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			Editor’s Foreword

		

		
			It is strange how what is new quickly becomes old, and in art, that applies a bit more than usual to Rococo. This was known in its time as the gout moderne. And, indeed, it was something new, coming after the incredibly long reign of Louis XIV, which lasted 72 years. This permitted a breath of fresh air, a relaxation of strict hierarchical relationships, a moment of gaiety and pleasure, and a chance for artists to break away from Baroque and Classicism. This occurred in all the arts but was noticed most in painting, where there were brighter colors, more fanciful brush strokes, different and sometimes almost scandalous or at least frivolous topics, and in architecture, where rigid straight lines became curves and asymmetry prevailed with much internal decoration. True, the academies were still there, but even they gradually mutated, and rich patrons made them less important anyway. What had not changed, or not that much, was that France was still the trend-setting nation and was copied around Europe as Rococo conquered or at least made incursions into Germany and Austria, Spain, Portugal and even Italy, and, thanks to the grand tour, Great Britain. Then things changed again; after the discovery of ancient Greek sites and more emphatically yet with the French Revolution and the collapse of the very society that nourished it, Rococo became passé or even worse. Still, during much of the 18th century, it inspired some extraordinary art, which is still admired, if a bit nostalgically today.

			This Historical Dictionary of Rococo Art covers the core period of 1700–1789 extensively, but since no art movement emerges from nowhere or just disappears, it also reaches back to earlier times, which created the necessary preconditions and also follows on to later times, including the inevitable Rococo Revival. This can already be seen in the chronology, since, interestingly enough, most of the Rococo artists were actually once Classical or Baroque artists or later became Neoclassical ones. Moreover, in architecture, many older buildings were given a Rococo facelift or at least some features. This can already be seen in the introduction, which provides a broad overview. And the pattern carries on in the dictionary, where precursors and successors appear, but the emphasis is on the leading Rococo painters, sculptors, architects, decorators, garden designers, furniture makers, and others as well as their works, their patrons, their critics, and that new participant—the amateur. Other entries show that although France retains pride of place, this was a pan-European trend, and Rococo flourished in many other countries, kingdoms, and even duchies. For those who want to learn more, the substantial bibliography is a good place to start.

			The author of this latest addition to the art subseries is Jennifer Milam. She is a specialist in 18th century European art and especially French painting, basically the core of this book. She also has a keen interest in garden design, patronage, and aesthetic theory, peripheral but also significant. On reading the entries, it will soon become obvious that she has amassed considerable knowledge on all of the relevant topics. This is what she teaches at the University of Sydney, where she is an associate professor in the Department of Art History. And this is also what she researches and writes about, here and in numerous articles in learned journals. In addition, she has already published two books, Fragonard’s Playful Paintings, which she wrote, and Women, Art and the Politics of Identity in Eighteenth-Century Europe, which she coedited. Not content to have turned out a very informative encyclopedia for us, she is now working on two other books, one of which will deal with the aesthetics of Rococo visual culture. For those who truly enjoy Rococo art because, at its best, it is still beautiful even if a bit old-fashioned, it will be a pleasure to have this source of reference handy or even to read the whole thing from A to Z.

			Jon Woronoff

			Series Editor
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			Chronology

		

		
			1648 France: The Académie Royale de Peinture et de Sculpture is founded by Charles Le Brun and other artists, most of whom worked at court. The first of a series of civil wars, known as the Fronde, breaks out. The child king Louis XIV (who had been made king at age five in 1643) is eventually chased out of Paris with his mother, Anne of Austria; his brother; and his premier ministre, Cardinal Mazarin, who conspired to create negative memories of the capital, which scholars contend led to the establishment of his permanent court at Versailles, rather than the Louvre, in the 1680s.

			1661 France: The majority of Louis XIV begins. Cardinal Mazarin dies, and the title of premier ministre is abolished by the king. Louis XIV assumes sole responsibility for governing France from that point onward, establishing his personal authority as absolute monarch. Jean-Baptiste Colbert is appointed conseiller du roi and becomes the most important minister under Louis XIV with considerable executive power over the arts. André Le Nôtre begins work on the gardens of Versailles, which establish the French formal style as the dominant mode of garden design across Europe for the next century.

			1662 France: The Manufacture des Gobelins, a tapestry factory in the Faubourg Saint-Michel, is purchased by Jean-Baptiste Colbert on behalf of Louis XIV. The original factory for Flemish tapestry makers was established by Henri IV of France in 1602. Charles Le Brun serves as director and chief designer between 1663 and 1690, during which time the productions of the factory are extended beyond tapestries to include upholstered furniture.

			1665 France: Foundation of the Manufacture Royale de Glaces de Miroirs by Louis XIV as part of the market reforms of his new contrôleur général des finances, Jean-Baptiste Colbert. Informally known as the Compagnie du Noyer, the factory supplied the glass used in the Hall of Mirrors at Versailles. The importation of Venetian glass into France became illegal in 1672, when the production methods at the factory proved sound.

			1666 France: The Académie de France, a branch of the Académie Royale de Peinture et de Sculpture, is established in Rome for the training of young French artists.

			1670 England: Richard Lassels’s guidebook The Voyage of Italy is published posthumously first in Paris and then in London. He is the first writer to use the term “grand tour” when describing the benefits of travel for the young gentleman and the necessity of studying the arts of antiquity.

			1671 France: Philippe de Champaigne delivers his lecture on Titian’s Virgin and Child with Saint John at the Académie Royale de Peinture et de Sculpture, which begins the color/line debates.

			1673 France: Roger de Piles publishes his Dialogue sur le coloris in defense of Venetian masters, continuing the color/line debates initiated in the conférences of the Académie Royale de Peinture et de Sculpture in 1671.

			1674 France: Charles Le Brun transforms the Prix Royal, which originated in drawing competitions held at the Académie Royale de Peinture et de Sculpture from 1663. Renamed the Prix de Rome or Grand prix, subjects are henceforth to be taken from the Bible or ancient history, with a preliminary trial around the study of a male nude (known as an académie) used to narrow the competition. Winners were generally awarded scholarships to the Académie de France in Rome.

			1682 France: Louis XIV moves from the Tuileries Palace into the Château de Versailles, establishing the main seat of his court and government outside of Paris. Russia: Peter I becomes czar of Russia. Under his rule as Peter the Great, he ushers in change with the intention of transforming Russia into the rival of Western European nations.

			1685 France: The quarrel between the ancients and the moderns breaks out in literary circles, with debates continuing through 1694. This is a parallel development to the color/line debates raging within the Académie Royale de Peinture et de Sculpture since the early 1670s. Louis XIV revokes the edict of Nantes and many Huguenot artisans leave France, taking their skills with them.

			1690 England: John Locke publishes An Essay on Human Understanding. Locke’s epistemological and philosophical writings influence the development of Enlightenment thought throughout Europe and North America. France: Charles Le Brun dies. Pierre Mignard is appointed premier peintre and elevated to the post of director of the Académie Royale de Peinture et de Sculpture.

			1697 France: The Comédie Italienne is expelled from Paris when its royal privilege is revoked; although, commedia dell’arte actors continue to perform in fairs and festivals, providing subject matter for early Rococo artists like Antoine Watteau. Russia: Peter the Great returns from his incognito tour through Holland and Germany, which stimulated his desire to transform the arts and sciences in Russia, as well as Russian manners and court life, in emulation of Western models.

			1699 France: Roger de Piles is appointed conseiller honoraire to the Académie Royale de Peinture et de Sculpture and publishes his L’abrégé de la vie des peintres, an account of the lives and styles of selected artists categorized according to schools. Jules Hardouin-Mansart, architect of the Galerie des Glaces at Versailles, is appointed surintendant des bâtiments, the position of chief architect for royal buildings. Louis XIV orders the refurbishment of the Ménagerie de Versailles for the duchesse de Bourgogne. The Académie Royale holds its first exhibition of works by academicians in the Grand Galerie at the Louvre, after a 25-year hiatus. The earliest surviving example of a teapot is produced in Paris, an example of the new forms of decorative arts objects being produced across Europe for the fashionable enjoyment of imported refreshments, such as tea and coffee.

