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FOREWORD

these tends to be the stated aims, i.e. what 
the museum in question wants to acquire 
and why. In the Nationalmuseum’s case, 
the field is large, from the 16th century 
to the present in the area of applied arts 
and design, and to the early 20th century 
when it comes to the fine arts. Secondly, 
it is necessary to look at the funding 
mechanisms at the museum’s disposal. 
The Nationalmuseum does not receive 
any funds for acquisitions from the state, 
which makes it dependent on private 
funders, endowments and donations – 
the Friends of the Nationalmuseum being 
a great example of this. The third factor 
relates to the availability of works – what 
is on the market – and what kinds of 
networks and connections the museum 
has. Finally, one has to be aware of how 
decision-making mechanisms impact on 
what is possible in terms of acquisitions. 
        At a very general level, it can be said 
that most museums operate under fairly 
similar conditions as far as the first three 
factors are concerned. Defined areas to 
work with (some wider, some narrower), 
limited funds and eyes on the market. 
The biggest differences relate to decision-
making processes. In this sense, the 
Nationalmuseum is an agile actor. 
It avoids a bureaucratic, top-down, 
committee-based approach and favours 
deep expertise and connoisseurship.
       In 2017 the Nationalmuseum acquired 
fifteen paintings and three sculptures by 
Swedish artists, thirty-eight paintings and 
one sculpture by foreign artists (including 
many Danish painters), ten miniatures, 

according to a new principle that brings 
both fine and applied arts and Swedish 
and international art within the same 
frame. More than five thousand artworks 
and objects on display celebrated the 
story of art from the 16th century to the 
present, i.e. the number of items shown 
was tripled. A visitor with a sharp eye 
could also see that many of the artworks 
and objects displayed were relatively new 
acquisitions.
        It is worth mentioning that the 
Nationalmuseum published two signifi-
cant books in connection with its re-
opening. Nationalmuseum in a New 
Light, edited by Associate Professor 
Helena Kåberg, presents the rich history 
of the Museum through a great selec-
tion of articles. Art Treasures from the 
Collections, edited by Associate Professor 
Magnus Olausson, highlights a selection 
of the celebrated items in the collection. 
By publishing books like these, the 
Nationalmuseum wants to encourage its 
visitors to acquire a deeper understanding 
of art and design and of the Museum’s 
history. In addition, the Museum made a 
major investment in an app featuring all 
the works on display, thus making the 
collections available to smartphone users.

Ambitious acquisitions 
programme
The Nationalmuseum has a rich collecting 
history, and every year a new layer will be 
added to the collection. There are several 
factors to be analysed when looking at 
the formation of a collection. The first of 

The Nationalmuseum in Stockholm is 
one of the oldest public art museums in 
Europe. It was founded as early as 1792, 
a year before the opening of the Louvre in 
Paris. Today, the Nationalmuseum’s vast 
art and design collections are the largest 
in the Nordic countries, with more than 
700,000 items. This issue of the Art 
Bulletin (Vols. 24–25) showcases some 
of the new acquisitions that will contri-
bute to a better understanding of both the 
history of art and individual objects. One 
of the leading principles is that the new 
acquisitions should become an active part 
of the collection. They also provide an 
inspiring basis for new research.
        The Nationalmuseum was reopened 
to the public in October 2018, after an 
ambitious five-year programme of 
renovation. Architects Gert Wingårdh, 
Josefin Larsson and Erik Wikerstål, 
together with specialists from the 
Nationalmuseum and the National 
Property Board of Sweden, worked to 
transform the old, low-tech museum 
building from 1866, originally designed 
by the German architect Friedrich August 
Stüler, into a celebration of forms and 
colour responding to the technological 
needs and requirements of today.
        During the first weekend the Museum 
had 16,650 visitors, and by the end of the 
year the number had risen to 310,000. 
The feedback was encouraging: people 
came pouring in to see the Museum and 
its collections. The national and inter-
national press focused on the renovation 
and the collections, which were displayed 

Foreword

Dr. Susanna Pettersson
Director General

Associate Professor
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FOREWORD

of style in relation to the traditions of 
teaching art at the academies of Rome, 
Paris, Dresden, Düsseldorf and Stock-
holm, to mention just a few. They are 
particularly interesting if the final work 
is already in the collection.
        Sketches can even bring the past to life 
again, as some of the acquisitions demon-
strate. Fritz von Dardel (1817–1901), who 
was known for his sharp portraits and 
caricatures, drew a series of pictures from 
board meetings at the Nationalmuseum 
in the 1880s and 1890s, representing Per 
Daniel Holm, Hampus Huldt, Albert 
Theodor Gellerstedt and Nils Fredrik 
Sander (see article on p. 71). These 
spontaneous drawings open a small 
window onto the Museum’s boardroom. 
Such acquisitions remind us why it is 
important to collect not only the big and 
glorious paintings and sculptures, but also 
material in a smaller and more modest 
format. Images like this can illustrate the 
rapid and yet fragile moments of creation. 

Telling the story of 
the collection
The Nationalmuseum is committed to 
communicating about its most important 
acquisitions. It releases monthly acqui-
sition highlights to the press and reports 
on them in the New Acquisitions section 
of the website. Acquisitions attract a great 
deal of attention nationally and interna-
tionally. Publications such as Apollo Art 
Magazine and La Tribune de l’Art closely 
follow the latest additions to the National-
museum’s collections. 
       For the Museum itself, acquisitions are 
a gateway to new research. In July 2019 
the Museum re-established its Research 
Department. The role of the department 
is to build close collaboration between the 
Nationalmuseum and both universities 
and individual scholars in Sweden and in-
ternationally. We are thus looking forward 
to researching our collections together 
with a community of curious scholars who 
wish to contribute to the history of art.
        I hope that you will enjoy reading this 
issue of the Art Bulletin.

This is also one of the strengths and 
beauties of the collection. It takes us 
elegantly through the decades and cen-
turies, and connects design ideas from 
the past to the present.

Connection with research
An active and dynamic collection concept 
means that the works acquired are put to 
use. Some of the purchases are directly 
linked to ongoing research projects. As 
an example, the Museum has acquired 
Danish art over the last few years as part 
of an in-depth research and exhibition 
project undertaken in collaboration 
with Statens Museum for Kunst in 
Copenhagen. The Danish Golden Age 
exhibition was first shown in Stockholm 
in 2019 and continued from there to 
Copenhagen. In 2020, it will open at 
the Petit Palais in Paris. By the time the 
exhibition opened, the Nationalmuseum 
had purchased eighty paintings and 
ninety drawings by Danish artists, inclu-
ding Christoffer Wilhelm Eckersberg, 
Constantin Hansen, Johan Thomas 
Lundbye, Wilhelm Marstrand, Peter 
Christian Skovgaard and Thorald Læssøe. 
        Every now and then the Museum has 
an opportunity to broaden its collection
with a larger selection of one artist’s 
works. This was the case in 2017, when 
we acquired a collection of drawings by 
Carl Christoffer Gjörwell (1766–1837), 
who had studied at the Målar- och bild-
huggareakademin in Stockholm and made 
his first study trip to Rome in 1794 (see 
article on p. 121). As another example, 
in 2018 the Museum received as a gift a 
selection of drawings by Anna Helena 
Alströmer (1764–1792). They provide 
a very intimate insight into the artist’s 
training: how she practised drawing ears, 
noses, mouths and faces.
        Sketches and drawings like these are 
an invaluable source of information for 
scholars working with the individual 
artists concerned. Works on paper tell us 
about the artistic process: ways of looking 
at people, the landscape or even indivi-
dual objects, but also the development 

numerous pastels and drawings, silver-
ware, glass, ceramics, gold and silver, 
stone objects, clocks, jewellery, furniture, 
textiles and fashion, as well as industrial 
design and prototypes. In 2018 the 
Museum acquired eight paintings and 
nine sculptures by Swedish artists, forty-
four paintings and four sculptures by 
foreign artists, seven miniatures, and a 
great many objects belonging to the 
other categories mentioned. 
        The museum collection encompasses 
different areas, such as Swedish and 
Nordic artists, French art, portrait minia-
tures, and contemporary and industrial 
design. Within these fields we have chosen 
to focus on a number of themes, such as 
the Danish Golden Age, the Troubadour 
style, self-portraits, the plein-air move-
ment of the early 19th century, Swedish 
women artists in Paris in the late 19th 
century, and the Swedish Grace style of 
the 1920s. Some of the names are world-
famous, such as the French painter 
François Boucher, while the Swedish 
sculptor Agnes de Frumerie (1869–1937), 
for example, is far less well known to a 
wider audience. 
       The objects cover the work of a wide 
range of individual artists, among them a 
rare drawing on wood by Salvator Rosa, 
A Rocky Landscape with a Tree and Two 
Figures (see article on p. 17), or a recent-
ly discovered daguerreotype by Joseph 
Weninger (see p. 53). On the one hand, 
we have the finest of objects, such as gilt-
bronze Retour d’Égypte candlesticks 
(see article on p. 45), and on the other, 
items such as the iconic Flora margarine 
tub, designed by Carl-Arne Breger 
(1923–2009), which was first launched 
in 1965 and revolutionised the way 
margarine was served at the breakfast 
table. Innovations such as Anna Haupt 
and Terese Alstin’s Bicycle helmet (2015) 
or Anders Wilhelmsson, Peter Thuvander 
and Camilla Wirseen’s Disposable toilet 
reflect the new needs and changing values 
of a consumer society, with safety and 
environmental aspects mirrored in the 
product design. 
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ACQUISITIONS/THE FRIENDS OF THE NATIONALMUSEUM

Friends without a Museum 
The Friends of the Nationalmuseum has 
had several tough years since the National-
museum closed for renovations in early 
2013. The Museum has had some exhibi-
tion activities during this time, but they 
were very limited in 2017. The Museum’s 
staff have naturally been extremely busy 
during the renovations, moving objects, 
making inventories, taking photographs, 
digitalising, conserving and planning for 
upcoming exhibitions. I am full of admira-
tion for the organisational capability that 
has characterised this work.

Since the Friends of the National-
museum celebrated its centenary in 2011, 
we have seen our membership more than 
halve, from a peak of 6,800 to 3,100. How-
ever, we remain humble and grateful that 
so many members have chosen to support 
a museum that is perceived as closed. 
One reason that people have remained 
members during this period is perhaps 
the rich programme that the Friends asso-
ciation has offered its members. Examples 
from our programme for 2017 include the 
spring visit to Bologna, Ferrara and Man-
tua in Italy, led by Martin Olin, Director 
of Research. In October, we experienced 
Israel through visits to Galilee, Tel Aviv, 
Jerusalem, the Dead Sea and the cliff of 
Masada. We have continued our much-
appreciated castles series with tours of 
Drottningholm Palace and Tyresö Palace, 
as well as offering a church series with 
guided tours of Stockholm’s churches and 

The Friends of the Nationalmuseum 

Eva Qviberg
Chair

Fig. 1 Mårten Medbo (b. 1964), Sculpture “Thinking Through Clay I”, 2014. Stoneware, unglazed, wrought 
and formed, cast parts, 25 x 25 x 28 cm (h x w x d). Gift of the Friends of the Nationalmuseum, the Bengt 
Julin Fund. Nationalmuseum, NMK 20/2017.
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(Figs. 1–2). On the occasion of the 40th 
birthday of Crown Princess Victoria, we 
donated photographer Thron Ullberg’s 
portrait of Her Royal Highness (Fig. 3), 
which will be included in the portrait 
gallery at Gripsholm Castle. We have also 
donated a gift to the Nationalmuseum, in 
the shape of Irving Penn’s 1964 portrait 
of Gustaf VI Adolf (Fig. 4). The Director 

ACQUISITIONS/THE FRIENDS OF THE NATIONALMUSEUM

over the year, of which the largest was 
secret and first revealed in association with 
the reopening of the Nationalmuseum in 
October 2018. 
      Many objects such as necklaces, sculp-
tures, weavings and embroideries, in the 
category of applied art, have been gifted 
to the Nationalmuseum thanks to funding 
from the Bengt Julin Fund. See images 

their historic contents. We have also had 
numerous guided tours of the many sights 
and exhibitions available in Stockholm.

The Finance Committee for the 
Friends of the Nationalmuseum has 
adjusted its investments in funds and 
foundations, so that we strive for high 
returns combined with low risk and low 
fees. This has facilitated numerous gifts 

Fig. 2 Lena Bergström (b. 1961), Sculpture ”Planets: Red Rose”. Produced by Orrefors Kosta Boda, 2013. Glass, blown, cut, 31 x 47 x 27 cm (h x l x w). Gift of the 
Friends of the Nationalmuseum, the Bengt Julin Fund. Nationalmuseum, NMK 211/2017.
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ACQUISITIONS/THE FRIENDS OF THE NATIONALMUSEUM

Nationalmuseum has contributed funding 
for the production of the Art Bulletin.

In association with our annual general 
meeting, which for the last few years has 
been held in Rikssalen, the National Hall 
of the Royal Palace, we have been delighted 
to award stipends to staff at Nationalmu-
seum. This year’s research stipend went to 
curator Maria Perers, for the completion of 
her doctoral thesis, Inside the Ideal Home: 
Changing Values and Representations of 
Apartment Living in Sweden c. 1955–1970. 
Its purpose is to study how the ideal home 

of the Nationalmuseum’s collections, 
Magnus Olausson, writes in the Friends’ 
journal that “through this gift, the Friends 
of the Nationalmuseum have honoured the 
memory of the museum’s great benefactor 
and founder of the association”. Both these 
photographic portraits have been financed 
through funding from the Gustaf VI Adolf 
Fund, which is part of the Friends of the 
Nationalmuseum. We have also made do-
nations in the form of design objects fun-
ded by the recently started Design Fund.
As in previous years, the Friends of the 

of the 1950s and 60s was created and 
changed over time, as well as examining 
what this tells us about society. We also 
handed out travel grants, allowing more 
staff to visit Paris, London and Czechia.

In 2018, members of the Friends of 
the Nationalmuseum have been able to 
participate in trips to New York, Sicily 
and Falsterbo. We have also organised 
daytrips within Sweden, as well as 
numerous guided tours.

Fig. 3 Thron Ullberg (b. 1969), Victoria ( b. 1977) Crown Princess of Sweden, 
signed “T. Ullberg -2017 2/10”. Photography, 84 x 66.2 cm. Gift of the Friends of 
the Nationalmuseum. Nationalmuseum, NMGrh 5152.

Fig. 4 Irving Penn (1917–2009), Gustaf VI Adolf (1882–1973), King of Sweden, 
Prince of Norway, 1964–65, signed “Irving Penn // IRVING PENN”. Gelatin 
silver print on paper mounted on cardboard, 34.4 x 33.8 cm. Gift of the Friends 
of the Nationalmuseum. Nationalmuseum, NMGrh 5134. 
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A Friends’ Association with 
a World-Class Museum
In October 2018, after more than five years 
of renovation, the Nationalmuseum finally 
reopened its doors to us and all its other 
visitors. Despite expectations being sky-
high, they were more than satisfied. The 
reopened Nationalmuseum is a formidable 
success, and visitors and the media have 
been lyrical. Expectant visitors formed 
long queues to experience its beautiful 
interior and fantastic collections.
       Our members enjoyed a private day in 
Nationalmuseum before it opened to the 
public. In the morning, we offered 250 
of our members tours of the rooms, and 
curators talked about the exhibitions using 
the permanent collections that they have 
worked with for so long. Later in the day 
there was an open house for our members 
and gifts purchased by the association over 
the last few years were handed over as part 
of a formal ceremony. These gifts are:

François Hubert Drouais (1727–1775), 
Hubert Drouais, the Artist’s Father, c. 1760.  
(Fig. 5). 

Uno Åhrén (1897–1977), Cupboard “The 
Garden of Eden”, designed 1924 (Fig. 6).

Frida Fjellman (b. 1971), Venus in Glass, 
2018. Gift of the Bengt Julin Fund within 
the Friends of the Nationalmuseum.

Peter Linde (b. 1946), Jardinjärer. Gift of 
Märta Christina and Magnus Vahlquist 
through the Friends of the National-
museum.

Elisabeth Keyser (1851–1898), 
A Confirmand in Normandy, 1889. Gift of 
Ann Stern through the Friends of the 
Nationalmuseum.
 
Ingeborg Westfelt-Eggertz (1855–1936), 
Impression from Meudon, 1887. Gift of 
Ann Stern through the Friends of the 
Nationalmuseum.

ACQUISITIONS/THE FRIENDS OF THE NATIONALMUSEUM

Fig. 5 François Hubert Drouais (1727–1775), Hubert Drouais, the Artist’s Father, c. 1760. Oil on canvas, 
30 x 97 cm. Gift of the Friends of the Nationalmuseum. Nationalmuseum, NM 7331.
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Jenny Nyström (1854–1946), A Woman 
Walking in Paris, 1884. Gift of Ann Stern 
through the Friends of the National-
museum.

Knut Fjaestad (1860–1937), The Seven-
Year Throne, 1908–15. Gift of Ann Stern 
through the Friends of the National-
museum.

Harald Wadsjö (1883–1945) Radiator cover 
“Värmeelementgaller No 7”, 1929. Gift 
of Ann Stern through the Friends of the 
Nationalmuseum.

Nils Fougstedt (1881–1954), Teapot, 1929. 
Gift of Ann Stern through the Friends of 
the Nationalmuseum (Fig. 7).

Carl-Einar Borgström (1914–1981), Pot, 
1937. Gift of Ann Stern through the Friends 
of the Nationalmuseum (Fig. 8).

Reconstruction of middle bay of small 
cupolas in the gallery ceiling 1800–1870, 
fourth floor. Gift of Ann Stern through the 
Friends of the Nationalmuseum, 2018.

We have been able to fund these gifts 
thanks to our generous donors, both past 
and present. Over the past eight years, 
the Friends of the Nationalmuseum has 
donated 40 million kronor to National-
museum. In the autumn of 2018, member-
ship increased by 33%, so we now have 
over 4,000 members. If you wish to find 
out more about the association, please visit 
our website www.nationalmuseivanner.se 
or follow us on Facebook.

ACQUISITIONS/THE FRIENDS OF THE NATIONALMUSEUM

Fig. 6 Uno Åhrén (1897–1977), Cupboard “The Garden of Eden”. Produced by Mobilia, 1924. Brazilian walnut, 
eucalyptus and olive wood inlay, 202 x 92 x 57 cm (h x l x w). Gift of the Friends of the Nationalmuseum. 
Nationalmuseum, NMK 1/2018. 
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ACQUISITIONS/THE FRIENDS OF THE NATIONALMUSEUM

Fig. 7 Nils Fougstedt (1881–1954), Teapot. Produced by Svenskt Tenn, 1929. 
Tin, handle of copper wrapped with seaweed, 26.5 x 20 cm (h x diam). Gift of 
Ann Stern through the Friends of Nationalmuseum. Nationalmuseum, NMK 
196/2018. 

Fig. 8 Carl-Einar Borgström (1914–1981), Pot. Produced by Ystad Metall, 1937. 
Tin, base and stopper of Bakelite, 18 cm (h). Gift of Ann Stern through the 
Friends of Nationalmuseum. Nationalmuseum, NMK 197/2018.
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ACQUISITIONS/AN UNPUBLISHED DRAWING ON PANEL BY SALVATOR ROSA 

An Unpublished Drawing on Panel by Salvator Rosa 
Depicting a Landscape with a Philosopher and Astrological Symbols1

Caterina Volpi
Associate Professor, Sapienza Università di Roma

Fig. 2 Salvator Rosa (1615–1673), Philosopher in a Wood, c. 1665. Pencil and ink heightened with white on panel, 48 x 66,2 cm. Nationalmuseum, NMH 16/2018.



18Art Bulletin of Nationalmuseum Volumes 24 –25, 2017 – 2018

The Nationalmuseum in Stockholm 
owns three drawings on poplar wood by 
Salvator Rosa, which are of exceptional 
value since works of art of this kind are 
rare in Rosa’s oeuvre and unique in their 
genre. One represents The Abandoned 
Oedipus (NM 6839), another a Rocky 
Landscape with a Tree and Two Figures 
(NMH 219/2017), and a third a Philosopher 
in a Wood (NMH 16/2018). 
          The first drawing is scarcely known, 
but has been published and discussed by 
Prytz;2 the second, representing a rocky 
landscape with a magnificent tree in the 
foreground (Fig. 1), is a superb version of 
another drawing on wood, of the same sub-
ject but of poorer quality, preserved in the 
Musée Fabre in Montpellier and published 
by Mahoney in 1977.3 The drawing on panel 
depicting a Philosopher in a Wood came to 
the Nationalmuseum with the collection of 
Nicola Martelli in 1804. It is unpublished 
and was only recently rediscovered among 
the works in the Museum’s collection 
store.4 It measures 48 x 66.2 cm,5 and de-
picts a stand of trees with, at its centre, an 
extraordinary tree trunk, whose roots en-
fold a stone mass on which a philosopher is 
seated. He is dressed in the characteristic 
toga and is intently examining symbols 
on the ground, while pointing towards 
the horizon. In the background, a group 
of trees whose branches are tossed in the 
wind underline the wild and remote nature 
of the landscape (Fig. 2). The drawing, 
signed “SR” at the lower right, belongs to a 
nucleus of just twelve drawings in pen and 
white lead on panel, attributable to Rosa, 
that have thus far come to light. This small 
group of works is nonetheless significant 
because it is unique in its kind, represen-
ting a midway point between painting 
and drawing.6 These works were probably 
executed as experiments during the artist’s 
Florentine years and then later through 
the 1660s, alongside his engravings.7 Given 
their rarity and the difficulty in assigning 
them a clear function, Rosa’s drawings on 
panel now constitute a case apart, difficult 
to interpret and forming part of an oeuvre 
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Fig. 1 Salvator Rosa (1615–1673), Rocky Landscape with a Tree and Two Figures. Pencil and ink with white 
accents on panel, 61.1 x 39.9 cm. Purchase: the Wiros Fund. Nationalmuseum, NMH 219/2017.
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that was chaotic and vibrantly creative, 
from an artist who certainly chafed at 
the limitations of category and genre. 
However, it is possible, through a careful 
examination of documents, correspon-
dence and works, to throw more light on 
these drawings and attempt to decipher 
the peculiarities of their form, content and 
function.
          On 26 January 1666, Salvator Rosa 
wrote from Rome to his friend Giovan 
Battista Ricciardi in Pisa: 

Now that you are closer to me, I did not wish 
to miss the opportunity of sending you the 
crates which I consigned this morning to 
this courier, to be sent to Signor Cosimo 
Fabretti, Florence, and from there to Pisa; 
and I did this because I was afraid they 
might not find you there. In this way, you 
will be able to take them yourself, and I have 
sent them in excellent condition. … Everyth-
ing you will find there was done by me eight 
to ten months ago, … in the long box you will 
find a single painted canvas, for I took it 
upon myself to execute on one what might 
have been done on two.8

          It is very likely that the letter is 
referring to the canvas and drawing of The 
Death of Empedocles, given that the wood 
panel bearing the sketch for the painting, 
now in the Uffizi in Florence and on dis-
play in the Palazzo Pitti, is inscribed on the 
reverse “To Sig. Salvator Rosa” and then, 
in Rosa’s handwriting, “to Sig. Cosimo 
Fabretti Florence/Pisa/duty-free” (Fig. 
3).9 The inscriptions on the reverse of the 
panel thus do not refer to the buyer of the 
painting, but to the first recipient of the 
box, on which Rosa had drawn the sketch 
of Empedocles so that it would reach his 
friend Ricciardi. The figure of the boast-
ful philosopher described by Diogenes 
Laertius in the Life of the Philosophers 
(VIII, 69) – avid explorer of the mysteries 
of nature who was punished with death for 
his daring, his insatiable curiosity sending 
him directly into the mouth of Etna – was 
studied at the time by scholars of the 

Fig. 3 Salvator Rosa (1615–1673), The Death of Empedocles. Pencil and ink heightened with white on panel, 
Gallerie degli Uffizi, Palazzo Pitti, Florence, no. 19152.



20Art Bulletin of Nationalmuseum Volumes 24 –25, 2017 – 2018

calibre of Gabriel Naudé, Leone Allacci and 
Paganino Gaudenzi, the latter a friend of 
both Ricciardi and Rosa.10 These scholars, 
and in particular Naudé in his Apologie 
pour tous les grands personnages qui ont 
faussement soupçonnez de magie of 1625 
and Gaudenzi in his Della peregrinazione 
filosofica of 1643, had defended the ancient 
naturalists and scientists Empedocles and 
Pythagoras against accusations of magic, 
representing them rather as symbols 
of human curiosity and wit, and of the 
insatiable quest for truth. It was a charac-
terisation that might equally well have 
fitted Ricciardi himself, or the magician 
and scientist Athanasius Kircher, another 
friend of Rosa and a correspondent of 
Evangelista Torricelli. Empedocles, lost in 
his musings on nature and fascinated by 
the volcano to the point of being swal-
lowed up by it, is also a close relative of 
the astrologer, magician and alchemist 
immersed in thought in the wood on the 
Stockholm panel, and belongs to a unique 
stock of images, common to Rosa and to 
his philosopher and scientist friends. It is 
very likely that the panel drawing of the 
philosopher/astrologer, which still bears 
on its reverse the marks of what may have 
been the bottom of a drawer, was sent, like 
the drawing of the philosopher swallowed 
by Etna, to Ricciardi or a mutual friend.11

          It is above all from the early 1660s 
that the sending of drawings, paintings 
on copper and small canvases in wooden 
crates seems to increase significantly, 
perhaps as the artist began to produce 
significant numbers of engravings. It 
appears that, from 1660 on, the artist 
devoted himself to engraving with 
increasing enthusiasm, and felt the need 
for continuous feedback from his erudite 
philosopher friend in Pisa.12 Thus, in 
March 1662 Rosa sent sketches for the 
prints of Polycrates, Diogenes and 
Alexander, Diogenes Throwing down his 
Bowl, Democritus and Phytalus to Pisa: 
“Just before writing I consigned the crate 
to the Florentine courier: To Signor Simon 
Torrigiani of the Florentine duty-free post 
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Fig. 4 Salvator Rosa (1615–1673), The Abandoned Oedipus. Ink heightened with white on panel, 65 x 45 cm. 
Nationalmuseum, NM 6839.
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vases, that indicates the value that Salvator 
attached to the works to be sent to his 
Pisan friend: “This morning I delivered to 
the Florentine courier a crate bearing your 
name, with the promised drawing inside, 
which I know will appear as I described it 
the first time, that is, a simple sketch of 
an idea (‘spegazzo del pensiero’), and 
moreover I have been able to effect the 
improvements you desired. Enough, I will 
send it to you as it is in order to obey you: 
included with it I have also put the papers 
that you do not have, together with three 
small canvases, which I hope will please 
you because I like them. The crate will 
come duty-free to Florence. Please 

which his friend had also requested, be-
cause “since these are landscapes, I drew 
them directly on the same copper. Enough, 
I will not fail to pay my debt and as soon as 
I have put something else together, I will 
send it to you immediately.”14 As we know, 
the drawing did arrive, evidently a little 
later, executed on a panel of poplar wood, 
perhaps with a proposal for a commission 
for the painting since, in December 1666, 
Rosa himself wrote to Ricciardi saying: “I 
still haven’t painted the giants and Oedip-
us” (Fig. 4).15  But it is above all his letter of 
October 1663, in which the artist once aga-
in refers to a courier with a crate addressed 
to Ricciardi containing drawings and can-

office for Signor Giovanni Battista 
Ricciardi in Pisa. You will find inside the 
painting, together with the drawing of 
Polycrates in two sections, which were 
executed at Strozza Volpe. The sketches 
of Alexander with Diogenes, Phytalus 
and two others, that is the drawing of 
Democritus, and a missing drawing, which 
I have not been able to find yet, and its 
companion Diogenes Throwing down his 
Bowl. All in excellent condition as you 
sent it to me this last time.”13 In August of 
the following year, in answer to a speci-
fic request from Ricciardi, Rosa sent the 
drawing for the Giganti, explaining that he 
was unable to send the sketch of Oedipus, 
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Fig. 5 Salvator Rosa (1615–1673), Landscape with Discussing Figures. Pencil and ink on paper. Teylers Museum, Haarlem, E 022.
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exercise due diligence with the courier, 
since the Florentine courier promised to 
ensure that it would continue on to Pisa.”16 
          From the Florentine years (1641–49) 
on, Rosa experimented with the use of 
different mounts, made of unusual or rare 
materials such as chalkboard, slate, copper 
or stone, as a result of his contact with the 
refined and cultivated collections of the 
Medici court; materials that were often 
used for paintings of philosophical or 
magical subject matter.17 But if the paint-
ings of magical subjects tended to use a 
mount such as stone or copper to lend 
them greater value, lustre and mystery, in 
the case of the drawings on panel it seems 
that Rosa deliberately employed poor and 
humble materials in common use, and 
this was particularly well suited to the 
circulation of works that were intimate 
and affectionate, to sketches and outlines, 
“spegazzi del pensiero” executed for his 
closest friends and collectors. An example 
can be found in a bizarre creation that the 
artist made in the villa of Barbaiano dei 
Maffei, who was a friend of the painter 
and a host to him more than once; here, as 
we learn from Baldinucci, he drew “many 
figures and narratives on the walls, crea-
ting the illusion that they were paintings 
hung by nails, and everything just in 
charcoal, brightened by chalk or white 
lead”.18 Thus it is that, on perusing a quick 
list of the inventories in which these 
characteristic works of the painter are 
cited, it is not surprising to find the grea-
test number of “small paintings in wood 
with figures in chiarello” in the collection 
of Giovan Battista Ricciardi – some 15 
judging by the inventory published by 
Paliaga19 – while “a landscape in pen on 
panel with a gilded frame roughly three 
palms high depicting the temptation of 
Christ in the desert”, “A small landscape 
of a village in gouache with a carved gilded 
frame by the hand of Salvator Rosa”20 and 
a “work in pen by Salvator Rosa” in the 
collection of Carlo de Rossi are cited in 
the inventory of Agostino Correggio from 
1674; “a drawing on an oblong panel in 

ACQUISITIONS/AN UNPUBLISHED DRAWING ON PANEL BY SALVATOR ROSA 

Fig. 6 Salvator Rosa (1615–1673), Democritus and Protagoras. Oil on canvas, 185 x 128 cm. The State 
Hermitage Museum, St. Petersburg, ГЭ-31.
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he found hospitality with the scholars of 
the university, in particular with Paganino 
Guadenzi and Giovan Battista Ricciardi. 
The latter, as can be surmised from the 
numerous entries in Monconys’s diary, 
had revealed to the Frenchman the secrets 
of the fusion of mercury, and together 
the two had attempted experiments with 
aquafortis, mercury and silver, though they 
were not successful. Nonetheless, the dip-
lomat remained fascinated by the secrets 
possessed by Ricciardi,29 much more so, 
it would seem, than with the conversa-
tions that took place shortly afterwards 
with Evangelista Torricelli, which never 
touched on scientific experiments with 
mercury, tending to focus rather on the 
subject of spectacles.30

          The Stockholm philosopher, sorcerer 
and alchemist is therefore a work that was 
born from this cultural context, between 
Rosa’s Rome of the Chigi and Ricciardi’s 
Galilean Pisa. It is a very particular form of 
art, halfway between an outline, a drawing 
and a painting, destined in all probabi-
lity for his friend Ricciardi who, more 
than anyone else, was able to appreciate 
its philosophical and scholarly content. 
Stylistically, the figure and the landscape 
are linked to a series of drawings executed 
around 1664, also depicting philosophers 
immersed in landscapes and gesticulating, 
reflecting and discoursing according to 
figurative models already used by Rosa 
in his Florentine years (in works such as 
The Philosophers’ Grove, Florence, Palazzo 
Pitti) but which have now become more 
monumental, rhetorical and grand (Fig. 
5). The figure finds particular parallels in a 
group of drawings linked to the execution 
of the painting of Democritus and 
Protagoras, now in the Hermitage in St. 
Petersburg, a painting completed some 
time before 1664 and sent as a gift to the 
King of France (Fig. 6).31 These are years 
in which Rosa’s reflections on landscape 
painting are increasingly bound up with 
a philosophy of nature – we recall that 
Protagoras is later cited by the Jesuit 
priest Daniello Bartoli in “La Tenzione e 

with figures in chiarello”, while from the 
words of Rosa himself it is possible to 
surmise that the artist regarded these 
drawings on panel as preparatory sketches, 
or “spegazzi del pensiero”: models to be 
used for engravings or paintings and to be 
evaluated by his scholarly friends. 
          The theme of the little Stockholm 
panel was particularly well suited to 
Ricciardi; here, as with Empedocles, a 
philosopher, magician or scientist is 
depicted, intently interrogating the secrets 
of nature and with his raised arm pointing 
towards a remote horizon, expressing the 
impossibility of reaching a full comprehen-
sion of the mysteries of creation. The signs 
that the man has recently traced in the 
earth are illegible, but belong to a generic 
stock of astrological, alchemical and magi-
cal symbols that hark back to some youth-
ful dabbling in witchcraft in the artist’s 
Florentine years. The presence of symbols 
linked to the planets and the zodiac – we 
seem to make out Aries, an arrow and the 
symbol of Mars – would lead us to identify 
this as an alchemist–astrologer figure. He 
would thus be yet another representative 
of the gallery of sages from antiquity dedi-
cated to the sciences, to experiments and 
calculations, that includes Empedocles, 
Pythagoras and Archita (Archytas), all of 
whom had captured Rosa’s particular inte-
rest in his later years, no doubt stimulated 
by reading the writings of the Jesuit priest 
Athanasius Kircher, if not also by meeting 
him in person.27

          In 1664 Balthasar de Monconys was 
brought by Niccolò Simonelli to see the 
“paintings of the sculptor’s wife” – perhaps 
referring to the collection of Costanza 
Bonarelli, who died in 1662 and was the 
owner of Poussin’s Bacchanal of Putti, and 
whose paintings had passed into the hands 
of Domenico Salvetti (he died in 1664 and 
was canon of Santa Maria Maggiore and 
secretary to Alexander VII) – and to buy 
paintings for Rome.28 The French diplomat 
had returned from travels that had taken 
him to Africa and across Europe, and in 
November 1646 he stayed in Pisa where 

chiaroscuro work by Salvator Rosa”21 in 
that of Giorgio Bergonzi from 1709; and 
finally, a “painting 2.9 palms in height and 
2 palms in breadth representing a land-
scape, drawn on panel by Salvator Rosa”22 
in the inventory of Valenti Gonzaga from 
1763.23 This indicates that these works 
made their way into established collec-
tions, though they were referred to alter-
nately as drawings or paintings, pointing 
to an uncertainty of definition which is 
perpetuated to this day in catalogues and 
exhibitions. The dating of the drawings 
on panel that are known today is rather 
broad, and runs from Rosa’s late 
Florentine years, with the first examples 
of philosophers and soldiers’ heads drawn 
in ink directly on unprepared wood, using 
white lead to heighten or create chiaro-
scuro effects,24 to the last years of his out-
put, in the 1660s, when most of the works 
are small panels in which small figures 
contemplate a wild, deserted and enig-
matic natural landscape, sometimes 
represented simply by huge tree trunks 
and dry and inhospitable rocks, all ex-
ecuted with great mastery, skilfully using 
the natural grain of the wood, with rapid 
strokes of ink over traces in pencil, and 
with highlights in white lead. As Mahoney 
has already noted, the wood used was often 
recycled and came from packing crates or, 
in the case of the Stockholm philosopher/
astrologer, from ordinary household ob-
jects such as a drawer.25 It is possible that 
in some cases, such as Empedocles or the 
Man Kneeling under a Tree in the Incisa 
della Rocchetta Collection, Rosa recycled 
wood packaging already sent to him by 
someone else and that he decorated it 
with sketches in order to make boxes to 
send back to his friends.26 
          To attempt to characterise and assign 
a plausible categorisation to this eccentric 
output of Rosa’s, we can, as stated above, 
rely only on the inventory citations and 
the few fleeting references contained in 
the artist’s correspondence. The oldest 
allusions, those in the inventories of De 
Rossi and Ricciardi, refer to “wood panels 
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Pressione disputanti qual di loro sostenga 
l’argento vivo ne’ cannelli doppo fattone 
il vuoto”, published in Bologna in 1677. 
Next to paintings such as Archita and 
Empedocles, which seem to have sprung 
from the magical fantasy of Athanasius 
Kircher, the Stockholm panel shows how 
the painter is increasingly tending towards 
more mysterious images of hermits and 
philosophers immersed in a natural world 
that is grandiose, disturbing and hostile, 
which can be seen as the very opposite of 
the triumphalist and allegorical Baroque 
vision of nature. A depiction of nature as 
hieroglyphic, as Kircher who was a scholar 
of Egyptian writing would have said, and 
as the Stockholm philosopher seems to 
suggest. Paintings such as the Auguri, the 
landscapes with philosophers and hermits 
formerly in the Mahon collection, or the 
Landscape with Hermit from a private 
collection (Fig. 7),32 all datable to the 
mid 1660s, are very close in style to the 
Philosopher in a Wood in Stockholm, a 
work that can therefore be dated to around 
1664, when Democritus and Protagoras was 
painted. 
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Fig. 7 Salvator Rosa (1615–1673), Rocky Landscape with Figures. Private collection, Naples.
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as no. 293 and Oedipus as no. 290 in the catalogue 
of the Martelli Collection made in 1797 by Carl 
Fredrik Fredenheim, the first curator of the Royal 
Museum (Kongl. Museum), the predecessor of the 
Nationalmuseum. This catalogue was prepared by 
Fredenheim on the basis of information sent to 
him from Italy concerning the contents of the 
collection, but before the actual works arrived in 
Sweden. The two works in question are described 
as: “Paysage avec un Astrologue. sur bois” and 
“Oedippe. Dessein sur bois”. In his catalogue, 
Fredenheim also retains an “original” series of 
numbers originating from Martelli’s own, now lost, 
catalogue. In this original Martelli catalogue, the 
Astrologer is listed as no. 35 and Oedipus as no. 168. 
In Fredenheim’s catalogue, the Martelli numbers 
are referred to as “Nombres du local”, possibly 
alluding to the order in which the works were hung 
in Martelli’s gallery in Rome or in which they had 
been acquired. Before the Martelli Collection was 
sent to Sweden, he had Domenico Corvi and 
Stefano Tofanelli add verso labels with their 
attributions of the works. On these labels, which 
have been retained, the two works are described as: 
“S. Rosa. Ast[r]ologo in campagna. Tavola” and “S. 
Rosa. Edipo. In Tavola”. 
          When the first catalogues and inventories were 
drawn up after the arrival of the Martelli Collection 
in Sweden, there was for several decades a clear 
intention to keep the two works together, until 
they were suddenly separated and the Astrologer 
and Oedipus were alternately “lost” and “found”. 
In 1844 they were separated for the first time; The 
Astrologer received the new inventory number 
161, but Oedipus was transferred or “weeded out” 
together with a number of other drawings on wood 
attributed to Bril, Gaspar Dughet and others (these 
latter works are of lesser quality). 
          Kongl. Museum 1861: The 1844 inventory no. 
161 was retained for the Astrologer, but it seems – 
judging from a later notation in the catalogue – that 
in 1863 the Astrologer was in fact “replaced” by 
a work acquired the same year. Consequently, it 
never received a new NM inventory number when 
the Royal Museum became the Nationalmuseum 
in 1866. 
          However, now the Astrologer and Oedipus 
ended up together again in the Department of 
Prints and Drawings, where they were given 
consecutive numbers in a numerical series 
seemingly drawn up according to physical loca-
tion (Cahier 89, THC, Astrologer 5663, Oedipus 
5664). But in 1989, with a new catalogue of the 
Nationalmuseum’s paintings about to be published, 
Oedipus was transferred yet again and received its 
present (painting) inventory number, while the 
Astrologer was left behind.
5. Stockholm, Nationalmuseum, NMH 16/2018. 
The drawing arrived in Sweden with the collec-
tion of Nicola Martelli, botanist, chemist, doctor 
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ACQUISITIONS/A DRAWING FOR PIETRO DA CORTONA’S RAPE OF THE SABINE WOMEN

Little is known about the exact genesis 
of Pietro da Cortona’s famous Rape of 
the Sabine Women in the Capitoline 
Museums in Rome (Fig. 2).1 It was acqui-
red by Benedict XIV for the Pinacoteca 
Capitolina in 1748, together with other 
paintings from the Sacchetti collection, 
where it was first recorded in an inven-
tory in 1639. The picture had probably 
entered the collection earlier, but there 
is no record of a commission from the 
Sacchetti, who were Pietro da Cortona’s 
most important patrons around 1630. 
However, the first mention of the Rape of 
the Sabine Women was in the 1631 trial of 
Don Fabritio Valguarnera, a disreputable 
Sicilian nobleman and diamond thief who 
may have been its first owner.2 At the end 
of this article, I will return to this curious 
episode in the history of Roman 17th-
century art. 

The classical sources for the story of 
how the first Romans kidnapped Sabine 
maidens and forced them to become their 
wives are found in Livy’s Ab urbe condita 
(I, 9–10 and 13) and in Plutarch’s Vita 
Romuli (14 and 19). Failing to procure 
brides through negotiation, the all-
male inhabitants of Rome invited their 
neighbouring peoples to a harvest 
festival in honour of the god Consus 
(or the Equestrian Neptune). At a given 
signal from their king Romulus, the 
Romans abducted the Sabine women, 
ignoring their protests (but, according 
to Plutarch, encouraging the Sabine men 
to escape). 

A Drawing for Pietro da Cortona’s Rape of the Sabine Women

Martin Olin
Director of Research

Fig.  1 Pietro da Cortona (1596–1669), attributed here to, Rape of the Sabine Women, Study for a Detail 
of a Larger Composition, c. 1627–29. Black chalk on paper, 269 x 213 mm. Purchase: the Wiros Fund. 
Nationalmuseum, NMH 45/2017. 
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sitting on an elevated throne, or on 
horseback, observing from a distance the 
aggression that follows his orders. Here, 
the king stands in the midst of the action, 
listening to a report from an officer 
who approaches from the right, bowing 
respectfully and raising his right hand to 
his mouth to indicate speech. Romulus 
is identified by his crown, which is of the 
type worn by ancient kings in 17th-century 
imagery, and also by the fact that he is 
holding on to the folds of his cloak with his 
left hand, for, according to Plutarch, “[t]
he signal that the time had come for the 
onslaught was to be his rising and folding 
his cloak and then throwing it round him 
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mistake. Hersilia can be identified on the 
left as the woman who turns in anguish 
to her weeping child. Technical examina-
tion has shown that the composition of 
the painting developed gradually, with 
many changes in the attitudes and exact 
positions of the figures.3

In 2017, the Nationalmuseum acquired 
a black chalk drawing that appears to be a 
composition sketch for Romulus giving the 
signal to the Romans to abduct the Sabine 
women (Fig. 1). The drawing is attributed 
here to Pietro da Cortona, and is closely 
related to the Capitoline painting.4 On this 
sheet, the artist is trying out an alternative 
to the traditional iconography of Romulus 

The dynamic composition of the painting 
shows the progress of the story in episodes 
told in horizontal scenes parallel to the 
picture plane. Romulus, seated on an 
elevated platform between two columns, 
gives the signal, which is first apprehended 
by those standing closest to him. An officer 
takes a step forward and raises his right 
arm, indicating to his followers where to 
go. In the foreground are three pairs of 
Romans and Sabine women in varying 
attitudes. The artist appears to be 
following Plutarch, who mentions that 
only one of the women, Hersilia (later to 
become Romulus’ spouse), was already 
married, and that she was abducted by 

Fig. 2 Pietro da Cortona (1596–1669), Rape of the Sabine Women, 1630. Oil on canvas, 280 x 426 cm. The Capitoline Museums, Rome, PC 137.
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not be conceived on the canvas, but must 
have been preceded by studies such as 
the one discussed here. The scarcity of 
other preparatory drawings for the pain-
ting means that there are no convenient 
parallels for a stylistic comparison. 
As always in the case of Cortona, the 
draughtsmanship may in some respects 
suggest Ciro Ferri, but for chronological 
reasons this can be excluded (Ferri was 
born in 1634) if, as I have argued here, 
there is a clear relationship between the 
drawing and the painting.
     Two fairly large drawings in the 
Nationalmuseum show the left and 

again”.5 (In the painting, the detail of 
Romulus’ hand holding the cloak is not 
clearly legible and may be unfinished.) 
Romulus is moving to the left; his cloak 
flies in the wind as he turns his head to 
listen intently to the words of the officer. 
The head of Romulus in the drawing, with 
its curly hair and suggested beard, has in 
fact been used in the painting, but for 
the kneeling Roman in the centre fore-
ground, where the same shadow over 
the collarbone can be noticed. Pietro da 
Cortona first tried another position for the 
king, with legs and body turned towards 
the right. The initial, tentative outlines 
of the legs can be seen, but once the artist 
had decided on the final attitude, with its 
energetic countermovement, he emphas-
ised the outlines of the legs with forceful 
chalk lines. Behind the two central figures, 
others are moving in a parallel plane; to 
the right are two Romans, one with his 
back turned to the viewer as he carries off 
a Sabine woman. A boy with a frightened 
expression on his face can be seen between 
Romulus and the officer, turning round 
to look over his shoulder. He is carrying a 
sphere-like object, the meaning of which 
is unclear, but the pose can perhaps be 
understood if compared with the boy to 
the far right in the painting, who strikes 
a similar attitude while holding a woman 
with his right arm. The boy’s face, perhaps 
studied in a previous drawing, may have 
been inserted to fill the gap between the 
two main figures. The officer’s helmet 
crowned by a sphinx is similar to the one 
worn by two of the soldiers in the painting. 
In the drawing it has no crest, as is also the 
case with the large soldier lifting a woman 
in the right foreground of the painting, 
likely based on the same model.6 

In my view, the parallels discussed 
above show how an artist could use 
drawings to experiment with very different 
solutions for a composition, while holding 
on to certain aspects of his initial studies of 
models that were pleasing for one reason 
or another. A complex composition like the 
Rape of the Sabine Women could, after all, 

central parts of a scene also related to the 
Rape of the Sabine Women (Figs. 3–4) 
Clearly, they do not represent the painting 
in the Musei Capitolini, as stated in the 
Nationalmuseum’s catalogue, since 
neither the figures nor the architectural 
elements are the same.7 In one sense, the 
composition also follows a different idea, 
with the six or seven pairs of Romans and 
Sabine women placed at varying depths in 
the pictorial space and not arranged in the 
frieze-like manner of the Capitoline pain-
ting. The two drawings are catalogued as 
probably executed in Pietro da Cortona’s 
studio and possibly retouched by the artist 

Fig. 3 Pietro da Cortona (1596–1669), studio of, 
Rape of the Sabine Women. The Left Part with 
Romulus on His Throne. Black chalk, heightened 
with white, touches of pen and brown ink, on 
brownish paper. Traced for transfer, 490 x 287 mm. 
Nationalmuseum, NMH Anck 151. 

Fig. 4 Pietro da Cortona (1596–1669), studio of, 
Rape of the Sabine Women. The Central Part. 
Black chalk, heightened with white, touches of 
pen and brown ink, on brownish paper. Traced for 
transfer, 482 x 290 mm. Nationalmuseum, 
NMH Anck 152. 
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Loeb Classical Library, London and Cambridge, 
Mass., 1959, p. 129.
6. There are four drawings of Romans in crested 
helmets (one in ink, one in black chalk and two in 
red chalk) on a sheet in the so-called Odescalchi 
album in the Istituto Centrale per la Grafica in 
Rome (inv. FN 13982/18b), attributed by Vitzthum 
to Pietro da Cortona. At least one of the red chalk 
drawings seems to me to be a study for the large 
soldier to the right in Pietro’s Sabines. But see 
Simonetta Prosperi Valenti Rodinò, in Pietro 
da Cortona e il disegno, Milan 1997, p. 196, who 
attributes the sheet to Ciro Ferri and connects the 
soldiers to Ferri’s paintings in the Cappella Cesi at 
S. Prassede, Rome. 
7. Per Bjurström and Börje Magnusson, Italian 
Drawings: Umbria, Rome, Naples, Stockholm 
1998, cats. 679–680, NMH Anck. 151 and 152, 
black chalk, heightened with white, touches of pen 
and brown ink, on brownish paper, measurements 
490 x 287 mm (151) and 482 x 290 mm (152). A thin 
strip of the composition is missing in the middle, 
between the two sheets, which appear to have been 
separated. A third part that would have closed 
the composition to the right is also apparently 
missing.
8. This information has often been repeated in the 
literature, with the later addition that Velázquez 
had ordered the pictures for the Spanish king 
during his first trip to Italy (1628–30). See Costello 
1950, pp. 237–238. See also Roma 1630: Il trionfo 
del pennello (exh. cat.), Villa Medici, Rome, 
25 Oct. 1994–1 Jan. 1995, Milan 1994, for a recent 
discussion and recreation of the “exhibition” at 
Santa Maria di Costantinopoli.
9. Costello 1950, p. 273. Valguarnera died from 
fever in the Tordinona prison on 2 January 1632.
10. Costello 1950, pp. 238–240.
11. Stefano Pierguidi, “Marcello Sacchetti, 
Francesco Valguarnera e il Ratto delle Sabine di 
Pietro da Cortona”, in Bolletino dei Musei Comunali 
di Roma, n.s. 22, 2010, pp. 57–68 (59). 
12. See Pierguidi 2010 for a discussion of the 
relationship between the pendants.
 

court that he had bought the large painting 
of the Rape of the Sabine Women from 
Pietro da Cortona for 200 scudi, paying 
him with 140 scudi in cash and a diamond 
worth 60 scudi.9 Jane Costello, who first 
published the legal documents recording 
the trial, argued that the price paid for the 
Sabines was so low that it must have been 
a copy. 10 This view has been challenged, 
with the argument that the price was not 
unreasonably low for a painting of high 
quality – Valguarnera had paid Poussin 
100 scudi for the Plague at Ashdod, also 
among his possessions. 11 If Valguarnera 
was indeed the first owner of the Capi-
toline Sabines, what remains unsettled 
is the painting’s ambiguous relationship 
to its pendant, the Sacrifice of Polyxena, 
commissioned by the Sacchetti in 1624.12 
If there were two versions of the Sabines 
(one bought by Valguarnera and another 
painted for the Sacchetti with the same 
dimensions as the Sacrifice of Polyxena), 
that question would be resolved.

Notes:
Acknowledgements: I would like to thank Maria 
Cristina Paoluzzi for discussing this and related 
drawings with me, and the staff of the Istituto
Centrale per la Grafica in Rome for their assistance.
1. Full entry by P. Masini, with bibliography, in 
Pietro da Cortona 1597–1669, Anna Lo Bianco (ed.), 
Milan 1997, pp. 336–337 (cat. 36). 
2. See Jane Costello, “The twelve pictures ‘ordered 
by Velasquez’ and the trial of Valguarnera”, Journal 
of the Warburg and Courtauld Institutes, vol. 13, 
1950, pp. 237–284.
3. Marco Cardinali and M. Beatrice de Ruggieri, 
“Il ‘ratto delle Sabine’ di Pietro da Cortona”, in 
Bolletino dei Musei Comunali di Roma, n.s. IX, 1995, 
pp. 147–157. 
4. NMH 45/2017, black chalk on paper, 
269 x 213 mm, bought at Im Kinsky, Vienna, 
in April 2017, in a lot consisting of anonymous 
drawings from the 16th–19th centuries. There are 
very few published preparatory drawings for the 
composition. Jörg Martin, Pietro da Cortona: Der 
Auftstieg zum führenden Maler im barocken Rom, 
Tübingen 1991, p. 212, and illus. 323–324, discusses 
two small drawings in the Cooper-Hewitt Museum 
in New York (inv. 1938-88-6584 and -6585).
5. Silvia Tomasi Velli, “L’iconografia del ‘Ratto delle 
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himself. Despite the fact that the drawings 
are traced for transfer, I find it unlikely 
that they are “final draft[s] for an engra-
ving”, as many details, in the architectural 
backdrop for example, are unresolved. 
They seem to me to represent a composi-
tion based on the same idea as the 
Capitoline Sabines, but perhaps intended 
for some other purpose, maybe a tapestry 
design, with the sketchy details to be sett-
led in the finished cartoon. However, the 
alternative composition recorded in the 
two drawings raises the question of 
the possible existence of other versions 
of Pietro da Cortona’s Rape of the Sabine 
Women. The Capitoline painting is not 
recorded in the Sacchetti collection until 
1639, and even if it is likely that it was 
acquired by the family earlier than that 
date, the peculiar circumstances of the 
first mention of Cortona painting the 
subject leave room for speculation.

In 1673, the German painter Joachim 
Sandrart wrote that the king of Spain 
had ordered twelve paintings by Rome’s 
foremost artists in 1630, Cortona’s Rape of 
the Sabine Women being one of them, and 
that the paintings were shown together 
in an exhibition in the courtyard of the 
church of Santa Maria di Costantinopoli 
on 10 June 1631.8 In fact, there never was a 
commission from the king of Spain, and it 
is doubtful whether the exhibition actually 
took place. At the time of the (perhaps 
imaginary) exhibition, at least four of the 
paintings listed by Sandrart belonged to 
a Sicilian nobleman called Don Fabritio 
Valguarnera. They were seized on his 
arrest on 12 July 1631 for a theft of uncut 
diamonds committed in Madrid in the 
autumn of 1629. The inventory of 
Valguarnera’s possessions included 37 
easel paintings, acquired for the most 
part during the preceding months. 
Giovanni Lanfranco, Nicolas Poussin and 
other painters who had sold them to 
Valguarnera, or exchanged them for 
diamonds, testified at the hearings. 
Valguarnera himself gave precise identifi-
cations of the seized goods, informing the 



31 Art Bulletin of Nationalmuseum Volumes 24 –25, 2017 – 2018

ACQUISITIONS/THE ENTRY OF QUEEN CHRISTINA INTO PARIS IN 1656

The Entry of Queen Christina into Paris in 1656
by François Chauveau

Martin Olin
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Fig. 1 François Chauveau (1613–1676), The Entry of Queen Christina of Sweden into Paris on 8 September 1656, 1656. Pen and brown ink, brown wash, traces of 
underdrawing in black chalk, on paper, 412 x 540 mm. Purchase: the Hjalmar and Anna Wicander Fund. Nationalmuseum, NMH 63/2017.
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no firm plans for the future. The ongoing 
conflict between France and Spain left 
its mark on diplomatic life at the papal 
court. In the years immediately prior to 
this, Christina had favoured Spain, but 
the winter of early 1656 saw a shift in her 
relationship to the great powers. She 
broke with the Spanish ambassador in 
Rome, dismissed her Spanish retinue 
and gravitated towards France.3 In secret 
correspondence between Christina and 
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engraving of the occasion that was never 
made.2 

Following her abdication, Christina 
had left Sweden in the summer of 1654. 
She broke her journey with an extended 
stay in the Spanish Netherlands, before 
continuing on her way to Italy in the  
autumn of the following year. On 3  
November she publicly confessed her 
Catholic faith in Innsbruck, and just before 
Christmas 1655 she arrived in Rome, with 

The Nationalmuseum has acquired a 
drawing by François Chauveau of the 
procession for the entry of Queen 
Christina of Sweden into Paris on 8 
September 1656 (Fig. 1).1  At the time of 
her visit to France that year, Christina’s 
reputation was at its height, and large 
crowds took to the streets of the city to 
catch a glimpse of her. The event was 
recorded in several prints, and this 
drawing was no doubt the design for an 

Fig. 2 François Chauveau (1613–1676), The Entry of Queen Christina of Sweden into Paris, 1656. Pen and brown ink, brown wash, 405 x 530 mm. 
Bibliothèque Nationale, Paris, Est Qb1.
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venture, the official explanation being that 
she was on her way to Sweden to negotiate 
her financial settlement. The 18-year-
old Louis XIV was aware of the plans 
and  ordered that Christina be received in 
France as a reigning monarch. She landed 
in Marseille on 29 July and the following 
month travelled north, fêted and wel-
comed with lavish ceremonies in one 
city after another.4

In the Bibliothèque Nationale in Paris 
there is a variant of the Nationalmuseum 
drawing, less sketchily executed and 
worked out in more detail, but identical 
in composition (Fig. 2).5 That sheet is 
inscribed “Chauveau” at the bottom right, 
a strong indication of its author’s identity. 
François Chauveau (1613–1676) is best 
known as a printmaker.6 He illustrated 

France’s first minister, Cardinal Mazarin, 
plans were forged for a joint military 
venture against southern Italy, with a 
view to making Christina Queen of Naples, 
while also solving her increasingly 
pressing financial problems. After her 
death the throne would pass to a French 
prince, in the first instance Louis XIV’s 
younger brother, Philippe, Duc d’Anjou. 
Mazarin could not afford to spare Philippe 
as things stood at the time, as Louis was 
still unmarried. The fact that Christina 
retained the rank of a reigning queen 
(recognised by both France and Spain) 
and that she was without issue made her 
an acceptable candidate for both the 
Neapolitans and the French.
       In July 1656, Christina set off for  
France to finalise plans for the Neapolitan 

Fig. 3 François Chauveau (1613–1676), The Chancellor Séguier at the Entry of Louis XIV and the Infanta Maria Theresa into Paris on 26 August 1660. Pen and brown 
ink, brown wash, red chalk on paper, 345 x 597 mm. Nationalmuseum, NMH 2717/1863.

many literary works with etchings after his 
own or other artists’ drawings. In the 
1660s he engraved images of the carousel 
arranged by Louis XIV in 1662 to celebrate 
the birth of his son, work which earned 
Chauveau the title of court engraver. The 
Nationalmuseum already owned another 
example of Chauveau’s drawings of grand 
processions: a set representing part of the 
ceremonial entry into Paris in conjunction 
with the marriage of Louis XIV and Ma-
rie-Thérèse in 1660 (Fig. 3).7 Close paral-
lels can be observed between the drawings, 
especially in the rendering of the pages, 
who in the drawings of Christina carry 
torches around the canopy and in that of 
Pierre Séguier walk alongside him, shading 
the mounted chancellor with parasols.8 
Compared with Chauveau’s large output of 
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holm 1976, nos. 303–316 (NMH 2717–2730/1863). 
8. NMH 2717/1863. It is tempting to believe that 
the pages wore the same costumes, with their 
short trunk hose, on both occasions. If so, Charles 
Lebrun’s portrait of Séguier on horseback in the 
Musée du Louvre gives a clearer picture of their 
appearance. Both the set NMH 2717–2730 and 
the Entry of Christina (NMH 63/2017) have been 
attributed to Lebrun, the latter at an earlier sale 
(Hôtel Drouot, Messieurs Ader et Boisgirard, 14 
May 1936, lot 59), reflecting not only a certain sty-
listic similarity, but also the fact that the two artists 
appear to have collaborated, as in the case 
of the images of Séguier on horseback.
9. Xavier Salmon, “Drawings by François 
Chauveau in the Biblioteca Nacional, Madrid”, 
Master Drawings, vol. 38, no. 2 (Summer 2000), 
pp. 139–154. For the closest stylistic parallel, 
cf. fig. 9 (“Victory”).
10. Wrangel 1923, pp. 295–320, describes the entry 
into the city. The final destination was the Louvre, 
where the king’s apartments had been made ready 
for Christina. The main sources are Monsieur de 
Sainctot’s account in the archives of the French 
Foreign Ministry and the report in the newspaper 
La Gazette; see Wrangel 1923, p. 297, n. 2, and 
p. 306, n. 1. It may be noted that Licorne, as 
depicted by the artist, is not moving in an ambling 
gait.
11. Henri II de Lorraine, 5th Duc de Guise, 1614–
1664. The family had claims to the crown of Naples, 
and the duke had participated in Masaniello’s revolt 
in 1647.
12. Most probably, of course, Chauveau intended to 
engrave the sheet himself. Nothing is known about 
why he did not. Perhaps the market for prints of 
Christina was temporarily saturated, or else the 
artist received other commissions.
13. See note 2 above.
14. Curt Weibull, Drottning Christina och 
Monaldesco, Stockholm 1936, passim. 
 

version. In the engraving, the text would 
have been placed in the cartouche at the 
top, with corresponding numbers or 
letters in the actual image, so the engraver 
basically needed access to both drawings.12

Christina’s entry into Paris was 
depicted in several prints, which varied 
in focus.13 Some of them show the figure 
of the queen close up, with the rest of 
the procession reduced to details in the 
background. There was a good deal of 
interest in the strikingly simple appea-
rance and attire of the famous queen. She 
had dressed for the occasion in a grey skirt, 
gold-embroidered scarlet justaucorps, and 
black hat over a light-coloured wig. In most 
prints she has her legs and skirt on the left 
side of the horse, the usual way of riding 
side-saddle. As an engraving, Chauveau’s 
composition would have been reversed, 
which is presumably why, in the drawing, 
the queen is riding with her legs to the 
right. Just over a year later, the acclama-
tion of the French for Christina turned 
into indignation and hatred when she had 
her crown equerry, Monaldesco, brutally 
executed at the Château de Fontainebleau, 
after he had betrayed and thereby thwar-
ted her plans for Naples.14 

Notes:
1. NMH 63/2017. Pen and brown ink, brown wash, 
traces of underdrawing in black chalk, on paper, 
41 x 53.9 cm, purchased at Artcurial, Paris, 
22 March 2017, lot 100.
2. Christina: drottning av Sverige – en europeisk 
kulturpersonlighet, Nationalmuseum exh. cat. 305, 
Stockholm 1966, nos. 648–655.
3. Curt Weibull, Drottning Christina: Studier och 
forskningar, Stockholm 1961 (1931), pp. 142–163.
4. F. U. Wrangel, Drottning Kristinas resa från Rom 
till franska hovet 1656, Stockholm 1923.
5. Inv. no. Est Qb1, 1656; see Christina: drottning av 
Sverige 1966 (note 2), no. 654.
6. We get an idea of Chauveau’s work from a 
manuscript in the National Library of Sweden 
in Stockholm (Handskriftssamlingen, S. 16, 
“Catalogue des Œuvres de François Chauveau, 
Dessinateur et Graveur de l’Academie Royale de 
Peinture et Sculpture”), previously owned by Carl 
Gustaf Tessin, which not only includes works by 
Chauveau himself.
7. Per Bjurström, French Drawings: Sixteenth and 
Seventeenth Centuries, Nationalmuseum, Stock-
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prints, relatively few drawings by him 
are preserved or known. For a long time, 
the starting point for our knowledge of 
Chauveau as a draughtsman was his name 
on the Paris version of the Entry of 
Christina. Later research, however, has 
been able to attribute more drawings to 
him, more or less clearly associated with 
printmaking.9

Representations of processions were 
a flourishing genre in the 17th century. 
They were a kind of arranged reportage 
image, which recorded in an accessible 
manner – but with no requirement of 
topographical realism – the sequence of 
events, the identity of the participants and 
their positions in the procession. Prints 
provided an official picture of the often 
very costly festivities, aimed at both other 
countries and the nation’s own subjects. In 
Chauveau’s drawing, the long procession 
winds its way towards the Cathedral of 
Notre-Dame, whose Gothic portals and 
precinct can be made out in the top right 
corner. This part of the drawing is conside-
rably more worked out in the Bibliothèque 
Nationale version, which was probably 
intended as the model for the engraving. 
     In the foreground, Christina is riding 
side-saddle with a walking stick in her 
hand. In front of her, four officials carry 
a ceremonial canopy. The queen was pre-
sented with such a canopy, embroidered 
with the national coat of arms of Sweden, 
at the Porte Saint-Antoine, and the inten-
tion was that she would ride beneath it.10 

According to La Gazette, however, her 
horse Licorne (“Unicorn”) shied at it, so 
it had to be carried in front of the queen. 
Licorne, a white ambler, had been lent to 
her by the Duc de Guise, who had been 
entrusted with escorting Christina and 
riding just behind her.11 Various delays 
along the way meant that the entry took 
place so late in the evening that darkness 
had fallen, hence the torchbearers. The 
Nationalmuseum drawing includes the 
names or descriptions of the participants 
at their respective places in the procession, 
whereas these are not found in the Paris 
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With funding from the Axel Hirsch 
Fund, the Nationalmuseum has acquired a 
mirror that is one of the most magnificent 
examples of Swedish Baroque (Fig. 1). Its 
provenance is unusually well documented, 
from the 1690s to the present.

Count Fabian Wrede (1641–1712), 
who commissioned the mirror, was a 
highly placed civil servant who enjoyed 
the full confidence of Karl XI of Sweden. 
Following a career as county governor of 
Viborg, he had helped to prepare for the 
radical reduction of the land holdings of 
the nobility that began in 1680. At the 
Riksdag (Parliament) of 1682, Wrede was 
speaker of the House of Nobility. In 1685 
he was appointed royal councillor and put 
in charge of three key “colleges” or offices 
of central government. One of Wrede’s 
chief political concerns was to develop 
trade and industry in a more mercantilist 
direction. He was soon made a count and 
became one of the richest men in Sweden. 
Politically, though, his fortunes declined, 
after he had tried to argue the case for a 
more defensive military policy, in opposi-
tion to Karl XII. In 1711, Wrede was forced 
to resign almost all his offices.

The mirror which Wrede ordered has 
an ornately carved giltwood frame, with 
strapwork, acanthus, cornucopias, bunches 
of grapes and flowers. Inset into the frame 
is mirror glass engraved with scattered 
flowers. The crest features the coat of 
arms of the Wrede family, engraved by an 
assured hand. The mirror is not signed, 
but can be attributed to the workshop of 

Count Fabian Wrede’s Mirror

Micael Ernstell
Curator, Applied Art and Design

Fig. 1 Burchardt Precht (1651–1738), Mirror with the Coat of Arms of Wrede, c. 1700. Gilt wood, engraved 
glass, 195 x 110 cm. Purchase: the Axel Hirsch Fund. Nationalmuseum, NMK 114/2017.
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1707.5 It subsequently passed by descent 
until it was acquired by the National-
museum, via Bukowskis, from Säbylund 
Manor in the province of Närke.6 

Notes:
1. Johan Knutsson, Möbelkonsten, Signums svenska 
konsthistoria, Lund 1997, p. 245.
2. Micael Ernstell, Glaskonsten, Signums svenska 
konsthistoria, Lund 1997, pp. 503–505.
3. Heribert Seitz, Glaset förr och nu, Stockholm 
1936, pp. 56–60.
4. Ernstell 1997, p. 507.
5. Sophia Wrede’s dowry 1707, De la Gardieska 
arkivet, Släktarkiven, Wrede 11, Handskriftsvolym, 
Lund University Library.
6. Slott och herresäten i Sverige, Närke, Säbylund, 
Allhems förlag 1969, p. 215.
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motifs, well suited to the surface and the 
shape of the objects in question. He was a 
major influence in Swedish engraving right 
up to his death in 1721. During this time, 
the quality of engraved glass from Kungs-
holms glasbruk was its peak. Elstermann 
used a wide range of motifs, which were 
to form a basis for the work of engravers 
in Sweden for over a hundred years. As 
late as the 1810s, his designs appeared on 
champagne glasses made at Sölje glasbruk 
in Värmland.4 

The engraved panels in the frame of 
this large (195 cm high) mirror have the 
same type of scattered flowers as was used 
on glasses from tKungsholms glasbruk. 
The coat of arms in the crest is executed 
with an assurance typical of Elstermann’s 
work. It is thus highly likely that the 
mirror glass was engraved by him, 
although the glass itself was probably 
imported. 

Over time, Burchardt Precht steadily 
streamlined his mirror making. Cast 
pewter mouldings replaced carved wood 
and the decoration of the glass was painted 
in white rather than engraved. The mirror 
acquired by the Museum shows no signs of 
these simplifications, however, indicating 
that it can be dated to the 1690s.

The part Wrede himself played in 
determining the appearance of the mirror 
should not be underestimated. His close 
connection to the court and the latest 
trends, such as Precht’s carved giltwood 
furniture and the new technique of deco-
rative engraving of glass, were influential 
factors. Wrede had the financial resources 
to commission a mirror, and his interest 
in trade is reflected in the cornucopias in 
its crest. The count’s mercantilist thinking 
was presumably also part of the reason 
why, as far as possible, he was keen for the 
mirror to be produced in Sweden. 

The unusually well-documented 
provenance of this piece includes written 
records from Count Fabian Wrede, who 
commissioned it, via his daughter Sophia, 
who had the mirror as part of her dowry 
when she married Erik Axelsson Sparre in 

Burchardt Precht (1651–1738) on account 
of its design, which stylistically is com-
parable to other pieces from that source. 
Precht was Stockholm’s leading wood 
carver at this time and received numerous 
royal and ecclesiastical commissions, often 
in collaboration with the court architect, 
Nicodemus Tessin the Younger. Born 
in Bremen and trained in Hamburg, he 
arrived in Stockholm in the 1670s. His 
workshop produced carved furniture, 
picture frames and funeral escutcheons for 
the court and the nobility. It also rented 
out furniture for special occasions. It is 
possible that Precht was able to polish and 
silver glass, hence the references to him in 
the literature as the first Swedish mirror 
maker. High-quality plate glass for mirrors 
could not be manufactured in the country, 
but had to be imported.1 When new glass-
works, such as Kungsholms glasbruk in 
Stockholm (1676–1815) or Henrikstorp in 
Skåne (1691–1762), were set up, there was 
always a hope that they would be able to 
make plate glass, as the demand for glass 
for windows was considerable.

Decorative engraving of glass was a 
new possibility now emerging in Stock-
holm. The technique had been revived 
in Europe in the early 17th century, and 
craftspeople with the necessary skills were 
sought after throughout the continent. 
Individual engravers came to Stockholm 
for short periods from the 1650s to the 
1680s, staying for just a few years before 
moving on. A few glasses in various 
Swedish collections can be linked to 
them.2 Once Kristoffer Elstermann 
established himself in Stockholm in the 
1690s, however, engraving became a 
regular feature of Swedish glass art. The 
first time Elstermann’s name appears in 
the accounts is in 1691, when, as a commis-
sion for Queen Dowager Hedvig Eleonora, 
he produced a window above the altar in 
the new chapel of the Castle of Tre Kronor 
(Three Crowns) in Stockholm.3 

Elstermann had his own workshop and 
undertook commissions for Kungsholms 
glasbruk. He skilfully engraved a variety of 
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In the last two years, the National-
museum has acquired a number of 
remarkable French master drawings from 
the 18th century, a selection of which are 
presented in this article. Most of these 
works were either shown at the Paris Salon 
or are by artists who regularly exhibited 
their drawings there. The draughtsmen 
concerned are Edme Bouchardon (1698–
1762), François Boucher (1703–1770), 
Nicolas Bernard Lépicié (1735–1784) and 
Nicolas André Monsiau (1754–1837). The 
article also considers a portrait drawing 
that could possibly be attributed to Joseph 
Ducreux (1735–1802). Works by these and 
other contemporary artists show how, 
during this period, the art of drawing came 
to be accorded an increasingly elevated 
and independent status. That is to say, a 
status independent of its traditional role as 
a tool in the working processes of painting, 
sculpture and printmaking.

Edme Bouchardon’s Portrait of 
Geneviève-Thérèse Mariette 
This drawing by Edme Bouchardon (Fig. 1) 
depicts Geneviève-Thérèse Mariette, the 
daughter of his close friend, the famous 
and influential engraver, art collector and 
writer Pierre-Jean Mariette (1694–1774). 
Mariette had among other things compiled 
a detailed catalogue of the banker Pierre 
Crozat’s (1665–1740) collection of master 
drawings.1 The collection was sold at an 
auction in Paris in 1741 at which Carl-
Gustaf Tessin (1695–1770) acquired a 
substantial number of works, now in the 

Consummate Preparatory Studies and Finished Works of Art – 
18th-Century French Drawings

Daniel Prytz
Curator, 18th-Century Painting, Drawings and Prints 

Fig. 1 Edme Bouchardon (1698–1762), Portrait of Geneviève-Thérèse Mariette ( born 1732), 
1736(?). Red chalk on paper, 438 x 325 mm. Purchase: the Wiros Fund. Nationalmuseum, 
NMH 64/2017. 
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described as a “dessin arrêté” or “dessin 
fini” – a “completed” drawing, a finished 
work of art in its own right.4  

This drawing is of art-historical 
importance on several accounts. When 
Bouchardon showed his portraits of 
Mariette’s children in 1737, it was the first 
time he exhibited at the Salon and the first 
time since 1725 that it was held. There is 
reason to believe that these works were 
some of the earliest finished drawings 
to be exhibited there.5 What prompted 
Bouchardon to show examples of his 
drawings in this context was presumably 
the fact that, alongside his sculpture, they 
had come to represent the most important 
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nolette. À la Sanguine”.3 The description 
“une petite fille en bagnolette” (“a little 
girl in a bonnet”) refers to the National-
museum drawing. In a format that is 
unusually and strikingly large-scale for 
a portrait drawing, the girl is shown in 
profile, gazing out, a little shyly perhaps, 
from beneath her bonnet. Using sharp 
outlines and graduated shading in red 
chalk, Bouchardon has built up volumes, 
which together create an almost three-
dimensional effect. The portrait is an 
outstanding example of Bouchardon’s 
draftmanship and the technique of which 
he was a master, where the drawing itself 
was the end result. The work can be 

Nationalmuseum. The drawing described 
here is mounted on the back of one of 
Mariette’s engravings, as is frequently the 
case with drawings he collected. Behind it, 
Mariette has attached a further sheet, on 
which he himself has written that this is a 
portrait of his daughter, drawn by Edme 
Bouchardon in 1736.2 

The following year, Bouchardon exhi-
bited six drawings at the Salon in Paris, two 
of them portraits of Mariette’s children. 
In the catalogue for the Salon, these works 
are described as follows: “Deux autres 
Têtes aussi plus grandes que nature, des 
Enfants de M. Mariette; l’une d’un Enfant 
qui rit & l’autre d’une petite fille en bag-

Fig. 2 François Boucher (1703–1770), Study of a Triton, 1740. Red, black, 
and white chalk on paper, edges of black chalk, 294 x 230 mm. Purchase: 
the Hedda and N. D. Qvist Fund. Nationalmuseum, NMH 60/2017.  

Fig. 3 François Boucher (1703–1770), Head of a Child, 1740. Red and white chalk, 
128 x 109 mm. Nationalmuseum, NMH 2924/1863.  
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nymph. She in turn is holding out a shell 
and offering a string of pearls to Venus. 
As well as compositional sketches, 
Boucher often drew preliminary studies 
for specific figures, as he has done here.12 
As the Triton lifts the Nereid, his body 
twists, and Boucher has captured – se-
emingly freely and yet accurately – the 
ripple of the muscles across his back, 
shoulders and arms. The artist’s use of 
red and black chalk lines is energetic and 
assured. His characteristic sensuality, so 
palpable in the painting, is perhaps even 
more in evidence in this study. Boucher 
has not yet covered the Nereid’s nudity, 
and here the Triton’s lift is also an ardent 
embrace. This is one of only two known 
figure studies for The Triumph of Venus. 
The other, Head of a Child (Fig. 3), is also 
in the Nationalmuseum’s collections.13  

strand of his work as an artist. Earlier the 
same year, for example, he had been taken 
on as a draughtsman at the Académie des 
Inscriptions et Belles Lettres.6 As a result 
of the practice of Bouchardon and others, 
worked-up drawings, not characterised 
by the transitory nature of the working 
process, now became increasingly pro-
minent. Views of the purpose of drawing 
and what could be achieved by it conse-
quently changed in the years immediately 
following the long spell without annual 
Salons.7 Mariette himself was of course a 
direct influence behind this change in the 
status of drawing: through his collecting 
and his empirical approach to art and 
the work of the artist, and in particular 
through the ideas he advanced about a 
drawing being the work, or instrument, 
through which one could get closest to an 
artist’s style and the process of artistic 
creation.8 The fact that Mariette and 
others in his circle also collected drawings 
by certain contemporary artists – as in 
this case – probably helped ensure that 
to those artists, too, drawing could seem 
particularly desirable and, increasingly 
often, an end in itself.9 

A preliminary study by 
François Boucher for 
The Triumph of Venus
François Boucher was another of the 
contemporary French artists, alongside 
Bouchardon, represented in Mariette’s 
drawings collection.10 Boucher’s accomp-
lished drawings were also shown at the 
Paris Salon and were to play a part in 
giving greater prominence to the art of 
drawing. The one we are concerned with 
here (Fig. 2) is a study for one of the cen-
tral figures in The Triumph of Venus (Fig. 
4), regarded by many as perhaps the artist’s 
finest work. The painting was shown to 
great acclaim at the 1740 Salon, along with 
two other works of a similar size by the 
same artist.11 The drawing corresponds 
directly to the Triton to the right, who 
is lifting and supporting a Nereid, or sea 

A preparatory work by 
Nicolas Bernard Lépicié for 
The Old Beggar with Child
Nicolas Bernard Lépicié was the son of 
the engravers François-Bernard Lépicié 
(1698–1755), who was known for his 
engravings of works by Boucher, and 
Renée-Elisabeth Marlié (1714–1773). 
He himself was both a painter and an 
engraver. He studied under Carle van Loo 
(1705–1765), and in 1769 he was admitted, 
as a history painter, to full membership 
of the Académie Royale de Peinture et de 
Sculpture.14 As time passed, he devoted 
himself increasingly to genre painting. 
Lépicié’s drawing (Fig. 5) is a study for 
the man in the painting The Old Beg-
gar with Child, signed and dated 1777, 
now in an American private collection.15 

The provenance of the drawing is fully 

Fig. 4 François Boucher (1703–1770), The Triumph of Venus, 1740. Oil on canvas, 130 x 162 cm. 
Nationalmuseum, NM 770.  
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documented, from its sale at auction in 
Paris in 1779, together with a study for the 
companion piece to the painting, La Bonne 
Mère.16 The drawing is fully worked up in 
a mixed technique of black and red chalk, 
heightened with white, and the sad gaze 
of the beggar is as powerful here as in the 
painting. The fact that boy in the painting 
does not appear in the drawing allows our 
attention to rest undivided on the dejec-
ted appearance of the old man. Although 
this is a preliminary study, it would seem 
that, while working on it, Lépicié became 
convinced of the drawing’s potential as a 
finished work of art. Perhaps that is also 
why he signed it.17  

Neoclassical detail – 
The Triumph of Aemilius 
Paulus by Nicolas André 
Monsiau 
By chance, and undeservedly, the im-
portant work of Nicolas André Monsiau 
has ended up somewhat in obscurity. 
Monsiau was a pupil of Jean-François-
Pierre Peyron (1744–1814). Through the 
patronage of the Marquis Pierre Philibert 
Bourrée de Corberon (1746–1794), he was 
able to study at the French Academy in 
Rome from 1776 to 1780. Following his 
return to Paris, he exhibited at the Salon 
de la Correspondance in 1780 and 1781.18 
Monsiau became an associate member 
(agréé) of the Académie Royale de Pe-
inture et de Sculpture in 1787, and a full 
member in 1789. At the Paris Salon of 1787 
he exhibited the present drawing of a scene 
from the triumph of Aemilius Paulus (Fig. 
6), framed together with three others, also 
representing that event.19 The work is an 
excellent example of a type of Neoclassical 
drawing from the late 18th century that is 
characterised by highly detailed rende-
rings of events from ancient history and 
mythology, often scrupulously based on 
literary sources.

Aemilius Paulus (also spelt Paullus, 
229–160 BC) was a Roman consul and 
general who defeated the Macedonian 
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Fig. 5 Nicolas Bernard Lépicié (1735–1784), An Old Beggar, 1777. Black chalk, heightened with white, 
traces of red chalk, on paper, 358 x 278 mm. Purchase: the Hedda and N. D. Qvist Fund. Nationalmuseum, 
NMH 61/2017. 
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termine.26 In several cases where both the 
drawing and the painting are known, there 
are often quite clear differences between 
them, although that is not that uncom-
mon with compositional drawings.27 In the 
present case, however, no painting of the 
subject by Monsiau is known. This and the 
other three drawings of scenes featuring 
Aemilus Paulus, moreover, were, of course 
the artist’s maiden works at the Salon, that 
is, the ones shown as independent works 
when he was made an agréé by the 
Academy. This fact, combined with their 
very detailed execution, underscores 
the artist’s propensity to create finished 
artworks in the form of drawings. Mariette 
took the view that it was in compositional 
drawings, rather than, say, figure studies, 
that one had by far the best chance of 
discovering the genius of an artist.28 

That artists such as Monsiau should 
from time to time take a compositional 
drawing a step further and fashion it into 
an independent work of art, still within 
the medium of drawing and yet worthy of 
being shown at the Salon, seems entirely 
logical.

A portrait attributed to 
Joseph Ducreux
Finally, we will turn here to a portrait (Fig. 
7) that is probably the work of one of the 
foremost portraitists active at the court of 
Louis XVI, Joseph Ducreux (1735–1802).29 

with crowns and wreaths. They were led by 
youths clad in finely-fringed waistcloths 
in which to do the sacrifice, while boys 
carried the wine for the libations in gold 
and silver vessels…”23 The artist skilfully 
captures the high-spirited festival mood 
of the thronging masses. Mounted soldiers 
push back the crowd to allow the proces-
sion to advance, while a couple of terrified 
women hold onto their children to keep 
them out of harm’s way. The trumpeters, 
dressed in Herculean lion skins, are clearly 
sounding their instruments so loudly that 
a woman nearby has to cover her ears. 
Alongside the oxen, countless standards 
are borne aloft. The celebrations went on 
for several days, and Monsiau presumably 
depicted different points in and aspects of 
the triumph in the four drawings that were 
exhibited at the Salon.24 There is also an 
engraving of the present drawing, executed 
by Raymond-Augustin Vieilh de Varennes 
and printed by Jacques Prudhomme.25  

As noted, relatively little attention has 
been paid to Monsiau’s art. However, in 
the catalogue of the collection of master 
drawings at the Smith College Museum 
of Arts, Ann H. Sievers does describe his 
drawing of Aspasia, from around 1806. She 
notes that Monsiau was one of the artists 
who regularly exhibited detailed drawings 
at the Salon, drawings whose indepen-
dent character or possible compositional 
relationship to paintings and engravings 
of the same subjects can be difficult to de-

king Perseus (212–166 BC) in a campaign 
in 168 BC. The Battle of Pydna, on the east 
coast of present-day Greece, represented 
the final victory for Aemilius Paulus. It 
was particularly significant in that the last 
remnants of the empire of Alexander the 
Great had now been conquered, enabling 
Rome to concentrate on its enemies to 
the west, in particular Carthage.20 The 
triumph of Aemilus Paulus has also been 
considered important in purely art-
historical terms, in view of the appreciable
quantities of Greek art he brought back 
with him as spoils of war. The fact that 
Plutarch gives a detailed account of the 
triumphal procession can be said to con-
firm this, and perhaps also helps to explain 
the subject’s popularity in Neo-classical 
art. 21 Apart from Monsiau, others who 
tackled it include Peyron and Lépicié’s 
pupil Carle Vernet (1758–1835), the latter 
in his reception piece for the Académie 
Royale de Peinture et de Sculpture in 1789, 
now in the Metropolitan Museum of Art, 
New York.22 

Monsiau’s drawing shows Aemilius 
Paulus’ triumphal procession through 
the streets of Rome, specifically illustra-
ting paragraph 33 of Plutarch’s life of the 
general: “On the third day, at earliest dawn, 
marched the trumpeters, not playing the 
music of a march, but sounding the notes 
which animate the Romans for a charge. 
After them were led along a hundred and 
twenty fat oxen with gilded horns, adorned 
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Fig. 6 Nicolas-André Monsiau (1754–1837), The Triumph of Aemilius Paulus, 1787. Pen and black ink, brown wash, 150 x 660 mm. Purchase: the Wiros Fund. 
Nationalmuseum, NMH 47/2018. 



42Art Bulletin of Nationalmuseum Volumes 24 –25, 2017 – 2018

A young, vivacious woman is looking over 
her left shoulder (from the viewer’s stand-
point she is looking to the right, hence the 
title of the work). She is wearing an expen-
sive dress, possibly of silk and with a lace 
collar. Her hair is extravagantly arranged 
and adorned with a large bow and a 
bonnet. With a seemingly light, free hand, 
the artist has captured the bright, cheerful 
disposition of the young woman. We see 
this not only in the slight smile playing 
on her lips, but also in the joy radiating 
from her eyes. By contrasting sharp out-
lines in black chalk, shaded passages and 
highlights in white, the artist has created 
volume and texture.

This recent acquisition by the 
Nationalmuseum is an exquisite example 
of drawn portraiture. In a masterly way, 
the artist infuses almost vibrant life into 
the woman’s gaze. There is a particularly 
marked element of naturalism here, 
characterised especially by the artist’s 
ability to capture a specific emotional 
state, a charisma that becomes unmistak-
ably tangible to the viewer. This expression 
was typical of the pastellist Ducreux, who 
is also famous for his animated portraits 
in oil.30 The present portrait of course has 
the same lively character and, in purely 
technical terms, can also be said to point to 
an artist active as a pastellist. Ducreux was 
probably a pupil of Maurice-Quentin de La 
Tour (1704–1788) and, like him, produced 
drawn portraits with a close affinity to his 
pastels, and not uncommonly with the 
same perfection.31 The Nationalmuseum 
portrait can be compared with a number 
of known portrait drawings by Ducreux, 
including one of Louis XVI in the Musée 
Carnavalet in Paris and, perhaps especi-
ally, another of a young man, possibly the 
artist’s son, Alexandre Ducreux. Most of 
these drawings are also included in what is 
still the only existing catalogue raisonné 
of Ducreux’s work, published in 1958. 
Recurring features include the delicate 
lines of black chalk which, along with the 
highlights in white, lend volume to the 
hair.32 The white highlights, which, done 
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Fig. 7 Joseph Ducreux (1735–1802), Portrait of a Woman Looking to the Right. Pencil, black chalk 
heightened with white on paper, 350 x 246 mm. Purchase: the Magda and Max Ettler Fund. 
Nationalmuseum, NMH 8/2018.
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with a free hand, are also used to render 
lace, are typical of Ducreux’s drawings and 
directly reflect the way the artist depicts 
such features in his pastel portraits.33  

The immediacy to be found in portrait 
drawings such as these has sometimes 
been ascribed to the fact that they are 
sketches and designs, that is to say, 
transitory works and tools in a working 
process.34 In them, we see the artist’s first 
impressions of the sitter, perhaps not yet 
overly adapted to the wishes of a client, 
or the requirements of a more worked-up 
version in oil.  Portraitists such as La Tour 
and Ducreux seem to have wanted to take 
advantage of precisely this immediacy as 
part of the finished work, thereby making 
it their trademark feature, whether the 
end product was a drawing or a painting. 
Both these artists also signed and dedica-
ted portrait drawings. Conveying as it does 
a superb, carefully balanced immediacy, 
the present drawing can be seen both as 
a finished work of art – like Bouchardon’s 
portrait of a child and Monsiau’s classical 
on-the-spot record – and as a consummate 
preparatory work – like Boucher’s figure 
study and the signed drawing by Lépicié. 
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ACQUISITIONS/DECORATIVE OBJECTS IN RETOUR D’ÉGYP TE STYLE

Pyramids, obelisks and sphinxes were 
hardly a novelty in late 18th-century 
European art and architecture.1 Since 
the Renaissance, Egypt had been seen 
as the land of wisdom and mystery. The 
fact that the code to hieroglyphic writing 
had yet to be cracked merely added to its 
enigmatic character. In landscape gardens 
especially, it became popular to build small 
pyramids and obelisks. It is a historical 
irony that Jean-Baptiste Kléber, later 
better known for his part in Napoleon’s 
Egyptian campaign, began his career as an 
architect designing, among other things, 
garden buildings of this kind for the park 
at Étupes, the Alsace estate of the Prince 
of Montbéliard, in 1787.2 In stage design, 
Egyptianism also worked well in Mozart’s 
Magic Flute, where there is a particularly 
clear connection to Freemasonry and the 
contemporary craze for the occult. Egyp-
tianising forms could also be used purely 
decoratively, with no thought whatsoever 
for their links to mysticism.3 During the 
age of Louis XVI, Egyptianising caryatides, 
sphinxes, lions and canopic heads fre-
quently appeared on furniture and other 
works of applied art, details that were well 
suited to the decorative character of the 
Neoclassical style. Gian Battista Piranesi’s 
Diversi Maniere d’adonare i cammini (1769) 
was an important source. Piranesi’s feeling 
for the picturesque and the sublime also 
imparted an element of bizzarria.

