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Almanacs produced in eighteenth-century France were inexpensive, large, broadside calendars squarely aimed 

at the developing literate middle-class. They were both functional and aesthetic, generally consisting of a large 

single image depicting the key state event of the previous year with a smaller section at the bottom of the page 

including the months of the year and working days. While they were issued through the reign of Louis XIII, 

almanacs reached an apogee during the reign of Louis XIV, as more than five hundred were produced over the 

course of sixty years. Working separately to the propaganda machine that manufactured the public image of 

Louis XIV, these almanacs were an effective tool in disseminating knowledge of important events of the Sun 

King’s reign. This is particularly evident in the grand depictions of extraordinary non-European embassies, 

where I argue there was a conscious continuity of visual motifs employed in the almanacs. The deliberate 

manipulation of imagery served to enhance the legibility of the depicted diplomatic exchanges, reinforcing the 

public demonstration and expression of Louis XIV’s magnificence – or gloire. By placing the illustrations of 

extraordinary embassies that arrived at the court of Louis XIV in a chronological sequence, I establish patterns 

of representation suggestive of an established and conventionalised visual vocabulary. Beginning with 

standards of representation established with the 1668 reception for the Muscovy ambassadors, I analyse 

almanacs depicting welcoming receptions of embassies from Morocco, Algeria, Genoa, and Siam, demonstrating 

references to earlier calendars to create a system of legibility. This article emphasises the importance of almanacs 

as a burgeoning form of news media during late-seventeenth- and early-eighteenth-century France.   

 

 
 I would like to dedicate this article to my late husband, Christopher Lee, who was an invaluable 

source of support and encouragement through this entire process. 
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During the reign of Louis XIV (r. 1662–1715), there was a concerted effort by the 

King and his advisors to create and control his royal image. In 1663, the Académie 

Royale des Inscriptions – later known as the Petite Académie – was assembled for 

the first time under the recommendation of First Minister of State, Jean-Bapiste 

Colbert.1 Secretary of the Petite Académie, Charles Perrault (1628–1703) wrote in his 

‘Histoire de ma vie’ (‘Story of my Life’) that the five men forming the first iteration 

of the society were addressed by Louis XIV, who stated: ‘I entrust to you the thing in 

the world that is most precious to me, which is my glory. I am sure you will do 

wonders’.2 They were given a broad remit, influencing many major royal 

commissions in France through the late seventeenth and early eighteenth centuries. 

The Petite Académie’s responsibilities were myriad, although their focus was to 

perpetuate and enhance the royal magnificence – also known as gloire. 3 Each of their 

projects – from the production of the medallic history of Louis XIV to the decorative 

scheme and art programs at the Palace of Versailles and its immediate surrounds – 

was targeted at guaranteeing the loyalty and obedience of the French nobility and 

 
 The images discussed in this article, labelled Figures 1–18, have been reproduced on pages 191–206. 
1 Jean-Pierre Babelon, ‘La Petite Académie, Une Commission d’experts Pour La Mémoire de La 

Monarchie’, Comptes Rendus Des Séances de l’Académie Des Inscriptions et Belles-Lettres, 157.4 (2013), 

1631–37 <https://doi.org/10.3406/crai.2013.95144>; Antonin Fabre, Chapelain et Nos Deux Premières 

Académies : Études Littéraires Sur Le XVIIe Siècle (Paris: Perrin, 1890); Gérard Sabatier, ‘La gloire du roi. 

Iconographie de Louis XIV de 1661 à 1672’, Histoire, économie et société, 19.4 (2000), 527–60 

<https://doi.org/10.3406/hes.2000.2134>. 
2 ‘Je vous confie la chose au monde qui m'est la plus précieuse qui est ma gloire. Je suis sûr que vous 

ferez des merveilles’, Charles Perrault, Histoire de ma vie, cited in Josèphe Jacquiot, Médailles et jetons de 

Louis XIV, d'après le manuscrit de Londres ADD 31-908 (Paris : Imprimerie Nationale-Klincksieck, 1968), 

vol. 4, p. xcvii. 
3 Robert Wellington, Antiquarianism and the Visual Histories of Louis XIV: Artifacts for a Future Past 

(Surrey: Ashgate, 2015), p. 9. 
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projecting the power of the king beyond the borders of France, to other European 

courts.   

The production and dissemination of almanacs ran parallel to the official 

projects of the Petite Académie, although was not endorsed by the society. Aimed at 

a wider domestic audience beyond the nobility, almanacs were produced by Parisian 

printmakers over whom the level of control exerted by the Académie is a matter of 

debate. While almanacs were issued throughout the reign of Louis XIII, they reached 

an apogee during the reign of Louis XIV, with over five hundred being produced 

over the course of sixty years.4 Depicting the most significant events of the year prior 

to their publication, their ephemeral nature ensured that many have since been lost 

to time. This has resulted in a relative dearth of studies interrogating these 

publications and their modes of representing the activities of the king and the court. 

The lack of scholarship is particularly evident when analysing the almanacs 

portraying the arrival of ambassadors at the Court at Versailles and their receptions 

with Louis XIV. 

This paper will explore the visual vocabulary employed in depictions of 

diplomatic receptions published in the almanacs, where a repeating repertoire of 

images becomes apparent. I argue there was a conscious continuity of visual motifs 

employed in the almanacs which served to enhance the legibility of the depicted 

diplomatic exchanges, reinforcing the public demonstration and expression of Louis 

 
4 Audrey Adamczak, ‘Les almanachs gravés sous Louis XIV : une mise en images des actions 

remarquables du roi’, Litteratures classiques, 76.3 (2011), 63–70 (p. 64). 
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XIV’s gloire.5 Much of this is evident in the grand depictions of ‘Oriental’ embassies 

– a term used by French administrative officials to refer to a vast geographic area 

North Africa to Siam (Thailand) to Muscovy (Russia).6 These depictions often 

formed the primary image in each almanac and the repetition of motifs and tropes 

across these images suggests a print tradition that transcends individual print artists 

and printsellers. I consider these patterns, highlighting their use in the almanacs, 

and suggest the potential of these images as a type of news media. 

Although briefly mentioned by Marianne Grivel in her 1986 study of 

seventeenth-century French prints, much of the scholarship on Louis XIV-era 

almanacs is found in a 1995 exhibition at the Louvre, entitled ‘Les Effets du Soleil: 

Almanachs du règne de Louis XIV’.7 Highlighting the temporary nature of broadside 

calendars, this survey of almanacs was later expanded upon by art historians like 

Gérard Sabatier, Audrey Adamczak, and Rebecca Zorach.8 The subjects of the 

imagery found in the almanacs have been used as visual evidence in the ever-

expanding body of work addressing the special embassies to Versailles during the 

 
5 For more information on the creation and manipulation of Louis XIV’s image, see Peter Burke, The 

Fabrication of Louis XIV (New Haven: Yale University Press, 1992); Louis Marin, Portrait of the King, 

trans. by Martha Houle (Minneapolis: University of Minnesota Press, 1988). 
6 Stéphane Castelluccio, ‘La galerie des Glaces. Les réceptions d’ambassadeurs’, Versalia. Revue de la 

Société des Amis de Versailles, 9.1 (2006), 24–52 (p. 24) <https://doi.org/10.3406/versa.2006.859>; Nicholas 

Dew, Orientalism in Louis XIV’s France (Oxford: Oxford University Press, 2009), p. 103. 
7 Marianne Grivel, Le Commerce de l’estampe à Paris Au XVIIe Siècle (Geneva: Droz, 1986); Maxime 

Préaud, Les Effets Du Soleil: Almanachs Du Règne de Louis XIV (Paris: Réunion des musées nationaux, 

1995). 
8 Sabatier, ‘La gloire du roi’; Adamczak, ‘Les almanachs gravés’; Rebecca Zorach, ‘An Idolatry of the 

Letter: Time, Devotion, and Siam in the Almanacs of the Sun King’, in Ut Pictura Meditatio: The 

Meditative Image in Northern Art, 1500–1700, ed. by Walter S Melion, Ralph Dekoninck and Agnes 

Guiderdoni-Brusle (Turnhout: Brepols, 2012); Carl Goldstein, Print Culture in Early Modern France: 

Abraham Bosse and the Purposes of Print (Cambridge: Cambridge University Press, 2012). 
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reign of Louis XIV and as illustrative aids in more recent exhibitions.9 There is yet to 

be a more complete review of the conventionalised nature of the depictions found in 

these documents, and the role of the almanac – both as an item of consumption and 

as shaping public perception of important events in the king’s reign – has not been 

analysed. In writing and scholarship, these calendar images are often used in 

conjunction with more conventional prints as evidence for royal control of the king’s 

image, and for the rapid dissemination of such images, the commercial motivations 

and intended audiences behind their productions not being considered.10  

After discussing the elements that make up an almanac, I briefly look at the 

tensions between the printmaker artist and the publisher, considering the potential 

role of the government official or overseer in prescribing the annual subject matter. 

