonora Gonzaga, see 
Catherine King, “Architecture, Gender, and Politics at the Villa Imperiale,” Art History 29, no. 5 
(November 2006): 796-826; and for the Countess of Shrewsbury (better known as Bess of Hardwick) Alice 
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The buildings commissioned and executed for these women have been studied by 

scholars as critical pieces of evidence with regard to female patronage in early modern 

history; Diane and Anet make an important contribution to the subject, particularly with 

regard to the personalization of exterior architecture. There was an architectural 

precedent for the intertwining of initials and the selection of personal emblems or devices 

chosen for the qualities or virtues they connoted that Diane, or de l’Orme, could draw 

upon, but constructing an edifice with personalized iconography built into the exterior 

fabric was essentially the practice of kings.  

 What did it mean that this kingly decorative strategy appears at Anet—was it 

intended to evoke a bold comparison to royal rule? Though Diane was technically far 

from holding the king’s rank, in practicality, she did exercise a great deal of influence on 

Henri and was able to exert real political power thereby.199 Anet was a useful and 

beautiful vehicle for her agenda of associating herself with the qualities of the goddess 

Diana, expressing her piety as a devoted widow, and emphasizing her relationship with 

the king. In addition, one might speculate that Diane’s commissioning of applied 

decoration to the exterior of her prize architectural work, Anet, was a choice made in the 

full consciousness that it was a kingly practice, with the aim of further emphasizing the 

association between herself and the kingship.  

                                                                                                                                            
T. Friedman, “Architecture, Authority, and the Female Gaze: Planning and Representation in the Early 
Modern Country House,” Assemblage 18 (August, 1992): 40-61. 
199Norberg, “Incorporating Women,” 259. 
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 The tradition of personalizing architectural exteriors continued well beyond 

Anet’s golden years; once widowed, Diane’s rival queen Catherine de Médicis placed her 

and Henri’s initials on the Louvre, Tuileries, and Chenonceau. The Louvre itself is an 

excellent demonstration of the continuance of the practice, as it provided a canvas for the 

initials of several subsequent rulers, including Charles IX, Louis XIII (r.1610-43), Louis 

XIV (r. 1643-1715) and even Napoleon III (1808-1873). It is possible that the types and 

placement of the imagery at Anet, along with the châteaux at Blois and Chambord, 

influenced the evolution of this design technique in France’s architectural history; 

however, there are few subsequent examples in French history of any non-royal women 

personalizing the exteriors of chateaux, which emphasizes the singularity of both the 

Château d’Anet and Diane de Poitiers.  Without a doubt, the cohesion with which the 

devices are applied, and their sheer number within and without the château, argues that 

they were a clear design imperative reflecting the power and position of the lady, and 

how she wanted to be understood and represented: as devoted widow, enchanting 

mistress, and formidable goddess. Diane de Poitiers and Philibert de l’Orme waged this 

complex aesthetic campaign with such success that it resounds from the accounts of her 