This, then, was what Egyptomania 
looked like before General Napoleon 
Bonaparte embarked on his Egyptian

Decorative Objects in Retour d’Égypte Style – 
A Reflection of International Politics

Magnus Olausson
Director of Collections 

Fig. 1 Unknown designer and producer, Canopic jars, 1800–50. Bronze, marble giallo siena, 34 x 12 cm 
(h x diam). Purchase: the Axel Hirsch Fund. Nationalmuseum, NMK 6–7/2017.
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expedition. The French attempt to 
conquer Egypt from May 1798 to August 
1801 ended in military defeat, but left 
clear traces in the fine and applied arts. 
What prompted this reckless military 
enterprise was hardly scholarly interest 
in Egyptian ancient history and botany, 
but colonial ambitions pure and simple. 
In leading political circles there was a 
dream of restoring French colonial power, 
securing the route to India and accessing 
important raw materials such as sugar 
and wheat.4 An Egyptian campaign would, 
in addition, solve a dilemma in the power 
politics of the day: it would mean that, 
for a time, a growing threat to the gover-
ning Directory in Paris – Bonaparte and 
his victorious army, which had conquered 
large parts of the Italian peninsula – would 
be safely out of the way. Despite this, the 
general let himself be tempted by the idea 
of a campaign in Egypt, swayed perhaps 
by ambition, a desire to rival Alexander 
the Great and Caesar. At the same time, 
Bonaparte wanted to be seen as a cultiva-
ted general, and the expedition thus also 
took on the veneer of a civilising project, 
although the focus seems to have been on 
conquest and colonisation. Who inspired 
him to take scientists and artists along on 
the campaign is not entirely clear. It may 
have been Dominique-Vivant Denon, who 
from this point on became his right-hand 
man in the sphere of art and culture. The 
32,000 men of the expeditionary force 
included a contingent of 150 scientists and 
artists. It was not entirely easy for them 
to engage in a study of ancient Egypt, with 
military action and constant danger on all 
sides. Despite this, their efforts resulted 
in the impressive Description de l’Égypte, 
published in 23 volumes between 1809 
and 1829.5 This was a French triumph, 
even though British forces seized as spoils 
of war much of the archaeological and 
scientific material collected by the French 
expedition. The Rosetta Stone is of course 
the best-known example, but here, too, 
the French could claim the propaganda 
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Fig. 2 Unknown designer and producer, Candlesticks, c. 1810, Bronze, gilt, 30.8 x 12.5 cm (h x diam). 
Purchase: the Axel Hirsch Fund. Nationalmuseum, NMK 267–268/2016.
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Fig. 3 Unknown designer and producer, Tabouret, 1800s. Mahogany, inlay, 50 x 42 x 41 cm (h x l x w). Purchase: the Anna and Ferdinand Boberg Foundation. 
Nationalmuseum, NMK 3/2017. 
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Thorvaldsen Museum in Copenhagen, 
designed by Michael Gottlieb Bindesbøll 
and built in 1839–48.

Notes:
1. A foundational article on the subject was 
published as early as 1956 by Nikolaus Pevsner and 
Susan Lang (“The Egyptian Revival”, Architectural 
Review, CXIX, May 1956, pp. 242–254).
2. Richard G. Carrott, The Egyptian Revival: Its 
Sources, Monuments and Meaning 1808–1858, 
Berkeley, Los Angeles and London 1978, p. 26.
3. Cf. Jurgis Baltrusaitis, La quête d’Isis, Paris 1967. 
4. Juan Cole, Napoleon’s Egypt: Invading the Middle 
East, New York 2007, p. 3–20. 
5. Chantal Orgogozo, “Le voyage dans la Basse et 
la Haute-Egypte”, Dominique-Vivant Denon: L’œil 
de Napoléon, exh. cat., Musée du Louvre, Paris 
1999–2000, pp. 108–117.
 

jars were designed to hold embalmed 
entrails, but around 1800 they were turned 
into decorative pieces for display on a 
mantelpiece or desk. That was the setting, 
too, for a pair of ormolu candlesticks in 
Retour d’Égypte style acquired by the 
Museum (Fig. 2). Sphinx heads and 
fantasy hieroglyphs are to be found on 
both Russian- and French-made items 
from this period, again making it difficult 
to establish their origins. The last in a 
series of recently acquired Egyptianising 
objects, a tabouret made in Denmark 
(Figs. 3–4), nevertheless shows how inter-
national this style of interior decoration 
was. It has legs with lotus-leaf decoration 
and inlaid hieroglyphs in the seat and rails. 
Egyptianism is also very much in evidence 
in the large pylon-framed doorways of 
one of the best-known Danish Golden Age 
landmarks, from the same period – the 
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victory with Champollion’s achievement in 
deciphering the secret of hieroglyphics.

With the expedition ending in a major 
failure, it is something of a paradox that 
Napoleon nevertheless wanted to be 
linked to Egypt, but Egyptianism also had 
other associations with world conquest. 
It was thus well suited to the soon-to-be 
emperor’s ambitions for the future. That 
is why Egyptian forms are also to be found 
in the luxury production of bronzes, 
porcelain and furniture carried on in 
Paris throughout the Napoleonic era. 
Egyptomania became just as popular in 
the rest of Europe, with the consequence 
that it is not always easy to determine the 
geographical origins of different objects. 
This is true, for example, of two canopic 
jars (Fig. 1), inscribed with hieroglyphs and 
with covers bearing a human and a baboon 
head, respectively. In ancient times, these 

Fig. 4 Unknown designer and producer, Tabouret, 1800s (detail). Mahogany, inlay, 50 x 42 x 41 cm (h x l x w). Purchase: the Anna and Ferdinand Boberg Foundation. 
Nationalmuseum, NMK 3/2017. 
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As the traditional academic hierarchy 
of artistic subjects crumbled during the 
French Revolution, various forms of 
genre painting experienced an upsurge 
in interest. In particular, there was a 
fascination with city views and repre-
sentations of spatiality. These images of 
everyday life are entirely unsentimental. 
They are like a peep show, with openings 
onto reality. Perspective and light are 
important elements in generating the 
sense of illusion they convey.

Ever since the Renaissance and the 
development of one-point perspective, 
artists have been fascinated by different 
ways of creating illusions of space. In the 
later part of the 18th century, tourism 
gave rise to a market for views from cities 
such as Paris. Many of the artists who 
produced them had received their training 
as perspective painters in the theatre. 
Some of them would go on to develop the 
panorama, a 360-degree view consisting of 
painted scenes arranged round the walls 
of a circular structure, with space in the 
middle for the viewing public. These pain-
tings usually showed views of cities from 
high vantage points, or dramatic contem-
porary events such as fires and battles.

The leading panorama painter in Paris 
after 1800 was Pierre Prévost (1764–1823). 
His pupils included two artists who 
were previously unrepresented in the 
Nationalmuseum’s collections: Étienne 
Bouhot (1780–1862) and Charles-Marie 
Bouton (1781–1853). Both were celebrated 
figures in their day, but have since fallen 

Before Photography – French Genre Painting 
in the Early 19th Century

Magnus Olausson 
 Director of Collections

Carl-Johan Olsson
Curator, Paintings and Sculpture

Fig. 1 Étienne Bouhot (1780–1862), View of the Pavillon de Bellechasse on rue Saint-Dominique in Paris, 1823. 
Oil on canvas, 55.5 x 47 cm. Purchase: the Hedda and N. D. Qvist Fund. Nationalmuseum, NM 7434.
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Fig. 2 Étienne Bouhot (1780–1862), Interior from the Church of Saint-Thibault in Bourgogne.  Oil on canvas, 46 x 38 cm. Purchase: the Hedda and 
N. D. Qvist Fund. Nationalmuseum, NM 7435.
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frame well-known monuments. There is 
also room here for the world of ordinary 
people, with its backyards, outhouses and 
other nooks and crannies. It is this sense of 
the everyday that Bouhot has captured in 
his image of a street in Paris (Fig. 1). Here, 
details are rendered with meticulous 
precision, as is the play of light and sha-
dow. Historicising genre painting 

into undeserved obscurity. They had both 
worked on perspective views together with 
Prévost.1  Bouhot exhibited his paintings 
from the 1808 Salon onwards, with an 
emphasis on views of Paris. The latter 
demonstrate a new eye for the city. We 
still see the famous buildings, but painted 
now from unusual angles or in unexpected 
perspective. Archways are often used to 

was not alone in drawing inspiration from 
17th-century Dutch art; topographical 
subjects did so to no less a degree. Bouhot’s 
technique also recalls the almost porce-
lain-like surfaces of the Leiden fijnschilder 
tradition. Staffage figures reinforce the 
illusionary effect and a strong sense of 
presence. They help to create depth, but 
are also part of a social context. Placed 

Fig. 3 Charles-Marie Bouton (1781–1853), First Communion in the Interior of the Crypt of the Church of St Roch, Paris . Oil on canvas, 100 x 133 cm. Purchase: 
the Wiros Fund. Nationalmuseum, NM 7405.
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Remarks on the Taste of Louis-Philippe, Duc 
d’Orléans”, Getty Research Journal, no. 5 (2013), 
pp. 60–61.
3. Now in the Musée Carnavalet; see Bajou 2013, 
p. 61. Cf. Étienne Bouhot 1780–1862, Sandrine Balan 
(ed.), Musée de Semur-en-Auxois 2001, p. 39.
4. Ibid., p. 105.
5. Ibid., p. 39.
6. Étienne Bouhot, “Vue d’une rue dans Paris”, 
c. 1818, pen and wash in brown ink, 21.9 x 26.5 
cm, Beaussant-Lefèvre SARL, 6 June 2014, lot 46, 
inscribed “à donner à Mons. Duc d’Orléans 1818”.
The painting by Bouhot was exhibited under 
the title “Vue de la maison Bellechasse, rue 
Saint-Dominique” at the Salon 1824, (no 232). 
The Pavillon de Bellechasse was designed by the 
architect Bernard Poyet for the children of the 
Duke of Chartres, built c. 1778–79. It was situated 
at 11 bis, rue Saint-Dominique. The Pavillon de 
Bellechasse was destroyed in 1905. Cf. Louis-
Philippe l’homme et le roi 1773–1850, (exh.cat.), 
Archives nationales, Paris 1974–75, p. 36. We are 
greatly indebted to M. Gérald Lefebvre in Bruxelles 
for having identified the motif of Bouhot’s painting. 
7. Cf. Étienne Bouhot 1780–1862, Sandrine Balan 
(ed.), Musée de Semur-en-Auxois 2001, p. 45.
8. Eveline Denfer, “‘Après tant d’anées d’étude du 
vrai, je me croyais quelque chose, mais celui-ci me 
prouve que je suis un ignorant.’ L’héritage de la 
peinture hollandaise du XVIIe siècle”, L’Invention 
du passé: Gothique, mon amour … 1802–1830 
(exh. cat.), Monastère Royal de Brou à Bourg-en-
Bresse, Paris 2014, p. 48.
9. Marie Pessiot, “Charles-Marie Bouton, 
variations sur des vues pittoresques: peintures, 
gravure et diorama”, Revue des musées de France: 
Revue du Louvre, no. 1 (February 2011), pp. 79–81.
 

to the contemporary craze for the Gothic. 
It is also a slightly absurd reportage image 
of the state of the nation following the 
vandalism of the French Revolution. 
The vaults and roof are on the verge of 
collapse, yet the priest still stands calmly 
beneath them, talking to his parishioners. 
The blue sky and the light filtering through 
the broken window contribute to the 
evocative character of the painting.

In Charles-Marie Bouton’s First 
Communion in the Interior of the Crypt of 
the Church of St Roch, Paris (Fig. 3), too, 
we see the interplay of light and space, 
but here it is more complex in character. 
In the large central aisle of the church, to 
the left, a confirmation mass is under way. 
In the smaller adjoining spaces, parishio-
ners are engaged in private prayer, while 
in the background we see Louis-Pierre 
Deseine’s sculpture group of the burial of 
Christ. These different representations 
of space and differing degrees of reality 
are achieved by an evocative treatment of 
light, entering through variously shaped 
skylights above. There is not just one 
perspective, but several, which together 
lend an air of mystery to the church 
interior. Inspiration for this remarkable 
twist on perspective probably came from 
Dutch 17th-century masters such as 
Gerard Houckgeest.8 Unsurprisingly, it was 
Charles-Marie Bouton, along with Louis 
Daguerre, who invented the diorama, a 
development on the panorama, with the 
addition of light to create an illusion of 
movement. Their joint creation, with two 
enormous screens, opened to the public in 
Paris in July 1823.9 

With these three paintings, the 
Nationalmuseum is now able to present a 
phenomenon in pictorial art that would 
be of huge importance in the subsequent 
development of visual culture as a whole, 
set in motion by the invention of photo-
graphy.
  
Notes:
1. Étienne Bouhot 1780–1862, Sandrine Balan (ed.), 
Musée de Semur-en-Auxois 2001, p. 31.
2. Valérie Bajou, “A Hagiographic Collection: 
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on different planes, these figures are like 
actors on a stage.

Étienne Bouhot became very popular 
with the leading collectors of the time, 
including the Duke of Orléans, the future 
King Louis-Philippe I.2  The Duke, who 
would brook no competition from other 
art buyers unless they were members of 
the royal family, had, by his persistence, 
managed to secure two paintings by 
Bouhot in connection with the Salon of 
1817.3 This resulted in a commission from 
him the same year for a painting of The 
Great Staircase of the Palais-Royal.4 Louis-
Philippe, who showed a genuine interest 
in Bouhot’s work on the interior from his 
own palace, would come to converse with 
him daily in his improvised studio in the 
apartments of Princess Adélaïde.5 Perhaps 
it was in connection with these meetings 
that Bouhot presented the Duke with his 
sketch drawing for the painting recently 
acquired by the Nationalmuseum.6  The 
artist might have thought that the motif 
would be tempting for the Duke since it 
showed the Pavillon de Bellechasse on 
rue Saint-Dominique, where he spent his 
childhood together with his siblings and 
the governess, la Comtesse de Genlis. 
Bouhot completed his painting of the 
Pavillon de Bellechasse in 1823.

That was the same year as Bouhot lost 
his son Philibert, which was a contributory 
factor behind the artist’s eventual return 
to his native Burgundy and the town of 
Semur-en-Auxois.  Nearby is the small 
village of Saint-Thibault, with its old 
Gothic parish church. The church was 
originally intended to have the propor-
tions of a cathedral, but only a torso was 
ever built. Early on, the building attained 
the status of a national historic monument, 
and it was later restored by the architect 
Eugène Viollet-le-Duc. In Bouhot’s 
painting (Fig. 2), recently added to the 
Nationalmuseum collection, we see the 
dilapidated state of the church before the 
restoration work began. His interior is not 
considered an entirely accurate rendering 
of the historical building and bears witness 
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Joseph Weninger – An Itinerant Photographic Pioneer

Magnus Olausson
Director of Collections 

Fig. 1 Joseph Weninger (1802–1875), Unknown Man. Daguerreotype, 
14.2 x 11 cm. Purchase: the gift fund of Gripsholmsföreningen av år 1937
(the Axel Hirsch Fund). Nationalmuseum, NMGrh 4798. 

Fig. 2 Joseph Weninger (1802–1875), Unknown Woman. Daguerreotype, 
14.2 x 11 cm. Purchase: the gift fund of Gripsholmsföreningen av år 1937 
(the Axel Hirsch Fund). Nationalmuseum, NMGrh 4799.
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The first foreign itinerant portrait 
daguerreotypist to come to Sweden 
was the Austrian Joseph Weninger 
(1802–1875). He was born in Zellnitz, 
Untersteiermark (now Selnica in northern 
Slovenia), and from 1826 he studied at 
the Academy of Fine Arts in Vienna. In 
1841 Weninger travelled to Karlsbad in 
Bohemia, where he acquired a knowled-
ge of the new daguerreotype technique, 
probably from Anton Georg Martin.1 
Presumably this meant that he learnt to 
use the camera and lens refined by Petzval 
and Voigtländer, which were far more 
light-sensitive than their French fore-
runners. With his combination of artistic 
and scientific training, Weninger subse-
quently referred to himself as a “Portrait 
Painter & Chemist” – a description presu-
mably intended to enable him to com-
pete more effectively with conventional 
portrait painters, and with any dabblers 
in the new technique. By the autumn of 
1841, Weninger was himself working as 
a daguerreotypist in Prague.2 Early the 
following year, he moved his business 
to Leipzig, where he became the first 
itinerant portrait daguerreotypist.3

Via Hamburg, Weninger made his 
way to Copenhagen, where he advertised 
in June 1842 that he could produce a 
daguerreotype in just 15–30 seconds. 
That was one feature of the technique 
that was given particular emphasis in his 
advertisements, along with the fact that 
the likenesses created surpassed those 
achieved with other forms of portraiture. 
It is said that, while in Copenhagen, he 
had time to take portraits of members 
of the royal family, although no traces of 
these have been found. During the year 
Weninger spent in Denmark, he was 
often on the move in different parts of 
the country. He also participated in the 
Danish Academy of Fine Arts’ exhibition 
at Charlottenborg.4

From Copenhagen, Weninger sailed 
to Gothenburg in the summer of 1843, 
continuing via the Göta Canal to Stock-
holm, where he arrived on 12 June. Just 
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Fig. 3 Joseph Weninger (1802–1875), Helena Sergevna Schherbatova (1826–1855), Russian Princess, Married 
to the Swedish Diplomate Gustaf af Nordin, c. 1850. Daguerreotype, 17 x 13.2 x 0.7 cm. Purchase:
the Fritz Ottergren Fund. Nationalmuseum, NMGrh 5068.
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a fortnight later, Prince Gustaf had his 
portrait taken by the Austrian daguerreo-
typist in the gardens of the Royal Palace, 
although, again, the image has not been 
found.5 In the barely three months 
Weninger stayed in the Swedish capital, 
where he was joined by his brother 
Heinrich, he did not have time to produce 
very many portraits. Two of the ones he 
did take, probably representing a married 
couple, had previously been acquired by 
the Nationalmuseum (Figs. 1–2).6 There is 
no absolute proof, admittedly, that these 
portraits of a young man and woman were 
in fact taken in Stockholm, but in the 
daguerreotypes of named individuals from 
Weninger’s stay in Sweden we see the same 
chair with a tall, Baroque-style cane back, 
of a type conspicuous by its absence in his 
other known works.7 Most of them also 
have the same rectangular white mount 
with an upright octagonal window, framed 
by a gold line, and preprinted with the text 
“Daguerrotype von Joseph Wenninger aus 
Wien”.

As his photographic studio, he used 
a glazed summer house in the garden of 
Count Carl De Geer’s property on Stora 
Trädgårdsgatan in Stockholm. This ex-
plains why, in his adverts, Weninger 
stresses that “the portraits are formed in 
the shade, not in the sunshine as used to 
be the case, so the weather is of no signi-
ficance in this regard; work is therefore 
carried out in every kind of weather”.8

Why did Weninger content himself 
with less than three months in Stockholm 
and Sweden? Presumably because he 
had quickly become aware that a more 
lucrative market awaited him in the great 
empire to the east. What is more, Stock-
holm already had a native daguerreotypist, 
Johan Adolf Sevén, who had been active 
there since as early as 1841.9 On 25 August 
1843, therefore, the Weninger brothers left 
the Swedish capital to travel via Finland to 
Russia and St Petersburg. Josef Weninger 
opened a studio the same year at Grande 
Morskoi, Maison Person, No. 37.10 Here he 
received the elite of the city, among them 

Fig. 4 Joseph Weninger (1802–1875), Helena Sergevna Schherbatova (1826–1855), Russian Princess, Married 
to the Swedish Diplomate Gustaf af Nordin, c. 1850. Daguerreotype, 10 x 7,5 cm. Purchase: the gift fund of 
Gripsholmsföreningen av år 1937 (the Axel Hirsch Fund). Nationalmuseum, NMGrh 5169.
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1922, h. 2, nr 57, pp. 17 ff. Cf. Solfrid Söderlind, 
Porträttbruk i Sverige 1840–1865, diss., p. 176.
4. Bjørn Ochsner, Fotografer i og fra Danmark til og 
med år 1920, I–II, Ballerup 1986, pp. 844–845.
5. Söderlind 1993, p. 290.
6. NMGrh 4798–4799 (purchased in 2011 with 
funds from the gift fund of Gripsholmsföreningen 
av år 1937).
7. Moderna Museet FM 1983 031 003 (Count 
Patrick Lewenhaupt, County Governor, with 
his sons Charles-Emil and Adolf Otto); FM 1985 
043 001 (Hedvig Maria Stjerncreutz with her 
son Herman Rudolf Stenberij); Nordiska Museet 
NM.0240206 (Carl Gustaf Lindberg and his wife 
Aurore Mathilde, née Oudar).
8. Helmer Bäckström, “Daguerreotypien i Sverige”, 
Daedalus, vol. 13, 1943, p. 75. 
9. Söderlind 1993, p. 177.
10. See note 12.
11. Gustaf Elgenstierna, Den introducerade svenska 
adelns ättartavlor, vol. V, Stockholm 1930, p. 510.
12. NMGrh 5068. Hidden on the back of this 
portrait, as on the other one (NMGrh 5169), was 
Weninger’s business label, with the wording 
“J. Weninger Atelier Grande Morskoi, Maison 
Person No. 37”.
13. NMGrh 5169. 
14. Unto Käyhkö, Painted and Photographed 
Portraits in Finland 1839–1870, Jyväskylä 1995, 
p. 25.
15. Stockholms Auktionsverk Online, 6 Jan. 2015, 
no. 285171; 12 Dec. 2018, no. 548002.
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the newly married Princess Helena 
Sergevna Shcherbatova. At the age of 
barely 20, she had married the Swedish 
minister to Russia, Major General Gustaf 
af Nordin, a man more than 25 years her 
senior.11 At some point in connection with 
this, Weninger took two daguerreotype 
portraits of the young Helena. One of them 
shows her wearing a bonnet and looking 
to the left (Fig. 3).12 In the other, she is 
wearing more or less the same clothes, but 
has removed her headgear and meets the 
viewer’s gaze (Fig. 4).13

The first of these portraits is the better 
preserved. Its technical quality is very 
high. The carefully balanced composition 
betrays Joseph Weninger’s training as a 
portrait painter. In Sweden, his only real 
rival in artistic and technical skill was 
Johan Vilhelm Bergström. The Austrian 
pioneer successfully operated his business 
in St Petersburg until 1860.14

The young Princess Shcherbatova only 
lived to the age of 28. She is buried in the 
Alexander Nevsky Cemetery in her native 
St Petersburg. The year after his wife’s 
death, 1856, the widower Gustaf af Nordin 
asked to be recalled as Sweden’s minister. 
He took with him the couple’s only child, 
their 9-year-old daughter Olga. It was 
from the estate of her descendants that the 
Nationalmuseum was able to acquire the 
two daguerreotypes. At the auction sales in 
question, though, neither of the portraits 
was correctly identified.15 By a happy 
coincidence, and based on the provenance 
of the images, it was finally possible to 
establish the identity of the sitter as 
Princess Helena Sergevna Shcherbatova, 
portrayed soon after her twentieth birth-
day.

Notes:
1. Uwe Steen, “Joseph und Heinrich Weninger: 
Reisende Daguerreotypisten aus Österreich”, in 
Fotogeschichte, Heft 70, Jg. 18, 1998, pp. 3–19.
2. http://www.scheufler.cz/en-CZ/photohistory/
chronology,1841,04-daguerreotypist-josef-
weninger-in-prague,50.html
3. Helmer Bäckström, “Wienaren Joseph 
Weningers fotografiska verksamhet i Stockholm 
sommaren 1843”, Nordisk Tidskrift för Fotografi 
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years later, in 1834–35. For a long time, 
Caruelle d’Aligny’s first visit to Italy was 
less well known than his second, but 
when the Musée des Beaux-Arts in Rennes 
acquired 17 drawings of Italian architec-
tural and landscape subjects in 1983 and 
1984, most of them dated and signed, a 
clearer picture emerged of the artist’s stay 

Following studies under Jean-Baptiste 
Regnault and Louis-Étienne Watelet, 
the young landscape painter Théodore 
Caruelle d’Aligny went to Italy in 1822, 
staying there until 1827. He mainly resided 
in Rome, but also travelled to Umbria, 
Sicily, the Bay of Naples and other parts of 
the country. He was to return to Italy a few 

Italian Studies from the 1820s by Théodore Caruelle d’Aligny

Martin Olin
Director of Research

in the country from 1822 to 1827.1 The 
Rennes drawings showed many parallels 
with 15 works in the Museo di Roma 
(formerly the Gabinetto Communale delle 
Stampe), they too consisting of confidently 
executed graphite sketches of Roman 
motifs and landscape views from central 
Italy. With the Nationalmuseum’s 

Fig. 1 Théodore Caruelle d’Aligny (1798–1871), The Capitol in Rome Seen from the South, 1823. Graphite on paper, 200 x 383 mm. Purchase: the Wiros Fund. 
Nationalmuseum, NMH 32/2017.
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vineyards from the street, which opens 
onto the square, with the Lateran Palace to 
the left and, in the background, the papal 
benediction loggia that terminates the 
north transept of the Lateran Basilica 
(Fig. 3). Caruelle d’Aligny has used very 
thin strokes of graphite to render the 
architecture of the loggia, which appears to 
be veiled in a light haze beyond the vertical 
of the imposing obelisk, while the walls 
and the paving of the street in the fore-
ground are drawn with greater pressure 
and broader strokes.

Caruelle d’Aligny also drew the 
architecture of antiquity; several studies 
show the substructures of the Palatine 
Hill and the half-collapsed walls of the 
Baths of Diocletian (Fig. 2). In some 
cases, the ancient monuments are still 
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distance and with a focus on the overall 
topography, rather than on details of the 
architecture and the ancient monuments. 
Two of them are dated 1823, one a view of 
the Lateran from the north-east, with 
gardens in the foreground, the other 
showing the Capitoline, viewed from the 
Palatine Hill (Fig. 1). An undated view of 
the Franciscan monastery of San Bona-
ventura on the Palatine in Rome shows the 
monastery from the south, with its gardens 
and a number of buildings that are now 
demolished. In other studies, the artist 
comes closer to his motif, but still with an 
interest in perspective and the spatial 
relationships of the different buildings. 
One sheet shows the Piazza di San 
Giovanni in Laterano, seen from the Via 
Merulana. Walls separate gardens and 

acquisition of drawings by Caruelle 
d’Aligny in 2017, a further 20 sheets can 
be added to the group from the artist’s 
first stay in Rome.2 Like the earlier-known 
studies, the majority are signed with a
monogram, dated and provided with a 
brief inscription identifying the subject. 
The signatures consist of a number of va-
riants of the initials “TCA” that appear to 
have been used in parallel.3 The drawings 
are done in graphite, sometimes with more 
vigorous strokes and shading, sometimes 
with extremely thin lines. Some of them 
are on thin, transparent tracing paper. 
Several have a pinkish-red wash: pigment 
from red chalk mixed with water and 
applied with a brush (lavis de sanguine).

The Roman motifs include a number 
of panorama-like views drawn at some 

Fig. 2 Théodore Caruelle d’Aligny (1798–1871), The Palatine in Rome, c. 1825. Graphite on paper, 194 x 345 mm. Purchase: the Wiros Fund. Nationalmuseum, 
NMH 40/2017.
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left, are the three Corinthian columns of 
the Temple of Vespasian, with the base-
ment of the Senators’ Palace – the ancient 
Tabularium – as a backdrop. Two studies 
of streets in Pompeii were also among the 
drawings acquired.
           Motifs from beyond Rome include, in 
addition, a sketchy study of the port of 
Gaeta, a drawing of buildings on the 
shore of the Bay of Naples, and a precisely 
executed view of the Basilica of St Francis 
of Assisi, seen from the arcaded forecourt 
of the double church (Fig. 6). The last of 

surrounded by later buildings that were 
removed in the 19th and early 20th centu-
ries. The ancient Porta Maggiore in eastern 
Rome is shown from inside the city, partly 
obscured by custom houses that have 
now been demolished (Fig. 4). Most of the 
drawings are unpopulated, but in an image 
of the Roman Forum, two figures are seen 
leaning over a wall, viewing the lower parts 
of the Arch of Septimius Severus, which 
were uncovered during excavations of the 
Forum in the Napoleonic era, initiated 
by the French occupiers (Fig. 5).4 To the 

these is dated 1826, when Caruelle d’Aligny 
clearly made a journey to the north 
through the Italian peninsula, which may 
also be documented in an undated drawing 
of Dante’s tomb in Ravenna, in the Musée 
des Beaux-Arts in Rennes.5 A view of a 
large, unidentified Romanesque church, 
dated 1827, may be assumed to have been 
drawn in northern Italy or southern 
France, on the artist’s return journey to 
France.

Only one of the sheets acquired is a 
pure landscape study, a drawing of rock 

Fig. 3  Théodore Caruelle d’Aligny (1798–1871), Piazza di San Giovanni in Laterano (Rome) from the North, 1822. Graphite on thin paper, 208 x 288 mm. 
Purchase: the Wiros Fund. Nationalmuseum, NMH 29/2017. 
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after seeing his friend working on a pain-
ting of the Colosseum.6 The two artists’ 
friendship and work together during their 
years in Rome laid a solid foundation for 
their future careers as landscape painters. 
The Nationalmuseum’s acquisition of 20 
drawings from Caruelle d’Aligny’s years 
in Italy gives us an insight into how his 
view of landscape was shaped. Buildings, 
whether well-known ancient monuments 
or anonymous farms in the hills around 
Rome, are firmly anchored in the terrain 
and given a precisely defined extent in his 
image of the landscape; their shapes and 
surface structures are recorded with the 
same concentration as those of rock 
masses and vegetation.

typical of his generation. Among French 
artists and writers of the Romantic avant-
garde, especially, there was a fascination 
with medieval monuments that was proba-
bly still unusual in an Italian context.

During his time in Rome in the 1820s, 
Théodore Caruelle d’Aligny was something 
of a central figure among the French 
landscape painters in the city. His name 
tends to be mentioned, in particular, in 
connection with a shy and uncertain artist 
who joined the group in 1825, and who 
was given support and encouragement by 
Caruelle d’Aligny: Camille Corot. “Corot 
will be a master to us all” (“il sera notre 
maître à tous”) are the prophetic words 
Caruelle d’Aligny is said to have voiced 
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formations at Ariccia. Given that Caruelle 
d’Aligny is primarily known as a land-
scape painter, the preponderance of 
architectural subjects is perhaps sur-
prising. However, it fits in with the earlier-
known material in Rennes and Rome. In 
comparison with his later visit to Rome, 
from which the Louvre has a great many 
dramatic landscapes drawn in Subiaco 
and the Alban Hills, but few architectural 
studies, during his 1822–27 stay the artist 
also seems to have been very interested 
in recording the built environment, both 
individual monuments and the topography 
of the city. That that interest extends to 
Gothic architecture as well, as in his study 
of the Basilica of St Francis of Assisi, is 

Fig. 4 Théodore Caruelle d’Aligny (1798–1871), Porta Maggiore, Rome, 1820. Graphite and red chalk on thin paper, 165 x 247 mm. Purchase: the Wiros Fund. 
Nationalmuseum, NMH 25/2017.
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Fig. 5 Théodore Caruelle d’Aligny (1798–1871), The Forum Romanum, Rome, with the Triumphal Arch of Septimius Severus, View towards the Capitol, c. 1825. 
Graphite and red chalk on thin paper, 235 x 262 mm. Purchase: the Wiros Fund. Nationalmuseum, NMH 31/2017.
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completed in 1804.
5. Ramade 1986, p. 122 (fig. 3).
6. Aubrun 1988, pp. 19, 35–36. According to Aubrun, 
the circle around Caruelle d’Aligny and Corot, 
most of whom were associated with the French 
Academy in Rome at the Villa Medici, consisted of 
Léopold Robert, Guillame Bodinier, Louis-Auguste 
Lapito, Charles Delaberge, Jean-Victor Schnetz and 
Édouard Bertin. 

2. Nationalmuseum, NMH 24–43/2017, purchased 
14 February 2017, ArtCurial, Paris, lots 65, 67–70.
3. Ramade 1986, pp. 128–129, n. 9, notes six variants 
of the monogram, which the artist used, abandoned 
and returned to over the course of his career. The 
hypothesis that they can be used for dating cannot 
be verified. Caruelle was the name of the artist’s 
father, Aligny that of his stepfather. Not until 
around 1859 did he write his name with the prefix, 
“d’Aligny”; see Aubrun 1988, p. 19.
4. Marita Jonsson, Monumentvårdens begynnelse: 
Restaurering och friläggning av antika monument 
i Rom 1800–1830, Uppsala 1976, pp. 23–26. The 
excavation of the Arch of Septimius Severus was 

Notes:
1. Patrick Ramade, “Théodore Caruelle d’Aligny: 
dessins du premier séjour italien (1822–1827)”, 
Revue du Louvre, 36, 1986, pp. 121–130. That 
article deals with the 17 drawings acquired by the 
Musée des Beaux-Arts, 12 in private collections 
in Rennes and 15 in the Gabinetto Communale 
delle Stampe (now the Museo di Roma) in Rome. 
Marie-Madeleine Aubrun, Théodore Caruelle 
d’Aligny 1798–1871: Catalogue raisonné de l’œuvre 
peint, dessiné, gravé, Paris 1988, pp. 191–224 (D. 1–D. 
104), lists the drawings in Rennes and Rome refer-
red to, but not the ones described in the present 
article.

Fig. 6 Théodore Caruelle d’Aligny (1798–1871), The Basilica di San Francesco at Assisi, 1826. Graphite on paper, 150 x 210 mm. Purchase: the Wiros Fund. 
Nationalmuseum, NMH 24/2017.
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Returning to Copenhagen after his years 
of study abroad, Christoffer Wilhelm 
Eckersberg soon realised that his stipend 
from the teaching post he secured at the 
Danish Academy of Arts would not be 
enough to live on. He therefore turned to 
portrait painting, taking on a significant 
number of commissions. They were not 
always great art, but they did provide 
him with a living. A good many relatively 
repetitive head-and-shoulders or half-
length portraits ensued, of individuals 
ranging from royalty to the wealthy burg-
hers of the capital. His image of Governor 
Lund (Fig. 1), acquired by the National-
museum in 1954, can be described as a 
standard portrait by Eckersberg. It is 
hardly ingratiating; rather, the artist 
has faithfully represented the external 
appearance of his sitter. The insignia of the 
Order of the Dannebrog, not least, are as 
important a focus here as the stubbornly 
fixed pale-blue gaze of the subject. As 
Eckersberg himself would have put it, it 
was a matter of “Truth” – what in modern-
day parlance would be called objectivity 
or realism.1 There is a matter-of-factness 
about the portrait, with little scope for 
empathy. Presumably that was not some-
thing the client had asked for, either. 
Governor Lund would no doubt have 
been satisfied with an external likeness; 
psychological depth was not a requirement 
for the creation of a social status symbol.

Eckersberg is sometimes compared 
to his teacher Jacques Louis David. And 

Danish Golden Age Portraits in the Nationalmuseum  –  
New Acquisitions Going Back a Hundred Years

Magnus Olausson
Director of Collections

Fig. 1 Christoffer Wilhelm Eckersberg (1783–1853), Danish Governor Lund. Oil on canvas, 61 x 49 cm. 
Nationalmuseum, NM 5191. 
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doubt because he was far more successful 
in capturing the sitter’s personality, as well 
as having a lighter touch as an artist. His 
painterly manner was the very opposite of 
Eckersberg’s, which left few tactile traces. 
Jensen’s portrait of Elisabeth Horrebow 
(NM 5732) was painted when the artist 
was at his peak and was acquired for the 
Museum in 1963, the year before its major 
exhibition of Danish Golden Age art. 
Despite his successes with the royal family 
and other clients, Jensen never achieved 
the recognition he hoped for from the 
official art establishment. Eventually his 
commissions also declined, causing him to 
turn abroad in search of work. His portrait 
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several replicas exist. One of them, 
executed in 1832, was acquired early on 
by the Nationalmuseum (NM 2491). 
Eckersberg’s rendering of Margarethe 
Borch (NM 7330), painted in 1837, is 
also among his best and more original 
portraits,2 not least with its skilfully and 
playfully crafted illusionism, presumably 
in accordance with the wishes of the 
sitter’s father, Rasmus Borch, who com-
missioned the painting.3 

Long before this, Eckersberg had 
found a competitor for portrait work in a 
younger artist, Christian Albrecht Jensen. 
Following his return from Rome, Jensen 
had become the patrons’ favourite, no 

certainly we recognise the neutral back-
ground, with a relief-like space dominated 
by a few large tectonic forms. The same 
goes for the depth of field, but apart from 
that any attempt to compare the two 
artists always seems to bring out the 
many differences all the more clearly. The 
Danish painter, after his relatively short 
spell as David’s student, remained faithful 
to the kind of figure drawing he had learnt 
before going to Paris. Eckersberg feels far 
more statuesque, with little use of gesture. 
Nonetheless, in some of his best portraits 
he soars to great artistic heights. A striking 
example is his image of the sculptor 
Bertel Thorvaldsen from 1814, of which 

Fig. 2 Christian Albrecht Jensen (1792–1870), Charles Robert Cockerell (1788–
1863), Architect, 1838. Oil on canvas, 29.4 x 23.8 cm. Purchase: 
the Wiros Fund. Nationalmuseum, NM 7321.

Fig. 3 Christen Købke (1810–1848), Portrait of Susanne Dorothea Købke, Born 
Ryder (1814–1889), 1832. Pencil on paper, 185 x 150 mm. Nationalmuseum, 
NMH 117/1972.
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Martinus Rørbye and Christen Købke. 
This is especially evident in Hansen’s 
image of his sister Alvide, painted in 1827 
(NM 3308), and Roed’s portrait of Colonel 
von Darcheus, from 1834 (NM 6231). Not 
only the format, but also the intimate style 
recall Jensen’s portraits from the same 
period. In Rørbye’s portrait of his mother, 
Frederikke Eleonora Cathrine (NM 7025), 
too, we see traces of Jensen’s painting, de-
spite it being done as late as 1848. Købke, 
seeking to establish himself as a portraitist 
from 1832, also soon absorbed the influ-

of the architect Charles Robert Cockerell 
(Fig. 2) was admittedly commissioned by a 
Dane, but was painted in England in 1838. 
It is one of Jensen’s best, showing him at 
the height of his artistic powers. Not only 
is it technically brilliant, it also captures 
the sitter in his professional capacity, with 
a sharp gaze and one hand shaped like a 
pair of compasses.

Other artists were not slow to follow 
Jensen’s recipe for success, among them 
several of Eckersberg’s pupils, such as 
Jørgen Roed, Constantin Hansen, 

ence of Jensen.4 A portrait drawing of his 
sister-in-law, Susanne Dorothea Købke, 
née Ryder (Fig. 3), originates from that 
early year. Using the simple means of short 
cross-hatched pencil lines, he creates a 
fine sense of volume, with the play of light 
and shadow carving out the sitter’s face. 
Jensen’s influence is perhaps more clearly 
felt in Købke’s portrait of his cousin’s wife, 
Adolphine Emelie Petersen (NM 2345), 
painted the following year. Recent cleaning 
of this work revealed once again one of 
the subtle devices employed by the artist, 

Fig. 4 Christen Købke (1810–1848), Portrait of the Sculptor Stephan Peter 
Johannes Hjort Ussing, 1840s. Pencil on paper, 670 x 470 mm. Purchase: the 
Sara and Emil Graumann Fund. Nationalmuseum, NMH 2/2006 recto.

Fig. 5 Niels Simonsen (1807–1885), Girl with Pearl Necklace, 1835. Pencil on 
paper, 100 x 75 mm. Nationalmuseum, NMH 191/1961.
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more sketch-like, with an emphasis on 
outlines and few indications of volume, 
and are often squared. One example was 
acquired in 2006, of the sculptor Stephan 
Peter Johannes Hjort Ussing (Fig. 4).8 
Whether Købke ever painted this portrait 
in oil is not known, however. 

The penetrating psychology of Købke’s 
portraits deepened over the years. Despite 
the often small format of his oil paintings, 
he achieved a large measure of monu-
mentality. This is true of his image of his 
misanthropic uncle Peter Petersen (NM 
7014), painted in 1846, two years before 
the artist’s death. Købke demonstrated 

audience here. His unfinished portrait 
of the Swedish sculptor Bengt Erland 
Fogelberg (NM Grh 2208), whom he first 
met in Rome and later in Naples in 1839, 
has an almost Dürerian gravity about it.6 
Another image from this period is that of 
his artist-friend Constantin Hansen play-
ing the guitar, drawn on Capri at Christmas 
the same year NMH 148/1963). Both these 
portrait drawings are to be regarded as 
independent works of art, but Købke also 
used drawings to prepare for his larger 
and more ambitious works in oil. This was 
the case with another of his portraits of 
Hansen.7 These preparatory drawings are 
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the lace at the shoulder of the dress, which 
turns out to be arranged in a delicate but 
effective relief.

Christen Købke, who had hoped for 
numerous commissions, thus had to be 
content initially to paint family members 
and relatives. This did not make him a 
wealthy man, as they were not in the habit 
of paying. Like Ingres, however, Købke 
realised there was money to be made from 
pencil portraits, which were less time-
consuming than oils.5 Consequently, like 
the Frenchman, he too developed consi-
derable virtuosity in this field. At the same 
time, there is very little pandering to his 

Fig. 6 Johan Thomas Lundbye (1818–1848), Presumed Portrait of the Painter 
Lorenz Frølich, c. 1840. Pen and ink on paper, 221 x 176 mm. Purchase: 
the Wiros Fund. Nationalmuseum, NMH 16/2017.

Fig. 7 Peter Christian Skovgaard (1817–1875), Portrait of Grundtvig’s Daughter, 
Mrs Meta Boisen. Pen-and-wash drawing. Nationalmuseum, NMH 119/1972.
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of interest, most surveys of the Danish 
Golden Age have overlooked the highly ori-
ginal contributions of Lundbye, Skovgaard 
and Frølich in this field. Their portrait 
drawings have quite special, independent 
qualities. They are markedly graphic in 
character, with ink lines of varying density, 
as if the idea was to turn the whole thing 
directly into an etching. In the work of 
Johan Thomas Lundbye especially, this 
is combined with a close and searching 
study, without the sitters seeming even 
aware that they are being drawn. These 
portraits are the very opposite of official 
ones in oil. They are of a private character, 

tion, though, there is an early portrait 
drawing by him of a young woman (Fig. 
5), made in 1835, when Simonsen was a 
student in Munich. The sitter cannot be 
his fiancée, Anna Marie Petersen. She had 
been left behind in Copenhagen, and the 
young couple did not marry until two years 
later. The melancholy, somewhat faraway 
gaze, the sensuous mouth and the large 
locks of hair capture our attention. 
Despite its modest format, this portrait 
by Simonsen merits a place in Danish art 
history.

While portraits by both Eckersberg 
and Købke tend to attract a fair amount 

his ability to capture personality, and 
perhaps that of a young child in particular, 
early on in his career. According to his 
pupil and friend Lorenz Frølich, the fact 
“that Købke’s eye, in its purity, also saw 
most deeply seems to be borne out by his 
portraits of children”.9 Some of his finest 
portraits are of his nephews and nieces, 
among them that of Johan Jacob Krohn 
(NM 7285), painted during the same 
period.

Niels Simonsen is not an artist known 
primarily for portraits, tending to be 
associated rather with his Orientalist 
subjects. In the Nationalmuseum collec-

Fig. 8 Peter Christian Skovgaard (1817–1875), Portrait of a Young Girl, 1849. 
Pencil on paper, 250 x 183 mm. Gift of Johan Thomas Skoovgaard. 
Nationalmuseum, NMH 102/1963.

Fig. 9 Jørgen Roed (1808–1888), Portrait of Ida Gad, Born Tvermoes 
(1835–1908). Oil on canvas, 43,2 x 33,5 cm. Purchase: the Sara and Johan Emil 
Graumann Fund. Nationalmuseum, NM 7388.
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and Lundbye’s attention is often caught by 
an earnest, sad or melancholy look, a mood 
which, if we are to believe the artist’s own 
words, appears to have suited him best.10 
Something of a brooder, and an associate 
of Søren Kierkegaard, Lundbye appears to 
have had a particular interest in the inner 
workings of the human heart and mind. 
We get an inkling of this in his study of a 
patient at Frederick’s Hospital in Copen-
hagen, drawn in December 1841. The artist 
was staying at the time with his friend, Carl 
Schoubye.11 Most of his more penetrating 
portraits, though, are of family members 
or close friends such as Lorenz Frølich and 
Peter Christian Skovgaard. Sometimes
Lundbye has contented himself with 
capturing a profile, but always at close 
quarters, a practice that did not become 
common until the 20th century with the 
advent of the photographic close-up. 
Some of the finest preserved examples 
of such drawings are to be found in the 
Hirschsprung Collection and the Royal 
Collection of Graphic Art (Den Kgl. 
Kobberstiksamling).

In 2017, however, the Nationalmuseum 
was able to acquire a high-quality portrait 
of this kind representing Frølich (Fig. 6). 
It is drawn on copperplate paper with a 
white ground. Lundbye used paper of a 
simpler quality for his portrait of Theodor 
Emil Neergaard, Master of the Royal Hunt, 
it too a new acquisition (NMH 20/2017). 
It is executed in the same graphic, linear 
manner and was evidently intended as a 
finished portrait. In 1839, Lundbye, who 
had fallen in love with his subject’s sister, 
Louise Neergaard, drew the various mem-
bers of the family at Vedbygaard Manor in 
Ruds Vedby.12 This and many other portrait 
drawings were framed and hung on the 
wall.13

Skovgaard worked in the same manner 
as Lundbye, but somewhat more roughly, 
with broad lines. This contributes to the 
expressiveness of his drawings, an example 
of which is seen in the background of his 
portrait of Meta Boisen, the daughter of 
the clergyman and historian Grundtvig, 

Fig. 10 Frederik Vermehren (1823–1910), Portrait of a Woman, signed 1852. Oil on canvas, 46 x 38,5 cm. 
Purchase: the Wiros Fund. Nationalmuseum, NM 7410. 
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drawn on Easter Day 1846 (Fig. 7). At the 
same time, the artist has reinforced and 
nuanced the varying density of line and 
sharp outlining in ink with a series of fine 
tonal steps in wash. This portrait was 
acquired by the Museum in 1972. It can 
be compared with another in which 
Skovgaard depicts a young woman (Fig. 
8). The latter is done in pencil and is more 
delicate than his drawing of Grundtvig’s 
daughter. Once again, however, the artist 
has used a grey wash tone to contrast the 
sitter’s hair with her skin and clothing.
Skovgaard’s sensitively drawn portrait 
dates from 1849. Already we can sense a 
different touch than was in evidence at 
the height of the Danish Golden Age. In 
all the artists active over the many years 
that followed – Constantin Hansen, 
Jørgen Roed, Wilhelm Marstrand and 
others – we see a shift towards a greater 
realism. Realistic portraits, to be sure, 
were nothing new. Eckersberg had already 
laid a foundation, on which several of 
his pupils built, among them Niels Peter 
Holbech. A portrait of an unknown woman 
from 1837 (NM 7411) is typical of the 
latter’s work. His intense, warm colouring, 
however, makes way for something more 
subdued. The characterisation is just as 
incisive, but the representation becomes 
more matter-of-fact. From mid-century 
onwards, there-fore, portraits assume a 
more monochrome and serious character, 
a reminder of the competition from the 
new technique of photography. This is 
clearly apparent in two portraits of women 
by Jørgen Roed and Frederik Vermehren. 
The first is of Ida Gad, née Tvermoes 
(1835–1908), probably painted at the 
time of her marriage in 1856 (Fig. 9). The 
second represents an unknown woman, 
painted with a remarkable sharpness of 
detail that makes the brooch as important 
a focus of attention as the sitter’s eyes 
(Fig. 10). Another example of the same 
type is a painting by Ludvig August Smith 
(1820–1906), probably a self-portrait of the 
artist as a young man (NM 7422).

Fig. 11 Wilhelm Marstrand (1810–1873), Helena Roed (1843–1926), Danish, active in Sweden, author, married 
to Professor of Aesthetics Carl Rupert Nyblom; in the role Leonora in Ludvig Holberg’s comedy The Fortunate 
Shipwreck (Det lykkelige skibbrud, 1724), c. 1857–59.  Oil on canvas, 63,5 x 50,5 cm. Purchase: the Wiros 
Fund. Nationalmuseum, NMGrh 5158.   
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6. In a letter to the artist Christian Hilker, written 
in Naples on 11 August 1839, Købke observes that 
“Fogelberg has left, and sends his greetings. It was 
a spur-of-the moment decision that gives me little 
joy, as I had, with great pleasure, just begun a 
drawing of him, which I was unable to finish on that 
occasion.” See Kun en maler: Christen Købke Breve 
og Optegnelser, H. P. Rohde (ed.), Copenhagen 1993, 
p. 74. The portrait has a secondary inscription, not 
in the artist’s own hand, with the date “1840”. That 
this is incorrect is made clear by Købke’s letter. Cf. 
Hans Edvard Nørregård-Nielsen, Christen Købke, 
vol. 3 (Italien tur-retur), Copenhagen 1996, p. 63.
7. Nørregård-Nielsen, “I kundernes fravær”, 
Christen Købke 1810–1848 (exh. cat.), National 
Gallery of Denmark, Copenhagen 1996, pp. 84–85. 
8. NMH 2/2006. This portrait is unusually large, 
67 x 47 cm, further evidence that it was intended as 
a direct model for an oil painting.
9. Lorenz Frølich, Egne Optegnelser og Breve til og 
fra hans Slægt og Ungdomsvenner, Første Del, 
F. Hendriksen (ed.), Copenhagen 1920, p. 14.
10. Marianne Saabye, “Det kærlige øje: Lundbyes 
tegninger”, in Tegninger & huletanker: Johan 
Thomas Lundbye 1818–1848 (exh. cat.), Den 
Hirschsprungske Samling, Copenhagen 1998, 
p. 21. 
11. Cf. Karl Madsen, Johan Thomas Lundbye, 
Viggo Madsen (ed.), Copenhagen 1949, p. 121. 
It is clear from Lundbye’s diary that he developed 
a fascination with particular individuals and their 
inner worlds. When the servant girl Mine passed 
away in the autumn of 1842, shortly before the 
artist left the hospital site, he was filled with 
thoughts about the woman who had just died; see 
Johan Thomas Lundbye, Et Aar af mit Liv, Mogens 
Lebech (ed.), Copenhagen 1967, pp. 114–116, 17 
October 1842. (My thanks to Jesper Svenningsen, 
a project researcher at the National Gallery of 
Denmark, for kindly drawing my attention to this 
interesting source and providing information 
about Carl Schoubye (c. 1793–1876), an official at 
Frederick’s Hospital, with whom Lundbye stayed 
for a year from October 1841.) 
12. Jens Peter Munk, “Portrætter”, in Tegninger 
& huletanker: Johan Thomas Lundbye 1818–1848 
(exh. cat.), Den Hirschsprungske Samling, 
Copenhagen 1998, pp. 155–156.
13. At the Bruun Rasmussen sale on 6 February 
2017, an entire set of family portraits was sold, all of 
which had been framed for many years. The paper 
of most of them had severely deteriorated as a 
result of the old mounts used.
14. In her memoirs from her youth, Helena 
Nyblom recalls, for instance, how Marstrand 
arranged her hair to fit in with the picture of 
Holberg’s times (see Helena Nyblom, Mina 
levnadsminnen, vol. I (I Danmark 1843–1864), 
Stockholm 1922, pp. 176–178). 
 

Wilhelm Marstrand was long celebrated 
as the wonder child of the Danish Golden 
Age. This was due in part to his deftness 
as a draughtsman, which meant that he 
sometimes had too easy a time of 
it in an artistic sense. Marstrand, originally 
a master of anecdote with an extensive 
output of genre paintings, eventually 
emerged above all as the portraitist of 
official Denmark, alongside Johan 
Wilhelm Gertner. Given the nature of the 
task, such images necessarily tended to 
get stuck in a fixed pattern. Greater imme-
diacy and empathy are to be found in his 
sketch-like representation of his wife 
with their son, Poul (NM 7395). The same 
is true of his portrait of Helena Roed in 
the role of Leonora in Ludvig Holberg’s 
comedy Det lykkelige skibbrud (The 
Fortunate Shipwreck), (Fig. 11).14 The 
sitter was the daughter of his artist friend 
Jørgen Roed. She later married the 
Swedish professor Carl Rupert Nyblom 
and became a close friend of Prince Eugen. 
An important writer, Helena Nyblom 
would also, through her own testimony, 
be a key link between Danish Golden 
Age painting and Sweden. This makes 
Marstrand’s portrait of the young Helena 
Roed Nyblom a particularly significant 
acquisition.

Notes:
1. Cf. Anna Schram Veijby, – den bedste, troeste og 
smukkeste Lighed: Følelse og ideal i C.W. Eckersbergs 
portrætter, diss., Copenhagen 2016, p. 128.
2. Recent infrared imaging of the portrait shows 
that Eckersberg had evidently made preliminary 
drawings, as the underdrawing on the canvas 
consisted of a carefully laid-out grid of squares.
3. Rasmus Borch (1768–1846) was head of the Royal 
Orphanage in Copenhagen, a portrait historian 
and major collector. Eckersberg’s diary is full of 
notes relating to Borch, who was a frequent visitor 
to his studio (see C.W. Eckersbergs dagbøger, I 
(1810–1837) – II (1837–1853), Villads Villadsen 
(ed.), Copenhagen 2009).
4. Hans Edvard Nørregård-Nielsen, “Omkring 
gamle fatter og mutter”, in Christen Købke 
1810–1848 (exh. cat.), National Gallery of Denmark, 
Copenhagen 1996, p. 215.
5. Hans Edvard Nørregård-Nielsen, “I kundernes 
fravær”, in Christen Købke 1810–1848 (exh. cat.), 
National Gallery of Denmark, Copenhagen 1996, 
p. 155.
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Over the last two years, the National-
museum has acquired a number of self-
portraits and portraits of artist friends 
or other close colleagues, a wide selection 
of which are presented here. They vary 
in character and execution, exhibiting a 
wide range of striking features, several of 
which they, nevertheless, clearly have in 
common. Intimate self-knowledge, mutual 
familiarity and friendly caricature are 
among the characteristics they share.

A Drawn Self-Portrait by 
Louis-Jean-François 
Lagrenée 
The oldest work is a self-portrait 
drawing in profile by the French artist 
Louis-Jean-François Lagrenée (1725–
1805, Fig. 1). Over the course of his career, 
Lagrenée specialised above all in mytho-
logical subjects marked by a fairly austere 
classicism, but he also produced a smaller 
number of lively portraits, including a 
much-praised painting of himself, now 
in the collections of the Sinebrychoff Art 
Museum in Helsinki (Fig. 2).1 In it, the 
artist appears with great self-assurance 
and confidence, like a bon vivant whose 
eyes radiate an engaging perspicacity. 
The work is signed “L. de Lagrenée arrivé 
à Rome le 13 nov. 175[0] peint pour lui-
même”. That same year Lagrenée had won 
a scholarship to study in the city. Although 
an old inscription on the verso states that 
it was done in 1778, the Nationalmuseum’s 
self-portrait drawing in profile seems very 
close to this painting, as if the artist had 

Self-Portraits and Artists’ Portraits as Portraits of Friends –  
  A Selection of Paintings and Drawings

Daniel Prytz, Curator
18th-Century Painting, Drawings and Prints

Fig. 1 Louis-Jean-François Lagrenée (1725–1805), Self-Portrait, probably executed in 1778. Black and red 
chalk on paper, 235 x 175 mm. Purchase: the Hedda and N. D. Qvist Fund. Nationalmuseum, NMH 217/2017.
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part in Swedish artistic life in the first half 
of the 19th century. They had been taught 
drawing at the Military Academy and in 
the Fortifications Corps, a forerunner of 
the Corps of Engineers, thereby receiving 
the beginnings of an artistic training into 
the bargain.4 Another of these artists with 
a military background, Hjalmar Mörner 
(1794–1837), urged Södermark to travel 
to Rome. From 1826 to 1829, Södermark 
stayed with the sculptor Johan Niclas 
Byström (1783–1848), whose Villa Malta 
was a hub for Scandinavian artists in 
the city.5 A few portraits by Södermark, 
among them images of his friends Mörner 
and Byström, but no self-portraits, were 
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prime. Portrait drawings are rare in his 
work, but an interesting comparable ex-
ample with virtually identical dimensions, 
albeit showing the sitter three-quarter-
face, is his rendering of Alexander Roslin’s 
(1718–1793) daughter, Alexandrine 
Élisabeth, to be found in the National-
museum’s Institut Tessin collection 
(Fig. 3).3

A Presumed Self-Portrait by 
Johan Södermark 
Olof Johan Södermark (1790–1848) was 
one of a successful group of painters and 
architects who started off as military 
officers and who were to play an important 

merely changed pose during the same 
“sitting”. In the drawing, though, Lagrenée 
depicts himself in a somewhat more 
subdued and sober way, seemingly taking a 
step back from his persona; his grand role 
as an artist. This impression is reinforced 
perhaps by the technique: the outlines of 
the profile are admittedly firmly drawn, 
but the work as a whole nevertheless ex-
hibits a certain lightness of line. The artist 
returned to Paris in 1754 and although the 
drawn self-portrait was presumably done 
much later, it still demonstrates the skilled 
draughtsmanship he developed during his 
years in Italy.2 Lagrenée strikes us here as 
urbane, but perhaps also a little past his 

Fig. 2 Louis-Jean-François Lagrenée (1725–1805), Self-Portrait, 1754. 
Oil on canvas, 65 x 49.5 cm. Finnish National Gallery/ Sinebrychoff Art Museum, 
Helsinki. 

Fig. 3 Louis-Jean-François Lagrenée (1725–1805), Alexandrine Élisabeth 
Roslin (1761–1794), Daughter of the Artist Couple Alexander Roslin and Marie 
Suzanne Giroust, Married to Claude Francois Martineau. Pencil on paper, 
235 x 185 mm. Nationalmuseum, NMTid 1338.
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about his own artistic ability. These were 
possibly coupled with misgivings about 
the obviously egocentric nature of 
self-portraiture, and hence about how 
such art should be presented in a public 
context.8 Another key challenge, perhaps, 
was that of allying the self-analytical 
nature of the self-portrait with the 
successful combination of portrait-like 
realism and idealisation which Södermark 
had mastered in his other portraits. Quite 
clearly, the concentrated – scrutinising 
– gaze so typical of the self-portrait is 
present here, reflecting, it seems, the cha-
racter of a single-minded and ambitious 
artist.9 

previously known from this, his first visit 
to Rome.6 The portrait considered here 
(Fig. 4) is signed “O. Södermark pinx Roma 
1827”, and given that the sitter’s features 
recall both a later self-portrait in private 
ownership and Johan Gustaf Sandberg’s 
(1782–1854) portrait of a some years older, 
somewhat greying Södermark (painted 
in 1831), it may be assumed to be a self-
portrait (Fig. 5).7

The fact that this work was not among 
the portraits from Rome which Södermark 
exhibited at the Royal Academy of Fine 
Arts in Stockholm in 1831, a couple of 
years after his return home, may perhaps 
have to do with the constant doubts he felt 

The painting is an important, and pre-
viously unknown, example of the portraits 
produced by this artist in Rome in the late 
1820s.

Johan Thomas Lundbyes 
Presumed Portrait of the 
Painter Lorenz Frølich 
Johan Thomas Lundbye (1818–1848) and 
Peter Christian Skovgaard (1817–1875) are 
regarded as two of the leading artists of 
the Danish Golden Age of the 19th century. 
They were close friends, and according to 
a later inscription the present drawing by 
Lundbye (Fig. 6) is a portrait of Skovgaard. 
A number of portraits of that artist by 

Fig. 4 Olof Johan Södermark (1790–1848), Presumed Self-Portrait, 1827. 
Oil on canvas, 49 x 39 cm. Purchase: the Wiros Fund. Nationalmuseum, 
NM 7406.

Fig. 5 Johan Gustaf Sandberg (1782–1854), Olov Johan Södermark (1790–1848), 
Colonel Lieutenant, Artist, 1831. Oil on canvas, 23 x 19 cm. Nationalmuseum, 
NMGrh 1961.
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life class in Copenhagen and which he 
employed to great effect in his portraits, 
including the one considered here (Fig. 7). 
The intense gaze suggests that this is 
a self-portrait and if that is so, it is the only 
one known by this artist.12 

Greeting with Portrait from 
Carl Ferdinand Stelzner to 
Emil Bærentzen 
Several of Smith’s portraits were originals 
for lithographs, drawn for Em. Bærentzen 
& Co, the leading lithographic workshop in 
Denmark at that time.13 Emil Bærentzen 
(1799–1868), the portraitist who managed 
the business, and his friend, the German 
miniaturist, lithographer and pioneering 
photographer Carl Ferdinand Stelzner 

Frølich (1820–1908). Either way, it would 
seem to be intended primarily to capture 
an emotional state of friendly intimacy and 
pensiveness on the part of the subject.11 

Portrait of a Man by 
Ludvig August Smith 
A less widely noted artist of Denmark’s 
Golden Age was Ludvig August Smith 
(1820–1906). His motives for devoting 
himself to portraiture were perhaps 
chiefly financial, but this was in fact a 
form of art he was very well suited to. 
With his accomplished rendering of light 
and shadow, he built shapes and volumes 
in the manner of earlier masters of 
chiaroscuro; a technique he had probably 
learnt in C. W. Eckersberg’s (1783–1853) 
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Lundbye were already known, showing the 
subject from different angles, in various 
emotional states and at different ages. 
In several of his drawings of his friend, 
Lundbye uses touches of watercolour 
to emphasise his reddish and often dishe-
velled hair and beard, a technique that also 
highlights the sitter’s high cheekbones.10 

The fact that these features are not con-
spicuous in the Nationalmuseum drawing 
may invite questions about the sitter’s 
identity. There is no doubt, though, that 
the portraitist here is Lundbye. And proba-
bly the image does indeed originate from 
the context of his friendship with a fellow 
artist, but if we accept it as a portrait of a 
friend, then it is in fact more reminiscent 
of Lundbye’s earlier portraits of Lorenz 

Fig. 6 Johan Thomas Lundbye (1818–1848), Presumed Portrait of the Painter 
Lorenz Frølich, c. 1840. Pen and ink on paper, 221 x 176 mm. Purchase: 
the Wiros Fund. Nationalmuseum, NMH 16/2017. 

Fig. 7 Ludvig August Smith (1820–1906), Portrait of a Man. Possibly a Self-portrait, 
dated 1841. Oil on canvas, 45 x 39.7 cm. Purchase: the Magda and Max Ettler Fund. 
Nationalmuseum, NM 7422. 
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and understanding which only love and 
family ties can bring. In this sense, the 
work recalls one of Ancher’s best-known 
portraits of his wife, Anna Ancher 
Teaching her Daughter Helga to Draw, 
with a Christmas Gnome as a Model (1888), 
in which Anna Ancher is also in the process 
of creating, in this case while instructing 
her daughter in the art of drawing. What 
is ingenious about the Nationalmuseum 
painting is that Michael Ancher’s portrait 
of his wife is at the same time a profile 
portrait of the woman she is painting. 
The image conveys, above all, a sense of 
absolute concentration; a concentration 
that grips Anna Ancher, her sitter, and 

Michael Ancher’s Portrait of 
Anna Ancher Painting a Model 
The glimmer from the Danish Golden Age 
also formed the basis, through precursors 
like the artist Martinus Rørbye (1803–
1848), for the light of the Skagen painting 
of the turn of the century. Among those 
active at Skagen at that time was one of 
Scandinavia’s most prominent artist coup-
les, Michael and Anna Ancher (1849–1927 
and 1859–1935).16 Michael Ancher’s image 
of his wife painting a portrait in her studio 
(Fig. 9) reflects not only the professional 
common ground between artist and artist-
sitter, and the intimate trust between 
artist friends, but also the recognition 

(1805–1894), are also among the artists 
linked to the Danish Golden Age who 
figure in the present selection of por-
traits.14 Like Bærentzen, Stelzner presu-
mably studied in Eckersberg’s life class 
in Copenhagen. They were later close 
associates during their time in Paris, as the 
greeting accompanying this drawing (Fig. 
8) makes clear.15 It is probably a portrait of 
Bærentzen, drawn by Stelzner. In this sen-
sitively executed rendering of his friend at 
the drawing board, he emphasises the 
things the two artists had in common: 
their delight in the meticulous detail of 
portraiture, in both prints and miniatures.
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Fig. 8 Carl Ferdinand Stelzner (1805–1894), Greeting with Portrait from Carl 
Ferdinand Stelzner to Emil Bærentzen, signed 28 june 1832. Pencil on paper, 
243 x 198 mm. Purchase: the Wiros Fund. Nationalmuseum, NMH 2/2017.

Fig. 9 Michael Ancher (1849–1927), Anna Ancher Painting a Model, probably 1887. 
Oil on canvas, 56 x 44 cm. Purchase: the Wiros Fund. Nationalmuseum, NM 7440. 
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present drawings from meetings of the 
board (Figs. 10–11). Among the individuals 
he portrayed were Nils Fredrik Sander 
(1828–1900, NMH 203–204/2017), head 
of the Department of Paintings and 
Sculpture from 1869 to 1875; Hampus 
Huldt (1833–1894, NMH 206/2017), 
assistant curator from 1874 to 1890; Albert 
Theodor Gellerstedt (1836–1914, NMH 
199/2017 and NMH 202/2017), artist and 
professor of architecture at Stockholm’s 

the second half of the 19th century. Later 
in life, von Dardel was an influential figure 
on the Swedish cultural scene; he chaired 
the Nationalmuseum board from 1867 to 
1893, for example, and was a member of 
several committees responsible for the 
Museum’s collections.17 As in other areas of 
his life, von Dardel made drawings recor-
ding his work at the Museum. From time to 
time he produced caricature-like portraits 
of members of the staff, as we see in the 

undoubtedly, outside the picture, the artist 
behind the painting, her husband.

Fritz von Dardel’s Portraits of 
Friends and Colleagues at the 
Nationalmuseum 
As a young adjutant to the then Crown 
Prince Karl, later Karl XV (1826–1872) , the 
draughtsman and military officer Fritz von 
Dardel (1817–1901) gained experience early 
on of a variety of high-society settings in 

ACQUISITIONS/SELF-PORTRAITS AND ARTISTS’  PORTRAITS AS PORTRAITS OF FRIENDS

Fig. 10 Fritz von Dardel (1817–1901), Portrait of Hampus Huldt and Albert 
Theodor Gellerstedt at a Board Meeting at Nationalmuseum, 1880s. Ink on paper, 
254 x 153 mm. Purchase: the Axel Hirsch Fund. Nationalmuseum, 
NMH 202/2017.

Fig. 11 Fritz von Dardel (1817–1901), Portrait of Nils Fredrik Sander at a Board 
Meeting at Nationalmuseum, 1892. Ink and pencil on paper, 164 x 137 mm. 
Purchase: the Axel Hirsch Fund. Nationalmuseum, NMH 204/2017.
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Royal Institute of Technology; and Per 
Daniel Holm (1835–1903, NMH 201/2017), 
artist and conservator from 1881 to 1901.18 
True to von Dardel’s habit, these portraits 
are anecdotal in character, with a sense of 
being spur-of-the-moment creations, 
tending towards caricature. At the same 
time, they seem to have been drawn with 
due regard both for the subjects’ self-
image and for their public position.

An Early Self-Portrait by 
Richard Bergh 
Another artist who came into contact with 
the power centres of art and art policy 
was Richard Bergh (1858–1919), including 
during the final years of his life, from 1915, 
when he served as director general of the 
Nationalmuseum.19 There is an intense 
immediacy to Bergh’s portraits, an insight-
ful feeling for the inner lives of his sub-
jects, reflected, not least, in his portraits of 
women.20 Earlier-known self-portraits by 
him include an unfinished monochrome 
work produced in 1889, at the age of 31. 
That painting seems to vibrate with a 
sense of presence and spirit, an effect un-
derscored by the broad, rapid brushwork.21 
In terms of its dimensions and expression, 
the self-portrait recently acquired by the 
Nationalmuseum (Fig. 12) can be regarded 
as something of a forerunner of the 1889 
work. Probably painted in the late 1870s, 
when Bergh was around 20, it demonstra-
tes an extraordinary artistic maturity and 
self-awareness.22 Despite obvious age-
related differences, such as the fact that 
Bergh still has an impressive shock of hair 
in the earlier of the portraits, we are struck 
more by the similarities between the two. 
Although the technique differs, there is 
a similar vigour in the brushwork. And 
while the sharp gaze of the earlier portrait 
radiates self-confidence and expectancy, 
there is also a touch there – perhaps a 
presentiment – of the melancholy that so 
strongly pervades the portrait from 1889.23
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Fig. 12 Richard Bergh (1858–1919), Self-Portrait, 1870s. Oil on canvas mounted on panel, 35 x 29 cm. 
Purchase: the Magda and Max Ettler Fund. Nationalmuseum, NM 7412.
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A Drawn Portrait of 
Ida von Schultzenheim by 
Mina Carlson-Bredberg 
Wilhelmina (Mina) Carlson-Bredberg 
(1857–1943) was a contemporary of 
Richard Bergh’s and should be counted, 
like him, among the leading Swedish 
portraitists of the period. Her portraits 
are often of women and children, and not 
uncommonly there is something of an 
impressionist feel about them.24 The 
portrait drawing considered here shows 
her friend and fellow artist Ida von 
Schultzenheim (1859–1940, Fig. 13). 
Later, in 1910, von Schultzenheim became 
one of the founders of the Association of 
Swedish Women Artists, and she was its 
first president.25 In Carlson-Bredberg’s 
cautious, sensitively drawn lines – very 
different from the vigorous brushstrokes 
of her oil paintings – we can sense the 
trust and intimacy between portraitist and 
sitter. Von Schultzenheim’s gaze reflects a 
sharp intellect, coupled with both resolve 
and a certain sadness.26 Traits that can 
be said to be mirrored in her now almost 
famous words about why an organisation 
specifically for women artists had to be 
created: [We were] forced and compelled to 
do so.27 

A Comic Self-Portrait by 
Bror Hjorth 
Finally, we turn to Bror Hjorth’s (1894–
1968) watercoloured self-portrait, dated 
1915, the year after he had embarked on his 
artistic studies (Fig. 14).28 It is as if he had 
originally set out to produce a rather so-
lemn frontal portrait like Richard Bergh’s, 
but eventually decided to give it a very 
different twist. We now see a young man 
in quite bohemian garb with his characte-
ristic spectacles and bangs, striding forth, 
admittedly sure of his calling as an artist, 
but at the same time searching and hesi-
tant. The typical distortion of caricature 
not only turns the proportions on their 
head, but also takes the edge off the whole 
thing: the seriousness, the artist’s calling, 
self-portraiture itself.
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Fig. 13 Mina Carlson-Bredberg (1857–1943), Portrait of Ida von Schultzenheim, 1889. Pencil on paper, 
255 x 185 mm. Purchase 2016: the Axel Hirsch Fund. Nationalmuseum, NMH 52/2017. 
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Struggle for Existence by Agnes de Frumerie

Linda Hinners
Curator, Sculpture

Fig. 1 Agnes de Frumerie (1869–1937) and Edmond Lachenal (1855–1948), Struggle for existence (Source d’or), 1900. Stone ware, matt velvet opaque glaze, 
84 x 74 x 25 cm. Purchase: the Hedda and N. D. Qvist Fund. Nationalmuseum, NMSk 2362.  
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business was his role as a “publisher” of 
sculptors’ works. The sculptors created the 
models in clay and plaster of Paris. These 
were then cast and reproduced in more 
enduring ceramic materials. Such collabo-
ration between sculptors and ceramicists 
was especially important around the turn 
of the last century; ceramic sculpture was 
not as costly as casting in bronze and was 
therefore an ideal way of making works 
more widely available on the art market.7 

The collaboration that took place 
between Lachenal and Frumerie from 
1897 to 1908 was particularly fruitful. 
Frumerie showed her work several times 
in Lachenal’s exhibitions at the Galerie 
Georges Petit and in other displays. If 
Lachenal’s shows were where Frumerie 
could market ceramics, the Union des 
Femmes Peintres et Sculpteurs was 
where she presented her sculptural works. 
Interestingly, La Source d’or was shown at 
both venues in 1900: in September of that 
year at the 19th exhibition of the Union 
des Femmes Peintres et Sculpteurs and in 
November at Lachenal’s 15th exhibition at 
the Galerie Georges Petit. No catalogues 
of these displays have been found, but it 
has been possible to identify La Source d’or 
by “Mme Frumerie” in press reviews of 
them.8 

What happened to the work after 
that is unclear. The model is in the Väster-
götland Museum in Skara, to which 
Frumerie’s estate was donated after her 
death. The plaster model has an archi-
tectural frame, which for unclear reasons 
is not found in the ceramic sculpture, but 
which further emphasises the monumen-
tal character, typical of the period, of this 
unusual work.

Notes:
1. When the plaster model was registered at the 
Västergötland Museum on 10 April 1935, it was 
given the title Kampen för tillvaron (Struggle for 
Existence). My thanks to Göran Elisson and Jesper 
Nilsson at the Västergötland Museum for providing 
information about the model.
2. The sculpture was bought in 2017 from the 
Diva Fine Art Gallery, Paris. It had been on the art 
market since the early 2000s, before which it was 
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de Frumerie found herself at the centre 
of the Paris art scene.3 During her 
scholarship years, she reported every-
thing in letters to the Academy.4 From 
1893 she exhibited at the traditional Salon 
des Artistes Français, and from 1895 also 
at the new Salon National des Beaux Arts 
on the Champs de Mars. In addition, her 
work could be seen at the Salon de la 
Société des Arts Décoratifs. Frumerie was, 
moreover, very actively involved in the 
Union des Femmes Peintres et Sculpteurs, 
formed in 1881, exhibiting regularly there 
from 1895.5 

It was long assumed that Agnes de 
Frumerie studied under Auguste Rodin. 
While she did not take actual lessons from 
Rodin, she was one of the Swedish sculp-
tors who were most clearly influenced by 
the French master, realising early on how 
innovative he was. At one meeting, Rodin 
had advised her to work independently, 
and always from nature. She described 
him as “a latter-day Michelangelo, as 
unafraid and magnificent as he was, with 
the same contempt as he had for rules and 
the same ability to be himself amidst his 
contemporaries, who try in vain to imitate 
him.”6 Rodin’s influence is clearly visible in 
this relief. Just as in his Gates of Hell, the 
overall composition consists of a tangle of 
human bodies, gestures and gazes, and a 
mix of high and low relief. The ambition 
which sculptors had to create monumental 
works on great, universal themes reflected 
the mood of the times. As in Rodin’s work, 
the bodies and gazes express the figures’ 
despair at their hopeless fate.

Also typical of the period was the 
experimentation with different tech-
niques in the applied arts, inspired to a 
great extent by Japanese ceramics. In the 
1890s Édmond Lachenal started working 
with stoneware and a new type of glaze 
that became his trademark, “émail mat 
velouté” (matt velvet opaque glaze). The 
technique involved etching the glaze with 
hydro-fluoric acid, resulting in brightly 
coloured ceramics with matt effects. 
Another interesting aspect of Lachenal’s 

The Swedish sculptor Agnes de Frumerie 
(1869–1937), active in Paris at the turn 
of the last century, worked for several 
years with the French ceramicist Édmond 
Lachenal (1855–1948). One of the most 
spectacular works the two produced 
together was a relief in stoneware, almost 
a metre high, with matt velvet opaque 
glaze (“émail mat velouté”). The sculpture 
represents a group of naked figures in an 
arch-shaped opening. In the foreground 
there are people of various ages. With 
resigned expressions on their faces, they 
are holding and supporting each other. 
One man shakes his fist at the figures in the 
background, who are reaching out towards 
a dripping spring. The ones who are unable 
to reach it are pushed aside. The original 
title of the work was La Source d’or – The 
Spring of Gold – and in Swedish it has been 
called Kampen för tillvaron1 – Struggle 
for Existence – apparently referring to a 
seemingly meaningless fight for existence 
and search for wealth, in which only the 
strongest survive. The sculpture is signed 
“Agnes de Frumerie 1900” at the bottom 
left and “E. LACHENAL Céramiste à 
Châtillon Seine 1900” on the back.2 

Agnes Kjellberg was born in Skövde in 
1869. Aged just 14, she moved to Stockholm 
to study at the Technical School, with a 
view to becoming an art teacher. At the 
age of 18, she was admitted to the Royal 
Academy of Fine Arts. She won a state 
travel scholarship and installed herself in 
Paris in 1892 with her mother. Soon 
after this she married Gustaf de Frumerie, 
an artillery captain and later doctor of 
medicine, and the couple were to remain 
in the French capital for 30 years. In 
the 1890s the Frumeries mixed with the 
Swedish artistic avant-garde there. This 
included attending the Thursday salons 
hosted by fellow female sculptor Ida Eric-
son (1853–1927) and her husband William 
Molard in their apartment at 6 rue Ver-
cingétorix. Among those who visited these 
salons were Strindberg, Zorn and Munch, 
and Paul Gauguin lived at the same address 
as the Molards. In the artistic world, Agnes 
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Fig. 1 Agnes de Frumerie (1869–1937) and Edmond Lachenal (1855–1948), Struggle for existence (Source d’or), 1900. Stone ware, matt velvet opaque glaze, 
84 x 74 x 25 cm. Purchase: the Hedda and N. D. Qvist Fund. Nationalmuseum, NMSk 2362.  
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in private ownership. I am very grateful to Vibeke 
Röstorp for the information she has provided about 
the work in connection with its acquisition and the 
writing of this article. She was the first to publish 
the sculpture, in her article “La Suédoise Agnes 
Kjellberg de Frumerie (1869–1937), céramiste 
et sculpteur à Paris”, in Bulletin de la Société de 
l’Histoire de l’Art français, 2005, Paris 2006. At that 
point, the work was referred to as La Pluie d’or, a 
name that subsequently accompanied it in the art 
trade and that was probably a result of confusion 
with the original title La Source d’or.
3. For a general introduction to Agnes de Frumerie, 
see Eva-Lena Karlsson, Agnes de Frumerie: en 
mångsidig konstnärinna, Skrifter från Skaraborgs 
länsmuseum, 5, Skara 1985; Eva-Lena Karlsson, 
Agnès de Frumerie: Une artiste aux dons multiples, 
Skaraborgs länsmuseum, Skara 1986; Agneta 
Boqvist (ed.), Irja Bergström, Göran Elisson, 
Eva-Lena Karlsson et al., Kvinna och konstnär – 
Om Agnes de Frumerie och skapandets förutsätt-
ningar vid sekelskiftet, Skrifter från Skaraborgs 
länsmuseum, 29, Skara 1998; Irja Bergström, 
Skulptriserna: Alice Nordin och hennes samtida 
1890–1940, Makadam förlag, Göteborg/Stockholm 
2012.
4. Röstorp 2006, pp. 300–315.
5. Vibeke Röstorp, Le Mythe du retour: Les artistes 
scandinaves en France de 1889–1908, Eidos, 26, 
Stockholms universitets förlag, Stockholm 2013, 
pp. 339–341.
6. Vibeke Röstorp, “Scandinavian Artists in France 
and their Connections with Auguste Rodin”, in 
Rodin: Auguste Rodin (1840–1917) and the Nordic 
Countries, Ateneum Art Museum, Finnish National 
Gallery, Helsinki / Nationalmuseum, Stockholm, 
Stockholm 2015, pp. 127–138.
7. Martin P. Eidelberg and Claire Cass, Edmond 
Lachenal & His Legacy, Jason Jacques Gallery 
Press, New York 2007.
8. Mohammad Handjani, Diva Fine Art Gallery, 
Notice novembre 2017 (unpublished). Handjani 
points out that La Source d’or was mentioned in 
“Lettres et Beaux-arts”, Le Monde artiste illustré: 
Musique – théâtre –beaux-arts, 9 September 1900, 
vol. 40, no. 36, p. 566; R.M., “Nouvelle application 
de la céramique”, La Science française, no. 304, 
23 November 1900, p. 202.
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bench. Magnus Silfverhielm designed a 
textile for the Spika range, with a pattern 
inspired by the Moorish palace, the 
Alhambra in Granada, Spain (Fig. 2). The 
pattern was printed on calico.5 1.3 million 
shelves were manufactured and, in 1969, 
it was awarded furnishing of the year by 
Allt i Hemmet magazine.

The Spika shelves can be regarded as 
a symbol of people’s changing attitudes to 
possessions at the end of the 1960s, but 
to understand its significance we must 
examine it in a wider context.

In the first half of the 20th century, the 
idea of a “more beautiful everyday item” 
was the guiding principle for Swedish 
design.6 Simply put, this vision was built 
upon the following assumption: that the 
beautiful everyday item was an object 
with a practical function, which was so 
well designed that it was equally suitable 
for everyday life and for celebrations. To 
create objects that fulfil this high aesthetic 
quality, industry would cooperate on their 
product development with artists or desig-
ners. Thanks to industrial mass produc-
tion, the price of more beautiful everyday 
items would be so reasonable that they 
could reach broad consumer groups. The 
items would be produced by Swedish 
companies, creating jobs in Sweden and 
improving the national economy, parti-
cularly if they were so attractive that they 
could also be exported. 

The realisation of the above vision 
turned out to be more difficult than its 
promoters – politicians, reformers, 

According to KF’s (The Swedish Coopera-
tive Union) 1972 brochure about the Spika 
furniture set, “[a]nyone can put Spika 
together”.1 

The shelves’ originator was the 
architect Erik Karlström who, aided by his 
apprentice Magnus Silfverhielm, designed 
them in 1967.2 In 2018, Silfverhielm said 
that one day Karlström walked into the 
office’s afternoon coffee break and presen-
ted his idea for shelving built from 
one standard piece of particle board, 
measuring 210 x 120 cm and 16 mm thick. 
From this, he had designed a piece of 
furniture that was 203 cm high and had 
five shelves, 53 cm wide and 26 cm deep. 
However, there was limited enthusiasm 
about the shelves in the coffee room, with 
only Silfverhielm expressing any delight 
in this simple piece of furniture. He was 
tasked with producing a prototype. After 
several attempts, he found a panel pin 
from Gunnebo Bruk in Småland with the 
right qualities for nailing together the 
porous particle board.3   

The shelves were noticed by KF’s 
textiles manager, Hedvig Block-Hedqvist, 
when she visited the architects’ office, and 
Spika was launched in KF Interiör’s range.4 
Its sections had pre-drilled holes and were 
nailed together by the consumer. The 
shelves that Magnus Silfverhielm gene-
rously donated to the Nationalmuseum’s 
collections in 2017 are the ones originating 
from the office (Fig. 1). Spika was soon 
expanded into a set that included a low 
bed frame, seating, desk, trolley and stereo 

Spika and Tajt – Alternative Furniture for a Young Generation 

Cilla Robach
Senior Curator, Applied Art and Design

Fig. 1 Erik Karlström (1923–2005), Shelf “Spika”. 
Produced by Kooperativa Förbundet, 1968. 
Chipboard, 203 x 53.7 x 26 cm (h x w x d). 
Gift of the Friends of the Nationalmuseum, the 
Design Fund. Nationalmuseum, NMK 16/2017. 
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individuals could have different needs 
and that these could change at different 
stages of life.8 It was therefore impossible 
to continue talking about “right and 
wrong” consumption in the way that the 
arbiters of taste were doing. It was notable 
that Larsson was the one to present this 
opinion, as she had been a representative 
of the taste education movement for many 
years.

ACQUISITIONS/ SPIKA AND TAJT – ALTERNATIVE FURNITURE FOR A YOUNG GENERATION

brochures, etc. The question of whether 
the consumers who did not choose more 
beautiful everyday items actually had 
other needs or wanted other values was 
never discussed. 

However, in 1960–61, interior architect 
Lena Larsson broadened this perspective 
through the buy-use-dispose debate.7 
Here, Larsson maintained that consump-
tion was “a human right”, that different 

authors, architects, designers, etc. – had 
desired. There were other items on the 
market, often attracting consumers more 
than the simple designs characteristic of 
the more beautiful everyday items. There 
was a feeling that the problem was a lack 
of consumer education regarding taste 
and quality, so a number of taste education 
projects were conducted, such as exhi-
bitions, publications, courses, journals, 

Fig. 2 Magnus Silfverhielm (b. 1945), Textile Print “Spika” with Red, Blue and Green Pattern. Produced by Kooperativa Förbundet, 1968. Cotton, various lengths. Gift 
of Birgitta Mattson, Stockholm. Nationalmuseum, NMK 32–34/2017. 
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Larsson’s pragmatic approach to 
consumption and design was linked to 
the general development of Swedish 
society. Growth was strong and women 
had entered the labour market. From 
searching for rational and collective 
solutions to societal problems through 
policy, there was increasing consideration 
of individuals’ uniqueness, their varying 
dreams and desires. Perhaps creating 
well designed, high quality furniture that 
could be passed down through generations 
was not what was wanted? Why did 
furniture have to be a major financial 
investment? Couldn’t you just as well buy 
a folding chair when you bought a crate 
of beer? This more easy-going attitude to 
furnishing’s status and durability inspired 
designers to create furniture with flexibi-
lity as the key concept. The Spika shelves 
must be interpreted in this light if their 
radicalness and significance is to be under-
stood.

The success of the Spika shelves was 
an inspiration. In 1969, KF Interiör 
presented a combined sofa/bed, Laban, 
designed by Ingvar Carlsson. Soft stuffed 
cushions in brown corduroy rested on a 
chipboard frame.9 In 1972, IKEA launched 
Byggbiten, which was a similar but more 
advanced furniture system.10 Byggbiten 
was designed by Stephan Gip and 
constructed as modules. Consumers 
bought chipboard and variously sized 
wooden parts that were fixed together with 
the included brackets and screws to make 
different pieces of furniture, all depending 
on the customer’s individual needs. Like 
Spika, the consumers chose the cushions 
and covers, as well as whether the furnitu-
re was painted or not.

Stephan Gip was one of the more 
progressive designers of that decade. His 
inflatable Blow-Up furniture was launched 
in 1967 (Fig. 3) and is reminiscent of an 
inflatable swim ring. By using air as both 
the filling and frame, the furniture was 
weightless and easy to move between 
rooms. When it was no longer needed, it 
could be deflated and stored in the ward-

Fig. 4  Gillis Lundgren (1929–2016), Easy Chair/Recliner/Bed “Tajt”. Produced by IKEA, 1973. Upholstered 
denim, steel pipes, leather straps, 65 x 84 x 90 cm (as chair). Purchase: the Ulla and Gunnar Trygg Fund. 
Nationalmuseum, NMK 32/2018.

Fig. 3 Stephan Gip (b. 1936), Easy Chair “Blow-up”, 1967. Inflatable PVC, 100 cm (diam.). Gift of  Stephan 
Gip. Nationalmuseum, NMK 14/1989. 
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4. Hedvig Hedqvist, undated notes. National-
museum Archives, supplementary information 
NMK 16/2017. See also Hedvig Hedkvist, 1900–
2002 Svensk form Internationell design, Stockholm 
2002, p. 141.
5. Magnus Silfverhielm’s notes about the Spika 
shelves. Nationalmuseum Archives, supplementary 
information NMK 16/2017.
6. Cilla Robach, “Den goda smaken”, in Signums 
svenska konsthistoria. Konsten 1915–1950, Lund 
2002, pp. 315–328.
7. The issue of buy-use-dispose was debated on 
television in 1961, thus reaching a wide audience. 
Cilla Robach, Formens frigörelse. Konsthantverk 
och design under debatt, diss., Uppsala University 
2010, pp. 207–210.
8. Lena Larsson, “Köp-slit-släng: Några 
funderingar kring ett slitstarkt ämne”, Form 
7–8/1960, pp. 448–452.
9. Cilla Robach, Svenska möbler under femhundra 
år, Stockholm 2008, p. 308.
10. Robach 2008, pp. 300–301.
11. Robach 2010, p. 284.
12. Dan Gordan, Svenska stolar, Stockholm 2014, 
p. 262.  

denim. Tajt was launched by IKEA in
1973, when it featured on the cover of the 
company catalogue (Fig. 4).12

With the important acquisitions of 
Spika and Tajt, the Nationalmuseum is 
delighted to be able to boost its collection 
of innovative design from the years around 
1970.
 