Through briefly surveying the relevant edicts, decrees, and legislations surrounding 

the regulation of the print industry in the seventeenth and early eighteenth century, 

I suggest that the subject matter of an almanac was not prescribed and was instead 

determined by the individual printseller. I then turn to the almanac images 

themselves, presenting a systematic, chronological analysis of depictions of Oriental 

embassies to demonstrate the existence of patterns of images and repeated motifs. 

 
9 Meredith Martin, ‘Mirror Reflections: Louis XIV, Phra Narai, and the Material Culture of Kingship’, 

Art History, 38.4 (2015), 652–67; A Kingdom of Images: French Prints in the Age of Louis XIV, 1660–1715, 

ed. by Peter Fuhring and others (Los Angeles: The Getty Research Institute, 2015); Visitors to Versailles: 

From Louis XIV to the French Revolution, ed. by Kisluk-Grosheide Daniëlle and Rondot Bertrant (New 

Haven: Yale University Press, 2018); Giorgio Riello, ‘“With Great Pomp and Magnificence”: Royal 

Gifts and the Embassies between Siam and France in the Late Seventeenth Century’, in Global Gifts: 

The Material Culture of Diplomacy in Early Modern Eurasia, ed. by Zoltán Biedermann, Anne Gerritsen 

and Giorgio Riello (Cambridge: Cambridge University Press, 2017), pp. 235–62. 
10 Martin, ‘Mirror Reflections’; Ashley Bruckbauer, ‘Ambassadors and Missionaries, Converts and 

Infidels: Visualizing the 1686 Siamese Embassy to Versailles’, Proceedings of the Western Society for 

French History, 43 (2015) <http://hdl.handle.net/2027/spo.0642292.0043.003>. 
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Standards of representation established with the 1668 reception for the Muscovy 

ambassadors reference imagery from earlier almanacs and prints in order to create a 

system of legibility. This language of representation continued in use through to 

depictions of the submission of the Doge of Genoa in 1685, and of the arrival of the 

Siamese ambassadors in 1686. I demonstrate that these images of historical events 

and embassies were constructed and inspired by their precedents, suggesting the 

almanacs of extraordinary embassies drew from a French tradition of representing 

the king’s gloire. This alternative point of view differs from the one outlined by 

Meredith Martin, who claims that almanacs issued in the wake of the Siamese 

embassy contained deliberate manipulations of imagery on the part of the engraver 

in order to create parallels between the French king and his Siamese counterpart 

with the aim of increasing the legibility of Louis XIV’s image in Asia.11 This 

repetition of form and style based on historical precedents, as seen in the almanacs 

during the reign of Louis XIV, suggests the importance of conveying a legible and 

easy-to-read message using a medium that was vital to the working class.   

 

WHAT IS AN ALMANAC? 

Before looking at the modes of representation found in the almanacs, it is important 

that we examine the forms and functions of almanacs issued in France during the 

reign of Louis XIV. As I have noted, there is much that remains unknown about 

 
11 Martin, ‘Mirror Reflections’; Ronald S. Love, ‘Rituals of Majesty: France, Siam, and Court Spectacle 

in Royal Image-Building at Versailles in 1685 and 1686’, Canadian Journal of History, 31.2 (1996), 171–

98. 
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almanacs, and there are very few archival documents that discuss these prints.12 

They were employed in France during the reign of Louis XIII to mould public 

opinion, although their distribution and variety grew throughout the seventeenth 

century.13 During the reign of Louis XIV, almanacs were produced annually by 

Parisian printmakers, many of whom were located on the Rue St. Jacques in Paris. 

Each almanac was approximately 90 cm high and 60 cm wide and was a large 

format document created from two equal-sized, superimposed plates that were 

joined together in the middle. Generally consisting of a single large image depicting 

the key state event of the previous year – often involving the king – they also 

included smaller, bordered medallions that illustrated other scenes. The engraver 

completed the imagery, leaving a comparatively small, rectangular blank space at 

the bottom of the page. This blank space facilitated the functional purpose of the 

almanac, and was filled in by the printmaker, who printed the months of the year, 

lunar cycles, religious holidays, and working days. Each almanac had a relatively 

large print run, with publishers each issuing approximately two thousand copies, 

and they were priced at an inexpensive six sols each – the cost of a ticket to the 

Comédie Française.14 Occasionally, almanacs were coloured, illuminated with gold, 

varnished, or printed on silk to elevate their value, although simple monochromatic  

 
12 Maxime Preaud, ‘Printmaking under Louis XIV’, in A Kingdom of Images: French Prints in the Age of 

Louis XIV, 1660–1715, ed. by Peter Fuhring and others (Los Angeles: The Getty Research Institute, 

2015), pp. 9–14.  
13 Goldstein in particular outlines the role of the almanacs in proclaiming the virtuous nature of Louis 

XIII and Anne of Austria, see Goldstein, Print Culture in Early Modern France, p. 107. 
14 Préaud, Les Effets Du Soleil, p. 13. 
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engravings on a cheap paper were the most common form.15 

 These characteristics suggest that almanacs were produced largely for the 

literate and semi-literate working inhabitants of Paris and not for the nobility, 

although they were occasionally acquired by members of the elite.16 The inclusion of 

working days and holidays suggests they were for daily use, and their price ensured 

they were relatively accessible, indicating they were intended for broad 

dissemination. They could be hung on a wall in private houses or taverns, and they 

were often discarded at the end of each year.17  

 The main image in the almanac usually depicted what was accounted to be 

the most significant occurrence in France from the preceding year, and this nearly 

always involved Louis XIV. One notable exception to this is an almanac published in 

1710 by Gerard Jollain that depicts a new year’s tradition and does not include the 

king at all.18 This large image overshadows the calendar dates of the upcoming year 

and creates a peculiar, disjointed temporality. Publishers were often not very 

inventive in the choice of subject depicted, and it was common for different 

publishers to portray the same event – the arrival of the Siamese embassy was used 

as by at least seven different printsellers. This has led to a persistent debate about 

who was responsible for the selection and the execution of the illustrations, with 

some scholars suggesting that there must have been influences external to the 

 
15 Adamczak, ‘Les almanachs gravés’, p. 66. 
16 Ibid. 
17 Préaud, Les Effets Du Soleil, p. 13. 
18 Nicolas IV de Larmessin, engraver. Chez Gerard Jollain, publisher. Almanach de 1710 Les Souhaits 

inutiles ou les Agréables Chimères, 1710. Engraving and etching. 87.5cm x 53.5cm. Musée du Louvre, 

Arts graphiques, coll. Edmond de Rothschild, 27228L.R. Cl 94 CN 59959. 
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publishers at play. Both Roger-Armand Weigert and Maxime Préaud suggest the 

subject matter was prescribed by a French government official, or a member from 

the Petite Académie.19 Meredith Martin continues this argument, using the 

imprisonment of Nicolas de Larmessin in 1704 to support her contention that the 

almanac’s imagery may have been prescribed by royal officials acting on behalf of 

the Crown.20 However, on closer inspection, this does not seem to have been the 

case. Larmessin was jailed for the production and distribution of a satirical print of 

Louis XIV and his mistress Madame de Maintenon, entitled ‘La Decadénce de 

France’.21 Contrary to Martin’s arguments, this episode merely demonstrates that a 

printseller and publisher were not permitted to produce prints that insulted the 

king, and has very little to do with the selection of the images on the almanacs. The 

suggestion of official oversight for the selection of almanac images is countered by 

Nicolas Milovanovic, who draws attention to examples of almanacs issued in the 

same year that depict different subjects. 22 Additionally, he suggests that the fact that 

these almanacs can focus on both major episodes in the official history of Louis 

XIV’s reign as well as those which are considered of less significance implies that 