contemporaries up to the present day.  
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Figure 1. Jacques Androuet du Cerceau: Drawing, plan 
Les Plus Excellents Batiments de France, 1576, 1578 
British Museum, 1972 U.1356 
Key Bibliography: Boudon and Mignot 2010, p. 206. 
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Figure 2. Jacques Androuet du Cerceau: Drawing, bird’s-eye axionometric 
Les Plus Excellents Batiments de France, 1576, 1578 
British Museum, 1973 U.1355 
Key Bibliography: Boudon and Mignot 2010, p. 205. 
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Figure 3. Jacques Androuet du Cerceau: Drawing, bird’s-eye anterior front axionometric 
Les Plus Excellents Batiments de France, 1576, 1578 
British Museum, 1972 U.887 
Key Bibliography: Boudon and Mignot 2010, p. 207. 
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Figure 4. Jacques Androuet du Cerceau: Drawings  
Left: Diana and Stag/ Fountain of Diana 
Right: Entry Pavilion, anterior and posterior 
Les Plus Excellents Batiments de France, 1576, 1578 
British Museum, 1973 U.1356 
Key Bibliography: Boudon and Mignot 2010, p. 213. 
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Figure 5. Jacques Androuet du Cerceau: Drawings, chapel, perspective section and plan 
Les Plus Excellents Batiments de France, 1576, 1578 
British Museum, 1972 U.888 
Key Bibliography: Boudon and Mignot 2010, p. 209. 
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Figure 6. Jacques Androuet du Cerceau :Drawings, funerary chapel: front elevation, 
section, plan, and sarcophagus detail  
Les Plus Excellents Batiments de France, 1576, 1578 
British Museum, 1972 U.889 
Key Bibliography: Boudon and Mignot 2010, p. 211. 
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Figure 7. Philibert de l’Orme: Engraving, anterior of Entry Pavilion  
Le Premier Tome de l’Architecture, 1567 
Key Bibliography: Blunt 1958. (Fig. 13b) 
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Figure 8.1. Philibert de l’Orme: Series of engravings, Trompe d’Anet   
Le Premier Tome de l’Architecture, 1567 
Key Bibliography: Blunt 1958, p. 47. (Fig.11) 
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Figure 8.2. Philibert de l’Orme Series of engravings, Trompe d’Anet   
Le Premier Tome de l’Architecture, 1567 
Key Bibliography: Blunt 1958, p. 47. (Figs. 12-13) 
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Figure 9.1. Philibert de l’Orme: Series of engravings, door and dormer, possibly for Anet 
Le Premier Tome de l’Architecture, 1567 
Key Bibliography: Blunt 1958, pp. 51, 53. 
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Figure 9.2. Philibert de l’Orme: Engraving, dormer, possibly for Anet 
Le Premier Tome de l’Architecture, 1567 
Key Bibliography: Blunt 1958, pp. 51, 53. 
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Figure 10.1. Philibert de l’Orme: Series of engravings, chapel  
Les Premier Tome de l’Architecture, 1567 
Key Bibliography: Mardaga 1981. 
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Figure 10.2. Philibert de l’Orme: Series of engravings, chapel  
Les Premier Tome de l’Architecture, 1567 
Key Bibliography: Mardaga 1981, p. 254. 
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Figure 11. Antoine Caron (fig.1): “Le Cour de France quittant le château d’Anet,” 
cartoon drawing, ink on paper 
Louvre, Inventaire du Départment des Arts Graphiques, RF  30624 
Key Bibliography: Chatenet, 2002, p. 17. 
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Figure 12. Anonymous design from the XVI century: Drawing, right half of château and 
grounds 
Louvre, Cabinet de dessins, RF 28.724 
Key Bibliography: Perouse de Montclos 2000, p. 259. (Fig. 261) 
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Figure 13. Anonymous, attributed by Anthony Blunt to Jacques Gentilhâtre: Drawing, 
Diana and Stag fountain 
Louvre, Cabinet des dessins, 26.786 
Key Bibliography: Anthony Blunt, Philibert De L’Orme (London: A. 
Zwemmer, 1958), p. 38. 
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Figure 14. Barbier: Engraving, plan, first and second floor, after 1682  
Bibliotèque Nationale de France 
Key Bibliography: Perouse de Montclos 2000, p. 258. (Figs. 259-260) 
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Figure 15. Jacques Rigaud: Engraving, anterior front  
Recueil choisi des plus belles vues, des palais, des châteaux et maisons 
royales de Paris et des environs, 1730 
Key Bibliography: Leloup 2001, p. 52. 
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Figure 16. Jacques Rigaud: Engraving, view of the posterior of the east wing 
Recueil choisi des plus belles vues, des palais, des châteaux et maisons 
royales de Paris et des environs, 1730 
Key Bibliography: Perouse de Montclos 2000, p. 261. 
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Figure 17. Jacques Rigaud: Engraving, view of the posterior of the west wing, facing east 
Recueil choisi des plus belles vues, des palais, des châteaux et maisons 
royales de Paris et des environs, 1730 
Key Bibliography: Perouse de Montclos 2000, p. 261. 
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Figure 18. Rodolphe Pfnor: Series of Engravings, door knockers and keyplates  
Monographie du Château d’Anet, 1867 
Key Bibliography: Pfnor, 1867, pp. 28, 29, 35, 45, 47. (figs. 12, 13, 21, 22, 
and 23) 
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Figure 19. Rodolphe Pfnor: Engraving, detail of the underside of the Entry Pavilion 
Cornice 
Monographie du Château d’Anet, 1867 
Key Bibliography: Pfnor 1867, p. 66. (1st set, Plate VIII) 
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Figure 20. Rodolphe Pfnor: Series of engravings, details of various doors of the château 
Monographie du Château d’Anet, 1867 
Key Bibliography: Pfnor, 1867, p. 35, 67, 84, 85, 86, 87 (figs. 16, 1st set, 
Plates IX, 2nd set, Plate VI, VII, VIII, IX, and X). 
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Figure 21. Rodolphe Pfnor: Engraving, details of chapel cupola  
Monographie du Château d’Anet, 1867 
Key Bibliography: Pfnor 1867, p. 93. (2nd set, Plate XV),  
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Figure 22. Rodolphe Pfnor: Engraving, ceiling of salon de Diane  
Monographie du Château d’Anet, 1867 
Key Bibliography: Pfnor 1867, p. 112. (3rd set, Plate XIII) 
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Figure 23. Pierre-Désiré Roussel: Engraving, façade sur les jardins  
Histoire et description du Château d’Anet, 1875 
Key Bibliography: Roussel 1875, p. 35; Leloup 2001, p. 48. 
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Figure 24. Pierre-Désiré Roussel: Engraving, aile droite et entrée de la chapel 
Histoire et description du Château d’Anet, 1875 
Key Bibliography: Roussel 1875, p. 40. 
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Figure 25. Auguste Bourgeois: Engraving, section and elevation, reconstruction of the 
corps de logis, 1877 
Key Bibliography: Perouse de Montclos 2001, p. 260. (Fig. 262) 

