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FAGARE DU LOVERE, Hakabs Lh PRGLEY Un GERmin,

(MAallle do Yasa !

June1
During the evening one of the minister’s servants was
sent to look for me. I went over to him, and he told me
thar the King had chosen me to welcome the Cavaliere
Bernini, not in my capacity as maitre d’hdtelé butasa
special emissary to entertain and accompany him while
he was in this country.

That is, one of the royal stewards responsible for serving the
King’s table.

June3
In the morning I went to see him to ask whether there
was anything he required. He asked me for drawing
boards and drawing materials, which M. Du Metz, who
happened to be there, ordered at once. After dinner M.
Colbert arrived.?® The Cavaliere was lying down after
the meal according to the Italian custom and wanted to
get up at once, but M. Colbert would not allow it.
Addressing him as he lay in bed, the minister first
conveyed to him his great pleasure at his safe arrival
and good health.

25
According to Baldinucci (Vita, p. 52) and Domenico Bernini (p. 127),
Colbert had already visited the Cavaliere the night before; and a
letter of Mattia de’ Rossi (Mirot, p. 205, n. 3) indicates that
Chantelou, who had not yet begun to keep his journal, simply
transposed his memory of the event to the following day. In his
report to Rome, the Papal Nuncio wrote: “The Cavaliere Bernini
arrived here Tuesday evening in the best of health He was visited
the same evening by my Lord Colbert, and on Wednesday morning
the same Colbert showed him the Palace and all of the streets
opening on the Louvre. After dinner, he saw all the Louvre and
from what he said to me, he thinks that what has been built can
be of little use™ (Schiavo, p. 32). In an age when elaborate displays
of courtesy were the counterpart of jealously guarded claims to
precedence, Colbert’s refusal to allow Bernini to leave his bed was
a pretty piece of deference.

June 4
When the King was dressed, M. Colbert took [Bernini]
into the bedchamber and presented him to His Majesty,
who was standing at the window with the First Gentleman
of the Bedchamber and the Master of the Wardrobe. The
maréchal de Gramont had also entered. The Cavaliere
made his speech with perfect assurance and told the
King, as he had told M. Colbert, the reasons which
had persuaded him to come to France. Turning to the
question of the designs for the Louvre, he said to His
Majesty; “Sir, I have seen the palaces of emperors and
popes and those of sovereign princes which lie on the
road from Rome to Paris, but a palace for a king of
France, a modern king, must outdo them all in
magnificence.” Then addressing the circle around the
King, he added, “To my mind there must be nothing
trivial in connection with this building.”29

29
This proud statement recalls the confident assertion made in not
dissimilar circumstances by Bernini’s great contemporary, Peter
Paul Rubens: *I confess that I am, by natural instinct, better fitted to
execute very large works than small curiosities. Everyone according
to his own gifts; my talent is such that no undertaking, however vast
in size or diversified in subject, has ever surpassed my courage” (The
Letters of Peter Paul Rubens, trans, R. §. Magurn, Cambridge, Mass.,
1955, p. 77) Bernini’s previous comments, however, show that here
he is not referring to the exigencies of his own genius, but to those
of a great king.

June 19
M. Colbert called on the Cavaliere before I got there.
Signor Paolo told me when I arrived that the Cavaliere
had shown him the plan of the Louvre and that he had
not liked it because he had placed the block containing
the King’s suite in the pavilion near Saint-Germain-
I’Auxerrois so that the King would be exposed to all the
noise that occurred at the Port de I’Ecole.!13 Moreover,
the arcade which he had designed so that the King could
get in and out of his carriage under cover would serve as

a hiding place for anyone intending assassination,
and so would the columns carrying the vestibule.114
The Cavaliere said nothing to me about all this but
appeared depressed.

113
That is, Bernini placed the King’s apartment opposite the mediaeval
church of Saint-Germain-I"Auxerrois and closest to the docks on the
bank of the Seine. From the time of his first design, Bernini “was
convinced that because the most noble part of the palace was the
principal facade, it was here that the King must have his apartment™
(Mirort, p. 178, n. 1). As we have seen (above, 9 June), no criticism of
this location as being noisy and unhealthy (Clément, pp. 247-48)
could shake this conviction, and the placement of the royal
apartments remained a problem (below, 7 Oct. and p. 334)

114
The plan of Bernini’s third project(fig. 8), engraved by Jean Marot
(below, 20 and 21 Sept.), shows 2 hypostyle atrium parallel to the
facade on the ground floor. It is joined to the main courtyard of the
palace by a colonnade with three courses, which divides a subsidiary
courtyard into two equal parts. Colbert’s aversion to the plan arises
from the fact that both Henry 111, in 1589, and Henry IV, in 1610, had
been assassinated. Cf. below, Is Oct.,, where the minister, haunted by
the unsuccessful regicide of James I in the Gunpowder Plot of 1605,
objects to having cisterns in the palace.

June 2o
The King noticed among other features the rock-like
base on which the Louyvre was to rest; this was covered
by a sheet of paper with a drawing showing this story
rusticated, as an alternative because the rock would be
difficult to execute. The King considered both carefully
and said that he liked the récky effect very much and
asked for it to be carried out. The Cavaliere explained
that he had drawn the alternative because he was afraid
that the entirely novel idea of the rock might not please,
but also because if it was to be carried out in accordance
with his intention he himself would have to do it. The
King repeated that he was extremely impressed by the
rock design.115 To this the Cavaliere answered that it
was a great pleasure to see what a delicate and discri-
minating taste the King had, there being few, even
among the profession, who would have decided so
judiciously. ...I forgot to mention that the King had
asked him to undertake his portrait. The Cavaliere had
replied that it was 2 most difficult thing to do and
would cause the King a certain amount of inconvenience,
as he would need twenty sittings, each of two hours.116
Ialso learnt that the same evening before supper the
King had taken the designs to the Queen and had said
again how extremely pleased he was with them, but
that he had not explained them to her because he had
discussed them so much that his jaws ached.

