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EVENT, EXHIBITION AND PARTNERSHIP INFORMATION

Conference dates and times 
Friday 17 March 9.00am – 4.30pm (9.00–10.00am for registration) I 
Conference dinner 6.30–9.00pm
Saturday 18 March 9.00am – 4.30pm

Location

National Gallery of Australia, Canberra, to coincide with the major exhibition 
Versailles: Treasures from the Palace. For an associated event in Sydney, see 
Power Polemics Discussion: What has religion to do with art? A panel on art and 
the order of existence: http://www.powerpublications.com.au/power-polemic-
discussion-thomas-crow/

Gallery admission times 
10.00am – 5.00pm daily

Exhibition dates

Versailles: Treasures from the Palace, 9 December 2016 – 17 April 2017

nga.gov.au/Versailles

Share your comments, thoughts, photos and connect with colleagues and the 
Gallery via social media 

Facebook nationalgalleryofaustralia 
Twitter @NatGalleryAus #VersaillesNGA
Instagram @nationalgalleryaus 

Pinterest @natgalleryaus
Free Wi-Fi is available throughout the Gallery 

Subscribe to nga.gov.au/artonline

Contact us 
General information: (02) 6240 6502 
For visitors with mobility difficulties: (02) 6240 6519
General email enquiries: information@nga.gov.au 
Membership: (02) 6240 6528 
Conference enquiries: VersaillesConference@nga.gov.au | (02) 6240 6432 
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Enchanted isles, fatal shores: Living Versailles is a collaboration between  
the Australian National University, University of Sydney and National Gallery  
of Australia, Canberra.

The conference is convened by Mark Ledbury, Power Professor of Art and Visual 
Culture, University of Sydney; Robert Wellington, Lecturer, ANU School of Art  & 
Design Centre for Art History and Art Theory; and Lucina Ward, Senior Curator 
and coordinating curator for the exhibition, National Gallery of Australia. 
nga.gov.au/symposia/Versailles

Australian National University

One of the country’s premier universities, the ANU is an internationally 
recognised centre for research, education and policy engagement, with a wide 
range of research priorities addressing the challenges facing Australia and 
the world. Its many key academic areas include the College of Arts and Social 
Sciences, one of seven colleges housing a number of specialist schools and 
research centres, notably including: the Centre for Art History and Art Theory; 
the Research School of the Humanities and Arts; the Humanities Research 
Centre; and the ANU Centre for European Studies.

Power Institute, University of Sydney

The Power Institute Foundation for Visual Art and Culture is dedicated to 
ideas in art. Through a program of research, conferences, workshops and 
public engagement, and through its Power Publications, the Institute seeks 
to fulfil the mission of its Founder, John Power, an artist whose gift to the 
University of Sydney aimed to make new ideas in visual art available to 
the whole of Australia, for the cultural and social benefit of all its people. 
The Power Institute is part of the world-leading Faculty of Arts and Social 
Sciences at the University of Sydney. 
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Enchanted isles, fatal shores: Living Versailles 
Explore the enduring influence and resonance of Versailles, its desires and self-
perceptions of modernity, from film to fashion to architecture. Gathering a 
generation of scholars whose work is shifting our perceptions of the art, culture 
and life of ancien régime Versailles and its reception, this is the occasion for 
fresh and challenging research, and new perspectives on canon-defining works.

PROGRAM: Friday 17 March

9.00–10.00am Registration

10.00–10.20am Welcome: Gerard Vaughan, Director, National Gallery  
 of Australia

10.30am–12.00pm Session one: Making the palace

• Hannah Williams, The other palace: Versailles and the Louvre

• Wolf Burchard, At the centre of the world: Charles Le Brun’s   
 Ambassadors’ Staircase at Versailles

• Bénédicte Gady, The grands décors of Charles Le Brun: Between plan  
 and serendipity

12.00–1.00pm Lunch

1.00–2.30pm Session two: The culture industry

• Sing d’Arcy, Heavenly voice, earthly bodies: The physical presence  
 of music making in the architectural space of Versailles

• Matthew Martin, Porcelain and power: The meaning of porcelain in   
 ancien régime France

• Florian Knothe, Artisans du roi: Collaborations at the Gobelins, Louvre  
 and the Académie royale de peinture et de sculpture under the   
 influence of the Petite Académie

2.30–3.00pm Afternoon tea

3.00–4.30pm Session three: Living at Versailles

• Mimi Hellman, (Re)Imagining the ‘government’ of a royal governess

• Sarah Grant, Courting favour: The apartments and residence of the  
 Princess of Lamballe at Versailles

• Kimberly Chrisman-Campbell, Bigwigs: Hair, politics and power at the  
 court of Versailles

6.30–9.00pm Conference dinner
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PROGRAM: Saturday 18 March

9.00–9.15am Welcome: Robert Wellington, Lecturer, ANU School of Art   
                                     & Design Centre for Art History and Art Theory and  
                                     co-convenor of the conference

9.30–11.00am Session four: Outsiders

• David Maskill, A Turk in the Hall of Mirrors

• Meredith Martin, From port to palace: Maritime art and Mediterranean  
 servitude at Louis XIV’s Versailles [appearing via video link]