 
19 Roger-Armand Weigert, ‘Les Almanachs Royaux’, Médecine de France, 215 (1970), 25–40; Préaud, Les 

Effets Du Soleil, p. 21. 
20 This idea is also mentioned in Grivel, Le Commerce, p. 244; Meredith Martin and Gillian Weiss, 

‘“Turks” on Display during the Reign of Louis XIV’, L’Esprit Créateur, 53.4 (2013), 98–112 (p. 107) 

<https://doi.org/10.1353/esp.2013.0049>; L’abbé La Ruelle, Inventaire du Fonds Français, Graveurs du 

XVIIe Siècle, vol. 6 (Paris: Bibliothèque nationale de France, 1973), pp. 544, 565 <https://gallica.bnf.fr/ 

ark:/12148/bpt6k42275422> [accessed 15 March 2022].  
21 Martin and Weiss, ‘“Turks” on Display’, p. 107; Grivel, Le Commerce, p. 244; La Ruelle, Inventaire du 

Fonds, pp. 544, 565.  
22 Nicolas Milovanovic, ‘Les Almanachs de Louis XIV’, in Louis XIV : L’homme et Le Roi, Catalogue de 

l’exposition de Versailles (Octobre 2009–Février 2010) (Paris: Skira/Flammarion, 2009), pp. 370–4. 
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there was no official oversight of the image selection.23   

 The surveillance and regulation of the print industry during the reign of 

Louis XIV has been well detailed in Grivel’s ‘La Commerce de l’Estampe’ and 

provides further support for the relative independence of the publishers of 

almanacs.24 The edict of Saint-Jean-de-Luz, issued on 26 May 1660 and ratified in 

1662, recognised engraving as an art and enabled the engravers and printsellers to 

work separate to the guilds and trade laws that constrained ‘crafts’ in the 

seventeenth century.25  This regulation did not enshrine the freedom of printmakers, 

as censorship and control was exerted by the Crown over prints that were 

considered to be religious or political in nature. This was achieved through the 

expansion of general laws and through powers given to the police, in particular to 

control the engravers and merchants. A decision made by the Conseil d’Etat on 22 

December 1667 limited the depiction of certain subjects to the Sûrintendant des 

Bâtiments du Roi – primarily engravings of plans and elevations of the royal houses,  

antique statues, plants, and animals.26 

 Statutes and regulations issued in August 1686 were directed at the 

booksellers and printsellers of Paris and defined the relationship between the 

 
23 Ibid., p. 374. 
24 Grivel, Le Commerce. 
25 Maxime Préaud, ‘Les portraits de mode à la fin du règne de Louis XIV.’, Cahiers Saint-Simon, 18.1 

(1990), 31–35 <https://doi.org/10.3406/simon.1990.1139>. Bibliothèque Nationale de France, collection 

Delamarre, ms.fr. 21558, fol.114V, in Grivel, Le Commerce, p. 99. 
26 Archives Nationale. O1 1050 fols 96–98, in Grivel, Le Commerce, p. 100. This restriction was probably 

introduced in anticipation of the development of the Cabinet du Roi – an ambitious publishing and 

propaganda project in which French printmakers were commissioned to produce hundreds of large 

and detailed engravings of the royal collections and accomplishments. Each of the limited subject 

matters formed a volume in the Cabinet du Roi. See Anne Sauvy, L’Art Du Livre à l’Imprimerie 

Nationale (Paris: L’imprimerie Nationale, 1973). 
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engravers and syndics of booksellers.27 This stratification and organisation of the 

profession enabled the introduction of regulations that set out the process of 

surveillance of the publishers and printmakers. Once a month, the syndics – and 

their assistants – of the Chambre de la Librairie were required to visit the engraver’s 

house and the printseller’s store in order to ensure no unacceptable material was 

published. This information was collected from the syndics twice a week at the Rue 

du Plâtre by the Inspectors of the Police. Printsellers or engravers who were 

determined to breach the unwritten subject rules were subject to raids and seizure of 

materials.28 Arrests and raids were relatively rare, indicating the enforcement may 

have been sporadic or the criteria for what constituted a libellous image was quite 

permissive.29 Although this system was designed to impose pressure on the 

printsellers and engravers, there was no prescription of subject matter – it was more 

a method of surveillance.  

 Separate to this process was the development of the privilège du roi (king’s 

privilege) which protected the respective image against pirated copies.30 It was 

necessary for individual images to be shown to a magistrate prior to their 

publication, with permission for their production being granted on the basis of 

whether or not they were potentially libellous, or could be read as critical of the 

 
27 Bibliothèque Nationale de France, Archives de la Chambre syndicale de la Librairie, ms.fr. 21814, 

fol 56. 
28 Grivel, Le Commerce, p. 102. 
29 A notable example is the imprisonment of Nicolas de Larmessin in 1704 after producing and 

distributing a satirical print of Louis XIV and his mistress Madame de Maintenon, entitled ‘La 

Decadénce de France’. See Martin and Weiss, ‘“Turks” on Display’, p. 107; Grivel, Le Commerce, p. 

244; La Ruelle, Inventaire du Fonds, pp. 544, 565. 
30 See Peter Fuhring, ‘The Print Privilege’, Print Quarterly Publications, 2.3 (1985), 175–93. 
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monarchy.31 The applicant who wished to take out a permit applied to the 

Chancellor or to the Keeper of the Seals. Then, the royal censor provided their initial 

judgement before passing the petition to the Secrétaire d’Etat along with a copy of 

the manuscript, drawing, or print. At this point, the seal was either given or refused, 

with a specification of the duration of the privilege – a variable period from six to 

thirty years.32 The state charged for privileges, with the only exceptions being 

engravers who were members of the Royal Academy, and those who used 

workshops in the Louvre Galleries. There was also a requirement for at least one 

copy of the engraving to be handed over to the Office of the Community of Book 

Publishers and Book Printers, to be stored in the Royal Library, although this was 

sporadically enforced.33 While this system of privilège was partially successful in 

ensuring the administrative oversight of the printed image, it was not compulsory 

for all Parisian printmakers. Its effectiveness has been debated as well, as the lack of 

organisation by both the engravers and the printsellers, as well as the lack of an 

intermediary body and lack of enforcement, meant it did not have the effect that 

may have been intended.34 In addition, the process of obtaining privilège did not 

mean that the Crown – or the Chancellor – endorsed or favoured the printmaker or 

the publication of the print under consideration.35  

 
31 Peter Fuhring, ‘Publishers, Sellers, and the Market’, in A Kingdom of Images: French Prints in the Age 

of Louis XIV, 1660–1715, ed. by Peter Fuhring and others (Los Angeles: The Getty Research Institute, 

2015), pp. 30–5 (p. 30). 
32 Grivel, Le Commerce, p. 106. 
33 Fuhring, ‘Publishers, Sellers, and the Market’, p. 31. 
34 Fuhring, ‘The Print Privilege’, p. 178. 
35 Fuhring, ‘Publishers, Sellers, and the Market’, p. 31. 
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 The creation and implementation of these edicts along with the system of 

privilège is telling in that it explains the requisite royal permissions that were 

necessary for a Parisian printmaker. These regulations detail a pattern of oversight 

and external pressure, although – for almanacs – it is doubtful that the censors or the 

syndics were responsible for dictating the subject matter depicted in the almanacs. 

As noted by Maxime Préaud in ‘Les effets du soleil’, self-censorship undoubtedly 

occurred, and it was not ‘fashionable’ to criticise or doubt the sacred nature of the 

king in the seventeenth century.36 The printsellers were also aware, as Préaud 

argues, that their independence as an art was guaranteed by the same king whom 

they were depicting, so there was a delicate balancing act that occurred.37 The 

subject matter of the almanacs, therefore, was not dictated by the relevant 

authorities, although a more flattering perspective was undoubtedly taken by the 

engravers and publishers. 