			1700 Italy: Giovanni Francesco Albani becomes Pope Clement XI. Papal policy aimed at the preservation and restoration of the remains of antiquity begins in earnest. Spain: King Charles II of Spain dies, ending the line of Spanish Habsburgs. The childless king had named Philip, Duke of Anjou and grandson of Louis XIV, heir to his throne. This provoked the War of Spanish Succession (lasting until 1713) and initiated the Bourbon line in Spain, leading to a shift in artistic tastes from Italian and Flemish models to those from France.

			1701 Germany/Prussia: Elector Frederick III of Brandenburg crowns himself Frederick I, “king of Prussia.” The Prussian kings develop Berlin as their capital.

			1703 Russia: Peter the Great founds the city of Saint Petersburg on marshy wasteland beside the Gulf of Finland. An imperial capital of uniform aspect is created in less than two decades, with noblemen forced to erect houses according to standard designs issued by the Swiss architect Domenico Tresini, who also produced templates for utilitarian structures and tradesmen’s quarters. Saint Petersburg is declared the Russian capital in 1712.

			1708 France: Roger de Piles publishes Cours de peinture par principes avec un balance de peintres, a manual addressing the fundamental principles of painting and summarizing the artistic doctrine of the late 17th century.

			1709 England: Richard Steele founds the periodical the Tatler in London, providing accounts of manners and mores, literary and antiquarian notes, and news and gossip from coffee houses. Joseph Addison and Jonathan Swift both contribute essays on matters of taste in art, garden design, and literature. After the Tatler was discontinued in 1711, Steele and Addison published a similar daily journal, the Spectator, for nine months in 1712, followed by the Guardian in 1713. France: Dezallier d’Argenville publishes La théorie et la pratique du jardinage, which described the specific components and characteristics of the formal French garden. Italy: Ruins of an ancient Roman town are discovered at Herculaneum. Followed by excavations at Pompeii in 1748, these two archaeological finds fuel a renewed interest in antiquity and the development of Neoclassicism as a set of stylistic values. Russia: Peter the Great founds Peterhof as his summer residence. Construction of the gardens and palace begins in 1710.

			1710 Germany: Elector Frederick Augustus of Saxony, who from 1697 ruled as Augustus the Strong, king of Poland, orders construction to begin on the Zwinger in Dresden (built 1711–28). Designed by the architect Matthäus Daniel Pöppelmann and ornamented by the sculptor Balthasar Permoser, the Zwinger was a uniquely festive and theatrical space conceived as a series of pavilions surrounding a courtyard in which court festivities would be held. In the same year, Augustus the Strong also establishes a porcelain factory at Meissen near Dresden, which becomes the first successful manufacturer of hard-paste porcelain in Europe.

			1711 England: The portraitist Godfrey Kneller and others set up the first school of drawing and painting in London, the Academy in Great Queen Street. France: The Oeuvre de Jean Bérain, receuillies par les soins du sieur Thuret is published, widely disseminating Bérain’s designs through Europe and influencing the development of Rococo forms, particularly in furniture and ceramics.

			1712 France: Antoine Watteau is accepted into the Académie Royale de Peinture et de Sculpture, becoming a full member in 1717 with the submission of Pilgrimage to the Island of Cythera (Musée du Louvre, Paris). The minutes note that he was received as a painter of fêtes galantes, which indicates the Académie Royale’s recognition of a new genre of painting.

			1714 Austria: Johann Lukas von Hildebrandt designs the Belvedere Palace for Prince Eugene of Savoy in Vienna, with gardens laid out by Dominique Girard in the French formal style. Italy: Filippo Juvarra moves to Turin as architect to Victor Amadeus II, the Duke of Savoy and king of Sicily.

			1715 France: Louis XV succeeds Louis XIV as king of France at the age of five. Philippe, duc d’Orléans acts as regent until 1723, during which time he moves the court of France back to Paris from Versailles. The regent governed from the Palais Royal, appointing Gilles-Marie Oppenord as his chief architect and designer, while Louis XV lived in the Tuileries. Oppenord remodels the Palais Royal, designing further alterations until 1721.

			1719 England: Watteau travels to London, where he completes paintings for Richard Mead, a well-known doctor and collector. He paints The Italian Comedians (c. 1719, National Gallery, Washington DC) for Mead, along with other works that appear to blur the lines between portraiture and scenes of everyday life. Portugal: Filippo Juvarra begins work on the monumental Baroque palace-convent complex at Mafra, commissioned by King John V.

			1720 England: Louis Chéron and John Vanderbank move Godfrey Kneller’s Academy of Painting and Drawing from Great Queen Street to Saint Martin’s Lane. It is henceforth known as the Saint Martin’s Lane Academy. France: Antoine Watteau paints L’Enseigne de Gersaint for his friend, the dealer Edme-François Gersaint. The painting is displayed at the front of Gersaint’s shop Au Grand Monarque on the Pont Nôtre Dame, which had been in business since 1718. Rosalba Carriera visits Paris at the invitation of Pierre Crozat.

			1721 England: William Hogarth publishes his moralizing print, the South Sea Scheme, which satirizes a recent financial scandal and brings a contemporary controversy into the subject matter of art. France: Watteau dies of tuberculosis. Charles-Louis de Secondat, Baron de Montesquieu, publishes the Persian Letters. Pierre Crozat commissions Gilles-Marie Oppenord to remodel the gallery of his hôtel on the Rue de Richelieu, where he was employed until 1730.

			1723 Italy: Rosalba Carriera is invited to the Este court in Modena to paint portraits of the duke’s daughters.

			1725 England: Lord Burlington completes Chiswick House according to his own designs in the Palladian style. William Kent is involved in the interior decoration and the layout of the gardens.

			1726 England: Philip Mercier introduces the conversation piece to English art with his Party on a Terrace (the Schultz Family, 1725, Tate Collections, London). France: Jean de Jullienne publishes Figures des différents caractères, containing engravings, mostly by François Boucher, after Antoine Watteau’s works. The experience has a formative impact on the development of Boucher’s style, while the project maintains Watteau’s influence on the arts after his death. Italy: The Spanish Steps are completed. Designed by Francesco de Sanctis and the result of the patronage of Popes Clement XI and Innocent XIII, the system of staircase and landings were conceived as part of a program of urban enhancement in Rome.

			1728 England: Batty Langley publishes New Principles of Gardening. France: Jean-Baptiste-Siméon Chardin is accepted into the Académie Royale de Peinture et de Sculpture as a painter of animals and fruits.

			1730 France: Pierre Carlet de Chamblain de Marivaux publishes his play Le jeu de l’amour et du hazard as a work of literature in the “modern” style that parallels the innovations of Antoine Watteau. Gabriel Huquier begins publication of the Livre d’ornements, which contains a number of engravings after designs by Juste-Aurèle Meissonier and has considerable impact on the dissemination of Rococo forms. A new type of desk, the secrétaire, is invented in response to the needs of the personal letter writer. 

			1731 France: François Boucher returns to Paris after three years in Rome.

			1732 England: William Hogarth publishes the six-print series of A Harlot’s Progress and a new genre of novelistic prints with moralizing subjects emerges. Hubert Gravelot arrives in London and introduces French Rococo decorative influences into artistic circles, particularly that of Hogarth. Italy: Giambattista Tiepolo completes The Education of the Virgin at Santa Maria della Consolazione, Venice, his first large-scale altarpiece.

			1734 England: William Hogarth revives the Saint Martin’s Lane Academy, which had ceased to function in the previous decade. A nonhierarchical institution, the principal teachers were Hogarth, Hubert Gravelot, Francis Hayman, and Louis-François Roubiliac. It becomes a hub of Rococo stylistic activity and liberal artistic practices. France: François Boucher is received into the Académie Royale de Peinture et de Sculpture with Rinaldo and Armida. Voltaire publishes Lettres philosophiques. Germany: François de Cuvilliés designs the Amalienburg Hunting Pavilion in the gardens of Nymphenburg Palace outside of Munich. Completed in 1737 and built for the Bavarian Elector Carl-Albert, the interior of Amalienburg materialized Rococo ornamentation in three-dimensional form. Spain: The Palacio Real in Madrid is destroyed by fire. Filippo Juvarra is commissioned by Philip V to build a new palace in 1735 but dies soon after. The project is taken over by Juvarra’s student, Giovanni Battista Sacchetti.