115
Bernini was led to a rough-hewn, rocklike basement because he
had decided to use the existing ground floor as the base fora
colossal order (above, 9 June). But if this base was rusticated, the
basement in the moat below would then have had to appear even
more crude in keeping with the traditional progression from the
simple and rough to the rich and refilled in the several stories of the
Renaissance fa ade (cf. Tessin, p. 159). The effect sought by Bernini
in this rocky foundation was evidently the combination of awe,
wonder, and formidable beauty that Vasari recognized in Michele
Sanmicheli’s fort of S. Andrea al Lido in Venice, which appeared to
be cut from living rock (Vasari-Milanesi, VI, p. 348). Such ideas had
been popularized by Vitruvius’ account of the architect Denocrates,
who wished to carve Mt. Athos into an image of Alexander the Great
holding a city in his hand (De arch., I1, preface) and had already
entered into Bernini’s design of the Four Rivers Fountain
(Wittkower, Bernini, cat. no. 50), where he reputedly also insisted on
carving the rocky mass supporting the obelisk (Baldinucci, Vita, p.
38, and Dom. Bernini, p. 8g). Typically, however, Bernini informed
his design with a conceit that metaphorically particularized itin
relation to the King. “Above the great mass of rock,” Mattia de’ Rossi
wrote in his description of the elevation (fig. 9), “instead of
ornamenting the principal portal with two columns, he has placed
there two Herculean figures, which seem to guard the palace and to
which the Cavaliere has given a meaning; he says that Hercules, in
his fortitude and labor, is the image of Virtue that resides on the
mountain of effort, which is the mass of rock described above; and
he says that whoever wishes to reside in this realm must attain it by
virtue and labor” (Mirot, p. 217, n. I, which also contains an account
of Bernini’s presentation of his designs to the King). It is this same
conceit that was later used by Bernini for his equestrian portrait of
Louis XIV (cf. below, 13 Aug., and R. Wittkower, “The Vicissitudes of
a Dynastic Monument. Bernini’s Equestrian Statue of Louis XIV,”



De Artibus Opuscula XL: Essays in Honor of Erwin Panofsky, ed. Millard
Meiss, New York, 1961, pp. 497-5J1). See, too, the verses written in
praise of Bernini’s work by the abbé Buti (below, 20 Aug.), which
are published in Schiavo, p. 41. Bernini had used similar figures
flanking a portal in his earlier design for the Ludovisi palace
at Montecitorio.

116
Bernini’s unusual and demanding procedure for making the King’s
bust (fig. 4) from selecting the marble block to finishing the final
details from life-is minutely documented in the pages that follow
and has been carefully analyzed by Rudolf Wittkower, Bernint's Bust
of Louis XIV, London, 1951. However, the special nature of the
commission in Bernini’s mind appears in his agitated conversation
with Chantelou of several days earlier (I June) when he himself
brought up the question of the bust. On other occasions, when
properly persuaded, he was willing to work from painted portraits
provided by the sitter (Wittkower, Bernini, cat. nos. 39, 42, 54), and
although the lifelike results were considered all the more amazing
for having been done in this way (cf. Bauer, p. 44), the artist himself
found such work extremely difficult (“The Notebook and Account
Book of Nicolas Stone,” ed. W. L. Spiers, Walpole Society, VII,
1918-19, pp. 170~71). Al her, the bust required
sittings: five during which Bernini drew the King and twelve during
which he worked on the marble. By way of comparison, the diary of
Alexander VII records only four sittings for a bust of the Pope,
although there may have been others and Bernini, of course,
knew his features well (Krautheimer and Jones, pp. 199-225).

June 29
Feast of St. Peter. After prayer we drove to Auteuil
where we met M. Du Metz and many others who tried
him considerably by their conversation. He said to me,
“I have one great enemy in Paris, but a great one”;
he repeated, “the idea they have of me.”131

131
Bernini’s comment is in Italian in the manuscript.

July1
My brother4 and I went to the Tuileries to await
M. Colbert who was expected there. When he arrived
we accompanied him over the whole building. While in
the gallery that leads off the end of the Long Gallery, he
asked me what the Cavaliere had been doing. I said that
he had been working at the rear facade of the Louvre. He
asked me whether he had made it as high as the one for
the front, “Yes,” I said. “It won’t be successful then,”
he replied.5 He enquired whether the Cavaliere had
seen anything by Mansart.5 I said no; it had been
proposed to arrange discussions between them in Paris,
but in fact they had not met: ...From the Tuileries he
went to visit the Cavaliere, who showed him the design
for the facade on the service court. On first seeing it
M. Colbert said it was the same as for the front. The
architect answered that there was a considerable
difference and to demonstrate it he had the other design
brought in. Then M. Colbert acknowledged the difference
and remarked on the height and told the Cavaliere that
the facade should have been adapted so as to fit in with
the Long Gallery and the other buildings adjoining,
which would appear smaller in comparison with the
height of the new facade; on the majn front there were
not these difficulties. The Cavaliere replied that they
existed no more at the back than at the front; the galleries
were like the arms in relation to the head, and should
not therefore be so high; in any case the roofs of these
buildings would be level with the facades. He took a
pencil to show what he meant. He said that only once
had he had to face this problem, at St. Peter’s in Rome,
because there the facade seemed to everyone to be too
low. To remedy this fault he had advised the Pope to
build two colonnades, one on either side of the facade
to make it appear higher than it was. He showed what
he meant with a pencil and compared the effect to that
of the arms to the head, saying it would be the same
with these two galleries and the facade;® architecture
consisted in proportions drawn from the human body,
and the reason why painters and sculptors succeeded
better than others in that art was their constant study
of the human form.?

4
Roland Freart de Chambray (1606-76), author and critic, who was
active with Chantelou in the King’s Works under Sublet de Noyers.
His works included translations of Palladio (1650), Euclid (1662}, and
Leonardo’s Trattato della pittura (165 1), as well as the Parallele de
L'architecture antique avec la moderne (1650) and the Idee de la perfection
de la peinture (1662).

5
As appears immediately below, because it would then be higher
than the adjoining galleries connecting the Louvre with the
Tuileries (cf. fig. 1J).

6

Francois Mansart (1598-1666), the celebrated architect whose
works are usually seen as the purest manifestation in architecture
of 17th-century French classicism. His difficult temperamentand a
restless creativity not unlike that described by Bernini above (6 June)
seem to have deprived him of commissions in later life without
affecting the esteem in which his works were held. Thus the plans
he made at the request of Colbert for both the Louvre and the
Bourbon chapel at Saint-Denis remained on paper. For a full account
of Mansart and his work, see P. Smith and A. Braham, Francois Mansart,
London, 1972.

8
The reference to two galleries presumably implies that Bernini
was already contemplating a second gallery to the north linking
the Louvre to the Tuileries, as shown in one of Marot’s engravings
(fig. 8).