Notes:
1. “Spika. En stor möbelidé till lågpris”, KF Interiör, 
Hörlénreklam Osby, 1972. Nationalmuseum 
Archives, supplementary information 
NMK 16/2017.
2. Magnus Silfverhielm was an apprentice at 
the Erik Karlström architects’ office 1966–70. 
Nationalmuseum Archives, supplementary 
information NMK 16/2017.
3. Magnus Silfverhielm, “Om SPIKA hyllan”, 
unpublished notes 11 April 2018, Nationalmuseum 
Archives, supplementary information NMK 
16/2017.
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robe. The furniture was a consumable; the 
idea was that it would be so cheap that a 
new one could be purchased if one broke. 
However, a repair kit was included. The 
same year, Gip also launched an octagonal 
bunkbed called P-Sängen, also called “play 
furniture for adults”.11 

In the autumn of 2017, the National-
museum acquired another piece of 
furniture that reflects the period’s freer 
approach to home interior design. Thanks 
to funding from the Ulla and Gunnar 
Trygg Fund, Gillis Lundgren’s sit-lie-
recline furnishing, Tajt, is included in the 
museum’s collections (Fig. 3). Like Spika, 
Blow-Up and Laban, Tajt radiates ease. 
This low, stuffed piece of furniture can 
easily be transformed from a chair to a 
recliner or bed. It has two quadratic 
cushions and a round backrest clad in 

Fig. 5  The cover of the IKEA catalogue 1973.  
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A German philologist who dreamt of a 
career in England, he instead became a 
photographic artist in Sweden with an 
international reputation. Born as Heinrich 
Bürgel or Buergel (1878–1931), he trans-
formed himself into the English-sounding 
Henry B. Goodwin. He has been described 
as a complex character, driven by an 
uncompromising obsession that was 
given full vent in his photography. His 
obstinacy brought him many enemies, 
but also a strong position as a renewer of 
photographic art. Goodwin’s provocative 
claims about amateur rather than profes-
sional photographers being the ones who 
were truly of artistic interest naturally 
infuriated the latter, but were ultimately 
a product of his own background. He 
appeared on the scene like a fish out of 
water, an academic with no professional 
training as a photographer.

Goodwin wanted to make photography 
an independent art form that could be 
compared to any other type of visual art, 
and not simply regarded as a mechanical 
reproductive technique – a view he shared 
with several other Pictorialists. As the 
name implied, the “pictorial” was their 
chief concern. Goodwin was a Romantic, 
with visions and inner images that took 
shape through time-consuming methods 
of printing. Employing a non-silver pro-
cess, he varied the tonality and colours, 
manipulating the negative and using it 
simply as a starting point for artistic crea-
tion. The composition was concentrated 
by a predominantly dark tonality, at the 

Henry B. Goodwin – A Visual Artist with the Camera as His Tool

Eva-Lena Karlsson 
Curator, Collections and Swedish National Portrait Gallery

Magnus Olausson
Director of Collections

Fig. 1 Henry B. Goodwin (1878–1931), Anders de Wahl (1869–1956), Actor, as Konrad 
Herbot in Arthur Schnitzler’s ”The Big Scene”, Staged at the Royal Dramatic Theatre in 
Stockholm in 1917, signed 1917. Gelatin silver print (?) on paper, 29.7 x 20.7 cm. 
Purchase: the gift fund of Gripsholmsföreningen av år 1937 (the Axel Hirsch Fund). 
Nationalmuseum, NMGrh 5165. 
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Theatre in Stockholm in 1917 (Fig. 1). In a 
newspaper interview the same year as the 
image was created, Goodwin spoke of the 
difficulties involved in taking character 
portraits: “They require a knowledge 
of the role, of the author, and an under-
standing of theatre as a distinctive art 
form. A conventional studio image can, 
at most, achieve an objective record, but 
never a portrait, which requires pictorial 
effect, composition, a proper distribution 
of tone, rhythm, confident framing, all of 
them things that require the intervention 
of a supervising hand.” 

Goodwin’s international reputation, 
built up over several years through exhibi-
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published in 1917, is regarded as his most 
magnificent work. The title, as contem-
porary critic Johnny Roosval pointed 
out, was ambiguous. These were not just 
portraits of artists, but also portraits by a 
great artist.1 

The book Anders de Wahl, published 
two years later, was similar in design. It 
was a tribute to the 50-year-old actor 
Anders de Wahl, one of the most written-
about stage performers of his day. The 
book included a character portrait which 
the Nationalmuseum has recently acqui-
red. It shows de Wahl in the role of Konrad 
Herbot in Arthur Schnitzler’s The Big 
Scene, staged at the Royal Dramatic 

same time as the detail was reduced in 
favour of soft outlines and a lack of sharp 
focus.

Goodwin’s technical skill and evoca-
tive portrayals of well-known sitters soon 
brought him success. The sepia-tinted 
magazine Vecko-Journalen became his 
shop window and arena. Goodwin himself 
never spoke primarily of photographs, 
preferring to call his works “camera 
pictures”. They now became a prestigious 
feature of every issue of the magazine. 
He also published getting on for a dozen 
lavish and beautifully designed books, 
with photogravure images and often with 
text by his wife, Ida. Konstnärsporträtt, 

Fig. 2 Henry B. Goodwin (1878–1931), Bird Millman. Moderna museet, 
Stockholm. 

Fig. 3 Henry B. Goodwin (1878–1931), Unknown Woman, signed “Goodwin”
Gelatin silver print on paper, 23.5 x 19.3 cm. Purchase: the Ulla and Gunnar 
Trygg Fund. Nationalmuseum, NMGrh 5150.
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tions and the publication of his pictures in 
European and American magazines, paved 
the way for a trip to the United States in 
1921.3 His host was Condé Nast, the publis-
hers behind both Vogue and Vanity Fair, 
which had been carrying Goodwin’s images 
since 1915. The trip was a whole year in the 
planning. The Goodwins stayed for three 
months. They were given a royal welcome, 
staying at Condé Nast’s Park Avenue apart-
ment in New York, and a special studio was 
set up for Goodwin. Here he photographed 
several of the celebrities of the day, inclu-
ding the actress and vaudeville artiste Bird 
Millman. In the portrait in the Moderna 
Museet collection (Fig. 2), she stands on 
tiptoe holding a parasol, in front of an even 
larger one lying in shadow. In her case, 
the parasol was an allusion to the world 
of vaudeville and the circus.4 It became 
an attribute of daring high-wire acts, and 
was used in advertising for Miss Millman. 
Here, the circular parasol also provided 
an interesting shape, which Goodwin 
exploited in his composition. Following his 
return home, he seems to have returned 
to this japoniste theme in his image of an 
unknown woman (Fig. 3). It is a reflection 
of the film-star portrait typical of his time 
in New York, but whether the parasol was 
in fact an allusion to the unknown subject’s 
profession or simply a general reference to 
fashion/Japonisme is unclear.5 

Another of the Nationalmuseum’s 
acquisitions in recent years is an unusual 
portrait of the dancer and actor Jenny 
Hasselqvist, taken the same year as 
Goodwin’s visit to the US, 1921 (Fig. 4). 
Here, the lessons he learnt in America 
have probably rubbed off on his represen-
tation of his favourite sitter. He has chosen 
to depict her as a femme fatale, with her 
head tipped back and open-mouthed. 
This seductive, theatrical quality is 
unusual in the photographer’s portraits of 
Hasselqvist, and was probably an influence 
of the American cult of the silent-movie 
star.

A star of a very different kind was 
Nathan Söderblom. Appointed archbishop 
in 1914, he quickly became a key figure in 

Fig. 4 Henry B. Goodwin (1878–1931), Jenny Hasselquist (1894–1978), Prima Ballerina, Actress, signed 1921. 
Photography, 19.8 x 15.4 cm. Purchase: the gift fund of Gripsholmsföreningen av år 1937 (the Axel Hirsch 
Fund). Nationalmuseum, NMGrh 5122.
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Notes:
1. The art historian Johnny Roosval made the 
comment in a review of Goodwin’s first book 
(Dagens Nyheter, 5 June 1917). See further Rolf 
Söderberg and Pär Rittsel, Den svenska fotografins 
historia, Stockholm 1983, pp. 246–247.
2. Olle Östlind, Den okände Henry B. Goodwin, 
Stockholm 1997, p. 182. 
3. Ibid., p. 243.
4. Moderna Museet, FM 1982 006 753.
5. In the weekly magazine Husmodern in 1923, 
Goodwin produced a feature on tea ceremonies, 
using images brimming with references to Japan 
(Östlind 1997, p. 284).
6. Östlind 1997, pp. 385–386.
 

a quote from the peace laureate’s speech of 
thanks in Oslo to accompany the portrait.6  
The same year, both Nathan Söderblom 
and Henry B. Goodwin passed away. One 
wonders what the stubborn photographic 
artist would have made of the subsequent 
evolution of photography, if he had lived 
to see it. Like several of his fellow artists 
of the 1920s, he was quickly swept away 
by modernist tastes. A century later, it is 
surprising to see how innovative and bold 
Goodwin, the great standard-bearer of 
Pictorialism, actually was – characteristics 
that make him just as interesting to us 
today.
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both Swedish and international Christia-
nity, not least because of his important 
contributions to ecumenicalism. Early on, 
Söderblom was also to play a significant 
part in the peace movement. This was a 
major factor in his being awarded the 
Nobel Peace Prize in 1930, which most 
probably prompted Goodwin’s portrait 
(Fig. 6). The Swedish National Portrait 
Gallery also has a full-length version of it 
(Fig. 5). One of these images was published 
in an American journal, the American-
Scandinavian Review, in spring 1931. 
Goodwin, himself a peace campaigner 
and an admirer of Söderblom, had chosen 

Fig. 5 Henry B. Goodwin (1878–1931), Nathan Söderblom (1866–1931), signed 
“Goodwin”, 1930. Gelatin silver print on paper, 40 x 28.5 cm. Nationalmuseum, 
NMGrh 4471.

Fig. 6 Henry B. Goodwin (1878–1931), Nathan Söderblom (1866–1931), 
Archbishop, Theologian, signed 1930. Photography, 22 x 17.3 cm. Purchase:
the gift fund of Gripsholmsföreningen av år 1937 (The Axel Hirsch Fund). 
Nationalmuseum, NMGrh 5175.
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Portraits by Dawid

Magnus Olausson
Director of  Collections 

Fig. 1 Dawid (Björn Dawidsson) (b. 1949), Kenta I, Kenneth Gustafsson 
(1948–2003), Singer, Musician, 1979. Gelatin silver print on paper, 34 x 23.8 cm. 
Purchase: the gift fund of Gripsholmsföreningen av år 1937 (the Axel Hirsch 
Fund). Nationalmuseum, NMGrh 5145.

Fig. 2 Dawid (Björn Dawidsson) (b. 1949), Kenta II, Kenneth Gustafsson 
(1948–2003), Singer, Musician, 1979. Gelatin silver print on paper, 34 x 23.8 cm. 
Purchase: the gift fund of Gripsholmsföreningen av år 1937 (the Axel Hirsch 
Fund). Nationalmuseum, NMGrh 5146.
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Dawid (Björn Dawidsson, born in 1949) 
is regarded as one of Sweden’s leading 
photographers and has reached far beyond 
the country’s borders with his abstract, 
avant-garde photography. He made his 
debut in 1973, but his real breakthrough 
came a decade later with the exhibition 
Rust at the Swedish Museum of Photo-
graphy (now an integral part of the 
Moderna Museet). He showed – then as 
later – how the seeming banality of a bent, 
rusty nail could be transformed into some-
thing unique and artistically expressive. 
Since then, Dawid’s work has stretched 
conventional concepts and the boundaries 
of what can be deemed to constitute 
photographic art.

Dawid was not previously famous for 
his portraits. When the Swedish National 
Portrait Gallery arranged an exhibition 
of them in 2017 – Men – a number of 
important acquisitions of such works were 
made. Each of them represents a different 
period in Dawid’s career and reflects a 
hitherto unknown aspect of his art.

The first of these images was a portrait 
of the singer Kenneth Gustafsson, known 
as Kenta, in the form of a diptych created 
in 1979 (Figs. 1–2). Like the few other 
portraits by Dawid that caught the public 
eye in the past, this one was the result of a 
commission. The image of the rebellious 
artiste was intended for the cover of his LP 
Kenta (1980), hence its character of a front 
and a back. The setting was a closed gate 
in the solid walls surrounding St John’s 
Church in Stockholm. Here the bohemian 
Kenta liked to hang out, with a few cans 
of beer for company. These are the secret 
contents of the carrier bag, nonchalantly 
hung on the massive gate. A well-known 
performer with a drink problem is pictured 
in an architectural frame, accompanied 
by one of his attributes. A portrait of a 
similar character is that of the writer Stig 
Larsson, taken in 1987 (Fig. 3). It is a kind 
of fabricated reportage image and, like 
the picture of Kenta, it feels almost out of 
place in Dawid’s work, which normally has 
a minimum of narrative content.

ACQUISITIONS/PORTRAITS BY DAWID

Fig. 3 Dawid (Björn Dawidsson) (b. 1949), Stig Larsson ( born 1955), Author, Film Director, 1987. 
Gelatin silver print on paper, 30.5 x 25.4 cm. Purchase: the gift fund of Gripsholmsföreningen av år 1937 
(the Axel Hirsch Fund). Nationalmuseum, NMGrh 5147.



95 Art Bulletin of Nationalmuseum Volumes 24 –25, 2017 – 2018

ACQUISITIONS/PORTRAITS BY DAWID

large box camera shows Johansson at the 
time he was following in the footsteps of 
the legendary Carl Gustaf Rosenberg in 
the southern Swedish province of Halland, 
seeking to document exactly the same 
places as his predecessor. In this way, 
Dawid’s portrait of his friend congenially 
captures the aesthetic that had become 

The same quality, but with an entirely 
different purpose, is found in two images 
of Dawid’s fellow photographers Gerry 
Johansson (1984) and Bruno Ehrs (1986). 
In both cases, the setting has a very special 
function, directly evoking the way the two 
men worked. The monumental landscape 
with its small human figure carrying a 

Gerry Johansson’s own and is thus a 
paraphrase of his colleague/subject’s 
enthusiasm for wide-angle photography 
(Fig. 4). A similar reference to a fellow 
photographer’s way of working is to be 
found in his portrait of Bruno Ehrs (Fig. 
5). When this picture was taken, Ehrs was 
living in an old building on Drottninggatan 

Fig. 4 Dawid (Björn Dawidsson) (b. 1949), Gerry Johansson ( born 1945), Photographer, signed 1984. Photography on paper, 54.2 x 59.9 cm. Purchase: 
the Fritz Ottergren Fund. Nationalmuseum, NMGrh 5139.
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One quality that sometimes distinguishes
them from others is their humour, some-
thing we find, for example, in Dawid’s 
image of fellow photographer Thomas 
Wågström (Fig. 7). The latter is cast in the 
role of Lenin, an allusion to his outward 
resemblance to the Russian revolutionary.2  
Viewed at an angle from below, Wågström–
Lenin takes on an extra touch of the heroic, 
in the manner common in the early Soviet 
Russian aesthetics of artists such as 
Aleksandr Rodchenko.

What is interesting and unexpected 
about Dawid’s portraits is that, here, he has 
chosen two diametrically opposed artistic 
strategies. One is based on a long career of 

Perhaps this was because there was some-
thing of the exhibitionist, the willing poser, 
about him. These portraits are literally 
skin-close, and yet sympathetic. In one of 
them (1982), we see the old photographic 
legend from behind (Fig. 6). Dawid spares 
no details: wrinkles, creases and pigmen-
tation changes are all recorded in intimate 
detail. One wonders what itis that enables 
the viewer actually to recognise the sitter, 
even though his face is not visible.

The legendary photographer Nadar 
stressed the importance of the portraitist 
knowing his subject.1 That is not a view 
that Dawid shares. All the same, we notice 
that his portraits of friends are different. 

ACQUISITIONS/PORTRAITS BY DAWID

in Stockholm. Dawid placed his subject in 
a recess on the staircase, sculpture-like, 
with almost classically rendered folds of 
clothing. A few years earlier, Ehrs had 
created similar portraits of people in their 
natural settings. It was this that Dawid 
captured in his image when he had Bruno 
Ehrs pose in a slightly theatrical manner 
that was so clearly at odds with Dawid’s 
own aesthetic.

Among Dawid’s many portraits of 
friends, his images of his former teacher 
Christer Strömholm hold a special place. 
Unlike many other photographers, 
Strömholm appears to have felt no re-
luctance to sit for photographs himself. 

Fig. 6 Dawid (Björn Dawidsson) (b. 1949), Christer Strömholm (1918–2002), 
Photographer, Professor, signed 1982. Photography on paper, 54.5 x 42.1 cm. 
Purchase: the Fritz Ottergren Fund. Nationalmusuem, NMGrh 5138. 

Fig. 5 Dawid (Björn Dawidsson) (b. 1949), Bruno Ehrs ( born 1953), Photo-
grapher, signed 1986. Photography on paper, 54.4 x 42.2 cm. Purchase: the gift 
fund of Gripsholmsföreningen av år 1937 (the Axel Hirsch Fund). Nationalmu-
seum, NMGrh 5140.
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primarily form, centre stage. He explores 
the male psyche by testing different attitu-
des, emotional expressions and rhetorical 
gestures. We see him at his most radical 
in a series of self-portraits in which he 
plays different roles. The art critic and poet 
Marie Lundquist has briefly analysed the 
most famous self-portrait in the series, 
which is also one of the images acquired 
by the Nationalmuseum (Fig. 9).3 In par-
ticular, she points to the many different 
possible interpretations that can be made 
of it. The figure could be understood as 
a kind of “escapologist” of photography, 
struggling with its black (conventional) 
frames. Given what we know about Dawid’s 

he completely deobjectifies his sitter, the 
image ceases to be a portrait and is instead 
transformed into an abstract sign. What 
sets Dawid apart, though, is that he pushes 
the expression of this category of portrait 
by balancing between its figurative and its 
purely abstract qualities. This is true, not 
least, of his silhouettes, with his portrait of 
the Swedish king providing an innovative 
example (Fig. 8). It was taken in 2005, in 
advance of Carl XVI Gustaf’s 60th birth-
day, and served as the design for a new 
postage stamp issued the following year. 

The other route Dawid has tried in his 
portraits is the very opposite. Here, he 
places emotional content, and not 

photographic creativity in which, like an 
abstract painter, he reformulates reality 
and offers an alternative. He adds some-
thing of his own, beyond what is mechani-
cally recorded by the camera. The choice 
of angle, the framing, the light – these can 
all be manipulated, and ultimately it is not 
the camera’s eye but the eye of the photo-
grapher that does that. Dawid changes our 
way of looking at the world, and the normal 
parameters take on new meaning. Surface 
becomes depth and depth is transformed 
into surface. Aware of this, however, we 
soon ask ourselves the question when 
these images become and cease to be 
portraits. According to Dawid, the moment 

ACQUISITIONS/PORTRAITS BY DAWID

Fig.  7 Dawid (Björn Dawidsson) (b. 1949), Thomas Wågström ( born 1955), 
Photographer, signed 2015. Photography on paper, 54.7 x 42 cm. Purchase: the 
Fritz Ottergren Fund. Nationalmuseum, NMGrh 5142.

Fig. 8 Dawid (Björn Dawidsson) (b. 1949), Carl XVI Gustaf ( b. 1946), King of 
Sweden, 2005. Photography, digital print, 74 x 60 cm. Gift of the Friends of the 
Nationalmuseum. Nationalmuseum, NMGrh 5112
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role in Swedish photography, this symbolic 
reading is tempting – the man who bursts 
boundaries and frees photography from its 
self-imposed limitations.4 His nakedness 
reinforces the picture of Dawid as a sensi-
tive and vulnerable image maker. Interes-
tingly, he has a famous forerunner in art, 
Albrecht Dürer, who in much the same way 
drew several representations of himself 
naked.5 Shifting the interpretation a step 
further, we could equally well see this as a 
Christ figure, hanging on an invisible cross, 
which the composition readily suggests to 
most viewers. In Western culture this is 
associated with suffering, but is that the 
meaning Dawid intended?
 
Notes:
1. Félix Tournachon, known as Nadar, Quand j’étais 
photographe, Paris (1900) 1994, p. 289.
2. Dawid had been inspired by his friend, the 
graphic designer Greger Ulf Nilson, who had 
jokingly compared Thomas Wågström’s outward 
appearance to Lenin. Oral communication from 
Dawid.
3. Marie Lundquist, “Pekbok för vuxna”, Svenska 
Dagbladet, 22 April 2001.
4. Per Lindström suggests the same interpretation 
as Marie Lundquist in his review of Dawid’s book 
Beautiful Frames (see “Tysta bilder”, Sydsvenskan, 
7 April 2001).
5. Several different nude self-portraits of Albrecht 
Dürer exist. The Klassik Stiftung Weimar has one 
(from c. 1509), which in its expression has much 
in common with Dawid’s own variations on the 
theme. Another by Dürer, in which he represents 
himself as Christ the Man of Sorrows (1522), is in 
the Kunsthalle Bremen.

ACQUISITIONS/PORTRAITS BY DAWID

Fig. 9 Dawid (Björn Dawidsson) (b. 1949), “self ”, Self-Portrait, signed 1998. Photography on paper, 54.1 x 42 
cm. Purchase: The gift fund of Gripsholmsföreningen av år 1937 (the Axel Hirsch Fund). Nationalmuseum, 
NMGrh 5136.
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The work Hide & Seek – Things Are Not 
What They Seem (Figs. 1–2) consists of 
a large, hand-knotted rug made up of 
smaller parts. Its design is a pattern 
created with inspiration from cicadas, in 
particular their wings. On some pieces of 
the rug, three-dimensional cicadas have 
landed in the shape of brooches. Each 
square of the rug is also a work in its own 
right. The lower left-hand corner is the 
part which the Bengt Julin Fund of the 
Friends of the Nationalmuseum has 
generously donated to the Museum’s 
collections.

The work was created in collaboration 
between the designer Anna Forsberg and 
the jewellery artist Märta Mattsson, both 
of them active in Sweden. Their starting 
point was a shared interest in insects. Anna 
Forsberg has had a fascination with their 
shapes, colours and geometrical patterns, 
while Märta Mattsson’s work springs from 
a personal phobia about insects and an 
attempt to overcome it. Both have worked 
with a variety of insects, but cicadas, in 
particular, had provided them with inspi-
ration for rugs and jewellery, respectively, 
even before they embarked on this joint 
project. It was therefore a natural next 
step to create a collaborative work with 
the cicada as its point of intersection. They 
began work on Hide & Seek – Things Are 
Not What They Seem in spring 2016, and it 
was completed a year later. 

The process evolved into a continuous 
exchange between the artists, working in 

Hide and Seek – Things Are Not What They Seem

Cilla Robach
Senior Curator, Applied Art and Design

Fig. 1 Anna Forsberg (b. 1982), Rug “Hide & Seek – Things Are Not What They Seem”. Produced by Makeda 
Rugs, 2017. Wool, 90 x 88 x 1 cm. Gift of the Friends of the Nationalmuseum, the Bengt Julin Fund.  
Nationalmuseum, NMK 105A/2017.
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brooches can go out and about and be 
worn by someone for a while, before 
“landing” in their place on the rug in the 
evening.2

This work is an unusual collaborative 
design project. It not only offers new 
perspectives on jewellery and textile art 
per se, but lifts applied art to new dimen-
sions, in that two artists have worked 
together through their respective materials 
to meet in a single, integrated artwork.

Hide & Seek – Things Are Not What 
They Seem was first shown at Galleri 
Sebastian Schildt, at Strandvägen 5b 
in Stockholm, from 22 April to 14 May 
2017.

ACQUISITIONS/HIDE AND SEEK – THING S ARE NOT WHAT THEY SEEM

cicadas, like chameleons, can “borrow” 
colours from their surroundings.1 

Aesthetic references for the work 
can be found in the stylised geometrical 
depictions of nature seen in the leaded 
glass of Louis Comfort Tiffany or Frank 
Lloyd Wright, for example, from the late 
19th and early 20th centuries. This parti-
cular combination of textiles and jewellery, 
however, is unique.

Hide & Seek – Things Are Not What 
They Seem forms a well-composed whole, 
but the individual parts also work on their 
own. The rug, as already noted, was made 
in smaller parts. These are intended to 
have their place on a wall, while the 

parallel on the design of the rug and the 
jewellery. Numerous samples of colours 
and shapes were sent back and forth 
between the artists and the rug maker in 
Nepal before they were satisfied. Their 
final choice was muted shades of bottle-
green, orange, pigeon-blue and yellow-
beige, with all the outlines in black. 
Forsberg and Mattsson also carefully con-
sidered where the cicadas should be placed 
on the rug, positioning them in relation to 
its pattern and colours. One brooch con-
sisting of a green-bodied cicada rests on a 
green area of the rug, while an orange one 
has alighted on a small patch of orange. 
The artists point out that, in the wild, 

Fig. 2 Märta Mattsson (b. 1982), Brooch “Hide & Seek – Things Are Not What They Seem”, 2017. Cicada, colour, glitter, 6.5 x 15 x 3 cm. Gift of the Friends of the 
Nationalmuseum, the Bengt Julin Fund. Nationalmuseum, NMK 105B/2017. 
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Anna Forsberg
Anna Forsberg has been designing rugs 
for her firm Makeda since 2009.3 She was 
keen to turn her art and graphic design 
into useful objects, and therefore started 
working with rugs. On the one hand they 
are two-dimensional, on the other the 
textile materials enhance the patterns, in 
terms of both the saturation and the lustre 
of the colours. Several of Forsberg’s rugs 
have motifs representing the symmetrical 
patterns of insects. Forsberg comments 
that, already as a child, she was fascinated 
by her grandfather’s butterfly collection.4

The rugs are made in Kathmandu in 
Nepal,5 where there is a long tradition of 
knotting rugs by hand. The materials used 
are wool and silk, dyed with plant dyes. 
As a rug is used its colour and texture 
gradually change, and according to 
Forsberg this mellowing contributes to 
its aesthetic quality.

Märta Mattsson
In the opening decades of the 21st century, 
Swedish jewellery art has attracted inter-
national attention.6 One of the artists con-
tributing to this trend is Märta Mattsson. 
Her jewellery has revolved around nature 
in general and insects in particular. There 
are references in her work to the cabinets 
of curiosities and nautilus cups of the 
17th century, with their fascinating juxta-
position of the wonders of nature and 
the skills of the craftsman. The National-
museum has several works by Mattsson 
in its collections, the earliest acquisition 
being Beetlejuice from 2009 (Fig. 3). That 
piece consists of a real beetle, split down 
the middle, its innards replaced with 
yellow stones. The two parts are set in 
transparent plastic and can be worn as a 
brooch.

Cicadas have been a recurring motif 
in Mattsson’s jewellery. She may use the 
entire insect or remove its wings, shaping 
them into brooches, necklaces or earrings. 
She decorates the cicadas with enamels 
and glitter, and the beauty of their 
naturally transparent wings, especially, 

Fig. 3 Märta Mattsson (b. 1982), Brooch “Beetlejuice”, 2009. Silver, plastic, paper, cubic zirconia, beetle, 
7.1 x 2.8 x 1.8 cm. Gift of the Friends of the Nationalmuseum, the Bengt Julin Fund. Nationalmuseum, 
NMK 249/2011.
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is heightened by colours that bring out 
their shapes and patterns. Aesthetically, 
Mattsson’s jewellery art operates on the 
boundaries between the repulsive and the 
attractive, between kitsch and beauty.

Cicadas 
Cicadas live in tropical climates. There are 
many species, and the largest can grow to 
11 cm in length, with a wingspan of 22 cm. 
The wings are transparent, and the colour 
of the body, which is well adapted to the 
insect’s surroundings, can be brown, black, 
green or orange. The song of the males is 
one of the loudest sounds insects can 
produce, reaching up to 120 decibels. In 
China, cicadas are considered a delicacy.

Notes:
1. Conversation with Anna Forsberg and Märta 
Mattsson, 21 April 2017.
2. Ibid. 
3. Makeda is the name of the Queen of Sheba in 
Ethiopian tradition. She brought great riches to 
King Solomon in Jerusalem, where she tested 
his wisdom with difficult questions and riddles. 
Satisfied with his answers, she exchanged gifts 
with him before returning home. Her gifts to 
the king included a magic carpet of green silk, 
inspiring Anna Forsberg to call her firm Makeda. 
www.makedarugs.com, accessed 17 March 2018.
4. Conversation with Anna Forsberg and Märta 
Mattsson, 21 April 2017.
5. Makeda is affiliated to Good Weave, an inter-
national organisation working to end child labour 
and promote good working conditions for adults 
making hand-knotted and handwoven rugs. 
www.makedarugs.com, accessed 17 March 2018.
6. Cilla Robach, “Materiality, Body and Culture – 
Contemporary Jewellery”,  Art Bulletin of 
Nationalmuseum Stockholm, vol. 23 (2017), 
pp. 79–86. Inger Wästberg, Contemporary Swedish 
Art Jewellery, Stockholm 2013.
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The Nationalmuseum has recently
acquired a drawing depicting an Altar with
the Ark of the Covenant from the 1620s (?),
attributed to François de Nomé (c. 1593–
after 1630), a French-born painter active
in Naples.1 The Museum already owns
two oil paintings by de Nomé.2 The fact
that three distinct artistic personalities,
including de Nomé, were once erroneously
known under the shared name of “Monsù
Desiderio” has resulted in unnecessary
confusion.3 Born in Metz in the duchy of
Lorraine, de Nomé went to Rome as a child
and stayed there some eight years. He was
taught painting by a Maestro Baldassare,
possibly the Flemish landscape painter
Balthasar Lauwers (1578–1645). In 1610 de
Nomé went to Naples, where he seems to
have remained for the rest of his life. It is
not known when he died.
        De Nomé, whose paintings were
“discovered” in the 20th century by an
audience attuned to Surrealism and art
brut, specialised in deeply eccentric
architectural capricci, in which the 
lighting has a flickering, ghostly quality.4 
In the 17th century, these were described 
as “perspectives”, a genre associated with
northern art. Possible sources of inspira-
tion for de Nomé’s work include Roman
and Neapolitan monuments, and the
architectural views of Hans Vredeman de
Vries, Jacques Androuet du Cerceau and
Wendel Dietterlin.5 Several paintings are
inscribed with dates in the early 1620s,
but questions of chronology are complica-
ted owing to the idiosyncratic nature of de 

A Newly Discovered Drawing by François de Nomé

Carina Fryklund
Curator, Old Master Drawings and paintings

Fig. 1 François de Nomé (c. 1593–after 1630), Altar with the Ark of the Covenant, 1620s
(?). Pen and brown ink, brown wash, watercolour, body colour, heightened with white,
partially incised, on light brown paper, 295 x 215 mm. Purchase: the Hedda and
N. D. Qvist Fund. Nationalmuseum, NMH 11/2018.
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3. In addition to François de Nomé, the name
“Monsù Desiderio” has been applied to his
contemporary, the landscape painter Didier
Barra (c. 1585–after 1656), who specialised in
topographical vedute, and to the Italian engraver
Francesco Desideri. De Nomé and Barra were
both born in Metz and pursued their careers in
Naples. See Causa 1956, and J. Patrice Marandel
in Houston 1991–1992. For an earlier article
identifying Monsù Desiderio with the engraver
Francesco Desideri, see A. Scharf, “Francesco
Desiderio”, The Burlington Magazine, 92 (1950),
pp. 18–22.
4. Some critics took de Nomé’s works to be
symptomatic of schizophrenia; see A. L. Romdahl,
“Notes on Monsù Desiderio”, Göteborgs Högskolas
Årsskrift 50 (1944–1945), pp. 3–15, and F. Sluys,
“Monsù Desiderio peintre de l’irréel”, La vie
médicale: Art et psychopathologie (1956), pp. 53–63.
5. Nappi 1988. Nomé was also influenced by the
German and Netherlandish tradition represented
in Roman artistic circles by Adam Elsheimer, Paul
Bril and Jacob van Swanenburgh; see P. Seghers,
“L’invitation aux enfers”, Connaissance des Arts
(1981), pp. 41–47. Connections have also been found
with the scenography of contemporary dramas and
ballets; see Causa 1956.
6. François de Nomé, David in the Temple, c.
1620–1624, oil on canvas, 79 x 101 cm, Martin von
Wagner Museum der Universität Würzburg; see
Atsushi Tanigawa, Monsu Desiderio (Tokyo 1995),
no. 24, ill.; and Monique Sary, Maria Rosaria Nappi
et al., Enigma Monsù Desiderio: Un fantastique
architectural au XVIIe siècle (exh. cat., Metz,
Musées de la Cour d’Or, 2004–2005), pp. 136–139,
ill.
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Solomonic columns preserved in St Peter’s,
and soon to be reused by Bernini for his
baldacchino, exemplify the continuity of
cult practices from the era of the Old Law
to Christianity.
        No other drawings by the artist have
yet been discovered. However, the two-
tiered structure of the altar in the drawing 
recalls the tomb monuments seen in
several perspectival church interiors by 
de Nomé. The elongated, strangely 
“animated” and luminous marble statues, 
such a conspicuous feature of the drawing,
belong to the standard repertoire of the
painter. And the limited palette of warm
dark browns, and more thickly applied
white and golden-yellow lights, producing
a strong chiaroscuro effect, is also closely
comparable to that of de Nomé’s canvases.
Taken together, these features would seem
to support an attribution to de Nomé.

Notes:
1. François de Nomé (c. 1593–after 1630), Altar
with the Ark of the Covenant, 1620s (?), pen and
brown ink, brown wash, watercolour, body colour,
heightened with white, partially incised, on light
brown paper, 295 x 215 mm. Laid down. Partially
oxidised lead white; tinted insert (2 mm wide)
along the lower left edge. Inscribed on the mount
(19th c.?): “Jean Goujon”. Purchased with funds
provided by the Hedda and N. D. Qvist Fund.
For a biography of the artist, see Raffaello Causa,
“Francesco Nomé detto Monsù Desiderio”,
Paragone, 75 (1956), pp. 30–46; F. Sluys, Didier
Barra et Francois de Nomé dits Monsù Desiderio
(Paris 1961); Maria Rosaria Nappi, “F. de Nomé,
un problema di fortuna critica”, Scritti di storia
dell’arte in onore di Raffaelle Causa (Naples 1988),
pp. 167–174; Maria Rosaria Nappi, Francois de Nomé
e Didier Barra: l’enigma Monsù Desiderio (Milan
and Rome 1991); François de Nomé: Mysteries of a
Seventeenth-Century Neapolitan Painter (exh. cat.,
The Menil Collection, Houston, Texas, 1991–1992),
pp. 13–19; Maria Rosaria Nappi, Monique Sary
et al., Enigma, Monsù Desiderio: Un fantastique
architectural au XVIIe siècle (exh. cat., Musées de
la Cour d’Or, Metz, 2004); S. Blin, “L’énigmatique
Monsù Desiderio”, Connaissance des Arts, 623
(2005), pp. 66–71; Morten Steen Hansen, exhibition
review of Metz 2004, in The Burlington Magazine,
147 (2005), pp. 202–204.
2. NM 5278 and NM 6829; see Pontus Grate,
French Paintings, I: Seventeenth Century
(Nationalmuseum, Stockholm, 1988), nos. 23 
and 24.

Nomé’s art. Several of his patrons are
known to have belonged to the elite society
of Naples.
         The Stockholm drawing depicts an
imaginary altar holding the Ark of the
Covenant, which contained the tablets
of the Law. The design of the Ark itself is
similar to that in an Old Testament scene
by de Nomé of c. 1620–1624, showing the
interior of the Temple of Jerusalem with
King David kneeling before the Ark, which
is placed on an altar with a Gothic back-
drop, flanked by twisting columns.6 The
altar structure in the drawing displays a
comparable mixture of classical and
Gothic design elements. Special attention
was paid to the rendering of different
materials. In the upper tier, pairs of
Solomonic columns flank the wooden Ark
with its gilded Gothic cherubs. A metal
pole designed for carrying is fixed to its
front. At the base of the structure is an
altar table with a front of varicoloured
marble resting on gilded lions. Placed on
top of it are two antique marble figures
holding cornucopias, flanking antique
urns with gilt ornaments and a Gothic
reliquary in precious metal. Incised
diagonal lines along the top and bottom
were undoubtedly intended as an aid in the
perspectival construction, but were not
consistently followed in the final design.
        Giorgio Vasari had defined Gothic as
a northern style introduced to the Italian
peninsula after the barbarian invasions.
The coexistence of classical and Gothic
forms in works by de Nomé could be taken
to represent the licence of the capriccio.
But by employing such stylistic anach-
ronisms, or example in paintings of the
Jerusalem Temple, de Nomé also suggests
a subtle if ambiguous blurring of the dis-
tinctions between the idols of the
past and representations of Christian
worship. The Ark of the Covenant depicted
in these scenes had been used by Counter-
Reformation theologians as a prototype for
the Christian cult image in their defence of
the veneration of images and relics within
the Catholic Church. In this context, the 
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The Troubadour Style in French Romanticism

Magnus Olausson
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Fig. 1 Jean-Lubin Vauzelle (1776–1837), View from the Cloister of Saint-Jean-des-Vignes in Soissons, c. 1823. Watercolour and chalk on paper, 323 x 417 mm. 
Purchase: the Hedda and N. D. Qvist Fund. Nationalmuseum, NMH 3/2018.
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entire or individual parts of monuments, 
placing them in an authentic historical 
setting – the Couvent des Petits-Augustins. 
One of the artists who diligently recorded 
interiors of this museum in the early 
19th century was Jean-Lubin Vauzelle.3 
He was also the author of one of the 
Nationalmuseum’s recent acquisitions, 
View from the Cloister of Saint-Jean-des-
Vignes in Soissons (Fig. 1), from around 
1823. The drawing served as a design for 
a lithographed illustration included in 
Baron de Taylor’s major survey of historic 
monuments in France, Voyages pitto-
resques et romantiques dans l’ancienne 

ACQUISITIONS/THE TROUB ADOUR STYLE IN FRENCH ROMANTICISM

monarchs and their families violated; 
other symbols of royal power and the 
Christian church were also destroyed.

From 1791 on, though, there were 
moves to save threatened monuments, 
a driving force in that context being 
Alexandre Lenoir, an artist and the creator 
of the Musée des Monuments Français, 
which opened to the public three years 
later.2 The museum became a refuge for a 
wide range of sculptural and architectural 
works from the Middle Ages onwards 
that would otherwise have been lost for 
ever. Lenoir skilfully managed to create a 
variety of scenes, known as fabriques, from 

In 1977, during construction work in the 
courtyard of the Hôtel Moreau in the 9th 
arrondissement of Paris, a series of frag-
ments of medieval sculptures were found. 
Several of them turned out to be the lost 
Jewish kings that had been removed 
from Notre-Dame during the French 
Revolution. They had been ritually decapi-
tated, probably because the revolutionary 
vandals believed them to represent ancient 
French monarchs.1 This was presumably 
at the same time as the royal tombs in the 
basilica of Saint-Denis were desecrated 
in late 1793 and early 1794. Not only were 
the human remains of France’s former 

Fig. 2 Henri Louis Baup (1766–1855) after Fleury François Richard (1777–1852), 
Charles VII Writing a Farewell Letter to Agnès Sorel, 1810. Produced by 
Guerhard & Dihl. Enamel on porcelain, 37.5 x 28.5 cm. Purchase: the Wiros 
Fund. Nationalmuseum, NM 7437.

Fig. 3 Henri Louis Baup (1766–1855) after Fleury François Richard (1777–1852), 
Valentine de Milan, 1810. Produced by Guerhard & Dihl. Enamel on porcelain, 
37.5 x 28.5 cm. Purchase: the Wiros Fund. Nationalmuseum, NM 7436.
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Fig. 4 Marie-Philippe Coupin de la Couperie (1773–1851), Raphael Adjusts Fornarina’s Hair before Painting Her Portrait, 1824. 
Oil on canvas, 106 x 89 cm. Purchase: the Hedda and N. D. Qvist Fund. Nationalmuseum, NM 7498. 
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and lover hung at the Duchess of Ragusa’s 
chateau of Viry-Châtillon, where, inciden-
tally, she had a Neo-Gothic garden pavilion 
built, fitted out in the same style.

Another of the more celebrated 
Troubadour painters was Jean-Antoine 
Laurent (1763–1832), who also included 
the Empress Joséphine among his patrons. 
His Richard the Lionheart Answers Blondel 
de Nesle’s Singing (Fig. 5), painted in 
1822, once belonged to the artist François 
Gérard. Here, Laurent chose a subject that 
was the quintessence of the Troubadour 
style. It was based on the medieval legend 
of how the troubadour Blondel de Nesle, 
by his singing, managed to track down the 
place where the Crusader king Richard 
the Lionheart was held captive. The artist 
records the moment at which the king 
responds to the singer’s vocal message. 
Like several of his fellow artists, such as 
Fleury-François Richard, Laurent has 
made use of the window motif and the 
special effect which the backlighting 
produces. He and the other artists of the 
Troubadour style found inspiration for 
their polished, highly detailed painting
in the Dutch art of the 17th century.12 In 
Laurent’s case, the technique employed 
is also evidence of his experience of 
miniature painting.

The last in the series of acquisitions 
from the heyday of the Troubadour 
style was painted by Claudius Jacquand 
(1803–1878). He was a pupil of Fleury-
François Richard and, like him, came 
from Lyon. Jacquand moved to Paris in 
1836 to study at the Academy of Fine Arts. 
The following year he painted the work 
recently acquired by the Nationalmuseum, 
The Night of St. Bartholomew 1572 (Fig. 6), 
which was exhibited at the 1838 Salon.13  
Here he demonstrates a very different kind 
of painting, with broader brushstrokes 
and greater objectivity, compared with 
the sweet idealisation that had previously 
marked the Troubadour genre. Despite 
this, Jacquand experienced a short period 
of success, which happened to coincide 
with the creation of King Louis-Philippe’s 
museum of French history at Versailles – 

order appears to have been placed at the 
time of her divorce from the emperor in 
1810. At the manufactory, the artist Henri 
Louis Baup painted a copy of Fleury-
François Richard’s work on a large 
porcelain plaque, probably in preparation 
for the large service. At the same time, 
Baup made a copy of Richard’s companion 
piece, Charles VII Writing a Farewell 
Letter to Agnès Sorel, it too owned by the 
empress. Both these porcelain paintings, 
reproducing subjects from the service, 
have been acquired by the National-
museum (Figs. 2–3).

The Empress Joséphine is generally 
described as an important promoter of 
the Troubadour style. As well as several 
works by Fleury-François Richard, she 
had many other examples of the genre in 
her picture gallery at Malmaison. One was 
The Ill-Fated Love of Francesca de Rimini 
by Marie-Philippe Coupin de la Couperie, 
which the empress had acquired at the 
1812 Salon.9 Joséphine’s predilection for 
the Troubadour style was something she 
shared with one of her close confidantes, 
Anne Marie Hortense Perrégaux, Duchess 
of Ragusa (1779–1857), the wife of Marshal 
Marmont.10 After the empress’s death, the 
duchess continued to acquire paintings 
of this kind. From Coupin de la Couperie 
she commissioned Raphaël ajustant les 
cheveux de la Fornarina avant de la peindre, 
which was shown at the Salon in 1824 (Fig. 
4).11 This painting was recently acquired by 
the Nationalmuseum and is one of the best 
examples of the genre. The subject, featur-
ing the famous Renaissance artist, shows 
that anecdotal depictions from the Renais-
sance also came under the heading of the 
Troubadour style, even though the Middle 
Ages were by then at an end. Nor was this 
a new subject. Ingres had made a version 
of it back in 1814, although it was far more 
restrained in colour temperature than 
Coupin de la Couperie’s work. The latter is 
a virtuoso example of fine painting, with an 
almost enamel-like lustre, a reminder that 
the artist began his career as a porcelain 
painter at the Sèvres manufactory. His 
image of Raphael with his favourite model 
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France (1820–63).4 This ambitious 
publication was one in a series of literary 
works, buildings, and works of visual and 
decorative art that turned the spotlight on 
France’s medieval heritage. Interest in the 
French Middle Ages did not begin, though, 
with the sense of loss arising from the 
complete or partial destruction of historic 
monuments in the wake of the French 
Revolution. It had existed even under the 
Ancien Régime, but the craze for early 
French history gathered fresh momentum 
and intensity as a result of the vandalism 
of the Revolution.5 The Troubadour style 
has become the umbrella term for this 
phenomenon. One of its distinguishing 
marks was its mouldability, its capacity to 
assume different meanings. It would be 
embraced in turn by the First Empire, 
the Restoration and the July monarchy – 
political regimes which, while they fought 
each other, were all equally keen to adopt 
the style and make it their own.6 The 
reason was that it was considered to 
symbolise French national identity and 
therefore offered legitimacy. Knightly 
virtues, extolled by the troubadours, gave 
the style its name.

One of the artists who drew inspiration 
from the Musée des Monuments Français 
was Fleury-François Richard (1777–1852). 
In particular, a funerary monument to 
Valentina Visconti, Duchess of Orléans, 
had seized his imagination. This, along 
with the medieval stained-glass windows 
which Lenoir had salvaged and set up in 
the museum, provided the inspiration 
for the work that established Richard’s 
reputation, Valentine de Milan Mourning 
her Husband, the Duke of Orléans.7 It was 
exhibited at the Salon of 1802, attracted 
considerable attention and was acquired 
by Joséphine Bonaparte, wife of the 
first consul, for her art collections at 
Malmaison. This painting is generally 
regarded as the foremost example of the 
Troubadour style. Later, as empress, 
Joséphine commissioned the Paris manu-
factory of Dihl et Guérard to produce a 
porcelain service, reproducing this and 
other paintings from her collection.8 The 
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Fig. 5 Jean-Antoine Laurent (1763–1832), Richard the Lionheart Answers Blondel de Nesle’s Singing, 1822. Oil on canvas, 48 x 39 cm. 
Purchase: the Wiros Fund. Nationalmuseum, NM 7465.
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À toutes les gloires de la France. When he 
attempted to become the museum’s 
director following the abolition of the 
monarchy in 1848, however, he failed. 
Contemporary expectations of history 
painting were now very different, and the 
days of the Troubadour style were at an 
end.

Notes:
1. Giscard d’Estaing, Les Rois retrouvés, Paris 1977.
2. Alexandra Stara, The Museum of French 
Monuments 1795–1816: “killing Art to Make 
History”, Ashgate 2013.
3. L’Invention du passée: Gothique mon amour … 
1802–1803 (exh. cat.), Céline Guichard (ed.), 
Monastère royal de Brou, Bourg-en-Bresse, Paris 
2014, cat. nos. 1–2, pp. 86–87 (text Jean-Marie 
Bruson).
4. Lithographed by Adrien Dauzats (1804–1868), cf. 
Elsa Cau, Le style Troubadour, l’autre romantisme, 
Montreuil 2017, p. 10, fig. 58.
5. François Pupil, Le Style Troubadour ou la 
nostalgie du bon vieux temps, Nancy 1985, is still 
regarded as a standard work. Pupil draws attention 
to the long history of this type of genre painting and 
the various phases in its development, both before 
and after the Revolution.
6. See Cau 2017, pp. 67–79. Cf. Pupil 1985, p. 426.
7. Jean-François Luneau, “Le vitrail dans la 
peinture de genre ‘anecdotique’”, in L’Invention du 
passée, Paris 2014, pp. 30–39. Cf. Pupil 1985, p. 125.
8. Staging Power: Napoleon. Charles John. 
Alexander, Nationalmuseum exh. cat. 661, Magnus 
Olausson & Eva-Lena Karlsson (eds.), Stockholm 
2010, cat. nos. 342–343, pp. 352–353 (text Irina 
Sokolova).
9. Now in the Napoleon Museum, Schloss 
Arenenberg. Cf. Pupil 1985, p. 423.
10. Correspondance, 1782–1814 / Impératrice 
Joséphine; édition établie, présentée et annotée par 
Bernard Chevallier, Maurice Catinat et Christophe 
Pincemaille, Paris 1996, letter no. 90. Cf. an undated 
letter from the empress to the Duchess of Ragusa, 
thanking her friend for some drawings she had sent 
(“Madame la duchesse de Raguse, j’ai reçu avec 
plaisir les dessins que vous m’avés envoyés, mais je 
pense avec regret à votre prochain départ, votre 
absence sera pour moi une privation terrible, 
jusqu’à ce que vous m’en dédommagerés en me 
donnant de vos nouvelles”, see https://www.viali-
bri.net/years/items/1232597/1779-beauharnais-
josephine-de-empress-of-the-autograph-letter-
signed-josephine-n-p).
11. Oil on canvas, 81.5 x 65 cm, signed and dated on 
the lower part of the dress: “Fit ... divi Raphaelis 
Ur… [Urbinas] memoriam. P. Coupin faciebat 1824”. 
In the Salon catalogue it is listed as no. 380.
12. Pupil 1985, p. 414.
13. 1838 Salon, no. 959.
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Fig. 6 Claudius Jacquand (1803–1878), The night of St. Bartholomew 1572, 1837. Oil on canvas, 61.5 x 50.5 cm. 
Purchase: the Wiros Fund. Nationalmuseum, NM 7466.
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In 1796, at the age of 19, Per Krafft the 
Younger (1777–1863) received a travel 
stipend from the Royal Swedish Academy 
of Fine Arts. This was partly due to the 
unexpected death of Jonas Åkerström 
(1759–1795), aged just 36, whilst in Rome 
on a stipend the previous year. Krafft left 
for Paris, where he spent several years as 
the only Swede studying under Jacques-
Louis David (1748–1825).1 David had a 
great number of students and his teaching, 
which was conducted in the Louvre at this 
period, emphasised painting and drawing 
techniques, modelling and nature studies, 
always with Antiquity as the ideal.2  
Belisarius was a successful Byzantine 
general (c. 505–565), whose achievements
included defeating the Ostrogoths in 
Italy. Falsely accused of conspiring 
against Emperor Justinian I (c. 482–565), 
Belisarius was punished by being blinded, 
after which he had to survive by begging at 
the gates of Constantinople.3 Depictions 
of the loyal soldier’s fall into undeserved 
disfavour with an ungrateful leader 
became popular during the second half 
of the 18th century, partly thanks to 
Jean-François Marmontel’s (1723–1799) 
novel, Bélisaire from 1767.4 Marmontel 
was one of Denis Diderot’s (1713–1784) 
encyclopaedists and one of the leaders 
among that era’s enlightened French 
intelligentsia. In 1772, he succeeded 
Charles Pinot Duclos (1704–1772) as the 
historiographe du Roi, “the king’s historio-
grapher”, a position previously held by 
Voltaire. Marmontel often wrote moral 

Per Krafft the Younger and Belisarius – One of the Foremost 
Swedish Examples of Neoclassical Painting in the French Style

Daniel Prytz
Curator, 18th-Century Painting, Drawings and Prints

Fig. 1 Per Krafft the Younger (1777–1863), Belisarius, 1799. Oil on canvas, 125 x 94 cm. 
Purchase: the Hedda and N. D. Qvist Fund. Nationalmuseum, NM 7468.
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(1770–1837) and paintings by Nicolas-
René Jollain (1732–1804), Louis-Jean-
Jacques Durameau (1733–1796), François-
André Vincent (1746–1817) and Jean-
François-Pierre Peyron (1744–1814), as 
well as busts by Jean-Antoine Houdon 
(1741–1828) and Jean-Baptiste Stouf 
(1742–1826).10  

The influence of David is obvious in 
Krafft’s Belisarius (Fig. 1), which should 
be counted among the foremost Swedish 
works in the style of French Neoclas-
sicism. It was painted in 1799 and sent to 
Stockholm, along with the compositions 
Phrygian Lyre Player in Meditation, Paris, 
Love and a few portraits, to be exhibited at 
the Royal Academy of Fine Arts in 1801.11 

Recently extensive overpaint has been 
removed from the work. In all certainty 
this was added when the painting was 
relined, possibly in the early 1920’s. The 
reason for the overpaint is unknown, but 
perhaps it reflects the taste for an even 
more pared down neoclassicism. The later 
additions of the ”classical” buildings in the 
background have, for example, a somewhat 
1920’s feel and their removal reveals a 
beautifully lit, almost arcadian, landscape 
which adds depth to the composition. 
Belisarius’ cape is also now revealed to 
be of a pinkish and lilac hue, rather than 
reddish brown. The focus falls firmly on 
the finely executed figures which almost 
appear to stand in relief against the 
background. All this put the present work 
in close affinity to works executed during 
the same period by Gérard. This becomes 
even more apparent when one takes into 
account other specific details such as the 
very close similarities between Krafft’s 
depiction of Belisarius’ companion and 
Psyche in Gérard’s famous painting 
Psyche Receiving Cupid’s First Kiss, 
exhibited at the Salon in Paris in 1798 
and today in the Louvre (inv no. 4739).

Krafft emphasises the pathos of 
Belisarius through a tangible and all-
pervasive atmosphere of gravitas. 
An especially important detail, also 
common in other depicitions of the 
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close to liberals, such as Marmontel, but 
was soon to become a declared republican 
and revolutionary, chose this subject in his 
reception piece for the Académie Royale 
de Peinture et de Sculpture, exhibited at 
the Salon in 1781 (Fig. 2).8 It depicts 
how one of the soldiers previously under 
Belisarius’ command discovers, to his 
distress, the destitute former general. 
Compositionally, the soldier, functions 
as the viewer’s “guide” to the painting’s 
theme.9 Other renowned examples of 
works using the same subject at this period 
include a painting by another of David’s 
students, François-Pascal-Simon Gérard 

works, but Bélisaire also has a political 
dimension.5 The author manipulated the 
story in relation to the classical sources 
he based it upon, specifically to use it as 
criticism of a regime characterised by a 
weak monarch who was under the influ-
ence of a disingenuous aristocracy.6 The 
subject also provided the opportunity to 
allegorically target more general criticism 
at tyrannical princes, even if it was used 
by varying political factions – “liberals, 
moderate conservatives and conservatives 
masquerading as moderates” – and could 
thus have a range of content.7 It is not 
surprising that David, who at this time was 

Fig. 2 Jacques Louis David (1748–1825), Belisarius Begging for Alms, 1781. Oil on canvas, 288 x 312 cm. 
Palais Beaux-Arts, Lille, 436. 
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subject, is the boy guide’s use of the old 
general’s helmet to collect the alms he 
receives which serves to remind the viewer 
of his former glory and how far he had 
fallen from grace. Here, the artist’s inter-
pretation is close to that of Marmontel 
who, in his vivid descriptions, emphasised 
the pitiful but soberly imposing figure of 
Belisarius using the perspectives of dif-
ferent observers, in particular how this 
affected the soldiers who had been under 
the general’s command.12 However, Krafft 
differs from several of his predecessors in 
that he removes the soldier and entirely 
focuses on the two central figures. He 
locates them very close in the foreground, 
in what is reminiscent of a half-length 
portrait in three-quarter view; no longer is 
there a specific figure that provides a com-
pass, pointing out the moral and political 
implications of the subject. Instead, this 
meeting is directly between the viewer and 
the unfortunate general. In terms of form, 
this depiction of the subject is close to that 
of a work by Benjamin West (1738–1820)
from 1802 and a lesser known Belisarius 
by David, painted in Rome just before the 
artist left the city for Paris in 1780.13  
          However, the spirit of Krafft’s painting 
is most reminiscent of two other works: 
Gérard’s painting of the subject (Fig. 3) and 
Stouf’s bust (Fig. 4). Gerard’s atmospheric 
work also focuses solely on the general 
and the guide, depicted full-length and 
walking, against a precisely reproduced 
sunset in the background. Here, the former 
is carrying the latter who, by the artist’s 
invention, has been bitten by a snake. As in 
Krafft’s painting, the helmet also functions 
as a symbol of the general’s unjust fall into 
disrepute. As Tony Halliday and Jennifer 
Marie Langworthy have stated, Gerard’s 
interpretation of the subject can be said 
to represent a step in a different direction 
to that of David; it has a more generally 
contemplative and emotional dimension, 
a desire to arouse a deeper sense of com-
passion in the viewer, which was probably 
also influential for Krafft. This universal 
feeling could still be applied to specific 

Fig. 3 François Gérard (1770–1837), Belisarius, 1797. Oil on canvas, 91.8 x 72.5 cm. The J. Paul Getty 
Museum, Los Angeles, 2005.10. 
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inspiration from Gérard’s work, while the 
sense of a realistic portrait that radiates 
from Belisarius’ face is strongly reminis-
cent of Stouf’s bust; it has the same sunken 
cheeks, profile and furrowed brow. In 1799, 
when Krafft painted his Belisarius, the 
subject had had a firmly cemented position 
in French art for three decades, both 
before and after the Revolution. At this 
time, few other choices of subject could 
have been more typical of French Neo-
classicism.17 However, as in the case of 
Gérard, when considering the form and 
content of Krafft’s work it is important
to remember the turbulent years that 
followed the Revolution. David was close 
to Robespierre and, after the latter’s exe-
cution in 1794, the artist was imprisoned 
for having de facto responsibility for 
what could be described as the visual pro-
paganda of the reign of terror. Naturally, 
the experience of these varying political 
and artistic successes and setbacks left 
an impression on David’s art, which was 
gradually modified. Krafft enrolled as a 
student at David’s studio in 1796, not long 
after David had been released from prison 
and had restarted his teaching activities.18 
Of course, the artistic role models and 
teachings that Krafft now absorbed were 
in some ways different to those that were 
fashionable just a few years before, even 
though they basically sprang from the 
same subjects and the same artist’s [or 
artists’] Neoclassicism.19 As a subject, 
Belisarius no longer necessarily entailed 
the same specific political allusions as 
those of Marmontel or, as in David’s 
painting from 1781, politically righteous 
and disconcerted, possibly dissident, 
indignation. Instead, what appears is a 
pared-down form and meditative content 
as in the works of Gérard and Krafft.20 To 
some extent, there was a recurrence 
of the subject’s more depoliticised use, 
including as an exemplum virtutis, an 
example of virtue for “courage, steadfast-
ness, and magnanimity”.21  

The then curator of the Swedish 
Royal Museum and member of the 

There are two versions of Gérard’s work, 
one that was exhibited at the Salon in 
1795 and one from 1797, which was pos-
sibly created for use when transferring 
the painting to an engraving.15 The latter 
painting probably remained in Gérard’s 
studio until 1807 and it is possible that 
Krafft saw the work there. Incidentally, 
Gérard’s studio was located in the Louvre, 
just like David’s.16 In terms of colour and 
light, Krafft also appears to have taken his 
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phenomena in Gerard’s era, but in this 
case – perhaps paradoxically – the vulne-
rable émigrés who were forced to flee the 
country during the revolution.14 Gerard’s 
picture of Belisarius’ troubled wandering 
and the injured youth he is forced to carry 
not only emphasises suffering, but also 
rootlessness. This interpretation shows 
how versatile and useful this subject was 
in art and may also explain its prolonged 
popularity. 

Fig. 4 Jean-Baptiste Stouf (1742–1826), Belisarius, c. 1785–1791. Marble, 60 x 55 x 30 cm. The J. Paul Getty 
Museum, Los Angeles, 2005.19.  
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Royal Swedish Academy of Fine Arts, 
Carl Fredrik Fredenheim (1748–1803), 
lamented that there was neither “light 
nor shadow” in Krafft’s painting when he 
saw it in 1801, which could perhaps reveal 
some unfamiliarity with the direction 
taken by Neoclassical painting in Paris in 
the late 1790s.22 Despite this, according to 
Fredenheim’s notes, out of the works that 
Krafft exhibited, it was Belisarius that the 
young king, Gustav IV Adolf (1778–1837) 
wished to “keep”.23 If we consider Krafft’s 
painting in the light of the subject’s adap-
table and varied use, so well exemplified by 
the interpretations of Marmontel, David 
and Gérard, it is perhaps not surprising 
that the king fell for it. After all, he was the 
son of a king who had staged a coup d’état 
and then been assassinated. Gustav IV 
Adolf was surrounded by advisers whose 
loyalty was open to question for multiple 
reasons. He sympathised strongly with the 
émigrés of the French Revolution; that he 
was later deposed in a coup d’état and 
forced to live his life as a suffering émigré 
can both be seen as a coincidence and a 
case of premonition. However, it could 
just as well have been the more funda-
mentally virtuous aspects of the subject 
that appealed. It is an open question as to 
whether this variety of potential inter-
pretations was why the king subsequently 
changed his mind and did not acquire the 
work.24  

With great inspiration, Krafft’s work 
captures qualities that are both transient 
and eternal, and undoubtedly has traces 
of the changeable and sometimes complex 
content that the subject of Belisarius offers 
and which, in various ways, was taken up 
in the visual arts in the years following 
the publication of Marmontel’s novel. 
However, his work is principally a shining 
example of the more universal weight that 
the subject [re]gains in the years around 
1800 and which, in turn, allows more 
opportunities for personal interpretation 
by its beholder.

ACQUISITIONS/PER KRAFFT THE YOUNGER AND BELISARIUS 

Fig. 5 Per Krafft the Younger (1777–1863), Belisarius, 1799. Oil on canvas, 125 x 94 cm. Purchase: the Hedda 
and N. D. Qvist Fund. Nationalmuseum, NM 7468. Before the removal of extensive overpaint.
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Philippe Bordes, “Jacques-Louis David et ses 
élèves: les stratégies de l’atelier”, in Perspective, 
no. 1, 2014, p. 113. http://journals.openedition.org/
perspective/4387 
19. Ibid.
20. Halliday 2000, pp. 54–55. Langworthy 2012, 
p. 196. Crow 2006 (1995), pp. 189–217.
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ACQUISITIONS/ WOMEN ARTISTS IN FRANCE IN THE 1880S

The Nationalmuseum has acquired 
four works by women artists, all of whom 
stayed in France during the 1880s, a 
period of intense change in Swedish art. 
In France, the Swedes encountered 
alternatives to the history painting then 
favoured at the Royal Academy of Fine 
Arts at home in Stockholm. Following 
French role models, several began painting 
subjects from contemporary everyday 
life, thus helping lay the foundation of 
modern Swedish art, as established by 
the Opponent Movement that rebelled 
against the Academy of Fine Arts in the 
mid-1880s. 

Young artists experienced more free-
dom of choice in Paris than at home. They 
were able to study at smaller private aca-
demies where they could start pain-ting in 
oils immediately, without first practicing 
drawing for many years. Women students 
were also able to paint naked male life 
models, which was not permitted at the 
official Académie des Beaux-Arts 
in Paris. In many respects, life in the 
French capital was freer, because it was 
possible to live outside the norms of the 
bourgeoisie.1 There were also better 
chances of exhibiting their art. The Salon 
was held every year, to which artists 
could apply with their work; if they were 
accepted this provided the best possible 
exposure to the thousands of visitors that 
came. All four artists whose work the 
Nationalmuseum has now acquired were 
successfully admitted to the Salon. 

Women Artists in France in the 1880s

Carl-Johan Olsson
Curator, Paintings and Sculpture

Fig. 1 Elisabeth Keyser (1851–1898), A Confirmand in Normandy, signed 1889. 
Oil on canvas, 116 x 75 cm. Gift of Ann Stern through the Friends of Nationalmuseum. 
Nationalmuseum, NM 7478.
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Elisabeth Keyser travelled to Paris in 1878 
and studied under Léon Bonnat, among 
others, who was then one of France’s 
leading portrait painters. Keyser would 
also become a successful portrait painter, 
but in France she primarily painted 
pictures of public life in the spirit of 
naturalism. Her Confirmand from 
Normandy (Fig. 1) is a good example of 
how some subjects became fashionable. 
In 1875, Frenchman Jules Bastien-Lepage, 
an idol for many Swedish artists, had 
painted a confirmand and, to judge from 
Keyser’s painting, this subject was still 
relevant in 1889.2

1889 was a successful year for Elisabeth 
Keyser, who showed three paintings at the 
Exposition Universelle in Paris and one at 
the annual Salon. One of the works at the 
Exposition Universelle was a portrait of her 
mother, which was rewarded with a gold 
medal. The portrait was offered to the Na-
tionalmuseum, which declined, motivating 
this with the reasoning that the technique 
was “too French”.3 Instead, it was acquired 
by the Gothenburg Museum of Art in 1897.4 
Judging from the character of the painting, 
it is not unlikely that Keyser submitted 
the Nationalmuseum’s newly acquired 
Confirmand from Normandy to the Salon’s 
jury, but it has not been possible to confirm 
this through documentation. 

Ingeborg Westfelt-Eggertz was in 
France at the same time as Elisabeth 
Keyser and they became friends. The small 
painting of a gate to a boarding house 
(Fig. 2) was a gift to Keyser from Westfelt-
Eggertz, and it is no stretch that it could be 
a reminder of somewhere they both stayed. 
Meudon is just outside Paris and attracted 
many Nordic artists. Together, both artists 
would later run an art school for young 
women in Sweden. 

Jenny Nyström’s watercolour from 
Paris has a similarly informal character 
(Fig. 3). Scenes from Paris’ cityscapes by 
the Swedish artists who travelled there 
are surprisingly unusual. Nyström painted 
the watercolour in 1884, the same year 
she exhibited her famous self-portrait at 

ACQUISITIONS/ WOMEN ARTISTS IN FRANCE IN THE 1880S

Fig. 2 Ingeborg Westfelt-Eggertz (1855–1936), Impression from Meudon, signed 1887. Oil on wood panel, 
31.5 x 20.5 cm. Gift of Ann Stern through the Friends of Nationalmuseum. Nationalmuseum, NM 7479.
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the annual Salon in Paris. The subject is 
possibly from Montmartre, where multiple 
Swedish artists had their studios in the 
1870s and 80s. 

The fourth new acquisition is a 
sensitive study by Gerda Tirén, depicting 
a mother with a child in her arms (Fig. 4). 
The painting is an excellent example of 
how Swedish artists skilfully adopted new 
painting techniques when abroad. The 
brush strokes are reminiscent of some 
paintings by John Singer Sargent and 
Anders Zorn, who did not actually begin 
painting in oils until 1887, three years later. 
Unlike many female artists who married 
and were then expected to prioritise 
that time’s marital duties, Gerda Tirén’s 
creativity did not cease. Among other 
things, she worked successfully as an il-
lustrator. 

Works by women artists are high on 
our wish list, quite simply because we want 
to be able to present a fairer image of the 
situation in the arts in the late 19th cen-
tury. History writing can never be regarded 
as definitive, and we are now changing the 
art history that was written in the 20th 
century by looking at the actual situation. 
There were many women artists, and they 
were visible, but this is rarely apparent in 
overviews of art history published in the 
20th century. 

Notes:
1. Margareta Gynning (ed.), Jenny Nyström – 
målaren och illustratören (exh. cat), Stockholm 
1996, pp. 16–17. 
2. Bastien-Lepage’s painting was titled 
La Communiante and was exhibited at the Salon 
in 1875. 
3. Anna Meister & Karin Sidén (eds.) Ljusets magi 
– Friluftsmåleri från sent 1800-tal, Stockholm 2017, 
p. 145.
4. Elisabeth Keyser (1851–1898), The Author 
Hilda Fredrika Keyser, signed 1889. Oil on canvas, 
114 x 104 cm. Gothenburg Museum of Art, 
GKM 0291.
 

Fig. 3 Jenny Nyström (1854–1946), A Woman Walking in Paris, signed 1884. Watercolour on paper, 
29 x 16.5 cm. Gift of Ann Stern through the Friends of Nationalmuseum. Nationalmuseum, 
NMH 1/2019.
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Fig. 4 Gerda Tirén (1858–1928), A Mother, 1884. Oil on canvas mounted on panel, 41 x 37 cm. Purchase: 
the Magda and Max Ettler Fund. Nationalmuseum, NM 7501.
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ACQUISITIONS/CARL CHRISTOFFER GJÖRWELL – A NEOCLASSICIST ABROAD

Gjörwell was active as an architect from 
17883 until his death in 1837. His work in-
cludes the Echo Temple in Haga Park, the 
Queen’s Pavilion (now Haga Palace), and 
the Garrison Hospital on Kungsholmen in 
Stockholm (now the Stockholm County 
Council building).

He began his studies at the School of 
Architecture of the Royal Academy of Fine 

In 2017 the Nationalmuseum acquired a 
collection of architectural and free-hand 
drawings, sketchbooks and documents 
belonging to the architect Carl Christoffer 
Gjörwell (1766–1837).1 The collection had 
been handed down in the family, via the 
architect’s daughter Elisabeth Gjörwell 
(1806–1855) and her descendants, to the 
seller.2 

Carl Christoffer Gjörwell – A Neoclassicist Abroad 

Wolfgang Nittnaus

Arts in 1784, as a pupil of Olof Tempelman 
(1745–1816). From 1788 he assisted Louis 
Jean Desprez (1743–1804) with construc-
tion work in Haga Park on a Grand Palace, 
of which only the foundations and base-
ment were ever built, and other buildings. 
In 1803, Gjörwell was appointed city 
architect of Stockholm.

Fig. 1 Carl Christoffer Gjörwell (1766–1837), “Elevation de L’Hopital”, Elevation Drawing of a Hospital Building, probably 1786. Graphite, pen and ink, wash on 
paper, 257 x 293 mm. Purchase: the Hedda and N. D. Qvist Fund. Nationalmuseum, NMH 123/2017. 
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After his years as a student at the Academy 
and an assistant to Desprez, Gjörwell made 
a tour of Italy in 1794–96. This was a study 
tour he had been promised by Gustav III 
before his death, and which Gjörwell paid 
for by taking an advance on his salary 
for the work at Haga. The purpose of the 
journey was to “study Art and be perfected 
in the Science of Architecture”, and to 
“acquire finer taste and greater skill”. 
          The collection which the National-
museum acquired in 2017 consists in large 
part of drawings from Gjörwell’s visit to 
Italy. It also includes a few architectural 
drawings from his student days, a sketch-
book from his work with Desprez, indivi-
dual sketches of fantasy projects, and a few 
drawings from his time as city architect. 
Another significant part of the collection 
comprises sketches of decorative designs, 
borders, frames and the like. Gjörwell 
himself labelled an envelope containing 
these drawings “Patterns and Miscell-
aneous small Drawings”. In addition, the 
collection includes a sketch attributed 
to the French architect Joseph-Jacques 
Ramée (1764–1842).5 Gjörwell had met 
him in Hamburg in 1796, on his way home 
from Italy.6 

Among the earliest of the drawings 
acquired are the ones Gjörwell made 
during his time as a student at the 
Academy’s School of Architecture, where 
he was also taught by Jean Eric Rehn 
(1717–1793).7 The drawing Elevation de 
L’Hopital (Fig. 1) is Gjörwell’s elevation 
drawing of a hospital building, which was 
the Academy’s competition subject in 1786. 
Gjörwell won a “Third-Class Medal” for 
his proposal.8 The building volumes betray 
the influences of both Tempelman and 
Desprez. In 1788 Gjörwell started work as 
Desprez’s assistant on the construction 
projects at Haga.9 One of the sketchbooks 
from his time with him contains several 
sketches of monumental buildings in the 
spirit of Desprez and French revolutionary 
architecture (Fig. 2).10 
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Fig. 2 Carl Christoffer Gjörwell (1766–1837), Sheets 22–23 in a Sketchbook of 31 Sheets, c. 1788–90. 
Pencil and ink on paper, 200 x 162 mm. Purchase: the Hedda and N. D. Qvist Fund. Nationalmuseum, 
NMH 180/2017:22–23.

Fig. 3 Carl Christoffer Gjörwell (1766–1837), “A View of the Lighthouse: Livorno and Some of the 
Mountains Beyond, 4 Aug. 94” Sheet from Sketchbook from Gjörwell’s Travels in Italy 1794–1796, 1794. 
Pencil, pen and ink on paper, 210 x 170 mm. Purchase: the Hedda and N. D. Qvist Fund. Nationalmuseum, 
NMH 182/2017:9.
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where there was an outbreak of plague. 
After 19 days, the ship continued on its way 
to Italy, arriving at Livorno in July 1794. 
Because of the plague in Algiers, the frigate 
had to spend 40 days in quarantine, some 
way out in Livorno harbour. A number of 
drawings have been preserved from this 
time, depicting life on board.11 One 

The drawings from Gjörwell’s tour of Italy 
from 1794 to 1796 can be compared to a 
travel journal, as most of them carry in-
scriptions in the architect’s own hand de-
tailing dates and locations. Gjörwell began 
his journey on 25 April 1794, sailing from 
Stockholm as a passenger on the frigate 
Gripen. The first port of call was Algiers, 

of them, dated 4 August 1794, shows, in 
the artist’s own words, “a view of the Light-
house: Livorno and some of the mountains 
beyond, 4 Aug. 94” (Fig. 3). 
       This simple pen-and-ink drawing 
records the view from the Gripen.12 One 
of the documents transferred to the 
Nationalmuseum Archives is a list and 

Fig. 4 Carl Christoffer Gjörwell (1766–1837), Fantasy View of Haga Palace Drawn from Memory on the Frigate Gripen Outside Livorno, 30 August 1794. Pen and ink, 
wash on paper, 190 x 252 mm. Purchase: the Hedda and N. D. Qvist Fund. Nationalmuseum, NMH 89/2017.
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shows a pastoral landscape with a sunken 
triumphal arch, churches, villages and, on 
the horizon, an aqueduct, while the other 
two feature a trough of some kind and 
antique-style objects. These drawings 
serve as a summary of Gjörwell’s impres-
sions of his tour.16 By November 1796 he 
was back in Stockholm. In addition to the 
individual drawings, there are two sketch-
books, also filled with impressions of his 
journey.17 

his journey overland to Rome, via 
Florence, Siena, Bolsena and Viterbo. 
With Rome as his base, he then travelled 
further afield, and in October 1795 he was 
in Genoa, where he drew a dizzying view 
of the city and the surrounding landscape 
(Fig. 5).15  
      A sheet that has been used as an enve-
lope, addressed to “Baron de Jennings”, a 
friend of Gjörwell’s, bears three drawings 
of Italian subjects (Fig. 6). One of them 
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transcript of the songs sung on board the 
ship while waiting for the quarantine to 
end.13 During the same period of waiting, 
a few weeks later, Gjörwell remembered 
his time at Haga and now drew a view of 
the Grand Palace, set in a fantasy land-
scape that invokes a Swedish setting 
combined with Italian mountains on the 
horizon. This view shows the palace that 
was never completed(Fig. 4).14 Once the 
quarantine was over, Gjörwell continued 

Fig. 5 Carl Christoffer Gjörwell (1766–1837), View of Genoa from Paradisi in Albano, 26 October 1795. Graphite/pencil on paper, 190 x 544 mm. Purchase: the Hedda 
and N. D. Qvist Fund. Nationalmuseum, NMH 107/2017.

Fig. 7 Carl Christoffer Gjörwell (1766–1837), Proposal for a Row of Small Shops. Elevation towards the Street. Proposal for the Norrbro Bazaar(?), 1830s. Pen and ink, 
wash and watercolour on paper, dotted, 40 x 171 mm. Purchase: the Hedda and N. D. Qvist Fund. Nationalmuseum, NMH 137/2017.
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From Gjörwell’s time as the city architect 
of Stockholm, the collection includes a 
design for the decoration of a tiled stove 
for the fire-damaged Wrangel Palace, from 
1802.18 In addition, there is a proposal for 
rows of small shops (Fig. 7). Another 
example is a sketch from 1835, showing 
one of the designs for the triumphal 
gate that was erected in Slottsbacken on 
Charles XIV’s return from his journey to 
Norway the same year (Fig. 8).20 

The architectural drawings and 
study sheets by Carl Christoffer Gjörwell 
acquired in 2017 complement the material 
linked to him that was already in the 
collections. As early as May 1843, the 
Royal Museum, the forerunner of the 
Nationalmuseum, purchased free-hand 
and architectural drawings from Gjörwell’s 
daughter Elisabeth.21 In modern times, 
two acquisitions were made, in 197022  
and 1973. The latter consisted of the De 
la Gardie Collection, which was donated to 
the Museum, containing a smaller number 
of Gjörwell’s architectural drawings. As a 
result, there is now ample opportunity 
at the Nationalmuseum to study one of 
Sweden’s most industrious, but also most 
forgotten, architects of the Neoclassical 
era.

Notes:
1. Inventory numbers NMH 74–187/2017. The 
purchase was made possible by funding from the 
Hedda and N. D. Qvist Memorial Fund.
2. Carl Christoffer Gjörwell the Younger (1766–
1837); by descent to his daughter, Eleonora Elisa-
beth Gjörwell (1806–1855); by descent to Gustaf 
Fridolf Almqvist, Judge of Appeal (1814–1886); 
by descent to his son, Viktor Emanuel Almqvist 
(1860–1951); subsequently by descent within 
the family. Stockholms Auktionsverk, Fine Art & 
Antiques, 6–8 June 2017, lots 2301–2320. Lot 2304 
included archival material as well as drawings. 
The archival material has been transferred to the 
Nationalmuseum Archives.
3. See Magnus Olausson, Den Engelska parken i 
Sverige, diss., Stockholm 1993, pp. 475 ff.
4. Ursula Sjöberg, Carl Christoffer Gjörwell 1766–
1837, diss., Stockholm 1994, p. 60, and biographical 
notes on lot 2304.
5. NMH 109/2017, Sketch of an altar for the Fête de 
la Fédération, Paris, 1790: “l’Autel de la Patrie”.
6. Sjöberg 1994, pp. 74 f.
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Fig. 6 Carl Christoffer Gjörwell (1766–1837), Three Drawings on an Envelope Addressed to Baron 
de Jennings: A Triumphal Arch in Pastoral Landscape, a through, and Antique-Style Objects, 
c. 1794–96. Pen and brown ink, brown wash on paper, traces of red seal, has been letter-folded, 
207 x 208 mm. Purchase: the Hedda and N. D. Qvist Fund. Nationalmuseum, NMH 74/2017.
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7. NMH 83/2017, Sphinx and urn in front of a 
funerary pyramid, is a study based on Rehn’s 
drawing of the same subject, NMH 135/1995 
(B I 46).
8. NMH 123/2017. Cf. Sjöberg 1994, p. 23, and Emil 
Hultmark, Kungl. Akademiens för de fria konsterna 
utställningar 1794–1887, Stockholm 1955, pp. 106 
and 541.
9. Nils G. Wollin, Desprez i Sverige, Stockholm 1935, 
p. 62.
10. The sketchbook has the inventory number 
NMH 180/2017. The opening in question is NMH 
180/2017:22–23.
11. NMH 174–178/2017.
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Fig. 8 Carl Christoffer Gjörwell (1766–1837), “The Triumphal Arch of Carl XIV Johan’s Return from Norway 
in Nov 1835”, 1835. Pencil, pen and ink on paper, 418 x 329 mm. Purchase: the Hedda and N. D. Qvist Fund. 
Nationalmuseum, NMH 143/2017. 
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ACQUISITIONS/LIONS IN THE G ARDEN OF EDEN

When the Nationalmuseum reopened 
on 13 October 2018 after a five-year 
closure, we were able to offer our visitors 
not only a newly renovated museum, but 
also a host of new encounters with works 
acquired in the interim. One of the finest of 
these is Uno Åhrén’s (1897–1977) cabinet 
The Garden of Eden (Fig. 1), generously 
presented as a house-warming gift to the 
Collection of Applied Art and Design by 
the Friends of the Nationalmuseum. 
This piece is one of the fruits of a strategic 
campaign by the Museum to acquire 
Swedish design from the 1920s, usually 
referred to as Swedish Grace, a version of 
the international Art Deco style.1

“The Swedish applied arts are not a 
matter of luxury”, the art historian and 
reformer Gregor Paulsson argued in an 
article about Sweden’s participation in the 
Paris International Exhibition of Modern 
Decorative and Industrial Arts in 1925.2 
The claim may seem a strange one, given 
that the majority of the objects shown 
were exclusive works marked by fine 
craftsmanship and artistic originality. 
Alongside furniture with marquetry in 
exotic woods, handwoven textiles and 
elegant cast-iron urns, gracefully engraved 
glass from Orrefors was presented. All 
these things were very much luxury items. 
But for Paulsson, who in 1919 had stressed 
the social ambitions of Swedish design 
in his pamphlet Better Things for Every-
day Life (Vackrare vardagsvara), it was 
important to make clear that the objects 
shown in Paris represented “the pinnacles 

Lions in the Garden of Eden

Cilla Robach
Senior Curator, Applied Art and Design

Fig. 1 Uno Åhrén (1897–1977), Cupboard “The Garden of Eden”. Produced by 
Mobilia, 1924. Brazilian walnut, eucalyptus and olive wood inlay, 202 x 92 x 57 cm. 
Gift of the Friends of the Nationalmuseum. Nationalmuseum, NMK 1/2018.
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of production that is focused on everyday 
needs”.3 

Paulsson’s ideological manoeuvrings 
are illustrative of the ambivalence of 
historians of Swedish design to the 
country’s considerable successes at the 
1925 exhibition. In their writings, the 
essence of Swedish design has been ex-
pressed as a matter of practical function, 
efficient mass production, and aestheti-
cally pleasing, unadorned simplicity for 
broad groups of consumers. The story has 
usually been written in terms of a straight 
line leading from the Home Exhibition of 
1917, at which the social visions surroun-
ding design and consumption were for-
mulated, to a specific Swedish simplicity, 
established in 1930s functionalism 
and developed in the Swedish Modern 
of the 1940s and Scandinavian Design of 
the 1950s. It is not hard to understand that 
the exclusive elegance of the 1920s proved 
so problematic for this narrative that 
Paulsson spoke in 1968 of the design of 
that decade as a “stylistic epoch with 
no future”.4

That view has also left its mark on the 
Nationalmuseum’s collection of applied 
arts and design from the period. For a long 
time, the holding lacked any significant 
Swedish design from the 1920s, a deficien-
cy the Museum has actively sought to re-
medy since the turn of the present century.
        Gregor Paulsson was not the only one 
who dissociated himself from Swedish 
Grace. At the Paris Exhibition in 1925, 
the Swedish architect Uno Åhrén saw Le 
Corbusier’s modernist pavilion L’Esprit 
Nouveau, prompting him to be sharply 
critical of decorative design:

Didn’t it make you downright rebellious 
against it all and ready to hate all artistic 
concern for practical objects! Decorative 
forms in every millimetre of our existence – 
how unspeakably nauseating such an 
environment would be in the end! 5 

ACQUISITIONS/LIONS IN THE G ARDEN OF EDEN

Fig. 2 Anna Petrus (1886–1949), Candlesticks. Produced by Herman Bergmans konstgjuteri, 1923–28. 
Tin, cast, 37 cm. Purchase: the Axel Hirsch Fund. Nationalmuseum, NMK 204–205/2018. 
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Marquetry cabinet 
Åhrén, in other words, distanced himself 
from his own contribution to the Paris 
Exhibition when he also advocated the 
modern design of functionalism. The 
latter was to be created by anonymous 
designers, working in the service of society 
and never calling attention to their own 
individual artistic ability.6 Consequently, 
in standard works on the history of design, 
Åhrén’s lady’s drawing room at the Paris 
Exhibition never merited more than a 
black-and-white photograph. Parts of 
the Swedish pavilion in Paris, including 
Åhrén’s furnishings, were also shown in 
Detroit and Chicago in 1927. Following 
the exhibition, his cabinet remained in a 
private collection in the United States. 
Not until 2011 did the Nationalmuseum 
acquire a chair and a table from the 
Swedish pavilion, with funds from the 
Barbro Osher Pro Suecia Foundation, 
and in 2018 it was also given the unique 
Garden of Eden cabinet by the Friends of 
the Museum.

Like many objects included under the 
heading of Swedish Grace, the cabinet 
is relatively simple in its basic form. Its 
rectangular shape, with two glazed doors 
and a writing flap, rests on four straight 
legs. What makes the cabinet so magnifi-
cent is its marquetry decoration, quality 
craftsmanship, and attention to detail in 
the handles and mounts. The maker, 
Mobilia in Malmö, produced a superb 
piece of craftsmanship based on Uno 
Åhrén’s drawings.

The marquetry depicts scenes from 
Paradise, with Adam and Eve living among 
exotic plants and animals. Slithering 
across the lid of the writing surface is the 
treacherous serpent that tricks them into 
eating the apple growing on the Tree of 
Knowledge. Costly materials have been 
used. The marquetry on the sides and 
doors of the cabinet is made from Brazilian 
walnut, eucalyptus and tropical olivewood, 
the writing surface from African ebony. 
The doors are fitted with glass in various 
geometrical shapes, behind which the 

Fig. 3 Axel Einar Hjorth (1888–1959), Armchair. Produced by Nordiska Kompaniet, 1929. Veneer, steel, 
leather, 110 x 60 x 57 cm. Purchase: the Barbro Osher Fund and the Axel Hirsch Fund. Nationalmuseum, 
NMK 102/2017. 
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3. Ibid.
4. Gregor Paulsson, “Stilepok utan morgondag”, 
Fataburen: Nordiska museets och Skansens årsbok, 
1968, p. 109. 
5. Uno Åhrén, “Brytningar”, Svenska Slöjd-
föreningens Årsbok, 1925, p. 8. 
6. Åhrén wrote: “How easy it has been for a time 
now to make a name for oneself through originality 
– but now we have to be able to deny ourselves. 
Artistic form given to practical objects without 
its ‘artisticness’ being noticed: that is the specific 
characteristic of the truly modern.” Åhrén 1925, 
p. 8. See also Cilla Robach, “Den goda smaken”, 
Konsten 1915–1950, Signums svenska konsthistoria, 
Lund 2002, p. 322. Anne-Marie Ericsson, “Paris 
1925”, Formens rörelse: Svensk Form genom 150 år, 
Stockholm 1995, p. 81.
7. Utställningen af Kinesisk konst och konsthandverk 
i Stockholm 1914, Stockholm 1914. The exhibition 
was held on the initiative of Crown Prince Gustaf 
Adolf, later Gustaf VI Adolf, and featured 524 
objects.
8. Christian Björk, Thomas Ekström and Eric 
Ericson, Axel Einar Hjorth Möbelarkitekt, 
Stockholm 2009, p. 8.

Spectacular armchair
Like Anna Petrus’s design, that of Axel 
Einar Hjorth (1888–1959) has attracted 
growing interest in recent decades. After 
training as a furniture designer, working 
for Carl Bergsten and others and in his 
own design office, Hjorth was taken on in 
1927 as chief designer for the furniture 
department of Nordiska Kompaniet. 
This brought his furniture to the attention 
not only of prestigious customers such 
as the singer-actress Zarah Leander and 
the businessman Ivar Kreuger, but also of 
international audiences at exhibitions in 
London, Brussels, Paris and New York.8 
Much of his work is characterised by 
exclusive woods and carefully executed 
details, but he also designed tubular steel 
pieces and pinewood furniture for week-
end cottages. Despite Hjorth’s extensive 
and varied production of furniture and 
interior design objects, his name, like that 
of Anna Petrus, was largely forgotten in 
the Swedish modernist historiography. His 
armchair from 1929 (Fig. 3) is therefore 
an important acquisition for the National-
museum collections, made possible by the 
Barbro Osher Fund and the Axel Hirsch 
Fund.

This idiosyncratic chair, with a solid 
back that extends right down to the floor, 
was designed as a desk chair with an 
accompanying desk. It was presented at 
Nordiska Kompaniet’s spring exhibition 
in 1929. Stylistically, it displays feature of 
both 1920s elegance and 1930s simplicity. 
The materials employed are exclusive: 
zebrawood veneer, leather and dull nickel-
plate steel. Junctions and transitions 
between the different parts and materials 
of the piece have been executed with 
meticulous precision, a characteristic 
of the quality of Swedish Grace.

 
Notes:
1. See, for example, Anders Bengtsson, “Two 
Forgotten Names: Carl Hörvik and Björn 
Trägårdh”, Art Bulletin of Nationalmuseum 
Stockholm, vol. 22, p. 57.
2. Gregor Paulsson, “Sverige i Paris II”, SSFT, 
5/1925, p. 106.
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light-red leather lining the cabinet can 
be seen. In Paris in 1925, the objects dis-
played on the shelves included engraved 
glass from Orrefors. The handles, key and 
mounts are made from silver-plated metal.