 As mentioned, almanacs were produced by printmakers and publishers, who 

used the services of two or three engravers and artists for the images before 

inserting their own calendar and text in the lower cartouches. Because of their 

inexpensive price, almanacs needed to be released in larger print runs to make a 

profit for the publishers. This pursuit of commercial viability also depended on 

advertisements and complimentary descriptions in gazettes and Mercure Galant. In 

November 1706, the gossipy publication Mercure Galant described an almanac 

 
36 Préaud, Les Effets Du Soleil, p. 21. 
37 Ibid., p. 22. 
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released by Nicolas Langlois for the following year, praising its depiction of the 

Hôtel des Invalides as being very curious and detailed, and showing multiple views 

of the interior.38 This was far from isolated, as in November and December of each 

year, Mercure Galant would highlight one recently released almanac for the 

following year, endorsing the printmaker’s technical skill and representation of an 

event.39 The inclusion of these descriptions highlights the purpose of the almanacs as 

being more than just a calendar – they are an accessible source of visual information 

about an occasion or an event. They were also clearly aimed at more than just the 

working classes of Paris; Mercure Galant was primarily concerned with commentary 

on the court at Versailles. This multiplicity of functions and audiences explains the 

variety of events depicted; the need for publishers to distinguish their work from the 

competition – whether in quality of representation or variety of subject matter – was 

also a consideration. 

 The majority of almanacs were designed to be immediately legible, often 

drawing upon well-known print sources in their depictions of people and places. 

Depictions of important people were often directly copied from well-known and 

widely disseminated images, indicating the desire for instant recognisability. In the 

almanac for 1664 (Figure 1), the medallion of Anne of Austria at the top right is 

 
38 Mercure Galant, November 1706, p. 311. The almanac to which Donneau de Vizé refers was released 

by Nicolas Langlois, Le Roi accompagné de sa Cour visite l’Hotel des Invalides et sa Nouvelle Église, 

Almanac for 1707. Bibliothèque Nationale de France, Hennin 7115 <https://gallica.bnf.fr/ 

ark:/12148/btv1b6947250q/f1>.  
39 For example, Mercure Galant, December 1709, p. 201 refers to an upcoming almanac published by 

Jollain. See also, Mercure Galant, December 1692, pp. 276, 278; Mercure Galant December 1695, p. 140; 

Mercure Galant November 1699, p. 226. 
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copied from an engraving by Robert Nanteuil (Figure 2), possibly copied from an 

original oil painting by Pierre Mignard that was well known and widely 

distributed.40 The desire for important figures to be readily recognisable can be seen 

in the use of standardised depictions of Louis XIV, where his expression, features, 

and clothing are similar across much of the print media released at that time. An 

example can be seen when comparing the depiction of Louis XIV in the same 1664 

almanac (Figure 1) with the frontispiece from a book released in 1668 (Figure 3). 

Almanacs were not produced to be scrutinised closely for long periods of time – 

they were like modern advertising imagery where content is conveyed via a clear, 

striking image that can be read in a fleeting glance. They were documents that were 

ever-present in French households and were referred to briefly but regularly.41 

Sabatier described almanacs as tools of communication, and their inclusion in 

contemporary periodicals supports the idea that they functioned to illustrate and 

draw attention to key events discussed in the press.42  This made them valuable as 

inexpensive and easily disseminated visual tools for news distribution. In the case of 

depictions of embassies, there needed to be a commonly understood series of visual 

conventions - a visual vocabulary that gave readily legible signposts concerning the 

nature of the political event being depicted - that were carried across the almanac. 

 

 
40 Goldstein, Print Culture in Early Modern France, p. 106. 
41 This is alluded to in both Zorach, ‘An Idolatry of the Letter’, p. 458, and Adamczak, ‘Les almanachs 

gravés’, p. 66. 
42 Sabatier, ‘La gloire du roi’, p. 536. 
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AMBASSADORIAL DEPICTIONS IN ALMANACS 

The gloire of Louis XIV and, by extension, France, was persistently reinforced by the 

annual almanacs, and this was most evident in the depictions of ambassadorial 

receptions and the arrivals of non-European embassies. While there was a 

complicated set of diplomatic protocols and corresponding official events that 

applied to the reception of European ambassadors at the French court, these 

diplomats usually maintained permanent residences in Paris and Versailles. This 

meant they were more visible at court and, therefore, were a more familiar presence, 

making them less attractive as a main image in an almanac for the coming year. By 

contrast, the arrival of embassies from Asia and Africa were rare, so magnificent 

receptions were staged by the court to showcase the perceived exoticism of the 

ambassadors.43 This ostentatious display was as much for the European audience as 

it was for the representatives of the visiting nation, and it was deemed necessary by 

the Crown to impress upon all observers the magnificence and power of France.44 

The initial reception and the ceremonial route taken by the ambassadors through 

Versailles also served to explicitly present the French monarchy as the superior 

power and worthy of being paid tribute to by representatives of foreign lands.45 

These motivations can be clearly seen in the almanac illustrations. 

 
43 Meredith Martin, ‘Special Embassies and Overseas Visitors’, in Visitors to Versailles: From Louis XIV 

to the French Revolution, ed. by Kisluk-Grosheide Daniëlle and Rondot Bertrant (New Haven: Yale 

University Press, 2018), pp. 108–21 (p. 108). 
44 Ellen Welch, A Theatre of Diplomacy: International Relations and the Performing Arts in Early Modern 

France (Philadelphia: University of Pennsylvania Press, 2017). 
45 For a description of the ceremonial elements of the receptions for some of these embassies, see 

Castelluccio, ‘La galerie des Glaces'. 
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 During the seventy-two-year reign of Louis XIV, there were only a few non-

European embassies that were welcomed to the court, including those from the 

Ottoman Empire in 1669; Muscovy in 1668, 1681, and 1688; Morocco in 1681; Algeria 

in 1684; Siam in 1684 and 1686; and Persia in 1715.46 Each arrived in France to 

petition Louis XIV for different reasons, ranging from the desire to agree upon peace 

treaties to the establishment of trade relations. Their visits, however, were all 

depicted in very similar fashion by the print artists, and almost all were to be found 

illustrated in almanacs for the following year. The only exception was the arrival of 

Persian ambassador Mohammed Reza Beg in 1715, whose reception was 

overshadowed by the death of Louis XIV and the coronation of Louis XV. In the 

following paragraphs, I examine some of the almanacs illustrating the receptions of 

these non-European embassies, analysing how different engravers and printmakers 

nevertheless replicated imagery recording gestural language, the positioning of 

ambassadors’ entourages and French dignitaries at the receptions, and the 

illustration of tribute gifts. I discuss the development of this tradition of almanac 

imagery from the arrival of the Muscovy ambassadors in 1668 until the Siamese 

embassy in 1686. I also include an examination of almanacs depicting the 

submission of the Doge of Genoa in 1685. Although this was not an ambassadorial 

reception but a ritualised humiliation of a foreign ruler, the visual tropes found in 

 
46 The arrival of Ottoman ambassador Soliman Aga was problematic and plagued with diplomatic 

troubles and will not form part of this paper. For more information, see Garrit Van Dyk, ‘The 

Embassy Of Soliman Aga to Louis XIV: Diplomacy, Dress, and Diamonds’, Electronic Melbourne Art 

Journal (2017) <https://doi.org/10.38030/emaj.2017.special.3>. 
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the non-European embassies are repeated in the depiction of the Genoese embassy. 

This indicates similar messages about French domination and superiority were 

intended to be conveyed to the viewers of the almanacs. By proposing a continuum 

of representation designed to facilitate legibility and understanding by French 

consumers, I present an alternative explanation for arguments made about almanacs 

of the Siamese embassy in 1686. Problematising attempts to see deliberate links with 

existing Chinese and Siamese imagery, I argue that the almanacs depicting the 

Siamese embassy fit neatly in the scheme of standardised representations seen in the 

depictions of other ‘eastern’ embassies.  

 The arrival of the Muscovy ambassadors at the Palace at Saint-Germain-en-

Laye in September 1668 was one of the earliest non-European receptions held by 

Louis XIV and featured in a 1669 almanac by engraver François Jollain (Figure 4). Up 

until this point, ambassadors had been welcomed into the king’s bedchamber, where 

Louis XIV sat in an armchair behind the balustrade and against the lavish bed. The 

effect was simultaneously to display the richness of the textiles and to indicate the 

respect in which the ambassador was held.47 Symbolically, the presence of the royal 

bed was viewed as representative of dynastic continuity and monarchical 

authority.48 This effect was thought to have been lost on non-European ambassadors. 

