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is more sentimental than comic, as the dark-haired 
boy, holding his bunch of flowers, gazes intently at the 
blonde girl, who is seemingly preoccupied with her 
own little bouquet. The fact that they are placed on a 
plank across a stream, into which the girl dangles her 
toes, gives the image a dimension of movement and 
insecurity that runs counter to the seemingly stable, 
secure poses of the children. The scene is framed 
by deep woodland, with no sign of human interven-
tion apart from the presence of the plank across 
the stream. Yet the dense foliage behind the figures 
seems to act more as a protective, enfolding presence, 
than as a potentially threatening suggestion of the 
dark and unknown.

The 1872 exhibition was the first Salon after the 
disasters of the Franco-Prussian War and the Paris 
Commune. If First Love appeared there, the image that 
it presents can be seen to suggest that the rural life 
of the heart of France continued happily and serenely, 
unscathed by these events. This view contrasts sharply 
with another work that was submitted to—but rejected 

Timoléon Lobrichon
French, 1831–1914

194  |    First Love  c. 1872

Oil on canvas, 59.7 x 80.6 cm
Lower right: T. Lobrichon.
1955.794

Like Paul Seignac (cats. 302–3 ) Lobrichon had an 
academic training with François-Édouard Picot (1786–
1868), but, again like Seignac, he focused throughout 
his career on subject matter that occupied a very lowly 
place within the academic hierarchy, specializing in 
pictures of country children, often treated in an explic-
itly comic way. Nonetheless, his work earned a medal 
at the Salon of 1868, and he was awarded the Legion 
of Honor in 1883.

First Love is very possibly the canvas exhibited as 
Premières amours at the Salon of 1872. Its emphasis 
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Luigi Loir

Luigi Loir
French, 1845–1916

195  |    At the Seashore  1870s

Oil and ink on beige paper, mounted on canvas,  
34.3 x 52.7 cm
Lower right: L Loir
1955.795

196  |    At the Seashore  1870s

Oil and ink on beige paper, mounted on canvas,  
34.9 x 52.7 cm
Lower right: L Loir
1955.912

Born in Austria in 1845 to French parents, Luigi Loir 
was involved with the arts from an early age. At eight 
years old, he was enrolled in the school of fine arts in 
Parma, Italy, and he arrived in Paris ten years later, in 
1863.1 There he studied under Jean-Amable-Amédée 
Pastelot (1820–1870), whose studio was known for 
both genre scenes and theatrical set design. Loir’s 
early work included designs for the theater, but it was 
his skill in representing daily Parisian life that estab-
lished his reputation and later, in 1898, enabled his 
induction into the Legion of Honor.

Théodore de Banville, French poet and critic, once 
said: “Jéan Béraud paints the Parisians of Paris and 
Luigi Loir paints the Paris of the Parisians.” 2 This par-
ticular Paris was one of rapid modernization. His street 
scenes show the changing face of the city—electric 
lamps, automobiles, and railroads. One of the indus-
trial changes that the artist not only depicted but also 
was personally involved in was the growth of adver-
tising. By the end of the nineteenth century, adver-
tising was not simply an indulgence but a necessity. 
Merchants in Paris would call upon artists of differing 
reputations and fame to participate in their advertis-
ing efforts. Loir’s fame as a lithographer, as well as 
his general public appeal, made him an ideal choice.

Loir first began producing marketing posters for 
the Lefèvre-Utile biscuit company in the 1880s and 
contributed to the fame of the company as well as his 
own popularity. The Pernot Biscuit company hired Loir 
sometime thereafter to create a series of postcards 
entitled “The Beaches of France,” that depicted the 

from—the 1872 Salon, Death and the Maidens by Puvis 
de Chavannes (cat. 257), an indication that an uncon-
troversial image like First Love would have been easily 
accepted at the time. JH

provenance Possibly sale, George Leavitt, New York, 2–7 
Dec. 1872, no. 136; [N. Mitchell, London, sold to Clark, 20 
Feb. 1935]; Robert Sterling Clark (1935–55 ); Sterling and Fran-
cine Clark Art Institute, 1955.

exhibitions Possibly Paris 1872, p. 157, no. 1036, as Pre-
mières amours.

references None

technical report The support is a finely woven, 
moderate-weight canvas (28 threads/cm), glue/paste-lined 
to a coarse, irregular thread-size canvas (16 threads/cm). 
The five-member pine stretcher, possibly replaced, does not 
look French, which suggests that the picture may have been 
lined in England by the dealer Mitchell or in New York after 
1935. There is a weave impression caused by the lower lin-
ing fabric. A possible tear through the large leaf in the lower 
left corner would explain the need for lining. Blank margins 
left by the artist around the perimeter are now overpainted. 
There is some frame abrasion around the edges of the can-
vas, traction crackle in some green passages, and some 
cleaning abrasion in thinner background areas. Considerable 
retouching was seen in the dark paint around the figures, 
costumes, boy’s hair, and parts of the background. The yel-
lowed varnish has its own crack network and is shattering off 
in several areas. Patches of original varnish remain in a few 
zones, and the gloss is uneven in reflected light.

The ground is an off-white commercially prepared layer. 
No underdrawing lines were detected, although small char-
coal deposits may indicate that a preparatory sketch once 
existed. Lines along the legs and hands appear to be an ini-
tial brownish paint sketch layer. The final paint film ranges 
from thin, wispy strokes and scumbles to moderately applied 
wet-into-wet layers. It is possible that the thumb and forefin-
ger of the boy’s proper right hand, now seen extending over 
the vest, were altered during painting. The signature along 
with some upper details may be executed in brown ink, and 
there is also evidence of the use of black ink.