			1735 England: The Engraver’s Copyright Act is established to prohibit unauthorized copies for 14 years after production. France: Germain Boffrand begins his extension of the Hôtel de Soubise, including the oval Salon de la Princesse on the first floor of a two-story pavilion. The curving shape is enhanced by the formation of walls into arches to frame windows, doors, and mirrors, dissolving divisions and creating a continuous undulation. The room is considered a triumph of Rococo interior architecture. Sweden: Carl von Linné (Carolus Linnaeus) establishes the system of binomial classification in Systema naturae, an important example of hierarchically organized systems of classification, which influenced other literary, artistic, and scientific areas of thought during the Enlightenment.

			1737 France: The Salons begin biennially at the Palais du Louvre. Jean-Baptiste van Loo arrives in London. Jacques-François Blondel publishes De la distribution des maisons de plaisance. Holland: Jacob de Wit completes Moses Choosing the Seventy Elders, a decorative work for the Amsterdam Stadhuis.

			1738 England: Louis-François Roubiliac’s sculpted portrait of a living composer, George Frideric Handel, is erected in Vauxhall Gardens. France: A porcelain factory is founded at the Château de Vincennes, moving to Sèvres in 1756 and taking that name. Jean-François de Troy is appointed director of the Académie de France in Rome.

			1739 France: François Boucher paints Le déjeuner (Musée du Louvre, Paris). Jacques de Vaucanson creates a “digesting” duck automaton.

			1740 Austria: The Pragmatic Sanction of Charles VI allows Maria Theresa to assume rule of the Habsburg Empire. In addition to securing thrones for her children, she is a significant patron of the arts, following her father’s example. England: Samuel Richardson’s Pamela, or Virtue Rewarded is published, the first epistolary novel. Germany: Frederick II assumes the throne of Prussia, later to become known as Frederick the Great. He subsequently invades and captures Austrian Silesia, initiating the Austrian war of succession. A significant patron of art and architecture in the Rococo style, one of his first acts related to artistic production is to prohibit the importation of French snuffboxes with the aim of stimulating German production of these exquisite objects, which he collected with a passion. Russia: Elizabeth becomes Empress of Russia and establishes a lively court. Her principal architect is Bartolomeo Francesco Rastrelli, an Italian who trained in France and moved to Russia in 1716. Rastrelli creates for Elizabeth pavilions, palaces, and interiors in a monumental Rococo style.

			1742 France: François Boucher paints Diana Resting after Her Bath (Musée du Louvre, Paris).

			1743 England: William Hogarth paints the series Marriage à-la-mode (Tate Collections, London). Germany: Johann Balthasar Neumann begins work on Vierzehnheiligen, a pilgrimage church near Staffelstein in the Bavarian Rococo style. The highly innovative plan is composed of intersecting ovals around a central shrine.

			1744 Italy: Giovanni Batista Tiepolo is at work on The Meeting of Anthony and Cleopatra and The Banquet of Cleopatra, frescoes for the Palazzo Labia in Venice.

			1745 France: Madame de Pompadour becomes official mistress of Louis XV. She secures important ministerial posts related to the arts first for her uncle, Lenormand de Tournehem, and then for her brother, the marquis de Marigny. The family has substantial influence over royal commissions and the management of the Académie Royale de Peinture et de Sculpture. Eventually, the Rococo style will be associated as much with Pompadour as with the Regency period and Louis XV. Germain Boffrand publishes his Livre d’architecture. Germany: Construction begins on Frederick the Great’s summer residence at Potsdam, outside of Berlin. Schloss Sanssouci is designed as an intimate retreat dedicated to the king’s leisure pursuits in the arts, music, and philosophy as signs of his status as an enlightened absolute monarch. Italy: Giovanni Battista Piranesi leaves the Veneto to settle permanently in Rome. His captivating and imaginative views of Roman ruins entice gentlemen on the grand tour and become highly sought after mementos.

			1746 England: Encouraged by the success of his view pictures with gentlemen on the grand tour, Canaletto moves to London where he is well received. His talents begin to be questioned in later years, and he departs for Venice in 1755.

			1747 England: Garrick manages the Drury Lane Theatre until 1776 and encourages the development of “theatrical conversation pieces” with the idea of using art as a form of publicity for his productions. France: Étienne La Font de Saint-Yenne publishes Réflexions sur quelques causes de l’état de la peinture en France, with an attack on the “effeminacy” of modern painting.

			1748 Italy: Excavations of Pompeii begin, reigniting the enthusiastic interest in antiquity first sparked by the discovery of Herculaneum in 1709.

			1750 France: Jean-Francois Oeben begins to design and construct mechanical tables. Germany: Alexander Gottlieb Baumgarten begins to publish Aesthetica acroamatica (1750–58). This is the first use of the word “aesthetic” and the beginning of investigation into this philosophical idea.

			1751 France: The first volume of the Encyclopédie appears, under the editorship of Denis Diderot and Jean Le Rond d’Alembert. Germany: Giambattista Tiepolo, assisted by his son Giandomenico, paints ceiling frescoes for the Kaisersaal in the Würzburg Residenz, which are finished in 1752. The playful use of foreshortening and trompe l’oeil techniques combine with New World figures to produce works that bring together a Rococo emphasis on decorative qualities, impressions of Baroque grandeur, and an interest in exploration and discovery that is characteristic of the Enlightenment. In Munich, François de Cuvilliés designs the Residenztheater, completed in 1753. Italy: Pietro Longhi’s painting Rhinoceros (National Gallery of Art, Washington DC) celebrates the arrival of an exotic animal in Venice and signals a wider interest in stimulating an acquired knowledge of other cultures through artful documentation. Giovanni Battista Piranesi’s Prisons engravings are published. Sweden: Lovisa Ulrike becomes Queen of Sweden. A passionate patron of French art, she has agents at work in Paris buying contemporary paintings and drawings.

			1752 England: William Halfpenny’s Chinese and Gothic Architecture Properly Ornamented is published and influences the production of chinoiserie and gothic forms in garden architecture, building ornamentation, furniture, and the decorative arts. France: Jean-Honoré Fragonard wins the Prix de Rome. Spain: The Real Academia de Bellas Artes de San Fernando is founded in Madrid.

			1753 England: William Hogarth publishes The Analysis of Beauty, asserting the beauty of the serpentine line. Partly derived from Rococo forms, the aesthetic application of his theory draws on current philosophical thought on the appeal of irregular lines to the eye and mind. France: On behalf of Louis XV, the marquis de Marigny commissions the Ports of France series from Joseph Vernet, which, when exhibited, are celebrated by Denis Diderot for their truthful depiction of nature. Diderot uses the example of Vernet’s landscapes to draw attention to the lack of history painting of similar quality by contemporary French artists. Marc-Antoine Laugier publishes his Essai sur l’architecture.

			1754 England: The Society of for the Encouragements of Arts, Manufac-
tures and Commerce is founded by William Shipley and consolidated by royal acknowledgment in London. Thomas Chippendale publishes the Gentleman and Cabinet-maker’s Director. Robert Adam goes on a grand tour, spending most of his time in Italy, where his study of ruins alters his approach to architectural design. He returns to London in 1757. France: Étienne Bonnot de Condillac publishes his Traité des sensations, and Denis Diderot publishes his Pensées sur l’interprétation de la nature. Jean-François Oeben is appointed ébéniste du roi and thereby exempted from guild restrictions. Germany: The Zimmermann brothers complete Die Wies, a pilgrimage church that stands as a paradigmatic example of the Bavarian Rococo. In Dresden, Johann Joachim Winckelmann publishes his treatise “Thoughts on the Imitation of Greek Works in Painting and Sculpture,” which held up classical Greek art as the foremost model to imitate. Having formed a negative opinion of Baroque and Rococo art, Winckelmann’s ideas and writings are instrumental in the development of Neoclassicism. Russia: Bartolomeo Rastrelli redesigns the Winter Palace in Saint Petersburg.