Therefore, the reception for the Muscovy ambassadors was held in the Chambre du 

 
47 Helen Jacobson, ‘Magnificent Display: European Ambassadorial Visitors’, in Visitors to Versailles: 

From Louis XIV to the French Revolution, ed. by Kisluk-Grosheide Daniëlle and Bertrant Rondot (New 

Haven: Yale University Press, 2018), pp. 94–107 (p. 99).  
48 Alexandre Maral, ‘Grande Galerie et Appartement Du Roi à Versailles: Sens et Usages Sous Louis 

XIV’, Versalia. Revue de La Société Des Amis de Versailles, 12 (2009), 121–33 (p. 123) <https://doi.org/ 

10.3406/versa.2009.897>. 
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Roy (‘King’s Chamber’) where a magnificent throne was placed on a dais 

approached by four stairs.49 In this case, the Gazette does not specify whether the 

throne was used in addition to, or instead of, the royal bed. The style and the 

imagery used by Jollain is similar to another almanac issued in the same year by 

Pierre Bertrand and published by Nicolas I de Larmessin, depicting ‘L’audience 

royale donnée aux nations étrangères’ (The royal audience given to foreign nations) 

in Figure 5.  

 In both almanacs, Louis XIV sits under a canopy wearing his royal ermine 

robes, holding a sceptre topped with the fleur-de-lys, and wearing a laurel wreath. 

Each of these elements convey his status as king, his victory over his enemies, and 

his supremacy. The wreath is a nod to victorious Roman generals celebrating a 

triumph and was often donned by Louis XIV in prints and paintings to denote his 

military victories and provide links to antiquity.50 The king is seated beside the 

queen, Maria Theresa, and the young dauphin and the Duc d’Orléans are both 

prominent. The depiction of the king in majesty is encountered frequently, and such 

imagery persisted in official paintings and busts throughout his reign. In ‘La gloire 

du roi: Iconographie de Louis XIV de 1661 à 1672’, Gérard Sabatier outlines the 

 
49 ‘...entrènent en la Chambre du Roy, qui estait sur un trône magnifiquement paré et élévé de 4 

degrez, sous un dais aussi superbe..’, Gazette de France, 7 September 1668, no. 105, p. 938. 
50 The laurel crown was referred to many times during the seventeenth century, where it was seen as 

an important element in drawing from classical precedents. See Robert Wellington, ‘The Petite 

Académie and the Histoire Métallique of Louis XIV’, in Antiquarianism and the Visual Histories of Louis 

XIV: Artifacts for a Future Past (Surrey: Ashgate, 2015), pp. 39–78 (p. 64). The persistent depiction of 

Louis XIV as a hero of antiquity or mythology is discussed in Jean-Pierre Néraudeau, L’Olympe Du 

Roi-Soleil. Mythologie et Idéologie Royale Au Grand Siècle (Paris: Les Belles Lettres, 1986); Sabatier, ‘La 

gloire du roi’. 
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methodical program that was pursued to mythicise the king.51  The proclamation of 

the royal majesty of Louis XIV and his family was a recurring theme throughout the 

almanacs of 1660–1670, when there was a desire to demonstrate the security of the 

reign.52 The ambassadorial almanacs were no exception to this convention, although 

the depiction of the king in majesty was adopted by the printmakers in order to 

create a continuity of representation, unintentionally serving as a persistent 

reminder of the legitimacy and majesty of Louis XIV and the royal family to the 

consumer of the calendars.  

 In the almanac by F. Jollain in Figure 4, the Russian ambassador Pyotr 

Potemkin, his son Stefan Potemkin, and the Chancellor Simeon Rumjancev have 

been depicted paying homage to the king and queen. They hold their hats in their 

hands, and Pyotr is seen bowing slightly towards Louis XIV, whose hand is 

outstretched benevolently, receiving the supplication. The use of empty of space 

emphasises this moment of encounter, minimising visual distractions. Witnesses, 

members of the Cent-Suisses (the royal guard), the dauphin, and the Duc d’Orléans 

are shown in the background, with the only foreground figures being two bare-

headed men offering tributes and gifts to the French king. This is in dramatic 

contrast to Bertrand’s almanac (Figure 5), in which the members of the titular 

‘foreign nations’ (including an Ottoman emissary, an Indigenous American, a South 

American representative, and a Muscovy ambassador) are sidelined and identifiable 

 
51 Sabatier, ‘La gloire du roi’. 
52 This is discussed extensively in Sabatier, ‘La gloire du roi’, pp. 535–40.  
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only through their headwear, forming a cluttered and busy composition. The title of 

the almanac appears at odds with the visual depictions, which indicate that the most 

prominent element of the calendar is the presence of the king and the allegorical 

figures of the attributes and virtues of France in the foreground. The inclusion of the 

gifts in the lower register of the foreground of Figure 4 establishes another 

important trope of the diplomatic almanac. The sabre wrapped in pearls and the 

platter holding precious stones – perhaps more pearls – by two kneeling men 

wearing clearly non-European clothing has been shown as an offering from a state 

less important than France. It is framed as a tribute and, combined with the 

deference of the lead ambassador, creates an atmosphere of subservience and 

recognition of the superiority of Louis XIV.  

 The presence of the Muscovy ambassador was also acknowledged in a second 

almanac by F. Jollain (Figure 6), entitled ‘La Magnifique et Royalle Feste de 

Versailles’ (‘The Magnificent and Royal Party at Versailles’). The vignette in the 

lower right corner of the image depicts the same encounter as Figure 4. Although 

the king is wearing the contemporary fashion as seen in the primary image, he is 

elevated above the bowing Potemkin. Again, in the foreground, a kneeling child 

offers Louis XIV a sabre, reinforcing the perception of tribute and of France’s 

superiority. At this point in time, the number of almanacs released each year was 

significantly smaller than a decade later. Jollain’s release of two different almanacs 

with two different images in the same year that each highlighted different moments 

in the reign of Louis XIV suggests that market forces – an assessment of what might 



Ceræ: An Australasian Journal of Medieval and Early Modern Studies, 9 (2022) 

 176 

be an image popular with the public and how this might aid the selling of almanacs 

– played an important role in the selection of images.  

 A similar image of the elevated king together with an ambassador offering 

tribute can be seen again in an almanac released for the year 1682, showing the 

second audience held for the Muscovy envoys in 1681 (Figure 7). This was the first 

non-European embassy held at Versailles and was extensively reported in Mercure 

Galant.53 Ambassadors Potemkin and Volkov were led to the appartements du Roi 

(King’s apartments) by climbing the newly constructed Escalier des Ambassadeurs 

(Ambassador’s Staircase).54 They were led to the Salon d’Apollon (Apollo Salon) 

which was usually the place of the King’s ceremonial bed, although it was 

transformed into a throne room for the occasion. The almanac shows the king and 

queen in the centre of the frame, receiving the bare-headed ambassador whose hat is 

tucked under his arm. The dauphin and his wife, Maria Anna Victoria of Bavaria, 

stand to the right of the throne, with the Muscovy embassy to the queen’s left. Like 

the previous almanacs, this image highlights the importance of the point of 

encounter between the ambassador and the king, leaving space in the foreground for 

emphasis and placing the crowds of onlookers and guards in the background. Louis 

XIV wears contemporary clothing, although a draped ermine cloak has been 

 
53 Mercure Galant, May 1681, pp. 228–342. 
54 The medallion in the lower portion of the almanac names the ambassadors as PotemKin and 

PolsKow, although O’Brien identifies the second as Volkov, a difference which may be attributed to 

transliteration issues and misunderstandings. C. B. O’Brien, ‘Russian Envoys at the Court of Louis 

XIV, 1681–1687’, The Historian, 4.1 (1941), 34–42. See also Marianne Seydoux, ‘Les ambassades russes a 

la Cour de Louis XIV, d’après les documents des Archives du ministère des Affaires étrangères’, 

Cahiers du Monde russe et soviétique, 9.1 (1968), 235–44. 
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included in the foreground. This departure from the laurel wreaths and royal ermine 

cloaks, replacing them with a more recognisable and fashionable clothing style 

aligns with the more general reduction in allegorical and mythical representations in 

Louis XIV’s iconographical program.55 This may be attributed to a recognition of the 

need to create imagery that could be better understood by a wider French audience 

who may not have been well-educated in Classical mythology.56 The quest for 

increased legibility resulted in an imagery lacking in some of the former subtlety, 

often avoiding the use of metaphor and allegory (as seen in Figures 1 and 5 for 

example), and it is this we see reflected in this almanac.  