Magnificent lions
Two lions with curly, cascading manes, 
each seated on a low plinth and proudly 
bearing a candleholder on its head (Fig. 2). 
These monumental pewter candlesticks 
are the work of the sculptor and designer 
Anna Petrus (1886–1949), and were 
probably designed by her in 1923–25. 
The lion was a recurring motif in her 
work, becoming something of a signature 
feature. Petrus took her inspiration for 
the shape of these candlesticks from 
Chinese foo dogs. Chinese art attracted 
considerable interest in Sweden in the 
early decades of the 20th century. In 1914 
one of the world’s first public exhibitions of 
it was held at Stockholm’s Royal Academy 
of Fine Arts.7 1926 saw the establishment 
of the East Asian Collections, Stockholm, 
as a state museum, later to be known as the 
Museum of Far Eastern Antiquities.

After Petrus had lost most of her 
sculptures in a fire in 1920, she started 
designing works of applied art. In 1922 
she presented her first exhibition of such 
objects, including trays and tables. The 
Nationalmuseum acquired one of these 
tables in 2010, paid for by the Weber Fund. 
At the Paris Exhibition of 1925, Petrus 
attracted notice for her slender cast-iron 
columns, manufactured by Näfveqvarn. 
After the exhibition, the individual parts of 
the columns were turned into plant pots. 
Although it was at this time that Anna 
Petrus began to collaborate with the firm 
of Svenskt Tenn, the lion candlesticks were 
not produced in that context, but created 
independently by her. They were cast at 
Herman Bergman’s konstgjuteri in the 
1920s and are the only known pair of this 
design made in Petrus’s lifetime.
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ACQUISITIONS/THE SEVEN -YEAR THRONE BY KNUT FJAESTAD

The Seven-Year Throne (Sjuårstronen) 
is a unique chair, made from a single piece 
of timber and richly carved in an Art 
Nouveau style characterised by romantic 
nationalism. Its back is supported by 
snow-burdened branches spreading across 
it. Natural shapes appear in a relatively 
stylised form on the chair, both figuratively 
and sculpturally. The chair’s back features 
the carved figure of a spruce tree and is 
crowned by Knut Fjaestad’s signature 
spider. The legs of the chair have winding 
snake-like forms and branches that, seen 
from the front, are symmetrically placed. 

Knut Fjaestad began carving wooden 
furniture around 1907, when he bought an 
18th-century house, Bjälbo, at Skärsätra 
farm on the island of Lidingö, outside 
Stockholm. Knut found the spruce stump 
that was used for The Seven-Year Throne on 
Lidingö, on land belonging to his cousin, 
John Fjaestad. This was the first piece of 
furniture created by Knut Fjaestad; it took 
seven years, which thus gave it its name. 
Each piece of furniture he made had a 
unique design and the timber itself deter-
mined the type of furniture it became.1 
Fjaestad worked in both spruce and 
birch and, to obtain the furniture’s relief 
effects and surface structure, Fjaestad 
carved, oiled, tarred and burned the wood, 
achieving the lighter surfaces by scrubbing 
the wood.2

The Seven-Year Throne is part of a 
Swedish tradition of producing tree stump 
chairs – or stabbestolar, as they are called. 
This type of chair has its roots in the log 

The Seven-Year Throne by Knut Fjaestad

Anders Svensson
Assistant Curator

Fig. 1 Knut Fjaestad (1860–1937), The Seven-Year Throne, c. 1908–15. Fir-tree, carved and sculpted from 
a single piece. 116 x 72 x 83 cm. Gift of Ann Stern through the Friends of the Nationalmuseum. 
Nationalmuseum, NMK 194/2018. 
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3. Erik Andrén, Möbelstilarna: En handbok i den 
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4. Jan Torsten Ahlstrand (ed.), Signums svenska 
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Lund 2001, p. 409. 
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1919, p. 151 and p. 169. 
12. Daniel Prytz, Karin Sidén and Anna Meister 
(eds.), Symbolism och dekadens, Stockholm 2015, 
p. 38. 
 

he emphasised to the press when talking 
about his artistic activities. Knut Fjaestad
called his carved wooden furniture 
“imaginative works” and first displayed 
them at an exhibition on Birger Jarlsgatan 
in Stockholm, in 1923.8 The contemporary 
press wrote of these furnishings that “they 
do not remind us of anything we have 
previously seen, neither classic nor con-
temporary, Rococo nor futurism, but are 
entirely unique”.9

Knut Fjaestad’s artistic achievements 
can be said to be shaped by two trends. 
One is that he worked in a time that raved 
about artistic uniqueness and handicrafts, 
and which was strongly influenced by the 
British Arts and Crafts movement at the 
end of the 19th century. At the same time, 
a national variety of Art Nouveau was 
evolving. Fjaestad reshaped this, making it 
his own through his handmade, carved fur-
niture. He worked in an era when Swedish 
motifs were particularly visible in the arts, 
something emphasised by Richard Bergh 
(1858–1919), among others. Artists were 
searching for a mystical inner essence of 
humanity and nature, as well as what was 
perceived to be genuinely Nordic. There 
was a desire to discover a national art, one 
in which Swedish motifs were highlighted 
and their uniqueness displayed. Richard 
Bergh believed that “[s]uch as nature is 
in a country, so is also its visual art”10 and 
encouraged the study of Sweden’s nature 
to find motifs and modes of expression. 
He particularly emphasised the twisted, 
stunted pine as a symbol of Swedish art.11 
The Scots pine (Pinus sylvestris) tree and 
spruce trees are the most common tree 
species in Sweden; the pines referred to 
by Bergh are deformed and knotted, with 
winding and creeping branches, because 
they grow in exposed locations with few 
nutrients.12

 
Notes:
1. Waldemar Swahn, “Vinberedaren och Skulptören 
på Lidingöns äldsta gård”, Stockholms-Tidningen, 
11 December 1927.
2. “Fantasiarbeten i trä”, Stockholms Dagblad, 
18 November 1927.

ACQUISITIONS/THE SEVEN -YEAR THRONE BY KNUT FJAESTAD

chairs that were once made by peasantry 
throughout Sweden and were common 
into the 19th century. They could be carved 
out of a round log or made with a barrel-
type construction; hollowing out the base 
reduced weight and created a space that 
could be used for storage.3

A decisive influence on Knut Fjaestad 
was the furniture made by his younger 
brother, Gustaf Fjaestad (1868–1948). 
Gustaf exhibited his first tree stump 
chair at Konstnärsförbundets (the Artists’ 
Association’s) exhibition in 1900. His best-
known furniture is the suite that consists 
of a sofa, two chairs and a table that he 
created for Ernest Thiel (1859–1947) and 
which are now kept by the Thiel Gallery.4 
Knut was well aware of these unique and 
magnificent furnishings and compared 
his own works to them. One problem with 
tree stump chairs is that wood can warp, 
so it was important that the timber was 
old and properly stored, so it did not crack. 
If it warped, it was reinforced with large 
iron hoops. The material for the sofa and 
chairs Gustaf Fjaestad produced for Ernest 
Thiel was old timber from an abandoned 
building in Segerfors, outside Arvika. 
These enormous timber pieces took seven 
months to complete and arrived in Stock-
holm in 1907.5

Knut Fjaestad was originally a mer-
chant in Stockholm, with a shop in Gamla 
stan (the Old Town). He began to carve 
furniture after closing his business and 
moving to Lidingö. In the 1920s, Knut 
Fjaestad dedicated his time to producing 
Madeira-type wine according to his own 
recipe, which included rosehips, figs, app-
les and rowan berries. The wine was called 
Bjälbo-tappning and sold well for a while.6 
Knut Fjaestad often visited his brother 
Gustaf and his sisters Anna and Amelie in 
Rackstad; it was among Anna and Amelie’s 
weaving students that he met his wife, 
Ellen.7 Unlike his brother, who had studied 
at the Royal Academy of Fine Arts and the 
Artists’ Association’s school, Knut had no 
artistic training. He was an autodidact and 
refused to call himself an artist, something 
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Smart Design

Cilla Robach
Senior Curator, Applied Art and Design

Fig. 1 Petra Wadström (b. 1952), Water Purifier “Solvatten”. Produced by Solvatten, 2011. Plastic, 
49 x 36 x 13 cm (h x l x w), opened 49 x 36 x 47 cm (h x l x w). Gift of the Friends of the Nationalmuseum,
 the Design Fund. Nationalmuseum, NMK 3/2018. 

Fig. 2 Propeller Design, Kristoffer Rahr (b. 1981), 
Fire Extinguisher “Firemill”, 2018. Produced by 
Inventi Vidi. Aluminium, leather, polyethene, 
38.5 x 7.5 cm (h x diam), with the handle upright 
43,5 cm (h). Gift of Inventi Vidi through the 
Friends of the Nationalmuseum, the Design Fund. 
Nationalmuseum, NMK 180/2018. 
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Design is about solving complex 
problems. One of humanity’s greatest 
challenges is to change Western lifestyles 
so that, in our everyday lives, we contri-
bute to sustainable development. At the 
same time, design is about using new 
technology, new materials and new be-
haviours to help improve people’s quality 
of life. In the last few years, a significant 
number of objects have been added to 
the Nationalmuseum’s collection of con-
temporary design, most of them thanks 
to the hard work and commitment of 
the Design Fund of the Friends of the 
Nationalmuseum. Some of those objects 
are presented here.

Solvatten (Fig. 1) is a Swedish design 
solution, developed by the inventor and 
entrepreneur Petra Wadström, which uses 
solar energy to purify contaminated water. 
Across large parts of the world, access to 
clean water cannot be taken for granted. 
Harmful bacteria can be eliminated from 
water by boiling it, but the process requires 
electricity or fuel, adding to carbon dioxide 
emissions. With Solvatten, the water is 
heated and purified by the sun. The con-
tainer is filled with dirty water and opened 
up like a book, with its pages turned to the 
sun. An indicator shows when the water is 
fit to drink, which takes from three to six 
hours for 10 litres of water. 

Even in areas of the world where we 
now have access to clean water, there is 
reason for a rethink. With the Nozzle Dual 
Flow Pro, which is attached to an existing 
tap, water consumption can be reduced by 
85–98 per cent. The nozzle divides the 
flow of water into tiny droplets that are 
sufficient to rinse a pair of soapy hands. 

Often, the manufacture of a product 
accounts for a significant share of the 
environmental impact it exerts over its 
life cycle. One way of reducing this is to 
make use of components that already 
exist. The Firemill fire extinguisher 
(Fig. 2) is designed to use the carbon 
dioxide cylinders that are available in 
many shops as an accessory for devices 
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Fig. 3 Cake Design Team, Motorcycle “Kalk”, 2018. Produced by Cake. Aluminium, carbon fiber, 
122 x 190 x 52 (h x l x d). Gift of Cake through the Friends of the Nationalmuseum, the Design Fund. 
Nationalmuseum, NMK 31/2019. 

Fig. 4 Adam Wais (b. 1968) and Anders Annerstedt (b. 1955), Bicycle “Rolo”, 2014. Produced by Rolo, 2018. 
Carbon fiber, cast monococque, 103 x 160 x 47 cm (h x l x w). Gift of Rolo through the Friends of the 
Nationalmuseum, the Design Fund. Nationalmuseum, NMK 49/2018. 
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digital wind tunnel, whereas the finished 
product is handcrafted. The light carbon-
fibre frame can be tailored to the buyer’s 
wishes. 

The Internet of Things is a relatively 
new field, but one that is evolving very 
rapidly. Examples in the National-
museum’s collections include the cycle 
helmet Corpora Aid (Fig. 5). Using a voice-
controlled app, cyclists can show they are 
turning or braking in the same way as a car 
does with its indicators and brake lights. 
Thanks to the heating coils woven into 
Seger Heat System socks (Fig. 6), down-
hill skiers can use an app to regulate the 
temperature of their feet. The Air Smart 
Spirometer (Fig. 7) is also linked to an app, 
giving users direct feedback on their lung 
capacity.

Tangled leads are a source of irritation 
to many users. The Swedish company 
Earin launched wireless earbuds (Fig. 8) 
before Apple started selling theirs. When 
not in use, the buds are stored in a capsule, 
which is also used to charge the batteries. 
This product was crowdfunded. 

that carbonate water. The product consists 
of a housing for a CO2 cylinder, and the 
design is intended to fit into the kitchen, 
among objects such as peppermills and 
olive oil bottles. In the event of a fire, you 
simply twist the housing and spray carbon 
dioxide onto the flames. 

The Swedish company Cake has deve-
loped the electrically powered motocross 
bike Kalk (Fig. 3), demonstrating that a 
sustainable lifestyle doesn’t have to stop 
you enjoying life. Thanks to new techno-
logy, light materials and a battery-powered 
motor, this bike can be ridden for 2–3 
hours at up to 75 km/h, with a range of 80 
km, before the battery needs recharging. 

Advances in technology have also 
brought about changes in design pro-
cesses. Traditionally, product development 
involved a designer making sketches and 
building models and prototypes, before 
the final result was mass-produced indust-
rially. With the Rolo bicycle (Fig. 4), the 
process worked the other way round. All 
the design work was done digitally, inclu-
ding testing the bike’s aerodynamics in a 

Thanks to digital technology, a person who 
has never learnt to play an instrument can 
also make music. The portable synthesiser 
OP-1 (Fig. 9) is both a synth and a mixer 
that can be connected to a computer. The 
colours serve as a guide to the different 
functions available. 
 

Fig. 5 Fredrik Hallander (b. 1970) and Claes Nel-
lestam (b. 1980), Bicycle Helmet “Corpora Aid”. 
Produced by POC, 2016. Molded plastics, ABS in 
the cover (acrylonitrile butadiene styrene), shock 
absorbing, 17 x 26 x 21 cm (h x l x w). Gift of POC. 
Nationalmuseum, NMK 157/2017. 

Fig. 6 Inuheat and Seger Europe, Socks “Seger Heat 
System”. Produced by Seger Europe, 2015. Merino 
wool, conductive materials, polyamide, heating 
elements, 50 x 17 cm (l x w). Gift of Seger Europe. 
Nationalmuseum, NMK 108A–F/2017.

Fig. 7 Fredrik Aidehag (b. 1978) and Nicolas Trudel 
(b. 1984), Spirometer “Air Smart Spirometer”. 
Produced by Nuvoair, 2016. Plastic (a mix of PC 
and ABS), 2 x 8 x 6.5 cm (h x l x w). Gift of Nuvoair 
through the Friends of the Nationalmuseum, the 
Design fund. Nationalmuseum, NMK 201/2018.
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Fig. 8 Zenit Design and Earin, Wireless Headphones “Earin M-1”. Produced by Earin, 2015. Plastic, 
electronics, aluminum, rubber, headphones: 2 x 1 cm (h x diam), charging capsule: 2 x 9.5 x 2 cm 
(h x w x diam).  Gift of Earin at the requets of the Nationalmuseum, NMK 215–216/2017.

Fig. 9 Teenage Engineering, Jesper Christian Kouthoofd (b. 1970), Portabel Synthersizer “Teenage 
Engineering OP-1”. Produced by Teenage Engineering, 2011. Lacquered metal, plastic, electronics, 
3 x 28.5 x 10.2 cm (h x l x d). Gift of Teenage Engineering through the Friends of the Nationalmuseum, 
the Design fund. Nationalmuseum, NMK 22/2018. 
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Nils Kreuger’s Drafts for the Covers of Bland Franska Bönder (1889) 
by August Strindberg and Ord och Bild (1897) 

Daniel Prytz
Curator, 18th-Century Painting, Drawings and Prints 

Fig. 1 Nils Kreuger (1858–1930), Suggestion for Cover for August Strindberg, 
Bland Franska Bönder, 1889. Pencil and ink on paper, 230 x 149 mm. 
Purchase: the Axel Hirsch Fund. Nationalmuseum, NMH 9/2017.

Fig. 2 Nils Kreuger (1858–1930), Cover for August Strindberg, Bland Franska 
Bönder, 1889, ink, 140 x 215 mm. Centre for Business History, deposition from 
Albert Bonniers Förlag, Stockholm.
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The publisher was very satisfied with the 
figures “in the medallion”, but wanted 
more emphasis on the landscape above it. 
He felt that otherwise it would not work as 
a cover illustration.4 It is easy to see what 
Bonnier meant. Kreuger’s delicate cover 
is characteristic of illustration art in the 
1880s, which had become increasingly 
detailed, partly from the desire to utilise 
new and improved opportunities for 
reproduction. However, in this case, the 
draft is perhaps more reminiscent of an 
elaborate vignette, or combination of 
vignettes, typical of a frontispiece or other 
interior decorations of a book. The light 
touch to the ink strokes, the element of 
asymmetry in the overall composition and 
the calligraphic appearance of the title all 
have traces of Japonism, which had be-
come fashionable in Paris in the 1880s. It 
is likely that its influence also contributed 
to Kreuger’s cover illustrations from this 
period being so decorative, ornamental or 
vignette-like.5 

The Nationalmuseum’s acquisition 
(Fig. 1) is thus the first draft and allows an 

ACQUISITIONS/ COVER DRAFTS BY NILS KREUGER

Nils Kreuger’s draft for 
the cover of Bland franska 
bönder by August Strindberg 
(1889) 
When August Strindberg (1849–1912), 
inspired by his time at the Grez-Sur-
Loing art colony, among other things, was 
publishing a record of his travels, Bland 
franska bönder: Subjektiva reseskildringar 
(1889), the author proposed himself as 
illustrator. Publisher Albert Bonnier 
(1820–1900) instead chose to give the 
commission to Nils Kreuger (1858–1930).1 
Strindberg and Kreuger had met in Grez 
in 1882 and, despite Kreuger accepting 
this job, they remained friends over the 
years.2 

As Magdalena Gram has previously 
described, Strindberg also remained very 
involved in the appearance of the book. 
He believed that the book required an 
illustrated cover – not yet common at that 
time – but when he saw Kreuger’s draft he 
thought that the artist had been too free 
in relation to the text.3 Albert Bonnier 
quickly asked the artist for a new draft. 

The Nationalmuseum has acquired a 
number of important cover sketches 
by Nils Kreuger (1858–1930). As one of 
the driving forces in Konstnärsförbundet 
(the Artists’ Association) and a central 
figure in the Swedish arts at the turn of 
the last century, Kreuger’s oeuvre is
primarily identified with painting. 
His illustration art does not receive as 
much attention, but Kreuger was per-
haps the busiest illustrator in the Artists’ 
Association and its circles and was respon-
sible for many noteworthy illustrations 
for journals and books, as well as posters. 
The characteristic contour lines that he 
gradually evolved are particularly suitable 
for this genre, but are also found in his 
popular paintings featuring horses from 
Alvaret, on the island of Öland. Genera-
tions of Swedish schoolchildren have also 
encountered Swedish rural life through 
Kreuger’s wall charts. The drawings 
acquired by the Nationalmuseum are fine 
examples of Kreuger’s illustration art and 
excellent reflections of the diligence in his 
working process.

Fig. 3 Nils Kreuger (1858–1930), Cart by the Haystack, signed and dated 1885. Oil on canvas, 40 x 88 cm. Private collection, sold at Bukowskis, Auction 446, 
November 4–7 1986, no. 97.
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composition has now on the whole become 
more crowded and, perhaps a little less 
distinct. Bonnier must certainly also have 
been pleased with the calligraphy in the 
title, which had been enlarged on his re-
quest. However, overall the printed version 
appears to be a compromise in which the 
artist has taken account of discordant de-
sires, which is of course natural, given the 
opinions of both Strindberg and Bonnier. 

There has been speculation about 
whether Strindberg himself is visible on 

interesting comparison with the one that 
was printed. On the back of the drawing, 
Kreuger has written: “First cover sketch. 
Rejected by Bonnier because there are 
no figures – he got a poorer one – and was 
perhaps satisfied”.6 With both versions 
available to us, the first draft appears more 
emphatic than the one accepted by the 
publisher (Fig. 2), paradoxically enough, 
bearing in mind Bonnier’s opinions. 
Despite the publisher referring to the new 
version as being “more powerful”, the  

the printed cover, as it has been claimed 
that he is depicted as a “farmer” in one of 
Kreuger’s paintings from Grez-sur-Loing, 
Cart by the Haystack from 1885 (Fig. 3).7 
The distinctive long shirt worn by this far-
mer,  of a type also worn by the author in 
some of his self-portraits from the period, 
recurs in one of the figures – walking along 
a country road with a dog – that Kreuger, 
added to the upper section of the cover.8 
Interestingly, two drawings that the 
Nationalmuseum 

Fig. 4 Nils Kreuger (1858–1930), Donkey in Gréz-sur-Loing, probably 1883. 
Pencil and ink, wash on paper, 105 x 69 mm. Purchase: the Axel Hirsch Fund. 
Nationalmuseum, NMH 10/2017.

Fig. 5 Nils Kreuger (1858–1930), Street View with a Horse, probably middle of 
1880s. Pencil and ink on paper, 110 x 900 mm. Purchase: the Axel Hirsch Fund. 
Nationalmuseum, NMH 8/2017. 
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was responsible for the more Art Nouveau-
inspired design that was used for the 
journal’s first six years.13 In the drawings 
acquired by the Nationalmuseum, it is 
possible to see how Kreuger carefully 
works towards the final result, characte-
rised by an almost baroque weight and 
impact. Here, the title is written in a 
decorative speech scroll as big as the 
other ornamentation, which comprises 
the four Nordic coats of arms.14 Sweden 
was still in a union with Norway when the 
new cover was created, and the journal’s 
contents of the time often represent a 
“Nordism” that emphasised the Nordic 
countries’ shared cultural foundation, 
while not uncommonly also highlighting 
Sweden’s exceptionality.15 The new 
cover was first used for the first issue in 
the journal’s seventh year. Instead of 
advertising, as was usual, for this issue the 
back cover featured an announcement 
about the new cover illustration. It was 
signed “the Editorial Board” and there 
is good reason to quote a longer excerpt 
here, as it describes the motivation behind 
the appearance of the new cover in more 
detail: 
          
Among the generous epithets that    Ord och 
bild has received in the press, “Scandinavia’s 
premier journal” is an oft recurring one. 
There can be no doubt that Sweden has the 
best resources for nurturing a body that, 
in everything, would motivate this name. 
By affiliating ourselves with local editorial 
boards in Helsinki, in Christiania and in 
Copenhagen, we have chosen to aim for 
such a target and the result, as it appears 
in this sixth [sic] year, has encouraged us to 
continue along this path. Entirely Swedish 
in purpose, but with an open mind and 
lively participation in everything that can 
broaden our horizons and increase our 
spiritual assets, this new year of the 
journal marches out below the four 
Scandinavian coats of arms with the 
intention of not only calling upon our 
countrymen, but also the attention of our 
kinsmen, to the life that has been lived and is 

acquired along with the draft for the book 
have a direct relationship to this painting. 
One includes the same donkey carriage as 
the painting (Fig. 4) and the other features 
the figure with the distinctive untucked 
shirt (Fig. 5). In one way or another, this 
later drawing relates both to the other 
works with this figure in the long shirt, as 
well as to the original draft cover illustra-
tion, as his pose in relation to the horse 
is reminiscent of the figure in the draft’s 
medallion. This way, Kreuger would thus 
meet the wishes of the publisher and 
perhaps subtly play on Strindberg’s direct 
interest in and opinions on how the cover 
illustration was presented. He tucks in the 
shirt of the man with the horse and the 
untucked shirt instead comes to characte-
rise one of the strolling, conversing figures 
– perhaps the travel writer himself – that 
he adds to the landscape at the top. In 
later correspondence with the publisher, 
Strindberg was tough in his criticism of 
Kreuger’s illustrations for his other works, 
such as Svenska öden och äfventyr (two 
volumes, 1899) and Sömngångarnätter på 
vakna dagar (1900).9 

Nils Kreuger’s drafts for the 
cover of Ord & Bild (1897) 
Kreuger’s artistic endeavours were broad 
and wide-ranging; in addition to paintings 
and illustrations, they included posters 
and the applied arts.10 Early on, illustration 
commissions were some of the few 
relatively regular sources of income 
that Kreuger could count on. However, 
he worked sporadically as an illustrator 
throughout his career, perhaps primarily 
because his powerful drawings were 
particularly suitable for this.11 Kreuger 
illustrated journals such as Jul and 
Söndags-Nisse, as well as publications on 
the political left such as Folkbladet, 
Socialdemokraten, Julfacklan, Första Maj 
and Tiden.12 In 1897, Kreuger created the 
cover and vignettes that were used for 
Karl Wåhlin’s (1861–1937) liberal-leaning 
cultural journal Ord och Bild from 1898 
until 1953. Arthur Sjögren (1874–1951) 

ACQUISITIONS/ COVER DRAFTS BY NILS KREUGER

Fig. 6 Nils Kreuger (1858–1930), Sketch for Back 
of Cover for Ord och Bild 1898, 1898. Brush and ink 
on paper, 190 x 72 mm. Purchase: the Axel Hirsch 
Fund. Nationalmuseum, NMH 11/2017.
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to that which was finally printed. In this 
draft (Fig. 9), as in the printed cover, the 
coats of arms are borne by heavy trunks 
of oak, but unlike the later version in 
which the oak loaves are finer and more 
numerous, the oak leaves in the draft are 
rougher, drawn in ink with broad strokes.17

All these drawings by Kreuger were in 
the possession of the former curator at the 
Nationalmuseum, Kjell Boström (1921–
1953), who also authored a biography of 
the artist that was published in 1948. 
Seen together, the draft for Bland franska 

clover leaf in which the Swedish coat of 
arms, with three crowns, is as big as the 
other three coats of arms together (Fig. 7). 
“The clover crown” is divided by a central 
burning torch, possibly a result of the 
former design featuring the oil lamp. 
However, the torch is then removed 
and the clover leaves are soon equally 
sized (Fig. 8), before being lifted out 
and “permitted” to become coats of 
arms in their own right. Of the four cover 
sketches that have been acquired by the 
Nationalmuseum, one is decidedly closer 

lived within our borders, whilst also aiming 
to draw attention to the primary cultural 
phenomena of our neighbours and, further 
afield, throughout the entire advanced 
world.16 
          
Kreuger appears to develop the subject 
after initial hesitation about adopting 
the central element of Sjögren’s previous 
design: the lit oil lamp (Fig. 6). The artist 
soon moves to a design characterised by 
the coats of arms but, along the way, 
appears to have first created a kind of 
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Fig. 7 Nils Kreuger (1858–1930), Sketch for Cover for Ord och Bild 1898, 1897. 
Pencil, brush and ink, black-green wash on paper, 262 x 180 mm. Purchase: 
the Axel Hirsch Fund. Nationalmuseum, NMH 12/2017.

Fig. 8 Nils Kreuger (1858–1930), Sketch for Cover for Ord och Bild 1898, 1897. 
Pencil, brush and ink, black-green wash on paper, 262 x 180 mm. Purchase: 
the Axel Hirsch Fund. Nationalmuseum, NMH 13/2017.
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bokens gestaltning”, in Biblis, no. 56, Stockholm 
2011/2012, p. 3. 
3. Gram 2004, p. 128–130. Letter dated 20 
September 1889, Torsten Eklund (pub.), Strind-
bergs brev, vol. 8; February 1888–December 1889, 
Stockholm 1961. 
4. Gram 2004, p. 128–130. Letter from Albert 
Bonnier to Nils Kreuger dated 21 October 1889, 
Bonniers förlagsarkiv.
5. Gram 2004, p. 118. Amadeus Bianchini [sign. 
Am. B–i.], “Modern illustrationskonst”, included in 
Varia, no. 1, 1898, pp. 444–451. 
6. The provenance of all the drawings covered in 
this article is the Ragnhild and Kjell Boström 
collection. Bukowskis, 26 December 2016, auction 
nos. 846833, 841540, 846842 and 846904. 
7. Kåa Wennberg, “Är det icke månne herr 
Strindberg: Om en målning av Nils Kreuger”, 
in Strindbergiana, pp. 14–19. Kåa Wennberg, 
Strindberg i Grez, Lund 2007. Bukowskis 
Internationella Höstauktion, 4–7 november 1986, 
auktion nr. 446, s. 10, kat. nr. 97, pl. 11. pp. 39–46. 
8. Gram 2004, pp. 128–130. 
9. Ibid. Gram 2011/2012, p. 25, note 108. 
Strindbergs brev, vol. 13, p. 358. 
10. Gram 2004, pp. 120–122, 135–156. 
11. Gram 2004, pp. 117–118. 
12. Gram 2004, pp. 120–122. 
13. Ibid. Kjell Boström, Nils Kreuger, Stockholm 
1948, pp. 172–173. 
14. Gram 2004, pp. 120–122. Boström 1948, 
172–175. 
15. Sten Dahlstedt, “Ord & bild och den svenska 
nationalismen kring sekelskiftet 1900”. Included 
in Nya Argus, Helsingfors 2000, vol. 93, no. 8, pp. 
171–177. For “Nordism” and a Nordic approach to 
cultural policy among the important figures of the 
era’s cultural life in Sweden, such as Prince Eugen 
and Richard Bergh, who naturally also featured 
in Ord och Bild, see also: Hans Henrik Brummer, 
Richard Bergh – ett konstnärskall (exh. cat.), Prins 
Eugens Waldemarsudde, Stockholm 2002, and 
“Prins Eugen – europé och nordist”, in Martin Olin 
(ed.), Konsten och det nationella: Essäer om konst-
historia i Europa 1850–1950, KVHAA Konferenser 
76, Stockholm 2013, pp. 165–209. 
16. Ord och Bild, vol. 7, no. 1, 1898, back cover. 
17. Kreuger reused the design with oak leaves and 
a speech scroll in his poster for the exhibition of 
August Strindberg’s art at Hallins konsthandel in 
Stockholm in 1911. See Gram 2004, p. 137 (ill.), cat. 
no. 108. Over the years, Kreuger kept careful 
accounts of income and expenses and, on 4 
November 1897, these state that he received 150 
kronor for: “Various drawings for Ord & Bild 
(spine and & cover, etc.)”. Nationalmuseum, 
Konstnärsförbundet’s archive/Swedish National 
Archives, Nils Kreuger, 3 vols.
 

bönder and both its directly associated 
drawings gain special significance, as 
they can perhaps reinforce the idea that 
Kreuger incorporated a “portrait” of 
Strindberg as a farmer, in both the book 
cover and the painting Cart by the Hay-
stack. In addition, the draft for the book-
cover, as well as the drafts for Ord och 
Bild’s cover, demonstrate how hard-
working Kreuger was in capturing the 
intentions of his clients and how well he 
succeeded in doing so. The drawings also 
show Kreuger’s ability to embody different 
artistic movements in his illustration art, 
tastefully and superbly applied for the 
purpose of the commission.

Notes:
1. Magdalena Gram, “Nils Kreuger: Tecknare, 
grafiker och formgivare”, in Hans Henrik 
Brummer (ed.), Nils Kreuger (exh. cat.), Prins 
Eugens Waldemarsudde, Stockholm 2004, pp. 
128–130. 
2. Ibid. Magdalena Gram, “August Strindberg och 
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Fig. 9 Nils Kreuger (1858–1930), Sketch for Cover 
for Ord och Bild 1898, 1897. Pencil, brush and ink on 
thin cardboard, 262 x 180 mm. Purchase: the Axel 
Hirsch Fund. Nationalmuseum, NMH 14/2017.



143 Art Bulletin of Nationalmuseum Volumes 24 –25, 2017 – 2018

ACQUISITIONS/VENUS IN GLASS

Venus in Glass

Micael Ernstell
Curator, Applied Art and Design

Fig. 1 Frida Fjellman (b. 1971), Sculpture “Venus in Glass”. Produced by Kosta glasbruk, 2018. Glass, wood, steel, 750 cm (h), 350 kg (weight). Gift of the Friends of the 
Nationalmuseum, the Bengt Julin Fund. Nationalmuseum, NMK 188/2018. 
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the wooden elements were made by Jonas 
Fjellman and the argon tubes by Tommy 
Gustafsschiöld; Linn Sjöstedt worked as an 
assistant on the project. A film was made 
of the entire process, commissioned by the 
Bengt Julin Fund and produced by Staffan 
Redin. 

Frida Fjellman (b. 1971) is experienced 
in public art in Sweden and abroad, inclu-
ding at the Swedish Institute in Paris. She 
has produced site-specific installations for 
Art Basel and the Design Miami fair. Frida 
Fjellman participated in the National-
museum’s Stockholmsglas [Stockholm 
Glass] exhibition in the summer of 2015 at 
NMDesign in Kulturhuset and, in 2018, her 
solo exhibition, Crystal Atmosphere, was 
shown at the Hostler Borrows gallery in 
New York. Her glass works are spectacular, 
demonstrating visual and playful develop-
ment in the area of tension that exists 
between the applied and fine arts.

The Bengt Julin Fund allows the 
museum to achieve a high level of ambition 
in its acquisitions of contemporary art. 
Without the fund, the museum would not 
have been able to purchase and document 
Swedish applied arts from the last few 
decades to such a rich and varied extent.
 

In October 2018, the Bengt Julin Fund, 
part of the Friends of the National-
museum, presented a generous gift to 
Nationalmuseum on its re-opening after 
several years of renovation work.

This gift is a unique glass sculpture, 
Venus in Glass, by Frida Fjellman, one 
of Sweden’s leading applied artists. The 
sculpture is 7.5 metres tall and has 45 
different parts – of which 41 are free-
blown glass and four are wood. There are 
also four argon tubes. Its total weight 
is around 400 kg and the colour scale is 
mostly pastels, with elements of black and 
silver.

Totem poles provided the original 
inspiration. Frida Fjellman says, “How-
ever, Venus in Glass is more open-hearted, 
a welcoming figure that signals courage, 
modernity and a little madness.” The 
sculpture owns its place in the room and is 
somewhat magical. One idea was that the 
work would contrast with the building’s 
19th-century architecture, and for it to 
function as a guide up or down the new 
stairway at the rear of the entrance hall.

The project began when the fund’s 
governing board gave four applied artists a 
sketch commission. In this, they were 
to present their ideas for an artwork for 
the public space in the museum’s entrance 
hall. After deliberation by the jury, Frida 
Fjellman’s proposal was chosen for reali-
sation during 2018. The extremely difficult 
glass-blowing was performed by Verkstad 
12 at Kosta glasbruk, consisting of Ulf 
Persson, Johnny Gullberg, Jörgen 
Erlandsson, Sam Lilja and Göran 
Palmengren.

Experimentation with new techniques 
and processes was necessary to be able to 
realise the sculpture. Among other things, 
new solutions were needed in order to 
flare shapes at both ends, and the thick 
pieces of glass were cooled for three days. 
Many people were involved in work on the 
sculpture: sawing and polishing at Kosta 
glasbruk was done by Tjocky Patron and 
Andreas Dea Andersson; Zoltan Schnierer 
was responsible for forging and metalwork; 
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Three German Artists on their Travels

Carl-Johan Olsson
Curator, Paintings and Sculpture

Fig. 1 Ernst Fries (1801–1833), The Waterfalls at Tivoli with the Ponte Lupo, Temple of Vesta and Temple of Sibyl, 1826. Oil on canvas, 56.5 x 73.5 cm. 
Purchase: the Wiros Fund. Nationalmuseum, NM 7472.
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same places by French, Danish, Swedish 
and other artists.
          One feature which the three works 
have in common is their distance from 
their subject, in each case a famous
location which the artist has chosen to 
paint from far off. These views invite us to 
explore roads, spaces and buildings with 
our eyes, in a way that illustrates how the 

ACQUISITIONS/THREE GERMAN ARTISTS ON THEIR TRAVELS

German artists were not previously to be 
found in the collections. The three recent 
acquisitions enable the Museum to show 
more clearly just how international artistic 
practice tended to be in the 19th century. 
Artists of different nationalities travelled 
to the same destinations and painted the 
same subjects. The Nationalmuseum’s 
collections include paintings from the 

The Nationalmuseum has acquired three 
landscapes painted by German artists on 
their travels around Europe: Ernst Fries’s 
The Waterfalls at Tivoli with the Ponte 
Lupo, Temple of Vesta and Temple of Sibyl, 
Christian Morgenstern’s View towards 
Amalfi from the Grotta dei Cappuccini, 
and Georg Eduard Otto Saal’s The Verma 
Waterfalls: Study. Works of this kind by 

Fig. 2 Carl Morgenstern (1811–1893), View towards Amalfi from the Grotta dei Cappuccini, c. 1834–37. Oil on paper mounted on canvas, 38.5 x 52 cm. 
Purchase: the Wiros Fund. Nationalmuseum, NM 7447.
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reached those slopes, the magic is lost and 
he lifts his gaze to take in the next distant 
view.2 

          This approach to nature and land-
scape seems to be built into the three 
newly acquired paintings. Their creation 
can be thought of as a counterpart to the 
kind of experience at a distance which 
Werther preferred to physically exploring 
a place.
          When Ernst Fries died at the age of 
just 31, he was not quite established as an 
artist in Karlsruhe, where he had settled 

idea of distance became central to German 
Romantic art. The poet Novalis (Friedrich 
von Hardenberg, 1772–1801) put it like 
this: “Everything at a distance turns into 
poetry: distant mountains, distant people, 
distant events; all become romantic.”1 In 
The Sorrows of the Young Werther, Goethe’s 
protagonist prefers to view the landscape 
from afar, so as to be able to experience 
it through his powers of imagination. On 
one side of a valley, he can allow his gaze to 
roam up and down the steep precipices on 
the other side, but once he has physically 

after a four-year stay in Italy. He conse-
quently left behind a fairly meagre body 
of work, and the view of Tivoli (Fig. 1) now 
acquired by the Nationalmuseum is the-
refore a rarity. Judging from the freshness 
of the painting and the sharp treatment 
of light, it was done at least partly in front 
of the motif, on the artist’s visit to Tivoli 
in October 1826. Fries is said to have had a 
particular fascination with waterfalls and 
caves, and it seems natural to regard this 
picture as a vividly rendered experience 
of one of the most famous and dramatic 

Fig. 3 Georg Eduard Otto Saal (1818–1870), The Verma Waterfalls: Study. Oil on canvas, 47 x 67.7 cm. Purchase: the Wiros Fund. Nationalmuseum, NM 7433.
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of such scenes. In Italy, Fries got to know 
Jean-Baptiste Camille Corot, and the two 
painted together on at least two occasions.
          Carl Morgenstern went to Italy in 
1834, staying there for three years. He 
produced numerous paintings along the 
Amalfi coast and on Capri, two of the desti-
nations that artists were most anxious to 
visit. His study from the opening of the 
Grotta dei Cappuccini, looking towards 
the city of Amalfi (Fig. 2), demonstrates 
one of his specialities, a subtle atmosp-
heric perspective in a pale bluish-violet 
tone. Of particular interest here is the way 
he painted the scene from an opening in 
the rock, presumably to make use of the 
shadow falling across the foreground and 
some way into the picture, and to be able 
to record the sun-drenched view without 
being dazzled by the light.
          German artists not only travelled 
south. Later in the century, Scandinavia 
also attracted interest as a destination – 
especially Norway, which with its wa-
terfalls, mountains and fjords offered 
the most striking scenery. Georg Eduard 
Otto Saal’s study of the Verma Waterfalls 
(Vermafossen, Fig. 3) was painted entirely 
before the motif. With its lifelike trees and 
rushing falls, it is a superb example of how 
artists developed a technique to achieve a 
high degree of illusion with the simplest 
and swiftest possible brushwork.

Notes:
1. Quoted from Lorenz Eitner, “The Open 
Window and the Storm-Tossed Boat: An Essay 
ßin the Iconography of Romanticism”, in 
The Art Bulletin, vol. 37, no. 4, Dec. 1955, p. 286.
2. J.W. von Goethe, The Sorrows of the Young 
Werther, tr. R.D. Boylan, https://www.gutenberg.
org/files/2527/2527-h/2527-h.htm



149 Art Bulletin of Nationalmuseum Volumes 24 –25, 2017 – 2018

ACQUISITIONS/THE NATIONALMUSEUM’S NEW RESTAURANT – AN ARTISTIC COLLABORATION

The Nationalmuseum’s new restaurant 
on Blasieholmen in Stockholm is an 
artistic collaboration that has resulted in a 
new public space in which furniture, light 
fixtures and the tableware have all been 
specially designed. The idea and possi-
bility of implementing the project arose 
in 2012, when the Government commis-
sioned the National Property Board of 
Sweden to work with the Nationalmuseum 
to undertake an extensive renovation 
and remodelling of the Museum building. 
The Nationalmuseum opened its doors in 
1866 and had never been comprehensi-
vely refurbished since. The situation had 
become untenable – the building no longer 
met the demands of a modern museum. An 
overhaul of its building services systems 
was long overdue, and extensive work was 
needed if the Nationalmuseum, which is a 
protected cultural heritage building, was 
to continue to serve as an art museum. 
When, after many decades of discussions, 
the renovation project could finally be 
implemented, it also offered a unique 
opportunity to change and develop the 
Museum’s work as a whole. The National-
museum was a very active participant 
throughout the process, with a vision 
of creating the right conditions for con-
temporary and future ways of working 
with displays of art and design. In addition 
to display areas, the Museum was in a 
position to commission several other 
types of public spaces, including the new 
Nationalmuseum restaurant.

The Nationalmuseum’s New Restaurant – An Artistic Collaboration 

Helena Kåberg and Fredrik Eriksson
Project Managers, Nationalmuseum

Fig. 1 The Glass Bar. The chandelier, with mold-blown glass created by Monica Backström, Åsa Jungnelius, 
Simon Klenell, Katja Pettersson, Ludvig Löfgren, Carina Seth Andersson, Gabriella Gustafson, Matti 
Klenell, Stina Löfgren, Mattias Ståhlbom, was made for Nationalmuseum by the Glass Factory and Örsjö 
Belysning. 
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That there was to be a new restaurant 
was clear from the start. The National-
museum’s mission is to preserve cultural 
heritage and, in various ways, promote 
interest in art and design. These days, that 
means much more than simply preserving 
and presenting works of art. Encouraging 
an interest in art may, for example, involve 
offering attractive settings and activities 
that will make people want to stay longer 
and also come back, again and again. 
Increasingly, for many people, a good 
restaurant experience is an important 
aspect of a successful visit to a museum. 
Providing that service also means that 
people are able and willing to spend more 
time at the museum.
          Another given was that art would be 
shown in the restaurant. One goal formu-
lated early on in the renovation process 
was to offer experiences of art not just in 
the exhibition spaces, but throughout the 
building. There was to be art in meetings 
rooms, cloakrooms, the shop and the 
restaurant. Having a meal, a coffee or a 
drink at the bar would be an extension 
of the visitor’s encounter with art in the 
galleries. The restaurant setting was to 
inspire guests who came only for lunch or 
a private dinner party to explore the rest of 
the Museum as well. Initially, the plan was 
simply to place artworks in the restaurant, 
but soon the idea was born of making the 
entire space an artistic experience. The 
interior of the restaurant would in any 
case have to be designed by someone. So 
why not use the opportunity to truly live 
up to the Museum’s mission and entrust 
designers with creating a completely new 
public setting worthy of Sweden’s museum 
of art and design? 
          The idea developed and the National-
museum was able to award the commissi-
on to a group of designers. The overarching 
mission of the Museum is to reflect both 
historical and contemporary aspects of 
art and design, in as broad a perspective 
as possible. Rather than singling out one 
particular designer, the Museum wanted to 
give as many designers and producers 
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Fig. 2 Carina Seth Andersson, Gino, glass service, mold-blown glass, Skrufs glasbruk. 
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as possible the opportunity to participate 
in the project. 
          Since this was to be an artistic project, 
it was also important to give the designers 
a relatively free hand. Striking the right 
balance between the designers’ brief and 
the overall vision and objectives of the 
Museum, however, was also crucial. A large 
institution like the Nationalmuseum is a 
complex organism. Diversity is one goal, 
but for it to be achievable, there need to 
be clear frameworks and directives. In 
order to achieve the vision as a whole, 
the Museum consequently gave all the 
project partners the same brief. The 
restaurateur, exhibition and graphic 
designers, lighting consultants, indoor 
plant suppliers, advertising agencies, 
joinery suppliers and other contractors 
were all informed of the Museum’s vision 
and goals.
          Central to the vision is the idea of the 
Nationalmuseum as the art and design 
museum of the future. In a changing world, 
the Museum wants to play a leading part 
and redefine what a museum can be for 
visitors, today and in the future. It seeks 
to offer meaningful encounters between 
people and art. A passion for and know-
ledge of art and design should permeate 
everything we do. Internationally, the 
collection is almost unique, including 
as it does paintings, sculpture, drawings, 
prints, photographs, applied arts and 
design objects from 1500 to the present. 
This holding of art has not, as is often the 
case elsewhere, been divided up between 
different institutions. The fact that it 
remains intact offers exceptional opportu-
nities for art experiences that will energise 
people and excite their curiosity. Few art 
and design museums have the National-
museum’s potential to provide, on the 
basis of their own collections, broad, 
present-day perspectives on the past and 
historical perspectives on the present. 
The Nationalmuseum’s restaurant has 
an important part to play in this vision 
of the Museum as an attractive and 
inspiring meeting place. The brief thus 

Fig. 3 The Dining Room. Jakob Solgren, Husets linne, jacquard satin weave, linen, Klässbols Linneväveri. 
Note Design Studio, Ehra, cutlery, stainless steel, Gense. TAF Studio, Atelier Chair, beech, Artek.  
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building’s materials and colours and with 
the very high quality of its craftsmanship 
and materials. This did not mean there 
was to be a return to the 19th century. The 
framework was historical, but the space 
created was to have a contemporary, 
forward-looking feel. 
          The Nationalmuseum naturally also 
laid down general requirements in terms 
of functionality and sustainability. The 
brief was to create a restaurant seating 

the 19th-century building. In the res-
taurant this entailed, for example, doing 
justice to the rooms’ unparalleled views 
of the city- and waterscape of Stockholm, 
which meant that the windows must not be 
blocked. It also meant that the aesthetics 
were to harmonise with the building and 
build on the strengths of the historical in-
teriors. For example, by integrating pillars, 
pilasters and vaulted ceilings into the 
design, and actively engaging both with the 
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stipulated that the interior was to reflect 
the Museum’s activities and tasks, and 
that the designers should be allowed to 
consciously formulate their own aims 
within the framework of their assignment 
to create one of the spaces inside Sweden’s 
museum of art and design. 
          Another important aspect of their 
assignment was to respect the National-
museum and National Property Board’s 
joint aim of safeguarding the character of 

Fig. 4 Stina Löfgren, Stoff, mobile, coated and polished aluminum, JR Work Shop. Matti Klenell, Mela, lighting collection, aluminum, steel, Ateljé Lyktan. 
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140 people and a café and bar for another 
120 guests. The setting had to work for all 
of the Museum’s different target audiences 
and to feel inviting and accessible to all. 
Another stipulation was that there should 
be a variety of seating arrangements in 
different types of spaces. Guests wishing to 
sit for a long time should be able to do so in 
comfort, while those who were in a hurry 
should quickly be able to get something to 
eat. The restaurateur, Fredrik Eriksson, 
and his team also provided valuable input 
when it came to important functional 
aspects concerning logistics, cutlery, 
glassware and crockery. 
           Other than that, the designers 
were given free rein to work with little 
involvement from the Museum’s specia-
lists. The curators of the Museum regu-
larly acquire art and design objects for 
the collections, guided by criteria linked 
to its task of expertly and objectively 
reflecting art and design on a broad front. 
In addition, many of our staff are used to 
commissioning exhibition, graphic and 
other design services. In connection with 
the renovation, the Museum also had to 
commission the design of a range of new 
interiors. In this artistic project, however, 
it was important to let the designers work 
much more freely. The Nationalmuseum is 
supposed to serve as an active platform for 
design and debate about design. It is not its 
place, however, to function as an arbiter of 
taste. The line between the Museum and 
the designers was therefore very clearly 
drawn. As project managers, we asked 
critical questions and could be approached 
as a sounding board for ideas, but we never 
voiced our opinions on aesthetic issues. 
Apart from shaping the interior of a 
functioning restaurant, the aim was in 
fact to create a tactile exhibition, using 
examples of what contemporary Swedish 
design could look like in 2018.   
          To pull off such a complex project, 
however, there has to be some sort of 
structure. The Nationalmuseum chose 
to give Matti Klenell the role of artistic 
director. He brought together a team that 
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Fig. 5 The Glass Bar. Matti Klenell, Kavalett, armchair, compression-molded wood, polyurethane, beech, 
Swedese. The Kavalett chairs are covered with Åsa Pärson’s Molly 2, machine-woven wool produced by Kva-
drat and Molly Couture, hand-woven wool made at Åsa Pärson Textile Studio. In the window, Matti Klenell’s 
Pile, from a collection of compression-molded beech plywood lamps, produced by Swedese. 
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merrier, as long as the whole thing remai-
ned manageable and achievable. In the 
end, some thirty designers participated – a 
mobilisation of resources that resulted in 
a 550 square metre public space and a new 
collection of over 80 objects. 
          Involving producers was just as im-
portant, and the project could be realised 
thanks to the help of some twenty of them. 
It was the Nationalmuseum’s wish to 
provide a stimulus to the whole chain of 
production – from idea to finished product. 
The Museum did not stipulate that the 
objects designed for the restaurant had 
to be unique to this project; on the 
contrary, it was keen to see them being 
mass-produced and placed on the market. 
The response from the producers was 
fantastic. They threw themselves whole-
heartedly into the project, contributing 
generously at every level. The approach 
may have been quite unusual, but many 
of those involved have testified to the 
fact that this collaborative way of working, 
while a bit cumbersome at times, genera-
ted many rewarding encounters and a good 
deal of innovative cross-fertilisation.  
          Finally, a few words on the educatio-
nal activities of the Nationalmuseum. 
Part of the brief was also to document and 
describe the design processes involved. 
The result was the book NM&: A New 
Collection, which attempts to give a 
background to the project and to provide 
insights into how design is created. In the 
course of the project, the Museum also 
collected sketches, models, prototypes, 
moulds and tools. This material was pre-
sented in the exhibition Design Processes, 
which was shown at the Nationalmuseum 
from 13 October 2018 to the beginning of 
August 2019. In the autumn of 2019 the 
exhibition was shown at the Institut 
Suédois in Paris.

included the ceramicist and glass designer 
Carina Seth Andersson, interior designer 
Gabriella Gustafson (TAF), and Mattias 
Ståhlbom (TAF) and Stina Löfgren as 
graphic designers and artists. In addition 
to their individual credentials, the mem-
bers of this loose-knit group were chosen 
because they were interested in testing 
and developing the slightly unusual 
way of working proposed. It was also 
important that they had collaborated suc-
cessfully before. They felt confident about 
working together, and saw their different 
approaches to design as an exciting, if at 
times challenging, opportunity. And they 
knew that a collaborative undertaking 
does not necessarily erase personal modes 
of expression, but can in fact bring one’s 
own design identity into sharper focus. 
When individual objects are then brought 
together, the overall result can be unex-
pectedly interesting. Another advantage 
was the diversity of the group. Its mem-
bers represent different generations and, 
between them, have experience of working 
with interior design, furniture, lighting, 
glass, ceramics and graphic design. They 
have a vast network of contacts and have 
worked with both one-off pieces and mass 
production. Several of them, moreover, 
have taught and are hence used to commu-
nicating and discussing thoughts and ideas 
about design.
          The group’s first task was to develop 
the concept for the restaurant. Initially, 
the aim was to discover and investigate 
with fresh eyes the conditions under 
which craft and design are created today. 
The design process then went on to focus 
increasingly on exploring materials and 
production methods. As ideas started 
to take shape, the emphasis shifted to 
making contact with producers, old and 
new. After the Museum had approved the 
concept, the group was asked to invite 
more designers to work on specific parts 
of the interior. As mentioned previously, 
the Nationalmuseum’s idea was to give 
as many people as possible the chance to 
participate. Our motto was the more the 
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THE TESSIN LECTURE/IN THE BREACH OF DECORUM: PAINTING BETWEEN ALTAR AND G ALLERY

The following entry is recorded among 
the obituaries of 1640 for the San Prospero 
parish in Reggio: 

A panel, depicting the birth of Jesus 
Christ – the work of the most renowned 
painter Antonio da Correggio – was carried 
off by night. This sacrilege perpetuated by 
order of our Duke Francisco brought very 
deep sadness to all citizens. This panel is 
held among the most valuable art-objects 
of the same Duke in the city of Modena.1 

This bitterly ironic obituary was a 
response to the seizure, under the cover 
of night, of Correggio’s famous Notte altar-
piece (Fig. 1) from its chapel in Reggio, 
as ordered by the Duke of Mantua, who 
wanted the masterpiece for display in his 
own gallery. We will return to this episode. 
          Beginning late in the sixteenth 
century in Italy, a significant number of 
paintings that had been commissioned 
for church settings were acquired by 
collectors for display in their private 
palaces. In almost every instance, the 
transfer created some kind of disturbance, 
resistance, discomfort, or even scandal – 
evidence that this was a disruptive pheno-
menon. Displacements of altarpieces fre-
quently entailed negotiations and accom-
modations that were far from straight-
forward. Motives of buyers, sellers, and 
middlemen were hidden or dissembled; 
people acted in secret, or under coercion, 
or illicitly. The phenomenon of taking 
private possession of sacred paintings, 

In the Breach of Decorum: Painting between Altar and Gallery

Gail Feigenbaum
Associate Director, The Getty Research Institute, Los Angeles

Fig. 1 Antonio da Correggio (1489–1534), Notte – The Holy Night. Oil on poplar wood, 
256.5 x 188 cm. Gemäldegalerie Alte Meister. Dresden, Gal. Nr. 152.
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collectors to survive in their sacred 
setting and that their desire was a force 
cloaked in rejection. 
          The spate of purportedly “rejected” 
paintings from churches around 1600 
coincides with the moment when the 
phenomenon of collections of paintings 
became highly prominent all over Italy 
and markedly in Rome. Such collecting 
for private display introduced a new 
instability and a new set of values into a 
centuries-old system of patronage. In this 
destabilization can be seen the tradition of 
the commission per se colliding head-on 
with the nascent art market. A working 
out of principles can be traced for what 
is proper or unacceptable for display in 
an ecclesiastical setting and, concomi-
tantly, what can be permitted for display 
in a private palace gallery. In a tug of 
war over sacred possessions, values of 
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and discomfort of this passage. If it may 
first seem like the question is one of altar-
piece or masterpiece, the answer may be, 
in the end, altarpiece and masterpiece. 
          The context – in fact, the crucial 
impetus – of this transfer from sacred to 
secular setting was collecting, especially 
a mentality of collecting that prized the 
aesthetic and authorial aspects of pain-
ting. This essay argues that it is necessary 
to recognize the agency of collecting, as 
exemplified by the most dramatic and 
notorious transfers of paintings from 
church to gallery: the several works by 
Michelangelo Merisi da Caravaggio 
traditionally regarded in the literature as 
having been rejected for their intended 
chapel. A critical reading of the historical 
record inverts this view, suggesting 
instead that Caravaggio’s innovative 
paintings were too avidly desired by 

most strikingly altarpieces, exposes a 
moment of disequilibrium in the function 
and value of painting. You may be struck, 
as I was, by the words introducing this 
essay, by the repeated prefix dis– disequi-
librium, disturbance, disruption, displa-
cement, discomfort, dissembled – a prefix 
that thematizes a reversing, sundering 
force at work. A critical examination of 
some of these transactions revises our 
interpretation of some famous episodes 
of art history. This essay considers, on 
the one hand, how such transfers created 
a new problem of how to deal with the 
absence left behind in a chapel when an 
altarpiece departs and, on the other hand, 
how to accommodate a painting designed 
for public devotion in the secular setting of 
a private palace. Notable are some strange 
and improvised responses to the situation 
that were symptomatic of the confusion 

Fig 2 Andrea Del Sarto (1486–1530), Annunciation. Oil on panel, 96 x 189 cm. Palazzo Pitti, Florence, Palatina, n. 163 (1912). 
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of a connoisseurial conversation. Or, more 
precisely, the sacred content may recede 
but it does not quite disappear, as we will 
see. The disequilibrium boils up and sim-
mers only briefly. Already by the middle 
of the seventeenth century, it had become 
commonplace for religious paintings made 

moral instruction were pitted against 
aesthetic values. Issues of interpretive 
nonconformism that would be salient and 
problematic in an ecclesiastical setting 
recede as a painting shifts into an arena 
of display where it will be judged by very 
different criteria and become the subject 

for consecrated locations to be part of 
the stock-in-trade of the second-hand art 
market and for altarpieces to be removed 
from churches at the behest of collectors 
and senza il minimo scrupolo.2 
          Rome is a special arena, but this story 
unfolds across all Italy and over the Alps. 

Fig. 3 Albrecht Dürer (1471–1528), Feast of the Rose Garlands, 1506. Oil on wood, 162 x 192 cm. National Gallery in Prague, Prague, O 1552.
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pieces that had been in their chapels for 
many decades – paintings by prominent 
artists of an earlier generation, such as 
Coreggio, Dosso Dossi, and Francesco 
Francia.4 The very notion that altarpieces 
could be collected in this way was new, 
powerful, and spreading fast.
          In that same year, 1584, Emperor 
Rudolf II fixated on Albrecht Dürer’s 
altarpiece, The Adoration of the Holy 
Trinity, in a church in Nuremberg. He 
wanted to display it in his castle in Prague. 
Nuremberg resisted Rudolf’s efforts to 
remove the altarpiece, which complicated 
the negotiations, but opposition was futile 
in the face of the emperor’s power play in 
his own territory. Emboldened by success, 
Emperor Rudolf later turned his sights on 
another Dürer, this time the celebrated 
Feast of the Rose Garlands altarpiece in 
Venice (Fig. 3). In 1606, Dürer’s altarpiece 
was very much in situ in the chapel of the 
Fondaco dei Tedeschi in the church of San 
Bartolomeo. The Feast of the Rose Garlands 
was a decidedly site-specific work of art 
that included recognizable portraits of 
the brotherhood of German merchants in 
Venice who had commissioned it a century 
before. 
          Newly found correspondence reveals 
how the priests of San Bartolomeo resisted 
a first attempt by Rudolf to buy the altar-
piece.5 In the end, however, the priests 
settled for two hundred florins in “acknow-
ledgment” of their claim. Paying off the 
priests would become a preferred tactic 
in the private acquisition of pictures out 
of churches. In this case, seven hundred 
florins bought the Dürer from the brother-
hood, making the extraordinary total 
price of nine hundred florins for Rudolf 
to extract the altarpiece from its chapel. 
Dürer’s altarpiece was in fragile and 
deteriorated condition, and the emperor 
himself stipulated the transport condi-
tions. Swaddled in carpets and waxed 
cloth, his trophy would be carried on poles 
on the shoulders of strong Venetian por-
ters all the way to the imperial residence 
in Prague. Rudolf’s terms also provided for 

into a rectangle, thereby regularizing it 
or normalizing it into what the Romans 
would have called a quadro – their term 
for pretty much anything in a frame – so it 
would fit better in a gallery setting. The Del 
Sarto was an early instance of collecting 
out of a church and also an early example 
of how a painting might need some adjust-
ment in its transfer from sacred to secular 
space. 
          Collecting was in the air during these 
years, and in 1584 Duke Alfonso II d’Este 
had his agent compile a list of paintings 
in the environs of Ferrara, targeting them 
for acquisition. On his list were altar-
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In the church of Santissima Annunziata 
in Florence, Andrea del Sarto’s beautiful 
lunette of the Annunciation – not an 
altarpiece itself but rather crowning an 
altarpiece by another artist – worked its 
magic on Cardinal Ferdinando de’ Medici.3  

When he managed to get hold of del Sarto’s 
lunette in 1580 (Fig. 2), he brought it to 
Rome to the Villa Medici. He ordered a 
copy by Alessandro Allori installed in its 
place in Santissima Annunziata. For dis-
play in the Villa Medici, the lunette shape 
of the original was perhaps too redolent 
of the church setting. Corners depicting 
curtains were added to make the lunette 

Fig. 4 Raphael (1483–1520), The Deposition, 1507. Oil on panel, 184 x 176 cm. Galleria Borghese, Rome, 369.
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left in Perugia. In exchange for Raphael’s 
original, the Borghese sent two copies 
of the altarpiece to Perugia, one by 
Lanfranco and another by the Cavaliere 
d’Arpino (Giuseppe Cesari ) as well as 
some silver lamps.8 We do not seem to 
have evidence that Scipione installed the 
Raphael in his private chapel. More likely, 
he hung the altarpiece in his rooms of 
pictures, where it appears in later inven-
tories. It is possible that Scipione incorpo-
rated it into some kind of an iconographic 
ensemble, as he did with another altar-
piece discussed in these pages. 
          Skipping forward a few decades after 
Emperor Rudolf’s and Scipione Borghese’s 
strong-armed displays of collecting power, 

too was motivated by his own devotion, 
which would be aided by having the 
Raphael altarpiece in his own private 
chapel. Scipione slyly pointed out that the 
order had already removed the Raphael 
from its sacred function above the altar, 
having placed it in the sacristy – where 
they no doubt had locked up the painting 
to try to protect it from the cardinal’s men 
coming to take it into possession. Finally, 
Scipione turned to his uncle, Pope Paul V, 
who coerced the donation from the vicar 
general of the order that held the church, 
and then the pope gave the picture to 
Scipione. In the end, the picture had to 
be removed from Perugia in secret, under 
cover of darkness. Hard feelings were 

a fresh, bright new copy to replace Dürer’s 
damaged original in San Bartolomeo.6  
Providing a copy to replace an altarpiece 
that had been removed for the purpose 
of collecting became standard practice, 
as will be seen, and it raises a panoply of 
questions regarding the aesthetic and fun-
ctional values of the altarpiece. After all, if 
a replica of the original preserved 
the iconography intact, why should it be 
of less service in the purely devotional 
or liturgical context of the chapel? Such 
reasoning – at times quite disingenu-
ous – crops up on multiple occasions in 
negotiations for the acquisition of art out 
of churches.
          Emperor Rudolf II was a determined 
collector, but he was more than matched 
by Scipione Borghese, the cardinal nephew 
of Pope Paul V. Looking at Scipione’s 
known exploits in this arena, such as the 
lengths to which he was willing to go to 
procure Raphael’s Deposition (Fig. 4), it 
becomes easier to detect his machinations 
in the shadows of other episodes of aggres-
sive collecting. The well-known Raphael 
affair need not be recounted fully here. 
Suffice it to say that Scipione, who fully 
enjoyed his position of cardinal nephew – 
the closest and most powerful advisor to 
the pope – was a passionate connoisseur 
and a ruthless collector. A famous and 
rather droll letter of the time describes 
Scipione as “having gotten in the mood 
for beautiful pictures.”7 In 1608, he had 
“gotten in the mood” for Raphael’s 
Deposition over the altar of the Baglioni 
family chapel in the church of San 
Francesco al Prato in Perugia. The 
citizens of Perugia, the clergy of the 
church, and the heirs of the Baglioni 
family had enjoyed Raphael’s Deposition 
for over a century and made their sense 
of ownership of the altarpiece, and their 
opposition to its removal, clear. Every 
diplomatic feint Scipione could think of 
was met with stubborn opposition. The 
Franciscans defended their Raphael as a 
beloved object of devotion of the commu-
nity. Scipione counter-claimed that he 
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Fig. 5 Pietro Perugino (c. 1448–1523), Pietà – Piety with St. John the Evangelist, Joseph of Arimathea and 
St. Mary Magdalene. Oil on panel, 168 x 176 cm. Galleria degli Uffizi, Florence, 8365/1890.
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one finds that the phenomenon of acqui-
ring paintings out of churches had become 
common, if not entirely frictionless. Maria 
Maddalena d’Austria, Medici granduchess 
of Tuscany, obtained Perugino’s altarpiece 
of the Deposition (Fig. 5) from the church 
of San Giovanni della Calza in Florence 
and installed it, along with other “beau-
tiful old works,” in her Villa del Poggio 
Imperiale. She had a copy made by Ottavio 
Vannini to replace the original in the 
church.9 Her transaction seems to have 
been rather friendly compared to the 
high profile, aggressive collecting practices 
of Francesco I d’Este, Duke of Modena, 
who was determined to rebuild the famous 
collections of the Estense Duchy, which 
had been dispersed in the wake of 
Ferrara’s annexation by the papal states. 
Francesco bought actively from private 
collections, but he lusted after major altar-
pieces by the great masters of the region. 
Correggio was the prize he coveted. In 
1638, Francesco sent his men to the church 
of San Francesco, in the town of Correggio, 
where, “under cover of night,” they remo-
ved Correggio’s altarpiece The Rest on the 
Flight into Egypt, the poignant nocturne 
referred to as Il Riposo (Fig. 6), and 
replaced it with a copy by Jean Boulanger, 
an artist from the court.10 It was reported 
that inhabitants of Correggio harassed 
and chased the priest who let this happen, 
but the deed was done.11 Two years later, 
Francesco surreptitiously nabbed 
Correggio’s Adoration of the Shepherds, 
the celebrated La Notte, from the altar 
of the Pratoneri family chapel in San 
Prospero, in Reggio Emilia, and substitu-
ted a copy. The obituary at the beginning 
of this essay was written on this occasion. 
Duke Francesco thought better of employ-
ing such a risky tactic in his own backyard 
when he determined to get Correggio’s 
Madonna and Child with Saint George 
altarpiece, which was closely guarded 
by the lay confraternity of Saint Peter 
Martyr in Modena. This time, he offered 
to purchase the altarpiece or replace it 
with a painting or copy by the artist of 
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Fig. 6 Antonio da Correggio (1489–1534), The Rest on the flight into Egypt with Saint Francis, c. 1520. Oil on 
canvas, 120 x 105 cm. Galleria degli Uffizi, Florence, 1455/1890.
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the confraternity’s choice. They opted for 
a new altarpiece by Guercino, the most 
celebrated living artist in the region. After 
years of delay and persistent reminders 
by the confraternity, Francesco eventually 
supplied it.12 Francesco also got hold of 
Correggio’s Madonna and Child with Saint 
Sebastian, and in 1641 he decided to swap 
Correggio’s Il Riposo for Andrea del Sarto’s 
Sacrifice of Isaac, owned by Ferdinando 
de’ Medici. The Duke of Modena could 
still display a uniquely impressive array 
of three major Correggio altarpieces in 
his gallery in the new Palazzo Ducale, 
where they were described by Francesco 
Scannelli as the most notable works in the 
collection.13 The Correggios had made the 
transition from their altars, where they 
served devoted congregations as well as a 
community of art lovers, to trophies in the 
art gallery of a nobleman. This survey 
concludes in the 1660s further south, 
where in another wave of assertive 
collecting, Pedro Antonio de Aragón, 
viceroy of Naples, bought Raphael and 
Titian altarpieces out of churches to send 
to Spain.14 Pictures commissioned for 
churches do not seem to have been traded 
much on the newly emerging art market 
in the sixteenth century, but by the mid-
seventeenth century, such paintings were 
circulating in the second-hand trade and 
were visible enough to become conten-
tious.15 The writer, painter, and art dealer 
Marco Boschini registers the ambivalence 
of this moment in his La carta del navègar 
pitoresco (1660), lamenting the removal of 
altarpieces from Venetian churches even 
as he himself facilitated their removal to 
enter the collection of Cardinal Leopoldo 
de Medici.16  

          In these transfers, the copy often 
served as a hinge. What might seem like a 
simple solution of substituting a copy for 
the original altarpiece was fraught with 
anxiety. The altarpiece was attractive to 
a collector because it has an excessive 
aesthetic charge: its appeal as a work of art 
overwhelms its liturgical function. A copy, 
which carries and conveys the identical 

THE TESSIN LECTURE/IN THE BREACH OF DECORUM: PAINTING BETWEEN ALTAR AND G ALLERY

Fig. 7 Girolamo Muziano (1532–1592), Assumption of the Virgin. Oil on canvas, 154 x 108 cm. Private 
collection. Smaller copy of lost altarpiece from San Luigi dei Francesi, Rome.



162Art Bulletin of Nationalmuseum Volumes 24 –25, 2017 – 2018

iconographic content, should function 
liturgically without loss. But often the 
performative aspect of the painting – the 
artistic identity and quality – was under-
stood to contribute to its power to instruct, 
delight, and move the worshipper, and it 
was valued by the religious community as 
well. In this capacity, a copy did not suffice. 
Yet there were other cases – for example, 
the Dürer altarpiece in Venice – when a 
fresh, bright copy might be more desirable 
to the church than the worn and battered 
original that seemed a ruined relic of a 
venerable artist. 
          Making copies of altarpieces in this 
time period was a common practice. It 
is often explained that artists learned 
by copying the important works of 
illustrious masters; in this discourse, 
the church figures as a kind of school for 
artists and the place for public display 
of an august art historical tradition. The 
case of copying that breaks the surface 
most sensationally is that of Federico 
Barocci. His much-admired altarpieces 
were in danger of being destroyed by eager 
copyists who employed tracing techniques 
that damaged the originals, and eventually 
access to copyists in the chapels had to be 
forbidden to save them. But mechanically 
tracing a very large altarpiece to make a 
full-size copy is hardly a viable learning 
method for artists. Replicas turned out by 
Barocci’s own studio attest to demand, and 
copying was surely motivated by a market 
for full-size replicas of altarpieces for 
collectors, some probably for private 
chapels but also for display in galleries. 
Copies were by no means rare in galleries. 
Even the most prominent of collectors, 
such as the Giustiniani family, displayed 
them and commissioned copies of works 
they admired that were owned by others, 
a mentality behind the flood of copies 
of genre paintings by Caravaggio, for 
example. Copies were reversible in the 
seicento, functioning as satisfactory sub-
stitutes for originals both in the domestic 
collection and in sacred spaces. The copy 
behaves almost like an icon, reflecting and 
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Fig. 8 Michelangelo Merisi da Caravaggio (1571–1610), The Death of the Virgin, 1601–1605/6. Oil on canvas, 
369 x 245 cm. Musée du Louvre, Paris, inv. 54.
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chained to its original. Yet the aesthetic 
dimension, the work as a performance by a 
desired artist, was not the same. Cardinal 
Scipione Borghese argued that he needed 
Raphael’s Deposition to aid his devotions. 
If he thought a copy would suffice for the 
religious community of Perugia, why was 
it inadequate for him? What the cardinal 
wanted for his purposes, and what the 
Perugia congregation wanted for theirs, 
was Raphael’s original. 
          To connect some well-known and 
some lesser-known episodes of this nature 
over the arc of several decades helps to 
recognize, in retrospect, the contours of 
the phenomenon that emerged just around 
1600, and how collecting of paintings out 
of churches came to factor into dealings 
with living artists – complicating and 
destabilizing transactions that might 
otherwise have had a quite different out-
come. The membrane between sacred and 
private display became permeable. This is 
famously the case for certain Caravaggio 
paintings long regarded as having been 
rejected outright and subsequently bought 
by collectors. We can now understand 
these paintings to have had a knottier 
itinerary. Caravaggio’s case is the most 
salient, but rejection and collection were 
similarly entwined in altarpieces by 
Lodovico Carracci, Cecco del Caravaggio, 
Guido Reni, and Peter Paul Rubens.
          Altarpieces that were rejected just be-
fore 1600 offer some insight into a change 
of attitude. Girolamo Muziano’s Assump-
tion of the Virgin (Fig. 7) was placed over 
the high altar of San Luigi dei Francesi in 
Rome in 1574. Eleven years later, it was 
removed and substituted by an altarpiece 
by Jacopo Bassano of the same subject. 
We do not know why. When Muziano died 
in 1592, he still had the large rejected 
altarpiece from San Luigi unsold in his 
possession.17 We can surmise that at this 
moment in history, when the earliest of 
our examples are just beginning to appear, 
there was still no place for an altarpiece 
of the Assumption except over an altar 
dedicated to the Assumption; an altarpiece 

THE TESSIN LECTURE/IN THE BREACH OF DECORUM: PAINTING BETWEEN ALTAR AND G ALLERY

Fig. 9 Michelangelo Merisi da Caravaggio (1571–1610), Madonna dei Palafrenieri. Oil on canvas, 292 x 211 cm. 
Galleria Borghese, Rome, 110.
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was not quite yet an object for collection 
and display in the secular space of a private 
palace. There had been signs portending 
the future, however. As early as the 1520s, 
Duke Alfonso II d’Este’s agent tried 
unsuccessfully to get from Titian the 
Saint Sebastian, part of a polyptych he was 
working on for the papal legate Altobello 
Averoldi. Alfonso’s agent told Titian that 
he would be “throwing the picture away 
to give it to a priest.”18 Secular aesthetic 
interests were already exerting pressure 
on the sacred. 
          Scipione Pulzone’s Pala degli Angeli 
for the Cappella degli Angeli in Chiesa del 
Gesù was rejected at around the same time 
as the Muziano. According to the later 
account by Pulzone’s biographer Giovanni 
Baglione, his angels were portraits – they 
were described as beautiful, and painted 
from nature and representing people 
known to all. It has been speculated that 
the rejection was a result of sparingly 
clothed angels and the hotly debated 
theological arguments about angels in 
those years; in the end, the pope him-
self censured it, and the altarpiece was 
taken down. It seems not to have been 
an emergency, as Pulzone’s indecorous 
pala d’altare remained in place for at least 
three years before a new altarpiece was 
installed. Baglione, whose accounts are 
centrally implicated in the narratives of 
Caravaggio’s purportedly rejected pain-
tings, pointedly filters Pulzone’s too-
naturalistic angels retroactively through 
a critical rhetoric of scandal strikingly 
similar to what he had created for 
Caravaggio.
           It is in Caravaggio rifiuto, or rejected, 
that we can recognize the moment of 
maximum disequilibrium between sacred 
and secular possession. For centuries, and 
to the present day, it has been a fixture 
of the art historical literature that five of 
Caravaggio’s commissions for churches 
had been rejected. That is a lot of rejection. 
A few decades ago, the great Caravaggio 
scholar Luigi Spezzaferro began to under-
mine these long-held assumptions when 
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Fig. 10 Michelangelo Merisi da Caravaggio (1571–1610), Saint Matthew and the Angel, 1602. Oil on canvas, 
295 cm x 195 cm. Gemäldegalerie des Kaiser-Friedrich-Museum, formerly in Berlin, destroyed in 1945. 
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he argued that of these only The Death 
of the Virgin (Fig. 8) was in fact rejected, 
and possibly the Pala dei Palafrenieri (Fig. 
9).  Not every scholar is convinced, but 
this line of research has pushed out of the 
shadows and into the light the powerful 
agency of the collector and the force of 
collecting. Evidence continues to emerge 
to advance this thesis even further. Of 
Caravaggio’s five paintings traditionally 
designated as having been rejected – 
The Death of the Virgin, the Pala dei 
Palafrenieri, the first version of the 
Inspiration of Saint Matthew (Fig. 10) 
for the Contarelli Chapel, and the lateral 
panels of the martyrdom of Saints Peter 
and Paul for the Cerasi Chapel – the sole 
documented bona fide rejection, in this 
writer’s opinion, seems to be The Death 
of the Virgin. And it is important to call 
attention to the fact that at the very 
moment this altarpiece was rejected it 
was simultaneously also a highly desired 
object of collection. The altarpiece had 
been commissioned by the papal lawyer 
Cherubino Laerzi for his family chapel 
in Santa Maria della Scala in Trastevere, 
Rome. If the Discalced Carmelites, 
whose church this was, had – for what-
ever reasons (and these were surely 
complicated and continue to be debated) 
– found the picture unacceptable for 
their church, then potential buyers fiercely 
competed for it. Giulio Mancini, papal 
physician and influential art connoisseur, 
remarked that Caravaggio based the Virgin 
on a prostitute, a breach of decorum 
compounded by the story that this was a 
prostitute whose drowned swollen corpse 
had been pulled out of the Tiber. 
If this created a problem for display in 
the church, Mancini saw no obstacle to its 
display in a private setting, and he tried 
to buy the altarpiece.20 Mancini was soon 
out of his depth when Peter Paul Rubens 
declared it Caravaggio’s finest work and 
urged the Duke of Mantua, Vincenzo 
Gonzaga, to buy it. The purchase was 
agreed to with no loss of money to the 
commissioner or to Caravaggio, and the 
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Fig. 11 Cecco del Caravaggio (c. 1588–1620), The Resurrection, 1620. Oil on canvas, 339.1 x 199.5 cm. 
Art Institute of Chicago, Chicago, 1934.390.
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collector’s trophy was immediately put 
on public display for a week in Rome 
by popular demand. Whatever made it 
objectionable to the church – whether the 
swollen body of the Virgin (a symptom of 
corruption) or the absence of any sign of 
her ascension, body or soul, into heaven 
– such problems were no impediment to 
would-be collectors.21 For them, the fame 
and innovative style of Caravaggio were 
prime requisites, and for a large altarpiece 
to take pride of place in a paintings gallery 
was acceptable. For progressive collectors, 
in fact, Caravaggio’s unorthodox, noncon-
formist, even transgressive interpretations 
had their own appeal, which could be 
tested and debated in the safer, intimate 
context of display in one’s own palace. 
The very qualities that made a Caravaggio 
difficult or impossible to function as an 
altarpiece in a church were the same 
ones that made it irresistibly attractive to 
connoisseurs who would approach it from 
their own critical perspective in a private 
setting. 
          Evidence of rejection of Caravaggio’s 
other commissions for churches is 
complicated and equivocal. But that the 
paintings came to be regarded as rejec-
ted has much to do with the powerfully 
influential later accounts by Giovanni 
Baglione and Giovanni Pietro Bellori, 
both of whose writings were colored 
by strong personal or theoretical antago-
nism toward Caravaggio. Shadows cast by 
these seicento accounts made it harder 
to discern what only now can be seen 
as opportunistic transactions of eager col-
lectors who wanted Caravaggio’s paintings 
to display in their own palaces and who 
intervened with plentiful scudi at the 
ready – often backed up by political clout 
– at the slightest hint of hesitation at any 
point in the commission process. While 
the evidence and literature are dense, the 
next pages suggest how these famous cases 
of functional transition can be regarded 
differently in the light of such collecting 
and point out the relevance to four other 
Caravaggios with murky histories. 
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Fig. 12 Michelangelo Merisi da Caravaggio (1571–1610), Conversion of St. Paul. Oil on cypress wood, 237 cm x 
189 cm. Odescalchi Balbi Collection, Rome.
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and they were eager to make their claim 
visible. They first planned to reuse their 
altarpiece of Saint Anne, by Leonardo da 
Pistoia and Jacopino del Conte, from the 
old basilica of Saint Peter’s, but when it 
did not fit into the tabernacle of their new 
altar, they lost no time in commissioning 
an altarpiece from Caravaggio a month 
later, on 1 December 1605. Four months 
later, the altarpiece was ready and seems 
to have been installed on 14 April. Just at 
this time, the confraternity’s rights to the 
altar were rescinded, and Caravaggio’s 
painting was removed two days later. The 
confraternity petitioned anew for an altar 
and were promptly denied. Without their 

case, but not for the reasons usually 
offered. Louise Rice’s reading of the 
documents in her book about the altars 
and altarpieces of new Saint Peter’s 
provides a more persuasive interpretation 
of events.22 The confraternity of the 
Palafrenieri was granted an altar in new 
Saint Peter’s on 31 October 1605. The 
Palafrenieri were the grooms of the 
Vatican, and their patron was Saint Anne, 
who accompanies the Virgin and young 
Christ as they trample the servant of 
heresy, an iconography linked to the con-
troversial doctrine of the Immaculate 
Conception. From the outset, the confra-
ternity’s rights to the altar were contested, 

Until recently, Caravaggio’s altarpiece of 
the Madonna and Child with Saint Anne 
(Madonna dei Palafrenieri) had seemed 
to present a similar case to The Death of 
the Virgin. The painting lasted only a few 
days on its intended altar in the new Saint 
Peter’s Basilica before it was removed. 
The absence, or at least ambiguity, of 
evidence as to why it was taken down has 
not prevented scholars from concluding, 
variously, that it was ordered removed 
by Pope Paul V himself, or else that it was 
removed on the orders of the Fabric of 
Saint Peter’s, or else that it was removed 
by the confraternity of the Sant’Anna de’ 
Palafrenieri. The latter seems to be the 
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Fig. 13 View of the Cerasi Chapel in Santa Maria del Popolo with paintings by Annibale Caracci (front and ceiling) and by Caravaggio (both sides).
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altar in new Saint Peter’s, the confraternity 
had no need for Caravaggio’s altarpiece of 
the Madonna de Palafrenieri. All this was 
settled when exactly two months later, on 
16 June, they sold Caravaggio’s altarpiece 
to Cardinal Scipione Borghese. Scipione 
paid one hundred scudi, so the confrater-
nity even turned a profit of twenty-five 
scudi. The confraternity’s loss of the altar 
and an opportunistic collector ready and 
eager to make good on their investment 
seem to have determined the fate of the 
Pala dei Palafrenieri. The early literature 
spun a different tale, but it seems not to 
have been the case, as Bellori intimated, 
that Caravaggio’s altarpiece was rejected 
for its ignoble portrayal of the young 
Jesus or for heretical iconography – 
claims that have been repeated to the 
present. Nor was it rejected, as Maurizio 
Calvesi more recently argued, because 
of Pope Paul V’s opposition to having a 
painting by a murderer in Saint Peter’s, 
never mind that Caravaggio committed 
the homicide on 29 May, six weeks after 
the confraternity had lost their altar and 
had to remove the altarpiece.23 Certainly 
the Cardinal Scipione Borghese, the pope’s 
own nephew, had no misgivings about 
acquiring a painting by Caravaggio two 
weeks after the artist had killed a man. 
Scipione Borghese the same collector 
who had gotten in the mood for Raphael’s 
Deposition in Perugia was also in the mood 
for Caravaggio.
          The transition of this altarpiece into 
the private domain can now be followed, 
thanks to new research by Stefano 
Pierguidi.24 Scipione Borghese, the pala 
d’altare’s new owner, was developing his 
villa and gardens at the edge of the city 
as a place to display his fast-growing 
collection. Scipione did not simply treat 
his new Caravaggio altarpiece – which was 
well over three meters high and almost two 
meters wide – like another gallery picture. 
For the villa’s entrance hall, Scipione 
created an ensemble of religious paintings 
iconographically connected to the theme 
of the Immaculate Conception, a dogma 
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Fig. 14 Michelangelo Merisi da Caravaggio (1571–1610), Saint John the Baptist in the Wilderness, 1604. 
Oil on canvas, 173 x 132 cm. Nelson-Atkins Museum of Art, Kansas City, 52-25.
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Borghese’s villa suggests that there could 
well have been a distinctive treatment 
of the Cecco. On the other hand, a taste 
for large gallery pictures, which becomes 
more apparent in later decades, seems to 
have been emerging already in the teens, 
as in Borghese’s Diana and Her Nymphs, 
by Domenichino, which is three and a half 
yards wide – the same as the Cecco altar-
piece is high.
          Returning to the list of Caravaggio’s 
rejections, there appears the spectacular 
if unresolved first version of the Conver-

buy the rejected altarpiece straight-away, 
for a small discount of forty scudi. Michael 
Fried remarks that, for Scipione, the Cecco 
“functioned in effect as a large gallery pic-
ture.”25 It cannot be certain whether that 
was the case because there is no evidence 
for how it was displayed. It is, however, 
exceptionally large – a tall and very narrow 
painting whose altarpiece format is diffi-
cult to deny or disregard. On the one hand, 
the new evidence of the religion-themed 
ensemble incorporating Caravaggio’s Pala 
dei Palafrenieri in the entrance hall of 

with which the cardinal was strongly 
linked. He got hold of six paintings from 
the catafalque of a recently deceased mem-
ber of the Borghese family and arranged 
them in pairs. Caravaggio’s painting, with 
its powerful statement of the Immaculata 
theme, took pride of place in the center of 
the ensemble. A number of modern writers 
have remarked that paintings transferred 
from sacred to secular settings simply 
became just another picture in the col-
lection. Perhaps, but it can be argued that 
this view misses the friction that attended 
the assimilation. The domestication of a 
sacred painting was a process. It did not, 
or at least it did not always, lose its special 
status upon transfer, but its specialness 
was acknowledged and accommodated in 
different and complicated ways. 
          Alas it is not known how Cardinal 
Scipione Borghese accommodated in his 
collection another altarpiece he acquired, 
this time by Cecco del Caravaggio. This one 
was over 3.5 meters high, so significantly 
larger than even Caravaggio’s Pala dei 
Palafrenieri. Cecco’s Resurrection (Fig. 11), 
now in the Art Institute of Chicago, was 
an unequivocal rejection. The young 
Cecco had been a close associate of 
Caravaggio, and he became one of the most 
original and brilliant of the Caravaggisti. 
In 1619, he was commissioned by Piero 
Guiccardini, the Tuscan ambassador in 
Rome, to paint the altarpiece for his family 
chapel in Santa Felicita in Florence, the 
church just opposite the Ponte Vecchio, 
where Pontormo’s remarkable Deposition 
can still be seen. Cecco’s huge painting ne-
ver got to Florence. When it was finished 
in 1620, Piero Guicciardini rejected it; his 
reasons were not recorded. Cecco’s altar-
piece is spectacular, one of the greatest 
works inspired by Caravaggio, but per-
haps Guicciardini was concerned that its 
striking realism and eccentric, enigmatic 
iconography would not be the best fit 
for the Florentine church. Guicciardini 
had paid Cecco his full two hundred 
scudi for the commission, and lucky for 
Guicciardini, Scipione Borghese offered to 
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Fig. 15 Michelangelo Merisi da Caravaggio (1571-1610), Calling of St. Matthew, 1599–1600. Oil on canvas, 
322 cm x 340 cm. San Luigi dei Francesi, Rome.
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panels very early in the timeframe of the 
commission, before the remodeling of the 
chapel was complete.26 After the panels 
were finished, the artist was prompted 
to rethink his compositions so that they 
would align better with the more confined 
sightlines of the chapel’s new design. If 
Cerasi was unhappy with Caravaggio’s first 
pair of laterals, as Baglioni claims, surely 
the artist could have reworked his com-
positions. Revision would have been the 
time-honored response to such a situation. 
Instead, Caravaggio started fresh. Recent 

appeared but shared the same early 
history. According to Giovanni Baglioni’s 
biography of Caravaggio, the chapel’s 
patron, Tiberio Cerasi, who died unexpec-
tedly in May 1601, rejected Caravaggio’s 
two panels. Baglioni’s report of Cerasi’s 
rejection is not corroborated by other 
evidence and should be suspect in light of 
his animus against the artist, especially 
given that other claims Baglioni made in a 
similar vein have proven to be false. Luigi 
Spezzaferro suggests that Caravaggio 
painted the Conversion and Crucifixion 

sion of Saint Paul (Fig. 12) for the Cerasi 
Chapel (Fig. 13) in Santa Maria del Popolo 
in Rome, which was probably executed 
shortly after the commission in September 
1600. Caravaggio’s famous laterals of the 
Conversion of Saint Paul and Crucifixion of 
Saint Peter, which are in situ today, were 
not installed until some four years later. 
The first version of the Conversion of 
Saint Paul, now in the Balbi Odescalchi 
collection in Rome, is painted on a cypress 
panel. It originally had a pendant of the 
Crucifixion of Saint Peter, which has dis-
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Fig. 16 Ludovico Carracci (1555–1619), St. Sebastian Thrown into the Cloaca Maxima, 1612. Oil on canvas, 163.5 x 232.4 cm. J. Paul Getty Museum, Los Angeles, 
72.PA.14.