			1755 France: Jean-Baptiste Greuze is accepted as a member of the Académie Royale de Peinture et de Sculpture. He takes many years to submit his reception piece, and despite the fact that it was a representation of a historical subject, he is received as a peintre de genre. François Boucher is appointed inspecteur sur les ouvrages at the Gobelins tapestry factory, following the death of Jean-Baptiste Oudry. At the Salon of 1755, Maurice-Quentin de La Tour exhibits a full-length pastel portrait of Madame de Pompadour. Germany: Johann Joachim Winckelmann continues his promotion of the ancient Greek model as the basis for art in his publication Reflections on the Imitation of the Painting and Sculpture of the Greeks. Portugal: Lisbon is destroyed by an earthquake.

			1757 England: William Chambers publishes Designs of Chinese Buildings, Furniture, Dresses, Machinery and Utensils, which advertises Chambers’s firsthand knowledge of Chinese architecture and decorative art as a stimulus for new designs appealing to Western tastes. The text is well received but then becomes the target of vehement attacks by writers and other artists. William Hogarth is appointed sergeant-painter to King George II. Edmund Burke publishes An Enquiry into the Origin of Our Ideas of the Sublime and the Beautiful. France: As the result of support from Madame de Pompadour, Étienne-Maurice Falconet is appointed director of the sculpture studios at the Sèvres porcelain factory. Russia: Ivan Shuvalov founds the Academy of Arts and houses it in his palace in Saint Petersburg. Catherine the Great renames it the Imperial Academy of Arts in 1764.

			1759 England: Josiah Wedgwood founds a ceramic factory in London and capitalizes on the growing interest in antiquity. France: Denis Diderot begins writing criticism of the biennial Salons for Baron Melchior Grimm’s Correspondence littéraire, a practice he continues until 1781. Italy: Pope Clement XIII includes Denis Diderot and Jean Le Rond d’Alembert’s Encyclopédie and Helvétius’s De l’esprit in the index of forbidden books. Spain: Charles III ascends to the throne of Spain. He opens the Fábrica del Buen Retiro porcelain factory (destroyed 1808).

			1760 England: George II dies. George III becomes king of Great Britain. The first Society of Artists exhibition takes place in London. France: Bernard van Risamburgh begins production of the first porcelain tables for the marchand mercier Simon-Philippe Poirier.

			1761 England: Allan Ramsay is appointed sergeant-painter to George III. Thomas Gainsborough participates in the second Society of Artists exhibition in London. France: Jean-Honoré Fragonard returns to Paris after five years in Rome. Jean-Baptiste Greuze paints The Village Betrothal (Musée du Louvre, Paris) to the wide acclaim of critics at the Salons. Jean-Jacques Rousseau publishes his novel of sentiment, Julie, ou la nouvelle Héloïse, which includes a description of a garden designed through artful naturalness. Italy: Giovanni Battista Piranesi publishes Della magnificenza ed architettura de’ romani in an attempt to refute the claim made by Johann Joachim Winckelman that Roman architecture was derived from Greek examples.

			1762 Italy: Pietro Bracci’s Oceanus is installed in the central niche of the Fontana di Trevi, thereby completing the monumental fountain in Rome begun by Nicola Salvi in 1732. The Venetian philosopher, scholar, and art critic Francesco Algarotti publishes his treatise Saggio sopra la pittura. Russia: Death of Empress Elizabeth. Peter III becomes Emperor of Russia for several months until he is assassinated in a palace coup d’etat by his wife, Catherine II. Catherine the Great begins to rule. To differentiate her court from that of Elizabeth, she turns to Neoclassicism as a style in architecture and decoration. Spain: The German painter Anton Raphael Mengs, as well as Giambattista Tiepolo and his two sons, Giandomenico and Lorenzo, are all at work on frescoes at the Palacio Real. Mengs is appointed principal painter to Charles III in 1766. Giambattista Tiepolo dies in Spain in 1770. Giandomenico returns to Venice, but Lorenzo remains at work at the Spanish court.

			1764 England: Robert Adam publishes Ruins of the Palace of the Emperor Diocletian at Spalatro in Dalmatia. Hogarth dies. Germany: Johann Joachim Winckelmann publishes History of the Art of Antiquity. Russia: Catherine II founds the Hermitage museum in Saint Petersburg.

			1765 Austria: Joseph II of Austria becomes holy Roman emperor and ruler of the Habsburg Empire (d.1790). France: Jean-Honoré Fragonard is accepted into the Académie Royale de Peinture et de Sculpture with Coroesus Sacrificing Himself to Save Callirhoë (Musée du Louvre, Paris) with much critical attention and accolade. Jean-Baptiste Greuze exhibits Girl Weeping over a Dead Bird at the Salon. François Boucher is appointed premier peintre du roi and director of the Académie Royale, succeeding Carle van Loo.

			1766 England: The Swiss painter Angelica Kauffman arrives in London, where she lives until 1781. She is one of two women honored in 1768 with founding membership to the Royal Academy. Germany: Gotthold Ephraim Lessing publishes Laocoön: or, the Limits of Painting and Poetry.

			1767 France: Jean-Honoré Fragonard paints The Happy Hazards of the Swing (Wallace Collection, London).

			1768 England: The Royal Academy of Arts is established in England, with the painter Joshua Reynolds as president. Joseph Wright of Derby paints Experiment on a Bird in the Air-Pump (National Gallery of Art, London), one of several candle- and lamp-lit interiors depicting experimentation produced by the artist during the 1760s. Poland: King Stanislaus II appoints the Venetian Bernardo Bellotto as court painter. At the request of the king, Bellotto produces a series of views depicting Warsaw as testament to the capital city’s development and standing under Stanislaus’s rule. Russia: Catherine the Great invites the French sculptor Étienne-Maurice Falconet to Saint Petersburg to execute an equestrian monument to Peter the Great.

			1769 England: Sir Joshua Reynolds delivers the first of his discourses to the Royal Academy of Arts. He receives a knighthood from George III. France: Jean-Baptiste Greuze presents Septimius Severus Reproaching Caracalla to the Académie Royale de Peinture et de Sculpture as part of his unsuccessful bid to be received as a history painter.

			1770 England: Thomas Gainsborough exhibits The Blue Boy at the Royal Academy exhibition. France: François Boucher dies.

			1771 France: Jean-Honoré Fragonard paints four panels for Madame du Barry’s gallery at Louveciennes, known as the Progress of Love. Completed in 1773, the series was rejected by Du Barry and replaced with works by Joseph-Marie Vien. Many art historians consider this episode to mark a shift in taste from Rococo to Neoclassicism.

			1772 England: Benjamin West is appointed historical painter to George III, the result of success he enjoyed after painting The Death of General Wolfe in 1770. Germany: Johann Wolfgang von Goethe writes an essay on German architecture, expressing his admiration for Gothic buildings.

			1773 England: Robert and James Adam begin to publish The Works in Architecture of Robert and James Adam (completed 1778).

			1774 France: Louis XVI becomes king of France. Spain: At the invitation of Anton Raphael Mengs, Francisco de Goya begins to supply tapestry cartoons to the Real Fábrica de Tapices y Alfombras de San Bárbara, completing a number of lighthearted genre scenes peopled with French- and Spanish-style figures.

			1776 England: William Chambers begins work on Somerset House. Germany: Goethe begins work on designs for a pleasure park with Gothic and Classical follies at Weimar at the request of Duke Karl August of Saxe-Weimar. American colonies The American Declaration of Independence is signed by the congressional representatives of the thirteen states of the American colonies, and George Washington defeats the British at Trenton.

			1778 France: Death of Jean-Jacques Rousseau. Hubert Robert is appointed dessinateur des jardins du roi.

			1779 France: Influenced by a growing interest in revolutionary thought, democratic ideals, and the War of American Independence, the sculptor Jean-Antoine Houdon exhibits portrait busts of Voltaire, Jean-Jacques Rousseau, George Washington, and Benjamin Franklin.

			1780 Italy: Giacomo Casanova publishes Il duello, the first of his autobiographies.

			1781 Enlgand: Jean-Jacques de Loutherbourg’s Eidophusikon is performed in London.

			1782 France: Choderlos de Laclos publishes Les liaisons dangereuses. The Montgolfier brothers invent the hot-air balloon.

			1783 France: The Treaty of Paris ends the American War of Independence; Britain recognizes the independence of the thirteen American colonies.