9
As Chantelou remarks above (2 June), the anthropomorphic basis
of architectural proportions was a theoretical commonplace, but
the conclusions to be drawn from it were not always the same.
Michelangelo, for example, had deduced from the relationship of
architecture and the human body the lesson of organic unity. He
replaced the traditional notion of fixed relationships derived from
the geometry of a static, symmetrical figure with dynamic ones
based on the figure in action (cf. Condivi, Vita di Michelagnolo
Buonarroti, ed. by E.S. Barelli, Milan, 1964, pp. 76—77). From this
conception of the architectural work as an organism composed of
mutually interdependent parts, he naturally deduced that painters
and sculptors, who were most familiar with the human body, would
make the best architects (Ackerman, pp. xxxiv, 1-10). That Bernini
understood the analogy in the same way appears not only from what
has been said above (notes to 14 June), but from his example of the
colonnades at St. Peter’s. He had already compared the colonnades
to the arms of the Church in 2 memorandum on his design for the
piazza (Brauer and Wittkower, p. 70, n. I), and his comments here
and later (below, 15 July) show he intended it to be taken asa
meaningful conceit that would illuminate his architectural aims
and ideas, rather than as a literal, descriptive metaphor. By contrast,
a naive interpretation of the comparison appears in a ‘counter
proposal” for the piazza, which criticizes Bernini’s plan and argues
for a circular one (R, Wittkower, “A Counter-project to Bernini’s
‘Piazza di San Pietro’,” Journal of the Warburg Institute, 111, 1939, pp.
88-106). On the other hand, Borromini’s application of the same
metaphor to the very different facade of the Oratory of St. Philip
Neri in Rome can only be understood in the same sense intended
by Michelangelo and Bernini (Opus architectonicum equitis Francesci
Beromini, Rome, 1725, p. 11

July 8
Soon afterward the Cavaliere came in and showed
[Colbert] the elevation of half of the court facade of
the Louvre, which the minister greatly praised. The
Cavaliere told him that he himself was very satisfied
with the work; he hoped its execution would be a great
success, and that there would be nothing like it in all
Europe. M. Colbert replied that he was impatient to see
the foundations laid. The architect informed him that
the design would be finished by Sunday together with
the one for the riverside facade, for which the King had
already asked twice; he intended to take everything to
His Majesty on Sunday.

Julyis
Then M. Colbert asked whether [Bernini] could find a
means of providing a courtyard where horse tournaments
could be held and devise some way of getting stage
properties in. He replied that it was impossible to make
entrances sufficiently large for the latter, but that on the
occasions when these pieces were used it was customary
to construct them in different bits which could be easily
assembled, and space should be provided for making
and keeping them. M. Colbert then began to discuss
with him the square in front of the Louvre, whereupon
the Cavaliere took a stick of charcoal and sketched it on

the floor, using a compass to mark a distance one and :
a half times the height of the facade, and said thatthis
would be sufficient to get a perfect view of the facade
with yards to spare5° and that further, as the church of
Saint-Germains! was only on the one side, it would
leave space for a large approach sixty or seventy feet
across, leading up te the principal entrance, along
which the facade would be visible from any pointons
chose. Then for the two sides of the square he marked
two arcs of circles. M. Colbert said that the guardroom
and other apartments, which must be near the Louvre,
could be placed there. The Cavaliere remarked that
it might turn out to be like the Piazza of St. Peter’s,
the facade of which he sketched, adding that when it
had been executed during the pontificate of Paul V,
Michelangelo’s design had not been followed and the
facade had always been found too low in relation to
its width. This was the reason why suggestions had
often been made to pull it down, both Urban VIII and
Innocent X after him having had this in mind, but as
popes only assumed office late in life, they did not care
to undertake this great work which would have had
to begin with extensive demolition. The present Pope
having consulted him, he studied the problem and
found that by adding a low colonnade on either side
the facade could be made to appear higher by contrast
and the fault was thus corrected.52

50
Attempts to fix the minimum distance from which a work of art
will not appear distorted by the effects of foreshortening go back
to Piero della Francesca. The distance of one and one-half times the
height of the facade proposed by Bernini is rather less than that
usually recommended. See E. Panofsky, La prospettiva come forma
simbolica, Milan, 1966, pp. 110-11, 1. 69.

51
The mediaeval church of Saint-Germain-I"Auxerrois, which was
the parish church of the Louvre, stood to the east of the Square
Court of the Louvre. It was necessary to incorporate it into any
scheme for the square in front of the east facade, and this problem
presented difficulties because the axis of the church was not at righ
angles to the line of the facade.

52
See above, 1 July, where Bernini also attributes this visual effect 1o
the colonnades and cf. his statement below, 28 July, that the lack of
alignment in the doors of the palace might be corrected by means of
“perspective,” a procedure that recalls the Scala Regia (E. Panofsky,
“Die Scala Regia im Vatikan und die Kunstanschauungen Berninis.”
Jahrbuch der p l XL, 1919, pp. 241-78)
Urban VITT had been dissatisfied with Maderno’s facade of St. Peter”
when still a cardinal, and there are projects by Bernini of 1645
(under Innocent X) and 1659 (under Alexander VII), which, if buile,
would have radically altered the facade in the direction of
Michelangelo’s design. See Brauer and Wittkower, pp. 39—43, 83-8&
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July 28
It was [the Commandeur de Souvré] who wished to
entertain [Bernini] to dinner, in order to ask his advice
on what he wished to have done in the Temple.'5¢ He
answered that he wanted to go nowhere; people asked
his advice only to annoy him by not following it, as in
the case of the altar of the Val-de-Grace and the staircas
of the hétel d’Aumont; he was sure that it would never
be carried out.

156 ’
The establishment, including house and grounds, possessed ar Pars
from 1211 by the Order of the Temple, from which it took its name.
When the Templars were disbanded in 1312, the Temple passed,
along with its rights of legal jurisdiction and sanctuary, to the
Knights of Malta, who made it the residence of the Grand Prior of
France. Thec deur de Souvré d to build 2 house ar the
Temple and later asked Bernini to make a design. As in the case of
the Louvre, however, the Cavaliere’s project proved far more grand
and costly than was desired {(below, 2 Oct.), and the hotel was fazes
built on the designs of Pierre de Lisle-Mansart, who was given the
commission in 1667.

July 30
Then M. Colbert told me to inform [Bernini| that ke
was worried about two things; one, the square in frons
of the Louvre which ought to be big enough to hold the
regiment of guards, the light and heavy cavalry, and e




wsed sometimes to conduct exercises with the troops
arranged in bartle formation; secondly, to see the lines
of the foundarions, in order to know exactly which
‘Bouses would have to be pulled down. He knew it
would not be possible to keep the Cavaliere longer than
October and that much time would be needed to get out
the people who were occupying them; they could not be
put on the street in one day; he had no idea what was
done in Rome, but that was not the custom in France;
_on the subject of the foundations [Bernini] said he had
not been able to finish them earlier; Signor Mattia had
worked without stopping; when he had plotted the
Jines of the Louvre he had found that some were out of
the true, and he had had to work hard to put this right,
for although it was only about fifteen inches it made a
noticeable difference to the line of the doors; the one
already in existence was on the straight, but, as the line
of the river facade made an obtuse angle instead of a
right angle, the new doorway, the foundations of which
were laid in the center of the front facade, would not
have its center exactly opposite the other entrance; he
illustrated this with a piece of charcoal on the floor;
would it not be a great pity to have it thus in a palace on
which so much money had been lavished? ... During the
evening on our drive I told the Cavaliere that from what
I had’seen and from what M. Colbert had said he was
impatient for the work to be begun on the foundations
and therefore the lines should be marked out, so that it
could be seen which houses would have to be purchased,
for which of course the formalities would have to be
observed. He replied that I knew very well that no time
had been lost; in three days it would be two months
since he had arrived in Paris; first of all he had had to set
out his plan, he had then made four different elevations,
he had then worked on the interiors in order to complete
the preparations, which was in itself a six months’ task;
afterwards, to avoid any mistakes, he had taken the
alignments of the existing buildings and had found the
angle out of the true; he had striven to putitrightand
forrunately had succeeded; besides that he had worked
at the portrait of the King, which was very trying for
him, as it required a state of intense exertion; as regards
the houses that would have to be demolished, he said
that it was none of his business and he would never
have spoken about it; it was quite sufficient that he
should apply himself only to that part which concerned
the design. These other matters were not in his sphere,
and it would be to the detriment of the more important
part if he were to give them his attention; in Rome there
was a prelate in charge of buildings with the power
necessary to carry out their execution; he could not

and ought not to take on such duties;...