171 Art Bulletin of Nationalmuseum Volumes 24 –25, 2017 – 2018

scholarship suggests that he had to do 
this because Cardinal Giacomo Sannesio 
already had acquired the two panels for 
his private collection, perhaps even seized 
them after Cerasi’s death.27 Commissioned 
pictures deemed unsuitable for their 
original purpose in the church – whether 
by the patron or the artist – were scooped 
up by a collector behind the scenes. No 
harm, no foul. 
          Still in the eventful moment of 
Caravaggio circa 1600 in Rome, there 
comes the first version of the Inspiration 
of Saint Matthew for the Contarelli Chapel 
altar, which was destroyed in Berlin during 
the Second World War. It long figured in 
the literature as having been rejected by 
the patrons of the chapel. The reasons 
offered to support the alleged rejection 
have fueled copious scholarly debate, 
the details of which are unnecessary to 
rehearse here, as the Contarelli Chapel 
commission is notoriously complicated, 
thickly, and confusingly documented. 
Suffice it to say that the rejection was 
purported to have been motivated by the 
indecorous treatment of the subject: Saint 
Matthew cast as a rude peasant with dirty 
feet, rather too physically entangled with 
an angel who grasps his hand to guide the 
pen. In more recent times, Spezzaferro 
and other scholars began to question 
whether the lost Berlin picture ever had 
been intended as the altarpiece, whether 
it matched the iconography stipulated 
by the commission or the proportions 
and dimensions of the altar.28 The matter 
remains murky. But if the first altarpiece’s 
purported offenses of iconography and 
decorum had pained the commissioners, 
could the artist not have repainted and/or 
enlarged the composition? That he did not 
do so, that he started anew and did not feel 
compelled to salvage his earlier composi-
tion, may have been because Vincenzo 
Giustiniani had already acquired the 
altarpiece to put on display in his “stanza 
dei quadri antichi, sala elitaria dove pochi 
quadri di artisti viventi erano ammessi al 
confronto con opera del Cinquecento.”29 
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Fig. 17 Paul Rubens (1577–1640), The Ecstasy of St. Gregory the Great, 1606–07. Oil on canvas, 477 x 288 cm. 
Musée de Grenoble, Grenoble, MG 97.
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that the archconfraternity in Rome liked 
Caravaggio’s Trinity so well that they 
decided to keep it for themselves. They 
ordered a new Trinity from Cavaliere 
d’Arpino to send to Mexico, where it 
remains to this day. But unlucky for them, 
Caravaggio’s Trinity caught the eye of 
Cardinal Scipione Borghese, who had an 
involvement in the confraternity. The 
unprincipled force of Scipione’s desire 
proved irresistible; the confraternity 

demonstrate. An excess of desire to own 
a picture does not make as dramatic a 
story as the rejection of a maverick 
painter, but it could make for a fraught 
ethical situation. This was the case when 
the archconfraternity of Santa Trinità dei 
Pellegrini commissioned from Caravaggio 
in June of 1602 a Santa Trinità “con 
qualche bel capriccio” to send as a gift to 
their brethren in Mexico.30 Caravaggio 
painted the Trinity, now lost. And it seems 

Caravaggio’s altarpiece radically changed 
its context, becoming a gallery picture 
par excellence, even an exemplum that 
Giustininiani entered into an art historical 
aesthetic competition with the greatest of 
Italy’s old masters. 
          Collecting “old masters” out of chur-
ches can now be seen as interfering with 
commissions in progress by living artists, 
as the eager acquisitions of Caravaggios 
by Borghese, Sannesio, and Giustiniani 
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Fig. 18 View of Santa Maria Assunta di Carignano in Genoa. 
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was compelled to cede to his wishes. 
Caravaggio’s Trinity was conscripted for 
display in the Villa Borghese. Once again, 
Cardinal Scipione Borghese appears with 
his hungry and discerning eye, a lot of 
money, and no scruples about profiting 
from his powerful political position. 
          Also deflected from its church 
destination by an excess of desire was 
Caravaggio’s Saint John the Baptist in the 
Wilderness (Fig. 14), today in the Nelson-
Atkins Museum of Art in Kansas. It was 
commissioned by the banker Ottavio 
Costa, almost certainly with the intention 
of adorning the altar of the Oratorio di 
San Giovanni Battista di Conscente.31 
But Costa liked Caravaggio’s picture too 
much. He had a copy made to satisfy his 
obligation to the provincial oratory and 
installed the real Caravaggio in his palace 
in Rome. The Costa family knew that the 
original hung in their palace and intended 
to deceive when they described the copy 
displayed in the oratory as by Caravag-
gio. It is fair to argue that that Caravaggio 
super-charges Saint John with a sensual 
physical tangibility that can never have 
been entirely appropriate for an altar. The 
painting is stripped down iconographically, 
almost without attributes. John is not the 
ascetic in the wilderness from the Gospels, 
but rather he is a markedly handsome 
young man in a complex psychological 
rendering with barely sublimated erotic 
undertones. Caravaggio’s Saint John would 
have made an uneasy backdrop for a Mass. 
It seems that Caravaggio was testing how 
far a painter could go with instantiating an 
episode of religious history in the guise of 
modern life and how much explicit icono-
graphic information could be stripped out 
of a painting to the point where identi-
fication of the subject would become a 
matter of speculation. This was the kind of 
provocative question that could be debated 
by the intendenti in a gallery. The gallery 
was a safe zone to display and discuss 
controversial ideas and values in painting, 
a place to accommodate a painting that 
pushed the boundaries. A church was a dif-
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Fig. 19 Domenico Fiasella (1589–1669), Christ Raising the Son of the Widow of Nain, c. 1615. Oil on canvas, 
269.2 x 175.3 cm. Ringling Museum, Sarasota, SN112. Bequest of John Ringling, 1936.
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because the body being cast into the 
sewer was an image of force rather than 
devotion. Here is an instance in which the 
commissioner himself turned collector. 
An altarpiece by a leading contemporary 
artist entered the ever-growing Barberini 
collection of paintings, but its assimilation 
was not without some friction. After the 
picture entered the collection, the grisly 
disposal of the saint’s martyred body must 
have been considered disturbing. The 
solution we see documented in the seven-
teenth-century Barberini inventories was 
to secularize it, to change the subject from 
Christian to pagan. Sebastian became 
Palinurus, the helmsman of Aeneas who 
fell overboard – the gods’ sacrifice of one 
man to save many. So the altarpiece acqui-
red a marginally more uplifting Virgilian 
story, but one that might give rise to a very 
interesting philosophical conversation 
among connoisseurs.33 
          Peter Paul Rubens was exquisitely 
sensitive to the subtleties of relocating 
altarpieces. You will recall how he 
brokered the sale of Caravaggio’s rejected 
Death of the Virgin to the Duke of Man-
tua, and later he was part of a syndicate of 
Flemish painters who bought and brought 
to Antwerp Caravaggio’s Madonna of the 
Rosary, an unmoored altarpiece that seems 
to have been an aborted Roman commis-
sion.34 Rubens’s own experience included 
the rejection, in these same years, of his 
painting for the high altarpiece of Santa 
Maria in Vallicella, also called the Chiesa 
Nuova, because of a bad glare. He replaced 
it with a new altarpiece on slate that 
worked beautifully in the apse. But 
Rubens was left with a large altarpiece on 
his hands that was uncompromisingly 
liturgical and a poor fit in a domestic 
setting (Fig. 17). His solution was to try 
to transform it into a gallery picture, 
trimming the top and transforming the 
subject into a more appealing allegory 
of religion. He made the female saints 
prettier, all in the hope of finding a private 
buyer.35 

a conversation comparing their merits and 
qualities among the aristocratic owner of 
the palace and his educated, knowledgea-
ble guests. In an altarpiece, aesthetic pro-
perties were supposed to be in service of 
liturgical function and not, salient as they 
might be, in a painting enjoyed in a private 
secular setting. Installed in a chapel, an 
altarpiece was normally larger than a gal-
lery picture, and its formal qualities were 
calibrated to make a collective address to 
the congregation who viewed it at a distan-
ce. Gallery pictures were viewed up close. 
They competed with other independent 
framed pictures to attract the onlooker’s 
eye in a densely installed ensemble. 
Galleries – an innovation and an exciting 
new fashion – constituted a particular 
environment in which knowledgeable 
viewers (connoisseurs) from the nobility 
and high-ranking clergy were prompted to 
converse about issues proper to art. 
          In this moment of disequilibrium, an 
altarpiece could be an uncomfortable fit 
both in its intended setting in a chapel 
and in a private gallery. This was the case 
with an altarpiece commissioned from 
Lodovico Carracci by Maffeo Barberini 
when he was papal legate to Bologna. 
The altarpiece was intended for a small 
subterranean chapel under construction 
in Sant’Andrea della Valle in Rome, which 
marked the spot where Sebastian’s body 
was recovered after being thrown into 
the Cloaca Maxima by Roman soldiers, 
furnishing the subject of Carracci’s altar-
piece (Fig. 16).32 When construction of the 
chapel proved unfeasible, the obligation to 
Saint Sebastian was instead fulfilled by a 
niche in the grand Barberini family chapel 
in the nave of the church. Maffeo, proba-
bly responding to his brother’s hesitation 
about Carracci’s painting, informs him 
that he has decided to keep the altarpiece 
for his palace. He mentions the lighting 
as a concern and that he is ordering a 
new picture from Passignano (Domenico 
Cresti) for the niche in the family chapel. 
The subject would be changed to 
Sebastian being taken out of the sewer 

ferent kind of space. It is as if Caravaggio 
was challenging his patron, deliberately 
operating in breach of decorum, making a 
gallery picture when asked for an altar-
piece – something Costa understood when 
he brought the painting home. Here was an 
altarpiece that was a better fit in a private 
gallery than in a church. 
          Caravaggio’s Saint John prompts us 
to think about different dimensions of the 
transition from church to gallery, raising 
the issue of qualities proper to gallery 
pictures migrating in the other direction, 
from the private sphere into the church. In 
the Calling of Saint Matthew (Fig. 15), for 
example, Caravaggio had brought a genre 
painting into the Contarelli Chapel as a 
monumental lateral mural. Decorum was 
growing more complicated. The traditio-
nal nature and primary purpose of art in a 
chapel was to serve as a backdrop for the 
Mass, as opposed to the independent easel 
painting destined for a private gallery. For 
an altarpiece, iconographic content was 
essentially dogmatic in intent and should 
convey a message calculated to preach to 
and move the worshippers. It should be 
understood by a broad range of people, 
including those who are not highly edu-
cated. The church, in this period following 
the Counter-Reformation, enlisted the 
altarpiece as part of a propaganda initi-
ative to illustrate a doctrine and stir the 
devotion of the viewer. The subject should 
be intelligible and controlled and sanctio-
ned by the church; it should not introduce 
a way of depicting a subject that would 
not be readily recognized, nor should it 
confuse people – or worse, be unorthodox. 
Convention, tradition, and explicit, fully 
narrated themes are proper to altarpieces. 
In a gallery, by contrast, complicated or 
obscure iconography was welcome because 
it encouraged conversation and the display 
of wit and learning among its knowledgea-
ble visitors. A gallery hanging brought each 
painting into a new relation with its neigh-
bors. A painting of the penitent Magdalen 
and a painting of Venus could hang side by 
side, and their juxtaposition might prompt 
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precisely in the breach of decorum, staking 
a new position on the function of pain-
ting between sacred and secular, between 
aesthetic and religious values, and between 
commission and collection. 
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hands gives an even clearer picture 
of Bergh’s process. The finished 
painting is in the Bonnier portrait 
collection at Nedre Manilla in 
Stockholm. 

Fig. 2
Carl Fredrik von Breda 
(1759–1818)
Portrait of the Actor Saint-Ange, 
signed 1785
Oil on canvas, 100 x 83 cm 
The Axel Hirsch Fund (purchase 
2016, accession 2017)
NM 7380

Fig. 1
Richard Bergh (1858–1919)
Hand Studies for the Portrait of 
Gustaf Fröding, c. 1909
Oil and pencil on canvas, mounted 
on paper-panel, 35 x 47 cm 
The Magda and Max Ettler Fund
NM 7413
This portrait of the poet Gustaf 
Fröding was one of Richard Bergh’s 
most ambitious works. Many 
preparatory studies exist for its 
details. The Nationalmuseum collec-
tion already has a few for the head 
and face. The study for the arms and 

portrait in his early youth, possibly 
while studying for Edvard Perséus 
in the 1870s. Private tuition before 
applying to the Royal Academy was 
a common procedure. This self-
portrait is a significant acquisition. 
The Nationalmuseum already has 
a large number of works by Bergh, 
representing different phases in his 
artistic oeuvre, but this is the first 
work from his youth. 
See article on p. 71, Self-Portraits 
and Artists’ Portraits as Portraits of 
Friends – A Selection of Paintings and 
Drawings.

Acquisitions 2017: 
Exposé 

Paintings by
Swedish Artists 

Richard Bergh (1858–1919)
Self-Portrait, 1870s
Oil on canvas mounted on panel, 
35 x 29 cm 
The Magda and Max Ettler Fund
NM 7412
Richard Bergh painted this self-

Fig. 1 Richard Bergh, Hand Studies for the Portrait of Gustaf Fröding, NM 7413.
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Fig. 2 Carl Fredrik von Breda, Portrait of the Actor Saint-Ange, NM 7380. Fig. 3 Ferdinand Fagerlin, Two Savoyard Boys and a Girl Sellings Violets, 
NM 7397.

Fig. 4 Gustaf Cederström, Interior of a Bar, Paris, NM 7414. Fig. 5 Carl Frederik Kiörboe, Portrait of a Riding Woman, NM 7432.
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Olof Johan Södermark (1790–1848)
Presumed Self-Portrait, 1827
Oil on canvas, 49 x 39 cm 
The Wiros Fund
NM 7406
See article on p. 71, Self-Portraits 
and Artists’ Portraits as Portraits of 
Friends – A Selection of Paintings and 
Drawings.

Fig. 8
Selima Tersmeden (1856–1938)
Bavarian Peasant Girl
Oil on canvas, 60.7 x 49.8 cm 
The Axel Hirsch Fund (purchase 
2016, accession 2017)
NM 7378

life that it was hardly noticed. On the 
pavement, people hurry by, paying no 
attention to the horses’ final journey 
along the boulevard. 

Julius Kronberg (1850–1921)
By the Sea. Study, 1872
Oil on canvas, 23.5 x 31.5 cm 
The Wiros Fund (purchase 2016, 
accession 2017)
NM 7391

Amalia Lindegren (1814–1891)
Study of a Hand
Oil on paper-panel, 26.7 x 29.4 cm 
The Axel Hirsch Fund (purchase 
2016, accession 2017)
NM 7377

Oil on canvas, 74 x 63 cm 
The Anna and Ferdinand Boberg 
Foundation
NM 7397
Two Savoyard boys playing and a 
girl selling violets are a typical 
example of the French influence 
on Swedish artists around the mid-
1800s. Ferdinand Fagerlin lived in 
France before settling in Düsseldorf, 
which held more allure for Swedish 
artists at the time. In Paris, Fagerlin 
studied under Thomas Couture, as 
revealed by the plasticity and 
colouristic effects in this painting. 

Fig. 5 
Carl Frederik Kiörboe (1799–1876)
Portrait of a Riding Woman, 1848 
Oil on canvas mounted on masonite, 
59 x 73 cm
The Rurik Öberg Fund
NM 7432
Carl Fredrik Kiörboe was best 
known as an animal painter, but 
he also made portraits, including 
equestrian portraits such as this, 
which might conceivably represent 
a person in the court of Karl XV, of 
whom the artist was a close friend.

Fig. 6 
Nils Kreuger (1858–1930)
Young Boy, Motif from Holland, 
July–August 1883 
Oil on panel, 27.2 x 20.1 cm 
The Axel Hirsch Fund (purchase 
2016, accession 2017)
NM 7381
Nils Kreuger travelled with Richard 
Bergh to Katwijk aan Zee on the 
North Sea in July 1883. This painting 
is believed to be a study for the larger 
composition Shepherd, made the 
same year.

Fig. 9 
Nils Kreuger (1858–1930)
Decommissioned Omnibus Horses on 
Boulevard d’Enfer, Paris, signed 1885
Oil on panel, 13.5 x 23 cm
The Axel Hirsch Fund
NM 7415
Scenes from working-class settings 
and everyday life were common at 
this time. In this painting, Kreuger 
shows worn-out horses, used to pull 
the omnibuses of Paris, being led to 
the knacker’s yard. Such an episode 
was so self-evident a part of urban 

The French actor Saint-Ange perfor-
med in Stockholm from 1784 to 1788. 
Carl Fredrik von Breda painted the 
portrait in 1785 and it was exhibited 
at Konstakademien the following 
year. Saint-Ange is portrayed in the 
role of Crispin in Jean-François 
Regnard’s 1704 comedy Les Folies 
amoureuses. According to the 
exhibition catalogue from the 
Academy, the portrait shows Saint-
Ange speaking the line “Savez vous 
bien, Monsieur, que j’étois dans 
Crémone?” (“Are you aware, sir, that 
I have been in Cremona?”) Crispin 
is a wily servant in the employ of a 
young gentleman who is in love with 
the play’s heroine. In the portrait 
his mouth is slightly open, as if he 
is speaking. His expression and 
the twinkle in his eye hint at the 
character’s cunning nature. His outfit 
suggests a degree of snobbery. Bright 
yellow gloves and a wide belt in the 
same colour present a bold contrast 
to his elegant black attire. By using 
only a few colours and a composition 
that sets a large figure against a 
neutral background, the young 
von Breda created a powerful role 
portrait. 

Fig. 4 
Gustaf Cederström (1845–1933)
Interior of a Bar, Paris, signed 1885
Oil on canvas, 65 x 81 cm
The Axel Hirsch Fund
NM 7414
Gustaf Cederström is primarily 
known for his history paintings, but 
he also did a few realistic scenes 
in the typical French style at the 
time. His most famous work is The 
Salvation Army from 1886, showing 
Miss Booth’s visit to a Paris tavern. 
This was a study for the setting, an 
authentic tavern that Cederström 
was familiar with and found to be 
suitable for the subject. Catherine 
Booth posed in person for the large 
painting. She was the daughter of 
the Salvation Army founders, 
William and Catherine Booth, and 
she extended the movement to 
France. 

Fig. 3 
Ferdinand Fagerlin (1825–1907)
Two Savoyard Boys and a Girl Selling 
Violets, signed 1858

Fig. 6 Nils Kreuger, Young Boy, Motif from Holland, NM 7381.
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Fig. 7 Carl Erik Törner, Newspaper Boy, NM 7418. Fig. 8 Selima Tersmeden, Bavarian Peasant Girl, NM 7378.

Fig. 9 Nils Kreuger, Decommissioned Omnibus Horses on Boulevard d’Enfer, 
Paris, NM 7415.

Fig. 10 Robert Thegerström, Plein Air-Painter at the Coast, , NM 7409.
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Paintings by 
Foreign Artists

Fig. 11 
Otto Bache (1839–1927), Danish
Danish Soldier from the Danish-
German War, Study
Oil on paper mounted on canvas, 
69 x 36 cm
The Wiros Fund
NM 7417
Bache’s soldier is a study for the 
painting Danish Soldiers Return 
to Copenhagen in 1849, painted in 
1894, which belongs to the Museum 
of National History at Frederiksborg 
Castle. This was one of several works 
on Danish historic subjects that 
Bache was commissioned to paint 
for the collection. 

Fig. 12
Pierre-Nolasque Bergeret 
(1782–1863), French
Pietro Aretino in the Studio of 
Tintoretto, 1822
Oil on canvas, 59.7 x 49.1 cm
The Axel and Nora Lundgren Fund 
(purchase 2016, accession 2017)
NM 7376
Bergeret portrays the outspoken 
and arrogant writer Pietro Aretino 
visiting the artist Tintoretto’s studio 
to have his portrait painted. The 
artist, who was told that the model 
previously had slandered him, is 
avenged by scaring him with a flint-
lock pistol under the pretext of 
measuring the head. Nevertheless, 
they became friends. The dramatic 
scene has been interpreted by 
several historical painters. Bergeret 
exhibited his version at the Paris 
Salon in 1822. 

Fig. 13
Jean-Victor Bertin (1767–1842), 
French
View of Tivoli from above the Cascata 
Vecchia, 1806
Oil on canvas, 41 x 35 cm 
The Ulf Lundahl Fund and the Wiros 
Fund 
NM 7398
Tivoli fascinated most artists who 
travelled to Italy. Jean-Victor Bertin, 
who stayed here in 1806–07, has 
turned the motif into an advanced 
composition by limiting the gaze. 

Selima, called Minna Tersmeden, 
attended the Royal Academy in 
1879–85. Accompanied by her fellow 
student Hanna Hirsch-Pauli, she 
travelled abroad in 1885, with the 
intention of spending a longer period 
in Paris. On this trip, the two friends 
painted this peasant girl in Bavarian 
folk costume. Tersmeden chose to 
end her artistic career two years 
later and instead worked as a crafts 
teacher in London.

Fig. 10 
Robert Thegerström (1857–1919)
Plein Air-Painter at the Coast, signed 
1881
Oil on canvas, 65 x 100 cm 
The Wiros Fund
NM 7409

Fig. 7 
Carl Erik Törner (1862–1911)
Newspaper Boy
Oil on canvas, 45 x 38 cm
The Hedda and N. D. Qvist Fund
NM 7418
Carl Erik Törner’s paper boy is a 
fine example of French Naturalism’s 
influence on Swedish artists. Like 
the French, the Swedes did not paint 
rural scenes exclusively but also
the bustle of city life. Sentimental, 
realistic portrayals of children 
working were popular. The subject in 
Newspaper Boy is Swedish, however, 
and was probably painted after 
Törner’s sojourn in Paris in the early 
1880s. The painting was formerly 
owned by the art dealer and collector 
Gösta Stenman.

Unknown artist
Woman in a Studio, 1890s 
Oil on canvas, 60 x 84 cm
The Hedda and N. D. Qvist Fund
NM 7430
This painting shows an unidentified 
woman artist at work in her studio. 
Interestingly, it indicates that her 
practice includes other genres than 
portraits and still-lifes, which were 
the specialities of many women 
artists. The pictures in the studio 
include portraits and landscapes. 

Fig. 11 Otto Bache, Danish Soldier from the Danish-German War, Study,
NM 7417.
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Fig. 16
Johan Christian Dahl (1788–1857), 
Norwegian
Plantain. Study, 1830
Oil on paper mounted on cardboard, 
31.5 x 34.8 cm
The Ulf Lundahl Fund and the 
Wiros Fund
NM 7429
Studies such as this filled an 
important purpose for landscape 
painters in the early 1800s. Skilfully 
and meticulously, they would paint 
or draw separate components from 
nature, seeking to study every minute 
detail. This was a way of building 
a visual vocabulary that could be 
used when working on the large 
landscapes that were painted in the 
studio. Broadleaf plantain and other 
plants were often portrayed in the 
foreground of these paintings.

Étienne Bouhot (1780–1862), 
French
Interior from the Church Saint 
Thibault in Bourgogne
Oil on canvas, 46 x 38 cm 
The Hedda and N. D. Qvist Fund
NM 7435
See article on p. 49, Before Photo-
graphy – French Genre Painting in 
the Early 19th Century.

Charles-Marie Bouton (1781–1853), 
French
First Communion in the Interior of the 
Crypt of the Church of St Roch, Paris
Oil on canvas, 100 x 133 cm
The Wiros Fund
NM 7405
See article on p. 49, Before Photo-
graphy – French Genre Painting in 
the Early 19th Century.

Bertin. In his twenties, he embarked 
on a study tour to Italy, and returned 
there later as an academy grant 
recipient with historic landscapes 
as his main genre. This spectacular 
northern Italian river view, over-
looking a city, was attributed to 
him, according to an old note on the 
back. 

Étienne Bouhot (1780–1862), 
French
 View of the Pavillon de Bellechasse on 
rue Saint-Dominique in Paris, 1823
Oil on canvas, 55.5 x 47 cm
The Hedda and N. D. Qvist Fund
NM 7434
See article on p. 49, Before Photo-
graphy – French Genre Painting in 
the Early 19th Century.

At the same time it is topographi-
cally accurate. Bertin was an early 
plein-air painter, which explains the 
daylight that can be sensed here. He 
has adapted the motif to prevailing 
artistic conventions by providing the 
work with a stock figure, praying at 
an altar. 

Fig. 14 
Antoine Felix Boisselier 
(1790–1857), French
View from a Loggia, c. 1810–30
Oil on paper mounted on canvas, 
27 x 22.5 cm
The Axel and Nora Lundgren Fund 
(purchase 2016, accession 2017)
NM 7374
Antoine Félix Boisselier, like his 
friend Camille Corot, was a student 
of the landscape painter Jean-Victor 

Fig. 12 Pierre-Nolasque Bergeret, Pietro Aretino in the Studio of Tintoretto, 
NM 7376.

Fig. 13 Jean-Victor Bertin, View of Tivoli from above the Cascata Vecchia, 
NM 7398.
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Fig. 17
Lorenz Frølich (1820–1908), Danish
A Ditch, c. 1850
Oil on paper, 27.5 x 34 cm 
The Wiros Fund
NM 7400
Frølich’s small painting of a ditch 
across a wetland is based on direct 
studies in front of the motif, but 
its composition was subsequently 
worked up in the studio. The artist 
fully exploits the artistic effect of the 
reflections in the water and the lines 
in the vegetation. The perspective, 
with its high horizon and large 
flattened surface in the foreground, 
helps make this a painting that is 
ahead of its time. 

Fig. 15
Christian Fredrik Gille 
(1805–1899), German
Trees. Study, 1850–60 
Oil on paper, 36.9 x 24 cm
The Wiros Fund
NM 7419
Christian Friedrich Gille belonged 
to the generation after Caspar 
David Friedrich in Dresden. He 
was a landscape painter, and, like 
Friedrich, he made numerous studies 
in oil. His brushwork was slightly 
looser than the previous Romantic 
generation, earning him the moniker 
“The German Corot”. 

Fig. 18
Anne-Louis Girodet-Trioson 
(1767–1824), French
Galathea. Study, dated 1824
Oil on canvas, 46.8 x 37.7 cm
The Hedda and N. D. Qvist Fund
NM 7421
One of Girodet-Trioson’s best known 
paintings is Pygmalion and Galatea 
from 1819, now in the Louvre. It 
depicts the moment when the statue 
of Galatea comes to life in front of the 
sculptor, who has fallen in love with 
her. Despite fierce criticism of the 
work when exhibited in the Salon, 
the study for Galatea’s head became 
so popular that the artist painted 
numerous versions. This one was 
probably produced in a studio under 
the artist’s supervision. 

Fig. 14 Antoine Felix Boisselier, View from a Loggia, NM 7374.
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Fig. 15 Christian Fredrik Gille, Trees. Study, NM 7419.

Fig. 16 Johan Christian Dahl, Plantain. Study, NM 7429.

Fig. 17 Lorenz Frølich, A Ditch, NM 7400.
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she married the architect Louis-
Pierre Haudebourt, whom she had 
got to know in Rome. 

Niels Peter Holbech (1804–1889), 
Danish 
Portrait of a Woman, signed 1837
Oil on canvas, 42 x 34 cm 
The Wiros Fund
NM 7411

Fig. 23
Anton Eduard Kieldrup 
(1826–1869), Danish
Forest Interior, Bornholm
Oil on canvas mounted on panel, 
27 x 25.5 cm
The Wiros Fund
NM 7424
Anton Eduard Kieldrup studied 
at the Royal Danish Academy of 

Fig. 22
Antoinette Cécile Hortense 
Haudebourt-Lescot (1784–1845), 
French
Portrait of a Woman Sketching en 
plein-air, 1810s
Oil on canvas, 40.5 x 32.5 cm
The Axel and Nora Lundgren Fund 
(purchase 2016, accession 2017)
NM 7383
The woman artist with a sketch-
book portrayed here could be 
Haudebourt-Lescot herself. She 
was a private pupil of Guillaume 
Guillon-Lethière and followed her 
teacher to Rome when he became 
director of the French Academy there 
in 1807. She spent nine years in Italy 
and became very conversant with 
plein-air painting, but also produced 
genre-like peasant scenes. In 1820 

Fig. 20 
Louis Gurlitt (1812–1897), German
Tyrolean Landscape. Study, c. 1836
Oil on paper mounted on canvas, 
40 x 55.9 cm
The Wiros Fund (purchase 2016, 
accession 2017)
NM 7382
In this landscape from Berchtes-
gaden in the Bavarian Alps, the main 
subject is an old mill supplied with 
water through an apparently fragile 
structure. The mill race has sprung 
a leak at one point, and water is 
pouring from it to the ground below. 
Gurlitt subtly captures the cascading 
water sparkling in the sunlight. 

Fig. 19
Louis Gurlitt (1812–1897), German
Self-Portrait, signed 1833
Oil on canvas, 24.3 x 18 cm
The Wiros Fund (purchase 2016, 
accession 2017)
NM 7375
This self-portrait was painted in 1833 
by the 21-year-old Gurlitt. It shows a 
young, self-conscious artist wearing 
an elegant green painter’s smock to 
keep spots of oil paint off the neat 
outfit underneath. That same year, 
Gurlitt received the academy’s silver 
medal – an outward expression of the 
fact that, even while still a student, he 
was seen as one of Danish art’s great 
hopes for the future. This was chiefly 
on account of his landscapes from the 
North Zealand countryside north of 
Copenhagen. 

Fig. 18 Anne-Louis Girodet-Trioson, Galathea. Study, NM 7421. Fig. 19 Louis Gurlitt (1812–1897), Self-Portrait, NM 7375.
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Fig. 20 Louis Gurlitt, Tyrolean Landscape. Study, NM 7382. Fig. 21 Frederik Christian Jakobsen Kiærskou, Gothenburg Seen from Örgryte, 
NM 7428.

Fig. 22 Antoinette Cécile Hortense Haudebourt-Lescot, Portrait of a Woman 
Sketching en plein-air, NM 7383.

Fig. 23 Anton Eduard Kieldrup, Forest Interior, Bornholm, NM 7424.
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Fine Arts at the end of the 1840s. 
Consequently, he belongs to the 
late Danish Golden Era and devoted 
himself mainly to serene, lyrical 
landscape painting. Along with Kyhn 
and Libert, Kieldrup was credited as 
one of the first to have discovered and 
portrayed the dramatic topography 
of Bornholm. 

Frederik Christian Jakobsen 
Kiærskou (1805), Danish
At Bøllemose, Jægersborg, c. 1850
Oil on canvas, 26.8 x 40.2 cm 
The Sara and Johan Emil Graumann 
Fund (purchase 2016, accession 2017)
NM 7385

Frederik Christian Jakobsen 
Kiærskou (1805), Danish
Tyrolean Landscape, 1843
Oil on paper mounted on paper 
panel, 29.2 x 40.1 cm
The Axel Hirsch Fund (purchase 
2016, accession 2017)
NM 7389

Fig. 21
Frederik Christian Jakobsen 
Kiærskou (1805–1891), Danish
Gothenburg Seen from Örgryte, 1849 
Oil on paper mounted on wood, 
19.9 x 28.5 cm
The Wiros Fund
NM 7428
There are hardly any domestic 
counterparts in the Danish golden 
age to Kiærskou’s series of paintings 
of an idyllic Sweden in the mid-
nineteenth century. In a few, care-
fully executed paintings, such as 
Gothenburg Seen from Örgryte, 
the artist offered examples of a 
finely-tuned perception of scenery, 
with a wealth of detail as well as 
expansive views. Part of what 
seems to have interested Kiærskou 
in the Swedish landscape were 
meetings between the land and 
the sea and between towns and the 
countryside.

Fig. 24
Janus La Cour (1837–1909), Danish
Landscape from Helgenæs with rain 
clouds, 1826 
Oil on canvas, 35.5 x 52 cm
The Wiros Fund
NM 7404
Janus La Cour began his artistic 

Fig. 24 Janus La Cour, Landscape from Helgenæs with rain clouds, NM 7404.

Fig. 25 Johan Thomas Lundbye, A Cow. Study, NM 7431.
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career as a student of the Danish 
Golden Age painters Wilhelm 
Marstrand and Frederik Christian 
Kiærskou. He was at the Royal 
Danish Academy of Fine Arts in 
1857–64, and this study is believed 
to be from a summer visit to Jutland, 
where he grew up. The flowing brush 
strokes and rapidly yet sharply cap-
tured atmosphere are representative 
of the later outdoor painting that 
succeeded the Golden Age. 

Fig. 25
Johan Thomas Lundbye 
(1818–1848), Danish
A Cow. Study, 1844 
Oil on cardboard, 15.4 x 25 cm
The Wiros Fund
NM 7431
This study of a cow from Kragerup on 
western Zealand in Denmark is a fine 
example of Johan Thomas Lundbye’s 
skill as an animal painter. He was 
particularly fascinated with cows and 
said that he enjoyed their company, 
when he grew tired of people. In 
1844, Lundbye made his famous 
monumental painting of a cow shed, 
now in the collection of the National 
Gallery of Denmark. 

Fig. 28
Wilhelm Marstrand (1810–1873), 
Danish
An Italian Woman from the Area of 
Lake Albano Wearing a White Head 
Piece, dated 1840s
Oil on canvas, 51 x 39 cm
The Wiros Fund
NM 7423
Wilhelm Marstrand has become 
famous for his often-humorous 
genre paintings from Italy. However, 
this study of a thoughtful woman 
from the Albano Lake region has a 
completely different character. It 
is obviously painted from life and 
quite roughly outlined. Marstrand 
probably painted it during his second 
stay in Italy 1845–48. 

Fig. 30
Vilhelm Melbye (1824–1882), 
Danish
Sea Piece, 1859
Oil on canvas mounted on panel, 
35 x 60 cm
The Ulf Lundahl Fund 
NM 7425

Fig. 26 Louis Édouard Rioult, Chactas Meditating on Atala’s Tomb. After Chateaubriand’s Novel, NM 7427.

Fig. 27 Martinus Rørbye, Loggia, Procida, NM 7402.
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Jørgen Roed (1808–1888), Danish
The Coast at Hellebæk. Study, 1850
Oil on paper mounted on cardboard, 
32.2 x 30.3 cm
The Wiros Fund (purchase 2016, 
accession 2017)
NM 7387
Roed’s study from a beach in Hel-
lebæk is a fine example of how 
features in landscapes considered to 
be typically Danish became a subject 
in national romantic painting. The 
Danish coast was popularly depicted 
with mounds of seaweed in shallow 
water. With intense brush strokes, 
Roed has captured a rich variety of 
impressions within a small segment 
of the shoreline. 

virtue against the zealous attentions 
of the Indian Chactas. Since she 
has vowed chastity, she is unable 
to marry him. The novel juxtaposes 
two civilisations, a conflict that 
leads to Atala’s suicide. Anne-Louis 
Girodet-Trioson found her subject 
matter in the novel. Less than two 
decades later, her colleague Louis 
Édouard Rioult was also inspired 
by Atala. His painting, which was 
exhibited at the Salon in 1827 shows 
Chactas mourning at Atala’s grave. 
The quote from the novel adds a 
literary tone to the scene: “J’AI 
PASSÉ COMME UNE FLEUR / J’AI 
SÉCHÉ COMME L’HERBE DES 
CHAMPS.“ 

Gustav Friedrich Papperitz 
(1813–1861), German
Plants. Study, 1840–50 
Oil on paper panel, 30.5 x 37.8 cm
The Wiros Fund
NM 7420

Fig. 26
Louis Édouard Rioult (1790–1855), 
French
Chactas Meditating on Atala’s Tomb. 
After Chateaubriand’s Novel, 1826 
Oil on canvas, 135.4 x 183.6 cm 
The Sophia Giesecke Fund
NM 7427
The politician François-René de 
Chateaubriand made his phenomen-
ally successful debut as a writer in 
1801 with Atala, a novel about the 
young woman Atala who defends her 

Vilhelm Melbyes marine paintings 
often depicted romantic and 
dramatic scenes like this one, with 
an upset sea at sunset, in the back-
ground a wrecked ship and in the 
foreground a ship that has come to 
the rescue. An important influence 
was Vilhelm’s older brother 
Anton Melbye (1818–1875), also a 
prominent Danish marine painter 
and Vilhelm’s tutor at the Royal 
Danish Academy of Fine Arts. 
Both brothers were influenced by 
the German Romantic movement. 
Vilhelm lived for a while in England 
where he changed the spelling of 
his name to Wilhelm Melby. This 
painting is consequently signed 
“W Melby 59”.

Fig. 28 Wilhelm Marstrand, An Italian Woman from the Area of Lake Albano 
Wearing a White Head Piece, NM 7423.

Fig. 29 Martinus Rørbye, An Old Sailor Sitting on a Cannon, NM 7403.
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Peter Christian Skovgaard 
(1817–1875), Danish
Cow Parsley. Study
Oil on paper mounted on cardboard, 
18.9 x 22.5 cm 
The Sara and Johan Emil Graumann 
Fund (purchase 2016, accession 2017) 
NM 7384
Peter Christian Skovgaard’s Field of 
Oats near Vejby (SMK, Copenhagen) 
is a classic work from the Danish 
Golden Age. The same qualities are 
seen in this painting of a patch of cow 
parsley. The artist appears to have 
randomly fallen into the bushes and 
started painting a non-motif. The 
depth of the field is limited, giving it a 
sense of intimacy.

old sailor can be seen not only as 
a genre-like character study from 
the port of Copenhagen, but also 
as a sympathetic depiction of a 
representative of the Danish navy, 
his furrowed face hinting at the 
dramatic events that had left it 
crushed and humiliated. This work 
once belonged to Eckersberg’s friend, 
the collector Rasmus Borch.

Georg Eduard Otto Saal 
(1818–1870), German
The Verma Waterfalls. Study
Oil on canvas, 47 x 67.7 cm
The Wiros Fund
NM 7433
See article on p. 145, Three Germans 
Artists on Their Travels. 

of the same place on the island of 
Procida off Naples before he decided 
to go there himself. The work has 
been painted rapidly with thinly 
applied paint as a base that dried 
quickly and enabled the artist to 
begin on the next layer with little 
delay. Altogether painting works like 
this need not take more than a few 
hours, so that to some extent they 
really reflect what the artists them-
selves experienced.

Fig. 29
Martinus Rørbye (1803–1848), 
Danish
An Old Sailor Sitting on a Cannon, 
1826
Oil on canvas, 22,3 x 18 cm
The Wiros Fund
NM 7403
Martinus Rørbye’s painting of an 

Jørgen Roed (1808–1888), Danish
Portrait of Ida Gad, born Tvermoes 
(1835–1908)
Oil on canvas, 43.2 x 33.5 cm 
The Sara and Johan Emil Graumann 
Fund (purchase 2016, accession 2017)
NM 7388
See article on p. 63, Danish 
Golden Age Portraits in the National-
museum – New Acquisitions Going 
Back a Hundred Years. 

Fig. 27
Martinus Rørbye (1803–1848), 
Danish
Loggia, Procida, signed 1835
Oil on paper mounted on canvas, 
32 x 47.5 cm
The Wiros Fund
NM 7402
Rørbye had almost certainly seen the 
artist Thomas Fearnley’s depiction 

Fig. 30 Vilhelm Melbye, Sea Piece, NM 7425.
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The man to the left, smoking, is 
probably Vernet himself. The 
party is taking a break in a rather 
inhospitable landscape, with a view 
of lofty Alpine peaks opening up in 
the distance.

Eugen Friedrich Peipers, 
German, attributed to
Plein Air Painter at the Outskirts of 
Frankfurt, c. 1840
Oil on canvas, 19.7 x 29 cm 
The Wiros Fund (purchase 2016, 
accession 2017)
NM 7390

Sculptures by 
Swedish Artists

Christian Eriksson (1858–1935)
The Blacksmith
Signed on the base to the left “Chr. 
Eriksson”; “Herman Bergman fud.” 
(indistinct) 
Bronze, 17.3 x 13.8 x 9 cm (h x w x d)
The Rurik Öberg Fund 
NMSk 2360
Christian Eriksson was particularly 
fond of rural scenes, which also 
happened to be in fashion. He often 

the different stones. Turpin de 
Crissé was a member of an aristo-
cratic family ruined by the French 
Revolution. Thanks to the patronage 
of the Comte de Choiseul-Gouffier, 
he was able to study art and he went 
to Rome in 1807. 

Frederik Vermehren (1823–1910), 
Danish
Portrait of a Woman, signed 1852
Oil on canvas, 46 x 38,5 cm 
The Wiros Fund
NM 7410
See article on p. 63, Danish 
Golden Age Portraits in the National-
museum – New Acquisitions Going 
Back a Hundred Years. 

Fig. 33
Horace Vernet (1789–1863), French
Wanderers Pausing in the Alps, signed 
1825
Oil on panel, 59.5 x 48 cm
The Hedda and N. D. Qvist Fund
NM 7416
Horace Vernet tends to be associated 
mainly with battle scenes or Oriental 
subjects. This painting of four gent-
lemen tourists in the Alps shows us 
a more unexpected side of his work. 

made more than a century after the 
devastating fire in 1708, traces of 
murals and lead muntins are still 
discernible. In the distance, we 
glimpse the country road, and in the 
background is Gränna church. 

Frederik Sødring (1809–1862), 
Danish
Rushing Stream, 1829
Oil on canvas, 28.5 x 39 cm 
The Sara and Johan Emil Graumann 
Fund (purchase 2016, accession 2017)
NM 7399

Fig. 31
Lancelot-Théodore Turpin de 
Crissé (1782–1859), French
The Temple of Antoninus and 
Faustina – San Lorenzo in Miranda, 
Rome, 1807–08
Oil on paper mounted on canvas, 
18.2 x 24.8 cm 
The Wiros Fund
NM 7401
Turpin de Crissé’s view from the 
Roman Forum was probably painted 
partly in the studio. Yet it retains the 
character of plein-air painting, with 
its colour and its sharp light, which 
brings out the individual textures of 

Ludvig August Smith (1820–1906), 
Danish
Portrait of a Man. Possibly a 
Self-portrait, dated 1841
Oil on canvas, 45 x 39.7 cm
The Magda and Max Ettler Fund
NM 7422
See article on p. 71, Self-Portraits 
and Artists’ Portraits as Portraits of 
Friends – A Selection of Paintings and 
Drawings.

Fig. 32
Frederik Hansen Sødring 
(1809–1862), Danish
The Ruins of Brahehus near 
Jönköping, Sweden. Study
Oil on canvas, 47 x 58 cm 
The Wiros Fund (purchase 2016, 
accession 2017)
NM 7386
In 1832, the landscape painter 
Frederik Sødring travelled around 
Sweden in search of subject matter. 
He painted the ruin at Brahehus on 
the hill above Gränna from afar and 
at close range. Apart from being a 
picturesque view, this version, which 
he later repeated in a larger painting 
(now in SMK, Copenhagen) is also 
documentary. In Sødring’s rendering, 

Fig. 31 Lancelot-Théodore Turpin de Crissé, The Temple of Antoninus and 
Faustina – San Lorenzo in Miranda, Rome, NM 7401.

Fig. 32 Frederik Hansen Sødrin, The Ruins of Brahehus near Jönköping, Sweden. 
Study, NM 7386.
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based his work on his native region, 
but The Blacksmith was made in 
Paris – the only sculpture for which 
he did not use a model, he claimed. 
Despite its small format, it has a 
monumental air.  He intended to 
make monumental versions of this 
and The Sheaf-Binder (see NMSk 
895) later, as symbols of the County 
of Värmland’s two main industries, 
iron and farming. 

Fig. 34
Per Hasselberg (1849–1894)
Gerda Hagborg
Signed “P Hasselberg PARIS”; 
“Herman Bergman Fud 1916”
Bronze, 78.8 x 44 x 28 cm (h x w x d)
The Hedda and N. D. Qvist Fund
NMSk 2357
This sculptural portrait of Gerda 
Hagborg, wife of the artist August 
Hagborg, won great acclaim in 
France. Hasselberg’s portrait is 
devoid of the stricter and more 
static classical ideal. Instead, in line 
with the new tendencies in French 
sculpture, her pose appears to have 
been captured in a short moment, 
and is enhanced by the fabric draped 
loosely over the plinth. 

Fig. 36
Gerda Sprinchorn (1871–1951)
Sami Woman with Child  
Signed at the bottom right side 
“Gerda Sprinchorn”; “STHLMs 
KONSTGJUT.” 
Bronze, 22.4 x 10 x 7.8 cm (h x w x d)
The Hedda and N. D. Qvist Fund
NMSk 2359
Production of bronze and ceramic 
statuettes soared in the late 1800s. 
These objects were affordable for 
the broader public. Several women 
sculptors rose to prominence in 
this field. One of them was Gerda 
Sprinchorn. Her preferred subjects 
were figurines and plaquettes of 
vernacular scenes.

Fig. 33 Horace Vernet, Wanderers Pausing in the Alps, NM 7416.
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John Downman (1750–1824), 
British 
A Lady Called the Hon. Catherine 
Harbord (1773–1857), Daughter of 
Harbord Harbord, 1st Baron Suffield 
(1734–1810), Married to John Petre 
( formlerly Varlo)
Ivory, 8.2 cm (h)
The Hjalmar and Anna Wicander 
Fund (purchase 2016, accession 2017)
NMB 2725

François Dumont (1751–1831), 
French
Portrait of a Woman with a Blue 
Dress and a Bodice Decorated with 
Flowers, c. 1785
Watercolour, 5.7 cm (diam), 
lid 7.5 cm (diam)
The Hjalmar and Anna Wicander 
Fund
NMB 2727

Miniatures by 
Foreign Artists

Richard Crosse (1742–1810), 
English
Unknown Woman
Watercolour and gouache on ivory, 
3.6 x 3.1 cm, frame 4.5 cm (h)
The Hjalmar and Anna Wicander 
Fund (purchase 2016, accession 2017)
NMB 2721

Richard Crosse (1742–1810), 
English
Unknown Man
Watercolour and gouache on ivory, 
3.6 x 3.1 cm, frame 4.4 cm (h)
The Hjalmar and Anna Wicander 
Fund (purchase 2016, accession 2017)
NMB 2722

in biscuit porcelain from Sèvres 
or Carrara marble. The latter were 
mass-produced by the emperor’s 
sister Elisa Baciocchi, Grand Duchess 
of Tuscany, who owned the famous 
marble quarries. More than 1,200 
were made there in 1807–09; a 
lucrative business for his sister, 
but one that vexed Napoleon. This 
anonymous bronze reduction is one 
of many high-quality copies that were 
spread in the first half of the 19th 
century, as part of the Emperor cult. 

Sculptures by 
Foreign Artists

Fig. 35
Unknown artist, French or Italian 
after Antoine-Denis Chaudet 
(1763–1810), French
Napoleon I, Emperor of the French, 
probably first half of the 19th century
Inscription on the base “D W 2336” 
and “D.W 2017” 
Bronze, base in Giallo Antico
33 cm (h) with the base, 28.5 cm (h) 
without the base 
The Hedda and N. D. Qvist Fund
NMSk 2361
This bust of Emperor Napoleon is 
based on Antoine-Denis Chaudet’s 
work from 1804, and it was used 
as a model for exclusive versions 

Fig. 34 Per Hasselberg, Gerda Hagborg, NMSk 2357. Fig. 35 Unknown artist, Napoleon I, Emperor of the French, NMSk 2361.
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Fig. 36 Gerda Sprinchorn, Sami Woman with Child, NMSk 2359.

Fig. 37 Pierre Signac, King of Sweden, 
Palatine Count of Zweibrücken, 
married to Ulrika Eleonora the Elder, 
Princess of Denmark, NMB 2720.

Fig. 38 Unknown artist, Miniature Eye 
of Victoria of Saxe-Coburg, Duchess of 
Nemours, NMB 2731.

Fig. 39 John Smart, Self-Portrait, NMB 2724.
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Fig. 42 
Elisabeth Warling (1858–1915)
Portrait of an Unknown Woman, 
Called Eva Bonnier, signed 1888 
Pastel on paper, 58 x 43 cm 
The Hedda and N. D. Qvist Fund
NMB 2729
Elisabeth Warling studied at the 
Royal Academy of Fine Arts in 
Stockholm and at the Académie 
Colarossi in Paris. Her paintings are 
characterised by their free, masterly 
brushwork and effects of light, which 
set her apart from most other Swedes 
in Paris at the time. In this portrait, 
Warling has used the pastel quality 
in a way that enhances the light on 
the model’s face and blouse. This was 

Pastels by 
Swedish Artists

Fig. 41
Alf Wallander (1862–1914)
Man Feeding a Goose, signed 1889
Pastel on paper, 45 x 31.5 cm
The Axel Hirsch Fund (purchase 
2016, accession 2017)
NMB 2719
Alf Wallander went to Paris in 1885, 
where his oils and pastels were 
praised at exhibitions. This pastel is 
a fine example of how Swedish artists 
interpreted French Naturalism. 
Wallander later earned a reputation 
in crafts. 

Unknown artist, 18th century
Portrait of Man with Brown Jacket, 
Orange and Yellow Ribbon, 1700s
Watercolour, 5.8 x 4.7 cm
The Hjalmar and Anna Wicander 
Fund
NMB 2728

Fig. 38
Unknown artist, French, 19th 
century 
Miniature Eye of Victoria of Saxe-
Coburg, Duchess of Nemours, dated 
1845
Watercolour on ivory, 1.7 cm, frame 
with pendant 3 x 2.2 x 0.5 cm
The Hjalmar och Anna Wicander 
Fund
NMB 2731
This gold locket contains a miniature 
of an eye of Victoria of Saxe-Coburg, 
Duchess of Nemours (1822–1857). 
The miniature is believed to be based 
on a portrait by the artist Franz 
Xavier Winterhalter. The model 
was the niece of King Leopold I of 
Belgium and the cousin of Queen 
Victoria of the United Kingdom. 
Victoria of Saxe-Coburg was married 
to Louis of Orleans, Duke of 
Nemours, the second son of King 
Louis Philippe I of France.  

Watercolours by 
Swedish Artists

Fig. 40
Anders Zorn (1860–1920)
Gunnlöd, signed 1886
Watercolour on paper, 27 x 18 cm 
The Hedda och N. D. Qvist Fund
NMB 2730
Gunnlöd represents a rarity in Zorn’s 
output, which contains little in the 
way of illustrations or literary motifs. 
He painted the watercolour for Den 
höges ord in EDDA. Sämund den 
Vises Skaldeverk. Fornnordiska myt- 
och hjältesånger om de götiska eller 
germaniska folkens gamla gudatro, 
sagominnen och vandringar, a 
Swedish edition of the Edda, a 
volume of Old Norse myths and 
heroic ballads. However, the 
illustration was not included in 
the book published in 1892, in 
translation by Nils Fredrik Sander 
(1828–1900). 

Daniel Saint (1778–1847), French
Unknown Man
Watercolour and gouache on ivory, 
5.7 cm (diam). Case 6.9 cm (diam)
The Hjalmar and Anna Wicander 
Fund (purchase 2016, accession 2017)
NMB 2723

Charles Shirreff (1750–1831), 
Scottish
An Officer, in Army Uniform
Watercolour on Ivory, 6.1 x 5.2 cm, 
frame with pendant 8.2 x 5.6 x 1.4 cm
The Hjalmar and Anna Wicander 
Fund (purchase 2016, accession 2017)
NMB 2726

Fig. 37
Pierre Signac (1623–1684), French
Karl XI (1655–1697), King of Sweden, 
Palatine Count of Zweibrücken, 
married to Ulrika Eleonora the Elder, 
Princess of Denmark, c 1680
Enamel on gold, 3.9 x 2.9 x 0.5 cm 
with pendant
The Hjalmar and Anna Wicander 
Fund (purchase 2016, accession 2017)
NMB 2720
In 1677–78, Pierre Signac delivered 
enamel portraits of King Karl XI 
and his mother, the Queen Dowager 
Hedvig Eleonora. The portrait of the 
king especially is made in a swift, 
expressive manner. On the reverse 
side, they bear the words “Qui me 
porte Ayme le roi” (My wearer 
loves the king). Such portraits were 
presented as royal favours. The 
Nationalmuseum has four identical 
copies. 

Fig. 39
John Smart (1741–1811), English
Self-Portrait
Pencil and watercolour on cardboard, 
9.1 x 6.9 cm
The Hjalmar and Anna Wicander 
Fund (purchase 2016, accession 2017)
NMB 2724
There are only nine known self-
portraits of John Smart. This 
water-coloured drawing of his 
profile may be a draft for a miniature 
on ivory, the background material 
for most known self-portraits. 
The Nationalmuseum already had 
a frontal portrait in its collection.  

Fig. 40 Anders Zorn, Gunnlöd, NMB 2730.
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Mina Carlson-Bredberg 
(1857–1943)
Interior with a Woman, signed 1924
Pencil and chalk on paper, 
85 x 85 mm
The Axel Hirsch Fund (purchase 
2016, accession 2017)
NMH 55/2017

Fig. 43
Johan Ericson (1849–1925)
Landscape Study from the 
Archipelago, 1875
Pencil on paper, 98 x 295 mm
The Axel Hirsch Fund (purchase 
2016, accession 2017)
NMH 198/2017
This sketched drawing was made by 
Johan Ericson as a student. He began 
as a portrait and life painter, but 

Mina Carlson-Bredberg 
(1857–1943)
Portrait of Madame Maignan, 1888
Pencil on paper, 220 x 290 mm
The Axel Hirsch Fund (purchase 
2016, accession 2017)
NMH 53/2017

Mina Carlson-Bredberg 
(1857–1943)
Two Boys Reading, signed 1 March 
1908
Pencil on paper, 125 x 170 mm 
The Axel Hirsch Fund (purchase 
2016, accession 2017)
NMH 54/2017

Carl Stefan Bennet (1800–1878)
View of Rome with Tor de’ Schiavi of 
Gordaniu’s Villa, 1830–32
Pencil and watercolour on paper, 
195 x 285 mm 
The Hedda and N. D. Qvist Fund
NMH 59/2017

Mina Carlson-Bredberg 
(1857–1943)
Portrait of Ida von Schultzenheim, 
1889
Pencil on paper, 255 x 185 mm 
The Axel Hirsch Fund
NMH 52/2017 (purchase 2016, 
accession 2017)
See article on p. 71, Self-Portraits  
and Artists’ Portraits as Portraits of 
Friends – A Selection of Paintings and 
Drawings.

formerly believed to be a portrait of 
her colleague Eva Bonnier, but there 
is nothing to substantiate this 
assumption. 

Drawings by 
Swedish Artists

Gustaf Améen (1864–1949)
Gustaf Améen, Emil Österman and 
K.H. Karlsson in Ravello, 17 April 
1895
Pencil on paper, 97 x 170 mm
The Axel Hirsch Fund (purchase 
2016, accession 2017)
NMH 210/2017

Fig. 41 Alf Wallander, Man Feeding a Goose, NMB 2719. Fig. 42 Elisabeth Warling, Portrait of an Unknown Woman, Called Eva Bonnier, 
NMB 2729.
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eventually devoted himself entirely 
to landscapes. 1875 was his third year 
at the Royal Academy. This drawing 
is a deft and sensitive study of the 
plants and buildings along a craggy 
shore.

Emil Hallgren (1839–1894)
Caricatures of Georg von Rosen 
(1843–1923) and Frithiof Kjellberg 
(1835–1885)
Pencil on paper, 207 x 113 mm
The Axel Hirsch Fund (purchase 
2016, accession 2017)
NMH 207/2017

Emil Hallgren (1839–1894)
Presumed Portraits of Hampus Huldt 
and Georg Göthe
Pencil on paper, 201 x 120 mm
The Axel Hirsch Fund (purchase 
2016, accession 2017)
NMH 208/2017

Gunnar Hallström (1875–1943)
By a Lake, 1892
Ink on paper, 176 x 284 mm
The Axel Hirsch Fund (purchase 
2016, accession 2017)
NMH 215/2017

Bror Hjorth (1894–1968)
Comic Self-Portrait, signed 1915
Chalk and watercolour on paper, 
160 x 100 mm
The Wiros Fund
NMH 17/2017
See article on p. 71, Self-Portraits 
and Artists’ Portraits as Portraits of 
Friends – A Selection of Paintings and 
Drawings.

Jacob Hägg (1839–1932)
Draft for Dance Program, c. 1883
Ink on paper, 250 x 145 mm 
The Axel Hirsch Fund (purchase 
2016, accession 2017)
NMH 196/2017

Tor Hörlin (1899–1985), attributed 
to
Figure Studies, 1920s
Pencil on paper, 182 x 235 mm
The Axel Hirsch Fund (purchase 
2016, accession 2017)
NMH 212/2017

Fig. 43 Johan Ericson, Landscape Study from the Archipelago, NMH 198/2017.

Fig. 44 Carl Larsson, Seasickness. Robert and Elin Thegerström on Their Honeymoon, NMH 67/2017.
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Nils Kreuger (1858–1930)
Street View with a Horse, probably 
middle of 1880s 
Pencil and ink on paper, 
110 x 900 mm
The Axel Hirsch Fund
NMH 8/2017
Nils Kreuger often painted urban and 
rural scenes featuring work horses 
hitched before wagons or omnibuses. 
This sketch of a horse and a few 
people by a market stall was probably 
drawn in haste in a Paris street 
during Kreuger’s sojourn in the city 
in the 1880s. 
See article on p. 137, Nils Kreuger’s 
Drafts for the Covers of Bland franska 
bönder (1889) by August Strindberg 
and Ord och Bild (1897) .

Nils Kreuger (1858–1930)
Suggestion for Cover for August 
Strindberg, Bland Franska Bönder, 
1889
Pencil and ink on paper, 
230 x 149 mm
The Axel Hirsch Fund
NMH 9/2017
See article on p. 137, Nils Kreuger’s 
Drafts for the Covers of Bland franska 
bönder (1889) by August Strindberg 
and Ord och Bild (1897) .

Nils Kreuger (1858–1930)
Donkey in Gréz-sur-Loing, probably 
1883
Pencil and ink, wash on paper, 
105 x 69 mm 
The Axel Hirsch Fund
NMH 10/2017
See article on p. 137, Nils Kreuger’s 
Drafts for the Covers of Bland franska 
bönder (1889) by August Strindberg 
and Ord och Bild (1897) .

Nils Kreuger (1858–1930)
Sketch for Back of Cover for Ord och 
Bild 1898, 1898
Brush and ink on paper, 190 x 72 mm 
The Axel Hirsch Fund
NMH 11/2017
See article on p. 137, Nils Kreuger’s 
Drafts for the Covers of Bland franska 
bönder (1889) by August Strindberg 
and Ord och Bild (1897) .

Fig. 45 Carl Larsson, Embrace in a Railway Compartment. Robert and Elin Thegerström on Their Honeymoon, NMH 68/2017.

Fig. 46 Carl Larsson, Together at the Piano. Robert and Elin Thegerström on Their Honeymoon, NMH 69/2017.
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Johan Tirén (1853–1911)
Portrait of the Artist’s Brother, Victor 
Tirén, 17 Years Old, 16 July 1882
Pencil on paper, 225 x 186 mm
The Axel Hirsch Fund (purchase 
2016, accession 2017)
NMH 214/2017

Fig. 49
Uno Troili (1815–1875)
Casino di Raffaello, Villa Borghese, 
Rome, signed 15 October 1845
Pencil on paper, 221 x 208 mm 
The Hedda and N. D. Qvist Fund
NMH 57/2017
Uno Troili lived in Italy in 1845–49, 

The Magda and Max Ettler Fund
NMH 51/2017
Johan Sevenbom’s watercolour of the 
panorama from Stockholm Palace is 
an unusual view of the buildings on 
Kyrkholmen (now Blasieholmen), 
where the Nationalmuseum was 
later built, and Fredrikshov Palace on 
Ladugårdslandet in the background. 

Johan Tirén (1853–1911)
Helmsman on “Venus”, 30 July 1882
Pencil on paper, 163 x 112 mm
The Axel Hirsch Fund (purchase 
2016, accession 2017)
NMH 213/2017

sea-sickness on the boat crossing, 
an embrace on the train through 
Germany, gathering around the 
piano, and the arrival in Egypt. 

Fig. 45
Carl Larsson (1853–1919)
Embrace in a Railway Compartment. 
Robert and Elin Thegerström on Their 
Honeymoon, 1887
Watercolour and pencil on paper, 
298 x 445 mm 
The Hedda and N. D. Qvist Fund
NMH 68/2017

Fig. 46
Carl Larsson (1853–1919)
Together at the Piano. Robert and Elin 
Thegerström on Their Honeymoon, 
1887
Watercolour and pencil on paper, 
298 x 445 mm 
The Hedda and N. D. Qvist Fund
NMH 69/2017

Fig. 47
Carl Larsson (1853–1919)
In Egypt. Robert and Elin 
Thegerström on Their Honeymoon, 
1887
Watercolour and pencil on paper, 
445 x 298 mm 
The Hedda and N. D. Qvist Fund
NMH 70/2017

Lennart Nyblom (1872–1947)
Portrait of a Man, Possibly the 
Artist Paul Graf (1866–1903), 
3 April 1894
Pencil and ink on paper,
287 x 238 mm
The Axel Hirsch Fund (purchase 
2016, accession 2017)
NMH 216/2017

Märit Runsten (b. 1981)
Drawing “Surgical Ornamentation” 
(Part of Installation), 2016
Pen and ink on paper, 690 x 500 mm 
Gift of the Friends of the National-
museum, the Bengt Julin Fund
NMH 18/2017

Fig. 48
Johan Sevenbom (1721–1784)
View from Slottsbacken towards 
Blasieholmen, Ladugårdslandet and 
Fredrikshov Palace, c. 1774
Ink and watercolour on paper, 
115 x 160 mm 

Nils Kreuger (1858–1930)
Sketch for Cover for Ord och Bild 1898, 
1898
Pencil, brush and ink, black-green 
wash on paper, 262 x 180 mm 
The Axel Hirsch Fund
NMH 12/2017
See article on p. 137, Nils Kreuger’s 
Drafts for the Covers of Bland franska 
bönder (1889) by August Strindberg 
and Ord och Bild (1897) .

Nils Kreuger (1858–1930)
Sketch for Cover for Ord och Bild 1898, 
1898
Pencil, brush and ink, black-green 
wash on paper, 262 x 180 mm 
The Axel Hirsch Fund
NMH 13/2017
See article on p. 137, Nils Kreuger’s 
Drafts for the Covers of Bland franska 
bönder (1889) by August Strindberg 
and Ord och Bild (1897) .

Nils Kreuger (1858–1930)
Sketch for Cover for Ord och Bild 1898, 
1898
Pencil, brush and ink on thin
cardboard, 262 x 180 mm 
The Axel Hirsch Fund
NMH 14/2017
See article on p. 137, Nils Kreuger’s 
Drafts for the Covers of Bland franska 
bönder (1889) by August Strindberg 
and Ord och Bild (1897) .

Fig. 44
Carl Larsson (1853–1919)
Seasickness. Robert and Elin 
Thegerström on Their Honeymoon, 
1887
Watercolour and pencil on paper, 
298 x 445 mm 
The Hedda and N. D. Qvist Fund
NMH 67/2017
These four drawings with moving 
figures representing the artist 
Robert Thegerström and Elin Lamm 
were given to them as a wedding 
gift in 1887. Carl and Karin Larsson 
played a vital part in Swedish artist 
circles in the 1880s in organising 
celebrations and parties, often 
making caricatures of the guests. 
These four comical scenes were 
painted by Carl Larsson, while his 
wife, Karin (née Bergöö) made the 
cardboard mechanism on the reverse 
that moved the figures. The scenes 
show imagined honeymoon events: 

Fig. 47 Carl Larsson, In Egypt. Robert and Elin Thegerström on Their 
Honeymoon, NMH 70/2017.
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Drawings by Carl 
Christoffer Gjörwell 
See article on p. 121, Carl Christoffer 
Gjörwell – A Neoclassicist Abroad.

Carl Christoffer Gjörwell 
(1766–1837)
Three Drawings on an Envelope 
Addressed to Baron de Jennings: 
A Triumphal Arch in Pastoral 
Landscape, a Trough, and 
Antique-Style Objects, c. 1794–96   
Pen and brown ink, brown wash on 
paper. Traces of red seal. Has been 
letter-folded, 207 x 208 mm
The Hedda and N. D. Qvist Fund
NMH 74/2017

Carl Christoffer Gjörwell 
(1766–1837)
View of Florence with the Cathedral, 
San Lorenzo, the Baptistery and 
Palazzo Vecchio, 1795
Pen and ink, wash on paper, 
76 x 105 mm
The Hedda and N. D. Qvist Fund
NMH 75/2017

Carl Christoffer Gjörwell 
(1766–1837)
View of the Benedictine Monastery 
Vallombrosa, Italy. Gjörwell Has 
Marked His Chamber Window, 1795 
Traces of pencil/graphite, pen and 
ink, wash on paper. Mounted on an 
underlying paper, 70 x 97 mm
The Hedda and N. D. Qvist Fund
NMH 76/2017

Carl Christoffer Gjörwell 
(1766–1837)
Two Drawings. Recto: “In Villa d’Est 
on 30 April in the Company of Baron 
Erneste Bulow and H. Noer”. Verso: 
Sketch of Fontana dei Draghi in Villa 
Mondragone, 1795
Pencil on paper, 114 x 175 mm
The Hedda and N. D. Qvist Fund
NMH 77/2017

Carl Christoffer Gjörwell 
(1766–1837)
Landscape with View of the 
Benedictine Monastery Vallombrosa 
and the Hermitage Paradisino, 
Italy, 2 September 1795
Pen and ink, wash on paper, 
168 x 259 mm 
The Hedda and N. D. Qvist Fund
NMH 78/2017

where he was part of the artist 
circle around Olof Södermark. 
This drawing of the Casino di 
Raffaello in the Borghese park is a 
fine example of Troili’s sensitive 
style as a draughtsman. It is also an 
intriguing Swedish version of one 
of the most popular motifs among 
artists visiting Rome. 

Figs. 50–51
Alf Wallander (1862–1914)
Two Sketches for Vases with Sea 
Monsters, c. 1896
Black chalk, watercolour on paper, 
330 x 230 cm 
The Axel Hirsch Fund
NMH 15/2017
These watercolour drawings are 
presumably studies for the 
monumental vase NMK 47/1982 in 
the Nationalmuseum collection. 

Unknown artist
Four Drawings, including “Jupiter 
Bergstedt and Mercurius Hedlund”,  
1850s
Pen and ink on paper, 216 x 345 mm 
The Hedda and N. D. Qvist Fund
NMH 179/2017

Unknown artist
Portrait of Two Friends. Caricature, 
1903
Ink on paper, 179 x 115 mm
The Axel Hirsch Fund (purchase 
2016, accession 2017)
NMH 197/2017

Unknown artist
Portrait of an Unidentified Man, 
1896
Pencil on paper, 163 x 99 mm
The Axel Hirsch Fund (purchase 
2016, accession 2017)
NMH 211/2017

Fig. 48 Johan Sevenbom, View from Slottsbacken towards Blasieholmen, 
Ladugårdslandet and Fredrikshov Palace, NMH 51/2017.

Fig. 49 Uno Troili, Casino di Raffaello, Villa Borghese, Rome, NMH 57/2017.
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Carl Christoffer Gjörwell 
(1766–1837)
Fantasy Project with Fortified Central 
Facility and a Theatre Building. 
Section with Elevations, c. 1790–92 
Traces of pencil, pen and ink, wash 
on paper. Dotted, 184 x 295 mm 
The Hedda and N. D. Qvist Fund 
NMH 84/2017

Carl Christoffer Gjörwell 
(1766–1837)
Fantasy Project for a Light House, 
c. 1790–92 
Graphite/pencil, pen and ink, wash 
on paper. Dotted, 308 x 130 mm 
The Hedda and N. D. Qvist Fund 
NMH 85/2017

Pencil/graphite, pen and ink, wash on 
paper, 98 x 151 mm 
The Hedda and N. D. Qvist Fund
NMH 82/2017

Carl Christoffer Gjörwell 
(1766–1837)
Sphinx and Urn in Front of a Pyramid 
Tomb. Study after Jean Eric Rehn’s 
Drawing with the Same Motif, 
c. 1795–96
Traces of pencil, pen and ink, wash 
on paper, 176 x 208 mm 
The Hedda and N. D. Qvist Fund 
NMH 83/2017

wash on paper, 98 x 148 mm 
The Hedda and N. D. Qvist Fund
NMH 80/2017

Carl Christoffer Gjörwell 
(1766–1837)
The Palazzo Venezia in Rome, 
24 March 1795
Pencil, pen and ink, wash on paper, 
96 x 148 mm 
The Hedda and N. D. Qvist Fund
NMH 81/2017

Carl Christoffer Gjörwell 
(1766–1837)
Courtyard with Arcades Which 
Carries a Mezzanine Floor (Possibly 
a Monastery Courtyard), 1795 

Carl Christoffer Gjörwell 
(1766–1837)
Sketch. Spruce Forest with the 
Hermitage Paradisino by the 
Benedictine Monastery Vallombrosa, 
Italy, 1795
Pencil/graphite on paper, 
187 x 271 mm
The Hedda and N. D. Qvist Fund
NMH 79/2017

Carl Christoffer Gjörwell 
(1766–1837)
View of the Forum Boarium with the 
Temple of Hercules Victor and the Bell 
Tower of Santa Maria in Cosmedin, 
1795 
Pencil/graphite, pen and ink, 

Figs. 50–51 Alf Wallander, Two Sketches for Vases with Sea Monsters, NMH 15/2017.
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Carl Christoffer Gjörwell 
(1766–1837)
View of an Italian City by a River 
(Florence?). Vaguely Drawn Sketch, 
1795
Graphite/pencil on paper, 
150 x 256 mm 
The Hedda and N. D. Qvist Fund
NMH 103/2017

Carl Christoffer Gjörwell 
(1766–1837)
Two Drawings: The Tomb of the 
Horatii and Curiatii in Albano and 
Grotto at Ariccia, Both in Italy, 
1795
Graphite/pencil on paper, 
260 x 189 mm 
The Hedda and N. D. Qvist Fund
NMH 104/2017

Carl Christoffer Gjörwell 
(1766–1837)
“Tempio di Sole, Outside Palestrina”, 
1795
Graphite/pencil on paper, 
190 x 267 mm
The Hedda and N. D. Qvist Fund
NMH 105/2017

Carl Christoffer Gjörwell 
(1766–1837)
Recto: The Sanctuary of Santa Maria 
di Galloro and “View of Fountain”. 
Verso: “Diana’s Grotto” near the 
Present-Day Ariccia, Italy, 1795
Graphite/pencil on paper, 
270 x 187 mm 
The Hedda and N. D. Qvist Fund
NMH 106/2017

Carl Christoffer Gjörwell 
(1766–1837)
View of Genoa from Paradisi in 
Albano, 26 October 1795
Graphite/pencil on paper, 
190 x 544 mm
The Hedda and N. D. Qvist Fund
NMH 107/2017

Carl Christoffer Gjörwell 
(1766–1837)
City View (Stage Backdrop?), 
1790s
Graphite/pencil on paper.  
A considerable horizontal crease in 
the middle, 251 x 202 mm
The Hedda and N. D. Qvist Fund
NMH 108/2017

Carl Christoffer Gjörwell 
(1766–1837)
“The Dome in Bolsena” and ”Plan 
for the Dome in Monte Fiscone”. The 
Churches in Bolsena (Saint Cristina) 
and Montefiascone (Saint Margaret), 
Italy, 1795
Pencil/graphite on paper. The paper 
has been folded, 202 x 327 mm
The Hedda and N. D. Qvist Fund
NMH 98/2017

Carl Christoffer Gjörwell 
(1766–1837)
“View of Genoa from Villa Casine 
in Vacarri… Garden on 9 Nov. 95”, 
9 November 1795 
Graphite/pencil on paper. The paper 
has been folded, 196 x 269 mm 
The Hedda and N. D. Qvist Fund
NMH 99/2017

Carl Christoffer Gjörwell 
(1766–1837)
“View of the Town of Nemi and the 
Little Lake Located Below on 29 May 
at 11 am -95”, 29 May 1795 
Graphite/pencil on paper, 
188 x 271 mm
The Hedda and N. D. Qvist Fund
NMH 100/2017

Carl Christoffer Gjörwell 
(1766–1837)
Part of a City View with Building 
Fronts along a River. A Stone Bridge 
and Houses on the Other Side of 
the River (Florence?) Verso: “View 
towards the Sea from…”, c. 1795
Graphite/pencil on paper, 
192 x 264 mm 
The Hedda and N. D. Qvist Fund
NMH 101/2017

Carl Christoffer Gjörwell 
(1766–1837)
The Church of Santa Maria Assunta in 
Ariccia, Italy. Elevations, Floor Plan, 
Profiles, 1795
Graphite/pencil on paper, 
189 x 269 mm 
The Hedda and N. D. Qvist Fund
NMH 102/2017

Carl Christoffer Gjörwell 
(1766–1837)
View of the Nymphaeum Previously 
Called Minerva Medica, 16 February 
1796
Pen and ink, wash on paper. 
Verso: graphite/pencil on paper, 
113 x 178 mm
The Hedda and N. D. Qvist Fund
NMH 92/2017

Carl Christoffer Gjörwell 
(1766–1837)
View from Villa Altieri towards Aqua 
Claudia, 16 February 1796
Pencil/graphite, pen and ink, wash on 
paper, 115 x 173 mm
The Hedda and N. D. Qvist Fund
NMH 93/2017

Carl Christoffer Gjörwell 
(1766–1837)
Landscape with Ox on an Altar, c. 1795
Traces of pencil, pen and ink, wash 
on paper, 101 x 179 mm 
The Hedda and N. D. Qvist Fund
NMH 94/2017

Carl Christoffer Gjörwell 
(1766–1837)
“View from Collona’s Garden”, Rome, 
Italy, 1795
Traces of pencil, pen and ink, wash 
on paper, 99 x 148 mm
The Hedda and N. D. Qvist Fund
NMH 95/2017

Carl Christoffer Gjörwell 
(1766–1837)
“View from Villa Medici on 2 March”, 
1795
Pencil, pen and ink, wash on paper, 
96 x 148 mm
The Hedda and N. D. Qvist Fund
NMH 96/2017

Carl Christoffer Gjörwell 
(1766–1837)
Sketches for a Villa/Maison de 
Plaisance. Elevations of the Front 
and Side Façade, and Floor Plan, 
1790–92 
Pencil, pen and ink on paper, 
85 x 230 mm
The Hedda and N. D. Qvist Fund
NMH 97/2017

Carl Christoffer Gjörwell 
(1766–1837)
View of St. Paul’s Church in Albano, 
Italy. Verso: The Tomb Monument 
“Sepolcro d’Ascanio” Outside Albano 
and a Fortified Tower, c. 1795
Pencil/graphite, pen and ink, wash on 
paper, 189 x 271 mm
The Hedda and N. D. Qvist Fund 
NMH 86/2017

Carl Christoffer Gjörwell 
(1766–1837)
“il Rosario di Monti Mario”. 
The Church of St. Mary of the Rosary 
in Monte Mario in Rome, Italy, 
April 1795
Pencil/graphite, pen and brush with 
ink, wash on paper, 98 x 148 mm
The Hedda and N. D. Qvist Fund 
NMH 87/2017

Carl Christoffer Gjörwell 
(1766–1837)
View of Villa Massimi on Monte 
Mario in Rome, Italy, 28 April 1795
Traces of pencil/graphite, pen and 
brush and ink, wash on paper, 
96 x 148 mm
The Hedda and N. D. Qvist Fund 
NMH 88/2017

Carl Christoffer Gjörwell 
(1766–1837)
Fantasy View of Haga Palace Drawn 
from Memory on the Frigate Gripen 
Outside Livorno, 30 August 1794
Pen and ink, wash on paper, 
190 x 252 mm
The Hedda and N. D. Qvist Fund
NMH 89/2017

Carl Christoffer Gjörwell 
(1766–1837)
“Villa Melini on Monte Mario, 28 Apr. 
95”, 28 April 1795
Pencil, pen and ink, wash on paper, 
95 x 148 mm
The Hedda and N. D. Qvist Fund
NMH 90/2017

Carl Christoffer Gjörwell 
(1766–1837)
“The ruins of Bolscene on 23 Oct. 94”. 
Citadel with Surrounding Buildings in 
Bolsena, Italy, 23 October 1794
Traces of pencil, pen and ink, wash 
on paper, 161 x 205 mm
The Hedda and N. D. Qvist Fund
NMH 91/2017
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Carl Christoffer Gjörwell 
(1766–1837)
Two Sketches. Two Walking Men 
Dressed in Oriental Clothes and 
Woman with Diadem. Verso: Two 
Sketches of an Outhouse, c. 1794–96   
Graphite/pencil, pen and ink on 
paper, 106 x 167 mm
The Hedda and N. D. Qvist Fund
NMH 129/2017

Carl Christoffer Gjörwell 
(1766–1837)
Sketch of a Horse, 1790s
Pencil on paper, 81 x 100 mm
The Hedda and N. D. Qvist Fund
NMH 130/2017

Carl Christoffer Gjörwell 
(1766–1837)
Four Small Sketches. Two Sphinxes 
and Two Riders in Roman Clothes on 
Horses with Lances, c. 1794–96
Graphite/pencil on paper, 
110 x 168 mm
The Hedda and N. D. Qvist Fund
NMH 131/2017

Carl Christoffer Gjörwell 
(1766–1837)
A Well, c. 1794–96
Traces of pencil, pen and ink on 
paper, 113 x 101 mm
The Hedda and N. D. Qvist Fund
NMH 132/2017

Carl Christoffer Gjörwell 
(1766–1837)
Sketch Sheet with Nine Sketches, 
Three of Which Are Sketches of a 
Monumental Building: Elevation, 
Section and Floor Plan. Wide 
Crenelated Gate Building. Three 
Figure Sketches. A Goat Lying Down, 
1790s 
Graphite/pencil, pen and ink on 
paper, 112 x 172 mm 
The Hedda and N. D. Qvist Fund
NMH 133/2017

Carl Christoffer Gjörwell 
(1766–1837)
Thirteen Drawings in Two Rows of 
Figures Dressed in Roman Costumes 
(Proposals for Theatre Costumes?), 
1790s
Pen and ink, wash on paper. Verso: 
pencil and watercolour on paper, 
62 x 217 mm 
The Hedda and N. D. Qvist Fund
NMH 134/2017

Carl Christoffer Gjörwell 
(1766–1837)
Fantasy of a Terraced Egyptian 
Temple by the Water in the 
Mountains, 1794   
Pen and ink, wash on paper, 
257 x 370 mm
The Hedda and N. D. Qvist Fund
NMH 124/2017

Carl Christoffer Gjörwell 
(1766–1837)
Drawing of the Memorial Relief of 
Gustav III’s Visit to the Academy 
of St. Luke in Rome, from the King’s 
Italian Travels 1780–1784, 
1 July 1795 
Traces of graphite, pen and ink, 
wash on paper. Partially dotted, 
102 x 105 mm
The Hedda and N. D. Qvist Fund
NMH 125/2017

Carl Christoffer Gjörwell 
(1766–1837)
Crossed out (Discarded) Full Figure 
Wearing Roman Costume with Cloak 
and Helmet Holding a Bundle of Rods/
Fasces, 1790s  
Graphite/pencil, pen and brush and 
ink, wash on paper, 82 x 83 mm
The Hedda and N. D. Qvist Fund
NMH 126/2017

Carl Christoffer Gjörwell 
(1766–1837)
Two Figure Sketches. Recumbent 
Figure with Bundle/Baby in the Arms 
and a Sitting Rifle Shooter, c. 1794–96    
Pencil/graphite, pen and ink on 
paper, 103 x 70 mm
The Hedda and N. D. Qvist Fund
NMH 127/2017

Carl Christoffer Gjörwell 
(1766–1837)
Man, in Full-Figure, Carrying a 
Bunch of Keys, 1790s
Graphite/pencil, pen and ink on 
paper, 106 x 51 mm
The Hedda and N. D. Qvist Fund
NMH 128/2017

Carl Christoffer Gjörwell 
(1766–1837)
Two Proposals for Floor Covering/
Decoration? 1790s
Traces of graphite/pencil, pen and 
ink, wash and watercolour on paper, 
240 x 180 mm
The Hedda and N. D. Qvist Fund
NMH 118/2017

Carl Christoffer Gjörwell 
(1766–1837)
Proposal for Garden Accessories, 
1790s
Graphite/pencil on paper. The paper 
has been folded, 151 x 230 mm
The Hedda and N. D. Qvist Fund
NMH 119/2017

Carl Christoffer Gjörwell 
(1766–1837)
Two Floor Plans of the Theatre in 
Herculaneum, 1790s
Pen and ink, wash on paper. Dotted, 
388 x 238 mm
The Hedda and N. D. Qvist Fund
NMH 120/2017

Carl Christoffer Gjörwell 
(1766–1837)
The Theatre in Herculaneum. 
Elevation of the Proscenium, 
Longitudinal Section, and Elevation of 
the Amphitheatre, 1790s    
Pen and ink, wash on paper. Dotted, 
386 x 238 mm
The Hedda and N. D. Qvist Fund
NMH 121/2017

Carl Christoffer Gjörwell 
(1766–1837)
The Circus of Caracalla. Floor 
Plans, Elevations, Details with 
Explanations. “Plan Geométrale du 
Cirque de l’Empereur Caracalla...” 
(Today called the Circus of 
Maxentius), 1790s
Pen and ink, wash on paper. Dotted, 
240 x 385 mm 
The Hedda and N. D. Qvist Fund
NMH 122/2017

Carl Christoffer Gjörwell 
(1766–1837)
“Elevation de L’Hopital”, Elevation 
Drawing of a Hospital Building, 
probably 1786
Graphite, pen and ink, wash on paper, 
257 x 293 mm
The Hedda and N. D. Qvist Fund
NMH 123/2017

Carl Christoffer Gjörwell 
(1766–1837)
Sketches of Eight Villas with Floor 
Plans, 1796
Graphite/pencil on paper. The paper 
has been folded twice, 231 x 194 mm
The Hedda and N. D. Qvist Fund
NMH 110/2017

Carl Christoffer Gjörwell 
(1766–1837)
Staircase in Palazzo Ginnetti in 
Velletri. Verso: Measurement of the 
Staircase, 1795
Graphite/pencil on paper. The paper 
has been folded, 128 x 180 mm
The Hedda and N. D. Qvist Fund
NMH 111/2017

Carl Christoffer Gjörwell 
(1766–1837)
Sketches from the Baths of 
Diocletian in Rome, Italy. Recto 
and Verso, 1794–96
Graphite/pencil on paper. The paper 
has been folded, 256 x 363 mm
The Hedda and N. D. Qvist Fund
NMH 112/2017

Carl Christoffer Gjörwell 
(1766–1837)
“Museum Clementinum”, Rome. 
A Trough and a Foot of a 
Sarcophagus, 1794–96
Graphite/pencil, pen and ink on 
paper. Dotted, 340 x 230 mm
The Hedda and N. D. Qvist Fund
NMH 113/2017

Carl Christoffer Gjörwell 
(1766–1837)
Staircase in Pallazzo Langellotti in 
Velletri, Rome, 1795
Traces of graphite/pencil, red and 
black ink, partially wash on paper, 
352 x 250 mm
The Hedda and N. D. Qvist Fund
NMH 114/2017

Carl Christoffer Gjörwell 
(1766–1837)
Proposal for Floor Covering? 1790s
Traces of graphite/pencil, pen and 
ink, wash on paper, 186 x 240 mm
The Hedda and N. D. Qvist Fund
NMH 117/2017
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Carl Christoffer Gjörwell 
(1766–1837)
Proposal for Decoration. Flowers, 
c. 1800
Pencil, pen and ink on paper, 
118 x 98 mm 
The Hedda and N. D. Qvist Fund
NMH 153/2017

Carl Christoffer Gjörwell 
(1766–1837)
Proposal for Decoration. Flowers with 
Large Petals and Lilies of the Valley, 
c. 1800
Traces of pencil, pen and ink on 
paper, 130 x 137 mm
The Hedda and N. D. Qvist Fund
NMH 154/2017

Carl Christoffer Gjörwell 
(1766–1837)
Proposal for a Decorative Border with 
the Tip of a Wave Surrounded by Two 
Leaf Borders, c. 1800 
Traces of pencil, pen and ink on 
paper, 47 x 188 mm 
The Hedda and N. D. Qvist Fund
NMH 155/2017

Carl Christoffer Gjörwell 
(1766–1837)
Proposal for Decoration. Border with 
Large and Small Oval Shapes, and 
Leaves, c. 1800
Traces of pencil, pen and ink on 
paper, 63 x 211 mm
The Hedda and N. D. Qvist Fund
NMH 156/2017

Carl Christoffer Gjörwell 
(1766–1837)
Proposal for Decoration. A Flower 
Garland, c. 1800
Traces of pencil, pen and ink on 
paper, 231 x 67 mm 
The Hedda and N. D. Qvist Fund
NMH 157/2017

Carl Christoffer Gjörwell 
(1766–1837)
Proposal for Decorative Designs/
Wall Panels. Plant Ornaments and 
Geometric Patterns. In the Middle, 
the Inscription “Ventre de Biche”(?), 
c. 1800
Pencil, pen and ink on paper, 
229 x 188 mm
The Hedda and N. D. Qvist Fund
NMH 158/2017

Carl Christoffer Gjörwell 
(1766–1837)
Two Alternative Proposals for a 
Decorative Wall Panel. Cornucopia 
framed by, Inter Alia, Meander 
Borders with Arrows, c. 1800
Pencil, pen and ink on paper, 
132 x 181 mm
The Hedda and N. D. Qvist Fund
NMH 147/2017

Carl Christoffer Gjörwell 
(1766–1837)
Two Alternative Proposals for a 
Painted Frame to a Decorative Wall 
Panel, c. 1800
Traces of pencil, pen and ink on 
paper, 138 x 198 mm
The Hedda and N. D. Qvist Fund
NMH 148/2017

Carl Christoffer Gjörwell 
(1766–1837)
Proposal for a Decorative Wall 
Panel with Six Alternative Frames. 
A Circular Motif in the Middle 
Depicting Buildings in a Yard, c. 1800
Pencil, pen and ink, wash on paper. 
Has been letter-folded, 125 x 180 mm
The Hedda and N. D. Qvist Fund
NMH 149/2017

Carl Christoffer Gjörwell 
(1766–1837)
Two Alternative Proposals for a 
Decorative Wall Panel, c. 1800
Pencil, pen and ink on paper, 
150 x 68 mm
The Hedda and N. D. Qvist Fund
NMH 150/2017

Carl Christoffer Gjörwell 
(1766–1837)
Proposal for Decoration. 
A lingonberry Brushwood(?), 
c. 1800
Pencil, pen and ink on paper, 
98 x 94 mm
The Hedda and N. D. Qvist Fund
NMH 151/2017

Carl Christoffer Gjörwell 
(1766–1837)
Proposal for Decoration. Cowslip and 
Other Flowers, c. 1800
Traces of pencil, pen and ink on 
paper, 111 x 73 mm 
The Hedda and N. D. Qvist Fund
NMH 152/2017

Carl Christoffer Gjörwell 
(1766–1837)
Proposal for a Tiled Stove and 
Decoration for a Tiled Stove. 
Corinthian Pilasters and Border 
Pilasters, beginning of 1800s
Pencil, pen and ink, wash on paper, 
329 x 196 mm
The Hedda and N. D. Qvist Fund
NMH 141/2017

Carl Christoffer Gjörwell 
(1766–1837)
Proposal for a Smaller Mansion. 
Elevation of Front and Two Floor 
Plans, c. 1790–1805 
Traces of pencil, pen and ink, wash 
and watercolour on paper. Dotted, 
332 x 186 mm
The Hedda and N. D. Qvist Fund
NMH 142/2017

Carl Christoffer Gjörwell 
(1766–1837)
 “The Triumphal Arch of Carl XIV 
Johan’s Return from Norway in Nov 
1835”, 1835
Pencil, pen and ink on paper, 
418 x 329 mm
The Hedda and N. D. Qvist Fund
NMH 143/2017

Carl Christoffer Gjörwell 
(1766–1837)
Proposal for Decoration in the Form of 
a Lyre, beginning of 1800s
Pencil, pen and ink on paper, 
496 x 330 mm
The Hedda and N. D. Qvist Fund
NMH 144/2017

Carl Christoffer Gjörwell 
(1766–1837)
Proposal for a Decorative Border. 
Three Circles with a Flower, c. 1800
Pencil, pen and ink, wash and 
watercolour on paper, 164 x 61 mm
The Hedda and N. D. Qvist Fund
NMH 145/2017

Carl Christoffer Gjörwell 
(1766–1837)
Proposal for a Decorative Wall 
Panel. At the Bottom, a Female Figure 
Holding a Shield and a Spear Sitting 
on a Three-Legged Stool. After Louis 
Masreliez (1748–1810), c. 1800
Pencil, pen and ink, wash and 
watercolour on paper, 180 x 81 mm
The Hedda and N. D. Qvist Fund
NMH 146/2017

Carl Christoffer Gjörwell 
(1766–1837)
Proposal for a Tureen (Silver Tureen?) 
with a Sitting Figure with Upstretched 
Hands on the Lid, 1790s
Graphite/pencil, pen and ink on 
paper, 60 x 87 mm
The Hedda and N. D. Qvist Fund
NMH 135/2017

Carl Christoffer Gjörwell 
(1766–1837)
Proposal for Tureen/Pot with Flat Lid, 
Lion Mascarons, Column Feet with 
Paws, and Saucer, 1790s 
Traces of graphite/pencil, pen and 
ink, wash on paper, 158 x 125 mm
The Hedda and N. D. Qvist Fund
NMH 136/2017

Carl Christoffer Gjörwell 
(1766–1837)
Proposal for a Row of Small Shops. 
Elevation towards the Street. Proposal 
for the Norrbro Bazaar (?) (Proposal 
Identical with NMH 138/2017), 1830s 
Pen and ink, wash and watercolour 
on paper. Dotted, 40 x 171 mm
The Hedda and N. D. Qvist Fund
NMH 137/2017

Carl Christoffer Gjörwell 
(1766–1837)
Proposal for a Row of Small Shops. 
Elevation towards the Street. Proposal 
for the Norrbro Bazaar? (Proposal 
Identical with NMH 137/2017), 1830s 
Pen and ink, wash and watercolour 
on paper, dotted, 40 x 171 mm
The Hedda and N. D. Qvist Fund
NMH 138/2017

Carl Christoffer Gjörwell 
(1766–1837)
Sketch, View of the Inlet to Stockholm?
Pencil/graphite on paper, 
139 x 487 mm
The Hedda and N. D. Qvist Fund
NMH 139/2017

Carl Christoffer Gjörwell 
(1766–1837)
Proposal for a Tiled Stove/Decoration 
for a Tiled Stove. For the Fire 
Damaged Wrangel Palace, 1802(?), 
beginning of 1800s 
Pencil, pen and ink, wash and 
watercolour on paper, 275 x 185 mm
The Hedda and N. D. Qvist Fund
NMH 140/2017
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Carl Christoffer Gjörwell 
(1766–1837)
Captain Ofverman, in His Morning 
Dress, Teaches Petter Andreas in 
Ethics aboard the Frigate Gripen, 
1794
Traces of pencil, pen and ink on 
paper. Mounted on an underlying 
paper, 142 x 103 mm
The Hedda and N. D. Qvist Fund
NMH 175/2017

Carl Christoffer Gjörwell 
(1766–1837)
Reverend Sevellius Leading the Crew 
aboard the Frigate Gripen in Morning 
Prayer. “The Good Morning Prayer of 
the Priest, with Gumsen at His Feet, 
Compared Himself to an Evangelist”, 
1794
Pencil, pen and ink on paper. 
Mounted on an underlying paper, 
100 x 164 mm
The Hedda and N. D. Qvist Fund
NMH 176/2017

Carl Christoffer Gjörwell 
(1766–1837)
Left Profile of Neapolitan Officer and 
a Woman’s face. “a Neapolitan Officer 
I Saw at the French Spectacle on 6 Sep. 
94”, 1794
Pen and ink on paper. Mounted on an 
underlying paper, 113 x 95 mm
The Hedda and N. D. Qvist Fund
NMH 177/2017

Carl Christoffer Gjörwell 
(1766–1837)
“Two of the Sows Being Fed 
On-Board”. Sows on the Frigate 
Gripen, 1794
Pencil, pen and ink on paper. 
Mounted on an underlying paper, 
93 x 161 mm
The Hedda and N. D. Qvist Fund
NMH 178/2017

Carl Christoffer Gjörwell 
(1766–1837)
Sketchbook, 31 Sheets. Mostly 
Building Sketches: Elevations, 
Sections, and Floor Plans (Among 
Them “My Little Countryside 
Palace”), c. 1788–90
Pencil and ink on paper, 
200 x 162 mm 
The Hedda and N. D. Qvist Fund
NMH 180:1–31/2017

Carl Christoffer Gjörwell 
(1766–1837)
Four Different Proposals for 
Decorative Floral Borders/Garlands, 
Recto and Verso (Two on Each Side), 
c. 1800
Traces of pencil, pen and ink on 
paper. The paper has been folded, 
170 x 212 mm 
The Hedda and N. D. Qvist Fund
NMH 170/2017

Carl Christoffer Gjörwell 
(1766–1837)
Proposal for a Decorative Framework 
with Flowers and Leaves, c. 1800
Pencil, pen and ink on paper. The 
paper has been folded. Pin marks, 
246 x 302 mm
The Hedda and N. D. Qvist Fund
NMH 171/2017

Carl Christoffer Gjörwell 
(1766–1837)
Proposal for Decoration. Quiver with 
Arrows, Bow, Torch or Marshal’s 
Baton, Ribbon and Garland of Flowers 
(For a Stage Curtain?), c. 1800
Pencil, pen and ink on paper, 
156 x 131 mm
The Hedda and N. D. Qvist Fund
NMH 172/2017

Carl Christoffer Gjörwell 
(1766–1837)
Proposal for Decorations on a 
Stage Curtain. Musical Instruments 
among Clouds in Front of a Sun with 
Sunbeams, The Musical Instruments 
Include a lyre, Pan Flute, Clarinet, 
and Sheet Music (For the Curtain in 
the New Opera House?), c. 1800
Pencil, pen and ink on paper, 
151 x 123 mm
The Hedda and N. D. Qvist Fund
NMH 173/2017

Carl Christoffer Gjörwell 
(1766–1837)
Sketch Sheet with Crewmen from 
the Frigate Gripen. Captain Ofverman 
Walks on Deck, Dreyer Plays Pick-
a-Stick etc. Verso: Officer with Tooth 
Ache, and Muster Clerk Albrecht, 
1794  
Pencil, pen and ink on paper. Has 
been letter-folded, 209 x 328 mm
The Hedda and N. D. Qvist Fund
NMH 174/2017

Carl Christoffer Gjörwell 
(1766–1837)
Proposal for a Decorative Border with 
the Inscription “No 4”. The Pattern 
Consists of a Wave-Shaped Garland 
of Leaves with Flower Ornaments at 
Both Ends, c. 1800 
Traces of pencil, pen and ink on 
paper, 91 x 252 mm
The Hedda and N. D. Qvist Fund
NMH 165/2017

Carl Christoffer Gjörwell 
(1766–1837)
Proposal for a Decorative Border with 
the Inscription “No 11”. The Pattern 
Consists of Twined Wooden Rods with 
Leaves and a Wave Surrounded by 
Flower-Cups and Oak Leaves at Both 
Ends, c. 1800  
Traces of pencil, pen and ink on 
paper. Several pin marks, 
93 x 251 mm
The Hedda and N. D. Qvist Fund
NMH 166/2017

Carl Christoffer Gjörwell 
(1766–1837)
Proposal for a Decorative Border with 
the Inscription “No 27”. The Pattern 
Consists of a Billowy Garland with 
Flower-Cups and Leaves, a Loop of 
Wave-shaped Leaves at Both Ends, 
c. 1800 
Traces of pencil, pen and ink on 
paper. Several pin marks, 
86 x 257 mm
The Hedda and N. D. Qvist Fund
NMH 167/2017

Carl Christoffer Gjörwell 
(1766–1837)
Proposal for a Decorative Border. Tip 
of a Wave with Spiral Ornaments and 
Circles with Leaflike Shapes, c. 1800
Traces of pencil, pen and ink on 
paper. Several pin marks and dotted, 
85 x 308 mm
The Hedda and N. D. Qvist Fund
NMH 168/2017

Carl Christoffer Gjörwell 
(1766–1837)
Drafts for Decorative Designs, 
c. 1800 
Pencil on paper. Has been 
letter-folded, 198 x 255 mm 
The Hedda and N. D. Qvist Fund
NMH 169/2017

Carl Christoffer Gjörwell 
(1766–1837)
Proposal for a Decorative Wall Panel. 
Exotic Plants, c. 1800
Traces of pencil, pen and ink on 
paper, 229 x 189 mm 
The Hedda and N. D. Qvist Fund
NMH 159/2017

Carl Christoffer Gjörwell 
(1766–1837)
Proposal for a Decorative Border. 
Garlands of Leaves and Two Coloured 
Oak Leaves, c. 1800
Traces of pencil, pen and ink, 
watercolour on paper, 76 x 182 mm
The Hedda and N. D. Qvist Fund
NMH 160/2017

Carl Christoffer Gjörwell 
(1766–1837)
Proposal for a Decorative Border. 
Abstract Pattern, c. 1800 
Pen and ink on paper, 81 x 223 mm
The Hedda and N. D. Qvist Fund
NMH 161/2017

Carl Christoffer Gjörwell 
(1766–1837)
Draft for a Border Design. Garlands of 
Leaves and Two Coloured Oak Leaves 
(Draft for NMH 160/2017), c. 1800
Pencil on paper, 103 x 264 mm
The Hedda and N. D. Qvist Fund
NMH 162/2017

Carl Christoffer Gjörwell 
(1766–1837)
Draft for a Border Design. Garlands 
of Leaves and Star Shaped Flowers, 
c. 1800
Pencil on paper, 105 x 259 mm
The Hedda and N. D. Qvist Fund
NMH 163/2017

Carl Christoffer Gjörwell 
(1766–1837)
Draft for a Decorative Design. 
Garland of Flowers and Leaves, 
c. 1800
Pencil on paper, 261 x 104 mm
The Hedda and N. D. Qvist Fund
NMH 164/2017
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The Axel Hirsch Fund (purchase 
2016, accession 2017)
NMH 205/2017
Louis Masreliez’s study of a head of 
an elderly man with beard, called 
Greek Patriarch, was in förråds-
samlingen (the storage collection) 
for many years, before being 
transferred to the painting inventory 
in 1993. It was unframed at the time, 
but Fritz von Dardel’s rapid sketch 
shows clearly that it formerly had a 
(now lost) Gustavian frame with a 
meander pattern. Dardel’s drawing 
is presumed to be the result of notes 
taken at a committee meeting in the 
1880s, but Masreliez’s painting was 
never listed in the inventory, for 
some reason. 