• Daniëlle Kisluk-Grosheide, Outside insider: Cornelis Hop (1685–1762),  
 Dutch ambassador to the court of Louis XV

11.00–11.30am Morning tea

11.30am–1.00pm Session five: Representation

• Mark de Vitis, The politics of embellishment in prints of Louis XIV

• Louis Marchesano, Strategies of engraving and etching in Description  
 de la grotte de Versailles 1676

• Sophie Matthiesson, From fountains of Apollo to fountains of Liberty:  
 Artificial landscape as political spectacle in eighteenth-century France

1.00–2.00pm Lunch

2.00–3.30pm Session six: Versailles now

• Allison Holland, Reverberations of Japanese art at Versailles 

• Jennifer Ferng, American Versailles: Kitsch opulence, capitalism and  
 McMansion dreams in Florida

• Robert Wellington, Tanned by the Sun King: Donald Trump and Louis XIV

3.30–4.30pm Round table 

With facilitators: Mark Ledbury, Power Professor of Art and Visual Culture, 
University of Sydney, and Lucina Ward, Senior Curator and coordinating curator 
for the exhibition, National Gallery of Australia
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Friday 17 March: SPEAKERS – Abstracts and biographies 

Hannah Williams The other palace: Versailles and the Louvre

Versailles’ impact on French artistic production in the second half of the 
seventeenth century would be difficult to overestimate. As thousands of artists, 
craftsmen and labourers were called upon to create the material reality of 
Louis XIV’s vision for a royal palace, France’s artistic status was transformed. 
But in some ways Versailles’ greatest impact on the art world came not in its 
luxurious and creative interiors and exteriors, but rather in the space of artistic 
sociability that emerged in the palace that Versailles left behind. 

When Louis XIV moved the court from Paris to Versailles in 1682, the Louvre 
(royal residence since the fourteenth century) was left to reinvent itself. The 
Louvre had been home to artists and artisans since Henri IV granted the first 
logements in the Parisian palace, but it was after Versailles’ absorption of 
ritualistic duties and courtly ceremonies that the Louvre resoundingly developed 
into the nation’s principal cultural forum, housing the Royal Academies, the 
Menus Plaisirs (responsible for royal spectacles and festivities in the city) and 
the royal collections of paintings, drawings and antiquities. In the rooms and 
corridors around these state cultural institutions, more and more artists were 
granted homes and studios until, towards the end of the eighteenth century, the 
Louvre had become the most common address for an artist (or at least for an 
academician) in the capital.

Taking a different look at the ubiquitous rivalry between Versailles and Paris, 
this paper re-frames the Louvre, not as the abandoned other palace but as the 
building which, thanks to Versailles, became the centre of the art world in Paris. 
Drawing on original research mapping the development of artistic communities 
in Paris, this paper explores the impact of Versailles on the shifting geographies 
and demographics of the eighteenth-century art world.

Dr Hannah Williams is Leverhulme Early Career Research Fellow, Queen 
Mary University of London, where she has worked since 2015; previously she 
was at the University of Oxford, as a Junior Research Fellow at St John’s 
College and a Lecturer in History of Art. Her research interests focus on the 
visual and material culture of eighteenth-century France, and her first book 
is Académie Royale: A history in portraits (Ashgate, 2015). Williams holds 
doctoral and master’s degrees from the Courtauld Institute of Art, and 
completed undergraduate work at the University of Sydney.
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Wolf Burchard At the centre of the world: Charles Le Brun’s Ambassadors’ 
Staircase at Versailles

Between 1674 and 1678, Charles Le Brun, Principal Painter to Louis XIV, 
oversaw the decoration of the now lost Ambassadors’ Staircase (L’Escalier des 
Ambassadeurs), an architectural space devised both to receive and impress 
foreign dignitaries to the court at Versailles. Le Brun created an interior in 
which he united the visual arts of painting, sculpture, architecture and the 
so-called decorative arts. Beyond visual integration Le Brun also aimed for an 
iconographical unity: he introduced allegorical depictions of the (then known) 
four continents of the world gathered in this staircase to pay tribute to Louis XIV.

This presentation shows how the iconography of four continents became 
popular in seventeenth- and eighteenth-century princely and political imagery. 
It addresses the cosmological character of absolutist iconography, which strove 
to depict a sovereign in relation to the rest of the world or, in the case of Louis 
XIV and Versailles, at its centre. Further, the presentation examines in detail 
Le Brun’s decorative scheme for the staircase at Versailles and explores how it 
reflects his aspiration for both visual and conceptual unity (such as the unity 
of time, place and action prevalent in seventeenth-century drama theory). It 
argues that the Ambassadors’ Staircase was intended as a gateway between 
macrocosm and the microcosm of the French court.

Dr Wolf Burchard is Furniture Research Curator at the National Trust, 
London. He has published and lectured widely, most recently The Sovereign 
Artist: Charles Le Brun and the Image of Louis XIV (Paul Hoberton Press, 
2016). He holds a doctorate (2014) and Master of Arts (2010) from the 
Courtauld Institute of Art, University of London, and has previously worked 
for the Royal Collection Trust, as well as for galleries and institutions in 
Germany.