Augusts
Then we went to see the lines of the foundations, and the
Cavaliere pointed out where the trench would come to.
M. Colbert continually expressed his fear that there
would be too little room for the square in front of the
Louvre, although M. Mattia had said that there would be
between ecighteen and twenty-four feet more than what
was shown on the plan that had been sent to Rome.2#

2¢
That is, the original project by Le Vau, which Colbert had first
subjected to the criticism of the French architects and then sent to
Rome for comments by the Italians, with the additional request that
they submit designs of their own. See Mirot, pp. 171-72.

August 6

At about two o’clock M. Boutard?® came to see me and
said that he knew on good authority that there was a
certain cooling off with regard to the Cavaliere’s designs:
the way things were going, the Louvre would be finished
as it had been begun; the disposition of the King was
one in which a melancholy humor predominated. He
was always drawn to what was new; then to distract him

something else was brought along, and he would
become interested in it, and whatever decision he may
have come to before was imperceptibly altered. I replied
that I found the King’s disposition quite the opposite
and I could not believe that they could wish to go on
making mistakes and refuse to profit by the work,
experience, and genius of the Cavaliere, particularly
after all the expense, which still continued; M. Colbert
was too clever for that.

29
Lalanne noted that a Boutard, who must be the same as the Boutart

who appears below, is listed as auditeur des comptes in the Etat de
France of 1665.

August 10
On my return home I learned from Mme. de Chantelou,
who had come from M. Renard’s, that he had told her
that there was a cabal of architects intriguing against
the Cavaliere and among a large gathering of the
profession, only the younger Anguier had taken his part.ss

65
Three members of the Anguier family were active as artists at this
time. Fran ois (1604-69) and Michel (1612 or 1614 to 1686) were
sculptors; Guillaume (1628-1708) was a painter of architectural
views and ornaments. It is uncertain whether Chantelou is here
referring to Guillaume, actually the youngest, or to Michel, the
younger sculptor and most gifted of the three. From 1663 Michel

' had been working on the sculptural decoration of the Val-de-Grace,

and he later carved the Nativity for its high altar (today in Saint-
Roch), so he would presumably have seen himself as Bernini’s rival.
On the other hand, he ha

August 14
While [Bernini] was lying down, Mme. de La Baume$7
arrived and told us she had some business with the King
and would take this occasion of approaching him. ...As
soon as His Majesty entered, Mme. de La Baume presented
herself in the antechamber and spoke to him at great
length while the King listened most attentively, smiling
now and again. The Cavaliere, seeing that the time
allotted to the sitting was going, appeared once or twice
before His Majesty, showing visibly that he wished this
audience could be shorter, but it had no effect, and
Mme. de La Baume was with him nearly half an hour,
which made everyone think that the matter could not be
disagreeable to the King. Then he came into the room,
and the Cavaliere began to work, looking at the King
from many different angles, from below, from the side,
from near, and from far; for this reason many of the
young people, present there for the first time, seeing the
Cavaliere ook at the King in so many ways and with so
great a show of energy, wanted to giggle; the King had
difficulty in preventing himself from laughing, but he
restrained himself and so did the others, so that the
Cavaliere noticed nothing. He worked at the right
cheek, the mouth, the right eye, and the chin.

87
Catherine de Bonne d’Auriac (d. 1692), comtesse de Tallart and

marquise de La Baume, wife of Roger d’"Hostum (d. 1692), marquis
de La Baume, Seneschal of Lyons (1641) and Marshal of the Camp.

August 19
On going to the Cavaliere’s, I learnt that M. Colbert
had just left, having brought back the drawings for the
Louvre and with them a memorandum?2* giving a full
description of everything necessary for the comfortable
accommodation of His Majesty, the two Queens, the
Dauphin, and the members of their households; for the
chief officials of the kitchens, the table, the buttery, and
the five catering departments; offices and rooms for the
tables of the master of the household, the chamberlain,
the maitres d’hdtel, and others; for a storage tank of
water from which water could be pumped off in the
event of fire and a room to put other necessary apparatus
for such contingencies; for ballrooms and banqueting
halls and for the alteration of the playhouse; for a large
armory inside the Louvre; inside or outside, to find a
place for the construction of a large and magnificent
library, for which the Cavaliere was asked to make
designs for the woodwork; a theatre for public displays,
musical rides, tournaments, and other festivities, which
should hold a large gathering of the people. In the
memorandum it was pointed out that in the French
climate there were only four or five months of summer,
which the King spent in the country, so that he was only
in Paris in the winter; the apartments in the front of the
Louvre were not suitable for the King because of the
noise of the square and because it faced east and north,
while those at the back faced north and west; the expense
was all unnecessary as only the apartment facing south
should be used, which had nevertheless been left as it
was; some kind of window should be found for the
larger and smaller rooms which could be easily closed
and opened, otherwise it would be impossible to use
them in winter, apart from the fact that the rain and
snow would ruin the ceilings; it would be advisable to
decide early where the pipes carrying water to the Louvre
were to run and where they could be discharged, so that
the foundations should not be harmed by installing
them later; the arrangement of cisterns suggested by
Bernini was good and a site for them should be found;
the King wished the four Secretaries-of-State to have
apartments in the Louvre, also the three financial
offices, the council, the high Steward of France, the
colonel of the regiment of guards, and many others.
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This memorandum (incorrectly dated 1664) is in Clement, pp.
251-58, where, however, it seems to be run together witha
memorandum given to the artist on an earlier date (above, 1 July).

August 20
M. Mattia worked at a design for reducing the height of
the main floor in the facade for the front of the Louvre,
following the wishes of M. Colbert, who wanted to make
the rooms more comfortable, their excessive height
being unusual in France. I told M. Mattia that it was not
for me to speak of such matters in front of the very
masters of the profession, but had I dared, I should have
said at the time he was working at his first facade that
1 had liked it extremely, except in that one respect; it
seemed to me there was too great a space between the
second and third floors which is a result of the height
given to the main floor, and it seems too empty. He
replied that the Cavaliere had been obliged to give it
this height so as to obtain the right proportion for the
spaces between the columns which should be at least
twice as high as they are broad. For the same reason he
was adding bands in the design on which he was now
working in order to arrive at the correct proportions.
This is the problem thatarises if one uses an order
running through all floors.