 The importance of Versailles as a place of reception is emphasised through 

the inclusion of a fictitious view of the gardens to the king’s left, where an allée leads 

to a fountain. This imagery is similar to engravings included in the Cabinet du Roi 

by Sébastien Leclerc, including the ‘Fontaine de la Renomée’, completed in 1682, and 

references the diplomatic tours through the gardens – an essential part of the formal 

visit.57 Tribute is still being paid to Louis XIV by the Muscovy ambassador, although 

this does not take the form of gifts. Potemkin stands below the elevated, seated king, 

offering him a letter from the Russian Czar, Fyodor Alekseyvich, a gesture of respect 

and deference. An oval vignette at the bottom centre of the almanac highlights the 

entrance of the embassy into Versailles in an image that places the Palace on a level 

 
55 Sabatier, ‘La gloire du roi’, pp. 559–61. 
56 Ibid., p. 560. 
57 Robert Berger and Thomas Hedin, Diplomatic Tours in the Gardens of Versailles Under Louis XIV 

(Philadelphia: University of Pennsylvania Press, 2008). 
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of importance equal to the embassy itself. The medallions at the top depict the 

arrival of the Ambassador of Morocco – whose inclusion in the almanac for 1683 was 

overshadowed by the birth of the Duc de Bourgogne – and the departure of the ill-

fated Siamese ambassador, whose ship was to be wrecked before it reached France.58 

These two events occurred late in 1681 and were, therefore, probably hasty last 

minute additions to the almanac before its release and distribution. 

 The repetition of a formula for depicting these embassies is significant 

enough that it also occurs in illustrations of the ‘minor’ embassies that took place 

between the receptions for the Muscovy ambassadors and the arrival of the Siamese 

envoys in 1686. The arrival of the Ambassador of Algeria on 4 July 1684 could not 

supersede the king’s taking of Luxembourg in significance that year, so it was 

included as one of two medallions in an almanac issued by Langlois for 1685 (Figure 

8). Likewise, the embassy was depicted as a small vignette in Nicolas II de 

Larmessin’s almanac for 1685 (Figure 9), who chose for the main image to focus on 

the Truce of Ratisbon that concluded the War of the Reunions between Spain and 

France. These two vignettes are small compared to the main engraving, so there is 

an economy in depiction where only the most important elements have been 

retained. As with the earlier Muscovy embassies, Louis XIV receives the 

ambassadors while seated on an elevated throne, reaching his hand out 

benevolently to acknowledge the subservient embassy. Both compositions include 

 
58 The Moroccan embassy is described in the January and February issues of the Mercure Galant, 1682. 
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the presence of witnesses in the background and a relatively empty foreground, 

emphasising the significance of the moment of encounter.  

 The power imbalance between Algerian ambassador Hajj Ja’far Agha and 

Louis XIV in Figures 8 and 9 is more pronounced than in earlier almanac depictions 

of embassies, which reflects the circumstances surrounding the visit. As is suggested 

by the inscription in the ribbon on Langlois’ almanac, this is not a diplomatic 

reception or royal audience, but a ‘Satisfaction’. Algeria was required to apologise to 

Louis XIV for executing Lazariste missionary and French consul to Algeria, Jean Le 

Vacher.59 This was not a diplomatic visit in which a treaty would be negotiated. This 

was a moment for France to publicly signal Algeria’s defeat and humiliation, 

demonstrating that they were utterly at the mercy of Louis XIV. Langlois’ depiction 

presents an image of the embassy’s complete subservience, with the ambassadors 

kneeling on the carpeted floor. Larmessin, however, does not give an image of a 

diplomatic humiliation and instead reverts to a representation of the encounter that 

shows continuity with the formulae seen in the diplomatic almanacs issued in 

previous years for other non-European embassies, as the bowing diplomat hands the 

seated Louis XIV a sealed letter. The inscription around the border of this medallion 

suggests it was an audience for the Peace signed in 1684, which is not the entire 

truth. The Algerian supplication was used by the French Crown to construe the 

embassy as a demonstration of France’s dominance over Muslim ‘infidels’, 

something made explicit by Langlois’s image. Larmessin’s conventional 

 
59 Gazette de France, 1684, p. 406 
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representation of the reception of the Algerian emissaries may be the result of 

misinformation and confused stories, but there is another possible explanation that 

is more plausible: the need to create a readily legible almanac image led to a choice 

in which established visual tropes for diplomatic visits were repeated, rather than 

creating new designs that specifically reflected the special nature of the embassy 

concerned. 

 

THE GENOESE AND SIAMESE EMBASSIES 

The Genoese embassy in 1685 was the most opulent reception held at Versailles to 

that point in the reign of Louis XIV, forming an integral element of the glorification 

of France, and its depiction appeared in almanacs for the following year. The 

representations of this event provided a model for the deluge of calendars that were 

issued for the following year to glorify the arrival of the Siamese ambassadors in 

1686. This section will consider depictions of the two events in tandem, comparing 

the almanacs to demonstrate the continuity in formulae of representation, and argue 

for the need for greater nuance in analysing the Siamese embassy almanacs. 

Departing from the work of Meredith Martin and Ronald Love, I suggest that modes 

of depiction employed in the Siamese embassy almanacs were a continuation of 

models which were developed more fully for the Genoese embassy.60 They are not 

simply a manifestation of Louis XIV’s efforts to adopt Asian iconographic 

 
60 Martin, ‘Special Embassies and Overseas Visitors’; Love, ‘Rituals of Majesty'; Susan Mokhberi, The 

Persian Mirror: Reflections of the Safavid Empire in Early Modern France (Oxford: Oxford University 

Press, 2020), pp. 112–32. 
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conventions associated with the depiction of kingship in order to render his status 

legible to a broadening Asian audience – they evidence significant continuity with 

an iconographic tradition already developed in the almanacs.  

 Staged in the Hall of Mirrors on 15 May 1685, the reception of the Doge 

Francesco Maria Imperiale Lercari saw the ruler forced to break with Genoese law 

after a devastating French bombardment and leave the city borders to make his 

apologies to the French king for supplying galleys to Spain. This ritualised 

humiliation marked the apex of Louis XIV’s victories, as it was a highly visible act of 

subservience from a powerful maritime nation. Details of the episode were 

extensively disseminated, with newspapers, journals, tapestries, medals, paintings, 

and prints issued in order to support the claim that Louis XIV was the greatest 

monarch in the world.61 At the end of the year, the almanacs that were released were 

split between commemorating this event and the Revocation of the Edict of Nantes – 

an event that was celebrated in the calendars with iconographical representations of 

the king’s triumph over heresies and infidels.62 The two surviving almanacs 

depicting the Submission of the Doge of Genoa (Figures 10 and 11) both use the 

same motifs to achieve a different effect to that seen in earlier depictions of non-

 
61 Peter Burke, ‘Self-Assertion’, in The Fabrication of Louis XIV (New Haven and London: Yale 

University Press, 1992), pp. 61–70 (p. 98). 
62 For almanacs depicting the Revocation of the Edict of Nantes, see N. Bonnart, Le Consistoire de 

l’erreur desolé, Almanac for 1686, engraving, Bibliothèque Nationale de France, Hennin 5479 

<https://gallica.bnf.fr/ark:/12148/btv1b6945504w.r>; Gérard Jollain (published), La Destruction de 

l’Heresie Par la Piété et le Zele de Louis Le Grand, Almanac for 1686, engraving Bibliothèque Nationale de 

France, Hennin 5477 <https://gallica.bnf.fr/ark:/12148/btv1b69455022.r>; and Landry (published), Le 

Triomphe des Chrestiennes sur l’Empire des Turcs par les Armées Imperiales et Polonoise, Almanac for 1686, 

engraving, Bibliothèque Nationale de France, RESERVE FOL-QB-201 (62) 

<https://gallica.bnf.fr/ark:/12148/btv1b55002401b.r>.  
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European embassies: where France is invariably depicted as the more powerful state 

in the ‘Oriental’ embassies, the power imbalance between these two European states 

are significantly underplayed.63 Langlois’ almanac (Figure 10) depicts Louis XIV 

standing upright on an elevated platform, benevolently outstretching his hand 

towards the slightly bowed Genoese Doge and his embassy. The Doge does not 

present a gift or a letter, and this difference creates an air of concordance and of a 

meeting as opposed to an act of subservience. As with the other almanacs, the crowd 

presses in in the background, and there is space between the various members of the 

embassy, allowing the scene to be read quickly and easily. 