Bénédicte Gady The grands décors of Charles Le Brun: Between plan and 
serendipity

In the eyes of posterity, Charles Le Brun combines a dual image of artist and 
master builder. Endowed with an uncommon capacity for invention, he knew 
how to respond with finesse to the different expectations of his patrons, 
first among them Louis XIV, and to expediently drive projects involving many 
artists and craftsmen. The 3000 drawings and cartoons taken from his studio 
at his death, now preserved in the Louvre, enable us to follow the evolution 
of his projects for the major decorations of royal residences. They reveal 
the gradual, probing development of his works, well beyond the mechanical 
application of a predetermined design. Successive adaptations, the result of 
interaction between the artist, the king, his ministers, scholars and architects, 
also demonstrate Le Brun’s striking ability to perceive semantic potentialities 
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that could give rise to particular dispositions of places or unexpected figural 
compositions. This paper shows how Le Brun allowed himself, up to the very 
last stage of development in his work, even on the scaffolding, to amend 
designs and take advantage of a serendipitous opportunity.

Bénédicte Gady is Curator of Seventeenth Century French Drawings in the 
Département des Arts graphiques at the Louvre. Her work has focused on 
Louis XIV’s first painter, Charles Le Brun, and she has written widely on the 
topic. Her most recent exhibition, Charles Le Brun at Louvre Lens (2016), 
was the first retrospective of the artist’s work in more than 40 years and 
her monograph, L’ascension de Charles Le Brun. Liens sociaux et production 
artistique (Éditions de la Maison, 2010) has won many prizes.

Sing d’Arcy Heavenly voice, earthly bodies: The physical presence of music making 
in the architectural space of Versailles

A discussion of the history of Versailles would be incomplete without reference 
to the music composed, performed and consumed within its great halls, 
rooms and gardens. Music was an integral component of the conceptual and 
experiential framework that organised state, public and private life within the 
palace. Unlike contemporary technology that affords us the ability to listen 
to pre-recorded performances, musical production at Versailles required the 
physical presence of musicians and their instruments within the interiors and 
gardens of the palace. Not only did the musicians and instruments occupy 
physical space within the architecture of Versailles, their presence also raised 
the issue of the proximity of musicians to the aristocracy, the royal body and 
the spaces intimately associated with them. 

This paper proposes a discussion of the physical and spatial contexts of 
music making within Versailles. The physical presence of music within the 
architecture of the palace and its gardens is analysed through extant spaces 
and the instruments, and the iconographic evidence as pictured in engravings 
and paintings. The discussion looks at where music was performed within the 
palace, the positions of musicians during performances and the impact of 
musical instruments on architectural space, in particular, the organ of the Royal 
Chapel. It will be suggested that music making was subject to the same spatial 
and ritual hierarchies as the rest of court life, where the practicality of musical 
production was secondary to the rhetorical and political configuration of royal 
image and space.

Dr Sing d’Arcy is Senior Lecturer, Interior Architecture, University of NSW 
Built Environment; his doctorate (2010) and undergraduate degrees (1998 
and 1993) were granted by the University of Sydney. He has presented and 
published on baroque architecture, spectacle and music, and financial and 
cross-cultural exchange. In 2009 he was a visiting scholar in the Art History 
Department of the University of Seville, Spain. 
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Matthew Martin Porcelain and power: The meaning of porcelain in ancien 
régime France

The Sèvres porcelain services included in Versailles: Treasures from the Palace 
exemplify the intimate connection between the porcelain medium and royal 
power in ancien régime France. European porcelain was more than a utilitarian 
material in the eighteenth century—the medium was highly symbolically 
charged and functioned as an expression of power for absolute rulers. After the 
discovery of the secret of true porcelain at Dresden in 1708, a porcelain factory 
became an essential court institution for absolute princes across Europe. The 
association between porcelain and royal authority in France was longstanding 
and predated the foundation of the Sèvres factory in 1756. Although it did not 
employ real porcelain, Louis XIV’s Trianon de porcelain constructed at Versailles 
in 1669–70 used the idea of porcelain as an expression of Louis’ power and his 
aspirations to eclipse the power of the Dutch Republic.

The establishment of the Sèvres factory in the mid-eighteenth century provided 
Louis XV with the means to command porcelain production. The presence of 
an appartement du roi in the purpose-built factory complex at Sèvres indicates 
clearly the relationship between porcelain production and royal authority. 
Even service wares like the ‘Attributes and gooseberries’ service featured in 
the exhibition, through the sheer scale of the original service and the expense 
involved in its commission, become statements of royal power. So important 
was the symbolism of porcelain that during the Revolution and the years of the 
constitutional monarchy, Louis XVI dedicated a considerable part of his limited 
financial resources to supporting the Sèvres factory, attesting to the important 
political role of porcelain production for the French monarchy. 

Dr Matthew Martin is Curator of International Decorative Arts and 
Antiquities at the National Gallery of Victoria, and a Research Fellow in 
the University of Divinity, Melbourne. He completed a doctorate at the 
University of Melbourne (2000) and holds a Postgraduate Certificate in Art 
Conservation Studies from the University of Melbourne (2005). His recent 
exhibitions include Eighteenth-century porcelain sculpture (2016), Kings over 
the water: Jacobite glass at the NGV (2013) and Chinoiserie: Asia in Europe, 
1620–1840 (2010).