			1784 England: Thomas Gainsborough secedes from the Royal Academy of Arts, refusing to exhibit at Somerset House. Sir Joshua Reynolds is appointed sergeant-painter to George III.

			1785 France: Jacques-Louis David’s Oath of the Horatii (Musée du Louvre, Paris) is exhibited at the Salon and received with public and critical acclaim. The Diamond Necklace Affair continues to damage Queen Marie-Antoinette’s reputation.

			1786 Spain: Francisco de Goya is appointed painter to Charles III. After the king’s death in 1788, he becomes painter to Charles IV. Sweden: King Gustav III establishes the Swedish Academy.

			1787 France: Élisabeth Vigée Le Brun exhibits her portrait, Marie-Antoinette with Her Children (Musée National de Château de Versailles, Paris), which attempts to present the queen as a “good mother”; although, the work was not received along these lines.

			1789 France: Louis XVI summons the Estates-General in May. The National Assembly is formed and a new constitution established. The French Revolution begins with the storming of the Bastille on 14 July.

			1792 England: Benjamin West becomes president of the Royal Academy following the death of Joshua Reynolds. France: The Reign of Terror begins shortly after the National Convention declares France a republic.

			1793 France: Louis XVI is charged with high treason by the National Assembly and executed. The Louvre reopens as a national museum, called the Muséum Central des Arts, and the Académie Royale de Peinture et de Sculpture is abolished. Jacques-Louis David paints The Death of Marat (Musées Royaux des Beaux-Arts, Brussels).

			1796 France: Artists working in the studio of Jacques-Louis David coin the word “rococo” as a derogatory term sometime between 1796 and 1797.

			1820s: French art, architectural ornament, furniture, and other decorative objects seized during and after the Revolution of 1789 pour into the international art market, stimulating a taste for Rococo art and giving rise to the various revival styles between the 1820s and 1860s.

			1846 England: John Weale publishes Old English and French Ornament, which reproduced Rococo designs for copying.

			1851 England: One of the dominant commercial styles in the Great Exhibition in London is the Rococo Revival.

			1855 France: Alphonse Giroux produces a Rococo-style secrétaire for Empress Eugénie, wife of Napoleon III and a prominent patron of the Rococo Revival. Franz Xaver Winterhalter paints Empress Eugénie among Her Ladies-in-Waiting (Château de Compiègne), a group portrait that intentionally evokes the elegance of Rococo painting.

			1863 France: Charles Garnier’s inspiration for the interior of the Paris Opéra is Rococo decoration, which becomes more flamboyant and excessive in this revival style.

			1881 France: Passionate collectors of Rococo art, the Goncourts write the first comprehensive history of the era and style. Three volumes of L’Art du XVIIIe siècle are published between 1881 and 1884.

		

	


	
		
			Introduction

		

		
			Defining the Rococo

			The Rococo is generally defined as a style in art and architecture and as a period in the history of art. Chronologically, this period can be roughly located between 1700, during the final decades of the reign of Louis XIV, and the beginnings of the French Revolution in 1789. France is the point of origin of the Rococo, where it emerged as a mode of interior decoration. It developed as a playful and interactive contrast to the Baroque grandeur and Classical solemnity of the 17th century and flourished through its association with fashionable and aristocratic tastes at the French court and in Paris. Beyond France, its influence spread throughout continental Europe and to the Americas from the 18th century onward, enjoying periods of renewed interest, such as during the Rococo Revival of the mid-19th century.

			Rococo art includes a diverse array of media, stylistic variations, and genres. Paradigmatic examples of the Rococo include Antoine Watteau’s fêtes galantes, François Boucher’s pastorals, and Jean-Honoré Fragonard’s swinging women. As fantasies of aristocratic leisure, such paintings appear to embody the spirit of the age. These works share a stylistic affinity with garden sculptures by Étienne-Maurice Falconet and Jean-Baptiste Pigalle, which charm through their combination of wit and grace.

			Equally representative works of the period include the society portraits of Thomas Gainsborough, the bourgeois dramas of Jean-Baptiste Greuze, and the “modern moral subjects” of William Hogarth. When these are considered in relation to the works of Watteau, Boucher, and Fragonard, it becomes increasingly difficult to determine a unifying set of formal and thematic characteristics. While stylistically incongruous, all these works engage with definitive aspects of the Rococo: innovation, novelty, and commitment to modern picture making. Similarly, Louis-François Roubiliac’s naturalistic sculpted portraits, Jean-Baptiste-Siméon Chardin’s painterly still lifes, and Francisco de Goya’s satirical commentaries set within the Madrid fairs can be considered Rococo because of the way that they manipulate and play with received conventions. In architecture, it is equally difficult to come up with stylistic criteria encompassing the refined delicacy of the Hôtel de Soubise in Paris, the heightened religious aestheticism of Bavarian pilgrimage churches, and the cosmopolitan exoticism of William Chambers’s pagoda at Kew.

			Characteristics of an Ornamental Repertoire

			While attempts to typify the Rococo style through overarching generalizations are invariably fraught with exceptions and continual reconfigurations, it is nevertheless possible to identify the dominant characteristics of an ornamental repertoire. The Rococo is distinguished by asymmetry, curving and sinuous line, a preponderance of natural motifs, and a serious interest in pleasure, play, and eroticism as themes in art and qualities of artistic expression. It was first and foremost a style of ornament that emerged in designs for the decoration of interiors, especially wood paneling, chimneypieces, moldings, stuccowork, and ceilings, which were painted, sculpted, or carved with highly inventive grotesques and arabesques. Decorative craftsmen excelled as the result of this new taste that revolted against 17th-century Classicism and the Baroque, threatening, to a certain extent, the authority of academic history painting, sculpture, and architecture. Architectonic forms were eroded by ornamentation. Mirrors and decorative stuccowork became the principal features of room interiors, displacing grand painting and sculptural reliefs that were traditionally the focal point on walls and ceilings but were increasingly relegated to over-doors and ceiling coves during the Rococo period. A shift of taste in subject matter accompanied this relegation, with a movement away from narratives conveying heroic virtues to themes of love and leisure.

			Watteau was one of the first artists to translate arabesque forms and themes into figural painting. Subsequent generations of Rococo artists continued to explore the affective potential of decorative forms, specifically through sensual techniques that emphasized the materiality of art in service of eroticism. In general, Rococo figure painting is characterized by its use of painterly brushstrokes, softness of palette, and delicate color harmonies that aim to seduce the eye. Compositional space is often flattened out in Rococo painting, with complex figural poses creating surface patterns in cooperation with stage-like landscape or architectural settings. Rococo sculptors similarly began to experiment with unbalanced compositional arrangements and new materials, such as biscuit porcelain and terracotta, to enhance the tactile allure of their art works in tandem with sinuous lines.

			As a style of interior decoration, the Rococo was initially confined to the intimate circles of wealthy and mostly aristocratic patrons who were able to pay for updated refurbishments of their urban townhouses and country estates. From interior walls and ceilings, however, Rococo ornamentation spread to the decorative arts, particularly in designs for silverware, porcelain, and fabrics, as well as furniture. Suites of ornamental prints by Gilles-Marie Oppenord, Juste-Aurèle Meissonier, and Jacques de Lajoüe promulgated the Rococo as the style of civility to a wider audience composed of middle-class consumers. Expanding luxury markets increased the demand for Rococo objects, which were affordable to the bourgeoisie. Moreover, the production of ornamental prints contributed to the dissemination of the French Rococo throughout Europe, which varied the Rococo further as the artists and architects of other countries interpreted the style in accordance with local traditions.

			The Term Rococo: Rocailles, baroque, and the goût moderne

			The etymology of Rococo as a stylistic label traces the term back to the French adjective rocailles, which was used to describe the rockwork decorating grottoes in gardens as early as 1715. The term rocailles was employed by artists and craftsmen in the 1730s and 1740s to designate the ornamental repertoire now considered to be distinctive features of the Rococo: asymmetrical cartouches, contrecourbe S-curves and C-curves, shells, batwings and palmettes, among other fantastic, exotic, and natural forms. Rocaille appears along with the related coquillage (shellwork) to designate these forms on ornamental prints.