 

Figure 26. Auguste Bourgeois: Engraving, section and elevation, Reconstruction of the 
corps de logis and right wing, 1877 
Key Bibliography: Perouse de Montclos 2001, p. 260. (Fig. 263) 
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Figure 27. Château d’Anet, Frontispiece 

 
 

Figure 28. Château d’Anet, Crescent Moon Balustrade 
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Figure 29. Château d’Anet, Entry Pavilion Cornice Underside 
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Figure 30. Château d’Anet, Benvenuto Cellini, “Nymph of Fontainebleau” 
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Figure 31. Château d’Anet, Stag clock 

 

Figure 32. Château d’Anet, D and D Balustrades, 1-3 
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Figure 33. Château d’Anet, Deltas, Bow and Arrow, Crescent Moon Balustrade 

 
 

 

Figure 34. Château d’Anet, D and H, Crescent Moon Niche, posterior, entry pavilion 
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Figure 35. Château d’Anet, Frontispiece (now at the École des Beaux-Arts, Paris) 
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Figure 36. Frontispiece, first level 

 

 

Figure 37.1. Frontispiece, second level 
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Figure 37.2. Frontispiece, second level, detail of underside of cornice 

 

 
 

Figure 38.1. Frontispiece, third level 
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Figure 38.2. Frontispiece, third level, detail of underside of cornice 

 

Figure 39. Jacques Androuet du Cerceau: Drawing, detail, dormer windows  
Les Plus Excellents Batiments de France, 1576, 1578 
British Museum, 1973 U.1355 
Key Bibliography: Boudon and Mignot 2010, p. 206. 
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Figure 40. Château d’Anet, Window Dormers 

 

Figure 41. Château d’Anet, Turrets 
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Figure 42. Château d’Anet, Chapel steeples 

 

Figure 43. Château d’Anet, Chapel steeple, Iron cross 
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Figure 44. Château d’Anet, Chapel threshold 
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Figure 45. Château d’Anet, Chapel doors 
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Figure 46. Château d’Anet, Chapel keystone 
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Figure 47. Château d’Anet, Sarcophagi type 3 

 

 

Figure 48. Château d’Anet, Sarcophagi type 1 
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Figure 49. Château d’Anet, Sarcophagi, type 2 

 

Figure 50. Château d’Anet, West wing sarcophagi atop dormer windows 
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Figure 51. Château d’Anet, funerary chapel, D and H initials,  

 
 

Figure 52. Château d’Anet, Funerary chapel, Sarcophagus  
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Figure 53. Diana and Stag (now in the Louvre) 
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Figure 54. History of Diana Tapestry Cycle: Death of Britomartis 
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Figure 55. History of Diana Tapestry Cycle, Blasphemy of Niobe 
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Figure 56. Château d’Anet, Wainscoting, Diane’s bedroom 
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Figure 57. Château Blois, Louis XII wing, Exterior dormer window detail 

 

 

Figure 58. Château Blois, Louis XII wing, Exterior detail 
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Figure 59. Château Blois, François I wing, Interior Courtyard 
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Figure 60. Château Blois, François I wing, Interior Courtyard Balustrade detail 

 

Figure 61. Château Blois, François I wing, Exterior facade 
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Figure 62. Chambord, Detail of skyline 

 

Figure 63. Chambord, Turret detail 
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Figure 64. Louvre, Lescot wing, detail 
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Figure 65. Chambord, Crescent moon detail 
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