Florian Knothe Artisans du roi: Collaborations at the Gobelins, Louvre and 
the Académie royale de peinture et de sculpture under the influence of the Petite 
Académie

The influence of the Petite Académie on visual art, and the employment of 
artefacts to express royal propaganda, expanded far beyond the weaving of 
Gobelins tapestries and the printing of texts and images describing these textiles. 
At the Palace of Versailles multiple decorative schemes in and outside the palace 
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show both the politically motivated programs of the academicians executed by 
an extensive group of royal artisans for the propaganda-charged representative 
needs of the Sun King. Within the context of royal manufacture, the production 
of architectural elements and sculpture outside, and stucco work and veneered 
panelling inside the king’s residence—and the major task of coordinating and 
completing both home and gardens—presents a conclusive episode shedding light 
not only on the practical methods of employing artisans du roi in situ, but also 
on their constant demand and the ever-changing tasks requested from a multi-
talented team. 

This paper is concerned with the collaboration of royal sculptors and painters 
employed for their individual reputation and their services at the Académie 
de Peinture et de Sculpture and who often also belonged to the workshops 
of the Manufacture royal des Gobelins or the Louvre. In two parts it traces 
the construction of the first water parterre—an avertedly public space—and 
the decoration of the cabinet des filigrees—a little-known private chamber—
at Versailles in order to discuss the participations of the Petite Académie 
and artists involved in their fabrication, as well as the conceptions and 
misconceptions steered by the propaganda apparatus in place.

Dr Florian Knothe is Director of the University Museum and Art Gallery, 
University of Hong Kong. He started his career at The Metropolitan  
Museum of Art, subsequently working at Laval University and the Corning 
Museum of Glass, and his research focuses on the history of decorative  
arts in the seventeenth and eighteenth centuries, in particular cross- 
cultural exchange between Europe and Asia. Knothe’s qualifications are 
from English and German universities, including a master’s degree from 
the Courtauld Institute of Art (2002) and a doctorate from Johannes 
Gutenberg Universitat (2011).

Mimi Hellman (Re)Imagining the ‘government’ of a royal governess

This paper explores the relationship between Louis XV and his childhood 
governess, Charlotte-Eléonore-Madeleine de La Motte-Houdancourt, duchesse 
de Ventadour. Between 1709 and 1732 Madame de Ventadour presided 
over the early lives of more than a dozen members of the royal family as 
gouvernante des enfants du roi, a position previously held by her mother and 
later transmitted to several female descendants.  The gouvernante supervised 
the royal children’s household and played a key role in shaping their physical, 
emotional and social existence, from the arrangement of their living quarters 
to their participation in official events. This charge carried serious political 
implications, for the health and conduct of male children in particular were 
bound up with anxieties and power struggles regarding royal succession. 
Madame de Ventadour was widely considered responsible for the survival  
of the infant Louis after three prospective heirs to the throne died in 1711–12.  
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Until 1717, when Louis turned seven years old and was consigned to male 
tutors, his governess accompanied him at all public appearances, many 
commemorated by official images, and they developed a personal attachment 
that lasted until her death in 1744 at the age of 90.  

Madame de Ventadour’s care of the young Louis XV (her ‘government,’ as 
one courtier suggestively put it) was constructed through representation and 
became integral to both her personal and dynastic mythologies and narratives 
about his early life and reign. This discussion draws on a range of primary 
sources and attempts to re-imagine some of the lived experiences—spatial, 
visual, material, inter-personal—that shaped royal and aristocratic identities. It 
humanises a world that can seem ideologically overdetermined, and illuminates 
an overlooked mode of female agency in court society. The paper also raises 
larger methodological questions about art-historical approaches to childhood, 
aging and affective experience during the ancien régime.

Dr Mimi Hellman is Associate Professor in the Department of Art History at 
Skidmore College, Saratoga Springs, New York, where she has taught since 
2004. Previously she has also worked at Smith College in Northampton and 
Mount Holyoke College in South Hadley, Massachusetts. Hellman’s doctorate 
(2000) is from Princeton University, and she received her master’s and 
bachelor’s degrees from Smith College (1992 and 1985). 

Sarah Grant Courting favour: The apartments and residence of the Princess of 
Lamballe at Versailles

This paper discusses the role, cultural influence and artistic patronage of 
the Princess of Lamballe (1749–1792) at the palace of Versailles, through the 
apartments and residence she occupied there. Born in Turin, the princess of a 
minor, if distinguished, cadet branch of the House of Savoy, Lamballe rose to 
the highest levels of French court society becoming Marie-Antoinette’s closest 
and longest-serving confidante. Appointed Surintendante de La Maison de la 
Reine in 1775, the princess ruled over all other female and many male courtiers, 
enjoying unrivalled privileges and much-coveted access to the royal family. As 
the most senior and powerful lady-in-waiting at court, she was a public figure 
of considerable renown with an unprecedented level of international celebrity. 