			Contemporary observations of the style as it appeared in architecture, painting, and sculpture were less specific, calling it “irregular” and “bizarre.” Occasionally the term baroque was used, not to claim a continuity of style with Baroque art and architecture of the 17th century but to denigrate its asymmetry, lack of verisimilitude, and disregard for the rules of classical proportions. The French philosophe and art critic Denis Diderot, for example, attacked Rococo art using the adjective baroque to describe its forms, which he further qualified as “nuances of bizarre.”

			By the 1790s, rocaille was corrupted into Rococo as a form of studio slang in Paris. The term may have been conflated with baroque at the time through a derogatory and mnemonic play on the French transliteration of barroco, a word first used in Portugese to denote irregular pearls (pérla barroca) but also appearing in Spanish and Italian usage, and in German as baroko (closely related to rokoko). Partly because of this confusion of terminology, the Rococo was erroneously analyzed in the early 20th century as a continuation of the Baroque style and, at times, referred to as late Baroque. While art historians, such as Fiske Kimball and Anthony Blunt, subsequently argued that the stylistic designator Rococo should be restricted to works that share a discrete set of formal characteristics, current scholarship pursues the Rococo as a playful response to previous traditions and the rules of art.

			In the study of French 18th-century art, the catch-all Rococo has recently given way to the more historically precise, yet equally vague, term goût moderne—a contemporary phrase used to refer to the modern taste of society in the first half of the 18th century, when the Rococo flourished. Even so, at that time, there was no theoretical exposition of the goût moderne in defense of its forms and themes. Hogarth’s celebration of serpentine and sinuous lines as the ultimate formal expression of beauty came close, but it was not a theory he put into practice in his own art. The first extended characterizations of Rococo art were critiques by artists and writers largely antagonistic to its proliferation. Looking back over the century, these authors referred to the taste for such art as le goût moderne, le goût nouveau, or le goût de ce siècle. It is through the use of these words, however, that the Rococo comes into focus.

			Contemporaries described Rococo art as “modern,” “new,” and “of the 18th century,” implying by extension that it was anticlassical, outside of tradition, and not beholden to the past. This characterization accommodates stylistically heterogeneous works, such as Watteau’s fêtes galantes and Hogarth’s “modern moral pictures.” While Watteau and Hogarth produced remarkably different paintings of contemporary life, they both created new genres of painting. In addition, their divergent practices responded equally to the fundamental qualities of the Rococo: its thirst for novelty, its boundless capacity for free invention, and its inclination toward abstraction. Indeed, the Rococo is best understood as an inventive rebellion against received artistic conventions and a refusal to be limited by the authority of the past.

			Origins of the Rococo at the French 
Court under Louis XIV: Around 1700

			The emergence of the Rococo in France can be contrasted with the prevailing style of art and architecture produced during the age of Louis XIV, which is marked by its ceremonial ostentation, glorification of monarchical power, and allusions to France as the rightful heir to classical antiquity. Grand Manner Classicism is the stylistic term sometimes used to designate this distinctive mix of Baroque pomp and classical restraint. According to the court memoirist, the duc de Saint-Simon, Louis XIV “liked splendor, magnificence and profusion in everything. He turned this taste into a poetic maxim, inspiring his entire court with it.” The king personally motivated work in all the arts. Building projects provided a direct impetus for increased production in painting, sculpture, and garden design throughout Louis XIV’s reign, although creative energies peaked between the king’s triumphant return to Paris with his new Hapsburg bride in 1660 and the permanent installation of the court at Versailles in 1682, with significant construction and embellishment of the main château continuing throughout the 1680s. Factory workshops were founded to produce tapestry and furniture, silks, ceramics, crystals, and other materials to decorate the royal châteaux. As a result, the decorative arts achieved unprecedented levels of craftsmanship, making it possible to assert, for the first time, the superiority of France within European luxury markets. Academies of the arts and sciences were also sponsored to better serve the glory of the king. These new institutions were established not only to support the arts but also to codify rules of practice and judgment. There was a general move toward transparency in matters of taste, within which the king became the ultimate arbiter of excellence and achievement. A direct correlation was struck between the products of French genius and the figure of Louis XIV.

			While the general stylistic conformity of Louis XIV’s reign served the purpose of establishing and maintaining a sense of tradition and monarchic authority for nearly 70 years, it also hindered innovation and variation. The development and refinement of the arts under Louis XIV began to stagnate from the late 1680s onward. Although major projects continued to stimulate artistic output, such as the building and decoration of Trianon and Marly, the king’s preference for academic Classicism prevented stylistic experimentation. Nevertheless, the earliest articulation of Rococo forms began in his court. Fiske Kimball, in his influential book The Creation of the Rococo (1943), pinpoints the origins of the new style to a series of designs by Pierre Lepautre for chimneypieces produced for Marly in 1699. What distinguished these designs was the transference of arabesque ornamentation normally reserved for panel filling into the framing elements, which broke through the purity of geometric outline. This decorative destabilization of regular interior ornament represented an early challenge to the authority of architectural conventions.

			A New Decorative Idiom: Grotesques and Arabesques

			The decorative tendencies associated with the Rococo—sinuous line, asymmetry, and the use of natural motifs—thus appeared around 1700 in the ornamentation of French interiors, specifically as part of the refurbishment of a number of royal châteaux, including Meudon, Marly, the Ménagerie at Versailles, Sceaux, Saint-Cloud, and La Muette. Ceiling decorations, wall panels, and chimneypieces at these and other palaces in the Île de France, as well as hôtels particuliers in Paris, were adorned with grotesques and arabesques, making new use of traditional decorative forms. In origin, grotesques were surface decorations found in partially excavated rooms of ancient Roman palaces. They were introduced at the French court during the Renaissance, but lost favor in the time of Louis XIV, when Classicism dominated. Despite the ancient Roman genealogy, grotesques and arabesques contradicted the classical rules of proportion and geometric ordering. Grotesques arranged animal, vegetal, and architectural forms in intricate and irrational patterns. Arabesques borrowed from grotesques, blending figural and ornamental forms into delicate, airy, fragmented, and exotic designs. Within both genres, conventions of spatial illusion were ignored so that the experience of looking at grotesques and arabesques initiated aimless visual wanderings between patterning and representation. Grotesques and arabesques were enthusiastically revived in the 1690s by early Rococo artists both in architectural ornamentation and in costumes for the ballet de cour, masquerades that included the performance of courtiers. Both forms constituted an inherently aristocratic mode of decoration and were appreciated for their playful shifts between illusion and artifice.

			Grotesques and arabesques were not the only ornamental designs that began to vie with the prevailing academic Classicism around 1700. Motifs from the theater, comic monkey imagery, and exotic borrowings from China were equally fashionable with aristocratic audiences. These subjects and forms opposed narrative legibility and didacticism, the cornerstones of 17th-century French art under Louis XIV, whose monarchical power was represented in painting by a combination of verisimilitude and the pursuit of higher truths. At the turn of the century, however, these values began to give way to an appreciation of wit and playful deception. In the interior, such a preference was taken to the extreme in the use of large mirrors rather than traditional paintings as panels above fireplaces and consoles. Similarly, the outward display of grandeur and magnificence expressed through the heavy ornamentation of Louis XIV’s decorative schemes was rejected in favor of lighter, more delicate forms.

			The Impact of Costly Wars and a Decline in State Sponsorship

			Scholars remain divided as to which historical and social circumstances gave rise to the new decorative approaches of the Rococo, although it is generally agreed that a series of costly wars impacted upon building and the arts in France from the late 1680s onward. Some innovation was forced through a change in financial circumstances at court. Silver furnishings belonging to the rich and fashionable were melted down at Versailles in 1689 and again in 1709 to fund ongoing military campaigns. Fine porcelain pieces were ordered in their place so that traditions of grand dining could continue, albeit with new stylistic accents. White and lightly colored porcelain imitated the chasing and molding of silver, but the overall impression was distinctly less ornate and more graceful. The use of gold in decoration had been banned by royal decree in 1691, which encouraged a return to timber paneling. Large scale building projects gave way to less costly refurbishments and a trend for “little” châteaux and pleasure houses, in either the country or the expanding suburban areas around Paris. These economic and political constraints on elite consumption undoubtedly contributed to the development of the Rococo style, which is accordingly characterized by graceful refinements in decorative form, the use of porcelain as an artistic material, and smaller, more intimate interior spaces.