Fritz von Dardel (1817–1901), Swiss, 
active in Sweden
Portrait of a Man. Probably Hampus 
Huldt
Pencil and chalk on paper, 
95 x 112 mm
The Axel Hirsch Fund (purchase 
2016, accession 2017)
NMH 206/2017

Fritz von Dardel (1817–1901), Swiss, 
active in Sweden
Man and Woman Having a Quarell
Ink on paper, 74 x 113 mm
The Axel Hirsch Fund (purchase 
2016, accession 2017)
NMH 209/2017

Drawings by 
Foreign Artists

Edme Bouchardon (1698–1762), 
French
Portrait of Geneviève-Thérèse 
Mariette ( born 1732), 1736 (?)
Red chalk on paper, 438 x 325 mm 
The Wiros Fund
NMH 64/2017
See article on p. 37, Consummate 
Preparatory Studies and Finished 
Works of Art – 18th-Century French 
Drawings.

François Boucher (1703–1770), 
French
Study of a Triton, 1740
Red, black, and white chalk on paper, 
edges of black chalk, 294 x 230 mm
The Hedda and N. D. Qvist Fund
NMH 60/2017

The Axel Hirsch Fund (purchase 
2016, accession 2017)
NMH 200/2017

Fritz von Dardel (1817–1901), Swiss, 
active in Sweden
Portrait of the Artist Per Daniel Holm 
(1835–1903) at a Board Meeting at 
Nationalmuseum, December 1881
Pencil and ink on paper, 102 x 64 mm
The Axel Hirsch Fund (purchase 
2016, accession 2017)
NMH 201/2017

Fritz von Dardel (1817–1901), Swiss, 
active in Sweden
Portrait of Hampus Huldt and 
Albert Theodor Gellerstedt at a Board 
Meeting at Nationalmuseum, 1880s
Ink on paper, 254 x 153 mm
The Axel Hirsch Fund (purchase 
2016, accession 2017)
NMH 202/2017
See article on p. 71, Self-Portraits 
and Artists’ Portraits as Portraits of 
Friends – A Selection of Paintings and 
Drawings.

Fritz von Dardel (1817–1901), Swiss, 
active in Sweden
Portrait of Nils Fredrik Sander at a 
Board Meeting at Nationalmuseum, 
1880s
Ink, pencil and chalk on paper, 
107 x 107 mm
The Axel Hirsch Fund (purchase 
2016, accession 2017)
NMH 203/2017

Fritz von Dardel (1817–1901), Swiss, 
active in Sweden
Portrait of Nils Fredrik Sander at a 
Board Meeting at Nationalmuseum, 
1892
Ink and pencil on paper, 
164 x 137 mm
The Axel Hirsch Fund (purchase 
2016, accession 2017)
NMH 204/2017
See article on p. 71, Self-Portraits 
and Artists’ Portraits as Portraits of 
Friends – A Selection of Paintings and 
Drawings.

Fig. 53
Fritz von Dardel (1817–1901), Swiss, 
active in Sweden
Drawing after Greek Patriarch. Study 
Head by Louis Masreliez (NM 6881)
Ink on paper, 133 x 110 mm

Carl Christoffer Gjörwell 
(1766–1837)
Sheet from a Sketchbook. Sketches of 
Architectural Details: Door Profiles, 
a Corinthian Pedestal and Details of 
Entablature. Verso: Detailed Sketches 
of Entablature, 1790s  
Pencil on paper, 202 x 162 mm
The Hedda and N. D. Qvist Fund
NMH 187/2017

Fig. 52
Fritz von Dardel (1817–1901), Swiss, 
active in Sweden
Dinner at Ulriksdal, 13th of Sept 1867, 
18 September 1867
Pencil and watercolour on paper, 
218 x 297 mm 
The Wiros Fund
NMH 58/2017
The military officer and civil servant 
Fritz von Dardel also had the oppor-
tunity to study art in Paris around 
1840 under Léon Cogniet and Eugène 
Lami.  After returning to Sweden, 
the cosmopolitan and multi-talented 
Dardel was soon appointed aide-
de-camp and close confidant of 
Crown Prince Karl (XV), and he was 
particularly influential as the king’s 
advisor on art purchases and the 
extension of the Nationalmuseum’s 
collection. From his teacher Eugène 
Lami, Fritz von Dardel had learnt 
to paint deft renderings of the 
dazzling life in high society. He was 
especially known for his with witty 
drawings of events and people at the 
royal court from his time as cabinet 
chamberlain.  This is a caricature 
from a dinner at Ulriksdal Palace, 
where the king’s African valet 
Tockson is portrayed in a stereo-
typical way. 

Fritz von Dardel (1817–1901), Swiss, 
active in Sweden
Albert Theodor Gellerstedt 
(1836–1914), Curator, 
Nationalmuseum, 1880s
Ink on paper, 94 x 108 mm 
The Axel Hirsch Fund (purchase 
2016, accession 2017)
NMH 199/2017

Fritz von Dardel (1817–1901), Swiss, 
active in Sweden
Portrait of a Man with an Eyeglass, 
1880s
Pencil on paper, 100 x 102 mm 

Carl Christoffer Gjörwell 
(1766–1837)
Sketchbook from Gjörwell’s Travels 
in Italy 1794–1796. Drawings of 
Architecture and Decorative Details 
from Rome and Other Places, 1794–96 
Pencil, pen and ink on paper, 
209 x 166 mm
The Hedda and N. D. Qvist Fund
NMH 181:1–20/2017

Carl Christoffer Gjörwell 
(1766–1837)
Sketchbook from Gjörwell’s Travels in 
Italy 1794–1796. Drawings of Views 
from the Travels: Gibraltar, Livorno, 
Rome, 1794–96
Pencil, pen and ink on paper, 
210 x 170 mm
The Hedda and N. D. Qvist Fund
NMH 182:1–16/2017

Carl Christoffer Gjörwell 
(1766–1837)
Sheet from a Sketchbook. 
Architectural Details. Parts of an
Entablature with Measurements, 
1790s
Pencil on paper, 204 x 164 cm
The Hedda and N. D. Qvist Fund
NMH 183/2017

Carl Christoffer Gjörwell 
(1766–1837)
Sheet from a Sketchbook. 
An Entablature in Full, 1790s 
Pencil on paper, 203 x 164 mm
The Hedda and N. D. Qvist Fund
NMH 184/2017

Carl Christoffer Gjörwell 
(1766–1837)
Sheet from a Sketchbook. Details 
of Pedestals. Verso: Profile of an 
Entablature, 1790s   
Pencil on paper, 206 x 163 mm
The Hedda and N. D. Qvist Fund
NMH 185/2017

Carl Christoffer Gjörwell 
(1766–1837)
Sheet from a Sketchbook. Sketches 
with Details of an Entablature, 1790s
Pencil on paper, 205 x 165 mm
The Hedda and N. D. Qvist Fund
NMH 186/2017



ACQUISITIONS 2017:  E XPOSÉ

207 Art Bulletin of Nationalmuseum Volumes 24–25, 2017–2018

Théodore Caruelle d’Aligny 
(1798–1871), French
The East Corner of the Palazzo del 
Senatore and the Ascent to the Capitol 
from the Triumphal Arch of Septimius 
Severus, Rome, 1823
Graphite on thin paper, 175 x 111 mm 
The Wiros Fund
NMH 30/2017

Théodore Caruelle d’Aligny 
(1798–1871), French
The Forum Romanum, Rome, with the 
Triumphal Arch of Septimius Severus, 
View towards the Capitol, c. 1825
Graphite and red chalk on thin paper, 
235 x 262 mm 
The Wiros Fund
NMH 31/2017

Théodore Caruelle d’Aligny 
(1798–1871), French
The Capitol in Rome Seen from the 
South, 1823
Graphite on paper, 200 x 383 mm 
The Wiros Fund
NMH 32/2017

Théodore Caruelle d’Aligny 
(1798–1871), French
Italian City View with a Medieval 
Church, 1823
Graphite on paper, 163 x 233 mm 
The Wiros Fund
NMH 33/2017

Théodore Caruelle d’Aligny 
(1798–1871), French
Rocky Landscape, 1827
Graphite on paper, 152 x 200 mm 
The Wiros Fund
NMH 34/2017

Théodore Caruelle d’Aligny 
(1798–1871), French
Port of Gaeta, 1826
Graphite on paper, 118 x 190 mm 
The Wiros Fund
NMH 35/2017

Théodore Caruelle d’Aligny 
(1798–1871), French
Alley in the Vatican, with View 
towards the Loggias of the Vatican 
Palace, c. 1825
Graphite on tracing paper, 269 x 204 
mm
The Wiros Fund
NMH 36/2017

See article on p. 37, Consummate 
Preparatory Studies and Finished 
Works of Art – 18th-Century French 
Drawings.

Théodore Caruelle d’Aligny 
(1798–1871), French
The Basilica di San Francesco at 
Assisi, 1826
Graphite on paper, 150 x 210 mm 
The Wiros Fund
NMH 24/2017
See article on p. 57, Italian Studies 
from the 1820s by Théodore Caruelle 
D’Aligny.

Théodore Caruelle d’Aligny 
(1798–1871), French
Porta Maggiore, Rome, 1820
Graphite and red chalk on thin paper, 
165 x 247 mm 
The Wiros Fund
NMH 25/2017

Théodore Caruelle d’Aligny 
(1798–1871), French
Monastery of San Bonaventura in 
Rome, 1822–27 
Graphite and red chalk on thin paper, 
93 x 192 mm 
The Wiros Fund
NMH 26/2017

Théodore Caruelle d’Aligny 
(1798–1871), French
Buildings in the Vicinity of Rome, 
1822–27 
Graphite and red chalk on paper, 
178 x 212 mm 
The Wiros Fund
NMH 27/2017

Théodore Caruelle d’Aligny 
(1798–1871), French
View of the Lateran in Rome from the 
Northeast, 1823
Graphite on thin paper, 161 x 342 mm 
The Wiros Fund
NMH 28/2017

Théodore Caruelle d’Aligny 
(1798–1871), French
Piazza di San Giovanni in Laterano 
(Rome) from the North, 1822
Graphite on thin paper, 
208 x 288 mm 
The Wiros Fund
NMH 29/2017

Fig. 52 Fritz von Dardel, Dinner at Ulriksdal, 13th of Sept 1867, NMH 58/2017.

Fig. 53 Fritz von Dardel, Drawing after Greek Patriarch. Study Head by Louis 
Masreliez (NM 6881). NMH 205/2017.
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Fig. 55 Louis Jean Desprez, St. Peter’s Square in Rome, NMH 218/2017.

Fig. 56 François-Marius Granet, Campo Santo di Pisa, North Corridor,
NMH 3/2017.

Fig. 57 Jakob Philipp Hackert, View of Stockholm from the Environments of 
Karlberg, NMH 22/2017.

Fig. 54 Christoffer Wilhelm Eckersberg, Nude Study, NMH 56/2017.
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Fig. 54
Christoffer Wilhelm Eckersberg 
(1783–1853), Danish
Nude Study, signed 19 June 1833
Pencil on paper, 220 x 124 mm 
The Wiros Fund
NMH 56/2017
This female nude study is from 
the first life sessions Eckersberg 
arranged privately for his students 
in his official residence at 
Charlottenborg. They were held 
in June 1833. There are also a series 
of oil studies from the same occasion, 
painted by Købke, Marstrand, 
Constantin Hansen and the master’s 
son, Erling Eckersberg.

Fig. 55
Louis Jean Desprez (1743–1804), 
French active in Sweden
St. Peter’s Square in Rome, 1781–83 
Pencil and ink, grey and brown wash, 
watercolour, heightening with white, 
180 x 364 mm
The Axel Hirsch Fund
NMH 218/2017
Desprez’s view of St Peter’s Square is 
a version of the illuminated view the 
artist planned in 1783 for a series of 
engravings from Rome and other 
places in Italy. The style is touristy, 
with a magnificent perspective 
according to the veduta tradition, 
populated with noble personages in 
carriages and pedestrians, many of 
whom are clergy. 

François Chauveau (1613–1676), 
French
The Entry of Queen Christina of 
Sweden into Paris on 8 September 
1656, 1656
Pen and brown ink, brown wash, 
traces of underdrawing i black chalk, 
on paper, 412 x 540 mm
The Hjalmar and Anna Wicander 
Fund
NMH 63/2017
See article on p. 31, The Entry of 
Queen Christina into Paris in 1656, by 
François Chauveau. 

Léon Cogniet (1794–1880), French
Nude Study
Pencil on paper, 400 x 252 mm 
The Wiros Fund
NMH 71/2017

Pietro da Cortona (1596–1669), 
Italian, attributed to
Rape of the Sabine Women, Study 
for the Detail of a Larger Composition, 
c. 1627–29
Black chalk on paper, 269 x 213 mm
The Wiros Fund
NMH 45/2017
See article on p. 27, A Drawing for 
Pietro da Cortona’s Rape of the Sabine 
Women.

Louis Jean Desprez (1743–1804), 
French, active in Sweden
Procession. Draft for a Stage Back-
drop/Theatrical Scenery, c. 1788–94  
Graphite/pencil, pen and ink on 
paper. Mounted on an underlying 
paper, 96 x 141 mm 
The Hedda and N. D. Qvist Fund
NMH 115/2017

Louis Jean Desprez (1743–1804), 
French, active in Sweden, 
attributed to 
Theatrical Scenery. Procession on 
a Backdrop with Buildings. Verso: 
Figure Drawings Including Man 
with Pigtail with Cup and Saucer in 
His Hand. Verso by Carl Christoffer 
Gjörwell the Younger (1766–1837), 
c. 1788–94  
Graphite/pencil, pen and ink, wash 
on paper, 193 x 177 mm 
The Hedda and N. D. Qvist Fund
NMH 116/2017

Théodore Caruelle d’Aligny 
(1798–1871), French
View of Vesuvius and the Bay of 
Naples, with Houses and Sculptures 
in the Foreground, 1827
Graphite on paper, 178 x 237 mm 
The Wiros Fund
NMH 37/2017

Théodore Caruelle d’Aligny 
(1798–1871), French
Street in Pompeii, 1826
Graphite and red chalk on paper, 
171 x 238 mm 
The Wiros Fund
NMH 38/2017

Théodore Caruelle d’Aligny 
(1798–1871), French
Street in Pompeii, 1826
Graphite and red chalk on tracing 
paper, 168 x 244 mm 
The Wiros Fund
NMH 39/2017

Théodore Caruelle d’Aligny 
(1798–1871), French
The Palatine in Rome, c. 1825
Graphite on paper, 194 x 345 mm 
The Wiros Fund
NMH 40/2017

Théodore Caruelle d’Aligny 
(1798–1871), French
Part of the Baths of Diocletian, Rome, 
c. 1825
Graphite on tracing paper, 
237 x 375 mm
The Wiros Fund
NMH 41/2017

Théodore Caruelle d’Aligny 
(1798–1871), French
Part of the Baths of Diocletian, Rome, 
c. 1825
Graphite on tracing paper, 
180 x 305 mm 
The Wiros Fund
NMH 42/2017

Théodore Caruelle d’Aligny 
(1798–1871), French
Roman View with a Church, c. 1826
Graphite on paper, 115 x 190 mm 
The Wiros Fund
NMH 43/2017

Fig. 58 François-Marius Granet, Subterranean Vaulted Room with a Staircase, 
NMH 50/2017.
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Fig. 60
Eero Järnefelt (1863–1937), Finnish
Motif from Koli
Charcoal, wash and gouache on 
paper, 465 x 458 mm 
The Wiros Fund
NMH 1/2017
Eero Järnefelt first visited the 
Koli region in eastern Finland in 
1892. Its natural features were 
perfect for the Finnish National 
Romantic style of painting that 
Järnefelt pioneered. This water-
colour study is hard to date. Järnefelt 
visited the region regularly up until 
1936, and always painted scenes such 
as this. 

Louis-Jean-François Lagrenée 
(1725–1805), French
Self-Portrait, probably 1778
Black and red chalk on paper, 
235 x 175 mm

Fig. 57
Jakob Philipp Hackert 
(1737–1807), German
View of Stockholm from the 
Environments of Karlberg, 1766
Pen, ink, wash, traces of under-
drawing, 380 x 542 mm 
The Axel Hirsch Fund
NMH 22/2017
In 1764–66, the influential German 
landscape painter Jacob Philipp 
Hackert was in Stockholm, where 
he executed several works 
commissioned by Adolf Fredrik and 
Lovisa Ulrika. He also drew pictures 
for a series of engravings, Vues de 
Suède. It is likely that this drawing 
was made in connection with that 
assignment. Later, the artist 
practised mainly in Italy – in Rome 
and Naples, where he became court 
painter to Ferdinand IV. 

Fig. 58
François-Marius Granet 
(1775–1849), French
Subterranean Vaulted Room with a 
Staircase, c. 1810
Pen and wash, brown ink on paper, 
140 x 105 mm 
The Wiros Fund
NMH 50/2017
Like many of his contemporaries, 
the artist Granet was fascinated by 
the half-demolished arches of the 
Colosseum and depicted them in 
numerous paintings and drawings 
from Rome in 1802–24. But his 
interest went deeper than that of 
his colleagues: Granet specialised 
in painting vaults or underground 
chambers featuring monks and 
clergy. This atmospheric wash of 
unidentified cellar vaults with a 
solitary figure ascending the stairs is 
dated to around 1810. 

Fig. 56
François-Marius Granet 
(1775–1849), French
Campo Santo di Pisa, North Corridor 
Black chalk and watercolour on 
paper, 144 x 198 mm 
The Wiros Fund
NMH 3/2017
François-Marius Granet travelled 
by boat from Marseille to Livorno in 
July 1802, and on to Rome. Not until 
he reached Pisa did he consider him-
self to have reached the cradle of art 
and took out his crayons to draw the 
city’s monuments. This watercolour 
reflects the early Romantic interest 
in Mediaeval and Early-Renaissance 
art and architecture. The drawings 
show settings that no longer exist – 
the frescoes in Camposanto di Pisa, 
for instance, were destroyed in the 
Second World War.

Fig. 60 Eero Järnefelt, Motif from Koli, NMH 1/2017

Fig. 59 Johan Thomas Lundbye, Portrait of Theodor Emil Neergard, Master of 
the Royal Hunt, NMH 20/2017.
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Pencil on paper, 335 x 419 mm 
The Magda and Max Ettler Fund
NMH 191/2017

Wilhelm Marstrand (1810–1873), 
Danish
Landscape, Probably Italian, 
probably 1837
Pencil on paper, 280 x 438 mm 
The Magda and Max Ettler Fund
NMH 192/2017

Wilhelm Marstrand (1810–1873), 
Danish
Ponte Nomentano, Rome, probably 
1837
Pencil on paper, 279 x 468 mm 
The Magda and Max Ettler Fund
NMH 193/2017

Wilhelm Marstrand (1810–1873), 
Danish
Italian Landscape with a River, 
probably 1837
Pencil on paper, 332 x 466 mm 
The Magda and Max Ettler Fund

Wilhelm Marstrand (1810–1873), 
Danish
Aqua Acetosa, probably 1837
Pencil on paper, 261 x 532 mm 
The Magda and Max Ettler Fund
NMH 188/2017

Wilhelm Marstrand (1810–1873), 
Danish
Bellagio at Lake Como, probably 1837
Pencil on paper, 332 x 495 mm 
The Magda and Max Ettler Fund
NMH 189/2017

Wilhelm Marstrand (1810–1873), 
Danish
Landscape, probably Italian, 
probably 1837
Pencil on paper, 280 x 510 mm 
The Magda and Max Ettler Fund
NMH 190/2017

Wilhelm Marstrand (1810–1873), 
Danish
Port in Bellagio at Lake Como, 
probably 1837

home on Zealand. On these visits, he 
drew several portraits of the family 
members. They were framed and 
hung on the walls. One of these is 
of Louise’s brother, the forester 
Theodor Emil Neergaard. Like the 
others, it is executed in Lundbye’s 
characteristically linear, graphic 
style. 

Wilhelm Marstrand (1810–1873), 
Danish
Recto: Figure studies. Verso: Figure 
study
Graphite, pen and ink on paper, 
269 x 196 mm 
The Wiros Fund
NMH 19/2017

Wilhelm Marstrand (1810–1873), 
Danish
Double Portrait of Man and Woman 
in Profile
Pen and ink on paper, 80 x 62 mm 
The Wiros Fund
NMH 21/2017

The Hedda and N. D. Qvist Fund
NMH 217/2017
See article on p. 71, Self-Portraits 
and Artists’ Portraits as Portraits of 
Friends – A Selection of Paintings and 
Drawings.

Nicolas Bernard Lépicié 
(1735–1784), French
An Old Beggar, 1777
Black chalk, heightened with white, 
traces of red chalk, on paper, 
358 x 278 mm
The Hedda and N. D. Qvist Fund
NMH 61/2017
See article on p. 37, Consummate 
Preparatory Studies and Finished 
Works of Art – 18th-Century French 
Drawings.

Johan Thomas Lundbye 
(1818–1848), Danish
Presumed Portrait of the Painter 
Lorenz Frølich, c. 1840
Pen and ink on paper, verso pencil 
and wash, 221 x 176 mm 
The Wiros Fund
NMH 16/2017
In this portrait, probably of his 
friend Lorenz Frølich, Lundbye 
has worked in his characteristic 
graphic manner. He may have 
drawn it just before Frølich left 
Denmark to spend the first of many 
years abroad.
See articles on p. 63, Danish 
Golden Age Portraits in the 
Nationalmuseum – New acquisitions 
Going Back a Hundred Years and p. 
71, Self-Portraits and Artists’ Portraits 
as Portraits of Friends – A Selection of 
Paintings and Drawings.

Fig. 59
Johan Thomas Lundbye 
(1818–1848), Danish
Portrait of Theodor Emil Neergard, 
Master of the Royal Hunt, 1839
Pen and ink on paper, c. 207 x 168 
mm 
The Wiros Fund
NMH 20/2017
For many years, the Danish Golden 
Age artist Johan Thomas Lundbye 
was infatuated with Louise 
Neergaard, but never dared to 
propose to her. They were of the 
same age. He often visited Louise 
and her family at Vedbygaard manor 
in Ruds Vedby, near his parents’ 

Fig. 61 Charles-Joseph Natoire, Italian Landscape with Shepherds and Animals, NMH 62/2017.
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Pen drawing in grey ink, uderdrawing 
and frame in graphite, on paper, 
83 x 138 mm 
The Wiros Fund
NMH 65/2017
Under the reign of Fredrik I in 1720–
1751, the Hesse-Kassel escutcheon 
was part of the Swedish coat of 
arms. This precise drawing, with the 
coat of arms surrounded by trophies, 
is presumed to be a draft for an 
engraving. Bernard Picart was 
a prominent French engraver 
who worked mainly in Paris and 
Amsterdam. If the attribution is 
correct, this drawing was made after 
Fredrik I acceded to the throne in 
1720 and before the artist died in 
1733. 

Bernard Picart (1673–1733), 
French, attributed to
Decorative Cartouche with a Phoenix, 
c. 1720
Red chalk, black chalk, graphite, on 
paper, 67 x 105 mm
The Wiros Fund
NMH 66/2017

Joseph-Jacques Ramée 
(1764–1842), French
Sketch of an Altar for the Fête de la 
Fédération, Paris 1790. “l’Autel de la 
Patrie”, c. 1796   
Graphite/pencil on paper. 
A considerable horizontal crease 
in the middle, 190 x 231 mm
The Hedda and N. D. Qvist Fund
NMH 109/2017

Salvator Rosa (1615–1673), Italian
A Rocky Landscape with a Tree and 
Two Figures
Pencil and ink, with white accents on 
panel, 611 x 399 mm 
The Wiros Fund
NMH 219/2017
See article on p. 17, An Unpublished 
Drawing on Panel by Salvator 
Rosa Depicting a Landscape with a 
Philosopher and Astrological 
Symbols

Fig. 65
Helene Schjerfbeck (1862–1946), 
Finnish
My Room, Rue Jacob 22–24
Charcoal on paper, 246 x 324 mm 
The Magda and Max Ettler Fund
NMH 72/2017

NMH 194/2017
Wilhelm Marstrand travelled five 
times to Italy: 1836–40, 1845, 
1846–48, 1853–54 and 1869. The 
stylistic unity of the group of land-
scape drawings acquired by the 
Nationalmuseum suggests that they 
were all executed during one of the 
visits, most likely the first, extended 
stay. The subjects are mostly broad 
vistas from the Roman Campagna, 
showing bridges, a few trees and an 
occasional traveler, but there are 
also a couple of scenes from Bellagio 
on Lake Como. The location of the 
drawing on bluish paper of a house by 
a river with a figure standing in the 
water has not been identified. 

Wilhelm Marstrand (1810–1873), 
Danish
An Italian Courtyard with a Stair, 
probably 1837
Pencil on paper, 283 x 429 mm 
The Magda and Max Ettler Fund
NMH 195/2017

Fig. 61
Charles-Joseph Natoire 
(1700–1777), French
Italian Landscape with Shepherds and 
Animals
Pen and brown ink, brown and grey 
wash, heightened with white, under-
drawing i black chalk, on blue paper, 
232 x 371 mm
The Hedda and N. D. Qvist Fund
NMH 62/2017
A key figure in injecting new life 
into the study of landscape in the 
second half of the 18th century was 
Charles-Joseph Natoire, director of 
the French Academy in Rome from 
1751 to 1775. He was seminal to a 
generation of French artists born 
around the time he was appointed. 
This landscape from outside Rome, 
made by Natoire during his director-
ship, is based on nature studies, but 
staffage figures have been added in 
accordance with the conventions for 
Arcadian landscapes. 

Fig. 62
Bernard Picart (1673–1733), 
attributed to, French
The Greater Coat of Arms of the 
Kingdom of Sweden with the Arms 
of Hesse-Kassel in the Inescutcheon, 
1720–33

Fig. 64 Jørgen Sonne, Shepherds Resting by the Temples of Paestum,
NMH 23/2017.

Fig. 63 Jørgen Sonne, View of the Encampment at Fredericia, NMH 4/2017.

Fig. 62 Bernard Picart, The Greater Coat of Arms of the Kingdom of Sweden with 
the Arms of Hesse-Kassel in the Inescutcheon, NMH 65/2017.
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Unknown artist, 17th century
Depiction of Roman Emperor Based 
on a Byzantine Pattern (Likely 
Valentinian I), c. 1600s
Pen and brown ink on paper, 
108 x 102 mm 
The Wiros Fund
NMH 44/2017

Unknown artist
Mother and Child, 1800s
Pen, brush and brown ink on paper, 
192 x 266 mm 
The Wiros Fund
NMH 46/2017

Unknown artist
Scene from Classical History, with a 
Philosopher and the Imperial Family, 
c. 1800
Graphite, pen and brown ink on 
paper, 224 x 328 mm 
The Wiros Fund
NMH 47/2017

Jørgen Sonne studied in Italy 
throughout the 1830s. He then 
visited the ancient Greek temples of 
Paestum, a mandatory destination 
for all tourists since the middle of the 
18th century. When Sonne portrayed 
the magnificent ruins, he chose to 
let the shepherds in the foreground 
become an equally important part of 
the subject, showing how popular the 
folk genre was during the first half of 
the 19th century. 

Carl Ferdinand Stelzner 
(1805–1894), German
Greeting with Portrait from Carl 
Ferdinand Stelzner to Emil Baerenzen, 
signed 28 June 1832
Pencil on paper, 243 x 198 mm 
The Wiros Fund
NMH 2/2017
See article on p. 71, Self-Portraits 
and Artists’ Portraits as Portraits of 
Friends – A Selection of Paintings and 
Drawings.

Jørgen Sonne (1801–1890), Danish
Soldiers in Line at the Encampment at 
Dannevirke, 1850
Pencil and watercolour on paper, 
175 x 249 mm 
The Wiros Fund
NMH 6/2017

Jørgen Sonne (1801–1890), Danish
Airing the Blankets. Scene from the 
Encampment at Dannevirke, 
probably 1850
Pencil and watercolour on paper, 
168 x 254 mm 
The Wiros Fund
NMH 7/2017

Fig. 64
Jørgen Sonne (1801–1890), Danish 
Shepherds Resting by the Temples of 
Paestum
Pen and wash on paper, 
340 x 490 mm
The Wiros Fund
NMH 23/2017

The two drawings by Schjerfbeck 
illustrate different aspects of her 
early interests as an artist. The first 
case, a literary subject taken from 
Runeberg’s old Norse drama Kung 
Fjalar, shows her ambitions in the 
1870s to become a history painter. 
The second drawing, a subtle study 
in coal of an interior, is drawn 
practically without lines, with a 
strong emphasis on atmosphere and 
volume. Schjerfbeck has used the 
medium to highlight the formal 
qualities of the room in a bold 
personal manner that she would 
continue to develop in the coming 
years. The drawing is inscribed “My 
room, rue Jacob 22–24”, and dated 
“Paris – 85” on the verso.

Helene Schjerfbeck (1862–1946), 
Finnish
King Fjalar, 1870s
Pencil and ink on paper, 
306 x 249 mm 
The Magda and Max Ettler Fund
NMH 73/2017

Fig. 63
Jørgen Sonne (1801–1890), Danish
View of the Encampment at 
Fredericia, signed 1849
Pencil and wash on paper, 
254 x 452 mm 
The Wiros Fund
NMH 4/2017
Jørgen Sonne, who had spent a 
decade studying Italy’s street life and 
landscape, was later able to use his 
topographical knowledge as a battle 
painter. In a series of watercolours 
from the Danish fortifications in 
southern Jutland – Fredericia 
and Danevirke – he offers almost 
journalistic depictions of utterly 
peaceful everyday life in the 
encampments when no fighting 
was taking place. 

Jørgen Sonne (1801–1890), Danish
Encampment at Dannevirke, 
Schleswig-Holstein, 1850
Pencil and watercolour on paper, 
247 x 452 mm 
The Wiros Fund
NMH 5/2017

Fig. 65 Helene Schjerfbeck, My Room, Rue Jacob 22–24, NMH 72/2017.
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Sweden to attain a PhD in Crafts. 
The title of his thesis, Lerbaserad 
erfarenhet och språklighet (Clay-
Based Experience and Language-
Ness), can be seen as a mission state-
ment for Medbo’s study – can we say 
different things with clay and words? 
His process involved trying different 
techniques and styles. This sculpture 
was included in his research and 
in the exhibition Slutkommentar 
(Endnote) at Galleri Thomassen in 
Gothenburg in June 2016. 
See article on p. 11, The Friends of the 
Nationalmuseum.

Fig. 66
Cup and saucer
Porcelain
Produced by Manufacture 
nationale de Sèvres, 1846
Cup 6.3 x 8.6 x 6.8 cm (h x l x w), 
saucer 1.9 x 12.6 cm (h x diam)
The Anna and Ferdinand Boberg 
Foundation
NMK 26/2017
The Tuileries Palace became the 
royal residence during the Bourbon 
Restoration in 1814–30. During 
the July Revolution in 1830, it was 
rampaged and ransacked by the 
armed mob. King Louis Philippe also 
chose the palace as his residence. 
The interior was modernised, and 
this cup from 1846 is an example of 
the contemporary design ideals. The 
palace was stormed once again in 
1848, and the royal family was forced 
to flee. In 1871, the palace was burned 
down during the Paris Commune and 
was a ruin for 11 years. The French 
Revolution had emptied the royal 
palaces of their furniture. They were 
refurnished eventually by Napoleon, 
and then by the Bourbons. Louis 
Philippe I was as eager as his predece
zssors to make his mark. This cup and 
saucer belong to a large service with 
his name cipher that was delivered to 
the Tuileries in 1846. 

Cup and saucer
Porcelain
Unknown designer and producer, 
beginning of 1800s
Cup 10.7 x 9.8 x 8.3 cm (h x l x w), 
saucer 2.7 x 14.2 cm (h x diam)
The Anna and Ferdinand Boberg 
Foundation
NMK 27/2017

2016, accession 2017)
NMK 18/2017

Vase
Serie V
Creamware
Designed by Ilse Claeson 
(1907–1999)
Produced by Rörstrand, 1930s
13 x 11 x 8 cm (h x w x d)
The Axel Hirsch Fund (purchase 
2016, accession 2017)
NMK 19/2017

Sculpture 
Thinking Through Clay I
Stoneware, unglazed, wrought and 
formed, casted parts
Mårten Medbo (b. 1964), 2014
25 x 25 x 28 cm (h x w x d)
Gift of the Friends of the National-
museum, the Bengt Julin Fund
NMK 20/2017
On 14 December 2016, the ceramicist 
Mårten Medbo was the first in 

4.5 x 17 cm (h x diam) and 3 x 13.5 cm 
(h x diam)
The Anna and Ferdinand Boberg 
Foundation
NMK 4–5/2017

Plate
Serie V
Creamware
Designed by Ilse Claeson 
(1907–1999) 
Produced by Rörstrand, 1930s
3.5 x 31 cm (h x diam)
The Axel Hirsch Fund (purchase 
2016, accession 2017)
NMK 17/2017

Vase
Serie V
Creamware
Designed by Ilse Claeson 
(1907–1999)
Produced by Rörstrand, 1930s
16 x 8.5 x 5 cm (h x w x diam)
The Axel Hirsch Fund (purchase 

Unknown artist
Woman with a Thin Drapery, 1600s 
(?)
Pen and brown ink on vellum, 
158 x 102 mm 
The Wiros Fund
NMH 48/2017

Unknown artist
Adoration of the Magi, c. 1600
Black chalk and white heightening on 
paper, 275 x 324 mm
The Wiros Fund
NMH 49/2017

Ceramics

Cups and saucers with motif of 
Christiansborg Palace, set of two
Porcelain 
Den Kongelige Porcelainsfabrik, 
1820–1850 
Cups 9 x 13.5 x 11.5 cm (h x l x w) and 
7.7 x 9 x 7.5 cm (h x l x w), saucers 

Fig. 66 Cup and saucer, Produced by Manufacture nationale de Sèvres, NMK 26/2017.
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Cup and saucer
Collection
Machine-made, matt glazed 
stoneware, wood
Designed by Marie-Louise Hellgren 
(b. 1958)
Produced by Höganäs Keramik, 
1991
Cup with handle 9 x 11.2 x 9.1 cm 
(h x w x diam), saucer 1 x 9.6 cm 
(h x diam)
The Ulla and Gunnar Trygg Fund
NMK 179/2017

The Ulla and Gunnar Trygg Fund
NMK 177/2017

Cup and saucer
Collection
Wrought stoneware
Designed by Marie-Louise Hellgren 
(b. 1958)
Produced by Höganäs Keramik, 
1990
Cup with handle 9.2 x 11.5 x 9.2 cm (h 
x b x diam), saucer 1 x 9.8 cm 
(h x diam)
The Ulla and Gunnar Trygg Fund
NMK 178/2017

commemorating the battle of 
Leipzig, the first major allied victory 
over Napoleon, and one that would 
eventually bring his empire to an 
end. During and after the French 
Revolution, commemorative objects 
of this kind, both souvenirs and more 
exclusive pieces, became increasingly 
common. Utilitarian objects could 
thus be used to convey political and 
propaganda messages. 

Cup and saucer
Porcelain
Produced by Königliche Porzellan-
Manufaktur Berlin, 1813
Cup 12 x 11.6 x 9 cm (h x l x w), saucer 
3 x 17.7 cm (h x diam)
The Anna and Ferdinand Boberg 
Foundation
NMK 123/2017

Cup with motif of the Russian 
embassy
Porcelain
Produced by Königliche Porzellan-
Manufaktur Berlin, middle of 
1800s
9.7 x 11.8 x 8 cm (h x l x w)
The Anna and Ferdinand Boberg 
Foundation
NMK 124/2017

Cups, prototypes, set of five, one 
with a saucer 
Collection
Matt glazed wrought stoneware
Designed by Marie-Louise Hellgren 
(b. 1958)
Produced by Höganäs Keramik, 
1989
With handle 8 x 11 x 8.8 cm (h x w x 
diam), 9.7 x 12 x 9.2 cm (h x w x diam), 
8.9 x 11.5 x 9.1 cm (h x w x diam), 
9 x 12 x 9.4 cm (h x w x diam), and 
13 x 9.5 cm (h x diam)
The Ulla and Gunnar Trygg Fund
NMK 172–176/2017

Cup and saucer
Collection
Machine-made, matt glazed 
stoneware, wood
Designed by Marie-Louise Hellgren 
(b. 1958)
Produced by Höganäs Keramik, 
1990
Cup with handle 9 x 11.2 x 9.1 cm 
(h x w x diam), saucer 1.3 x 9.5 cm 
(h x diam)

Vase
Faience
Designed by Eva Jancke-Björk 
(1882–1981)
Produced by Bobergs Fajansfabrik, 
1930s
20 x 21 cm (h x diam)
The Anna and Ferdinand Boberg 
Foundation
NMK 42/2017
The plant decor in deep relief on this 
vase shows that 1920s ornamental 
imagery continued to develop in the 
1930s. After studies at the art and 
crafts school Tekniska skolan 
in 1899–1904, Eva Jancke-Björk 
ran her own ceramic workshop in 
Gothenburg and designed glass and 
pottery for Orrefors, Rörstrand, 
Sankt Eriks Lervarufabriker and 
Bo Fajans, and textiles for Licium and 
Handarbetets Vänner (the Friends 
of Handicraft). And yet, her practice 
has received very little attention in 
Swedish design history. 

Terrine with lid and saucer
Faience
Produced by Rörstrand, c. 1740
Total 32 cm (h), terrine with 
lid 30 x 40.5 x 24 cm (h x l x w), 
saucer 41.5 x 30.3 cm (l x w)
The Anna and Ferdinand Boberg 
Foundation
NMK 116/2017
This terrine is signed Stockholm and 
was probably painted by Joachim 
Silverskoug. The design is based 
on French ceramics. Rouen was 
the main source of inspiration for 
Rörstrand production. In this case, 
the shape is also influenced by silver 
objects. Silverskoug is presumed to 
have come from the Copenhagen 
factory and was one of the first 
painters at the factory. In the 1740s, 
Rörstrand (founded in 1726) 
developed its own style in relation 
to the rest of Europe.

Cup and saucer
Porcelain
Produced by Königliche Porzellan-
Manufaktur Berlin, 1813
Cup 9 x 10 x 8 cm (h x l x w), saucer 
2.4 x 13.9 cm (h x diam)
The Anna and Ferdinand Boberg 
Foundation
NMK 122/2017
This cup bears the year 1813, 

Fig. 67 Urn with lid, Designed by Edgar Böckman, Produced by Rörstrand, 
NMK 198/2017.
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Glass

Gems, a collection of 100
Glass
Unknown designer and producer, 
c. 1800
1.2–2.4 cm (l) 
The Axel Hirsch Fund (purchase 
2016, accession 2017)
NMK 8/2017

Vase 
Spun
Glass
Designed by Bengt Edenfalk 
(1924–2016), 1961
Produced by Skrufs Glasbruk, 1968
15.5 x 14.5 cm (h x diam)
Gift of Anders Reihnér, Stockholm
NMK 46/2017

Vase
Glass
Designed by Christer Sjögren 
(1926–2008), 1961
Produced by Lindshammar 
Glasbruk, 1968
43.5 x 18 cm (h x diam)
Gift of Anders Reihnér, Stockholm
NMK 47/2017

Bowl
Glass
Designed by Monica Backström 
(b. 1939)
Produced by Boda glasbruk, 1967
12.5 x 36 cm (h x diam)
Gift of Anders Reihnér, Stockholm
NMK 48/2017

Fig. 68
Set of wine glasses, two of each
Air Sense
Glass (lead free crystal with 
titanium) 
Designed by Bernadotte & Kylberg
Produced by Zwiesel Kristallglas, 
2016
Bourdeaux 23.2 x 10.8 cm (h x diam), 
red wine 21.9 x 9.9 cm (h x diam), 
Burgunder 21.3 x 11.6 cm (h x diam), 
Chardonnay 20 x 8.8 cm (h x diam), 
riesling 19.1 x 7.7 cm (h x diam), 
Champagne 23.3 x 7.3 cm (h x diam) 
and 14.7 x 10.5 cm (h x diam), dessert 
wine 16.1 x 8.6 cm (h x diam), 
all-round 11 x 8.9 cm (h x diam), 
water 8.7 x 9.9 cm (h x diam)
Gift of Bernadotte & Kylberg 
NMK 86–95/2017

Cup and saucer
Ao
Cup: glazed bone china. Saucer: brass, 
plastic. Case: cardboard, fabric, ivory
Designed by Marie-Louise Hellgren 
(b. 1958)
Produced by Chang och Biörck, 
2003
Cup 8.3 x 9 cm a (h x diam), saucer 
9 cm b (diam), case 10 x 23.5 x 14 cm 
(h x l x w)
The Ulla and Gunnar Trygg Fund
NMK 180/2017

Cup and saucer
Tu
Cup: glazed bone china. Saucer: 
stainless steel, plastic 
Designed by Marie-Louise Hellgren 
(b. 1958)
Produced by Chang och Biörck, 
2003
Cup 6.8 x 9.3 cm (h x diam), saucer 
9 cm (diam), case 10 x 23.5 x 14 cm 
(h x l x w)
The Ulla and Gunnar Trygg Fund
NMK 181/2017

Fig. 67
Urn with lid 
Creamware
Designed by Edgar Böckman 
(1890–1981)
Produced by Rörstrand, 1926–29
27 x 17.5 cm (h x diam)
The Axel Hirsch Fund
NMK 198/2017
Edgar Böckman worked at Rörstrand 
in 1926–29. In this urn, he has 
captured the classicist ideals in gold 
on a black background. The urn’s 
design is more akin to continental 
Art Deco than to the ubiquitous 
style in Sweden at the time, Swedish 
Grace. Böckman was more inter-
national in his work. He studied in 
Prague for some years in the 
1930s and eventually became the 
head teacher of ceramics at the 
Konstfack University College 
of Arts, Crafts and Design in 
Stockholm in 1947–57. 

Fig. 68 Set of wine glasses, two of each, Air Sense, Designed by Bernadotte & 
Kylberg, Produced by Zwiesel Kristallglas, NMK 86–95/2017.

Fig. 69 Lipsticks, set of four, Make Up Mini, Designed by Åsa Jungnelius,
Produced by Orrefors Kosta Boda, NMK 184–187/2017.
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Produced by Orrefors Kosta Boda, 
2013
31 x 47 x 27 cm (h x l x w)
Gift of the Friends of the 
Nationalmuseum, the Bengt Julin 
Fund
NMK 211/2017
Lena Bergström – “I want every 
planet to be unique and beautiful. 
Like us humans. We all come from an 
egg with different contents, and are 
honed into different characters. 
We become our own little planets.” 
This object marks the end of an era 
when Orrefors glasbruk was still 
in operation and had skilful crafts-
people working closely with 
designers. 
See article on p. 11, The Friends of the 
Nationalmuseum.

This vase was created as part of 
Hanna Hansdotter’s exploration 
of how the encounter between the 
production processes of industry 
and crafts could be developed. It was 
blown using an iron tool that creates 
the pattern and basic form, allowing 
the glass maker to focus on shaping 
the molten glass. The result is a 
series of individual vases, where 
the decorative effects are made 
by the tool. This vase featured in 
Hansdotter’s BA project at the 
Konstfack University College of Arts, 
Crafts and Design. 

Sculpture
Planets: Red Rose
Glass, blown, cut
Designed by Lena Bergström 
(b. 1961)

Fig. 69 
Lipsticks, set of four
Make Up Mini 
Moulded, hand-painted glass
Designed by Åsa Jungnelius 
(b. 1975)
Produced by Orrefors Kosta Boda, 
2014 
12.8–13.3 x 4.2 cm (h x diam), 
box 14 x 5 x 5 cm (h x w x d)
Gift of Orrefors Kosta Boda
NMK 184–187/2017
Åsa Jungnelius challenges conven-
tional notions of materiality, body 
and object. By applying a feminist 
approach to production and artefacts, 
she seeks to highlight the question of 
objects as fetishes. Her first version 
of sculptures of lipstick and nail 
varnish were shown in 2006 (see 
NMK 88/2016). In 2008, Jungnelius 
made a series of smaller, mass-
produced Make-up pieces, featuring 
lipstick, nail varnish and painted 
pouty lips. See also NMK 188–
192/2017 below. 

Nail polish, set of four
Make Up Mini
Moulded, hand-painted glass
Designed by Åsa Jungnelius 
(b. 1975)
Produced by Orrefors Kosta Boda, 
2014 
12.5–12.8 x 5 x 5 cm (h x w x d)
Gift of Orrefors Kosta Boda
NMK 188–191/2017

Mouth 
Make Up Hot Lips
Moulded, hand-painted glass
Designed by Åsa Jungnelius 
(b. 1975), 2010
Produced by Orrefors Kosta Boda, 
2014 
6.5 x 10 cm a (h x w), 
box 5.5 x 8.5 x 8.5 cm (h x w x diam)
Gift of Orrefors Kosta Boda
NMK 192/2017

Fig. 70 
Vase 
Avtryck
Glass, mould-blown
Hanna Hansdotter (b. 1984), 2017
42 x 35 x 27 cm (h x w x d)
Gift of the Friends of the 
Nationalmuseum, the Bengt Julin 
Fund
NMK 201/2017

This entire service is based on a 
slightly bent shape. Air Sense has a 
blown bubble inside that helps air 
the wine when it is poured. Air was 
the key design concept. The wine 
breathes more and the glasses 
are extremely light. Each one is 
shaped after the intended grape. The 
molten glass is lead-free crystal and 
titanium. The Zwiesel Kristallglas 
glassworks patented its titanium 
crystal glass in 2002. It gives the 
glasses a tough surface and thus 
makes them uniquely durable. The 
glass cup is almost elastic.

Carafes, set of two
Air Sense 
Glass (lead free crystal with 
titanium) 
Designed by Bernadotte & Kylberg
Produced by Zwiesel Kristallglas, 
2016
35.1 x 14.5 cm (h x diam) and 
31.6 x 22.5 cm (h x diam)
Gift of Bernadotte & Kylberg 
NMK 96–97/2017

Vase
Glass
Designed by Ingeborg Lundin 
(1921–1992) 
Produced by Orrefors glasbruk, 
1952
15.5 x 13.5 x 10 cm (h x l x w)
The Ulla and Gunnar Trygg Fund
NMK 100/2017
Ingeborg Lundin started as a 
designer at Orrefors glassworks in 
1947. She was recognised for her 
design early in her career and was 
one of the first to receive the 
Scandinavian Lunning Prize, a 
prestigious award in the years it 
existed, 1951–70. Her meticulous 
objects, launched under the concept 
of Scandinavian Design, are often 
used to exemplify her style. This vase, 
however, shows an entirely different 
aspect –a sculptural shape that 
presages the 1960s. 

Vase 
Uppståndelsen (Resurrection)
Glass
Designed by Gunnel Nyman 
(1909–1948) 
Produced by Iittala, 1947
40 x 11.5 cm (h x diam)
The Ulla and Gunnar Trygg Fund
NMK 101/2017

Fig. 70 Vase Avtryck, Hanna Hansdotter,  NMK 201/2017.



ACQUISITIONS 2017:  E XPOSÉ

218Art Bulletin of Nationalmuseum Volumes 24–25, 2017–2018

16.9 x 26.7 x 16.3 cm (h x l x w), 
weight 773 g 
The Ulla and Gunnar Trygg Fund
NMK 99/2017
The architectural form and smooth 
volumes of this bowl give it an 
international character not 
generally found in Swedish silver 
from this period. Sven Backström 
was primarily an architect. The bowl 
bears witness to his studies at the 
Bauhaus in Germany, which sought 
to fuse architecture, design and 
visual art into a unified whole. 
Its design language was based on 
the sphere, cone and cube and the 
primary colours red, blue and 
yellow. 

Touch needles, set of sixteen 
Silver
Unknown designer and producer, 
1642 
7 x 2 cm (h x w), weight 40 g 
The Axel Hirsch Fund
NMK 115/2017

Tankard
Silver, gilt on the inside
Anders Nilsson (1870–1935), 
marked 1900
20 x 19 x 14 cm (h x l x w)
The Ulla and Gunnar Trygg Fund
NMK 98/2017
An intriguing example of Anders 
Nilsson’s output around 1900. He 
collaborated with various designers/
architects, including Otto Strandman 
and Erland Heurlin. After studying 
in Copenhagen, Anders Nilsson took 
over Johan Petter Hesselgren’s silver 
workshop in Lund in 1899. The style 
was typically Art Nouveau. He was 
appointed jeweller to the royal court. 
In 1927, his son Wiwen Nilsson took 
over the firm. 

Fig. 73
Bowl
Silver
Designed by Sven Backström 
(1903–1992) 
Produced by C G Hallbergs 
Guldsmeds, marked 1931

Fig. 71 
Gold box with original case 
18-carat gold, leather
Etienne-Lucien Blerzy (–1808), 
1808
Box 2.2 x 10.1 x 5.4 cm (h x l x w), case 
3.2 x 11.3 x 6.2 cm (h x l x w)
The Hjalmar and Anna Wicander 
Fund (purchase 2016, accession 2017)
NMK 25/2017
The abolition of the monarchy 
in 1792 dealt a severe blow to the 
French luxury goods industry. When 
Napoleon Bonaparte took power 
seven years later and subsequently 
proclaimed himself emperor, its 
fortunes were revived. Etienne-
Lucien Blerzy was among those 
commissioned to make gold boxes 
bearing his monogram, which were 
distributed liberally as marks of 
favour. The recipients could trade 
them in for cash at the suppliers, 
Gilbert & Marguerit, who had 
opportunely engraved their name 
on one side. 

Gold and Silver

Candelabras, set of two 
Silver, jacaranda
Designed by Kitty von Otter 
(1910–1991)
Produced by Guldsmeds-
aktiebolaget, 1935
17.3 x 24 x 11 cm (h x l x w)
The Anna and Ferdinand Boberg 
Foundation
NMK 14A–B/2017
Kitty von Otter was one of the young 
women designers in the early 1930s. 
Her practice was radical, and she 
favoured a minimalist style based 
on contrasts between silver and 
blackened materials. The goldsmith 
company Guldsmedsaktiebolaget 
was her primary employer. In 1934, 
after marrying the future director of 
Höganäsbolaget, Olov Herneryd, she 
gave up her design career. This pair 
of chandeliers, made the year after, 
are thus based on one of her older 
drawings. 

Fig. 72 Commemorative ring with a cameoportait of Gustav III, Hans Jacob 
Vogt (1769–1823), NMK 217/2017.

Fig. 71 Gold box with original case, Etienne-Lucien Blerzy, NMK 25/2017.
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Inkstand
Gilt and patinated bronze
Unknown designer and producer, 
1800–20
23 x 34.5 x 12.5 cm (h x l x w)
The Axel Hirsch Fund
NMK 110/2017
A compartment borne by four 
tortoises supports an ancient 
Roman trireme with containers for 
ink and sand. This ink-stand crowned 
by the sea god Neptune was a gift 
from Karl XV to the master tailor 
Fredrik August Schultze (1808–1889), 
thanking him for inviting him to 
shoot woodcocks at his manor 
Rudboda on Lidingö. Schultze was 
a tailor to the court together with 
Carl Kaeding. Among other things, 
Kaeding & Schultze provided the 
costume Oscar I wore at his 
coronation.

Prototype saucer
Ao & Tu
Brass
Designed by Marie-Louise Hellgren 
(b. 1958)
Produced by Chang och Biörck, 
2003
9 cm (diam)
Gift of Marie-Louise Hellgren
NMK 182/2017

Fig. 72 
Commemorative ring with a 
cameoportait of Gustav III
Gold, stone
Hans Jacob Vogt (1769–1823), 1790s
2.5 x 2.2 x 2.1 cm (h x w x d)
The Magda and Max Ettler Fund
NMK 217/2017
This is a memento ring with a 
portrait of Gustav III, made after the 
king died in 1792. A corresponding 
portrait exists as a cameo. This one 
is believed to be made of black onyx, 
with the king’s engraved profile. The 
Nationalmuseum already had several 
cameos, but none that are set in gold.

Base Metals

Canopic jars
Bronze, marble giallo siena 
Unknown designer and producer, 
1800–50
34 x 12 cm (h x diam)
The Axel Hirsch Fund (purchase 
2016, numered 2017)
NMK 6–7/2017
See article on p. 45, Decorative 
Objects in Retour d’Égypte Style – A 
Reflection of International Politics.

were often altered. This variety of 
naturalism was part of the prevailing 
Neo-Rococo style. 

Diadem
Gold, oriental pearls, agate, enamel
Anders Cedergren (1791–1834), 
1806–10 
6.6 x 13 x 7.5 cm (h x w x d)
The Axel Hirsch Fund
NMK 197/2017

Fig. 74
Object 
Honey
Silver, glass
Ru Runeberg (b. 1970), 2014
16 x 24.5 x 32 cm (h x l x w)
The Ulla and Gunnar Trygg Fund
NMK 212/2017
A silver bee with a glass hind-part. 
The body is a honey vessel. The 
lid is thicker so it closes easily. The 
detachable antennae serve as spoons.
Runeberg’s artistic objects are also 
useful. He plays with the viewer and 
does not offer any easy solutions. He 
hones and polishes the glass himself 
at Notsjö glasbruk. Inspiration comes 
from nature, which he stylises and 
gives other dimensions to.

Tankard
Silver, partly gilt
Erik Sorsell (–1798), 1794
24.5 x 21 x 15 cm (h x l x w), weight 
1350 g 
The Axel Hirsch Fund
NMK 118/2017
Tankards were modern and common 
in the 17th century. They became 
bearers of tradition, as this late 
example from 1794 demonstrates. 
The design was frequently updated, 
here with a medallion, a knob in the 
form of a pinecone and a laurel-leaf 
edge. 

Paperweight
Silver, porphyry
Gustaf Möllenborg (1796–1851), 
attributed to, 1840s
19.5 x 17 x 17 cm (h x l x w)
The Axel Hirsch Fund
NMK 119/2017
Naturalistic branches on a porphyry 
plinth from the Älvdalens porfyrverk. 
This nature-inspired design in 
various materials is from the 19th 
century. Objects with meticulously-
crafted details were much admired. 
But they did not depict nature. On 
the contrary, plants were stylised 
to be decorative. Proportions 

Fig. 74 Object Honey, Ru Runeberg, NMK 212/2017.Fig. 73 Bowl, Sven Backström, Produced by C G Hallbergs Guldsmeds, 
NMK 99/2017.
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Fig. 78 
Table clock
Katedralen i Rouen (The Rouen 
Cathedral)
Gilt bronze, enamel
Bavozet Frères et Soeurs, c. 1835
48 cm (h)
The Axel Hirsch Fund
NMK 213/2017
An example of the Neo-Gothic 
aesthetic ideal in the early 1800s. 
France regularly organised industrial 
fairs to promote trade and showcase 
French luxury products. The 1827 
exhibition was a triumph for the 
Mediaeval style. At the following 
exhibition, in 1834, the company 
Bavozet Frères et Sœurs showed a 
clock replicating the portal of Reims 

was owned by Karl XIV Johan 
naturally enhanced this fad. But 
the hard, polished stone was also 
congenial to the Empire style. 

Clocks

Table clock with two tazze 
Patinated bronze, Sienna marble
Unknown designer and producer, 
France 1810–30
Table clock 52 x 67.5 x 22 cm 
(h x l x w), tazze 52 x 67.5 x 22 cm 
(h x l x w)
The Anna and Ferdinand Boberg 
Foundation
NMK 117A–C/2017

its form, not the original function – 
though these scales actually work.

Stone Objects

Fig. 77 
Cane
Black Rännås porphyry, gold, rattan 
palm
Unknown designer and producer, 
1810s–20s
116.5 cm (l)
The Axel Hirsch Fund
NMK 214/2017
This walking stick made of rattan and 
black Rännäs porphyry shows clearly 
that porphyry was in fashion. The 
fact that the Älvdalens porfyrverk 

Fig. 75 
Object 
Tafelwaage City
Iron wire, soldering of silver
Designed by Thomas Raschke 
(b. 1961), 2017
66 cm (h)
Gift of the Friends of the National-
museum, the Bengt Julin Fund
NMK 218/2017
Thomas Raschke reproduces the 
contours of existing objects with 
great precision and exactitude. He 
works the wire by hand, a little like a 
draughtsman but in three dimen-
sions. The process is elaborate and 
time-consuming. What interests 
Raschke is the imitation of an object: 
the finished work only reproduces 

Fig. 77 Cane, Unknown designer and producer, NMK 214/2017.

Fig. 75 Object, Tafelwaage City, Designed by Thomas Raschke, NMK 218/2017 Fig. 76 Necklace, Jordi Aparicio, NMK 9/2017.
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claims that the piece can protect the 
wearer and even endow her with 
super-powers. 

Fig. 76
Necklace
Silver 930/000 with electo-lacquered 
ceramics, stone
Jordi Aparicio (b. 1984), 2016
5 x 45 x 20 cm (h x l x w)
Gift of the Friends of the National-
museum, the Bengt Julin Fund
NMK 9/2017
Jordi Aparicio grew up in a family 
of clockmakers and also became 
one, but has focused on jewellery-
making in recent years. His pieces 
are made using advanced methods 
that he developed experimentally. 
Aparicio created this necklace by 

Fig. 80 
Neckless
Body Armor #4
Silver, agate, aventurine, carnelian, 
emerald, serpentinite
Åsa Lockner (b. 1973), 2016
30 x 15 x 3 cm (h x w x d)
The Ulla and Gunnar Trygg Fund
NMK 2/2017
This necklace belongs to Åsa 
Lockner’s series Crown Jewels, 
in which she combines materials 
with various formal elements in an 
attempt to give each composition 
a sense of weight and certainty. As 
is often the case with crown jewels, 
the design is dictated by the shape 
of the gems. Body Armor #4 is set 
with agates, aventurines, carnelians, 
emeralds and serpentinites. Lockner 

earrings 6.2 x 1.8 x 0.9 cm (h x w x d), 
brooch 3.2 x 6.2 x 1 cm (h x w x d)
The Axel Hirsch Fund (purchase 
2016, accession 2017)
NMK 1A–E/2017
The parts in this jewellery set are 
made of linked gold plats with 
freely sculpted flowers and leaves 
in the naturalistic style of the 
time. The original case was in red 
Moroccan leather. The set is from 
the Göransson family, who founded 
Sandvikens jernverk in 1862. Göran 
Fredrik Göransson married Catha-
rina Elisabeth Sehlberg in 1842, and 
it was given to her on this occasion. 
It was then passed on to the oldest 
daughter in each generation until 
recently.

Cathedral. It was a success and the 
firm later announced that it sold 
clocks representing the cathedrals 
of Reims, Rouen and Nôtre Dame in 
Paris. Technically, the bronze casings 
are extremely intricate, consisting of 
more than 200 separate parts. The 
company continued making these 
models until around 1845. 

Jewellery

Fig. 79 
Gold Parure with case 
18-carat gold, case in red Moroccan 
leather
Gustaf Möllenborg (1796–1851), 
1842
Neckless 44.5 x 2.5 cm (l x w), 

Fig. 78 Table clock, Katedralen i Rouen (The Rouen Cathedral), Bavozet Frères 
et Soeurs, NMK 213/2017.

Fig. 79 Gold Parure with case, Gustaf Möllenborg (1796–1851), NMK 1A–E/2017
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Coin and Medal Engraver, but died 
of cholera two years later, and was 
succeeded by his sister, Lea Ahlborn 
(1826–1897), who thus became 
Sweden’s first female government 
employee. 

Brooch (part of a collaboration, 
see rug NMK 105A/2017)
Hide & Seek – Things are not what 
they seem 
Cicada, colour, glitter 
Märta Mattsson (b. 1982), 2017
6.5 x 15 x 3 cm (h x w x d)
Gift of the Friends of the National-
museum, the Bengt Julin Fund

Fig. 81
Bracelet with mounted medal 
with motif of Queen Josefina 
(Joséphine) 
Gold, silver
Medal engraved by Pehr Henrik 
Lundgren (1824–1855)
20 x 3.7 cm (l x w)
The Ulla and Gunnar Trygg Fund
NMK 41/2017
The Tessera Memoriae medal was 
instituted in 1855. It was awarded in 
either gold or silver. The engraver 
was Pehr Henrik Lundgren. He 
succeeded his father, Ludvig Persson 
Lundgren (1789–1853), as, Sweden’s 

In 1904, Gustaf Robert Lindbäck 
began designing and making silver 
objects in his workshop in Nederkalix 
in northern Sweden. This brooch 
is a modern, 20th-century piece, 
combining local crafts and external 
influences. Shaped like a bow, it 
shows a landscape, with the Kalix-
älven river at sunset, and the steeple 
at Kalix Church with northern lights. 
The scene is framed by plants and 
pine cones.

winding silver wire around branches, 
which he then incinerated so that the 
silver melted together and the wood 
burned up. The metal was then given 
a ceramic coating. 

Fig. 82
Brooch
Silver
Gustaf Robert Lindbäck 
(1875–1951), designed c. 1912, made 
1920
5.6 x 10 x 1.1 cm (h x l x w)
The Anna and Ferdinand Boberg 
Foundation
NMK 23/2017

Fig. 80 Neckless Body Armor #4, Åsa Lockner, NMK 2/2017.

Fig. 81 Bracelet with mounted medal with motif of Queen Josefina (Joséphine), 
Pehr Henrik Lundgren, NMK 41/2017.

Fig. 82 Brooch, Gustaf Robert Lindbäck, NMK 23/2017.
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Fig. 85 
B.K.F. Chair
Butterfly Chair
Designed by Antonio Bonet 
(1913–1989), Juan Kurchan 
(1913–1972) and Jorge Ferrari 
Hardoy (1914–1977), 1938
Produced by NK:s Verkstäder, 
1950s
88 x 85 x 82 cm (h x w x d)
Gift of Karin Perers, Mörtarbo
NMK 15/2017
Designed back in 1938, the Butterfly 
chair became associated in Sweden 
(where it was called the Bat) with 
changing 1950s attitudes to young 
people. Its design allowed for greater 
freedom to explore new sitting 
postures, and it was one of the first 
items that clearly marked a new 
design age in Swedish homes. From 
1950 it was made at NK’s Nyköping 
workshop under licence from Knoll 
in the US. 

Shelf 
Spika
Chipboard
Designed by Erik Karlström 
(1923–2005) 
Produced by Kooperativa 
Förbundet, 1968
203 x 53.7 x 26 cm (h x w x d) 
Gift of the Friends of the National-
museum, the Design Fund
NMK 16/2017
See article on p. 85, Spika and Tajt 
– Alternative Furniture for a Young 
Generation. 

Armchair
Veneer, steel, leather
Designed by Axel Einar Hjorth 
(1888–1959) 
Produced by Nordiska Kompaniet, 
1929
110 x 60 x 57 cm (h x w x d)
The Barbro Osher Fund and the Axel 
Hirsch Fund
NMK 102/2017
See article on p. 127, Lions in the 
Garden of Eden.

Fig. 84 
Cabinet door
Wood
Produced by Kalmar Slott 
(probably), 1550–70
20 x 21.5 cm (h x b)
The Axel Hirsch Fund
NMK 112/2017

NMK 105B/2017
See article on p. 99, Hide & Seek – 
Things Are Not What They Seem. 

Bracelet with clock
14-carat gold, shell cameo, enamel
Antoine Moilliet & Cie, 1840s–50s
19 x 4 cm (l x w)
The Axel Hirsch Fund
NMK 120/2017

Bracelet and case
14-carat gold, diamonds, enamel, case 
in red Moroccan leather
Unknown designer and producer, 
c. 1870
Bracelet 4 x 7.2 x 7 cm (h x l x w), case 
8.6 x 10.8 x 10.8 cm (h x l x w)
The Axel Hirsch Fund
NMK 121A–B/2017

Fig. 83
Necklace
What Has the Bird Done?
PLA, silver
Sofia Björkman (b. 1970), 2015
66 x 26.8 cm (h x w)
Gift of the Friends of the National-
museum, the Bengt Julin Fund
NMK 202/2017
Sofia Björkman has developed a 
method in which she makes three-
dimensional hand drawings with a 
special pen that writes in the plastic 
material PLA. She has made several 
pieces using this technique, but this 
necklace was the first. The result 
is sculptural, and at the same time 
sketchy jewellery, reminding a bit of 
bird feathers. 

Furniture

Tabouret
Mahogany, inlay
Unknown Danish designer and 
producer, 1800s
50 x 42 x 41 cm (h x l x w)
The Anna and Ferdinand Boberg 
Foundation (purchase 2016, 
accession 2017)
NMK 3/2017
See article on p. 45, Decorative 
Objects in Retour d’Égypte Style – A 
Reflection of International Politics.

Fig. 83 Necklace What Has the Bird Done?, Sofia Björkman, NMK 202/2017.
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Armchairs, set of two
Bird and Leaf (fabric design)
Wood, textile, brass
Fabric designed by Charles Francis 
Annesley Voysey (1857–1941)
Fabric produced by Turnbull & 
Stockdale, 1880s
95 x 76 x 80 cm (h x w x d)
The Axel Hirsch Fund
NMK 199–200/2017
Armchairs with original upholstery 
and legs with brass wheels. A wide 
fringe around the bottom is missing. 
The fabric Bird and Leaf was 
launched in 1884 and sold by Liberty 
& Co in London and Sub Rosa in 
Stockholm. Sub Rosa was run by 
Daniel and Erik Gustaf Folcker. The 
shop offered modern industrially 
produced arts and crafts from 
England. The cultural elite, including 
the royal couple, were among its 
regular customers. These armchairs 
belonged to Queen Sofia’s (1836–
1913) apartments at Ulriksdal Palace 
and bear her owner mark. They were 
sold at an auction after the death of 
King Gustav VI Adolf in 1973.

Fig. 87 
Pouf 
Pink One 
Airbag fabric, grey wool underneath 
the pouf, framwork of MDF, foam 
rubber, wool under the seat, wood 
Designed by Marie-Louise Hellgren 
(b. 1958), 2013
Produced by Ingamay Persson and 
F.O.V. Fabrics, 2017
42 x 38 cm (h x diam)
The Ulla and Gunnar Trygg Fund
NMK 183/2017
This pink textile was designed for 
air bags and is made by F.O.V. Fabrics 
since sthe 1990s. The material has 
a silicone-coated surface and is 
flame-resistant and therefore hard 
to destroy. The leftover material 
cannot be used, for safety reasons. 
By upholstering a puff with the 
silk-like material, Marie-Louise 
Hellgren wanted to give it a second 
life.

The Axel Hirsch Fund
NMK 114/2017
See article on p. 35, Count Fabian 
Wrede’s Mirror.

Chair
Knocking Down Chair
Beechwood, teak veneer
Designed by Yngve Ekström 
(1913–1988)
Produced by Swedese Möbler 
(probably), 1960s
90 x 50 x 60 cm (h x w x d)
The Wiros Fund
NMK 153/2017
Innovative design with front and 
back legs designed as an up and down 
V. Seat and back of molded teak 
veneer. The model was also available 
with armrests. Yngve Ekström has 
been particularly noted for the 1956 
armchair Lamino, well-known in 
Sweden. 

According to family legend, this 
door from Kalmar Castle was a gift 
from the architect Fredrik Wilhelm 
Scholander (1816–1881), who was in 
charge of the restoration of the king’s 
chamber at Kalmar Castle in 1856–61, 
to his close friend, the artist Edvard 
Bergh (1828–1880). It was passed 
down in the family until it was sold. 
On the back is an ink note: FROM 
KALMAR CASTLE. Kalmar Castle
is famous for its sumptuous interiors 
from the days of Erik XIV and 
Johan III. The marquetry panels 
were inspired by the continental 
fashion at the time. Erik XIV was 
himself fond of marquetry work. 

Mirror with the Coat of Arms of 
Wrede
Gilt wood, engraved glass
Designed by Burchardt Precht 
(1651–1738)
Produced by  Burchardt Precht 
(1651–1738) (woodwork) and 
Kungsholms glasbruk (glasswork), 
c. 1700
195 x 110 cm (h x w)

Fig. 84 Cabinet door, Produced by Kalmar Slott (probably), NMK 112/2017. Fig. 85 B.K.F. Chair Butterfly Chair, Designed by Antonio Bonet, Juan Kurchan 
and Jorge Ferrari Hardoy, Produced by NK:s Verkstäder, NMK 15/2017.



ACQUISITIONS 2017:  E XPOSÉ

225 Art Bulletin of Nationalmuseum Volumes 24–25, 2017–2018

(b. 1947) 
Produced by Almedahls, 1973
287 x 180 cm (l x w)
Gift of Chiqui Mattson, Stockholm
NMK 35/2017

Blind 
Nattens ögon
Cotton
Designed by Chiqui Mattson 
(b. 1947) 
Produced by Almedahls for
Haglunds, 1986
198 x 127 cm (l x w)
Gift of Chiqui Mattson, Stockholm
NMK 36/2017

Textile print 
Horizon
Cotton, printed in blue
Designed by Chiqui Mattson
(b. 1947) 
Produced by Almedahls, 1971
220 x 147 cm (l x w)
Gift of Chiqui Mattson, Stockholm
NMK 37/2017

220 x 94.3 cm (l x w)
Gift of Birgitta Mattson, Stockholm
NMK 28/2017

Textile prints with red, beige, blue 
and green patterns
Spika
Cotton
Designed by Magnus Silfverhielm 
(b. 1945) 
Produced by Kooperativa 
Förbundet, 1968
Red pattern 140 x 92 cm (l x w) 
and 97 x 33 cm (l x w), beige pattern 
172 x 92 cm (l x w) and 47.5 x 92 cm 
(l x w), blue pattern 145 x 21 cm 
(l x w), green pattern 80 x 19 cm 
(l x w)
Gift of Birgitta Mattson, Stockholm
NMK 29–34/2017
See article on p. 85, Spika and Tajt 
– Alternative Furniture for a Young 
Generation. 

Textile print for blind 
Mc Cloud
Cotton,  print in blue
Designed by Chiqui Mattson 

210 x 140 cm (h x w)
Gift of the Friends of the National-
museum, the Bengt Julin Fund
NMK 22/2017
Based on traditional methods, 
Matilda Dominique developed a 
waffled weaving technique for 
tapestry looms. By enlarging the 
three-dimensional tapestry 
structure, she creates distinct 
crests and valleys in the pattern. 
She made this textile while studying 
at the Konstfack University College 
of Arts, Crafts and Design. 

Towel
Linen
Produced by Vadstena fabrik, 1820s
78 x 62 cm (l x w)
Gift of Johan Berggren, Stockholm
NMK 24/2017

Textile print
Landskapsblommor
Linen, printed in colour 
Designed by Louise Adelborg 
(1885–1971) 
Produced by Almedahl, 1940s

Textiles and Fashion

Fig. 86 
Pattern model
Herbarium
Dried and pressed petals, glue, panel
Gunilla Lagerhem Ullberg 
(1955–2015), 2011
50 x 50 cm (h x w)
Gift of the artist’s daughter Anja 
Ullberg 
NMK 21/2017
The textile designer Gunilla 
Lagerhem Ullberg was the head 
designer at Kasthall for nearly three 
decades. In her free time, she studied 
wild flowers and leaves which she 
picked, took apart, pressed and 
composed into kaleidoscopic 
patterns in her Herbarium. This 
pattern was also printed on a carpet 
for Kasthall, see NMK 39/2014.

Fig. 88 
Textile
Matilda Dominique
Waffle Weave on Jacquard Loom
Matilda Dominique (b. 1983), 2014

Fig. 86 Pattern model Herbarium, Gunilla Lagerhem Ullberg, NMK 21/2017. Fig. 87 Pouf Pink One, Designed by Marie-Louise Hellgren, Produced by 
Ingamay Persson and F.O.V. Fabrics, NMK 183/2017.
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Designed by Shabnam Faraee
(b. 1971)
Produced by Hadi Ghorbani 
(printer), Hamid Zabolian 
(woodcarver), 2016
Without fringes 200 x 135 cm (h x w) 
NMK 45/2017
The major influx of refugees to 
Sweden in 2015 inspired Shabnam 
Faraee to create a pattern that 
exoticises Swedish traditions. Here, 
Persian patterns meet the Swedish 
Yuletide fare of Christmas ham and 
apples. This is a handmade block 
print on cotton woven in small mills 
in Esfahan. A graduate in industrial 
design from the Academy of Art in 
Tehran, Faraee has an MA (2006) in 
graphic design and illustration from 
the Konstfack University College of 
Arts, Crafts and Design.

Plaid 
Snark
Wool, twill woven 
Designed by Viola Gråsten 
(1910–1994), 1957
Produced by Tidstrand 

Application 
Sidenrelief nr. 9
Silk organza, partially painted with 
Deco silk colours, application on 
dupion silk 
Pasi Välimaa (b. 1968), 2017
68 x 62 cm (h x w)
Gift of the Friends of the National-
museum, Bengt Julin Fund
NMK 43/2017

Cloth 
Nordic Delight Sill och potatis 
Textile print, block-printed two-shaft 
woven cotton fabric
Designed by Shabnam Faraee 
(b. 1971)
Made by Hadi Ghorbani (printer), 
Hamid Zabolian (woodcarver), 2016
200 x 135 cm (h x w) without fringes
Gift of the Friends of the National-
museum
NMK 44/2017

Cloth 
Nordic Delight Julskinkan
Textile print, block-printed two-shaft 
woven cotton fabric

Fig. 89 
Embroidery 
The Pink Chair
Embroidery with cotton and silk 
yarn. White linen damask cloth
Ulla Andersson (b. 1942), 2013–16
190 x 122 cm (h x w)
Gift of the Friends of the National-
museum
NMK 40/2017
The embroidery tells a story 
on women’s struggle for equal 
rights. The scenes recount the 
contemporary Swedish debate and 
historical events. Textile techniques 
are often associated with feminine 
creative work, and the 20th cen-
tury modernists defined embroidery 
and crocheting as unnecessary 
pottering – women should spend 
time on more socially useful 
activities. Crafts combined with 
political activism are sometimes cal-
led craftivism. 

Fig. 91 
Sculpture (part of an installation)
Kirurgisk ornamentik 
Ink, textile and sewing 
Märit Runsten (b. 1981), 2016
25 x 77 x 55 cm (h x w x d)
Gift of the Friends of the National-
museum, Bengt Julin Fund
NMK 39/2017
This work is part of Märit Runsten’s 
series Kirurgisk ornamentik 
(Surgical Ornamentation), which 
consists of textile sculptures and 
ink and pencil drawings on paper. 
They concern our relationship to 
the body, which we are expected to 
learn to dominate and control in 
order to comply with the norm. Run-
sten wants to take control of the body 
beyond the surface. She rebuilds it, 
sculpts the innards and grafts parts 
onto it that grow into surgical orna-
ments. This sculpture belongs with 
NMH 18/2017. 

Fig. 88 Textile Matilda Dominique, Matilda 
Dominique, NMK 22/2017.

Fig. 89 Embroidery The Pink Chair, Ulla 
Andersson. NMK 40/2017

Fig. 90 Textile print Atomics, Designed by 
The Svedberg, Produced by Ljungbergs Textiltryck 
for Nordiska Kompaniets textilateljé, NMK 50/2017.
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Designed by Ingela Berntsson 
(b. 1950), 2001
Produced by Växbo Lin
160 x 265 cm (h x w)
Gift of Växbo Lin
NMK 163/2017

Table runner 
Våga 
Linen, in satin weave
Designed by Ingela Berntsson 
(b. 1950), 2008
Produced by Växbo Lin
50 x 170 cm (h x w)
Gift of Växbo Lin
NMK 164/2017

Bath towel
Bubbel
Waffle weave, linen
Designed by Ingela Berntsson 
(b. 1950), 2005
Produced by Växbo Lin
90 x 150 cm (h x w)
Gift of Växbo Lin
NMK 165/2017

130 x 76 cm (h x w)
Transferred from Statens Konstråd
NMK 113/2017

Table runner 
Rutig strandråg
Woven in checked twill and diamond 
twill. Linen.
Designed by Ingela Berntsson 
(b. 1950), 1994
Produced by Växbo Lin
35 x 150 cm (h x w)
Gift of Växbo Lin
NMK 161/2017

Dishcloth
Crepe weave, linen. Overlock edging 
with beige cotton thread.
Designed by Ingela Berntsson 
(b. 1950), 1994
Produced by Växbo Lin
Gift of Växbo Lin
NMK 162/2017

Table cloth 
Orion 
Linen, in satin weave

electron clouds and nucleus shell 
structures, recalling vivid black-
board diagrams. The fabric was sold 
by the meter and used for curtains 
at Svedberg’s Uppsala University 
laboratory.

Rug (part of a collaboration, see 
brooch NMK 105B/2017)
Hide & Seek – Things Are Not What 
They Seem 
Wool, hand-knotted in Kathmandu, 
Nepal
Designed by Anna Forsberg 
(b. 1982)
Produced by Makeda Rugs, 2017
90 x 88 x 1 cm (h x w x d)
Gift of the Friends of the National-
museum, the Bengt Julin Fund
NMK 105A/2017
See article on p. 99, Hide & Seek – 
Things Are Not What They Seem. 

Textile print
Sankt Göran och draken 
Cotton
Göta Trägårdh (1904–1984), 1950s 

220 x 150 cm (h x w)
Gift of Anders Reihnér, Stockholm
NMK 49/2017

Fig. 90
Textile print
Atomics 
Linen, hand-printed 
Designed by The Svedberg 
(1884–1971)
Produced by Ljungbergs 
Textiltryck for Nordiska 
Kompaniets textilateljé, from 1954
256 x 122 cm (h x w)
The Wiros Fund
NMK 50/2017
The Svedberg, the 1926 Nobel 
laureate in Chemistry, was one 
of the artists who in 1954 made 
patterns for designer Astrid Sampe’s 
collection Signerad textil. He was 
part of Sweden’s Atomic Committee, 
working for the peaceful use of 
nuclear power; his research in 
nuclear physics and chemistry paved 
the way for new cancer treatment 
methods. Atomics represents 

Fig. 91 Sculpture (part of an installation) Kirurgisk ornamentik, Märit Runsten, NMK 39/2017.
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the Cekacup packaging, 1970s
Produced by Ceka Förpackning for 
Margarinbolaget, 1 April 1974
With lid 5.7 x 13.7 x 9.8 cm (h x w x d)
Gift of the Friends of the National-
museum, the Design Fund
NMK 51/2017
Margarine that was spreadable 
straight from the fridge was a novelty, 
and Carl-Arne Breger’s package 
for Flora margarine was designed 
to go on the dinner table. The first 
Flora package, decorated with yellow 
flowers, was launched in 1965. It was 
followed in 1970 by an extra-salty 
version with red flowers. Changes 
such as spreadable margarine and 
packaging that could be put on the 
table added to reducing women’s 
household chores and free up time 
for gainful employment. 