 The second almanac published by Bertrand’s widow and engraved by 

Nicolas de Larmessin (Figure 11) is more in line with representations of other non-

European embassies. As with the earlier Muscovy reception (Figure 7) and the 

almanac for the year 1669 (‘L’audience Royale Donnée Aux Nations Étrangères’ in 

Figure 5, also released by Bertrand), Louis XIV is seated on his elevated throne in the 

centre of the print. Dressed in contemporary clothing, he receives the line of 

Genoese who – with the exception of the Doge – have removed their hats. Although 

he is on a dais reached by two stairs, as with all previous ambassadorial almanac 

images included in this paper, the perspective has been skewed to create an illusion 

of greater elevation. This was probably manipulated to maintain the king’s height as 

Bertrand chose to not show the Genoese bowing or expressing servility. A 

 
63 An earlier proof of the Langlois almanac with a slightly different lower plate can be seen in the 

Louvre. Nicolas Langlois (published), La Soumission de Gennes [sic], Almanac for 1686, engraving and 

etching. 
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separation has been created between the king and his courtiers, where Louis XIV sits 

alone, flanked by the dauphin, other observers, and the Cent-Suisses.  

 Together, these two almanacs provide a more forgiving depiction of the 

reception and submission of the Doge of Genoa. Although the circumstances were 

very similar to the arrival of the Algerian ambassador (as depicted in the small 

roundels in Figures 8 and 9), the imagery was tempered to communicate a less 

humiliating power imbalance. This is achieved primarily through the positioning of 

the participants. Langlois depicts Louis XIV standing to receive the ambassadors, a 

signal of respect, while Larmessin depicted the Genoese standing upright. This latter 

representation resulted in a change of perspective, where the frontal position of 

Louis XIV needed to be skewed in order to reinforce his superiority. The variation 

created a more balanced composition, where the French king was still elevated 

above the submissive – and therefore visibly apologetic – Genoese embassy, who are 

nevertheless not shown as prostrate and subservient, as were the Algerian or 

Muscovite envoys. This hierarchy is immediately recognisable in the visual 

vocabulary of the almanac.  

 The engraving by Larmessin stands in an important intermediate position 

between depictions of the earlier embassies and the ones memorialising the arrival 

of the Siamese embassy in 1686, and it was included in at least seven almanacs for 

the following year.64 There are five that show the reception held for the ambassadors 

 
64 These are discussed more extensively in Bruckbauer, ‘Ambassadors and Missionaries’; Zorach, ‘An 

Idolatry of the Letter’. 
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at Versailles (Figures 12–17, and in the small roundel in Figure 18). They are all very 

similar to each other and to the previous almanacs, with the seated king on an 

elevated dais, hand extended benevolently to the bowing or prostrate Siamese 

embassy, who are bearing gifts as tribute. The exceptions to this are the small 

roundels in Figure 17 and 18, in which the king stands to receive the ambassadors, 

drawing parallels with the Genoese embassy almanac in Figure 10. The pressing 

crowd is shown in the background and, in Figure 12, the central axis of the gardens 

of Versailles have been engraved to the king’s left to emphasise the location of the 

reception (recalling the fountain in Figure 7). According to Mercure Galant, Louis 

XIV’s throne was placed on a platform reached by nine stairs, though the Marquis 

de Sourches wrote there were only eight.65 This discrepancy in the number of steps is 

echoed in the prints; however, they all appear to be elevated to a more dramatic 

height than previous embassies, creating a difference similar to Larmessin’s 

engraving of the Genoese embassy (Figure 11). This change in height is reflected in 

many of the prints, although Langlois chooses to minimise the difference in the 

detail of Figure 17 to emphasise the relationship between peers that he conveys. 

 The 1686 Siamese embassy in Versailles was a magnificent and ostentatious 

event, with most almanacs published the following year selecting the point of 

encounter between the ambassadors and Louis XIV in the Hall of Mirrors as their 

 
65 Mercure Galant, September 1686, vol. 2, pp. 193–5. Sourches (Louis-François du Bouchet, marquis 

de), Mémoires du marquis de Sourches sur le règne de Louis XIV, published by the Cte. de Cosnac et 

Arthur Bertrand, Paris, Hachette et Cie., 1882–93, 13 vols, vol. 1, p. 436.  
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primary image.66 The almanac in Figure 15 was engraved by Pierre Paul Sevin and 

released by F. Jollain; it formed a central image of the embassy, referred to by many 

academics, and has been seen as an image with more Oriental connotations.67 Placed 

in the context of the other diplomatic almanacs examined in this paper, the almanac 

illustration created by Sevin falls neatly into an established pattern of diplomatic 

imagery where there are precedents for each of the elements found in this calendar 

illustration. Further, when considering a preparatory design for the published 

almanac (Figure 16), I argue that the final image was adjusted in order to adhere to 

the established tradition of almanac embassy illustration, departing even further 

from an ‘Asian’ composition. While the ceremonial elements of this reception at 

Versailles in 1686 may have drawn from Siamese protocols, the resultant almanac 

images were compositionally similar to those created for the other non-European 

embassies.68 

 The formal elements in Jollain’s almanac are replicated and drawn from 

earlier images, reinforcing the continuity of representation that has been evident 

throughout the extraordinary embassies. Louis XIV’s elevation, his isolation from 

his other courtiers and members of the royal family, and his frontal position have 

precedents in the earlier almanacs. The position of Louis XIV in majesty has its 

origins in Bertrand’s print, ‘L’Audience Royale Donnée Aux Nations Étrangères’ 

 
66 A notable exception to this is the almanac published by Moncornet in Figure 18. 
67 For example, see Martin, ‘Mirror Reflections’; Love, ‘Rituals of Majesty’; Zorach, ‘An Idolatry of the 

Letter’; Adamczak, ‘Les almanachs gravés’. 
68 Castelluccio, ‘La galerie des Glaces'. 
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(Figure 5) in 1669. The almanac for the year 1686 (Figure 11) is the clearest analogue 

to the seated and central position of the French king. As with Sevin’s almanac, Louis 

XIV is seated under a baldachin, in the central axis of the print, facing directly 

towards the observer. There is space between him and the arriving ambassadors, as 

the foreground in both almanacs has been left relatively bare, emphasising the point 

of encounter. The separation of Louis XIV from his courtiers and family is seen in 

the earlier almanac by Jollain from 1669 (Figure 4) depicting the Muscovy embassy, 

and the medallion in Figure 8 (for the Algerian submission). Jollain’s calendar shows 

the queen seated with Louis XIV, and the pair are removed from the dauphin and 

the Duc d’Orléans who are firmly placed in the background of the scene.69 In the 

roundel for the Algerian embassy, Louis XIV sits alone on the platform. This 

distinction seems to be based on the status of the embassy – it is a non-European one 

of ‘first’ significant contact – and is not related to a Siamese visual vocabulary.  

 The prominent display of the tributes and gifts in Jollain’s almanac (Figure 

15) to showcase the domination of Louis XIV – and, by extension, France – was a 

standard established in depictions of the earlier Muscovy embassies (Figures 4 and 

6) and alluded to in the presentation of the letters from the foreign ruler in Muscovy 

(Figure 7) and Algerian (Figure 8) embassies. In the preparatory design for the 

almanac image of the Siamese embassy (Figure 16), Sevin has included the gifts in 

the lower portion of the scene, completely separate from the main image and 

 
69 Louis XIV’s queen, Maria Theresa of Spain, died in 1683, and was therefore not depicted in any 

almanacs after that point. 
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therefore Louis XIV. This disassociation has been removed in the final print, as the 

presents have been artfully arranged to suggest they are lying at the feet of the king. 

The change suggests Sevin was deliberately working within a more established 

tradition of almanac representation, unifying the image to ensure it was still 

recognisable to the consumers. The emphasis placed on the gifts is not unique to 

Sevin’s print, as other almanacs released in the same year also draw attention to 

their lavish and exotic nature. Figure 13, published by Landry, show a large 

assortment of weighty porcelains and vessels in the foreground, while Larmessin’s 

engraving in Figure 14 depicts the lead ambassador with a gift in his hand, offering 

it to Louis XIV. 

 The almanac engraved by Sevin and released in 1687 (Figure 15) is different 

to most of the other calendars distributed that year. Many of these depicted the 

arrival of the Siamese ambassadors with Louis XIV positioned to the left side of the 

image, surrounded by his family, and the embassy standing and bowing at his feet. 