August 21
When they had gone, Signor Mattia told the Cavaliere
that he had settled the placing of some of the
apartments according to the instructions given in M.



Colbert’s memorandum. He replied that this work was
quite useless and that the distribution lay with the
marechal des logis, 3¢ who would not bother with any
of their plans.

136
That is, a member of the chamberlain’s department responsible for
the distribution of accommodation.

August 23
Vigarani said it was essential for an architect to have a
sound knowledge of geometry and perspective. The
Cavaliere added that one of the most important things
was to have a good eye in assessing the contrappostil, so
that things should not only appear simply to be what
they were, but should be drawn in relation to objects
in their vicinity that change their appearance. ...As
another example of what he meant, he mentioned the
facade of St. Peter’s and the much lower colonnades he
had placed on either side of it in order that the facade
should look taller in contrast. This design had
succeeded just as he had imagined.

1

Contrapposti literally means “opposite”, it might here be translated
as “dialectic oppositions”,

August 25
On our way back he asked me how M. d’Harcourt was
addressed. I said he was called His Highness. “Heavens,
1did not know that,” he exclaimed. “I only called him
Excellency,” whereupon he begged me to convey to him
his apologies, or at least to have them conveyed through
his secretary. “I shall call upon him and address him as
Highness,” he added.

August 30
When they came out and M. Colbert saw my brother and
Madiot, he suggested we should all assemble in a room
where there was a table. ...Then M. Perrault sat down at
the other end of the table with pen, paper, and ink; a
moment later the abbé Buti arrived and sat down beside
M. Paolo. Then M. Colbert spoke, saying we must consider
all the possibilities and examine the best means of
succeeding in an undertaking of such importance as
the Louvre: as the Cavaliere himself could not remain in
France to supervise its construction, he had chosen my
brother to take his place; he would go down to the site
from time to time to relieve M. Mattia, and he himself
would too, most gladly, if he had the time. M. Madiot
would attend regularly to see that all the materials were
of the quality they should be. Now was the time to
consider in which way the work should be organized.
...The Cavaliere said that work by the day was best; his
interest was to see that the Louvre was properly built,
otherwise his design would not succeed. M. Colbert
agreed but said there was one great disadvantage; there
could be a great deal of swindling as no one felt any
loyalty under those conditions, also there could be no
planning, as there was in the case of contracts being
given for piece-work. For some time everyone argued;
...On our return he asked me who were all these
sovrastanti,209

209
Thar is, “superintendents.”

September1
M. Perrault and his brother came to see the portrait and
told my brother, who was there, that cartloads of ashlar
and rough stone had been brought into the courtyard at
the back of the hotel Mazarin with various kinds of
sand and lime, so that the proposed tests could be
carried out. I told the Cavaliere who said to me, “This is
a miracle,” because he believed we could not be
punctual in France. M. Perrault asked why he said that.

My brother intervened, saying he had said, “This is no
miracle,” lest he should be forced to enlighten him.?
1

Bernini had said in Italian, “e meraviglia.” Chantelou’s brother
changed it into the negative, “non ¢ meraviglia.”

September 2
Then [M. Mattia] told [Bernini] that the men working
on the foundations did nothing, they turned over no
more earth than hens scratching about. ...When we were
in the coach he said he realized more and more that the
nation was fickle; he noticed that even the King’s
enthusiasm for his portrait seemed to have grown less,
and instead of the King being eager to see it finished,
it was only he, Bernini, who still had some interest left,
and many other things besides.

September 3
Then the King said of Bernini, “He praises very little
here,” and I rejoined, “He also finds little fault; he has
seen nothing yet worthy of praise because he has been
hard at work since he arrived in France.” His Majesty
asked me what he thought of Vincennes. I said he had
admired it very much and as it had grown late before we
had finished looking at it, he had asked to go back
another time. I then asked the King to whom I should
give the account for the Legate’s visit. He told me to take
it to M. de Niert.1* When I gave it to him, he asked me
if it were true that on the day when the Cavaliere had
visited the King in bed he had remarked of the royal
apartments, “There are no rooms here to masculine
taste.” I retorted that what he had said had not been
heard correctly, or had been distorted by someone who
wished to do him harm.

14
Francois-Louis de Niert (1647-1719), son of Pierre (1597-1681), the
well-known singer and musician. At five years of age he received the

reversion of his father’s office as premier valet de 1a garde-robe and
later succeeded him as premier valet de chambre,

September 6
The Cavaliere gave a further couple of strokes with the
chisel and then stopped working and began to walk up
and down. He opened the conversation by telling me
that things were not being done as promptly or as
correctly as they should be; he repeated that the houses
should have been demolished to facilitate the work on
the foundations. The impatience that M. Colbert had
shown on the—28 as if he were accusing him of being
behind-hand, although he had done all that was humanly
possible, had very much annoyed him, for the simple
reason that the pulling down of the houses and what
Le Vau had built should have been done before the
pegging-out of the ground plan if they really intended
to carry out his design; nevertheless, in spite of the
difficulries he had plotted the lines two days later; he
had written a note to M. Colbert on the...2%, and since
then, almost a month ago, no progress had been made;...

28
The date is missing in the manuscript, but Bernini must be referring
to the discussion of 30 July.

29
Again the date is missing in the manuscript.

September 7
1 forget to note that he had asked me to speak well of
his work, and when I told him it spoke for itself, he
answered that the princes had so much in their heads
one had to call their attention to things and remind
them of them;...

September 16
The Cavaliere asked me to accompany MM. Mattia and

Madiot to view the foundations of the facade begun by
Le Vau, which I did. They were no good. This is partly
due to the poor quality of the mortar, there being
apparently no lime mixed with it, partly to the nesting
of rats in between the stones.

September 17
1 forgot to mention that M, Desfontaines, who had come
with Mme. de Lionne, said to me, “I fear that these
Ttalians will be put off by the slowness of the work.™

DERNIN.