Although a central figure of Marie-Antoinette’s court, Lamballe is now largely 
forgotten or today remembered only for her death at the hands of a mob 
during the massacres of September 1792. Dismissed by historians as a vacuous, 
lachrymose simpleton whose superintendency was assumed as merely titular, 
the princess has never been considered a courtier or artistic patron of any 
influence, much less seriously evaluated in these roles. 

The paper presents evidence overturning these assumptions, focusing on the 
princess’s activities at Versailles, her most critical sphere. It demonstrates 
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how she cultivated allies and influence through artistic, literary and musical 
patronage, seeing herself as a ‘protector’ of the arts in the renaissance model 
of courtly collecting. Drawing on unpublished archival sources, the paper 
examines the layout, decoration and function of her successive apartments 
at the palace, as well as the collections she accumulated and displayed at the 
Hôtel d’Eu, her private residence in the town of Versailles. These interiors and 
Lamballe’s occupation of them reveal her professional ambitions, while their 
ever-changing location reflects her shifting fortunes as the queen’s favourite, 
brought on by the rivals who attempted to unseat her. 

Dr Sarah Grant is Curator, Prints, Drawings and Paintings Department, at 
the Victoria & Albert Museum, London, where she has worked since 2006.  
At the V&A her various exhibitions include: The Neoclassical vision of 
Ennemond-Alexandre Petitot in 2015, Fashion Fantasies: Fashion plates 
and caricatures 1760–1920 and Modern Masters: Matisse, Picasso, Dali and 
Warhol, both 2010. Following undergraduate studies at Victoria University 
of Wellington, Grant completed a master’s (Courtauld Institute of Art,  
2014) and doctorate (Oxford University, 2015).

Kimberly Chrisman-Campbell Bigwigs: Hair, politics and power at the court of 
Versailles

You don’t have to be an art historian (or a fashionista) to observe that one 
of the defining style statements of the eighteenth century was elaborately 
powdered and pomaded hair—sometimes in the form of a neatly cropped and 
curled wig, sometimes worn tumbling to the waist or climbing to the chandelier. 
Big hair was inextricably entwined with the court of Versailles. From Louis 
XIV’s long locks to Marie-Antoinette’s towering tresses, fashionable hairstyles 
mirrored the social, political and aesthetic revolutions of the age, changing 
faster than fashions in clothing. As historian Angela Rosenthal observes, 
because hair emerges from the flesh, and is thus both of and without the body, 
it occupies an ‘extraordinary position between the natural and the cultural’. But 
eighteenth-century hair was rarely natural; often it wasn’t human hair, and was 
obscured by powder, hats, flowers and feathers. 

The term ‘bigwig’, coined in the eighteenth century, captures the perceived 
correlation between big hair and elevated sociopolitical status. Fashionable 
hairstyles took up considerable physical and visual space; furthermore, they 
were expensive to create and maintain, and were thus a reliable marker of 
wealth. In addition to symbolic properties, there were practical advantages 
to wearing wigs and false hair; for example, they discouraged lice and masked 
greying or thinning hair. Big hair finally went out of style with the French 
Revolution. Along with other kinds of cosmetics, hair powder and false hair were 
deemed unnatural, even deceitful and inappropriately luxurious: liberty, equality 
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and fraternity depended upon honest self-presentation, not frivolous fashion. 
The comparative freedom and simplicity of classical Greek and Roman dress 
and ornamentation was held up as an antidote to unnatural modern fripperies, 
and art and fashion began to mimic the austere aesthetics of these ancient, 
democratic civilisations as a way of conveying status and dignity—without the 
need for a big wig.

Dr Kimberly Chrisman-Campbell is an art historian specialising in fashion 
and textiles. She has worked as a curator, consultant and educator for 
museums and universities around the world. Her most recent publication  
is Fashion Victims: Dress at the Court of Louis XVI and Marie-Antoinette  
(Yale University Press, 2015). She is also a contributing writer for The Wall 
Street Journal.

Saturday 18 March: SPEAKERS – Abstracts and biographies 

David Maskill A Turk in the Hall of Mirrors

On 11 January 1742 Louis XIV received Mehmet Saïd Pasha, Ottoman ambassador 
from the Sublime Porte, in the Hall of Mirrors at Versailles. In a show of 
magnificence choreographed according to precise etiquette, the king and his 
court looked on as the foreign ambassador made his way ceremonially along the 
great gallery, pausing on three occasions to show his reverence with a low bow, 
as was the established protocol. The symbolism of such spectacle—the location 
of the audience, the presence of the monarch and the fact that the king stood as 
the ambassador reached the raised dais containing the throne at the far end of 
the gallery—left those present in no doubt as to the importance of the visitor and 
the legitimacy of his status.