Ceiling lamp 
Taklampa
Lacquered steel and glass
Designed by Tapio Wirkkala 
(1915–1985)
Produced by Idman, 1960s
45.5 x 27 cm (h x diam)
Gift of the Friends of the National-
museum, the Design Fund
NMK 52/2017

Turn signals
Takgök (Fixlight)
Lacquered metal (aluminium), 
rubber, plastic (acrylic resin)
Designed by Ralph Lysell 
(1907–1987) and Hugo Lindström 
(1920–2009) after concept of Walter 
Bengtsson (1900–1993), patented 
1947 
Produced by Fixfabriken for Volvo, 
1950
9 x 20.5 x 9 cm (h x w x d)
Gift of the Friends of the National-
museum, the Design Fund
NMK 53/2017

Fig. 94 
Kitchen fan 
Silent
Metal, rubber, plastic
Designed by Bernadotte & Bjørn 
Industridesign 
Produced by Bahco and Asea, 
Allmänna Svenska Elektriska 
(motor), 1957
29 x 24 x 16.5 cm (h x w x d) 
Gift of the Friends of the 

Calculating machine 
Facit C 1–13
Aluminium, bakelite, plexiglass 
Designed by Bernadotte & Björn 
Industridesign
Produced by Facit, 1956
15.5 x 32 x 21 cm (h x w x d)
Gift of Thomas Lindblad
NMK 11/2017
The design studio Bernadotte & 
Björn collaborated with Facit for 
three decades. Facit belonged to 
the Åtvidaberg group, which also 
included Odhner (see above), and was 
the second-largest office equipment 
manufacturer in Europe, after 
Italian Olivetti. This calculator shows 
the characteristic soft contours of 
Sigvard Bernadotte’s design in the 
mid-1950s. 

Calculating machine 
Facit CM 1–16
Aluminium, bakelite, plexiglass 
Designed by Bernadotte & Björn 
Industridesign
Produced by Facit, 1959
15.5 x 35 x 28 cm (h x w x d) 
Gift of Thomas Lindblad
NMK 12/2017

Calculating machine 
Aluminium, bakelite, plexiglass 
Designed by Bernadotte & Björn 
Industridesign
Produced by Facit, c. 1965
15.5 x 19 x 34 cm (h x w x d)
Gift of Thomas Lindblad
NMK 13/2017
The new electric calculators without 
protruding handles or levers made 
a new, contemporary streamlined 
design possible. In 1965, Åtvidaberg 
changed its name to Facit; in the 
1970s, however, Facit went through 
a deep financial crisis caused by 
their failure to transition production 
from mechanical to electronic 
machinery. In 1973, Facit was 
bought by Electrolux, which stopped 
producing calculators in Åtvidaberg 
in 1975.

Fig. 93
Margarine package
Margarinask Flora
Cardboard, plastic
Designed by Carl-Arne Breger 
(1923–2009), graphic design, 1965 
and Od Christensson (1918–2014), 

Textiltryck
500 x 157 cm (h x w)
Gift of Berghems Väveri
NMK 171/2017

Textile print
MANHATTAN
Flax
Designed by Josef Frank 
(1885–1967), c. 1942–46  
Produced by Svenskt Tenn, 2012
500 x 135 cm (l x w)
Gift of Svenskt Tenn at the request of 
the Nationalmuseum
NMK 195/2017

Towel
Morgonstund
Linen 
Designed by Marianne Nilson 
(b. 1933)
Produced by Almedahls for 
Nordiska Kompaniets textilateljé, 
1956
63 x 50 cm (l x w)
Gift of Astrid Sampe 1979, accession 
2017
NMK 196/2017

Industrial design

Fig. 92 
Calculating machine 
Original-Odhner
Aluminium, bakelite, plexiglass 
Designed by Bernadotte & Björn 
Industridesign
Produced by Original-Odhner and 
Åtvidabergs industrier, 1954
13.5 x 35.5 x 19 cm (h x l x w)
Gift of Thomas Lindblad
NMK 10/2017
In 1952, the Bernadotte & Björn 
design studio in Copenhagen was 
hired to regenerate the Odhner 
pin-wheel calculator incorporating 
four mathematical operations, 
invented by Willgodt Theophil 
Odhner in 1874 in St Petersburg. 
The result was a lighter, less noisy 
more user-friendly calculator with 
an aluminium hood cast in one piece, 
more ergonomic handles, Bakelite 
levers, a Plexiglass-covered display, 
more legible numerals on the keys, 
and anti-glide feet. A new logotype 
was also designed. The result was 
considered to be revolutionary in its 
simplicity. The machine was still in 
production in the 1970s. 

Bath mat
Torkmatta
Crepe weave, linen
Designed by Ingela Berntsson 
(b. 1950), 2008
Produced by Växbo Lin
50 x 70 cm (h x w)
Gift of Växbo Lin
NMK 166/2017

Pillowcase
Bolstertick
Linen, linen yarn Nm9, 5 in warp and 
weft, in satin weave, 5-shaft 
Designed by Lena Rahoult (b. 1950), 
1991
Produced by Klässbols Linneväveri
50 x 60 cm (h x w)
Gift of Klässbols Linneväveri
NMK 167/2017

Pillowcase
Bolstertick
Linen, linen yarn Nm9, 5 in warp and 
weft, in satin weave, 5-shaft
Designed by Lena Rahoult (b. 1950), 
1991
Produced by Klässbols Linneväveri
50 x 60 cm (h x w)
Gift of Klässbols Linneväveri
NMK 168/2017

Pillowcase
Bolstertick
Linen, linen yarn Nm9, 5 in warp and 
weft, in satin weave, 5-shaft
Designed by Lena Rahoult (b. 1950), 
1991
Produced by Klässbols Linneväveri
50 x 60 cm (h x w)
Gift of Klässbols Linneväveri
NMK 169/2017

Textile print
Citrus Limon
Printed half linen
Designed by Maria Maria Åström 
(b. 1948), 1990
Produced by Ljungbergs 
Textiltryck
500 x 157 cm (h x w)
Gift of Berghems Väveri
NMK 170/2017

Textile print
Fiki
Printed half linen
Designed by Maria Maria Åström 
(b. 1948), 1993
Produced by Ljungbergs 
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Fig. 92 Calculating machine Original-Odhner, Designed by Bernadotte & Björn 
Industridesign, Produced by Original-Odhner and Åtvidabergs industrier, 
NMK 10/2017. 

Fig. 93 Margarine package Margarinask Flora, Designed by Carl-Arne Breger, 
graphic design, and Od Christensson (1918–2014), the Cekacup packaging, 
Produced by Ceka Förpackning for Margarinbolaget, NMK 51/2017.

Fig. 94 Kitchen fan Silent, Designed by Bernadotte & Bjørn Industridesign 
Produced by Bahco and Asea, Allmänna Svenska Elektriska (motor),
NMK 54/2017.

Fig. 95 Household utensils, Designed by Hemmens forskningsinstitut and 
Jernbolaget, Produced by Karlsson & Nilsson Knivfabrik, NMK 65/2017.
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Fig. 96 Bowl, Produced by Mölntorps verkstäder (manufacturing) and Avesta 
Jernverk (material), NMK 64/2017.

Fig. 97 Cooking pot with lid, Designed by Arne Erkers, Produced by Kockums 
Jernverk, NMK 73/2017.

Fig. 98 Jugs, set of two, Produced by Mölntorps verkstäder, NMK 70–71/2017.

Fig. 99 Cooking pot with lid Hollywood serie 1, Designed by Adam Thylstrup, 
Produced by Nilsjohan, NMK 74/2017.

Fig. 100 Cooking pot with lid, Designed by Erik Fleming, Produced by Skultuna 
Messingsbruk, NMK 75/2017.
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Produced by  (light-bulbs), 1960
23 x 5 cm (h x diam)
NMK 58–59/2017

Light bulbs and packaging, set of 
four 
Airam
Glass, cardboard
Designed by Tapio Wirkkala 
(1915–1985)
Produced by Airam, 1960
Light bulbs 14 x 12.2 cm (h x diam), 
packaging 14.5 x 11 x 11 cm (h x w x d)
Gift of Fredrik Posse through the 
Friends of the Nationalmuseum, the 
Design Fund 
NMK 60–63/2017
The Finnish designer Tapio Wirkkala 
worked with a variety of object 
categories, materials and companies. 
In the 1950s, Finland wanted its de-
sign to be included in the successful 
concept of Scandinavian design, and 
SAS used Wirkkala’s lighting fixture 
in an advert to enhance its image 
as a modern airline. The geometric 
shapes of his fixtures symbolised a 
new, bold style that SAS wanted to 
embody. 

Fig. 96 
Bowl
Stainless steel 
Produced by Mölntorps verkstäder 
(manufacturing) and Avesta 
Jernverk (material), 1930s
8 x 24.4 cm (h x diam)
Gift of the Friends of the National-
museum, the Design Fund
NMK 64/2017
In 1927, Mölntorps Verkstäder 
began making stainless steel 
containers for households, 
restaurants and hospitals, and 
this bowl is an example of the 
company’s early, more robust output. 
Stainless steel was praised at the 
Stockholm Exhibition in 1930, for 
being hygienic, maintenance-free 
and indestructible. The material for 
Mölntorp’s production came from 
Avesta Jernverks, which had been 
making stainless steel since 1924.

Fig. 95 
Household utensils
Stainless steel 
Designed by Hemmens 
forskningsinstitut and 
Jernbolaget, c. 1950

Nationalmuseum, the Design Fund
NMK 54/2017
The Silent kitchen fan was both 
more efficient, with six blades instead 
of four, and less noisy than older 
models. It was also easy to remove 
and clean the fan blades. The chain 
was used to switch it on and off and 
to set the speed.  

Fan
Brass, black lacquered sheet metal, 
electrical components
Designed by Peter Behrens 
(1868–1940), c. 1910
Produced by AEG
37 x 32 x 21.5 cm (h x w x d)
Gift of the Friends of the National-
museum, the Design Fund
NMK 55/2017
AEG employed the artist Peter 
Behrens in 1907 to create the 
company’s entire design profile, 
from the logotype and advertising 
to products and buildings. This 
table fan is a classic example of 
how modern electrical appliances 
were given a look that emphasised 
their purpose, without historical 
references or decorative embellish-
ments. 

Electric Kettle
Brass, rattan, wood
Designed by Peter Behrens 
(1868–1940), 1909 
Produced by AEG
21 x 13.5 x 13.5 cm (h x w x d), with 
spout 19 cm (d) 
Gift of the Friends of the National-
museum, the Design Fund
NMK 56/2017

Electric Kettle
Copper, brass, tin, rattan, wood
Produced by Asea, Allmänna 
Svenska Elektriska, c. 1915
20 x 13.5 cm (h x diam), with spout 
17 cm (diam) 
Gift of the Friends of the National-
museum, the Design Fund
NMK 57/2017

Ceiling lamps, set of two 
TW003
Steel, glass
Designed by Tapio Wirkkala 
(1915–1985)

Fig. 101 Ladles, set of five, Designed by Erik Forsse-Gnista for Nordensons, 
NMK 126–130/2017.

Fig. 102 Measuring spoons, Designed by Anna-Britt Agnsäter, Produced by 
Gustavsberg, NMK 131/2017.
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growing number of electric cookers 
in Swedish homes. Saucepans must 
also withstand being boiled dry, 
and lids should fit pans of different 
volumes. Skultuna Bruk was one of 
the first Scandinavian manufacturers 
of aluminium pans. Aluminium 
cooking vessels conducted heat 
very well and prevented food from 
burning as easily. 

Cooking pot with lid
Party 
Aluminium, melamine (plastic)
Designed by Pierre Forssell 
(1925–2004)
Produced by Skultuna 
Messingsbruk, 1960s
With lid and handle 
11.5 x 30 x 15.7 cm (h x l x diam) 
Gift of the Friends of the National-
museum, the Design Fund
NMK 76/2017
The lids for Pierre Forsell’s 
saucepans had an innovative design. 
The openings at the sides release 
steam when boiling potatoes, for 
instance, and also serve as a sieve 
when pouring off the water. The 
characteristic red colour was 
achieved with a new anodising 
method. 

Cooking pot with lid
Diplomat
Aluminium, porcelain enamel, teflon, 
plastic
Designed by Pierre Forssell 
(1925–2004)
Produced by Skultuna 
Messingsbruk, beginning of 1970s
With lid and handle 15 x 31 x 15.6 cm 
(h x l x diam) 
Gift of the Friends of the National-
museum, the Design Fund
NMK 77/2017

Cooking pot with lid 
Diplomat
Aluminium, porcelain enamel, teflon, 
plastic
Designed by Pierre Forssell 
(1925–2004)
Produced by Skultuna 
Messingsbruk, beginning of 1970s
Without lid with handle 9.4 x 28.5 
cm (h x l)
Gift of the Friends of the National-
museum, the Design Fund
NMK 78/2017

smithing at Tekniska skolan in 
Stockholm in the 1940s, began 
freelancing for Kockums in 1955. 
This saucepan is designed to be 
functional and ergonomic. The 
Bakelite handle does not conduct 
heat and balances the pan when the 
thumb is placed on the upper side. 
The lid is bevelled to prevent it from 
slipping off the pan, and the broad 
rim is drip-free when pouring. It can 
also be stacked with the lid on. It was 
awarded a silver medal at the Milan 
Triennial in 1957.  

Fig. 99 
Cooking pot with lid
Hollywood serie 1 
Stainless steel, bakelite, copper
Designed by Adam Thylstrup 
(1914–1989)
Produced by Nilsjohan, 1953–54 
With lid 14 x 29 x 15.2 cm 
(h x l x diam) 
Gift of the Friends of the National-
museum, the Design Fund
NMK 74/2017
This Hollywood pan has a copper-
covered base which makes it heat 
up quickly. The kitchen utensil 
manufacturer Nilsjohan also had 
educational activities, with its own 
Kitchen Club, magazine and Den 
Glada Köksparaden (The Happy 
Kitchen Parade), an event featuring 
Swedish celebrities and demonstra-
tions of utensils; the largest event 
was held in the Blue Hall at the 
Stockholm City Hall in 1959 and 
drew 39 000 visitors.

Fig. 100 
Cooking pot with lid
Aluminium, bakelite
Designed by Erik Fleming 
(1894–1954)
Produced by Skultuna 
Messingsbruk, 1950s
With lid and handle 
11.5 x 29.5 x 15.7 cm (h x l x diam) 
Gift of the Friends of the National-
museum, the Design Fund
NMK 75/2017
In 1946, Skultuna consulted the 
silversmith Erik Fleming to “design 
household articles”. In addition 
to producing attractive designs 
to increase sales, he was expected 
to adhere to new guidelines for 
standard measurements due to the 

Measuring cup, one liter 
Stainless steel 
Produced by Eskilstuna 
Stålpressning, 1950s
15.9 x 13.8 cm (h x diam), with spout 
and handle 19 cm (diam) 
Gift of the Friends of the National-
museum, the Design Fund
NMK 69/2017

Fig. 98 
Jugs, set of two
Stainless steel 
Produced by Mölntorps 
verkstäder, 1930s
17 x 11.5 cm (h x diam), 15.8 cm (diam) 
with spout and handle and 
12 x 14.3 cm (h x diam), 19 cm (diam) 
with spout and handle
Gift of the Friends of the National-
museum, the Design Fund
NMK 70–71/2017
The unknown designer of this jug 
was inspired by similar vessels made 
of different materials. It was shown 
in Mölntorp’s exhibition Det rostfria 
köket (The Stainless Steel Kitchen) at 
Nordiska Kompaniet in Stockholm in 
1934. Adverts for the company stress 
the advantages of stainless steel: 
“its beautiful appearance resembles 
silver”, the objects are “very easy to 
clean”, and “give no metallic taste to 
the food”. 

Cooking pot with lid
RM-kastrull
Stainless steel, brass
Produced by Svenska 
Stålpressning, 1930s (design), 
1950s (production)
With lid and handle 
11.5 x 36.5 x 19 cm (h x l x diam) 
Gift of the Friends of the National-
museum, the Design Fund
NMK 72/2017

Fig. 97 
Cooking pot with lid
Stainless steel 
Designed by Arne Erkers 
(1917–2010) 
Produced by Kockums Jernverk, 
1957
With lid and handle 
13.3 x 33.5 x 19 cm (h x l x diam) 
Gift of the Friends of the National-
museum, the Design Fund
NMK 73/2017
Arne Erkers, who studied silver-

Produced by Karlsson & Nilsson 
Knivfabrik, 1960s
Mounting board 39 x 27.5 x 1.5 cm 
(h x w x d), potato peeler 18.5 x 2 cm 
(l x diam), spatula
18.5 x 5.3 x 4 cm (l x w x thickness), 
slicer 34.5 x 3.5 x 2 cm (l x w x 
thickness), peeling knife 
19 x 1.7 x 2 cm (l x w x thickness), 
tin-opener 15.5 x 3.5 x 1.8 cm 
(l x w x thickness), bread knife 
30.5 x 3.5 x 1.5 cm (l x w x thickness), 
spreader knife 23 x 3 x 1.6 cm 
(l x w x thickness)
Gift of the Friends of the National-
museum, the Design Fund
NMK 65/2017
The domestic research institute 
Hemmens forskningsinstitut i 
Sverige was founded in 1944, to 
rationalise domestic and household 
work with cogent, scientific methods. 
Standardisation and more efficient 
tools were included in the research 
project, and this set of ergonomically 
designed kitchen utensils were one 
result of their efforts. 

Measuring cup, one deciliter 
Stainless steel 
Unknown designer and producer, 
1950s
4.5 x 7.5 cm (h x diam), with handle 
9.2 cm (diam) 
Gift of the Friends of the National-
museum, the Design Fund
NMK 66/2017

Measuring cup, three deciliter 
Stainless steel 
Produced by Eskilstuna 
Stålpressning, 1950s
10 x 9.5 cm (h x diam), with spout and 
handle 12.2 cm (diam) 
Gift of the Friends of the National-
museum, the Design Fund
NMK 67/2017

Measuring cup, half a liter
Stainless steel 
Unknown designer and producer, 
1950s
11.4 x 11.5 cm (h x diam), with spout 
and handle 15 cm (diam) 
Gift of the Friends of the National-
museum, the Design Fund
NMK 68/2017
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Produced by Svenska 
Stålpressnings AB
With lid and handle 9 x 29.7 x 15.9 cm 
(h x l x diam) 
Gift of the Friends of the National-
museum, the Design Fund
NMK 81/2017

Cooking pot with lid 
Gunda
Stainless steel with aluminium base
Designed by Sigurd Persson 
(1914–2003) and Ragnhild Nergård 
(b. 1937), 1977 for Kooperativa 
Förbundet 
Produced by Hackman

should rest in your hand. The 
lid should be designed so the pans 
could be stacked on top of each 
other safely. The steam should stay 
inside the pot – not leak and stain 
the outside. And the rim should be 
drip-free. The base I need not worry 
about. A cast aluminium outer layer, 
of course. And it should be easy to 
clean.” 

Cooking pot with lid 
Den goda grytan 
Stainless steel 
Designed by Folke Arström 
(1907–1997), 1967  

Produced by Svenska
Stålpressnings AB
9 x 30.5 x 16.2 cm (h x l x diam) 
with lid and handle, lid 2.6 x 15.5 cm 
(h x diam)
Gift of the Friends of the National-
museum, the Design Fund
NMK 80/2017
Folke Arström summed up his ideas 
on saucepan design in 1967: “I wanted 
to make a functional cooking vessel 
with no unnecessary embellish-
ments. The material, stainless steel, 
is beautiful in itself – timeless and 
durable. The handle should be easy to 
hold for lifting and pouring. The pan 

Cooking pot with lid 
Stainless steel, copper, bakelite
Designed by Bernadotte & Björn 
Industridesign, 1958 for Moderna 
Kök
With lid and handle 12 x 30 x 17.2 cm 
(h x l x diam) 
Gift of the Friends of the National-
museum, the Design Fund
NMK 79/2017

Cooking pot with lid 
Den goda grytan 
Stainless steel with aluminium base 
Designed by Folke Arström 
(1907–1997), 1967 

Fig. 103 Cutlery Gammal svensk, Gense modell 100, Produced by Gense, 
NMK 138–140/2017.

Fig. 104 Cutlery Sjukhusbesticket, Gense modell 500, Designed by Sjukhusens 
Standardiseringskommitté, Produced by Gense, NMK 150–152/2017.
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spring steel 
Designed by Ergonomidesign AB
Produced by SNA Europe and 
Bahco, 2008
Handle, right handed and left handed 
6 x 20 x 17 cm (h x w x d), sawblades 
56 x 12.5 cm (l x w), 61 x 12.5 cm 
(l x w), 55.5 x 12.5 cm (l x w), 
35 x 12.5 cm (l x w), and 
35.5 x 12.5 cm (l x w)
Gift of SNA Europe and Bahco
NMK 109A–G/2017

Coffeepot 
Hollywood
Stainless steel, bakelite
Designed by Adam Thylstrup 
(1914–1989) 
Produced by Nilsjohan, 1957
16.5 x 16.5 cm (h x diam), 24 cm (l) 
with handle and spout
Gift of the Friends of the National-
museum, the Design Fund
NMK 125/2017

Fig. 101
Ladles, set of five 
Melamine
Designed by Erik Forsse-Gnista 
(b. 1932) for Nordensons, 1960s
Small ladle 2.2 x 19.5 x 5.4 cm 

and Camilla Wirseen (b. 1965), 
2008
Produced by Peepeople/
International Aid Services, 2017 
Sack 37 x 15 cm (l x w), container 
17 x 23 cm (h x diam), package of 
sacks 3.5 x 20 x 15.5 cm (h x l x w)
Gift of International Aid Services
NMK 107A–C/2017

Socks
Seger Heat System
Merino wool, conductive materials, 
polyamide, heating elements, battery 
Designed by Inuheat and Seger 
Europe
Produced by Seger Europe, 2015
Socks 50 x 17 cm (l x w), batteries 
2 x 7 x 4 cm (h x l x w), charging cord 
(wound cord) 3 x 11.5 cm (h x w), bag 
for charging cord 11 x 10 cm (l x w)
Gift of Seger Europe 
NMK 108A–F/2017
See article on p. 133, Smart Design. 

Handsaw
Handsaw System
Aluminium overcast with orange 
glass fiber reinforced polypropylene 
and in the gripping surface black 
thermoplastic elastomer (TPE), 

Sauceboat 
Galax
Stainless steel, brass
Designed by Carl-Arne Breger 
(1923–2009), 1974
Produced by GAB-Gense
8.7 x 18.8 x 7.4 cm (h x l x w)
Gift of the Friends of the National-
museum, the Design Fund
NMK 85/2017

Disposable toilet
Peepoo 
Plastic, biodegradable
Designed by Anders Wilhemsson 
(b. 1955), Peter Thuvander (b. 1974) 
and Camilla Wirseen (b. 1965), 
2008
Produced by Peepeople, 2008
Sack (disposable toilet) 38 x 14 cm 
(l x w), brochure with sample 
30 x 14.2 cm (l x w)
Gift of Anders Wilhemsson 2008, 
accession 2017
NMK 106A–B/2017

Disposable toilet with stand 
Peepoo
Plastic
Designed by Anders Wilhemsson 
(b. 1955), Peter Thuvander (b. 1974) 

With lid and handle 
12.6 x 31.2 x 16.1 cm (h x l x diam) 
Gift of the Friends of the National-
museum, the Design Fund
NMK 82/2017

Cooking pot with lid 
Gunda
Stainless steel with aluminium base
Designed by Sigurd Persson 
(1914–2003) and Ragnhild Nergård 
(b. 1937), 1977 for Kooperativa 
Förbundet 
Produced by Hackman
With lid and handles 
15.4 x 28 x 19.5 cm (h x l x diam) 
Gift of the Friends of the National-
museum, the Design Fund
NMK 83/2017

Deep pan with lid
Galax
Stainless steel, brass
Designed by Carl-Arne Breger 
(1923–2009), 1974
Produced by GAB-Gense
With lid and handle 
8.2 x 38 x 20 cm (h x l x diam) 
Gift of the Friends of the National-
museum, the Design Fund
NMK 84/2017

Fig. 105 Milk carton Tetra, Designed by Anders Ruben Rausing, Produced by 
Tetra Pak, NMK 194/2017.

Fig. 106 Cutlery Dorotea Night. Designed by Monica Förster, Produced by
Gense, NMK 207–210/2017.
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knife 21.2 cm (l)
Gift of the Friends of the National-
museum, the Design Fund 
NMK 135–137/2017

Fig. 103 
Cutlery 
Gammal svensk, Gense modell 100 
Stainless steel
Produced by Gense, 1932
Spoon 18.8 cm (l), fork 18.5 cm (l), 
knife 21 cm (l)
Gift of the Friends of the National-
museum, the Design Fund 
NMK 138–140/2017
Gense’s price list from autumn 
1932 lists the cutlery Gammal 
Svensk in stainless steel, the first 
comprehensive stainless-steel 
cutlery series. This was originally a 
silver design from the 18th century, 
which Gense and others had made in 
new silver, but several factories now 
started making it in stainless steel. 
Gense’s catalogue from 1932 offers 13 
Gammal Svensk parts, and the range 
was expanded to some 40 in the 
ensuing years. 

double-folded sides, for maximum 
strength with minimal thickness. It 
has four handles and a corrugated 
side that can be used as a washboard.

Cutlery
Stainless steel
Produced by Klas Törnblom, 1920s 
Fork 18.5 cm (l), knife 22.5 cm (l)
Gift of the Friends of the National-
museum, the Design Fund 
NMK 133–134/2017
Stainless steel was a novel material 
in the 1920s. Although this cutlery is 
made entirely of stainless steel, the 
design imitates 19th-century cutlery 
in two parts, with carbon steel blades 
and wood, bone or horn handles. 
Spoons could not be made of stainless 
steel until the 1930s, and there were 
no spoons modelled on 19th-century 
cutlery in two parts. 

Cutlery 
Palace
Silver, stainless steel
Designed by Karl Vilhelm Norberg 
(1884–1969)
Produced by Gense, 1930s
Spoon 18.3 cm (l), fork 18.2 cm (l), 

Gift of the Friends of the National-
museum, the Design Fund 
NMK 131/2017
Inspired by the USA, the KF test 
kitchen introduced this Swedish set 
of measurements around 1950. It was 
made for decades by Gustavsberg and 
is still sold in more or less the same 
design by all major manufacturers. 
This was one of the first consumer 
products from Gustavsberg’s plastic 
factory and was available all over 
Sweden in KF’s grocery stores. 

Tub
Plastic
Designed by William Mönnich 
(1913–1989), 1957
Produced by Gustavsberg 
29 x 77 x 45 cm (h x l x b)
Gift of the Friends of the National-
museum, the Design Fund 
NMK 132/2017
William Mönnich’s multi-functional 
tub for baby baths or laundry had an 
ingenious design. Originally made 
by SM-Plast, Gustavsberg took over 
when SM-Plast shut down. The in-
troduction of thermoplastic enabled 
injection moulding. This tub has 

(h x l x w), medium-sized ladle 
3.3 x 25.3 x 6.5 cm (h x l x w), large 
ladle 2.8 x 30.5 x 8 cm (h x l x w), fork 
2.8 x 32.5 x 6 cm (h x l x w), soup ladle 
10 x 34 x 9.2 cm (h x l x w)
Gift of the Friends of the National-
museum, the Design Fund 
NMK 126–130/2017
A traditional set of wooden ladles 
inspired Forse Gnista to modernise 
the utensils in melamine. Plastic 
ladles are more hygienic than 
wooden ones as they don’t absorb 
liquids. The set was produced in 
modern colours such as red, yellow 
and brown for over two decades. 

Fig. 102 
Measuring spoons
Plastic, steel
Designed by Anna-Britt Agnsäter 
(1915–2006)
Produced by Gustavsberg, c. 1950
Gift of the Friends of the National-
museum, the Design Fund
Milliliter 0.8 x 10 x 1.7 cm (h x l x w), 
teaspoon 1.5 x 10.5 x 2.7 cm (h x l x w), 
table spoon 2 x 11.3 x 3.7 cm 
(h x l x w), deciliter 3.8 x 12.8 x 6.9 cm 
(h x l x w)

Fig. 107 Chessboard and chess pieces in a box, Designed by Christopher Schneidler, NMK 111A–B/2017.



ACQUISITIONS 2017:  E XPOSÉ

236Art Bulletin of Nationalmuseum Volumes 24–25, 2017–2018

Cutlery
Gense modell 600
Stainless steel
Designed by Lars Hedlund (1893–?)
Produced by Gense, 1935 
Spoon 18.3 cm (l), fork 18.3 cm (l), 
knife 19.8 cm (l)
Gift of the Friends of the National-
museum, the Design Fund 
NMK 141–143/2017

Cutlery
Florida, Gense modell 20100
Stainless steel
Designed by Viking Richard 
Göransson (1900–1985)
Produced by Gense, 1936 
Spoon 18 cm (l), fork 18.2 cm (l), 
knife 20.2 cm (l)
Gift of the Friends of the National-
museum, the Design Fund
NMK 144–146/2017

Cutlery
Stockholm, Gense modell 400
Silver, stainless steel
Designed by Hugo Lundstedt 
(1876–1969)
Produced by Gense, end of 1930s
Spoon 17.3 cm (l), fork 17.7 cm (l), 
knife 19.5 cm (l)
Gift of the Friends of the National-
museum, the Design Fund
NMK 147–149/2017

Fig. 104 
Cutlery
Sjukhusbesticket, Gense modell 500
Stainless steel
Designed by Sjukhusens 
Standardiseringskommitté, SSK, 
1950
Produced by Gense 
Spoon 17.7 cm (l), fork 18.7 cm (l), 
knife 20.5 cm (l)
Gift of the Friends of the National-
museum, the Design Fund
NMK 150–152/2017
This cutlery was developed under 
the auspices of Sjukhusens 
Standardiseringskommitté, SSK, a 
hospital standardisation committee. 
To make it easier for patients to cut 
food, the knife handle was longer and 
the blade shorter than conventional 
cutlery. The fork prongs were shorter 
and blunter, while the spoon ladles 
were rounder than the usual oblong 
oval. The cutlery was thicker than the 
usual brands on the market, making 

Fig. 108 Portrait Genom ytan, Emma Linde, NMK 38/2017.
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Miscellaneous

Fig. 108 
Portrait
Genom ytan
Strips cut off the magazine pages in 
18 fashion magazines mounted on an 
MDF-board with a black frame
Emma Linde (b. 1972), 2008
141 x 95 x 4.3 cm (h x w x d) with 
frame 
Gift of the Friends of the National-
museum, the Bengt Julin Fund
NMK 38/2017
Emma Linde’s self-portrait is made of 
18 fashion magazines, cut into strips 
of different lengths. The technique, 
similar to weaving, determines which 
motifs meet in a pixelated pattern 
of photos, text and advertising. The 
work refers to Linde’s cancer treat-
ment, where she and other patients 
were offered make-up tutorials and 
wig trying, even though they knew 
they would not survive. The attitude 
to surface and body raised questions 
of identity and personality for Linde.

Fig. 107 
Chessboard and chess pieces in 
a box  
Gold-plated leather, 32 chess pieces 
made of bone, half of them painted 
red, box made of curly birch  
Designed by Christopher 
Schneidler (1721–1787), 1771–82 
Chessboard unfolded 32.5 x 16 cm 
(h x w), chess pieces 9.5 x 13.5 cm 
(h x diam)
The Axel Hirsch Fund
NMK 111A–B/2017
Christopher Schneidler is considered 
to be the best Swedish book binder 
ever. Schneidler came from a family 
of German book binders, and became 
a master book binder in 1746. He was 
book binder to Queen Lovisa Ulrika. 
The chess set bears the queen’s 
monogram and the text “SWARTSJÖ 
NO 2”. It has a gilt à la greque border, 
and the Three Crowns emblem in 
each corner. The board has red and 
white squares. A birch box for the 
bone chess pieces accompanies the 
set. The chess set that the Queen’s 
valet Gustav Badin (Moor) is holding 
in a portrait in the Nationalmuseum 
collection (NMGrh 1455) also has red 
and white squares. 

Cutlery 
Dorotea
Stainless steel
Designed by Monica Förster 
(b. 1966), 2011
Produced by Gense
Knife 0.8 x 22 x 1.7 cm (h x l x w), 
fork 2.3 x 20 x 2.7 cm (h x l x w), 
spoon 2.5 x 20 x 4 cm (h x l x w), 
dessertspoon 1.8 x 15 x 3 cm (h x l x w) 
Gift of Gense at the request of the 
Nationalmuseum
NMK 203–206/2017

Fig. 106
Cutlery
Dorotea Night
Stainless steel
Designed by Monica Förster 
(b. 1966), 2013
Produced by Gense
Knife 0.8 x 22 x 1.7 cm (h x l x w), 
fork 2.3 x 20 x 2.7 cm (h x l x w), 
spoon 2.5 x 20 x 4 cm (h x l x w), 
dessertspoon 1.8 x 15 x 3 cm (h x l x w) 
Gift of Gense at the request of the 
Nationalmuseum
NMK 207–210/2017
The functional design has focused 
balancing the cutlery in the hand. 
Visual emphasis is given to the out-
lines. The effect is reinforced by the 
colour, provided by a surface layer 
of black titanium. Monica Förster is 
a versatile designer who has created 
a wide range of products, including 
furniture, glass, tableware, handbags 
and textiles, for companies in Sweden 
and abroad. Gense was founded in 
Eskilstuna in 1856 and has been 
making cutlery since 1885. 

Wireless headphones, set of two 
Earin M-1
Plastic, electronics, aluminium, 
rubber, paper
Designed by Zenit Design and 
Earin 
Produced by Earin, 2015 
Headphones 2 x 1 cm (h x diam), 
charging capsule 2 x 9.5 x 2 cm 
(h x w x diam)
Gift of Earin at the requets of the 
Nationalmuseum
NMK 215–216/2017
See article on p. 133, Smart Design.

(Designer) and Monica Lindström 
(Head of Apparel)
Produced by POC Sweden, 2016
135 x 70 cm (l x w)
Gift of POC Sweden AB
NMK 158/2017

Scarf
Commuter Silk Scarf
Printed satin, hand-rolled edges.
Designed by Ann-Sofie Jakobsson 
(Designer) and Monica Lindström 
(Head of Apparel)
Produced by POC Sweden, 2016
51 x 51 cm (l x w)
Gift of POC Sweden AB
NMK 159/2017

Prototype
Commuter Toe Cap
Silicone
Designed by Ann-Sofie Jakobsson 
(Designer) and Monica Lindström 
(Head of Apparel)
Produced by POC Sweden, 2016
Gift of POC Sweden
NMK 160/2017

Fig. 105 
Milk carton
Tetra 
Plastic-coated (polyethylene) 
cardboard 
Designed by Anders Ruben Rausing 
(1895–1983)
Produced by Tetra Pak, 1952
Gift of Åke Livstedt
17 x 17.5 x 22 cm (h x l x w)
NMK 194/2017
As the supermarkets expanded in 
America, Ruben Rausing realized 
that there was a market for a brand 
new packaging, not least for milk. 
No one had previously made a paper 
pack that was dense enough for 
liquids. Rausing began in 1943 to 
experiment with both a material-
friendly and hygienic packaging. The 
plastic coated carton revolutionized 
milk handling and the tetrapack is 
one of the 20th century’s largest 
inventions in the food industry. The 
milk package became a new area for 
graphic design and civic information 
directly on the consumer’s kitchen 
table. 

it more expensive. It was bought 
by hospitals, the military and large 
canteens.

Ski helmet, clay model prototype
POC Scull
Sculpted and painted clay, wood, 
styrofoam, metal, MDF-board
Designed by Jan Woxing (b. 1962)
Produced by POC Sweden, 2005
Ski helmet 37 x 28 x 18 cm (h x l x w), 
ski helmet with board 
37 x 38.5 x 18 cm (h x l x w)
Gift of the Friends of the National-
museum, the Design Fund
NMK 154/2017

Ski helmet, 3D printed prototype
POC Skull
Plastic, synthetic fabric
Designed by Jan Woxing (b. 1962)
Produced by POC Sweden, 2005
21 x 23 x 18 cm (h x l x b)
Gift of the Friends of the National-
museum, the Design Fund
NMK 155/2017

Ski helmet
POC Skull
Various plastics. Cover: PC/ABS, 
Polycarbonate/Acrylonitrile 
Butadiene Styrene. Shock absorbing 
core: Cellular EPP, expanded 
polypropylene
Designed by Jan Woxing (b. 1962)
Produced by POC Sweden, 2005
23 x 25 x 20.5 cm (h x l x w)
Gift of the Friends of the National-
museum, the Design Fund
NMK 156/2017

Bicycle helmet 
Corpora Aid
Molded plastics, ABS in the cover 
(acrylonitrile butadiene styrene), 
shock absorbing
Designed by Fredrik Hallander 
(b. 1970) and Claes Nellestam 
(b. 1980)
Produced by POC Sweden, 2016
17 x 26 x 21 cm (h x l x w)
Gift of POC Sweden
NMK 157/2017
See article on p. 133, Smart Design.

Jacket
Commuter WO Wet Jacket
Waterproof fabric laminated in three 
layers
Designed by Ann-Sofie Jakobsson 
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Dawid (Björn Dawidsson) (b. 1949), 
Swedish
Gunnar Smoliansky ( born 1933), 
Photographer, Married to 1. the Singer 
Nannie Porres, 2. the Photographer 
Stina Brockman, 2004
Gelatin silver print on paper, 
35.1 x 27.8 cm
The gift fund of Gripsholms-
föreningen av år 1937 (the Axel 
Hirsch Fund)
NMGrh 5141

Dawid (Björn Dawidsson) (b. 1949), 
Swedish
Thomas Wågström ( born 1955), 
Photographer, 2015
Photography on paper, 54.7 x 42 cm
The Fritz Ottergren Fund
NMGrh 5142

Dawid (Björn Dawidsson) (b. 1949), 
Swedish
Anders Widoff ( born 1953), Artist, 
2014
Photography on paper, 54.2 x 42 cm
The Fritz Ottergren Fund
NMGrh 5143

Dawid (Björn Dawidsson) (b. 1949), 
Swedish
Domenico Inganni (1903–1988), 
Sculptor, Stucco-Artist, Italian, Active 
in Sweden, 1978
Photography on paper, 53.5 x 63.9 cm
The gift fund of Gripsholmsförening-
en av år 1937 (the Axel Hirsch Fund)
NMGrh 5144

Dawid (Björn Dawidsson) (b. 1949), 
Swedish
Kenta I, Kenneth Gustafsson 
(1948–2003), Singer, Musician, 1979
Gelatin silver print, 34 x 23.8 cm 
The gift fund of Gripsholms-
föreningen av år 1937 (the Axel 
Hirsch Fund)
NMGrh 5145

Dawid (Björn Dawidsson) (b. 1949), 
Swedish
Kenta II, Kenneth Gustafsson 
(1948–2003), Singer, Musician, 1979
Gelatin silver print, 34 x 23.8 cm 
The gift fund of Gripsholms-
föreningen av år 1937 (the Axel 
Hirsch Fund)
NMGrh 5146

photography as a means of 
exploring female roles and modes 
of expression.

Dawid (Björn Dawidsson) (b. 1949), 
Swedish
“self ”, Self-Portrait, 1998
Photography on paper, 54.1 x 42 cm 
The gift fund of Gripsholms-
föreningen av år 1937 (the Axel 
Hirsch Fund)
NMGrh 5136
See article on p. 93, Portraits by 
Dawid.

Dawid (Björn Dawidsson) (b. 1949), 
Swedish
Self-Portrait, 2014
Photography on paper, 54.5 x 42 cm
The gift fund of Gripsholms-
föreningen av år 1937 (the Axel 
Hirsch Fund)
NMGrh 5137

Dawid (Björn Dawidsson) (b. 1949), 
Swedish
Christer Strömholm, Photographer, 
Professor, Married to 1. 
Ellen Lundström (m. Bergman), 
2. Dagny Andersson (m. Fagrell 
resp. Lamm), 3. Inga Swederberg 
(m. Dyrssen-Ayers), 4. the Air Hostess 
Anna Clara Krusenberg, 1982
Photography on paper, 54.5 x 42.1 cm 
The Fritz Ottergren Fund
NMGrh 5138

Dawid (Björn Dawidsson) (b. 1949), 
Swedish
Gerry Johansson ( born 1945), 
Photographer, Married to the 
Ceramist Ann Jansson, 1984
Photography on paper, 54.2 x 59.9 cm 
The Fritz Ottergren Fund
NMGrh 5139

Dawid (Björn Dawidsson) (b. 1949), 
Swedish
Bruno Ehrs ( born 1953), 
Photographer, Married to Yvonne 
Ehrs, 1986
Photography on paper, 54.4 x 42.2 cm
The gift fund of Gripsholms-
föreningen av år 1937 (the Axel 
Hirsch Fund)
NMGrh 5140

Fig. 110 
Felicia Bolm (1988–2011), Swedish
Self-Portrait, c. 2011, print by Rainer 
Bolm 2017
Photography, digital print, 42 x 59 cm
Gift of the artist´s father Rainer 
Bolm
NMGrh 5151
The photographer Felicia Bolm was 
her own model for several of her 
photographs. By experimenting with 
images of her own body and face, 
she worked towards different types 
of expression. In this self-portrait, 
she views the world through a 
compendium lens hood. The focus 
is on her eye and her gaze – the most 
important tools of a photographer. 
The composition is a quotation from 
French photographer Pierre-Louis 
Pierson’s famous portrait from the 
1860s of the Comtesse de Castiglione. 
Both de Castiglione and Bolm used 

Swedish National 
Portrait Gallery, 
Gripsholm Castle 

Fig. 109 
Olof Arenius (1700–1766), manner 
of, Swedish
Maria Elisabeth Coyet (1716–1772), 
Married to Baron and Captain of the 
Horse, Jacob Ludvig Maclean
Oil on canvas, 49.5 x 59.5 cm 
The Axel Hirsch Fund (Purchase 
2016, accession 2017)
NMGrh 5131
This portrait of Maria Elisabeth 
Coyet is in the manner of Olof 
Arenius, but it was presumed to have 
been painted by one of his students, 
possibly the young Alexander Roslin 
or Carl Gustaf Pilo. It has not been 
possible to determine beyond doubt 
who held the brush.

Fig. 109 Olof Arenius, manner of, Maria Elisabeth Coyet, NMGrh 5131.
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Fig. 112 
Olle Hamngren (b. 1960), Swedish
Göran Persson ( b. 1949), Prime 
Minister, Chairman of Social-
demokratiska Arbetarepartiet, 
Married to 1. Gunnel Claesson, 
2. Political Secretary Annika Barthine, 
3. Political Official and CEO of 
Systembolaget Anitra Steen, 2017
Oil on canvas, 100 x 80 cm 
The gift fund of Gripsholms-
föreningen av år 1937 (the Axel 
Hirsch Fund)
NMGrh 5148
The artist Olle Hamngren once said, 
“Many people think that a face is the 
hardest thing to paint. But it isn’t. 
Instead, it’s the spaces where not 

that was typical of the pictorialists. 
This is a portrait of the author and 
columnist Hasse Zetterström taken 
from above slightly to one side.

Henry Buergel Goodwin, 
(1878–1931), German, active in 
Sweden
Unknown Woman
Gelatin silver print, 23.5 x 19.3 cm
The Ulla and Gunnar Trygg Fund
NMGrh 5150
See article on p. 89, Henry B. Goodwin 
– a Visual Artist with the Camera as 
His Tool.

60.5 x 50.5 cm 
The Fritz Ottergren Fund
NMGrh 5133

Fig. 111 
Henry Buergel Goodwin, 
 (1878–1931), German, active in 
Sweden
Hans Zetterström, Pen Name Hasse Z 
(1877–1946), Author, Married to Anna 
Maria Ahlberg, 1927
Gelatin silver print, 31 x 23 cm 
The Fritz Ottergren Fund
NMGrh 5132
Henry B. Goodwin was a prolific 
portrait photographer in the 1920s. 
He developed his own photographic 
style, with a brown-tinted soft focus 

Dawid (Björn Dawidsson) (b. 1949), 
Swedish
Stig Larsson ( born 1955), Author, 
Film Director, 1987
Gelatin silver print on, 30.5 x 25.4 cm 
The gift fund of Gripsholms-
föreningen av år 1937 (the Axel 
Hirsch Fund)
NMGrh 5147

Hans Gedda (b. 1942), Swedish
Marcus Wallenberg (1899–1982), 
Bank Manager, Industrialist, 
Married to 1. Dorothy Helen Mackay, 
2. Baroness Marianne De Geer af 
Leufsta, 1982
Gelatin silver print on paper 
mounted on cardboard, 

Fig. 110 Felicia Bolm, Self-Portrait, NMGrh 5151.



ACQUISITIONS 2017:  E XPOSÉ

240Art Bulletin of Nationalmuseum Volumes 24–25, 2017–2018

William De Nune (c. 1712–1750), 
Scottish
Margaret Seton (?–1796), Married to 
Patrick Baron of Preston, 1744 (?)
Oil on canvas, 75.5 x 62.5 cm 
Gift of Lorenze Seton, Stockholm
NMGrh 5130

Irving Penn (1917–2009), American 
Gustaf VI Adolf (1882–1973), King of 
Sweden, Prince of Norway, Married to 
1. Margareta of Connaught, Princess 
of Great Britain, 2. Louise, Lady 
Mountbatten, 1964–65  
Gelatin silver print mounted on 
cardboard, 34.4 x 33.8 cm
Gift of the Friends of the National-
museum
NMGrh 5134
Irving Penn, one of the most promi-
nent 20th-century photographers, 
took this portrait of King Gustaf VI 

photograph the poet Gustaf Fröding, 
who was a patient there at the time. 
Fröding sat in his bed and refused to 
leave it. Four different variants of this 
portrait are known today. They were 
widely circulated and played a major 
part in shaping perceptions of the 
mentally ill poet. This version, for 
example, formed the basis for a 
stamp issued in 1960 to mark the 
centenary of Fröding’s birth.

William De Nune (c. 1712–1750), 
Scottish
Patrick Baron of Preston (?–1744[?]), 
Scottish, Married to Margaret Seton, 
1744
Oil on canvas, 75.5 x 62.5 cm 
Gift of Lorenze Seton, Stockholm
NMGrh 5129

Hilda Lindgren (1833–1917), 
Swedish
Peter Wieselgren (1800–1877), 
Associate Professor, Dean, Literature 
Historian, Temperance Advocate, 
Married to Mathilda Rosenqvist, 1874
Oil on canvas, 77 x 63.5 cm
Gift of the estate of Principal 
Assistant Secretary Jon Peter 
Wieselgren, Stockholm   
NMGrh 5154

Fig. 113 
Johan Morén (1870–1931), Swedish
Gustaf Fröding (1861–1911), Author, 
Poet, 1903
Gelatin silver print, 29.8 x 23.1 cm 
The Ulla and Gunnar Trygg Fund
NMGrh 5149
In 1903 Johan Morén, inspector of 
the Ulleråker psychiatric hospital, 
was asked by the doctor in charge to 

much is going on, like a resting 
hand, that are infinitely harder to 
bring to life.” In this portrait of 
Göran Persson, the artist has worked 
as much on the leather upholstery 
of the Mats Theselius chair as on 
the arched brow of the sitter. With 
subtle use of attributes, such as the 
sculpture of smiths, or the red book 
and the Dala horse, the artist shows 
us that this is a Swedish Social 
Democratic politician. For viewers 
who do not recognise the model, his 
name can be read on the spine of 
a book, that also states his age: 68. 
Göran Persson looks back at us serio-
usly, as though we had surprised him 
in the midst of reading something 
thrilling. The portrayal is simple, 
yet dignified. Olle Hamngren is 
singularly skilful in balancing the 
seemingly lofty with the trivial. 

Fig. 111 Henry B. Goodwin, Hans Zetterström, NMGrh 5132. Fig. 112 Olle Hamngren, Göran Persson, NMGrh 5148.
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painter. This image of the theologian 
Rogberg, a free copy of Johan 
Gustaf Sandberg’s portrait, shows 
an influence of the new technique 
of photography. From 1841, Sevén 
worked for a number of years in 
Stockholm as Sweden’s first 
professional portrait photographer. 

Thron Ullberg (b. 1969), Swedish
Victoria ( b. 1977) Crown Princess of 
Sweden, Married to the Businessman 
and Personal Trainer Daniel Westling, 
Prince Daniel, 2017
Photography, digital print on paper, 
84 x 66.2 cm
Gift of the Friends of the National-
museum 
NMGrh 5152
See article on p. 11, The Friends of the 
Nationalmuseum.

of-factness is to be found in his 
portrait of Elsa Beskow.

Fig. 115
Johan Adolf Sevén (1806–1870)
Copy after: Johan Gustaf Sandberg 
(1782–1854)
Carl Georg Rogberg (1789–1834), 
Theologist 
Oil on wood, 19.3 x 16.9 cm, 
frame 32 x 29.7 cm 
The gift fund of Gripsholms-
föreningen av år 1937 (the Axel 
Hirsch Fund) (purchase 2016, 
accession 2017)
NMGrh 5184 (earlier NM 7379)
Johan Adolf Sevén is regarded as a 
pioneer of Swedish photography. He 
took a master’s degree at Uppsala 
University in 1839 and initially made 
a living as a translator and a portrait 

to the Preacher and Author Natanael 
Beskow
Gelatin silver print mounted on 
cardboard, 63.5 x 48.5 cm 
Gift of the artist´s grandson Lars 
Rosenberg
NMGrh 5135
Elsa Beskow’s storybooks have 
influenced many generations of 
Swedes. Her early works in 
particular, with their elegant 
lines and lyrical watercolour tone, 
remain some of the most popular 
of Swedish children’s books. Carl 
Gustaf Rosenberg is associated above 
all with the numerous images of 
rural and urban settings which he 
produced for the Swedish Tourist 
Association’s publications over a 
period of many years. Something 
of the same atmospheric matter-

Adolf in 1964, for a feature in the 
American illustrated magazine Look. 
Penn said that the king posed at the 
entrance to Sofiero Palace where the 
light was best. There are few Swedish 
portraits like it, and it represents an 
international photographic tradition 
that is far from the usual respect-
ful attitude in official portraits of 
the royal family. In addition to the 
characteristic close up of Penn’s 
photography, the lens has slightly 
compressed the king’s face.
See article on p. 11, The Friends of the 
Nationalmuseum.

Fig. 114 
Carl Gustaf Rosenberg 
(1883–1957), Swedish
Elsa Maartman (1874–1953), Artist, 
Author of Children’s Books, Married 

Fig. 113 Johan Morén, Gustaf Fröding, NMGrh 5149. Fig. 114 Carl Gustaf Rosenberg, Elsa Maartman m. Beskow, NMGrh 5135.
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own and copies after other artists. 
In this self-portrait, the emphasis 
is on his professional pride and 
intellectual ambition. Dressed in a 
painter’s smock, Wahlbergson stands 
at an easel with brushes and palette 
in his hand. In the background is a 
sculpture of the goddess Minerva, a 
reflection of the artist’s interest in 
ancient mythology. In her left hand, 
she holds out a sprig of laurel towards 
the painter, a symbol of both learning 
and victory.

Unknown artist, possibly Johanna 
Emerentia von Bilang (1777–1857), 
Swedish
Johanna Emerentia von Bilang 
(1777–1857), Miniature Painter
Oil on canvas, 79 x 63 cm
The Ulla and Gunnar Trygg Fund
NMGrh 5156

Thron Ullberg (b. 1969), Swedish
Gösta Ekman (1939–2017), Actor, 
Director, Married to 1. the Artist 
Fatima Svendsen Gerhard, 2. the Actor 
Pia Harahap, 3. the Artist Marie 
Louise Fuchs, 2010
Photography, digital print on paper, 
67 x 52 cm 
Gift of the photographer Thron 
Ullberg
NMGrh 5153

Fig. 116 
Erik Wahlbergson (1808–1865), 
Swedish
Self-Portrait, 1851
Oil on canvas, 71 x 58 cm 
The Axel Hirsch Fund
NMGrh 5155
Erik Wahlbergson is best known for 
his genre, historical and mythological 
subjects. However, he also painted 
portraits, both compositions of his 

Fig. 115 Johan Adolf Sevén, Copy after: Johan Gustaf Sandberg. Carl Georg 
Rogberg, NMGrh 5184 (earlier NM 7379)

Fig. 116 Erik Wahlbergson, Self-Portrait, NMGrh 5155.
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Exposé 

Paintings by
Swedish Artists 

Fig. 1
Richard Bergh (1858–1919)
Portrait of a Boy, signed 1981
Oil on wooden panel, 24 x 19 cm 
The Hedda and N. D. Qvist Fund
NM 7481
Richard Bergh finished studying at 
the Royal Swedish Academy of Fine 
Arts in Stockholm in May 1881. He 
then travelled to France, where he 
completed his studies. This portrait 
of a boy may have been done in the 
summer before his departure. It is 
possible that the model was a relative 
of Bergh – partly because he rarely 
took portrait commissions, but also 
because until recently the portrait 
was a family heirloom. 

Johan Christian Berger 
(1803–1871)
The Liner Carl XIII Getting Its Sails 
Dry behind Kastellholmen, signed 
1862
Oil on paper panel, 20.5 x 24.5 cm
The Hedda and N. D. Qvist Fund
NM 7484

Fig. 2
Olof Hermelin (1827–1913)
A Street in Montmartre, 1873 
Oil on wood, 30 x 51.5 cm 
The Hedda och N. D. Qvist Fund 
(purchase 2017, accession 2018) 
NM 7453
Olof Hermelin’s view from 
Montmartre is an early example 
of a purely Parisian scene in oils 
by a Swedish artist. The painting 
originates from Hermelin’s second 
visit to the French capital in 1873. 
That the artist regarded it as more 
than a pure study is suggested by the 
anecdotal scene in the alleyway with 
the policeman arresting a boy. 

Per Krafft the Younger (1777–1863)
Belisarius, 1799
Oil on canvas, 125 x 94 cm
The Hedda and N. D. Qvist Fund
NM 7468

Fig. 1 Richard Bergh, Portrait of a Boy, NM 7481.
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Henri Louis Baup (1766–1855), 
French; after Fleury François 
Richard (1777–1852), French; 
produced by Guerhard & Dihl
Charles VII Writing a Farewell Letter 
to His Wife, 1810
Enamel on porcelain, 37.5 x 28.5 cm 
The Wiros Fund
NM 7437
See article on p. 105, The Troubadour 
Style in French Romanticism.

Jean-Victor Bertin (1767–1842), 
French
View of a Path in a Forest. Study, 
probably 1810s
Oil on canvas, 44 x 33 cm
The Wiros Fund
NM 7463
Jean-Victor Bertin was a pupil of 
Pierre-Henri de Valenciennes and, 
like his teacher, became famous for 

See article on p. 71, Self-Portraits 
and Artists’ Portraits as Portraits of 
Friends – A Selection of Paintings and 
Drawings.

Henri Louis Baup (1766–1855), 
French; after Fleury François 
Richard (1777–1852), French; 
produced by Guerhard & Dihl
Valentine de Milan, 1810
Enamel on porcelain, 37.5 x 28.5 cm 
The Wiros Fund (purchase 2017, 
accession 2018) 
NM 7436
See article on p. 105, The Troubadour 
Style in French Romanticism.

Ingeborg Westfelt-Eggertz 
(1855–1936)
Impression from Meudon, signed 1887
Oil on wood panel, 31.5 x 20.5 cm 
Gift of Ann Stern through the Friends 
of the Nationalmusem
NM 7479
See article on p. 117, Women Artists in 
France in the 1880s. 

Paintings by 
Foreign Artists 

Michael Ancher (1849–1927), 
Danish
Anna Ancher Painting a Model, 
probably 1887
Oil on canvas, 56 x 44 cm 
The Wiros Fund (purchase 2017, 
accession 2018)
NM 7440

See article on p. 111, Per Krafft the 
Younger and Belisarius – One of the 
Foremost Swedish Examples of 
Neoclassical Painting in the French 
Style.

Elisabeth Keyser (1851–1898)
A Confirmand in Normandy, signed 
1889 
Oil on canvas, 116 x 75 cm 
Gift of Ann Stern through the Friends 
of the Nationalmusem
NM 7478
See article on p. 117, Women Artists in 
France in the 1880s. 

Fig. 3
Ivar Nyberg (1855–1925)
Elegant Flanners at Kungsklyftan, 
Fjällbacka, 1889
Oil on wood, 35.5 x 19.5 cm 
The Hedda och N. D. Qvist Fund 
(purchase 2017, accession 2018)
NM 7452

Fig. 2 Olof Hermelin, A Street in Montmartre, NM 7453.
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from the grotto of Neptune in Tivoli 
is probably an example of this. The 
two figures are about to write the 
artist’s name, “DEN[IS]”, and the  
waterfall can be seen in the back-
ground. The artist made a separate 
painting of this, also owned by the 
Nationalmuseum. This oil painting 
has number 136, according to the 
artist’s signature. 

Fig. 6
Michel-Martin Drolling
(1786–1851), French
Alix de Tournon Simiane, 1847
Oil on canvas, 74 x 59.5 cm 
The Wiros Fund (purchase 2017, 
accession 2018)
NM 7448
Michel-Martin Drolling first 
studied under his father, Martin 
Drolling, and later under Jacques-
Louis David. He is one of the 
distinctly Neoclassical painters. 
As a portrait painter, he is very close 
to his contemporary, Jean-Auguste-
Dominique Ingres (1780–1867), not 
only for the secondary importance of 
colour, but also for the far-reaching 
illusionism and sharpness of the 
tiniest physiognomic details in the 
model’s face, qualities visible in this 
portrait.  

Fig. 4
Émile Friant (1863–1932), French
The Tramp, signed 1890
Oil on wooden panel, 30 x 35.7 cm 
The Hedda and N. D. Qvist Fund
NM 7482
Émile Friant has been called the 
“Last Naturalist”, somewhat 
explained by this painting from 
1890. Long into the 20th century, 
Friant painted in the same sharp, 
technically brilliant style that he 
developed as a successful young 
Naturalist artist in the 1880s. The 
vagabond is a typical subject, with 
the poor man taking shelter in a cave. 
This is a relatively unsentimental 
depiction by Friant, who otherwise 
liked to work using the contrast 
between rich and poor in an effectful 
manner. 

his historicizing landscapes. These 
pictures, with their telling literary 
content, were based on plein air 
studies. This woodland scene was 
probably a sketch for a genre 
composition called La porteuse de 
fagots (Woman carrying faggots). 
Like many other of Bertin’s paintings, 
this is characterised by a mysterious 
atmosphere of stillness and twilight. 

Fig. 14
Noël-Joseph-Thomas Clérian 
(1796–1843), French
A Shepherd by a Fire in a Grotto, 1821
Oil on canvas, 31 x 23 cm 
Gift of Jean-Loup Champion, Paris
NM 7449
Clérian arrived in Italy in 1817,
where he studied under and worked 
for François-Marius Granet. 
Granet’s influence is revealed by 
the composition, with the pointed, 
arched cave opening. The painting 
was done during Clérian’s second 
visit to Italy, on the way to Naples 
and Sicily. It is the first of its kind 
in the Nationalmuseum, which 
previously had no paintings of 
Italian street life by French artists. 

Carlo Dalgas (1821–1851), Danish
The Head of a Red Brushed Cow, 
1840s
Oil on paper mounted on cartonage, 
12 x 11 cm
The Wiros Fund
NM 7456

Fig. 5
Simon Denis (1755–1813), Belgian
Interior of the Neptunus Grotto in 
Tivoli
Oil on paper, 33 x 47.6 cm
The Sophia Giesecke Fund (purchase 
2017, accession 2018)
NM 7445
Flemish painter Simon Denis arrived 
in Rome in 1786 and specialised in 
landscape painting. He was long 
forgotten, but is now ranked as one 
of the foremost figures in plein air 
painting. Denis preferred to work 
in oil on paper, but whether all his 
paintings were done en plein air is 
moot; there is much that suggests he 
actually worked from sketches, later 
testing various types of light and 
shadow in his studio. This interior 

Fig. 3 Ivar Nyberg, Elegant Flanners at Kungsklyftan, Fjällbacka, NM 7452.
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Ernst Fries (1801–1833), German
The Waterfalls at Tivoli with the 
Ponte Lupo, Temple of Vesta, and 
Temple of Sibyl, 1826
Oil on canvas, 56.5 x 73.5 cm 
The Wiros Fund
NM 7472
See article on p. 145, Three Germans 
Artists on Their Travels.
 
Fig. 7
Johan Wilhelm Gertner 
(1818–1871), Danish
Study of an Old Woman with a Huckle 
and a Shawl, 1850s
Oil on canvas, 27.5 x 21 cm
The Wiros Fund
NM 7457
Johan Wilhelm Gertner was a 
student of Christoffer Wilhelm 
Eckersberg (1783–1853) at the 
Royal Danish Academy of Fine 
Arts in Copenhagen, specialising 
early in portraiture. He developed 
a distinctively realistic style, some-
times with restrained colours. This 
picture of an old woman is, despite 
its individualistic features, not to be 
regarded as a portrait. Instead, it is a 
character head, a genre used for 
practice at the Academy of Fine Arts.

Fig. 9
Constantin Hansen (1804–1880), 
Danish
Woman from Sora. Study for altar 
board in Valby Church, 1841
Oil on canvas, 41 x 33 cm 
The Wiros Fund (purchase 2017, 
accession 2018) 
NM 7438
During his almost ten-year study 
period in Italy, Constantin Hansen 
made several large compositions 
with anecdotal street life motifs 
from Roman and Neapolitan 
environments. This study of a 
woman from Sora, which is located 
just over a hundred kilometres south 
of Rome, could have been the subject 
of a genre painting. But it was painted 
as a study for an altar painting, com-
missioned by the Valby parish during 
Hansen’s stay abroad. 

Fig. 4 Émile Friant, The Tramp, NM 7482.

Fig. 5 Simon Denis, Interior of the Neptunus Grotto in Tivoli, NM 7445.
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a long time it was felt that, over his 
long life as an artist, he clung to an 
outdated ideal of landscape. In this 
view from 1848, painted in Kyhn’s 
youth, he demonstrates skilful 
treatment of light in a landscape with 
great depth of focus, probably from 
northern Zealand. 

Thorald Læssøe (1816–1878), 
Danish
Motif from the Outskirts of Rome, 
1840s
Oil and pencil on paper mounted on 
canvas, 25 x 31 cm 
The Wiros Fund (purchase 2017, 
accession 2018) 
NM 7439

Just Jerndorff (1806–1847), Danish
Landscape with a Farm, c. 1840
Oil on canvas, 28 x 39.5 cm 
The Wiros Fund
NM 7474

Viggo Johansen (1851–1935), 
Danish
A Dead Girl, signed 1881
Oil on canvas, 25.5 x 33 cm 
The Wiros Fund
NM 7483

Fig. 10
Vilhelm Kyhn (1819–1903), Danish
Landscape with Oaks, 1848
Oil on canvas, 25 x 35 cm 
The Wiros Fund
NM 7470
Vilhelm Kyhn is one of the more 
neglected painters of the Danish 
Golden Age, probably because for 

Constantin Hansen (1804–1880), 
Danish
Tor. Study for Aegir’s Feast, c. 1857
Oil on paper mounted on cartonage, 
52 x 23.5 cm 
The Wiros Fund
NM 7461

Claudius Jacquand (1803–1878), 
French
The night of St. Bartholomew 1572, 
1837
Oil on canvas, 61.5 x 50.5 cm 
The Wiros Fund
NM 7466
See article on p. 105, The Troubadour 
Style in French Romanticism.

Fig. 8
Constantin Hansen (1804–1880), 
Danish
Loki. Study for Ægir’s Feast, 1855
Oil on canvas, 53.5 x 35 cm
The Wiros Fund
NM 7460
Ægir’s Feast was commissioned by 
National Liberal politician Orla 
Lehmann in 1852. It caused 
Constantin Hansen problems. 
The artist lacked experience of 
ancient Norse subjects, and the result 
was classicism in Nordic disguise. 
Ægir, ruler of the sea, invites the gods 
to a feast, which is disrupted by the 
evil Loki in red. He flees when Thor 
arrives seeking revenge with his 
hammer. For contemporaries, Loki 
came to symbolise the German threat 
to Scandinavian unity. This is one of 
the artist’s studies for Loki. 

Fig. 6 Michel-Martin Drolling, Alix de Tournon Simiane, NM 7448. Fig. 7 Johan Wilhelm Gertner, Study of an Old Woman with a Huckle and a 
Shawl, NM 7457.
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Fig. 13
Wilhelm Marstrand (1810–1873), 
Danish
Portrait of the Artist’s Daughters, 
Ottilia and Christy, 1865
Oil on canvas, 80 x 64 cm 
The Wiros Fund
NM 7467
This portrait shows Marstrand’s two 
youngest daughters in the garden 
of the house on Rosenvænget in 
Roskilde which the family had moved 
to the year before. The painting, 
executed in the deft manner typical 
of the artist, was done in the summer 
of 1865, one of his most productive 

artist friend Frederik Christian Lund 
has captured him fifteen years earlier 
in a rapid study, standing on a rock 
on Kungsholmen, Stockholm. In the 
background are Riddarholmen and 
the Old Town. 

Fig. 12
Anders Christian Lunde 
(1809–1886), Danish
Landscape at Acqua Acetosa, 1840s
Oil on paper, 27 x 52.5 cm
The Wiros Fund (purchase 2017, 
accession 2018)
NM 7446

Fig. 11
Frederik Christian Lund 
(1826–1901), Danish
Peter Christian Skovgaard on a Rock 
on Kungsholmen, Stockholm, 1851
Oil on paper mounted on canvas; 25 
x 37 cm 
The Wiros Fund
NM 7464
Peter Christian Skovgaard was one 
of the Golden Age painters who had 
direct dealings with the Swedish art 
scene. He contributed, for instance, 
to the major Scandinavian art 
exhibition at the Nationalmuseum 
in its opening year, 1866. Here, his 

Pierre Duval Le Camus 
(1790–1854), French
Portrait of an Unknown Man in a 
Landscape, c. 1820
Oil on canvas, 40.5 x 33 cm 
The Magda and Max Ettler Fund 
(purchase 2017, accession 2018)
NM 7441

Jean-Antoine Laurent (1763–1832), 
French
Richard the Lionheart Answers 
Blondel de Nesle’s Singing, 1822
Oil on canvas, 48 x 39 cm 
The Wiros Fund
NM 7465
See article on p. 105, The Troubadour 
Style in French Romanticism.

Fig. 8 Constantin Hansen, Loki. Study for Ægir’s Feast, NM 7460.

Fig. 9 Constantin Hansen, Woman from Sora. Study for altar board in Valby 
Church, NM 7438.
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Carl Morgenstern (1811–1893), 
German
View towards Amalfi from Grotta dei 
Cappuccini, c. 1834–37 
Oil on paper mounted on canvas, 
38.5 x 52 cm 
The Wiros Fund (purchase 2017, 
accession 2018)
NM 7447
See article on p. 145, Three Germans 
Artists on Their Travels. 

Fig. 18
August Riedel (1799–1883), German
Italian Woman. Study, c. 1830–40 
Oil on paper mounted on cardboard, 
19 x 16.5 cm 
The Wiros Fund
NM 7469
August Riedel, who was German, was 
one of many foreign artists active in 
or around Rome during the first half 
of the 19th century. He specialized in 
painting the Italian people. Riedel’s 
small study of a woman is typical of 
the sentimental taste of the day. 
The work belonged to the famous 
Danish sculptor Bertel Thorvaldsen, 
one of Riedel’s benefactors in Rome. 
Thorvaldsen then gave it to his 
doctor Vilhelm Bricka in 
Copenhagen. 

Fig. 16
Jean-Charles-Joseph Rémond 
(1795–1875), French, attributed to
Study of Rocks, Italy (Possibly by 
Vicovaro in Tivoli), c. 1820
Oil on paper mounted on canvas, 
30 x 44 cm 
The Wiros Fund
NM 7462
Jean-Charles-Joseph Rémond made 
his debut at the Salon in 1814, but it 
took another seven years for him to 
win the Prix du Rome in the genre 
of historical landscapes. During his 
five-year stay in Italy, Rémond made 
a number of plein air studies such 
as this one. Here, he examines the 
relationships between light and 
surfaces. The character of the 
painting is immediate and is a long 
way from the resulting complete 
historical landscape with figures. 

years. Shortly afterwards, in January 
1867, the family suffered a great loss 
when Marstrand’s wife, Grethe, died 
of typhus. 

Wilhelm Marstrand (1810–1873), 
Danish
A Dalecarlian Girl Riding, 1850–51 
Oil on canvas, 31 x 21.5 cm
The Magda and Max Ettler Fund
NM 7475
This picture of a girl riding bareback 
on a little white horse through a 
forest is a painting that probably 
originates from Wilhelm Marstrand’s 
studies in Dalarna, in 1851, for his 
major painting Church-Goers 
Arriving by Boat at the Parish 
Church of Leksand on Siljan Lake, 
Sweden. It is painted in the artist’s 
characteristic free manner, with 
numerous fine accents and superb 
light. Except for Marstrand and his 
colleague Niels Simonsen (1807–
1885), ethnographic subjects from 
Sweden are unusual in the Golden 
Age of Danish Painting. 

Fig. 15
Wilhelm Marstrand (1810–1873), 
Danish
Auction Scene, 1835
Oil on canvas, 80 x 117 cm 
The Wiros Fund
NM 7477
Here we see a scene from one of the 
many auctions of goods arranged in 
cities like Copenhagen at this time. 
The main action concerns ladies 
who are competing for a red uniform 
jacket for their husbands in the 
Civic Guard. In addition, the painting 
contains umpteen caricatures of 
people’s avarice, vanity, anger and 
sloth.  A barefooted boy scornfully 
observes the follies of the adults from 
the top of ladder, accompanied by 
Minerva, the goddess of wisdom. 

Ernst Meyer (1797–1861), Danish 
and Wilhelm Marstrand 
(1810–1873), Danish
Interior from the Roman Campagna 
with a Girl and a Cat, 1840–66 
Oil on paper mounted on cartonage, 
28.5 x 40 cm 
The Wiros Fund
NM 7458

Fig. 10 Vilhelm Kyhn, Landscape with Oaks, NM 7470.

Fig. 11 Frederik Christian Lund, Peter Christian Skovgaard on a Rock on 
Kungsholmen, Stockholm, NM 7464.

Fig. 12 Anders Christian Lunde, Landscape at Acqua Acetosa, NM 7446.
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Fig. 20
Niels Simonsen (1807–1885), Danish
Bavarian Woman, Study, 1837
Oil on paper, mounted on canvas, 
18.7 x 15.3 cm 
The Wiros Fund
NM 7471
Niels Simonsen first studied at the 
Royal Danish Academy of Fine Arts 
in Copenhagen and later, in the 
mid-1830s, in Munich. Like many 
other artists, he was fascinated by 
that era’s ethnological interest in the 
characteristics of different regions, 
traditional dress, etc. He therefore 
made multiple studies of women 
from Bayern and would later do the 
same thing with farmers in Skåne. 

Kristian Mantzius was an actor 
of the late Golden Age who was 
both popular and controversial, 
on account of his temperamental 
and uncompromising character. 
Despite royal patronage, he was 
finally dismissed from his position as 
an actor at the Royal Danish Theatre 
in Copenhagen. Mantzius was held 
in great esteem in artist circles and 
was portrayed by several painters, 
including Carl Bloch.

is almost certainly an example of 
Robert’s unique method of using 
oil paintings to create gardens and 
parks, in this case Méréville, located 
65 km southwest of Paris. Robert was 
employed by its owner, the Marquis 
Jean-Joseph de Laborde, in 1786. 
This painting served as inspirations 
and guides for the endeavor.

Fig. 21
Jørgen Roed (1808–1888), Danish
Portrait of the Actor Kristian 
Mantzius (1819–1879), 1854
Oil on canvas mounted on wood, 
35 x 28 cm 
The Wiros Fund (purchase 2017, 
accession 2018)
NM 7451

Fig. 17
Hubert Robert (1733–1808), French
Boats in Front of the Grotto in the 
Park at Méréville, 1786–88
Oil on canvas, 29 x 38 cm 
The Hedda and N. D. Qvist Fund
NM 7480
The painter Hubert Robert is also 
famous as a garden designer. There 
is no evidence that Robert himself 
staked out any parks on the basis of 
his artistic creations. His paintings 
instead served as advertising images 
intended for the client. At the same 
time, they could serve as a guide for 
the different specialists, of which 
Robert was the coordinating force. 
The recently acquired painting 

Fig. 13 Wilhelm Marstrand, Portrait of the Artist’s Daughters, Ottilia and 
Christy, NM 7467.

Fig. 14 Noël-Joseph-Thomas Clérian, A Shepherd by a Fire in a Grotto, NM 7449.
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They are individualised and detailed 
in their character, without being true 
portraits.

Fig. 19
Niels Simonsen (1807–1885), Danish
An Algerian Man Smoking Pipe, 
c. 1840
Oil on wood, 22 x 16.5 cm 
The Magda and Max Ettler Fund
NM 7476
This painting of a pipe-smoking 
Algerian in a turban recalls an 
illusionistic motif of 17th-century 
Dutch art, that of a person leaning 
out of a window. Behind the man, 
we can make out a barred opening, 
which lends a note of mystery to 
Simonsen’s image. Is the man 
guarding a prison, or a harem?  

Jørgen Sonne (1801–1890), Danish
A Rock Study, Italy, 1830s
Oil on paper mounted on cardboard, 
28 x 37 cm 
The Wiros Fund (purchase 2017, 
accession 2018)
NM 7450

Fig. 22
Carl Frederik Sørensen 
(1818–1879), Danish
Coastal Landscape, c. 1850
Oil on wood, 31 x 47.5 cm 
The Wiros Fund
NM 7455
Carl Frederik Sørensen was one of his 
time’s foremost marine artists. His 
working method is very reminiscent 
of contemporaneous landscape 
painters. Naturally, he is not alone in 
this, but his oil paintings build upon a 
particularly sharp eye for atmosphe-
ric conditions and light. This painting 
was probably executed during a 
journey in France, c. 1850. 

Fig. 23
Frederik Thöming (1802–1873), 
Danish
Landscape with Santa Maria Assunta 
in Ariccia, c. 1830
Oil on paper mounted on canvas, 
canvas 28.7 x 38 cm 
The Wiros Fund
NM 7473
Frederik or Friedrich Thöming was 
born in Eckensförde, Schleswig-
Holstein. He was one of many 
German-speaking Danish artists who 

Fig. 15 Wilhelm Marstrand, Auction Scene, NM 7477.

Fig. 16 Jean-Charles-Joseph Rémond, Study of Rocks, Italy (Possibly by Vicovaro in Tivoli), NM 7462.
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in Douai with the titles L’aveu and 
L’adieu, with the first scene showing 
the young woman not only confessing 
her love, prompted by the letter in 
her hand, but also, presumably, con-
ceding to a sexual union suggested 
by her baring of one her breasts to 
the viewer, who takes the place of the 
lover. In the second scene, the lover, 
whose crumpled farewell letter lies 
on the column-shaped bedside table, 
has jilted her, with, one can assume, 
dire consequences for the young 
woman. The two paintings are good 

(purchase 2017, accession 2018)
NM 7443
The somewhat risqué subject matter 
of these two paintings by Pierre-
Auguste Vafflard, contrasting with 
his production of history paintings 
in the troubadour style, may account 
for the fact that they remained in the 
artist’s home until his death in 1837, 
when they were sold at auction by his 
heirs. The two canvases present two 
moments of a love story, a before and 
an after, both involving a letter. They 
were exhibited in 1829 at the Salon 

Moritz Unna (1811–1871), Danish
Woman with Handwork outside a 
Fisherman’s Hut, 1852
Oil on paper mounted on cartonage, 
67.5 x 50 cm 
The Wiros Fund
NM 7459

Fig. 25
Pierre-Auguste Vafflard 
(1777–1837), French
The Confession, 1829
Oil on canvas, 55.5 x 46 cm 
The Hedda och N. D. Qvist Fund 

studied at the Royal Danish Academy 
of Fine Arts in Copenhagen, but 
whom later, due to the Danish-
German conflicts, ended up out-
side Danish art history. Thöming 
worked in Italy from 1827 and had 
Thorvaldsen as a benefactor. The 
view of the road to Ariccia with the 
famous silhouette of the Church 
of Santa Maria Assunta is a good 
example of Thöming’s wonderful 
studies of light, particularly the 
reflections on the guard’s casque and 
ammunition bag. 

Fig. 17 Hubert Robert (1733–1808), Boats in Front of the Grotto in the Park at Méréville, NM 7480.
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Agnes de Frumerie (1869–1937), 
Swedish; Edmond Lachenal 
(1855–1948), French
Struggle for Existence (Source d’or), 
1900
Stone ware, matt velvet opaque glaze, 
84 x 74 x 25 cm 
The Hedda and N. D. Qvist Fund 
(purchase 2017, accession 2018)
NMSk 2362 
See article on p. 81, Struggle for 
Existence by Agnes de Frumerie.

Agnes de Frumerie (1869–1937)
Group of figures, 1905
Plaster, 22.2 x 25.5 x 17 cm 
The Ulla and Gunnar Trygg Fund 
NMSk 2365

Sculptures by 
Swedish Artists

Fig. 28
Carl Eldh (1873–1954); cast 
by Herman Bergman (1869–1954)
Ink set, 1900
Bronze, 15 x 21 x 15 cm 
The Hedda och N. D. Qvist Fund
NMSk 2372
This ink set was made during Carl 
Eldh’s time in Paris. This period 
(1896–1903) left an impression in the 
form of new and realistic subjects, 
as well as in a new, naturalistic style. 
Sculptures in a small format that 
bordered on applied art reached a 
broad range of purchasers. 

Unknown artist, 17th century, 
Dutch 
A Man at His Death Bed, 1600s
Oil on wood, 26 x 31.5 cm 
The Wiros Fund (purchase 2017, 
accession 2018)
NM 7454

Unknown artist 
Study of a Man with a Gaze
Oil on canvas, 30.5 x 20 cm 
The Hedda och N. D. Qvist Fund 
(purchase 2017, accession 2018)
NM 7442

examples of a kind of genre pain-
ting with a moralizing and at the 
same time titillating content that 
flourished in the second quarter of 
the 19th century.

Fig. 24
Pierre-Auguste Vafflard 
(1777–1837), French
The Farewell, 1829
Oil on canvas, 55.5 x 46 cm
The Hedda och N. D. Qvist Fund 
(purchase 2017, accession 2018)
NM 7444

Fig. 18 August Riedel, Italian Woman. Study, NM 7469.

Fig. 19 Niels Simonsen, An Algerian Man Smoking Pipe, NM 7476.
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Miniatures by 
Swedish Artists

Unknown artist 
Portrait of Anders Sparrman 
(1748–1820), Disciple of Carl
Linnaeus
Watercolour and gouache on ivory, 
oval, 4.3 x 3.2 cm
The Hjalmar and Anna Wicander 
Fund
NMB 2735

sculptors of the 19th century. He 
produced everything from archi-
tectural ornamentation, bronze 
statuettes, applied art and terracotta 
sculptures.  As was customary at the 
time, he had many assistants in his 
studio and, for a while, one of these 
was Auguste Rodin. 

Fig. 30
Ville Vallgren (1855–1940), Finnish
Cinerary Urn, 1892
Bronze, 23.5 x 14 x 12 cm 
The Hedda och N. D. Qvist Fund
NMSk 2371
Finnish artist Ville Vallgren spent 
almost twenty years in France. 
He specialised in sculpture that 
combines pure forms with strong 
emotional expression, and Finnish 
journalists compared him to Rodin. 
Urns became his signum. 

the herder, but with clearer realism 
than the many herders produced in 
the latter half of the century. 
Lundberg had been influenced by 
the new French realism during his 
studies in Paris, 1882–84, prior 
to his arrival in Rome. In this case, 
a swineherd is depicted – small 
pigs are visible on the base of the 
sculpture. 

Sculptures by 
Foreign Artists

Albert-Ernest Carrier-Belleuse 
(1824–1887), French, workshop of
Putto at a Water Source
Plaster, with base 48 x 55 x 28 cm 
The Ulla and Gunnar Trygg Fund
NMSk 2366
Carrier-Belleuse was one of the 
most famous and most productive 

Anders Jönsson (1883–1965)
Paolo and Francesca, 1909
Bronze, 24 x 37 x 9 cm 
The Hedda and N. D. Qvist Fund
NMSk 2369
Anders Jönsson arrived in Paris in 
1906, after studying art at Afton-
skolan in Malmö and in München. 
In Paris, Jönsson was inspired by 
Rodin’s naturalism, as well as by his 
choice of subjects that sprang from 
Dante’s Divine Comedy, such as the 
lovers Paolo and Francesca. 

Fig. 27 
Teodor Lundberg (1852–1926)
Young Shephard, 1892
Bronze, 76.5 x 27 x 23 cm 
The Hedda och N. D. Qvist Fund
NMSk 2373
This works stems from Lundberg’s 
studies in Rome. The sculpture is an 
example of the enduring subject of 

Fig. 20 Niels Simonsen, Bavarian Woman, Study, NM 7471. Fig. 21 Jørgen Roed, Portrait of the Actor Kristian Mantzius (1819–1879), 
NM 7451.
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Miniatures by 
Foreign Artists

Heinrich Jakob Aldenrath 
(1775–1844), German
Portrait of Unknown Naval Officer
Watercolour and gouache on ivory, 
oval, 6.2 x 4.9 cm
The Hjalmar and Anna Wicander 
Fund
NMB 2738

Fig. 31 
Jean-Baptiste Jacques Augustin 
(1759–1832), French
Unknown Man, Possibly the Mining 
Counselor Anders von Wahrendorff 
(1759–1848), signed 1804
Watercolour and gouache on paper, 
12.2 x 9.2 cm
The Hjalmar and Anna Wicander 
Fund
NMB 2734
This profile portrait is by the great 
French miniaturist, Augustin. 
In addition to his pupil, Sparrgren, 
Augustin depicted numerous 
Swedish visitors to Paris. This 
newly acquired portrait probably 
shows the wealthy foundry-owner 
Anders von Wahrendorff. He had 
many foreign contacts and ran an 
extensive foundry business. The 
year after this portrait was painted, 
the model and his brothers Carl 
and Gustaf von Wahrendorff were 
elevated to German Reichsfrei-
herren by Francis II, Holy Roman 
Emperor.  

Jean Jacques Thérésa de Lusse 
(1758–1833), French
Portrait of a Mother and Her Two 
Children, signed 1784
Watercolour and gouache on ivory, 
7 cm (diam)
The Hjalmar and Anna Wicander 
Fund
NMB 2733

Fig. 30
Jeremiah Meyer (1735–1789), 
English
A Boy in Blue Coat, 1780s
Watercolour on ivory, oval, 
8.7 x 7 cm
The Hjalmar and Anna Wicander 
Fund
NMB 2737

Fig. 22 Carl Frederik Sørensen, Coastal Landscape, NM 7455.

Fig. 23 Frederik Thöming, Landscape with Santa Maria Assunta in Ariccia, NM 7473.
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Labille-Guiard and, like Marie-
Gabrielle Capet, chose to remain 
unmarried. Instead, she focused 
on a career as a celebrated portrait 
miniaturist with her own clientelle. 
She was never elected to the French 
Academy of Fine Arts, but was a 
member of the Royal Society of 
Arts in London. Mlle de Noireterre 
painted with a light touch and a 
psychological gaze. In this self-
portrait, she is seen posing proudly 
beside her painting utensils.  

pioneer in the painting of portrait 
miniatures on ivory, strongly 
influenced by Rosalba Carriera. 
This example, traditionally said to 
be a portrait of Count Fabian Wrede 
af Elimä, was painted in Vienna in 
1726. The same year, Møller met 
another Swede, Carl Gustaf Tessin, 
on diplomatic duties in the city. He 
then painted a portrait of Tessin in 
oils. 

Marie-Thérèse de Noireterre 
(1760–1823), French
Self-Portrait in Green Dress, signed 
1795
Watercolour and gouache on ivory, 
7.3 cm (diam)
The Hjalmar and Anna Wicander 
Fund
NMB 2736
Marie-Thérèse de Noireterre was a 
pupil of Academy member Adelaïde 

youth in a blue coat. With a few 
judiciously placed highlights on 
the tip of the nose, lips and buttons, 
Meyer demonstrates his total 
control over his chosen medium. 
The uncommonly well-preserved 
skin tone seen here is rare in his 
work as the red pigment the artist 
favoured has often faded. 

Fig. 29 
Andreas Møller (1684–1762), 
Danish, attributed to 
Portrait of Fabian Wrede af Elimä 
(1694–1768), signed 1726
Watercolour and gouache on ivory, 
9.2 x 67 x 2 cm
The Hjalmar and Anna Wicander 
Fund
NMB 2739
Danish artist Andreas Møller worked 
internationally, in Venice, Dresden, 
London and Vienna. He was a 

In 1764 Meyer was appointed 
Miniature Painter to the Queen and 
Enamel Painter to the King, although 
his greatest contribution was to 
develop the use of ivory for portrait 
miniatures both technically and 
artistically. By using transparent 
watercolours, he was able to utilise 
the lustre of the ivory itself to make 
his portraits shimmer. At the same 
time, his style was distinctively 
graphic, with colouration given a 
subordinate role. Meyer exhibited 
great technical skill in building up 
his portraits, alternating short, inter-
secting lines with longer, unbroken 
strokes. By varying the grading and 
density of his lines, he was able to 
impart a variety of characteristics 
to skin, hair and clothing. The same 
applied to is handling of light and 
shade. All of this is clearly apparent 
in the newly acquired portrait of a 

Fig. 24 Pierre-Auguste Vafflard, The Farewell, NM 7444. Fig. 24 Pierre-Auguste Vafflard, The Confession, NM 7443.
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Fig. 26 Carl Eldh; cast by Herman Bergman, Ink set, NMSk 2372. Fig. 27 Teodor Lundberg, 
Young Shephard, NMSk 2373

Fig. 28 Ville Vallgren, Cinerary Urn, NMSk 2371.

Fig. 29 Andreas Møller, Portrait of Fabian Wrede 
af Elimä (1694–1768), NMB 2739.

Fig. 30 Jeremiah Meyer, A Boy in Blue Coat, 
NMB 2737.

Fig. 31 Jean-Baptiste Jacques Augustin, 
Unknown Man, Possibly the Mining Counselor 
Anders von Wahrendorff (1759–1848), 
NMB 2734.
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Fig. 32 Joseph Vivien (1657–1734), Portrait of Father Ambroise Lalouette, Chaplain to Louis XIV, NMB 2732.
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Fig. 33 Anna Helena Alströmer, ”Kladd bok”, Draft Book Containing 22 Sketches, 
NMH 20–42/2018.

Fig. 34 Johan Fredrik Höckert, Figure Study for The Fire at The Royal Palace in 
Stockholm 7th of May 1697 (NM 1355), NMH 15/2018.

Fig. 35 Elias Martin, ”My kitchen in London 1774”, NMH 10/2018. Fig. 36 Eugène Devéria, attributed to, Woman Resting on a Couch. Study, 
NMH 4/2018.
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Fig. 38 The Galli Bibiena Family and the circle of, Architectural fantasy/
scenography, an interior of a monumental colonnade with light from above, 
NMH 9/2018.

Fig. 37 Ivar Arosenius, Parisian Drama, NMH 59/2018.

Fig. 39 Ivar Arosenius, Axel Törneman (1880–1925), NMH 60/2018. Fig. 40 Jacques-André-Joseph Aved, attributed to, Praying Hands,
NMH 7/2018.
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teacher or on prints. ”Mr  Schöberg” 
might possibly be the miniature
painter and draughtsman J.F. 
Sjöberg, who 1772 put an advertis-
ment in Götheborgs Nyheter, 
informing that he gave ”instructions 
in the art of drawing”.

Fig. 37 
Ivar Arosenius (1878–1909)
Parisian Drama, signed 1904
Watercolour on paper, 21.5 x 28 cm 
The Hedda and N. D. Qvist Fund
NMH 59/2018
Ivar Arosenius’ pictures are 
characterised by a dark view of the 
world, said to be partly due to his 
haemophilia. This macabre scene 
from a Parisian street is among the 
most concretely violent painted by 
the artist. A newlywed couple and 
another man have been brutally 
murdered. It is possible to interpret 
the picture in the light of death’s 
constant presence for Arosenius due 
to his illness, which could end his 
happy life at any time. 

