
démie Royale,” in Collection Deloynes 1881, vol. 
9, no. 133, msp. 360; Brizard 1769, 55; Du Barry 
1769, 55; Bachaumont et al. 1780 – 1789, 13:45 – 46.

	 6.	“Si je vous dis un mot de ses deux Portraits, l’un en 
homme, l’autre en femme, de Mme du Barri, c’est 
que l’original était, il n’y a qu’un instant, la fable de 
Paris. L’on disait, et c’étaient les gens du monde, 
qu’ils ne ressemblaient pas, et que Mme Dubarri 
était mieux; les artistes ajoutaient qu’il y avait de 
quoi faire une figure plus agréable; qu’il y avait au 
Portrait en homme une gêne dans l’attitude qu’on 
peinait à voir, nul ensemble, une tête qui n’appar
tient pas au corps; et sous ce vêtement, un corps 
mince, effilé, évidé. L’artiste ne doutait pas que ces 
deux Portraits ne fussent de tous les tableaux du Sal-
lon les plus regardés. Il y a donc mis tout son savoir-
faire, et s’ils sont mauvais cela prouve qu’il n’est pas 
toujours au pouvoir de l’artiste de réussir; les efforts 
qu’il fait alors, la tâche qu’il s’impose d’avance, 
sont très-capables d’embarrasser sa tête et de mettre 
de l’incertitude dans son pinceau.” Seznec and 
Adhémar 1957 – 1963, 4:90 – 91.

	 7.	Lonsdale sale, London, Christie’s, June 18, 1887, 
no. 888; Gabillot 1906, 57, repro. A copy of this 
picture was included in a New York sale, Chris-
tie’s, January 12, 1978, no. 85, repro. in cat.

	 8.	See Wildenstein 1958, 104.
	 9.	The autograph rectangular replica from the Châ-

teau d’Aiguillon is preserved in the Musée d’Agen. 
An oval replica from the collections of the com- 
tesse de Miranda, Reginald Vaile, Agnew’s,  
and Wildenstein, was sold at Christie’s, New 
York, June 9, 1978, lot 231, repro. in cat. A rectan-
gular copy was featured in a Paris sale (Drouot-
Richelieu, March 21, 1994, lot 4, color repro. in 
cat.). A rectangular version is in the Museo nacio-
nal del Prado, Madrid (Gaxotte 1980, 336, color 
repro.). A poor copy of the head, at one time in  
the Heitz-Boyer collection, is reproduced in Dezar-
rois 1932, 150.

	10.	Wildenstein 1958, 412; Cuzin 1987, 227;  
Rosenberg 1989, 246.

	11.	Wildenstein 1958, 414; Cuzin 1987, 220;  
Rosenberg 1989, 243.
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JEAN HONORÉ FRAGONARD
1732 – 1806

Fragonard was one of the most prolific of the eighteenth-century painters and 
draftsmen. Born in Grasse in southern France, he moved with his family 
at an early age to Paris. He first took a position as a clerk, but having dem-
onstrated an interest in art, he worked in the studio of the still life and genre 
painter Jean Siméon Chardin (1699 – 1779, cats. 11 – 18). After spending a 
short time with Chardin, from whom he probably learned merely the bare 
rudiments of his craft, he entered the studio of François Boucher (1703 – 1770, 
cats. 2 – 6). Under Boucher’s tutelage Fragonard’s talent developed rapidly, 
and he was soon painting decorative pictures and pastoral subjects very close 
to his master’s style (for example, Diana and Endymion, cat. 29). Although 
Fragonard apparently never took courses at the Académie royale de peinture 
et de sculpture, he entered the Prix de Rome competition in 1752, spon-
sored by Boucher, winning the coveted first prize on the strength of Jeroboam 
Sacrificing to the Idols (Paris, École des Beaux-Arts). Before leaving for Italy, 
however, he entered the École des élèves protégés in Paris, a school established 
to train the most promising students of the Académie royale. There he stud-
ied history and the classics and worked with the director, Carle Van Loo 
(1705 – 1765), one of the leading painters of the day. Van Loo’s influence 
on Fragonard’s art is evident in the large Psyche Showing Her Sisters the Gifts 
She Has Received from Cupid (London, National Gallery), a fluidly painted 
work that was exhibited to King Louis XV (r. 1715 – 1774) in 1754.