			At the end of the century, state support for the arts in France was so curtailed that the office of premier peintre, once held by Charles Le Brun, was left vacant for some 20 years after the death of Le Brun’s successor, Pierre Mignard, in 1695. As both of these painters had also led the Académie Royale de Peinture et de Sculpture, this left the artistic institution without significant direction and impetus. It was not, however, completely inactive. Theoretical disputes concerning the authority of the ancients over the moderns were revisited. In 1699, the amateur member, Roger de Piles published his Abrégé de la vie des peintres, reigniting the debate by favoring artistic license and celebrating the colorism of the Venetians and Peter Paul Rubens. This provided support for the leading academic painters, Charles de La Fosse and Antoine Coypel, who were increasingly colorist in approach, meaning that they used nuances of color and brushwork to materialize form, rather than hard lines to create the outlines of figures and compositional structure. While both Coypel and La Fosse received significant commissions from the crown for work at Versailles, Marly, and the Invalides in Paris, neither assumed the authority Le Brun enjoyed under the protection of Louis XIV’s most powerful minister, Jean-Baptiste Colbert. Moreover, their personal styles in these major commissions largely conformed to the conventions of academic Classicism, albeit reinvigorated with a new decorative exuberance. Established stylistic tastes associated with Louis XIV’s reign continued to dominate in official spaces in Paris and at court, but on the peripheries, interesting developments were taking place.

			Genesis of the Rococo: A Suitably “Youthful” Style

			In the more intimate spaces of Versailles and other royal châteaux, particularly those dedicated to leisure and entertainment, the genesis of Rococo ornamentation occurred. New arrivals at court, such as the young duchesse de Bourgogne, gave cause for some significant creative departures from standard royal forms of decoration. Dubbed a “walking doll” by some courtiers, Marie-Adélaïde of Savoy came to France to marry the king’s grandson at the tender age of 11. She charmed Louis XIV, and many commented upon the lively spirit she brought to life at court. To please her, Louis XIV ordered the refurbishment of the Château de la Ménagerie in an appropriately “youthful” style. The result involved arabesques and grotesques by Claude III Audran and curvilinear sculptural forms incorporating shells in panel framing by Lassurance. It constituted a dramatic step away from the monumentality of the style of decorations at Versailles and toward the graceful delicacy and playfulness of the Rococo.

			The redecoration of the Ménagerie did not, however, signal a wholesale shift in official taste, as it can be understood within the prevailing academic principle of convenance, which dictated the necessity of suiting form to purpose. In this case, the function of the place and the age of its intended occupant required a lighthearted approach to decoration. Perhaps what is more important is that the fresh creative ideas for the decoration of the Ménagerie came from artists working within the administrative departments of the king’s household, the Bâtiments du Roi and the Menus Plaisirs, which also produced novel decorative schemes of a similar type for the private apartments and châteaux of other members of the royal family. Alternative artistic programs that first articulated the visual vocabulary of forms and motifs associated with the Rococo thus developed from within the world of court culture and were not strictly opposed to the prevailing values and tastes of the highest-ranking nobles at Versailles.

			Generalizations about the rise of the Rococo as a pursuit of sensual pleasure and frivolity, therefore, too often pit it against what is described as the oppressive piety of the final years of Louis XIV’s reign. A series of deaths within the royal family between 1711 and 1712, which left a boy of five (the future Louis XV) as the only legitimate heir to the throne in 1715, undoubtedly dampened any celebratory mood. Nevertheless, the artistic changes that characterized the Regency were foreshadowed by the Sun King’s retreat into intimacy and private entertainments at Trianon and Marly, as well as the youthfulness he embraced in doting on the duchesse de Bourgogne and seeking to please her through the rejuvenation of life at court.

			The style régence and the 
Rise of the Rococo in France: 1715–23

			While emerging from the designs of artists working under Louis XIV, the initial phase of the Rococo in France is closely associated with the Regency period (1715–23). After the death of Louis XIV in 1715, while Louis XV was still in his minority, Philippe d’Orléans (the former king’s nephew) was appointed regent of France. Shortly afterward, the new regent moved the court from Versailles back to its traditional location in Paris. This has been interpreted as a final—and futile—attempt on the part of members of the old noble families to reassert their authority in politics and culture, which had been eroded through the solidification of absolutism under Louis XIV. The Sun King’s decision to move the court to Versailles in the early 1680s caused the balance of power to shift to the personal authority of the king as represented through his magnificent palace, which accommodated the nobility and served as both the seat of government and the center of social life. Paris, in contrast, remained a metropolis but ceased to be associated with the power and glory of king and court. At the beginning of the Regency, the outward signs of the aristocracy’s renewed bid for power were visualized through private architectural projects and their ornamentation, which adopted the Rococo as an inventive alternative to the codified visual language of academic Classicism closely linked with monarchical authority under Louis XIV.

			A wave of building hit Paris as early as 1700, fueled by financiers flush with profits made during the disastrous late wars of Louis XIV’s reign. Luxurious residences began to appear in new fashionable neighborhoods, such as the Faubourg Saint-Germain. The nobility, however, did not return en masse until the regent established the seat of government at his family residence in Paris, the Palais Royal, with the boy-king Louis XV installed in the nearby Tuileries. Nobles of the sword and robe, as well as wealthy members of the bourgeoisie, built or refurbished residences to be close to the new center of power.

			The Regent as a Patron of Rococo Architecture and Interiors

			Like Louis XIV before him, the regent set an example with his artistic patronage. The refurbishment of the Palais Royal, which had begun under his father in the last decade of the 17th century, was thoroughly revamped with an increased emphasis on architectural ornamentation. The regent’s artistic advisors included a number of men with avant-garde tastes: Pierre Crozat, an enormously wealthy financier and patron of the arts, who hosted one of the most important gatherings of artists and amateurs in Paris during the first two decades of the 18th century; Roger de Piles, an amateur member of the Académie Royale and writer of theoretical treatises on the arts that championed artistic innovation and the seductive qualities of color; Antoine Coypel, a prominent academician and painter with colorist leanings and significant skills in the use of illusionistic painting techniques; and Oppenord, an architect who was more influenced by Italian Baroque decoration than the rational proportions of classical antiquity.

			As early as 1701, Philippe d’Orléans had engaged Coypel to decorate the gallery commissioned by his father from Jules Hardouin-Mansart with scenes from Virgil’s Aeneid. This was a novel choice, but conservative in some respects, as it drew its subjects from a classical epic. Nevertheless, Coypel took significant liberties with his source, omitting episodes and rearranging the sequence of events. The result was an innovative handling of a text from antiquity that abstracted the narrative program. Stylistically, the break with 17th-century French Classicism was equally evident. Areas of color, decoration, and illusionism seduced the eye, drawing the mind away from the subject matter to experience the pleasures of painted decoration. More than anything else, Coypel’s paintings at the Palais Royal materialized the triumph of the “moderns” and rubénisme, or the colorist side of the color/line debates that began in 1670.

			Aesthetics: The Color/Line Debate

			The color/line debates within the Académie Royale paralleled the “quarrel of the ancients and the moderns” that took place in the Académie Française, the institution concerned with the regulation of the French language and issues of judgment in philosophy and literature. Of central concern to those engaged in these arguments was the authority of the past. For both the “ancients” and the poussinistes (as the proponents of line were known), the model of classical antiquity, revived in the Renaissance and revisited in the middle of the 17th century by French artists, such as Nicolas Poussin, presented an ideal that could be equaled but not surpassed. The “moderns” and the rubénisites took issue with this position and argued for the merits of artistic freedom, claiming that contemporary innovation should not be subjugated to the stricture of rules. These arguments came to a head at the start of the regency, and the significance of the regent’s personal support of artists, architects, and theorists within the moderns camp was of considerable influence in the successful promotion of art forms that challenged the authority of the past. As the example of Coypel’s Galerie d’Enée indicates, this challenge was not an outright rejection of classical sources and inherited traditions but rather generative, creative play with the conventional forms and themes of representation.