In the case of Mehmet Saïd Pasha, there was none of the doubt and anxiety that 
attended the embassies of his predecessors during the reign of the Sun King. 
Mehmet Saïd Pasha was a known quantity and his 1742 audience with Louis XV in 
the Hall of Mirrors was not the first occasion on which the two had met. This had 
occurred 21 years earlier at the Tuileries Palace in Paris when, as a young man, 
he accompanied his father’s embassy to the French court. By his return visit as 
ambassador in 1742, Mehmet Saïd Pasha was not only familiar with French court 
protocols and etiquette, but he was also fluent in the French language. During his 
six-month stay in France, the ambassador demonstrated all the qualities of an 
accomplished diplomat. A lasting tribute to him is the remarkable portrait of the 
ambassador by Jacques-André-Joseph Aved, now in the collections of Versailles. 
This paper examines the portrait and places it within the broader contexts of 
court protocol and diplomacy during the ancien régime. 
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David Maskill, Senior Lecturer in Art History at Victoria University of David 
Maskill, Senior Lecturer in Art History at Victoria University of Wellington, 
specialises in French art and visual culture of the eighteenth century.  
His particular research interests are eighteenth-century French art and  
the history of prints; he is currently researching the world of the artists’  
lodgings in the Louvre in the eighteenth century.

Meredith Martin From port to palace: Maritime art and Mediterranean servitude 
at Louis XIV’s Versailles

Mediterranean maritime art, and the forced labour on which it depended, was 
fundamental to the politics and propaganda of Louis XIV. Yet most studies of 
French art in this period continue to focus on Paris and Versailles, a fact that is all 
the more surprising given the recent scholarly emphasis on mobility, cross-cultural 
exchange and transoceanic perspectives. By examining a wide range of artistic 
productions—ship design, artillery sculpture, medals, paintings and prints—this 
talk draws attention to the neglected genre of Mediterranean maritime art and 
to the varieties of forced labour integral to its creation. It emphasises the roles of 
forçats (convicts) and esclaves turcs (enslaved Turks) in building and decorating 
naval vessels and other artistic forms that circulated between coast and capital 
to proclaim the power of the Sun King. 

Several recent books, articles and exhibitions have emphasised the international 
character of Louis XIV’s Versailles, as a place where foreign ambassadors and 
exotic goods from all over the word intermingled. References to the king’s naval 
campaigns in the Mediterranean, including his conflicts with Barbary pirates 
based in North Africa, were a key aspect of this internationalism. This talk 
explores representations of these Mediterranean encounters both inside the 
palace—on the ceilings of the Hall of Mirrors and the Ambassadors’ Staircase—
and in the gardens, where scaled-down galleys, bomb ketches, and other naval 
vessels were created for the Grand Canal. Finally, it will highlight the movement 
of people—artists, diplomats and esclaves turcs among them—and objects from 
the Mediterranean to Versailles to participate in its grand propaganda machine.

Dr Meredith Martin is associate professor of art history at New York 
University and the Institute of Fine Arts. Her Harvard doctorate (2006) 
was followed by publications including Dairy queens: The politics of pastoral 
architecture from Catherine de’ Medici to Marie-Antoinette (HUP 2011) and 
Architectural space in eighteenth-century Europe: Constructing identities  
and interiors (Ashgate 2010). Martin’s current project, with Gillian Weiss,  
is The Sun King at sea: Maritime art and slavery during the reign of Louis 
XIV, for which she and Weiss were awarded a fellowship from the American 
Council of Learned Societies.
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Daniëlle Kisluk-Grosheide Outside insider: Cornelis Hop (1685–1762), Dutch 
ambassador to the court of Louis XV

Cornelis Hop served as Dutch ambassador to France from 1718 to 1725. When 
he arrived, during the Régence period, the court had relocated to Paris and, 
therefore, his public audience with Louis XV took place at the Louvre palace. 
During his seven-year stay Hop and other resident foreign ambassadors met 
weekly with the king’s minister of foreign affairs. As a result, Hop had an 
excellent chance to observe daily life at the court and in 1723 he witnessed the 
move back to Versailles.

Several times a week, Hop sent reports to the leaders of the Dutch Republic which, 
in addition to political information, contain fascinating descriptions of people, 
events and the protocol observed at court. Hop detailed the comings and goings 
of the king, the pervading fear of contagious diseases, the squabbles over the 
distribution of apartments at the palace, Louis XV’s marriage plans, and the latest 
court news or gossip. Unlike the travel accounts written by foreign tourists who 
visited Versailles at this time describing the sights, Hop gives us an inside view.

As Henry R Kravis Curator in the Department of European Sculpture and 
Decorative Arts at the Metropolitan Museum of Art, New York, Daniëlle 
Kisluk-Grosheide is responsible for the French and English Period Rooms, the 
collections of French, English and Dutch furniture, as well as the holdings of 
gilt bronze. She has lectured and written extensively on European decorative 
arts, and is currently preparing Visitors to Versailles, 1682–1789, an exhibition 
for 2018. Kisluk-Grosheide is a graduate of the Free University in Amsterdam 
and Leiden University.

Mark de Vitis The politics of embellishment in prints of Louis XIV

In celebration of his marriage to the infanta Marie-Thérèse in 1660, a royal 
entry ceremony was arranged in Paris for Louis XIV and his new bride. An 
official account of the event was compiled and published by Jean Tronçon 
in 1662—L’Entrée triomphante de leurs maiestez Louis XIV et Marie Thérèse 
d’Austriche dans la ville de Paris—providing written interpretations and lavish 
images of the festivities. In the book’s first pages the beholder is presented 
with large, complex and imposing engraved portraits of the king and queen by 
Nicolas de Poilly (after Mignard), positioning their journey through its leaves as 
historically driven and worthy.