(Dlapeds In midaille de Ohéron. )

September 19
[The Nuncio] added that when the Louvre was finished,
other buildings would be erected in the same style.
Ianswered that I could easily believe it would become
the fashion; all that we needed in France was a good
model. In Rome it was the remains of ancient art that
served sculptors and architects as a guide from one age
to another, and that were always there to help them to
maintain their excellence. He did not agree with me and
asserted that there was nothing to rival St. Peter’s in
antiquity. “If you mean in the extent of its site and the
amount of masonry, I will not argue with you, but in
grandeur of style, St. Peter’s is smaller than the
Pantheon,59 and the work is less fine, less exact, less
careful; and do you not think, Monsieur,” T asked, “that
there were ancient temples in Greece and Italy that
would have equalled St. Peter’s in size and grandeur.”
He stuck to his own opinion and appealed to the
Cavaliere, asking him whether it was not true that
St. Peter’s far excelled the Pantheon in nobility of style.
He replied frankly, no, that the most perfect forms were
rounds, squares, hexagons, octagons, etc.;151 the cupola
of St. Peter’s was beautiful, it was true, and there was
nothing like it in antiquity, but there were a2 hundred
errors in St. Peter’s and none in the Pantheon;
Michelangelo had not wanted there to be a nave at all;
Baldassare Peruzzi had made a design for St. Peter’s,
included in Serlio’s book, which is much more beautiful
than the one that was carried out. ...As my brother and
I were returning, he told me that he had been to sée
M. Perrault that morning. He had sneered at the
Cavaliere’s design and had tried hard to push him to
say that he did not admire it either; among other things
he had found fault with the projecting base of the
facade which carries the columns, and also with the
cornice of the entablature which juts out so much that
the balustrade would not be seen. “What is the good of
making a balustrade,” he said, “if it is to be invisible.™

150
The Pantheon in Rome. Originally built by Agrippainz>8C_ =
owes its present form to the Emperor Hadrian. In 609, with the
permission of the Emperor Phocas, it was consecrated as 2 chasch
under the title of S. Maria ad Martyres, but was populariy knows &
S. Maria Rotonda.

151
An old idea, still common in the Renaissance. See Witthowes,
Architectural Principles in the Age of Humanism, pp. 27-30.
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September 28
When I went to the Cavaliere’s, he drew me aside and
old me that he had made a memorandum concerning
the allowances to be made to Pietro Sassi, etc., and
10—:227 he had suggested amounts that would have
been suitable had it been I who had sent for them from
Rome; they were in fact sent for by the King of France,
which was quite another thing, but he would not touch
on this point;228 to Pietro Sassi and his wife he suggested
300 livres a month, and to each of the others 200 livres.
They were all people who had left their businesses and
their homes, and he told me in confidence that the Pope
had shown his displeasure that he, the architect of St.
Peter’s, should take away men who were working there.
..[Bernini] had been astonished, at the time when he
had first presented his design for the Louvre, to see how
the King had appreciated its merits at once; fora know-
ledge of those sciences was acquired only after long
study, which of course the King had never undertaken,
or by being accustomed to things of beauty around one,
25 in Rome, where there were not only the remains of
classical buildings, but also many wonderful modern
works; this experience the King had not had either; on
the contrary, he was surrounded by petty and fiddling
designs, so that his sureness of taste was astonishing, if
net miraculous. ... He then went on to explain some-
thing about the habit of seeing and described how the
eyes grew accustomed to extravagant forms. The first *
rime he saw a Frenchman wearing the long collar that
covered the shoulders and stretched down to the belt he
happened to be in the neighborhood of a barber’s shop,
and he thought for a moment that he had walked off
with the barber’s towel round his neck after being
shaved, but looking more closely he saw that it was a
collar. Two or three months later he did not notice itany
more, having seen so many similar collars, just as now
he was used to the low hats that were in fashion in place
of the high pointed ones of yesterday.?3%

227

Bernini had been asked to recommend allowances for the Italians
on 25 Sept. (above).

228
Although the idea may have been losing ground in the 17th century,
by and large the Ari lian virtue of ificence was still

considered a necessary attnbute of the great prince. Thus Queen
Christina, when she learned that Bernini’s estate was worth 400,000
scudi at his death, is said to have remarked, “Had he served me and
left so little, I should be ashamed” (Dom. Bernini, p. 176, and
Baldinucci, Vita, p. 71). The appeal to the King's magnificence was
therefore the great weapon wielded by Bernml in furthering his
own grand conception of the Louvre (above, 4 J une), and It explams
why the Italian workmen should be paid more if they came to work
for the Kmg (cf. Mancini, I, pp. 139-40). similarly, when it is later
rumored that Bernini has scorned his own reward, the angry
reaction of the French arises from this apparent denial of the
King's virtue.

235
Cf Bernini’s comments on the high roofs of the Tuileries, above,
7 June.

September 29
The Cavaliere said he would rough-out some of the rocky
foundation for the Louvre, which would serve as a model.
M. Colbert asked him to be so good as to look at the
memorandum he had sent him on the plans for the
royal kitchens and butteries, the council rooms, and
those required by the other royal officials.

October 2
When the Cavaliere came down, he gave [Mattia de Rossi]
the facade of the courtyard of the Louvre to copy; then
he had the bust put on a stand and draped the shelf
round it with a piece of velvet. Immediately afterwards
the Nuncio, accompanied by the abbé Buti arrived and
saw it like this; he begged me and my brother to tell no
one about it, so that the King should be more surprised
when he saw it.

October 5
...[HJe requested me to ask M. Colbert whether the
King was coming or not, because if he was not coming
he would arrange to do something else. T went to M.
Colbert’s, who had just come from the Gobelins, where
the King had also been. He told me the King would
come as soon as he had dined, and in fact he arrived
soon after. Directly he saw the bust on the stand, draped
round with the velvet, he showed his delight. He studied
it for some time and made them all do the same. The
duc de Mercoeur, who accompanied the King, admired
it extremely, and everyone vied with each other in
praising it. His Majesty then placed himself in the
usual position and asked if work was being doneon
the pedestal. The Cavaliere replied that it was not being
worked on yet, and leading the prince de Marsillac,??
who stood near him, to a place where the King could
turn his eyes on him, he took a piece of charcoal and
marked the pupils on the bust. That done, he said to
His Majesty that the work was finished and he wished
that it had been more perfect; he had worked at it with
so much love that it was the least bad portrait he had
done;#0 one thing only he regretted, that he was obliged
to leave; he would have been happy to spend the rest of
his life in the King’s service, not only because he was
King of France and a great king, but because he had
realized that His Majesty possessed a spirit even more
exalted than his position; he could hardly speak and,
unable to say more, he broke down and withdrew.

39
Francois VII de La Rochefoucauld (1634-1714), prince de Marsillac,
then in 1680 duc de La Rochefoucauld in succession to his father,
the author of the famous Maximes. He became Governor of Berry

in 1671, Grandmaster of the Wardrobe in 1672, and Grandmaster of
the Hunt in 1679.