Sevin’s image does not, however, depart from the established tradition of 

ambassadorial almanacs, where a formula of motifs and conventions of depiction 

were created and then repeated across Louis XIV’s reign. There is a variety in 

depiction in the almanacs; however, each contains similarities which enable 

legibility.  
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CONCLUSION 

Placing the almanac illustrations of ambassadorial receptions in a chronological 

sequence highlights some striking parallels in their patterns of representation, 

indicating an established and conventionalised visual vocabulary that was 

employed on the part of engravers and printmakers to depict these events. Such 

consistency helped to ensure legibility of the images, reflecting the day-to-day, 

domestic context of these images. I argue that changes in the style of almanac 

illustrations were a linear evolution, where references to earlier representations were 

made. Part of the difficulty presented by the default argument that imagery in an 

almanac was manipulated consciously lies in the uncertainties about the degree of 

official oversight of the production of the almanacs. Through a brief overview of the 

edicts and regulations that governed the printmakers in France during the reign of 

Louis XIV, I suggest that the selection of the primary image in an almanac was left to 

the individual printmakers and publishers. Although there was some oversight and 

censorship of images of a sensitive religious or political nature, there was no 

prescription of the subject matter. Printmakers responded to market forces in order 

to sell more copies, choosing to depict events that were the most spectacular and 

visually appealing.  

 Even as an unofficial arm of the propaganda machine that manufactured the 

public image of Louis XIV, these almanacs were an effective tool in disseminating 

knowledge of important events of the Sun King’s reign. They also form part of the 
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early modern news media, with clear and striking imagery that conveyed 

information about the previous year. There was clearly a demand for almanacs, 

supported by the explosion of Parisian printmakers throughout the seventeenth and 

eighteenth centuries who subsequently issued them.70 Almanacs were inexpensive, 

large, broadside calendars that were squarely aimed at the developing literate 

middle-class. Hung on walls, they were intended for daily use, and while some were 

iconographically dense, the diplomatic embassies were deliberately simple. Non-

European embassies were political spectacles, whose image and reception were 

manipulated by the royal government as much for the domestic French audience as 

for the government of the visiting nation. They were extensively reported on and 

discussed, and they formed the object of much speculation; therefore, their selection 

as the main image on an almanac corresponds with them often being the most 

significant event of the previous year, as perceived by the printmaker. There was a 

continuity of representation between them, where visual motifs were repeated 

consistently in order to ensure immediate legibility. This is particularly seen in the 

elevation of Louis XIV and his separation from his courtiers and family members, 

the relative position of the ambassadorial party, and the inclusion of gifts from the 

arriving embassy to suggest tribute. These patterns are immediately apparent when 

the prints are placed in a chronological sequence, where they interact to perpetuate 

and enhance the glory of Louis XIV. 

 
70 Milovanovic, ‘Les Almanachs de Louis XIV’; Préaud, Les Effets Du Soleil; Adamczak, ‘Les almanachs 

gravés’. 
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Figure 1: Jean Lepautre, published by Gerard Jollain. La Reunion des Villes d’Avignon et Marsal à la 

France. 1663. Etching and engraving. RESERVE QB-201. Bibliothèque Nationale de France. 
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Figure 2: Robert Nanteuil. Anne of Austria. 1660. Engraving, fourth state. 32.4 x 24.8cm. 60.58.40. 

Metropolitan museum of art. 

 

Figure 3 Pierre Landry. Louis XIV. 1668. Engraving. From Mézeray, François Eudes de. Abrégé 

Chronologique, Ou Extraict de l’histoire de France, 3 vols, vol. 1 (Paris: Chez Thomas Jolly, 1668). 
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Figure 4: François-Gérard Jollain, Almanach royal de 1669. 1668. Engraving and etching. FOLAA66P-

T1-page 38. Bibliothèque de l’Institut de France. Photo © RMN-Grand Palais (Institut de France) / 

Gérard Blot 
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Figure 5: Pierre Bertrand, and Nicolas I de Larmessin (published by).  L’audience Royale Donnée Aux 

Nations Étrangères, Almanach 1669. 1668. Engraving and etching, 84.8cm x 52.8cm. 2635LR. Rothschild 

Collection, Louvre Museum, Paris.  Photo © RMN-Grand Palais (musée du Louvre) / Michèle Bellot 
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Figure 6: François Jollain. La Magnifique et Royalle Feste de Versailles. 1668. Engraving. RESERVE QB-20 

(171)-FT 5. Bibliotheque nationale de France, departement Estampes et photographie. 

 

Figure 6 (detail) 
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Figure 7: Jean Moncornet. L’AUDIANCE DONÈE PAR LOÜIS LE GRAND / Aux Ambassadeurs Du 

Grand Duc de Moscovie / Le Neufieme May 1681. 1681. Engraving. RESERVE QB-201 (171)-FT 5 [Hennin, 

5223]. Bibliotheque nationale de France, departement Estampes et photographie. 
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Figure 8: Langlois. Prise de Luxembourg Par Le Maréchal de Créquy Le 4 Juin 1684. Almanac for 1685. 1684. 

Engraving and etching. 87 x 56cm. INV.GRAV 1652. Chateaux de Versailles et Trianon. Photo © 

RMN-Grand Palais (Château de Versailles) / Franck Raux 

 

Figure 8 (detail) 
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Figure 9: Nicolas II de Larmessin.  Almanach Royal Pour l’année 1685. 1684. Engraving and etching. 

Invgravures1653. Chateaux de Versailles et de Trianon. Photo © RMN-Grand Palais (Château de 

Versailles) / Franck Raux 

 

Figure 9 (detail) 
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Figure 10: Nicolas Langlois (publisher). Louis le Grand le terreur et l’admiration de l’univers : la 

soumission de la République de Gennes [sic] faite à sa maiesté. 1685. Engraving and etching 88.1cm x 

56.6cm. RESERVE QB-201 (171)-FT5 [Hennin, 5473]. Bibliothèque Nationale de France. 
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Figure 11: Nicolas II de Larmessin (engraver), Bertrand’s widow (publisher). L’audience Royale de Louis 

le Grand Donnée au Serenissime Doge de Gennes. 1685. Engraving. Hennin 5475. Bibliothèque Nationale 

de France. 
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Figure 12:  Langlois. L’audience Donné Aux Ambassadeurs Extraordinaires Du Roy de Siam Le I Septembre 

1686 Dans Le Château de Versailles. 1686. Estampe. Hennin 5549. Bibliotheque nationale de France. 
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Figure 13: Pierre Landry (Published by). Almanach Pour 1687 : Ambassade Du Siam à Versailles Le 1er 

Septembre 1686. 1686. Estampe, 87.5cm x 54cm. INV.GRAV 4703. Chateaux de Versailles et de Trianon. 

Photo © RMN-Grand Palais (Château de Versailles) / Gérard Blot 
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Figure 14: Nicolas II de Larmessin II, and the widow Bertrand (publisher). La Royalle et Magnifique 

Audience Donné Par[…]Louis le Grand, Roy de France et de Navarre, aux très Illustres Ambassadeurs du 

Magnifique Roy de Siam[…]. 1686. Engraving and etching, 90 x 56.2cm. Hennin 5550.  Bibliotheque 

nationale de France. 
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Figure 15: François Jollain. Audience Aux Ambassadeurs de Siam, Almanach. 1686. Engraving and etching. 

68 x 50.3cm. 2685LR. Rothschild Collection, Louvre Museum, Paris. Photo © RMN-Grand Palais (musée 

du Louvre) / Jean-Gilles Berizzi 
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Figure 16: Paul Sévin (designer), Design for the Almanach pour l’an de grâce 1687. 1686. Drawing. Hennin 

5552, Bibliothèque Nationale de France. 
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Figure 17: Nicolas Langlois. L’ambassade de Siam Reçue à Versailles, Le 4 Septembre 1686 (Almanach Royal 

Pour l’année 1687. 1686. Engraving and etching. Invgravures 4704. Chateaux de Versailles et de 

Trianon. Photo © RMN-Grand Palais (Château de Versailles) / Gérard Blot 

 

Figure 17 (detail) 
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Figure 18:  Jean Moncornet (publisher). Statüe à la gloire du Roy dans la Place des Victoires. 1686. 

Engraving. Hennin 5542. Bibliothèque Nationale de France. 

 

Figure 18 (detail)
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