Additional prints, depicting the temporary ceremonial arches erected for the 
event, were provided by Jean Marot (1619–1679), with embellishments added 
by Jean Lepautre (1618–1682). Forty-four year old at the time of publication, 
Lepautre was established as one of the leading figures of French design and 
printmaking. He regularly attracted royal patronage, working extensively at 
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the royal Gobelins manufactory. Later, in 1677, he was accepted as a member 
of the Académie royale de peinture et de sculpture. Considering Lepautre’s 
position—and moreover, the grave tone of L’Entrée triomphante—it may seem 
surprising that one of his ‘embelishments’ included a depiction of a figure 
urinating against the outer joist of one of the key triumphal arches designating 
the parade route. 

Le Pautre depicted this same motif in other prints, again referring to the 
majesty of Louis XIV, notably on a design for a monument to the king. This 
paper will discuss the significance of the motif of the urinating figure in relation 
to public ceremonies and celebrations of the triumphs of Louis XIV, drawing on 
an understanding of the functions of the early modern body and the role of the 
print medium to make a claim for the meaning behind Le Pautre’s seemingly 
irreverent gesture. 

Dr Mark de Vitis is Lecturer, Early Modern Art, Art History and Film Studies 
at the University of Sydney. His research was enhanced by a residency at 
the Cité internationale des Arts, Paris through the Power Institute, and his 
doctorate awarded in 2012. He specialises in early modern European visual 
art, and cultures of dress and dressing, both past and present. De Vitis has 
also been a research fellow at the Getty Research Institute, Los Angeles, 
a lecturer at Sydney’s National Art School and was recently awarded the 
2016–17 Charles Montgomery Gray fellowship. 

Louis Marchesano Strategies of engraving and etching in Description de la grotte 
de Versailles 1676

The first significant sculpture commission of Louis XIV’s personal reign was 
immortalised with 20 plates accompanying André Félibien’s Description de la grotte 
de Versailles, a text originally published as a pocket-sized guidebook to the grottoes 
at Versailles in 1672 and 1674. The edition made for the group of albums and books 
known collectively as the Cabinet du Roi (published by the Imprimerie royale) is 
one of the earliest major illustrated publications devoted to a single project at 
Louis XIV’s Versailles. What the text and pictures describe is an astonishing, richly 
decorated setting in which Apollo and his horses are attended by sea nymphs and 
Tritons, respectively. The group of printmakers assigned to translate the setting 
of the grotto and the marble sculpture include Jean Lepautre, Etienne Baudet, 
Jean Edelinck and Etienne Picart. This paper examines the printmakers’ engraving 
and etching techniques as rhetorical strategies that were, at that very moment 
in the history of French printmaking, invested with the powers to translate onto 
paper the experience of visiting a place such as Versailles.



Dr Louis Marchesano is curator of Prints and Drawings at the Getty 
Research Institute, Los Angeles, where he has curated many exhibitions and 
published widely on French, Italian and other European prints. His recent 
projects include A kingdom of images: French prints in the age of Louis XIV, 
1660–1715 (2015) and Printing the Grand Manner: Monumental prints in the 
age of Louis XIV (2010). Marchesano’s doctorate was awarded from Cornell 
University (2001). 

Sophie Matthiesson From fountains of Apollo to fountains of Liberty: Artificial 
landscape as political spectacle in eighteenth-century France

This paper traces the adaptation of notions of the spectacular artificial 
landscape—originating at the court of Versailles to promote the power of the 
French monarchy—to revolutionary outdoor festivals, designed to celebrate 
the strength of the new republic. Using as evidence paintings by the prominent 
court artist and landscape designer, Hubert Robert (1733–1808), it shows 
how some of the most impressive features of elite open-air spectacles at 
Versailles—labour-intensive earthworks, statuary, fountains and fireworks—
were appropriated by festival organisers in the French Revolution, and their 
symbolism radically modified, to engineer plebeian spectacles of popular 
sovereignty. As an artist whose career spanned both political systems, Robert 
was uniquely qualified to comment on essential continuities in the forms of 
public spectacle used by the successive regimes, which he did in a series of 
‘landscape’ paintings made in the unlikely setting of Saint-Lazare prison, 
identified here for the first time as visualisations of the Festival of the Supreme 
Being of June 1794. 

Dr Sophie Matthiesson is a curator in the International Art Department 
at the National Gallery of Victoria, Melbourne, where she has contributed 
to many exhibition projects and published widely on the collection. She 
has also been a visiting lecturer or tutor at various universities including 
Melbourne, Manchester, Glasgow, Leeds and Sussex. Matthiesson’s doctorate 
was awarded through Monash University (2015); her master’s (1996) and 
bachelor’s degrees (1991) are from the University of Sussex and University of 
Melbourne respectively.

Allison Holland Reverberations of Japanese art at Versailles

Defined by its decorative curvilinear forms and delightful, dazzling surfaces, the 
rococo, ‘like the tendrils of its own artificial vines, spread from interior design to 
architecture, to painting…’(Diderot); it is a style that has become synonymous 
with the chateau of Versailles.