40
Bernini had coined this modesty formula for the St. Teresa.
See Domenico Bernini, p. 83

October 6
The Cavaliere opened the conversation by saying that
he hoped the foundations would be ready by Saturday
for the laying of the foundation stone. M. Perrault
replied that the medals would not be ready by that day.
The Cavaliere said they could be put under other stones,
since he wished to leave by Tuesday as the weather was
getting cold; as regards the foundation they should not
have to excavate any lower than the foundations of the
pavilion, “not more than that,” he said, showing his
spectacle case. M. Perrault replied that so far they had
never had buildings subsiding in Paris. Then he brought
forward a number of things on which he wanted
enlightenment before the departure of the Cavaliere,
all of which seemed trifling matters, such as the
arrangement of quarters below, really the business of
the maréchal des logis, as the Cavaliere said; it was quite
enough if he made a plan for the piano nobile, as he had
said in the beginning, when he and Signor Mattia were
working on it, and he added to M. Perrault, “Every time
there is a new pope all the apartments in the Vatican are
rearranged, according to the wishes of the new papal
officials who want everything changed to suit them.”
Then M. Perrault brought up the question of the arches
in the facade towards the service courtyard, saying that
there would be a difficulty in closing them. The Cavaliere
took a pencil and showed him how it should be done.
I repeated that these were all small difficulties about
which there was no urgency; “they could be settled in
three or four years” time; anyway in the Queen Mother’s
new apartments there were similar arches for which
shutters had been made. He replied that it had caused a
lot of trouble. I repeated again that these were all little
things that did not matter now, and that everything was
clear on the plan. He then told me that he had a note-
book with all the difficulties he wanted to bring forward.
The Cavaliere had the plans brought in so that he could
show him the problems. Whereupon he said there was

one thing that required explaining; not only he himself
but 2 hundred others wanted to know why that part of
the new wing that runs along the riverside is shorter
than the other, it being quite against the laws of
symmetry, as each should be in relation to the cupola
which is in the center of this facade.57

M. Perrault demonstrated what he meant, and from this
and from the few words that he understood in spite of
knowing little French, the Cavaliere realized he was
ralking about his work and suggesting there were faults
in his design. He told two Italians, who were standing
by, to leave the room. Then taking a pencil he said that if
he had extended this pavilion to the line of the return of
the main block of his facade, it would have been a great
error of judgment; it was only necessary for this part of
the pavilion to correspond with the other, although it
was not so long. He would like M. Perrault to know that
it was not for him to make difficulties; he was willing to
listen to criticism in what concerned matters of con-
venience, but only someone cleverer than himself could
be permitted to criticize the design; in this respect he
was not fit to wipe his boots; anyway the matter did not
arise as the designs had been passed by the King; he
would complain to the King himself and was going now
to M. Colbert to tell him how he had been insulted. M.
Perrault, seeing what effect his words had had, was very
much alarmed. He begged me to soothe the Cavaliere
and to say that he had not wished to be critical of his
work, but had merely wanted to have something to
reply to those who raised this particular objection. I told
the Cavaliere this and added that if he carried things so
far, he would ruin the career bf a young man, and I was
sure that he would not wish to be the cause of his
downfall. His son and M. Mattia, who were there, tried
to calm him down but without success. He went into the
next room saying at one moment he was going to M.
Colbert, at the next, he would go to the Nuncio, and
meanwhile M. Perrault was beseeching me to tell him
that he had not intended to offend him. “To a man like
me,” the Cavaliere was saying, “whom the Pope treats
with attention and to whom he even defers, such usage
is a gross insult, and I shall complain of it to the King.
If it costs me my life, I intend to leave tomorrow, and
1 see no reason after the contempt that has been shown
me, why I should not take a hammer to the bust.I shall
g0 to see the Nuncio.” He seemed to be really going off,
and I begged M. Mattia to stop him. He replied it would
be better to let him unburden his heart; in the end, this
would help to soothe him, and I could rely on him to
handle the matter. Signor Paolo was also trying to make
excuses for M. Perrault, who had besought him to do so,
repeating that what he had said was not intended to
offend him. Finally instead of going out they took him
upstairs, and my brother and I accompanied M. Perrault
as far as M. Colbert’s. He said he was going to tell him
about the outburst. I told him to be very guarded; it
would be as well to know first whether the whole
business could be hushed up; it would be better if he
mentioned it to no one, and my brother and I would
also keep quiet about it, which he entreated us to do.58
57
This passage is not altogether easy to interpret, but it appears that
Perrault was criticizing the fact that as shown in the plan {fig, 8)
and the elevation (fig; 11) the river facade was not symmetrical,
having a much larger pavilion on the right than on thelefL
Perrault’s reference to the dome in the middle of the front is
puzzling because in the elevation as engraved this would have
disappeared. This almost suggests that even at this late stage
Bernini was considering incorporating at least the central pavilion
of Le Vau's river front (fig. 16).
58
Cf. the account of this incid
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in Perrault, s PP. 7374

October 8
When he came down, we walked to and fro in the room
for a little while, and I brought up again the need we
had of him in France to carry out the grand schemes of



the King; what had been done so far did not express his
magnificence at all; in fact, it might even be said that it
had been better left undone. He agreed, “True it is that
buildings are the mirror of princes.””4 It was better to
do nothing than something that lacked grandeur.

74
This statement, which is quoted in Italian in the manuscript,
perfectly expresses Bernini’s attitude rowards the design of the
Louvre, and if it is a typically Baroque sentiment, it nevertheless
has its roots in the 15th century. From the Neoplatonic notion that
marter is informed by spirit and the soul is mirrored in the body,
Marsilio Ficino had already drawn the corollary that the same
lationship obtains b an artist and his work: “In paintings

and buildings the wisdom and skill of the artist shines forth.
Moreover, we can see in them the attitude and the image, as it were,
of his mind; for in these works the mind expresses and reflects itself
not otherwise than a mirror reflects the face of a man who looks into
it” (trans. E. H. Gombrich, “Botticelli’s Mythologies,” JWCI, VIII,
1945, . 59). Then under the impact of the Aristotelian concept of
magnificence and the pervasive acceptance of a formal decorum that
defined the fitting and proper, the notion was extended to a patron
and his building projects (A. D. Fraser Jenkins, “Cosimo de’ Medici's
Patronage of Architecture and the Theory of Magnificence,” JWCI,
XXX, 1970, pp. 162-70). The Grand Duke Cosimo, Vasari wrote,
“displays a most happy genius and the greatest judgment in the
government of his people; he spares neither expense nor anything
else, in order that all the fortifications and buildings, publicand
private, cort d to the grandeur of his spirit (animo) and are not
less beautiful than useful” (Vasari-Milanesi, IV, pp. 451-52). Thus
great archi b the of a great prince, as Colbert,
writing to dissuade Louis XIV from his predilection for Versailles,
argued: “Your Majesty knows that outside brilliant feats of war
nothing marks so well the grandeur and spirit (esprit) of princes than
buildings; and all of posterity ¢s them by the dard of the
superb houses that they have erected during their lives” (Clement,
p. 269), Such ideas, although undoubtedly welcome to architects,
were nevertheless readily manipulated and could easily lead to
pompous ostentation; for magnificent architecture not only
perpetuated virtue, it also bestowed it: “because building is one of
the things in which princes and great lords are largely accustomed
to distinguish themselves and to derive glory and applause... one
cannot err in making the building majestic and magnificent, since
for many reasons it will yield no small praise of Your Most
IMustrious Lordship such as for having adorned the city with itand
for having made most resplendent your most excellent house”
(0. Pollak, “Brief eines anonymen Florentiner an den Fiirsten
Bar-berini, betreffend den Bau des Palazzo Barberini,” Jahrbuch der
koniglich preuszischen Kunstsammiungen, XXX1V, 1913, Beiheft, pp.
65-66). Moreover, as an accepred material reflection of intangible
qualities, architecture could be used for purely political ends, as
Colbert suggested to Bernini in a memorandum on his first plan
for the Louvre: “It is necessary to observe well that in disagreeable

- times, which always occur during mi-norities, not only must the
kings be secure in their palace, but even the quality of their palace
must serve to hold the people in the obedience they owe them and
that the whole structure instill respect in the spirit of the people and
leave some stamp of their power” (Depping. p. 246).