			In support of these new attitudes to artistic production, the Abbé Dubos, in his Réflexions critique sur la poésie et la peinture (1719), written in the early years of the regency, argued against the subjugation of artistic creativity to intellectual laws: “A work might be bad without transgressing the rules [of art], just as a work full of such transgressions is able to be excellent.” Merely following rules did not ensure aesthetic value. Instead, the positive success of art relied upon its appeal to sensation. The subjective reception of a work of art based upon the feelings and emotions that it aroused was, therefore, claimed to be as important as, or even more so than, its objective relationship to narrative traditions of representation and rules of judgment. This “modernist” issue had a formative effect on the types of artworks created by Rococo artists for their audiences, particularly in painting.

			Watteau and the fête galante

			Rococo painting derives from arabesque forms of decoration. Around 1712, in the hands of Watteau, ornamental motifs and stylistic forms were transposed into figural painting. His fêtes galantes, which epitomize the Rococo as a style, are garden scenes of leisure and love, yet beyond this rather general description, their content remains vague, even mysterious. Elegant figures in 18th-century dress lounge in nebulous landscapes, striking languorous poses and engaging in conversation, music, and dance. Viewers cognizant of narrative techniques established during the Renaissance and codified by academic doctrine of the 17th century struggle to derive information from the parts of the painting where it is expected to be found—facial expressions are difficult to discern, and the backs of central figures are turned to the beholder. Emotions, therefore, cannot be read. Similarly, gestures lead to areas of the composition, or even outside of the frame, where no further information can be derived. Often what attracts the viewer’s attention is the shimmering quality of fabrics and light, which stimulates an engagement with color and paint. In this way, Watteau manipulated the inherited narrative conventions of painting to produce images that encourage his viewers to prioritize the creative activity of art making over the narrative action of a depicted event or subject.

			This insistence upon the viewer’s acknowledgement of the creative act and the artfulness of an image, object, or building and its decoration is a defining characteristic of the Rococo. Considerably more important, however, is the engagement of Rococo painting with the manners and mores of its intended audiences—men and women of the 18th century varied by class, gender, and geographical contexts. In the case of Watteau, his paintings engage with elite codes of behavior related to the cult of honnêteté, an idealized way of life that defined noble deportment in France from the middle of the 17th century onward. More than simply representing leisure practices of elite society, Watteau’s great innovation was his development of a style that embodied the values of his intended viewers, particularly the desirable notion of effortless and artful presentation of the self. By the time the French Rococo reached its height in the 1730s and 1740s, its forms and themes were seen as synonymous with an aristocratic way of life.

			Triumph of the Rococo: 1723–50

			As the Rococo continued to develop within the context of 18th-century interiors, it maintained a close association with elite forms of decoration. Genre scenes were increasingly popular with 18th-century collectors, and portraits continued to be in demand, but major commissions were linked to decorative projects with mythological subjects, which functioned as a sign of their patron’s noble status (this included projects for non-nobles who were enormously wealthy and emulated the tastes and cultural habits of the ruling elite). Watteau’s innovations with the fête galante were influential, but the majority of patrons and artists held on to the use of historical subject matter.

			Rococo History Painting and Decorative Schemes

			Still perceived as the highest subject category within academic and court circles, history painting continued to be the preferred component of decorative schemes, primarily through its long-standing association with the decoration of princely dwellings. While noble patrons at the beginning of the 18th century resisted the allegorical transparency of history painting in the service of absolutism (a practice that had gained momentum during the reign of Louis XIV, when the mythological power of Apollo and the historical deeds of Alexander were used as thinly veiled references to the greatness of the king), they retained the perception of an alignment between history painting and elevated social status. Interior spaces in the urban residences of high-ranking or wealthy members of society dedicated to formal and informal socialization still required themes that reflected the eminence of the owner’s position, even if such rooms were more intimate in scale and use when compared with the grand public salons found in 17th-century châteaux. When arabesque curves, spatial disjunctures, and color harmonies were fully assimilated into figural history painting in the hands of major Rococo artists, such as François Boucher, Carle van Loo, and Charles-Joseph Natoire, in the 1730s and 1740s, patrons were able to adopt the stylistic novelty of the Rococo while preserving the association between historical subject matter and high social rank. The Hôtel de Soubise is an example of this updated use of history painting within a trend-setting decorative scheme, which departed both formally and thematically from past traditions.

			While Renaissance and Baroque art had previously emphasized the importance of narrative clarity and allegorical meaning through compositional choices that enhanced legibility, Rococo history painting maintained only a loose connection to narrative and allegory, with patrons and artists demonstrating a penchant for erotic emphasis in subjects taken from the loves of the gods. Natoire’s portrayal of the Story of Psyche in the Salon Ovale de la Princesse (begun 1732) at the Hôtel de Soubise exemplifies this predilection. The tale tells of the seduction of a beautiful maiden by Cupid, and Natoire included episodes that paralleled aristocratic rituals and behavior, such as the toilette. Subject choices appear to have been made based on their potential for an exploration of sensuality, love, and eroticism, rather than an elaboration of moral lessons, which was common practice in allegorical history painting from the 17th century. Moreover, in the Salon Ovale de la Princesse, history paintings are relegated to decorative spaces, in the coves between walls and ceilings, while mirrors are placed in the central panels. Entire decorative schemes revolved around the use of mirrors in Rococo interiors, whose reflective surfaces were intended to multiply and enhance the artful demeanor and dress of the inhabitants. The elegant men and women who occupied these spaces thus became the principal works of art. History painting simply served to reinforce their status as the heirs of princely culture in a “modern” age.

			Maturity: The style Louis XV and the Marquise de Pompadour

			It is this coalescence of cultural heritage and modernity that marks the mature phase of the Rococo, which can be historically located within the period of Louis XV’s personal rule. In France, this phase is so closely identified with the king, it is commonly referred to as the style Louis XV. Louis XV’s commissions for his private spaces indicate a preference for the Rococo. He ordered the reconfiguration of the Petits Appartements at Versailles into smaller, more intimate rooms and repeatedly patronized the fête galante painters, Nicolas Lancret and Jean-Baptiste Pater, as well as the leading Rococo artists of the Académie Royale, Boucher, Van Loo, Natoire, and Jean-Baptiste Oudry. Due to his interest in the hunt, a new subcategory of genre painting developed around his passion for the sport. The king clearly did not favor heroic subject matter or academic Classicism in his private tastes. In building projects, however, which by definition had more public exposure, the royal taste for classical forms in architecture dominated and was no doubt intended as an expression of continuity between his reign and that of his great-grandfather, Louis XIV.

			This form of active royal patronage, through large-scale architectural projects and official sponsorship of the academies and luxury manufactories, was encouraged from 1745 onward by Louis XV’s official mistress, the marquise de Pompadour, and the members of her family who assumed positions of influence in the king’s administration of the arts. Of bourgeois origins, Pompadour was under enormous pressure to fit in at court. For decades, wealthy members of the third estate had emulated the habits and customs of the nobility. Pompadour’s presentation at Versailles was the ultimate test of the bourgeoisie’s ability to assimilate court culture. In her private commissions and collecting practices, Pompadour and her family pursued the Rococo. Pompadour was the most important patron of Boucher, Van Loo, and Étienne Maurice Falconet and was personally involved in the porcelain manufactory of Sèvres, helping to maintain the king’s support for French porcelain production. Pompadour’s favorite artists were recruited to supply artistic designs for functional and decorative items, which served to spread a taste for French Rococo art among collectors of luxury objects throughout Europe. Her support for Rococo artists and art forms was, in part, a reflection of the status to which she originally aspired and had ultimately risen. Publicly, this encouragement of the king’s interest in the decorative arts was exerted in an effort to present Louis XV as heir to the golden age of French art under Louis XIV. It is for good reason that Pompadour has been called a “female Colbert,” in reference to Louis XIV’s influential minister who was surintendant of the Bâtiments and closely involved in the administration of the Académie Royale.

			The Anti-Rococo Reaction, Salon Audiences, 
and Official Attempts at Reform: 1750–89

			Although Pompadour was barred from holding administrative offices due to her gender, her relationship with the king allowed her uncle, Lenormand de Tournehem, and brother, the marquis de Marigny, to secure in sequence the directorship of the Bâtiments du Roi.
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