Following his stint at the École, Fragonard traveled to Italy, spending 
the years 1756 – 1761 at the Académie de France in Rome. Fragonard’s 
slow progress (or his unwillingness to complete his assigned artistic chores) 
concerned the director, Charles Joseph Natoire (1700 – 1777), but the young 
artist showed greater promise when he was steered toward sketching in the 
open air, a practice that Natoire encouraged. Inspired by such landscapists 
active in Italy as Hubert Robert (1733 – 1808, cat. 86) and Claude Joseph 
Vernet (1714 – 1789, cat. 92) and by the patronage of the Abbé de Saint-
Non (1727 – 1791), an accomplished amateur and avid collector, Fragonard 
developed an interest in landscape painting and drawing that would remain 
an important aspect of his art throughout his life. During the summer of 
1760, spent with Saint-Non at the Villa d’Este in Tivoli, Fragonard pro-
duced a series of red chalk drawings of the gardens and principal sites of the 
town that are among the greatest examples of landscape art of the century. 
He returned to France in the company of Saint-Non, with whom he had 
traveled extensively through Italy, making drawings of the principal archi-
tectural sites and works of art that they encountered. Saint-Non later used 
these drawings as the basis for a series of etchings and aquatints.

Back in Paris, Fragonard painted small cabinet pictures — primarily 
landscapes and genre scenes — for the art market and a growing group of 
admirers. He made his public debut at the Salon of 1765 with the stunning 
Corésus and Callirhoé (Paris, Musée du Louvre), a monumental canvas that 
seemed to herald his arrival as the most promising history painter of his 
generation. The grand machine won him probationary acceptance into the 
Académie and the accolades of the critic Denis Diderot (1713 – 1784), who 
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discussed the picture at length in his Salon review in the Correspondance litté
raire. Despite this early success, Fragonard declined to pursue a public career 
as a history painter, preferring to work for a private clientele of financiers and 
courtiers. The failure of the crown to reimburse him promptly for the Corésus 
may have been a factor in his decision. As a result, little documentation and 
critical commentary concerning Fragonard’s art survives, and only recently 
has the development of his career, his patrons, and the significance of his 
innovative imagery begun to be fully explored, notably in the exhibition 
held in Paris and New York in 1987 – 1988.

Nevertheless, Fragonard is rightly considered among the most charac-
teristic and important French painters of the second half of the eighteenth 
century. Over four decades, he produced many brilliantly realized easel 
paintings, like The Swing (London, Wallace Collection), commissioned 
in 1767, or the Portraits de fantaisie (Paris, Musée du Louvre, and elsewhere), 
painted in the late 1760s and early 1770s; and large-scale decorative works, 
the most significant extant example being the four magisterial canvases 
known as the Progress of Love (1771 – 1772; New York, Frick Collection), 
commissioned by Madame du Barry (1743 – 1793) for her country retreat at 
Louveciennes. These paintings marked Fragonard as among the most inno-
vative and brilliant painters of the day, yet his apparently whimsical tempera-
ment and independent ways meant that he never realized the conventional 
rewards his talent deserved. The Louveciennes paintings were returned to 
the artist, replaced by drier yet more currently neoclassical compositions 
by Joseph Marie Vien (1716 – 1809) (Paris, Musée du Louvre, and Paris, 
Château de Chambéry), and other commissions were left incomplete. Yet 
Fragonard earned a good living selling paintings to a close-knit group of 
collectors, many of them drawn from the ranks of the fermiers généraux (tax 
farmers), and by providing brilliant wash drawings as illustrations for vari-
ous luxurious book publishing projects.

A second trip to Italy in 1773 – 1774 in the company of the financier 
Pierre Jacques Onésyme Bergeret de Grancourt (1715 – 1785), one of the 
artist’s major patrons, rekindled Fragonard’s interest in landscape and gar-
den imagery, leading to such masterpieces as the Fête at Saint-Cloud (Paris, 
Banque de France) and the pendants Blindman’s Buff and The Swing (cats. 
40, 41), datable to the late 1770s. During these years Fragonard also pro-
duced numerous ink and wash drawings whose broad handling and vivid 
luminosity reflect an ever-increasing self-assurance and technical command. 
Always a changeable artist, he simultaneously painted tightly wrought cabi-
net pictures in an erotic vein, the most celebrated example being The Bolt 
(c. 1777 – 1778; Paris, Musée du Louvre), made popular through engrav-
ings. Such late works — highly finished pictures focusing on intimate 
themes — show a fascination with the goût hollandais, an influence he passed 
on to his only true student, his sister-in-law Marguerite Gérard (1761 – 1837), 
with whom he sometimes collaborated. Certain of Fragonard’s later  

paintings, like The Invocation to Love, known in numerous versions, also 
demonstrate a darker, more emotional character that anticipates romanticism. 
During the revolution Fragonard left Paris for his native Grasse, taking 
with him The Progress of Love cycle, which he reassembled in the house of 
his cousin. In 1793 he returned to Paris, where his old acquaintance Jacques 
Louis David (1748 – 1845) appointed him a curator at the new national 
museum. During the last decade of his life his artistic production lessened, 
perhaps in the recognition that his late rococo style was out of step with the 
times. He died in 1806.
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