October 17
At the same moment the King sent to ask if all was ready
and was told thart it was. Warin was there, holding his
medal. He had that morning shown it to the Cavaliere,
who had told him it was in too high relief. He had replied
that was how M. Colbert liked it, but was delighted to
hear the Cavaliere say that it should be in lower relief as
that was his own opinion. He also had the two copper
plates, on which were written the inscriptions. They
were placed side by side in a square piece of marble, and
in between them was the medal, which is valued at five

hundred crowns. There was also a silver trowel, the
royal coat-of-arms, a hammer and two pairs of pincers.
M. Colbert held on to a six-foot rule for some time, but
then handed it to M. Perrault and did not ask for it back.
The King greeted the Cavaliere and looked at the
instruments for the ceremony. M. Colbert showed His
Majesty the medal. He looked at it and passed it round
to several other people and then put it back in its place.
The Cavaliere then handed the King the trowel with
mortar on it taken from a big silver bowl. The King took
itand put the mortar in the setting made in the piece of
marble. The maréchal de Gramont then arrived, and the
medal had to be taken out again to show him, and for
this a pair of compasses was necessary so that it could be
levered out with the point. The maréchal looked at both
sides, and then the King put it back and laid a large
stone on top of the marble, on which the Cavaliere put
several trowelfuls of mortar. Villedot handed the King a
hammer, with which he made several strokes, and the
stone was then adjusted over the marble block with the
pincers. The ceremony being over, the King took his
departure. The Cavaliere and Signor Mattia, who had
stood near him all the time, went to the carriage with
the abbe Buti. Meanwhile trouble arose over the tools.
Pietro, who is a servant of Signor Mattia, was holding
the trowel and was struggling to get the hammer from
Villedot. Bergeron wanted to get the trowel from him,
but was prevented by the Cavaliere’s footman. Then a
lot of men acting on behalf of the contractors arrived;

1 told them that M. Colbert would decide everything,
and that mean-time they should leave the things with
the Cavaliere’s servants, but they refused to do this.
Then I asked them to leave them with me, and I would
look after them until M. Colbert should have made a
decision. So I put them in the Cavaliere’s coach. This
argument was followed by others, for the King had
distributed a hundred pistoles in pieces of thirty, fifteen,
and five sous, which he threw into the foundations, and
there ensued a furious scramble among workmen,
navvies, and even soldiers to get this money.

October 18
Then M. Colbert took his leave and I went to hear Mass
at his house, as it was one o’clock. As we were going up
the stairs, he remarked to me, “The Cavaliere is angry.”
1told him, “Someone with a volatile nature such as his,
who thinks quickly and is prompt to find expedients, is
likely to be disheartened sooner than another if these do
not meet with approval.”...As soon as we were alone
together, [Bernini] shutall the doors and told me ina
rage that he now wished to leave, that they were making
fun of him, that M. Colbert treated him like a small boy;
he took up whole meetings with long and useless
discussions on privies and water pipes; he wished to
show off his knowledge and he understood nothing at
all; he was a real c—; he would go without telling
anyone; he had noticed in the last few days that he
wanted to force him to make a faux pas;21° they had
egged him on but reason had restrained him. I conveyed
to him as gently as I could that it would be grossly
impolite to do as he threatened to do, and as M. Colbert
asked him to stay only two days longer, he must wait;
the King had treated him so well that if only for that
reason he should do nothing that could displease
him; it would cause a sensation; I advised him thatas
M. Colbert had suggested building a church separate
from the Louvre that could be reached by a kind of
bridge, he should work at it and make a plan; after-
wards he could say that he had done it to comply with
his wishes, and then tell him it spoilt the symmetry and
say whatever was in his mind. He said he would not
bother about that, he would do nothing more and
wanted to leave tomorrow. I tried to soothe him, but he
said he needed nothing; he was a great deal better off
than those who sought to slight him. I reminded him of
the welcome the King had always given him, how as late

as yesterday the King had been more gracious and
smiling to him than to anyone else; if he went off after
that without seeing His Majesty, he could imagine how
it would be interpreted. He replied that it was more
than thirteen days since he had had anything to do, that
the Pope’s permission.lasted only until the end of
August and if he stayed longer His Holiness might be
displeased; they had done nothing for him; the Pope
could easily ruin him; many of the problems that were
now being discussed could well be brought up again in
two or three years;...
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October 19
When I got to the Cavaliere’s he drew me to the window
and said to me, “There is one thing I want to know,
and I ask you to tell me on the honor of a gentleman.”
1 promised. Then he said, “Yesterday, when you left
here, did you not go to M. Colbert’s about the conversation
we had together?” I was astonished and told him he
must have a poor opinion of me; I perceived he did not
know my character at all, that when anyone told me
something in confidence I was not in the habit of be-
traying it. When he saw that I was angry he said he was
sorry; I must not take what he said in that way; he had
not doubted that I had been there as a friend. I told him
that I did not like any action of mine to give rise to such
thoughts and I would sooner go all the way to Rome than
to enter M. Colbert’s house two doors away from him.

October 2o
When I went to the Cavaliere’s, I found he had gone to
M. Colbert’s. I followed; he was saying goodbye to him.
M. Colbert told him he would always remember the
benefit he derived from his discussions with him, which
would be a very great help to him in carrying out the
task imposed on him by the King of supervising the
royal buildings. The Cavaliere replied that, on the con-
trary, M. Colbert had given him ideas that he would not
otherwise have thought of. ...When we got to Villejuif,
we had to wait atleast an hour for Signor Paclo and the
rest of his suite. They finally arrived, and the Cavaliere.
turning to my brother who had come with us, told him
that he was an old debauchee, and begged him to say an
Ave Maria for him. Then he got into his coach and had
the abbé de La Chambre placed next to him. When I
embraced him I saw thar his eyes were wet, and I was
very much touched, and so left him. The Nuncio got
back into his coach, and I into mine.

October 26
Monday. I was quite near the King at supper, and he
asked me if it were true that the Cavaliere had given
30 sous to the serving woman in the palais Mazarin.

" Ireplied that I had heard nothing about it. But the

King continued in a low voice, “Is it true that he lefts
so dissatisfied?”