What invigorating transcultural dialogue was Jean-Jacques Aillagon, the 
director of Versailles and former culture minister, hoping to initiate in 2010 
when he brought together the aesthetics of contemporary art and popular 



18

culture with those of the courts of the Bourbon kings? Was he also asserting 
the existence of a neo-rococo style that was epitomised in the super-flat 
sculptures of Takashi Murakami?

 This paper considers if neo-rococo can uphold themes of allegory, desire, 
ornament and coquettishness in the work of eighteenth-century French 
painters such as François Boucher. Influences on Murakami’s Mr Dob are drawn 
from the bizarre and grotesque style of sixteenth-century Japanese court 
artists of the Ashikaga shogunate. Temporal and cultural blossoms entwine the 
art of Ogata Kôrin and Kano Eitoku with the interiors spaces of Versailles.

 An academic and visual arts curator, Dr Allison Holland has been employed 
at the University of Technology, Sydney and the University of Queensland. 
She has also worked as a collection curator of Prints and Drawings at the 
National Gallery of Victoria, as exhibition curator at the Western Australian 
Museum and at the State Library of Victoria. Holland’s research interests 
include transcultural flow, in particular between Australia and Japan, and 
the social impact of global contemporary art.

Jennifer Ferng American Versailles: Kitsch opulence, capitalism and McMansion 
dreams in Florida

Today the far-reaching aesthetic and cultural resonance of Versailles is 
witnessed in the deep south of the United States. Here, as a strange instance 
of the living influence of this building, David and Jackie Siegel—he a real estate 
multimillionaire, she a former Miss Florida pageant queen—are constructing an 
extensive mansion to replicate the Palace of Versailles in all its opulent detail to 
outshine the grandeur of the original French château. Located on the outskirts 
of Orlando, Florida, their American Versailles will stand as the largest single-
family detached home in the world, with over 90,000 square feet of living space 
under one roof. Featured on the CNBC television show Secret lives of the super-
rich and film documentary Queen of Versailles 2012, their lakefront property 
will eventually include 11 kitchens, 14 bedrooms, 32 bathrooms, a 30 car garage, 
a dual lane bowling alley, an indoor roller rink, three indoor and two outdoor 
pools, a video arcade, a ballroom with a 500 to 1000 person capacity, and a 
two-storey movie theatre.

This paper explores this transformation of Versailles in an American context 
where repercussions of fortune and the American dream are redefined 
according to capitalist endeavour. The gaudy, if not garish, copying of Versailles, 
including its architectural elements, rooms and decorative furniture, serves a 
different purpose beyond mere kitsch, as affirmed by the Siegels’ numerous 
critics. For the Siegels, their mansion represents the pinnacle of American 
business acumen; accordingly, French luxury as executed by Louis XIV, even in 
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modern day Florida, still transmits an aura of power, prestige and economic 
status in the twenty-first century, which is only possible for the very wealthy. 
Versailles and its vehicles of taste thus remain an unattainable dream for the 
American middle class and a whimsical diversion for those with deep pockets 
and vast real estate property.

Dr Jennifer Ferng is a lecturer in architecture at the University of Sydney. 
She joined the Faculty of Architecture, Design and Planning in July 2012 
and was previously a visiting lecturer at Massachusetts Institute of 
Technology, Cambridge USA. She received her degrees in architecture from 
Rice University (2000), Princeton (2002) and MIT (2012).  Ferng’s research 
combines contemporary approaches to building materials and the impact  
of nature and technology, with an interest in the cultural, political and  
visual dimensions of artefacts.

Robert Wellington Tanned by the Sun King: Donald Trump and Louis XIV

Ever since Louis XIV expanded his father’s hunting lodge at Versailles 350 years 
ago, aspiring patrons have emulated his most famous palace, its furnishing 
and decorations. A flurry of new buildings, decorated in the ‘Versailles’ style, 
have appeared in recent years: the Château Louis XIV in Louvciennes, France; 
Château Champ d’Or in Texas; and the Siegel’s unfinished Versailles in Florida 
to name but a few. Just what is it that makes the decorative style of the ancien 
régime so appealing to capitalists and power brokers today?

This paper makes a case study of American president Donald Trump’s 
Manhattan apartment decorated in the ‘Louis XIV style’, to interrogate the 
shifting signification of forms developed for residences of the Bourbon kings. 
The design and decoration of Trump’s apartment will be analysed through 
the lens of policies developed by Louis XIV’s minister, Jean-Baptiste Colbert, 
to celebrate his patron, and to make French luxury goods the envy of Europe. 
Drawing upon the anthropological theory of transculturation, this study moves 
beyond a discourse of taste to question the cross-cultural and trans-historical 
implications of Donald Trump’s emulation of Louis XIV style. The paper is drawn 
from Wellington’s current research into appropriations and emulations of Louis 
XIV style from the eighteenth to the twenty-first centuries.

Dr Robert Wellington is a lecturer at the Centre for Art history and  
Art Theory at The Australian National University, Canberra, and the  
co-convener of Enchanted isles, fatal shores: Living Versailles. He is a 
specialist in the material and intellectual culture of Louis XIV’s court and  
his most recent publication is Antiquarianism and the visual histories of  
Louis XIV: Artifacts for a future past (Ashgate, 2015). 
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