Fig. 39
Ivar Arosenius (1878–1909)
Axel Törneman (1880–1925), signed 
1904
Watercolour on paper, 25 x 20.5 cm 
The Hedda and N. D. Qvist Fund
NMH 60/2018
Ivar Arosenius and Axel Törneman 
were friends and their pictorial 
worlds had a great deal in common, 
not least the decadent atmosphere 
and Bohemian lifestyle. Arosenius’ 
portrait of Törneman is among his 
most minimal, with full focus on 
the eyes and the serious, hard-set 
expression. 

Ivar Arosenius (1878–1909)
The Golden Calf, signed 1906
Watercolour on paper, 15.5 x 25.1 cm 
The Hedda and N. D. Qvist Fund
NMH 61/2018

Carl Samuel Graffman 
(1801–1862), after Hippolyte 
Garneray (1787–1858), French
View from Rouen
Pencil and watercolour on paper, 
18.2 x 15.7 cm 
The Wiros Fund (purchase 2017, 
accession 2018)
NMH 14/2018

Pastels by 
Foreign Artists

Fig. 32
Joseph Vivien (1657–1734), French
Portrait of Father Ambroise Lalouette, 
Chaplain to Louis XIV, c. 1700
Pastel on paper, mounted on canvas, 
84.5 x 66 cm 
The Hedda and N. D. Qvist Fund
NMB 2732
Working with pastels was part of 
the art of drawing and for a long 
time it did not have any independent 
position as a technique but was 
viewed as the original for a print. 
It is greatly to Vivien’s credit that 
he developed pastel painting in its 
own right. At the same time Vivien 
imitated the characteristics of oil 
painting by toning down its graphic 
features. This portrait is probably 
still in its original 18th-century 
frame.

Drawings by 
Swedish Artists

Fig. 33
Anna Helena Alströmer 
(1764–1792)
”Kladd bok”, Draft Book Containing 
22 Sketches, c. 1775
Signed ”Alla mina Ritningar Som jag 
ritat för Herr Schöberg AHA”
Pencil, red chalk, 21.4 x 17.8 cm 
Gift of Lene Marinus Jensen, 
Stockholm
NMH 20–42/2018
In the 18th century the education 
of young girls of nobility included 
drawing. Three sisters Alströmer – 
Anna Helena, Christina Maria and 
Margareta Hedvig – were all amateur 
artists. Their father, Baron Patrik 
Alströmer, was an industrialist, but 
also a patron of the arts, espcially 
music and literature. According to 
an inscription on the front page 
of Anna Helena Alströmer’s 
sketch book, it includes “All my 
drawings which I have drawn for 
Mr Schöberg”. It is unusual that an 
entire sketck book of this kind has 
been preserved. The drawings are 
good examples of art education in 
the 18th century. Studies of several 
variations of noses, hands, plants 
etc. are based on models made by the 

Fig. 41 Jean-Antoine Constantin d’Aix, attributed to, From Inside the Colosseum, 
NMH 6/2018.

Fig. 42 Johan Thomas Lundbye, A Man Beholding a Woman and Two Children 
by Lake Arresø, NMH 5/2018.
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was strongly influenced by 
Dutch portraiture. The contours 
of the hands are defined and, using 
shading and white highlights, the 
artist masterly provides a sense of 
skin, nails, the underlying sinews 
and joints. The Nationalmuseum’s 
collections also include Aved’s 
renowned portrait of Carl Gustaf 
Tessin (NM 5535). 

Fig. 38
The Galli Bibiena Family and the 
circle of, 17th–18th century, Italian
Architectural fantasy/scenography, an 
interior of a monumental colonnade 
with light from above
Pencil and ink, watercolour on paper, 
18 x 23.7 cm 
The Rurik Öberg Fund (purchase 
2017, accession 2018)
NMH 9/2018
The drawing moves between 

Ingegerd Torhamn (1898–1994)
Sketch for a Carpet, c. 1930
Gouache, 20 x 26 cm 
The Ulla and Gunnar Trygg Fund 
(purchase 2017, accession 208)
NMH 1/2018

Drawings by 
Foreign Artists

Fig. 40
Jacques-André-Joseph Aved 
(1702–1766), French, attributed to 
Praying Hands
Pencil, black chalk heightened with 
white on paper, 22.5 x 18.3 cm 
The Wiros Fund (purchase 2017, 
accession 2018)
NMH 7/2018
Aved was a portrait artist, connois-
seur and art collector. In his youth, 
he lived in Amsterdam for a while and 

Fig. 35
Elias Martin (1739–1818)
”My kitchen in London 1774”, signed 
1774
Pencil, wash on paper, 20 x 20.5 cm
The Ulla and Gunnar Trygg Fund
NMH 10/2018
This interior sketch probably shows 
two women who have been doing 
laundry. What looks like a laundry 
basket stands on the table to the right 
of the large window. The woman 
sitting at the round table to the left 
appears to be ironing clothes. In 
addition to landscapes and portraits, 
Martin also drew and painted genre 
pictures during his time in England. 
Here, the way the artist captures the 
concentration on work has much in 
common with his depictions of craft 
studios from the period. 

Fig. 34
Johan Fredrik Höckert 
(1826–1866)
Figure Study for The Fire at The Royal 
Palace in Stockholm 7th of May 1697 
(NM 1355)
Black chalk heightened with white on 
paper, 60.4 x 46 cm 
The Hedda and N. D. Qvist Fund
NMH 15/2018
There are many sketches for the 
major painting The Fire at the Royal 
Palace, Stockholm, on 7 May 1697 
(NM 1355), in which Höckert tests 
the facial expressions and poses for 
the figures in the completed work. 
Together, these sketches demon-
strate how the work of the historic 
painter is similar to that of a theatre 
or film director as regards expressive 
balance.

Fig. 43 Daniel Dumonstier, attributed to, Portrait of an Unknown Man, 
NMH 12/2018.

Fig. 44 François Gérard, Profile Portrait of a Woman, NMH 2/2018.
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of the leading portrait artists at the 
court of Louis XVI. Ducreux brings a 
vibrating life to the woman’s gaze in a 
masterly manner. It has naturalistic 
features, characterised by the artist’s 
ability to capture an emotional regis-
ter that is undoubtedly tangible for 
the observer. This was typical of the 
pastellist and miniaturist Ducreux, 
who was also renowned for his 
animated oil portraits.
See also article on p. 37, Consummate 
Preparatory Studies and Finished 
Works of Art – 18th-Century French 
Drawings.

occur parallel with portraiture in 
his production. In his drawings, he 
was driven and had a great capacity 
for describing shapes through clear, 
vibrating lines. This model sketch is 
a good example, in which he also ap-
proaches his colleague Delacroix. 

Joseph Ducreux (1735–1802), 
French, attributed to
Portrait of a Woman Looking to the 
Right
Pencil, black chalk heightened with 
white on paper, 350 x 246 mm 
The Magda and Max Ettler Fund
NMH 8/2018
Joseph Ducreux was a pupil of 
Maurice-Quentin de la Tour and one 

overgrown quarry. Frenchman Jean-
Antoine Constantin d’Aix is famous 
for several similar studies of the 
Colosseum’s interior. 

Fig. 36
Eugène Devéria (1805–1865), 
French, attributed to
Woman Resting on a Couch. Study, 
first half of the 19th century
Black chalk on paper, 18 x 28.5 cm 
The Hedda and N. D. Qvist Fund 
(purchase 2017, accession 2018)
NMH 4/2018
Eugène Devéria and his namesake, 
Delacroix, were the foremost 
representatives of French Romantic 
art. Historical and religious subjects 

being an architectural fantasy and a 
theatre set. It is a good example of a 
complicated space with a diagonal 
perspective, blurring the relationship 
between inside and outside. 

Fig. 41
Jean-Antoine Constantin d’Aix 
(1756–1844), French, attributed to 
From Inside the Colosseum, 1820s
Brown ink and brown wash on paper, 
21 x 17.5 cm 
The Hedda and N. D. Qvist Fund 
(purchase 2017, accession 2018)
NMH 6/2018
The Colosseum soon became a 
picturesque subject for artists, 
often assuming the character of an 

Fig. 45 Auguste-Xavier LePrince, Comfort and Misery in Paris, NMH 13/2018.

Fig. 46 Wilhelm Marstrand, Girl Seated from Behind (Study for Church-Goers Ar-
riving by Boat at the Parish Church of Leksand on Siljan Lake, Sweden), 
NMH 52/2018.
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studied numerous fountains, 
including ones based on designs by 
Bernini. He also produced proposals 
for fountains of his own invention. 
These are a distinct group of works 
characterised by powerful colour 
washes, with decidedly freer brush-
strokes and lines than are found in 
his later works. 

Fig. 45
Auguste-Xavier LePrince 
(1799–1826), French
Comfort and Misery in Paris, c. 1820
Pencil, ink and wash on paper, 
18.2 x 15.7 cm 
The Wiros Fund
NMH 13/2018
Auguste-Xavier Leprince died young, 
so his works are rare. Leprince pain-
ted rural and urban life, particularly 
the links between them. The poor 
people outside the restaurant may 
depict people from the countryside 
who have come to town to seek their 
fortune. 

Fig. 42
Johan Thomas Lundbye 
(1818–1848), Danish
A Man Beholding a Woman and Two 
Children by Lake Arresø, March 1, 
1840 
Grey ink on paper, 8.7 x 16.2 cm 
The Wiros Fund (purchase 2017, ac-
cession 2018)
NMH 5/2018
Lundbye’s ink drawing of a man 
with his back turned to the viewer, 
observing a woman with two 
children, is what is known as an 
erindring, or “remembrance”. 
Symptomatically, the artist has set it 
in a linear frame. Nothing is known 
about this drawing, which is almost 
existential in character. It was done 
during the artist’s visit to his parents’ 
home in Frederiksværk, by Lake 
Arresø in northern Zealand, 
Denmark’s largest lake. 

Fig. 47
Wilhelm Marstrand (1810–1873), 
Danish
An Artist Working in the Roman 
Campagna, c. 1836–39 
Pencil on paper, 35.1 x 45.1 cm 
The Rurik Öberg Fund
NMH 43/2018
The dimensions and numbering of 

Fig. 43
Daniel Dumonstier (1574–1645), 
French, attributed to 
Portrait of an Unknown Man, c. 1610
Black and red chalk on paper, 
29.1 x 23.1 cm
The Hedda and N. D. Qvist Fund 
(purchase 2017, accession 2018)
NMH 12/2018
Daniel Dumonstier became 
famous for his portraits aux trois 
crayons during the first half of 
the 17th century. Despite his huge 
productivity, the quality is often high, 
with a great deal of individualising 
features, such as in the presentation 
of this unknown nobleman. In 1635, 
Dumonstier drew a portrait of 
Swedish chancellor Axel Oxenstierna, 
who was visiting Paris to negotiate 
with Cardinal Richelieu. 

Fig. 44
François Gérard (1770–1837), 
French
Profile Portrait of a Woman, c. 1800
Black chalk, white heightening on 
paper, 25.6 x 19.8 cm 
The Hedda and N. D. Qvist Fund 
(purchase 2017, accession 2018)
NMH 2/2018
David’s favourite pupil, François 
Gérard, is primarily famed for his 
full-length portraits in oil of the great 
names of the Napoleonic era. His 
drawings are less well-known. Those 
that have been preserved are mainly 
hurried composition sketches. This 
portrait of an unknown woman, 
observed from slightly below, is a 
drawing in its own right, one of his 
finest. Here, Gérard shows mastery 
of the technique, drawing precise 
shapes and capturing the interplay 
of light and shadow with an elegant 
highlight in white on the blue paper 
background. 

Fig. 50
Pierre Hubert L’Archevêque 
(1721–1778), French
Suggestion for a Fountain at the Foot 
of a Monument, c. 1745
Ink wash, red chalk heightened with 
white on paper, 49 x 40 cm 
The Ulla and Gunnar Trygg Fund
NMH 17/2018
Antique and Baroque Rome left an 
impression on L’Archevêque during 
his studies in Rome, 1744–49. He 

Fig. 47 Wilhelm Marstrand, An Artist Working in the Roman Campagna, 
NMH 43/2018.

Fig. 48 Achille Etna Michallon, View of the Banks of the Tiber near Ponte Sant’ 
Angelo, NMH 18/2018.

Fig. 49 Jean-Baptiste Oudry, View of a Path at the Park of Arcueil, a Cottage in 
the Background, NMH 46/2018.
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Wilhelm Marstrand (1810–1873), 
Danish
Study of a Woman at a Door (Study for 
Church-Goers Arriving by Boat at the 
Parish Church of Leksand on Siljan 
Lake, Sweden), 1850–51 
Pencil and watercolour on paper, 
21.2 x 8 cm 
The Wiros Fund
NMH 58/2018

Ernst Meyer (1797–1861), Danish
An Abbot and a Woman
Watercolour on paper, 20.3 x 24 cm 
The Ulla and Gunnar Trygg Fund
NMH 19/2018

Wilhelm Marstrand (1810–1873), 
Danish
Study of a Woman Standing (Study for 
Church-Goers Arriving by Boat at the 
Parish Church of Leksand on Siljan 
Lake, Sweden), 1850–51 
Pencil and ink on paper, 15.7 x 8.1 cm 
The Wiros Fund
NMH 56/2018

Wilhelm Marstrand (1810–1873), 
Danish
Study of a Woman Standing (Study for 
Church-Goers Arriving by Boat at the 
Parish Church of Leksand on Siljan 
Lake, Sweden), 1850–51 
Pencil and ink on paper, 15.7 x 8.1 cm 
The Wiros Fund
NMH 57/2018

Pencil and ink on paper, 16 x 11 cm 
The Wiros Fund
NMH 52/2018
The study of a seated girl dressed in 
the local costume for young girls is 
one of the several hundred drawings 
for Wilhelm Marstrand’s monumen-
tal Church-Goers Arriving by Boat 
at the Parish Church of Leksand on 
Siljan Lake. In The Adventure of my 
Life, Hans Christian Andersen says 
that it was his own verbal description 
of the Leksand church-goers arriving 
on the shores of Siljan Lake that gave 
Marstrand the idea of an expedition 
to Dalarna, which the painter and 
his newly-married bride made 
around midsummer in 1850 as their 
honeymoon. In the following year 
Marstrand returned to Leksand, 
this time alone, to prepare for the 
painting. Two years later he had 
finished the work on a canvas more 
than two metres wide and with 
myriads of figures and boats. The 
large number of preserved studies, 
both drawings and paintings, testify 
to the artist’s zeal. 

Wilhelm Marstrand (1810–1873), 
Danish
A Girl with a Finger in her Mouth 
(Study for Church-Goers Arriving by 
Boat at the Parish Church of Leksand 
on Siljan Lake, Sweden), 1850–51 
Pencil and ink on paper, 15.5 x 6.1 cm 
The Wiros Fund
NMH 53/2018

Wilhelm Marstrand (1810–1873), 
Danish
Man Seated (Study for Church-Goers 
Arriving by Boat at the Parish Church 
of Leksand on Siljan Lake, Sweden), 
1850–51 
Pencil and ink on paper, 15.8 x 12.4 
cm 
The Wiros Fund
NMH 54/2018

Wilhelm Marstrand (1810–1873), 
Danish
Study of a Man (Study for Church-
Goers Arriving by Boat at the Parish 
Church of Leksand on Siljan Lake, 
Sweden), 1850 – 1851 
Pencil on paper, 15.7 x 12.7 cm (h x b)
Purchase 2018 Wiros Fund
NMH 55/2018

the sheet allow us to conclude that 
this drawing comes from one of 
Wilhelm Marstrand’s sketch pads. 
The subject has documentary value, 
as it depicts an artist at work outside. 
It shows him using his paint box as 
an easel and how he is working in oils 
placed on the palette he is holding in 
his left hand. A landscape stretches 
out in front of him, equivalent to 
many of the oil studies painted by 
Danish artists outside Rome.  

Wilhelm Marstrand (1810–1873), 
Danish
Man with a Hat in his Hands (Study 
for Church-Goers Arriving by Boat 
at the Parish Church of Leksand on 
Siljan Lake, Sweden), 1850–51 
Pencil and ink on paper, 17.5 x 8.5 cm 
The Wiros Fund
NMH 48/2018

Wilhelm Marstrand (1810–1873), 
Danish
Man Looking at his Hat (Study for 
Church-Goers Arriving by Boat at the 
Parish Church of Leksand on Siljan 
Lake, Sweden), 1850–51 
Pencil and ink on paper, 17 x 8.3 cm 
The Wiros Fund
NMH 49/2018

Wilhelm Marstrand (1810–1873), 
Danish
Girl with a Bible in her Hands (Study 
for Church-Goers Arriving by Boat 
at the Parish Church of Leksand on 
Siljan Lake, Sweden), 1850–51 
Pencil and ink on paper, 
18.9 x 10.9 cm 
The Wiros Fund
NMH 50/2018

Wilhelm Marstrand (1810–1873), 
Danish
A Girl (Study for Church-Goers Ar-
riving by Boat at the Parish Church 
of Leksand on Siljan Lake, Sweden), 
1850–51 
Pencil and ink on paper, 17.4 x 6.6 cm 
The Wiros Fund
NMH 51/2018

Wilhelm Marstrand (1810–1873), 
Danish
Girl Seated from Behind (Study for 
Church-Goers Arriving by Boat at the 
Parish Church of Leksand on Siljan 
Lake, Sweden), 1850–51 

Fig. 50 Pierre Hubert L’Archevêque, Suggestion for a Fountain at the Foot of a 
Monument, NMH 17/2018.
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The bowls have been industrially 
produced, but the edge of each one 
has been individually shaped, created 
by randomness in the production 
process. Margot Barolo’s starting 
point in this project comprised the 
questions: How does the “MADE IN” 
label, followed by a country, influence 
our perception of objects? Do we 
value them differently depending 
on where they were produced? If so, 
does this mean that we also regard 
people according to different scales? 
Barolo believes that there are no
innocent objects, everything has been 
touched by people and machines. 
These bowls were produced in the 
Czech Republic by Brave Production. 

Vase
Creamware, painted decor
Designed by Ilse Claesson 
(1907–1999)
Produced by Rörstrand, 1928–29 
27 x 17 cm (h x diam)
Gift of Micael Ernstell, Nacka
NMK 181/2018
There was nostalgia for an older, 
safer era following World War I, 
leading to a conservatism in design. 
After decades of printed patterns, 
hand painted décor or patterns that 
expressed “hand painted” became 
popular. This felt modern. For the 
same reasons and to increase sales, 
the word faience came back into 
use, despite the use of creamware. 
Rörstrand received attention at 
the Baltic Exhibition in Malmö in 
1914 for its new products inspired 
by the Swedish 18th century. At 
Gustavsberg, Wilhelm Kåge was 
strongly influenced by 18th-century 
faience painting. Arthur Percy at 
Gefle Porslinsfabrik and Edgar 
Böckman at Höganäs also worked in 
the same style. 

Casseroles
Format
Stoneware, cast
Designed by Margareta Hennix 
(b. 1941)
Produced by HPF i Gustavsberg, in 
production from 2003
Various sizes
Gift of Margareta Hennix
NMK 144–148/2018

Engravings 

Joseph Grozer (1755–1796), 
Brittish after Henri Pierre Danloux 
(1753–1809), French 
Portrait of Euhun Sang Lum Akao, 
1793
Mezzotint, 38 x 27.5 cm 
The Ulla and Gunnar Trygg Fund
NMG 2/2018
Danloux, a Frenchman, painted a 
portrait of Euhung Sang Lum Akao, a 
26-year-old Chinese man, when the 
latter arrived in London in 1793. He 
had travelled from Macau with the 
Swiss merchant Charles Constant 
de Rebecque, whose servant he had 
been since the age of eleven. The visit 
caused a stir in London. George III, 
who ran into Akao by chance in Hyde 
Park, quizzed him inquisitively. This 
mezzotint is dedicated to Rebecque. 

Juste Aurèle Meissonnier 
(1695-1750), French, published by 
Gabriel Huquier (1695–1772), 
French 
Bound Volume. Humphry Repton 
(author), Sketches and hints on 
landscape gardening: collected from 
designs and observations now in the 
possession of the different noblemen 
and gentlemen, for whose use they 
were originally made [...], 1748
Etching and watercolour on paper
The Magda and Max Ettler Fund 
(purchase 2017, accession 2018)
58 x 45.7 x 4 cm 
NMG 1/2018:1–120
Bound volume. Etchings and 
copperplates. The volume contains 
74 pages with 120 prints. Published 
by Gabriel Huquier (1695–1772). 
It is usually dated to c. 1742–48. 

Ceramics

Fig. 51
Bowls 
Massproduced Uniquness
Glazed porcelain
Designed by Margot Barolo 
(b. 1971), 2010
Produced by Brave Production
Various sizes
Gift of Christer Chytraéus, 
Stockholm
NMK 26–31/2018

the architect Jean-Michel Chevotet, 
was, partly, a formal garden with 
geometrical structures such as 
parterres, trellises, and terraces with 
stairs, partly, an irregular garden of 
natural appearance. It soon became 
a popular destination for many of the 
foremost artists, such as Boucher, 
Natoire and Portail. Best known are 
the studies which Jean-Baptiste 
Oudry made on the spot. Their 
purpose is not known, but they are 
all characterised by an immediacy 
which shows that they were executed 
out-of-doors. 

Salvator Rosa (1615–1673), Italian
Philosopher in a Wood, c. 1665
Pencil and ink heightened with white 
on panel, 48 x 66.2 cm 
Transfered from Kongl. Museum 
1866 (Martelli 1804), accession 2018
NMH 16/2018
See article on p. 17, An Unpublished 
Drawing on Panel by Salvator Rosa 
Depicting a Landscape with a 
Philosopher and Astrological 
Symbols

Ludvig August Smith (1820–1906), 
Danish
Seated Model, signed 1843
Pencil on paper, 29.2 x 23.5 cm 
The Magda and Max Ettler Fund
NMH 44/2018

Ludvig August Smith (1820–1906), 
Danish
Florentine, Study for Woman Entering 
the Bath, signed 1840
Pencil on paper, 27 x 19.1 cm 
The Magda and Max Ettler Fund
NMH 45/2018

Jean-Lubin Vauzelle (1776–1837), 
French
View from the Cloister of Saint-
Jean-des-Vignes in Soissons, c. 1823
Watercolour and chalk on paper, 
323 x 417 mm 
The Hedda and N. D. Qvist Fund 
(purchase 2017, accession 2018)
NMH 3/2018
See article on p. 105, The Troubadour 
Style in French Romanticism.

Fig. 48 
Achille Etna Michallon 
(1796–1822), French
View of the Banks of the Tiber near 
Ponte Sant’ Angelo, c. 1818–20 
Pencil and wash on paper, 
25.4 x 42.7 cm
The Wiros Fund
NMH 18/2018
Achille-Etna Michallon travelled 
to Italy in 1818 and spent just over 
two years there. He got to know the 
Swede Gustaf Söderberg, whom he 
painted and drew with. Söderberg 
and Michallon are particularly close 
to each other in their drawings, so 
this acquisition is a very valuable 
addition to the collections to be 
placed alongside Söderberg’s 
drawings from Rome. 

Nicolas André Monsiau 
(1754–1837), French
The Triumph of Aemilius Paulus, 1787
Pen and black ink, brown wash, 
15 x 66 cm 
The Wiros Fund
NMH 47/2018
See article on p. 37, Consummate 
Preparatory Studies and Finished 
Works of Art – 18th-Century French 
Drawings.

François de Nomé 
(c. 1593–after 1630), attributed to, 
French
Altar with the Ark of the Covenant, 
1620s (?)
Pen and brown ink, brown wash, 
watercolour, body colour, heightened 
with white, partially incised, on light 
brown paper, 29,5 x 21,5 cm
The Hedda and N. D. Qvist Fund 
(purchase 2017, accession 2018)
NMH 11/2018
See article on p. 103, A Newly 
Discovered Drawing by François de 
Nomé. 

Fig. 49
Jean-Baptiste Oudry (1686–1755), 
French
View of a Path at the Park of Arcueil, a 
Cottage in the Background, 1744–47 
Black chalk, stumping, white 
heightening on paper, 29.5 x 45 cm 
The Hedda and N. D. Qvist Fund
NMH 46/2018
The park at Arceuil, laid out for the 
Prince de Guise around 1720–30 by 
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a pipette so that it runs down the 
inside of a smooth cylindrical pipe. 
She applies each line of porcelain 
close to another. Once the clay has 
dried she carefully removes the 
object from the mould. Firing shrinks 
and alters the porcelain, and the rigid 
cylinder shape collapses. The shape 
can be partly influenced by placing 
different supports in the kiln, but 
she doesn’t know what the result will 
be like until she opens the kiln door; 
about half the objects break in firing. 

Fig. 53 
Teapots, set of three 
Porcelain, glazed
Designed by Ingegerd Råman 
(b. 1943)
Produced by Koransha, 2016
Withs lids, two teapots 13 x 12.5 cm 
(h x diam) and one teapot 8.5 x 11 cm 
(h x diam) 
Purchase for the exhibition Ingegerd 
Råman 2016, accession 2018
NMK 113–115/2018

Coffee cups 
Prunus 
Bone china, chromo print in blue, 
green and black, in original 
packaging 
Designed by Stig Lindberg 
(1916–1982)
Produced by Gustavsbergs 
porslinsfabrik, 1962–74
The Wiros Fund (purchase 2017, 
accession 2018)
6 x 28 x 13.5 cm (h x b x p)
NMGu 38006–38008

Fig. 52
Sculpture 
Lines
Colored porcelain, cylindrical in 
shape and collapsed in the burn
Lauren Nauman (b. 1990)                         
32 x 26 x 26 cm (h x l x w)
Gift of the Friends of the National-
museum, the Bengt Julin Fund
NMK 143/2018
Lauren Nauman uses a technique in 
which she applies porcelain clay via 

Gift of Margareta Hennix
NMK 166–169/2018

Cup and saucer 
Ny Epok
Porcelain
Designed by Margareta Hennix 
(b. 1941), 2005
Produced by HPF i Gustavsberg, 
2006
Cup 6.5 x 8.8 x 7 cm (h x l x w), saucer 
2.4 x 14 cm (h x diam)
Gift of Margareta Hennix
NMK 170/2018

Sculpture
Stoneware, glazed
Gustav Kraitz (b. 1926), 1970s
54.5 x 58 cm (h x diam)
Unmarked earlier acquisition, 
accession 2018 
NMK 179/2018

Vase 
Månlandaren
Stoneware, cast
Designed by Margareta Hennix 
(b. 1941)
Produced by HPF i Gustavsberg, 
2015 in production from 2003
30.8 x 42.3 x 8 cm (h x l x w)
Gift of Margareta Hennix
NMK 149/2018

Candlestick 
Café
Pottery
Designed by Margareta Hennix 
(b. 1941)
Produced by Guldkroken, 1989
31.8 x 19.5 x 12 cm (h x l x w)
Gift of Margareta Hennix
NMK 160/2018

Christmas Candlesticks
Pottery
Designed by Margareta Hennix 
(b. 1941)
Produced by Guldkroken, 1989
8 x 32.5 x 10.5 cm (h x l x b)
Gift of Margareta Hennix
NMK 161–163/2018

Gravestone 
Cross
Stoneware
Designed by Margareta Hennix
(b. 1941)
Produced by Gustavsbergs 
porslinsfabrik, 1980
27 x 12.8 x 5.5 cm (h x l x w)
Gift of Margareta Hennix
NMK 164/2018

Vase 
Dykarklocka
Porcelain
Designed by Margareta Hennix 
(b. 1941)
Produced by HPF i Gustavsberg, 
1998
21.4 x 13.2 cm (h x diam)
Gift of Margareta Hennix
NMK 165/2018

Plates, set of four
Ny Epok
Porcelain
Designed by Margareta Hennix 
(b. 1941), 2005
Produced by HPF i Gustavsberg, 
2006
Various sizes

Fig. 51 Bowls Massproduced Uniquness, Designed by Margot Barolo, Produced by Brave Production, NMK 26–31/2018.
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25 x 20 cm (h x l)
Gift of IKEA
NMK 173/2018

Candlesticks, a couple 
Objects
Stoneware, glazed
Designed by Per B. Sundberg 
(b. 1964)
Produced by IKEA, 2018
10 x 17 x 13 cm (h x l x w)
Gift of IKEA
NMK 176–177/2018

Plate
Earthenware 
Unknown designer, 19th century 
for the decor
Produced by Königliche 
Porzellan-Manufaktur, c. 1830
2.8 x 20.9 cm (h x diam)
The Ulla och Gunnar Trygg Fund
NMK 23/2018
King Karl XIV Johan of Sweden had 
the Rosendal Palace built on the 
island of Djurgården in Stockholm, 
1823–26. The palace was decorated in 
the Empire style. In 1823, he ordered 

Purchase for the exhibition Ingegerd 
Råman 2016, accession 2018
NMK 127–131/2018

Lamp
Keramikfabriken
Painted stoneware, porcelain, 
fluorescent lamp, power cord 
Per B. Sundberg (b. 1964), 2018
33 x 19.4 x 12 cm (h x l x w)
Purchase 2010, accession 2018 
NMK 38/2018

Object
A Piece of Nature. The First Filth
Porcelain, stoneware
Per B. Sundberg (1964), 2010
27 x 25 x 19 cm (h x l x b)
Gift of the Friends of the National-
museum, the Bengt Julin Fund 
NMK 47/2018

Vase 
Objects
Stoneware, glazed
Designed by Per B. Sundberg 
(b. 1964)
Produced by IKEA, 2018

(b. 1943)
Produced by Koransha, 2016
1.5 x 8 x 4 cm (h x l x d)
Purchase for the exhibition Ingegerd 
Råman 2016, accession 2018
NMK 118/2018

Cups, set of eight 
Porcelain, glazed
Designed by Ingegerd Råman 
(b. 1943)
Produced by Koransha, 2016
With lids, two cups 10.5 x 10.8 cm 
(h x diam), four cups 8.5 x 9.6 cm 
(h x diam), and two cups 7 x 7.8 cm 
(h x diam) 
Purchase for the exhibition Ingegerd 
Råman 2016, accession 2018
NMK 119–126/2018

Plates, set of five
Porcelain, glazed
Designed by Ingegerd Råman 
(b. 1943)
Produced by Koransha, 2016
Two smaller plates 3 x 16.7 cm 
(h x diam), and three larger plates 
3.5 x 20.8 cm (h x diam)

In 2016, numerous ceramics 
companies in Artia, Japan, invited 
international designers to produce 
new tablewares and objects. With 
great attention to detail and propor-
tion, Ingegerd Råman created a tea 
service for Koransha, bringing 
together both Japanese and Swedish 
simplicity in its design. Potter, 
professor and designer Ingegerd 
Råman was depicted in the 2019 
Portrait of Honour for the National 
Portrait Gallery. 

Tea caddies, set of two 
Porcelain, glazed
Designed by Ingegerd Råman 
(b. 1943)
Produced by Koransha, 2016
8.5 x 11 cm (h x diam) and 14 x 10.8 cm 
(h x diam) with lids
Purchase for the exhibition Ingegerd 
Råman 2016, accession 2018
NMK 116–117/2018

Tea Ladle
Porcelain, glazed
Designed by Ingegerd Råman 

Fig. 53 Teapots, set of three, Designed by Ingegerd Råman, Produced by 
Koransha, NMK 113–115/2018.

Fig. 52 Sculpture Lines, Lauren Nauman, NMK 143/2018.



ACQUISITIONS 2018:  E XPOSÉ

269 Art Bulletin of Nationalmuseum Volumes 24–25, 2017–2018

4.8 x 34.8 x 23.8 cm (h x l x w)
Gift of Carl-Johan Olsson, Bromma
NMK 200/2018

Glass

Sculpture 
Venus in Glass
Glass, wood, steel
Designed by Frida Fjellman 
(b. 1971)
Produced by Kosta glasbruk, 2018
750 cm (h), 350 kg (weight)
Gift of the Friends of the National-
museum, the Bengt Julin Fund
NMK 188/2018
See article on p. 143, Venus in Glass.

Glasses, set of five
Basic
Glass
Designed by Margareta Hennix 
(b. 1941)
Produced by Reijmyre glasbruk, 
1993
Beer glass 24.5 x 7.5 cm (h x diam), 
wine glass 19.5 x 8 cm (h x diam), 
selter glass 12.2 x 7.2 cm (h x diam), 
Martini glass 13.5 x 10.4 cm 
(h x diam), schnapps glass 16 x 5.5 cm 
(h x diam)

Fig. 57
Figurine 
Africa
Soft porcelain 
Unknown designer
Produced by Mariebergs 
Fajansfabrik, 1766–69 
15 cm (h)
The Axel Hirsch Fund (purchase 
2017, accession 2018)
NMK 8/2018
Mariebergs fajansfabrik (Marieberg 
faience factory) in Stockholm was 
very receptive to events in the 
ceramics industry on the continent. 
There was hope they could produce 
the same type of hard porcelain 
as the factories in Meissen. For a 
period, at least, they succeeded in 
producing soft porcelain like that 
used by Sèvres. This figurine of a 
Moor dressed in feathers, cape and an 
animal-like headdress was inspired 
by the production at Meissen or 
another German factory. Moors are 
not a common feature of Swedish 
production. 

Plate with colour samples
Porcelaine
Unknown designer
Produced by Rörstrand, signed 1889

following the fall of Napoleon in 1814, 
the new king, Louis XVIII, was keen 
to eradicate imperial iconography. 
Napoleon had made Charlemagne 
his role model. On this cup, the 
regent has been incorporated with 
the Bourbons’ other ancestors on 
the throne of France, from Clovis 
to Saint Louis. This was one way 
of dampening Napoleon’s claim to 
legitimacy. 

Fig. 55
Cup
Porcelain
Unknown designer
Produced by Dagoty et frères, 
1805–06
9 cm (h)
The Anna och Ferdinand Boberg 
Fund
NMK 112/2018
This “calendar cup” is political art 
of the more subtle kind, made by the 
Parisian company Dagoty et frères 
due to Emperor Napoleon’s decision, 
in September 1805, to repeal the 
French Revolutionary calendar and 
reinstate the old Gregorian calendar. 
This cup shows the months January 
to June. 

a large vase from Älvdalens Porfyr-
verk, a company that he owned, for 
the palace’s park. The Rosendal 
Vase, made from Granitell, was 
mounted in 1826 after 3 500 days 
of work by 40 people. The vase is 
2.7 metres tall and weighs 9 tons, 
excluding the stand. The vase became 
a popular subject. Here, a porcelain 
painter has reproduced the vase on 
an imported plate. 

Plate
Porcelain
Unknown designer, 18th century, 
1736–95 
37.5 cm (l)
The Anna and Ferdinand Boberg 
Fund
NMK 52/2018

Fig. 54
Cup and saucer
Porcelain
Manufacture Nationale de Sèvres, 
1822
8 x 14.5 cm (h x diam)
The Anna and Ferdinand Boberg 
Fund
NMK 54/2018
When the House of Bourbon 
returned to France in the Restoration 

Fig. 55 Cup, Unknown designer, Produced by Dagoty et frères, NMK 112/2018.Fig. 54 Cup and saucer, Manufacture Nationale de Sèvres, NMK 54/2018.
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Carafes for wine, set of two 
Basic
Glass, cut
Designed by Margareta Hennix 
(b. 1941)
Produced by Design House
Stockholm, 1998
19 x 10 cm (h x diam) and 
16.3 x 8.7 cm (h x diam)
Gift of Margareta Hennix
NMK 154–155/2018

Glasses, set of two
Allglas
Glass, cut
Designed by Margareta Hennix 
(b. 1941)
Produced by Design House 
Stockholm, 1998
11.3 x 8.5 cm (h x diam) and 
8.3 x 7.5 cm (h x diam)
Gift of Margareta Hennix
NMK 156–157/2018

Glasses, set of two 
Spirit of Sweden
Glass
Designed by Margareta Hennix 
(b. 1941)
Produced by Reijmyre glasbruk, 
1993
20 x 6.5 cm (h x diam)
Gift of Margareta Hennix
NMK 158–159/2018

Bowl 
H&M
Glass, blasted
Designed by Margareta Hennix 
(b. 1941)
Produced by Reijmyre glasbruk, 
1996
12.5 x 15 cm (h x diam)
Gift of Margareta Hennix
NMK 171/2018

Vase
Glass
Designed by Göran Hongell 
(1902–1973), 1935
Produced by Karhula glasbruk 
15 cm (h)
The Ulla och Gunnar Trygg Fund
NMK 45/2018
Göran Hongell was an artist and glass 
designer and is considered a pioneer 
in Finnish glass art. After studying 
painting, Hongell was the first 
designer employed at the Karhula-
Iittala glass factory in 1932. Hongell 

Carafes, set of three
Basic
Glass
Designed by Margareta Hennix 
(b. 1941)
Produced by Reijmyre glasbruk, 
2001
Carafe for water 31.2 x 10.3 cm 
(h x diam), carafe for wine 
30.8 x 10.4 cm (h x diam), carafe for 
schnapps 26.5 x 10 cm (h x diam)
Gift of Margareta Hennix
NMK 151–153/2018

glasses in the kitchen cupboards. It is 
made from relatively thick glass, so is 
suitable for dishwashers. 

Vase 
Duo
Glass
Designed by Margareta Hennix 
(b. 1941)
Produced by Reijmyre glasbruk, 
2001
40 x 19 cm (h x diam)
Gift of Margareta Hennix
NMK 150/2018

Gift of Margareta Hennix
NMK 134–138/2018
In 2018, Nationalmuseum received a 
major donation of glass and ceramics 
from Margareta Hennix. She has 
designed glass and ceramics for 
several well-known Swedish art 
industries, such as Gustavsbergs 
Porslinsfabrik, Johansfors, Puke-
bergs and Reijmyre glasbruk, since 
completing her training at the 
University of Arts, Crafts and Design 
in 1963. Her Basic glass service was 
intended to work for many different 
drinks and thus reduce the number of 

Fig. 56 Glasses, set of three Crystal Magic, Designed by Åsa Jungnelius, Produced by Orrefors Kosta Boda, 
NMK 34–37/2018.
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Fig. 58 Vase, Designed by Alf Wallander, Produced by Reijmyre glasbruk, 
NMK 46/2018.

Fig. 57 Figurine Africa, Unknown designer, Produced by Mariebergs 
Fajansfabrik, NMK 8/2018.
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Gold and Silver

Bracelet
Gold
Olof Hallman (1749/53–1803), 1802
19 x 3 cm (l x w)
Gift of Sandra Brauns
NMK 199/2018
When this bracelet was made, 
Olof Hallman was the only jeweller 
in Stockholm. From a Swedish 
perspective, jewellery on the border 
between the late Gustavian and 
Empire styles is interesting both 
in terms of design history and the 
revolutionary historical events. The 
design of this bracelet has an ease 
associated with Empire fashion. 

Fig. 59
Salt cellar 
Pearl
Silver, scallops, cork
Karolina Hägg (b. 1986), 2017
30 cm (h)
Gift of Agerberg-Gillberg Fund for 
the reopening of the museum 
NMK 2/2018a
Donated as a gift for the return 
to the museum building on 
Blasieholmen on 13 October 2018. 
Lennart Agerberg and Ulf Gillberg 
are responsible for the Agerberg-
Gillberg Fund. Karolina Hägg finds 
inspiration from the lavish objects 
of the Baroque, where utility bows 
to decoration. Her works revolve 
around mealtimes and the objects we 
use in the kitchen and at the table, as 
well as social interaction at the table. 
Pearl is a silver salt shaker in the 
shape of a shell from a pilgrim’s 
mussel. The shell has been saved 
after a meal, to then be reused.  

Bowl
Urglans III
Silver, hot forging 
Olle Olls (b. 1971), 2017
13 x 25.5 x 18 cm (h x l x w)
Gift of the Friends of the National-
museum, the Bengt Julin Fund
NMK 44/2018

Produced by IKEA, 2016
6.7 x 30.3 cm (h x diam), 
4.8 x 23.8 cm (h x diam), 
and 3.6 x 16.9 cm (h x diam)
Gift of IKEA, 2016, accession 2018 
NMK 104A–C/2018

Plate 
Viktigt
Glass, black
Designed by Ingegerd Råman 
(b. 1943)
Produced by IKEA, 2016
7 x 30.5 cm (h x diam)
Gift of IKEA, 2016, accession 2018 
NMK 105/2018

Plate
Viktigt
Glass, white
Designed by Ingegerd Råman 
(b. 1943)
Produced by IKEA, 2016
6.1 x 12.8 cm (h x diam)
Gift of IKEA, 2016, accession 2018 
NMK 106/2018

Jug 
Viktigt
Glass, white
Designed by Ingegerd Råman 
(b. 1943)
Produced by IKEA, 2016
8.5 x 10.2 cm (h x diam)
Gift of IKEA, 2016, accession 2018 
NMK 107/2018

Fig. 58
Vase
Overlay glas, cut, etched 
Designed by Alf Wallander 
(1862–1914)
Produced by Reijmyre glasbruk, 
1913
39.5 cm (h)
The Axel Hirsch Fund
NMK 46/2018
Prior to the Baltic Exhibition in 
Malmö in 1914, Alf Wallander 
designed what came to be his 
final glass collection. It was 
produced at Reijmyre glasbruk in 
an unmistakably Wallanderian style, 
strongly influenced by European 
glass. The décor’s underwater theme 
includes oysters and an eel. His 
contact with the applied arts began at 
the Rörstrand porslinsfabrik. He also 
worked at Kosta glasbruk 1907–11. 

Glasses for Ice cider
La Pomme
Glass
Designed by Ingegerd Råman 
(b. 1943)
Produced by Skrufs Glasbruk, 
2016
12 x 8 cm (h x diam)
Purchase for the exhibition Ingegerd 
Råman, 2016, accession 2018
NMK 94–95/2018

Carafe with glass
Viktigt
Glass
Designed by Ingegerd Råman 
(b. 1943)
Produced by IKEA, 2016
Carafe 26.5 x 8.5 cm (h x diam), 
glass 7.7 x 6.8 cm (h x diam), 
both 29.7 cm (h)
Gift of IKEA, 2016, accession 2018 
NMK 97/2018

Jugs, set of two
Viktigt
Glass
Designed by Ingegerd Råman 
(b. 1943)
Produced by IKEA, 2016
17.5 x 11 cm (h x diam) and
12.4 x 11 cm (h x diam)
Gift of IKEA, 2016, accession 2018 
NMK 98–99/2018

Bowls, set of two 
Viktigt
Glass
Designed by Ingegerd Råman 
(b. 1943)
Produced by IKEA, 2016
6 x 12 cm (h x diam)
Gift of IKEA, 2016, accession 2018 
NMK 100–101/2018

Jugs, set of two
Viktigt
Glass, white underlay 
Designed by Ingegerd Råman 
(b. 1943)
Produced by IKEA, 2016
16.8 x 9.9 cm (h x diam)
Gift of IKEA, 2016, accession 2018 
NMK 102–103/2018

Plates, set of three 
Viktigt
Glass, white underlay 
Designed by Ingegerd Råman 
(b. 1943)

designed art objects and products 
for serial production in a modern 
form. His most famous creation was 
the mouthblown glass series Aarne, 
which became the first glass series in 
which cup and base were produced in 
the same form. This innovation gave 
him the gold medal at the 1954 Milan 
Triennale. 

Fig. 56
Glasses, set of three 
Crystal Magic
Glass
Designed by Åsa Jungnelius 
(b. 1975), 2018
Produced by Orrefors Kosta Boda 
Wine glass 29 x 10 cm (h x diam), 
Champagne glass 13.3 x 12 cm 
(h x diam), two selter glasses 
8.5 x 8.5 cm (h x diam)
Gift of Orrefors Kosta Boda
NMK 34–37/2018
This service comprises just three 
glasses, which are functional for 
a range of drinks: one glass with a 
stem for red or white wine or beer, a 
tumbler for water, juice or milk, and 
a coupe for champagne, cocktails or 
desserts. Åsa Jungnelius’ aim was to 
adopt the idea of a “more beautiful 
everyday item”, which was a guiding 
idea in Swedish design for much of 
the 20th century. The spiral shape of 
the stem has been produced using a 
special tool, a clip that leaves a clear 
mark on the base. 

Cognac balloon glasses, set of two
Glass, painted gold
Designed by Ingegerd Råman 
(b. 1943)
Produced by Skrufs Glasbruk
7.5 x 8.5 cm (h x diam)
Gift of Skrufs glasbruk
NMK 90–91/2018

Glasses, set of two
Bellman
Glass
Designed by Ingegerd Råman 
(b. 1943)
Produced by Skrufs Glasbruk, 
1981
9 x 8.2 cm (h x diam)
Gift of Skrufs glasbruk
NMK 92–93/2018
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Produced by Näfveqvarn, 1925
37 x 238 x 238 cm (h x l x w)
The Ulla och Gunnar Trygg Fund
NMK 21a–h/2018
Ture Ryberg was a trained architect 
but, as was usual at the time, also 
designed exclusive furnishings 
and decorative details, not least 
for Näfveqvarns bruk, in the style 
that came to be known as Swedish 
grace. This cast-iron fence, called 
“garden fence”, was shown at the 
International Exhibition of Modern 
Decorative and Industrial Arts in 
Paris in 1925. The Nationalmuseum’s 
collections also feature a bureau and 

Candlesticks, set of two
Tin, cast
Designed by Anna Petrus 
(1886–1949)
Produced by Herman Bergmans 
konstgjuteri, 1923–28 
37 cm (h)
The Axel Hirsch Fund
NMK 204–205/2018
See article on p. 127, Lions in the 
Garden of Eden.

Fence
Cast iron
Designed by Ture Ryberg 
(1888–1961)

the geometric shapes of the Bauhaus 
school. In 1924, sculptor and designer 
Nils Fougstedt founded a workshop 
in Stockholm to produce tin objects. 
This workshop was the foundation 
of the Firma Svenskt Tenn company, 
started in the same year by Estrid 
Ericson and Nils Fougstedt. In the 
1920s, he designed classicised objects 
but, around 1930, he introduced more 
functional forms, of which this teapot 
is an example. Nils Fougstedt was a 
brother of the artist Arvid Fougstedt. 
See also article on p. 11, The Friends of 
the Nationalmuseum.

Sculpture 
Bjerkén
Silver
Ru Runeberg (b. 1970), 2018
30 x 12 x 20 cm (h x l x w)
The Ulla and Gunnar Trygg Fund
NMK 178/2018

Cane
18-carat gold, Rattan palm
Unknown designer, 1790–1800 
92.5 x 3.5 cm (l x diam)
The Ulla and Gunnar Trygg Fund
NMK 183/2018

Base Metals

Fig. 60
Pot
Tin, bass and stopper of bakelite
Designed by Carl-Einar Borgström 
(1914–1981)
Produced by Ystad Metall, 1937
18 cm (h)
Gift of Ann Stern through the Friends 
of Nationalmuseum
NMK 197/2018
The shape of the pot is created by 
geometric forms like a sphere, 
cylinder, circle. Carl-Einar 
Borgström was just 15 when he 
began working for Ystad-Metall, a 
company that began to manufacture 
utility objects and ornaments in 
tin and bronze during the 1920s. 
In the 1930s, Borgström studied 
sculpture, drawing and painting at 
the Technical School and the Royal 
Swedish Academy of Fine Arts in 
Stockholm. The Nationalmuseum’s 
collections include a tin vase and a 
pair of bronze bookends designed by 
Borgström. See NMK 18/2015 and 
NMK 391A–B/2016. 
See also article on p. 11, The Friends of 
the Nationalmuseum.

Fig. 61
Teapot
Tin, handle of copper wrapped with 
seaweed
Designed by Nils Fougstedt 
(1881–1954)
Produced by Svenskt Tenn, 1929
26.5 x 20 cm (h x diam)
Gift of Ann Stern through the Friends 
of Nationalmuseum
NMK 196/2018
The teapot has design references to 

Fig. 59 Salt cellar Pearl, Karolina Hägg, NMK 2/2018a.
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production of interior design details 
in cast iron at the time. 

Brass firestand
Bronze, gilt
Unknown designer, 1810–30 
21 x 112 cm (h x l)
The Ulla och Gunnar Trygg Fund
NMK 53/2018

Clocks 

Table clock
Silver
Designed by Nils Gustaf Norling 
(1835-1891)
Produced by Gustaf Dahlgren & 
Co, 1883
34 x 17 cm (h x l)
The Ulla and Gunnar Trygg Fund
NMK 19/2018

Gift of Cilla Robach, Stockholm
NMK 141/2018

Fig. 62
Radiator Grid No 7
Cast iron
Designed by Harald Wadsjö 
(1883–1945)
Produced by Näfveqvarn, 1929
83 x 103 cm (h x l)
Gift of Ann Stern through the Friends 
of Nationalmuseum 
NMK 195/2018
Gesamtkunstwerk was the aim of 
architects and designers in the 
1920s. Aesthetic care was invested 
in all the parts and details of an 
environment or interior design. 
This was also the case for this 
radiator cover by architect Harald 
Wadsjö, decorated with Chinese-style 
dragons and typical of 1920s-style 
Swedish grace. This cover is also 
a typical example of Näfveqvarn’s 

NMK 140A–B/2018
By moving the boundaries between 
beauty and ugliness, crafts and mass 
production, Per B. Sundberg has 
deliberately strived to move “
outside the rules” of Swedish 
design tradition. The moustached 
aluminium dogs are inspired by 
porcelain figurines. With a nod at 
the Modernist requirement that 
everything must have a function, 
Sundberg combines decorative 
playfulness and practical function 
as a candle holder. Sundberg has 
previously made a similar version of 
this model in unglazed ceramics

Candlestick
Object
Aluminium, steel
Designed by Per B. Sundberg 
(b. 1964)
Produced by IKEA, 2018
13 x 15 x 9 cm (h x l x w)

taboret that Ryberg exhibited at the 
Gothenburg Tercentennial Jubilee 
Exposition in 1923. See NMK 80/1928 
and 216/2011.

Salad servers, set of two 
Indra
Stainless steel
Designed by Ingegerd Råman 
(b. 1943)
Produced by Gense, 2004
28 x 5 cm (l x w)
Gify of Gense
NMK 96/2018

Fig. 63
Candlesticks, set of two
Object
Aluminium, steel
Designed by Per B. Sundberg 
(b. 1964)
Produced by IKEA, 2018
21 x 18 x 8 cm (h x l x w)
Gift of Cilla Robach, Stockholm

Fig. 60 Pot, Designed by Carl-Einar Borgström, Produced by Ystad Metall, 
NMK 197/2018. 

Fig. 61 Teapot, Designed by Nils Fougstedt, Produced by Svenskt Tenn,  
NMK 196/2018.
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Torun Bülow-Hübes’s work in rattan 
and brass has been called anti-status 
jewellery. They were made during the 
second half of the 1940s, when she 
was a young student at Konstfack 
and a single mother. The materials 
were cheap. The jewellery was sold 
via Svenskt Tenn, and the pieces 
were bought by women, which 
was new, since most had so far 
received jewellery as gifts from 
men. The design communicated the 
wearer’s personal and economic 
independence. 

Bracelet
Gold, silver, hair, 6 diamonds
Designed by Marc Giron 
(1784–1858) and Olof Wilhelm 

sculptures were erected over le Vert 
Galant. In troubadour painting and 
the applied arts, and in the clock case, 
Henry IV became a popular figure, 
signalling “the return of the good old 
days”. 

Jewellery

Fig. 65
Bracelet
Rattan, brass wire
Torun Vivianna Bülow-Hübe 
(1927–2004), end of 1940s
20 cm (diam)
The Ulla and Gunnar Trygg Fund 
(purchase 2017, accession 2018)
NMK 4/2018

it appears to have been so popular 
that it remained in production even 
after 1814, although all the eagles 
were appropriately removed and 
replaced by a wreath of stars. 

Table clock with Henrik IV of 
France
Gilt bronze
Unknown designer
Produced by Perretton, 1806–12 
62 x 47 x 17 cm (h x l x w)
The Sophia Giesecke Fund
NMK 184/2018
Due to the Bourbon Restoration, 
Henry IV returned as the dynasty’s 
good example. He replaced the image 
of the emperor on the renovated 
Legion of Honour and new bronze 

Table clock
Gilt bronze with brown patina
Unknown designer, first half of 19th 
century
68.5 cm (h)
The Axel Hirsch Fund (purchase 
2017, accession 2018)
NMK 12/2018
Luxury industry in imperial Paris 
occupied more than 10,000 workers. 
Particularly desirable objects 
included burnt-gilded bronzes, 
richly sculpted and often composed 
as trimmings with candelabras and 
table clocks. One type that began to 
be manufactured at this time was 
pendule à l’empereur César, although 
the emperor figure was more like 
Napoleon than Caesar. Despite this, 

Fig. 62 Radiator Grid No 7, Designed by Harald Wadsjö, Produced by Näfveqvarn, NMK 195/2018.
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decade. It is believed that skilled 
wigmakers were the ones who started 
producing hair jewellery, which 
was often done in cooperation with 
goldsmiths, as in this case. This 
jewellery was highly suitable for 
the sentimentality of the Romantic 
era and became highly fashionable 
among international celebrities 
such as Jenny Lind and Kristina 
Nilsson. In parallel, there was 
simpler manufacturing in Dalarna 
in Sweden, where the extra income 
was necessary. This jewellery used 
hair-covered wooden beads instead 
of golden ones. 

Fig. 64
Brooch
18-carat gold, human hair, cabochon 
cut red stones
Master Gustaf Magnus Sjöblom 
(1802–1885), 1836
18.2 x 2.1 x 0.7 cm (l x w x h)
The Magda and Max Ettler Fund
NMK 10/2018
Hairwork in the form of a slithering 
snake with a head and tail of gold. 
Its eyes are cabochon-polished red 
stones. Saving a lock of hair and 
mounting it in a piece of jewellery 
has a long tradition. Producing 
entire pieces of jewellery from hair 
was popular during the 1800s, 
particularly in the middle of the 

been defined as a material for wo-
men. Among the textile techniques, 
crocheting is often regarded as the 
lowest form of female creativity. Can 
crocheted jewellery receive the same 
status as forged metal rings with 
precious stones? 

Chain in two pieces, with case
18-carat gold, ruby, pearls
Gustaf Möllenborg (1796–1851), 
c. 1840
45 cm (l); both pieces 118 cm (l); both 
pieces 84 g (weight)
The Anna and Ferdinand Boberg 
Fund
NMK 51A–C/2018

Löngren (1794–1861)
Produced by Giron & Löngren, 1842
18.2 x 2.1 x 0,7 cm (l x w x h)
The Magda and Max Ettler Fund
NMK 9/2018

Fig. 66
Necklace
Crocheted artificial silk
Tove Knuts (b. 1969), 2015
35 x 20 x 5,5 cm (l x w x h), 
outstretched 75 x 7 x 5 cm (l x w x h)
Gift of the Friends of the National-
museum, the Bengt Julin Fund
NMK 6/2018
Tove Knuts explores value within 
various craft techniques and 
materials. Textile has traditionally 

Fig. 63 Candlesticks, set of two Object, Designed by Per B. Sundberg, 
Produced by IKEA, NMK 140A–B/2018.

Fig. 64 Brooch, Gustaf Magnus Sjöblom, NMK 10/2018.
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easy, unconventional and status-free 
setting”. The chair cost SEK 225 and 
was manufactured until 1981. 
See also article on p. 85, Spika and 
Tajt – Alternative Furniture for a 
Young Generation. 

Office furniture 
Netsurfer
Steel, skin
Designed by Ilkka Terho
Produced by Snowcrash, 1995
111 x 140 cm (h x l)
Gift of the Friends of the National-
museum, the Design Fund
NMK 198/2018
The idea of a new economy developed 
at around the turn of the millennium, 
2000, which was based on the new 
digital technology. Swedish-Finnish 
interior design company Snowcrash 
specialised in design that used this 
new technology in its products, 
which were often intended for 
creative office settings. Ilka Terho’s 
computer furniture, Netsurfer,
offered a relaxed, ergonomic 
working position and had space for 
a harddisc between the legs. The 
Nationalmuseum’s collections also 
include the floor lamp Glowblow, see 
NMK 189/2002. 

Cupboard 
The Garden of Eden
Brazilian walnut, eucalyptus and 
olive wood inlay.
Designed by Uno Åhrén (1897–1977)
Produced by Mobilia, 1924
202 x 92 x 57 cm (h x l x w)
Gift of the Friends of the National-
museum 
NMK 1/2018
See articles on p. 11 The Friends of 
the Nationalmuseum and p. 127, 
Lions in the Garden of Eden.

Textiles and Fashion

Fig. 68
Tablecloth 
Goose Eye
Woven, jacquard technique, linen
Designed by Margot Barolo (b. 1971) 
and Ulrika Mårtensson (b. 1969), 
2014
Produced by Klässbols Linneväveri
110 x 35 cm (l x w)
Gift of Klässbols Linneväveri

Tiara
Silver, partly gilt, rose cut diamonds
Unknown designer, 1875–1900
4.5 x 13.5 x 17 cm (h x l x w)
The Ulla and Gunnar Trygg Fund 
(purchase 2017, accession 2018)
NMK 11/2018

Furniture

Chair
The Seven-Year Throne
Fir-tree, carved and sculpted from a 
single piece
Knut Fjaestad (1860–1937), 
c. 1908–15 
116 x 72 x 83 cm (h x l x w)
Gift of Ann Stern through the Friends 
of the Nationalmuseum
NMK 194/2018
See article on p. 131, The Seven-Year 
Throne by Knut Fjaestad. 

Stool 
Lilla Snåland
Birch
Designed by Marie-Louise Hellgren 
(b. 1958) and Heartearth 
Production, 2016
Produced by Stolab, 2018
45 x 35 cm (h x diam)
Donated 2018 by Stolab AB
NMK 139/2018

Lounge chair
Tajt
Upholstered denim, steel pipes, 
leather straps 
Designed by Gillis Lundgren 
(1929–2016), 1973
Produced by IKEA
As a chair 65 x 84 x 90 cm (h x l x w), 
as a bed 50 x 170 x 85 cm (h x l x w)
The Ulla och Gunnar Trygg Fund 
(purchase 2017, accession 2018)
NMK 32/2018
Tajt furniture expressed the desire 
of the 1960s and 70s for a freer 
relationship with furnishings and 
interior design, which suited the 
lifestyle of the young generation. It 
is flexible and can be converted to 
the match the user’s specific needs, 
either sitting, reclining or lying down. 
Tajt was featured on the cover of 
the IKEA catalogue in 1973, where 
it was described as “an invitation to 
a soft, comfortable world in which 
people and furniture socialise in an 

Fig. 65 Bracelet, Torun Vivianna Bülow-Hübe, NMK 4/2018.

Fig. 66 Necklace, Tove Knuts, NMK 6/2018.
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Designed by Shabnam Faraee 
(b. 1971)
Produced by Hadi Ghorbani 
(printer) and Hamid Zabolian 
(woodcarver), 2016
70 x 50 cm (h x l)
Gift of Cilla Robach, Stockholm
NMK 142/2018

Tapestry 
Width and space
Linen, wool
Sten Kauppi (1922–2002), 1981
240 x 550 cm (h x l)
Transferred from the National Public 
Art Council 
NMK 7/2018
A large textile work ordered for a 
public agency in 1981. This is an 
example of the many public invest-
ments in artistic décor that are no 
longer desirable. Textile art from 
the 1960s, 70s and 80s is particularly 
likely to disappear in association with 
renovations and moves. However, 
some are saved and, in some cases, 
Nationalmuseum is asked whether 
they will accept these artworks. Sten 
Kauppi was revolutionary in Swedish 
textile art. He expressed himself 
abstractly or in an expressive 
emblematic style. His works are a 
kind of painting in textiles. 

Case
Silk, wood
Brita Suthoff, c. 1800
14 x 27 x 19 cm (h x l x w)
Gift of Frederick och Margareta 
Cohrs
NMK 50/2018

Fig. 69
Carpet
Wool
Ingegerd Torhamn (1898–1994), 
1930
109 x 156 cm (h x l)
The Ulla and Gunnar Trygg Fund 
(purchase 2017, accession 2018)
NMK 5/2018
The rug and gouache sketch for it 
(NMH 1/2018) were designed and 
made by Ingegerd Torhamn. The 
subject is the Swedish Amerika-
linjen’s vessel. This was the company 
that in 1928 built and fitted the ship 
M/S Kungsholm, renowned for its 
exclusive décor of high artistic 

NMK 39/2018
Many people regard the anonymous 
gooseye pattern as traditionally 
Swedish, but it is found in many 
different cultures. Here, it has been 
updated to a 21st century version by 
combining the typical rhomboids in 
an intricate pattern of different sizes 
to bring variation to the textile. The 
entire pattern repeat is 166 cm. 

Tablecloth 
Goose Eye
Pure linen, jacquard technique
Designed by Margot Barolo (b. 1971) 
and Ulrika Mårtensson (b. 1969), 
2014
Produced by Klässbols Linneväveri
110 x 35 cm (l x w)
Gift of Klässbols Linneväveri
NMK 40/2018

Tablecloth 
Goose Eye
Pure linen, jacquard technique
Designed by Margot Barolo (b. 1971) 
and Ulrika Mårtensson (b. 1969), 
2014
Produced by Klässbols Linneväveri
300 x 160 cm (l x w)
Gift 2018 Klässbols Linneväveri
NMK 41/2018

Tapestry
Flax, wool
Designed by Oskar Bergman 
(1879–1963)
Produced by Licium, 1909
250 x 160 cm (h x l)
Transferred from the National Public 
Art Council 
NMK 187/2018
Weaving is typical of the Art 
Nouveau interest in natural 
vegetation and atmospheric 
landscapes. Its originator, Oskar 
Bergman, was an autodidactic 
Swedish artist who found his 
inspiration in his study trips to 
Germany, France and Italy. The 
weaving was done by Licium, a textile 
studio founded in 1904 by Agnes 
Branting and Mimmi 
Lundström-Börjeson. 

Kitchen towel 
Nordic Delight
Fabric printing, block printed cotton 
fabric in plain weave

Fig. 68 Tablecloth Goose Eye, Designed by Margot Barolo and Ulrika Mårtensson, 
Produced by Klässbols Linneväveri, NMK 39/2018.

Fig. 69 Carpet, Ingegerd Torhamn, NMK 5/2018.
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The Fritz Ottergren Fund
NMK 182/2018
Advertising doll for the Swedish 
company Facit. It was created in 
1948 by Ivan Hammar, who was 
responsible for the company’s PR 
and branding. The idea was that a 
relatively human PR symbol would 
help associate Facit’s products with 
something positive. Office work was 
perceived as something boring and 
this type of marketing differentiated 
Facit from its competitors at the 
time The Facit doll was designed to 
look like a magician, to convey how 
Facit’s counting machines could 
magically calculate the correct 
answer. More than one million dolls 
were manufactured in West Germany 
for Facit. 

Bicycle Helmet 
Hövding 2.0
Nylon, plastic, electronics
Designed by Anna Haupt (b. 1980) 
and Terese Alstin (b. 1980)
Produced by Hövding, 2015
Not inflated 17 x 25 cm (h x diam), 
on its base 25 x 26 x 27 cm (h x l x w), 
inflated on its base 48 x 26 x 40 cm 
(h x l x w)
Gift of Hövding through the Friends 
of the Nationalmuseum, the Design 
Fund
NMK 190/2018

Light fixture
Favourite Things
Designed by Chen Karlsson
Produced by ENOstudio, 2010
38.5 x 45 cm (h x diam)
Gift to Nationalmuseum Design, 
Kulturhuset, 2015, accession 2018
NMK 17/2018

Portabel Synthersizer
Teenage Engineering OP-1
Lacquered metal, plastic
Designed by Jesper Christian 
Kouthoofd (b. 1970)
Produced by Teenage Engineering, 
2011
3 x 28.5 x 10.2 cm (h x l x d)
Gift of Teenage Engineering through 
the Friends of the Nationalmuseum, 
the Design Fund 
NMK 22/2018
See article on p. 133, Smart Design.

Wallpaper
Leaves
Paper, printed
Designed by Front
Produced by Engblad & Co, 2017
1005 x 53 cm (l x w)
Gift of WallVision
NMK 84/2018

Wallpaper
Dots
Paper, printed
Designed by Front
Produced by Engblad & Co, 2017
1005 x 53 cm (l x w)
Gift of WallVision
NMK 85/2018

Wallpaper 
Squares
Paper, printed
Designed by Front 
Produced by Engblad & Co, 2017
1005 x 53 cm (l x w)
Gift of WallVision
NMK 86/2018

Wallpaper 
Sketch Weave
Paper, printed
Designed by Front
Produced by Engblad & Co, 2017
1005 x 53 cm (l x w)
Gift of WallVision
NMK 87/2018

Wallpaper 
Arches
Paper, printed
Designed by Front 
Produced by Engblad & Co, 2017
1005 x 53 cm (l x w)
Gift of WallVision
NMK 88/2018

Wallpaper 
Cut Edge
Paper, cut
Designed by Front
Produced by Engblad & Co, 2017
17 x 1000 cm (h x l)
Gift of WallVision
NMK 89/2018

Advertising doll 
The Facit Man
Plastic
Designed by Ivan Hammar, Facit, 
1950s–60s
57 x 24 x 15 cm (h x l x d)

Produced by ActSafe, 2017
Rope winch 29 x 30 x 45 cm 
(h x l x w); remote control 
3 x 20 x 9,5 cm (h x l x w); closed bag 
32 x 50 x 38 cm (h x l x w), opened bag 
65 x 50 x 47 cm (h x l x w)
Gift of ActSafe through the Friends 
of the Nationalmuseum, the Design 
fund
NMK 48/2018

Floor 
Create
Jacquard woven PVC
Designed by Marie Eklund (b. 1966)
Produced by Bolon, 2012
0.3 x 202 x 153 cm (h x l x w)
Gift of Bolon through the Friends 
of the Nationalmuseum, the Design 
fund 
NMK 133/2018

Wallpaper 
Weave
Paper, printed
Designed by Front 
Produced by Engblad & Co, 2017
1005 x 53 cm (l x w)
Gift of WallVision
NMK 81/2018
The Front design group have
produced a collection of white wall-
paper for Eco Wallpaper/Engblad 
& Co that references hand-drawn 
pencil sketches, using shading to 
create a three-dimensional effect at a 
distance. Front took their inspiration 
from historical wall coverings, 
i.e. textiles. The Weave pattern 
emphasises the vertical warp and 
horizontal weft. 

Wallpaper 
Tilted Weave
Paper, printed
Designed by Front
Produced by Engblad & Co, 2017
1005 x 53 cm (l x w)
Gift of WallVision
NMK 82/2018

Wallpaper 
Drapery
Paper, printed
Designed by Front 
Produced by Engblad & Co, 2017
1005 x 53 cm (l x w)
Gift of WallVision
NMK 83/2018

quality.  Torhamn’s hand-knotted rya 
rugs, inspired by contemporaneous 
abstract pictorial art, received 
attention at the Stockholm 
Exhibition in 1930.

Pillow cases, set of two
Objects
Velveteen, printed
Designed by Per B. Sundberg 
(b. 1964)
Produced by IKEA, 2018
65 x 65 cm (l x b)
Gift of IKEA
NMK 174–175/2018

Industrial Design

Nozzle 
Nozzle Dual Flow Pro
Stainless steel, brass
Designed by Mikael Abbhagen 
(b. 1975)
Produced by Altered, 2016
1.7 x 3.5 x 2.3 cm (h x l x w)
Gift of Altered through the Friends 
of the Nationalmuseum, the Design 
Fund
NMK 189/2018
See article on p. 133, Smart Design.

Air Smart Spirometer
Plastic (a mix of PC and ABS)
Designed by Fredrik Aidehag 
(b. 1978) and Nicolas Trudel 
(b. 1984)
Produced by NuvoAir, 2016
2 x 8 x 6.5 cm (h x l x w)
Gift of NuvoAir through the Friends 
of the Nationalmuseum, the Design 
fund
NMK 201/2018

Air Next Spirometer
Plastic
Designed by Fredrik Aidehag 
(b. 1978)
Produced by Pond Healthcare 
Innovation, 2018
2 x 10 x 6 cm (h x l x w)
Gift of NuvoAir through the Friends 
of the Nationalmuseum, the Design 
fund
NMK 202/2018

ACX Power Ascender
Plastic (PA66), aluminium
Designed by Pär Bergström 
(b. 1966), Shift Design & Strategy 
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Francisco in 1915. In 1914–18, Olga 
Lanner ran the Smideskonst studio 
in Stockholm. They produced light 
fixtures, including for the Engelbrekt 
Church in Stockholm. Before it was 
inaugurated in 1914, she also made 
the Art Nouveau silver reredos. 
The decoration in the church is her 
foremost public decorative work. 

Floor lamp
Varnished brass, blasted and 
engraved glass
Designed by Kjell Löwenadler 
(1905–1993), décor 
Produced by Glössner & Co, 1945
175 x 31 cm (h x diam) 
The Ulla och Gunnar Trygg Fund
NMK 43/2018

Lamp 
Deserted Island Lamp
Stoneware, textile lampshade
August Sörenson (b. 1980), 2009
45 x 22 x 15 cm (h x l x w)
Purchase 2010, accession 2018
NMK 185/2018

Books

Book
Fotografi i Sverige, 1970–2014
Paper, printed
Grafic design by Petter Antonisen 
(b. 1953), bookbinding by Stige
Published by Arena, 2014
28 x 21 cm (h x l)
Gift of Svensk Bokkonst
NMK 65/2018

Book
The Name of Us
Paper, printed
Grafic design by Nils Bergendal 
(b. 1965), bookbinding by Nordens 
Grafiska
Published by Journal, 2014
9 x 14 cm (h x l)
Gift of Svensk Bokkonst
NMK 63/2018

Lamps

Fig. 70
Ceiling lamp 
Suburban Skyline
Brass, polished
Designed by Chandra Ahlsell 
(b. 1973) and Anna Holmquist 
(b. 1978), Folkform, 2011 
Produced by Örsjö Belysning, 2011
45 x 75 x 75 cm (h x l x w)
Gift of Bergvall-Leindahl, Malmby 
Strängnäs and Örsjö belysning
NMK 172/2018
The shape is inspired by the angular 
box-like buildings of prefabricated 
concrete blocks. This type of 
architecture can be found in most 
cities, but is especially common 
in less expensive projects, such as 
garages and buildings in suburbs. 
Folkform wants to re-establish this 
architecture. When Queen Silvia 
turned 70 in 2013, the official gift 
from the government and the 
parliament was a special version 
of Suburban Skyline. 

Lamp 
Gascloud lamp
Stoneware, textile lamp shade
Frida Fjellman (b. 1971), 2006
62 x 30 cm (h x diam)
Inventoried 2018 (Purchase 2010)
NMK 186/2018

Table lamp
Mahogany, opal plexi, bulb
Hans Johansson (1921–2014), 1961
44 x 33 x 16.5 cm (h x l x w)
Gift of Hans Johansson’s estate
NMK 42/2018

Wall lights, set of two
Iron, leaded glass
Designed by Olga Lanner 
(1884–1961), 1910s
Produced by Smideskonst
105 cm (h)
The Ulla och Gunnar Trygg Fund
NMK 24–25/2018
Olga Lanner was a sculptor of special 
significance for the development of 
Swedish metal art. After training in 
Stockholm, she continued her studies 
in Germany, France and Italy. She 
participated, with her own works, in 
the Stockholm Exhibition in 1909, 
the Baltic Exhibition in Malmö in 
1914 and the World’s Fair in San 

Bicycle 
Rolo
Carbon fiber, cast monococque
Designed by Adam Wais (b. 1968) 
and Anders Annerstedt (b. 1955), 
2014
Produced by Rolo, 2018
103 x 160 x 47 cm (h x l x w)
Gift of Rolo through the Friends of 
the Nationalmuseum, the Design 
Fund 
NMK 49/2018
See article on p. 133, Smart Design.

Straw with water purifying filter 
Plastic (Polystyrene)
Designed by Torben Vestergaard 
Frandsen (b. 1947), 2015
Produced by Vestergaard S.A., 2018
22 x 4 x 3 cm (h x l x w)
Gif of the Friends of the National-
museum, the Design Fund
NMK 193/2018

First Aid Kit series 
Rubberized textile, molded
Designed by Veryday
Produced by Cederroth Orkla Care, 
2015
Small 7.4 x 14.5 x 5.1 cm (h x l x w), 
Medium 19 x 23.1 x 7.8 cm (h x l x w), 
Large 24.7 x 31 x 8 cm (h x l x w), 
X-Large 30 x 42 x 11.8 cm (h x l x w)
Gift of Orkla Care through the 
Friends of the Nationalmuseum, the 
Design Fund
NMK 13–16/2018

Stroller 
The Urban Glide
Aluminum, textile
Designed by Veryday, 2013
Produced by Thule, 2018
104 x 130 x 70 cm (h x l x w)
Gift of Thule through the Friends 
of the Nationalmuseum, the Design 
Fund
NMK 18/2018

Airway Inflammatation Test
Niox Mino
Plastic, electronics
Designed by Veryday, 2010
Produced by Aerocrine
24 x 12.5 x 11 cm (h x l x w)
Gift of Aerocrine through the Friends 
of the Nationalmuseum, the Design 
Fund
NMK 33/2018

Fire extinguisher 
Firemill
Aluminium, leather, polyethene
Designed by Kristoffer Rahr 
(b. 1981), Propeller Design, 2018
Produced by Inventi Vidi 
38.5 x 7.5 cm (h x diam), with the 
handle upright 43,5 cm (h)
Gift of Inventi Vidi through the 
Friends of the Nationalmuseum, the 
Design Fund
NMK 180/2018
See article on p. 133, Smart Design.

Coffin for infants
Cubitus Baby
Plastic, textile, foam rubber, cooling 
cassettes
Designed by Ingela Rådestad 
(b. 1957)
Produced by Fonus, 2014
Coffin 31 x 68 x 41 cm (h x l x w), 
lid 2 x 68 x 49 cm (h x l x w)
Gift of Sophiahemmet University 
College
NMK 20/2018
The design of the coffin for infants 
is intended to bring dignity in one 
of life’s very hardest times. Ingela 
Rådestad has designed a coffin that 
includes cooling cassettes, allowing 
parents to take their dead infant 
home to say farewell with their 
family and siblings. 

Stretcher
Emergency Vacuum Mattress: 
EasyFix Ready2Go
Flame-resistant polyester, coated 
fabric
Designed by Scalae, 2010
Produced by Germa, 2018
15 x 200 x 90 cm (h x l x w)
Gift of Germa through the Friends 
of the Nationalmuseum, the Design 
Fund
NMK 132/2018

Water purifier
Solvatten
Plastic
Designed by Petra Wadström 
(b. 1952)
Produced by Solvatten, 2011
49 x 36 x 13 cm (h x l x w), opened 
49 x 36 x 47 cm (h x l x w)
Gift of the Friends of the National-
museum, the Design Fund 
NMK 3/2018
See article on p. 133, Smart Design.
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Book
Sune Jonsson. Livstycken
Paper, printed
Grafic design by Patric Leo (b. 1966)
Published by Max Ström, 2014
29.7 x 24.2 cm (h x l)
Gift of Svensk Bokkonst
NMK 70/2018

Book
Promenader i Virginia Woolfs 
London
Paper, printed
Grafic design by Annika Lyth 
(b. 1963)
Published by Atlantis, 2014
21 x 12 cm (h x l)
Gift of Svensk Bokkonst
NMK 78/2018

Book
Skall
Paper, printed
Grafic design by Johan Melbi 
(b. 1963)
Published by Bonniers, 2014
Gift of Svensk Bokkonst
21.6 x 10.5 cm (h x l)
NMK 60/2018

Book
DN. 150, 450 klassiska förstasidor 
från Dagens Nyheter
Paper, printed
Grafic design by Patric Leo (b. 1966)
Published by Max Ström, 2014
39 x 28 cm (h x l)
Gift of Svensk Bokkonst
NMK 58/2018

Book
Muminvärlden & verkligheten, 
Tove Janssons liv i bilder
Paper, printed
Grafic design by Patric Leo (b. 1966)
Published by Max Ström, 2014
30 x 24 cm (h x l)
Gift of Svensk Bokkonst
NMK 66/2018

Book
Arkiv, Lars Lerin
Paper, printed
Grafic design by Patric Leo (b. 1966), 
bookbinding by Aros Bookbinding
Published by Lars Bohman Gallery, 
2014; 
30 x 24 cm (h x l)
Gift of Svensk Bokkonst
NMK 67/2018

Book
Dardel
Paper, printed
Grafic design by Frankenstein 
Studio
Published by Langenskiöld, 2014
34 x 24.5 cm (h x l)
Gift of Svensk Bokkonst
NMK 68/2018

Book
The Collection, Gothenburg Museum 
of Art
Paper, printed
Grafic design by Ola Ingvarsson 
Design
Published by Göteborgs 
Konstmuseum, 2014
30 x 24 cm (h x l)
Gift of Svensk Bokkonst
NMK 62/2018

Book
Lottas jul
Paper, printed
Grafic design by Lotta Kühlhorn 
(b. 1963), Fabian Kühlhorn 
(b. 1987), and Sigge Kühlhorn 
(b. 1989)
Published by Bonnier Fakta, 2014
24 x 17 cm (h x l)
Gift of Svensk Bokkonst
NMK 57/2018

Book
Lammungarnas fest
Paper, printed
Grafic design by Daniel Bjugård 
(b. 1974)
Published by Nordens Grafiska, 
2014
29.7 x 21 cm (h x l)
Gift of Svensk Bokkonst
NMK 71/2018

Book
424
Paper, printed
Grafic design by Gösta Flemming 
(b. 1955)
Published by Journal, 2014
23.8 x 30 cm (h x l)
Gift of Svensk Bokkonst
NMK 64/2018

Book
No Pain Whatsoever
Paper, printed
Grafic design by Gösta Flemming 
(b. 1955), bookbinding by S.R. Büge
Published by Journal, 2014
25 x 21 cm (h x l)
Gift of Svensk Bokkonst
NMK 73/2018

Fig. 70 Ceiling lamp Suburban Skyline, Designed by Chandra Ahlsell and Anna 
Holmquist, Produced by Örsjö Belysning, NMK 172/2018.

Fig. 71 Cutting board with saltcellarViktigt, Designed by Ingegerd Råman,
Produced by IKEA, NMK 108A–B/2018 .
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Cutting board 
Viktigt
Bamboo
Designed by Ingegerd Råman 
(b. 1943)
Produced by IKEA, 2016
3 x 27 cm (h x diam)
Gift of IKEA
NMK 110/2018

Baskets, set of three
Corrugated board
Designed by Ingegerd Råman 
(b. 1943)
Produced by Vandalorum and 
DC Smith Company, 2018
9.7 x 35 cm (h x diam), 11.8 x 24 cm 
(h x diam), and 14.5 x 13.5 cm 
(h x diam)
Gift of Vandalorum
NMK 111A–C/2018

Miscellaneous

Molds for buttons and medals 
(three molds in a cardboard box)
Lead, wax, silicone
Akke Kumlien (1884-1949), 1916
Mold in lead 5 x 4 cm (h x l), 
mold in silicone 5 x 3,5 cm (h x l), 
mold in wax 8 cm (diam)
Unmarked earlier acquisition, 
accession 2018 
NMK 203/2018

Swedish National 
Portrait Gallery, 
Gripsholm Castle 

Olof Arenius (1700–1766), Swedish
Daniel Tilas (1712–1772), Baron, 
Mineralogist, Member of the Council 
of Mines, National Herald, Married 
to 1. Baroness Hedvig Reuterholm, 2. 
Baroness Anna Catharina Åkerhielm 
af Margretelund
Oil on canvas, 83 x 66.5 cm 
The Hedda and N. D. Qvist Fund 
(purchase 2017, accession 2018)
NMGrh 5157

Book
Nyponbuskar, nyponbuskar, hela 
vägen nyponbuskar
Paper, printed
Grafic design by Nina Ulmaja
Published by Bonniers, 2014
19.7 x 12.5 cm (h x l)
Gift of Svensk Bokkonst
NMK 79/2018

Book
Lätta sexboken
Paper, printed
Grafic design by Sebastian Wadsted 
(b. 1984), bookbinding by Livonia 
Print
Published by LL-förlaget, 2014
24 x 17 cm (h x l)
Gift of Svensk Bokkonst
NMK 80/2018

Bamboo

Fig. 71
Cutting board with saltcellar
Viktigt
Bamboo
Designed by Ingegerd Råman 
(b. 1943)
Produced by IKEA, 2016
Cutting board 3 x 20.9 cm (h x diam), 
saltcellar 3.2 x 9 cm (h x diam)
Gift of IKEA
NMK 108A–B/2018 
Ingegerd Råman usually calls herself 
a potter because her design work 
began at the potter’s wheel. Crafts-
manship and the quality of the details 
have been central to Råman’s idiom; 
this approach has also characterised 
her designs of consumer glass for 
the Swedish glassworks of Skruf and 
Orrefors. In 2016, IKEA launched 
Råman’s Viktigt collection, which has 
been marked as “Handmade quality”. 
Here, Råman was also able to work 
with new materials such as wood and 
bamboo. The collection was sold by 
IKEA for a limited time. 

Cutting board 
Viktigt
Bamboo
Designed by Ingegerd Råman 
(b. 1943)
Produced by IKEA, 2016
2.8 x 32.8 cm (h x diam)
Gift of IKEA
NMK 109/2018

Book
Grafisk design: Henrik Nygren 
Paper, printed
Grafic design by Henrik Nygren 
(b. 1963), bookbinding by Nordens 
Grafiska
Published by Orosdi-Back, 2014
23.9 x 17 cm (h x l)
Gift of Svensk Bokkonst
NMK 76/2018

Book
Martina Hoogland Ivanow / 
Speedway
Paper, printed
Grafic design by Sandberg & 
Timonen, bookbinding by Nordens 
Grafiska
Published by Livraison Books, 2014
24 x 29,5 cm (h x l)
Gift of Svensk Bokkonst
NMK 59/2018

Book
Här och nu, Brev 2008–2011
Paper, printed
Grafic design by Sofia Scheutz 
(b. 1968)
Published by Bonniers, 2014
16.8 x 11.8 cm (h x l)
Gift of Svensk Bokkonst
NMK 61/2018

Book
Le Bakbok
Paper, printed
Grafic design by Fredrika Siwe 
(b. 1965), bookbinding by Livonia 
Print
Published by Bonnier Fakta, 2014 
26 x 19.5 cm (h x l)
Gift of Svensk Bokkonst
NMK 75/2018

Book
Dramer
Paper, printed
Grafic design by Nina Ulmaja, 
bookbinding by Livonia Print
Published by Bonniers, 2014
books 21.5 x 13.5 cm, 
box 22.5 x 14 x 12.4 cm 
Gift of Svensk Bokkonst
NMK 77/2018

Book
Den nya världen
Paper, printed
Grafic design by Johannes Molin 
(b. 1978)
Published by Bonniers, 2014
24 x 17 cm (h x l)
Gift of Svensk Bokkonst
NMK 55/2018

Book 
Den nya staden
Paper, printed
Grafic design by Johannes Molin 
(b. 1978)
Published by Bonniers, 2014
24 x 17 cm (h x l)
Gift of Svensk Bokkonst
NMK 56/2018

Book
Josef Frank. Möbelformgivaren
Paper, printed
Grafic design by Johannes Molin 
(b. 1978)
Published by Carlsson Bokförlag, 
2014
32 x 20 cm (h x l)
Gift of Svensk Bokkonst
NMK 69/2018

Book
Berlin. En hel guide till en delad stad
Paper, printed
Grafic design by Johannes Molin 
(b. 1978)
Published by Carlsson Bokförlag, 
2014
16.5 x 11 cm (h x l)
Gift of Svensk Bokkonst
NMK 74/2018

Book
Jockeyklubben. 125 år i galopp-
sportens tjänst
Paper, printed
Grafic design by Lukas Möllersten 
(b. 1975), bookbinding by Elanders 
Fälth & Hässler
Published by Jockeyklubben, 2014
24 x 17 cm (h x l)
Gift of Svensk Bokkonst
NMK 72/2018
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pictures of Garbo are role portraits 
produced by still photographers 
who worked for her film company 
Metro-Goldwyn-Mayer, among them 
Clarence Sinclair Bull. In the early 
pictures of the then newly arrived 
actress in 1925, Garbo had not yet 
been styled to the persona later 
created for her in Hollywood. By 
1931, when this photo was made, 
she had become one with the film 
industry’s official image and it was 
difficult to distinguish the person 
from the characters in her roles. This 
role portrait from Susan Lenox; Her 
Fall and Rise shows the actress as a 
kind of femme fatale, variations on a 
theme that occurs in most of Garbo’s 
films.

Gelatin silver print, half-matte baryte 
paper, 33.5 x 26.7 cm 
The Ulla and Gunnar Trygg Fund 
(purchase 2017, accession 2018)
NMGrh 5160
Graham Greene wrote with great 
admiration about Garbo in film 
reviews in the 1930s. Roland Barthes 
analyzed her face in the essay 
“Le Visage de Garbo”, published 
in Mythologies (1957). David Bowie 
sang “I’m the twisted name on 
Garbo’s eyes” in “Quicksand” on 
the album Hunky Dory (1971). 
The myth of Garbo is far greater 
than the sum of Greta Gustafsson’s 
life and roles. Paradoxically, the 
photographic still image of the 
actress’s face is more famous today 
than her role interpretations and 
films. Most of the well-known 

which Arosenius exhibited at the 
Salon des Indépendants in Paris in 
1905.

John Bauer (1882–1918), Swedish
Joseph Bauer (1849–1921), Butcher, 
German, Active in Sweden, Father of 
the Artist, Married to Emma Wadell, 
1900 (?)
Watercolour, 28 x 15.5 cm 
The gift fund of Gripsholms-
föreningen av år 1937 (the Axel 
Hirsch Fund)
NMGrh 5173

Fig. 77 
Clarence Sinclair Bull (1895–1979), 
American
Greta Garbo (1905–1990), 
b. Gustafsson, Actress, from the 
Film ”Susan Lenox, Her Fall and 
Rise”, 1931

Fig. 72
Ivar Arosenius (1878–1909), 
Swedish
Edvard Waller (1870–1921), Sculptor, 
1904 or 1905
Watercolour, gouache and pencil on 
paper, 30 x 25.5 cm 
The Hedda and N. D. Qvist Fund
NMGrh 5163
For several years, Ivar Arosenius 
made portraits of his artist friends, 
often in profile. They are consistently 
graphic in character, with unbroken 
outlines and a muted, somewhat 
blackened palette. The sculptor 
Edvard Waller was among 
Arosenius’s associates during his 
stay in France in 1904–05, and it was 
during this period that he created 
this portrait of his artist friend. It 
may have been among the 86 works 

Fig. 72 Ivar Arosenius, Edvard Waller, NMGrh 5163.

Fig. 73 Robert Lundberg, Fredrik Ulrik Wrangel af Sauss, NMGrh 5177.
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av Nådens barn; En miljöstudie 
(Images of the Children of Grace; 
An Environmental Study, 1963). 
In it, he depicts Rosenian Pietists, 
followers of an evangelic movement. 
Jonsson designates the illustrations 
of his book as “The Environments”. 
They comprise both portraits of 
the Children of Grace and interiors 
and still lifes from their homes. The 
dignified portrait of P.A. Söderström 
represents the small farm culture 
that could once be found all over 
Sweden. Jonsson’s photos plays a 
crucial role in the documentation 
of these people. They are always 
depicted in their own environment in 
photographs devoid of nostalgia. 
Jonsson worked primarily as a 
documentary photographer, but also 
as a field ethnologist, an author and 
a film maker. In 1993, he wrote that 
“we must thwart the plans of time 
and save threatened environments, 
people and phenomena, so that in the 
future we can at least meet them in 
documentary photographs”.

Fig. 73
Robert Lundberg (1861–1903), 
Swedish
Fredrik Ulrik Wrangel af Sauss 
(1853–1929), Earl, Chamberlain, 
Genealogist, Author, Embezzler, 
Married to the Artist Maria Asplund, 
1895
Oil on wood, 26 x 20 cm 
The gift fund of Gripsholms-
föreningen av år 1937 (the Axel 
Hirsch Fund)
NMGrh 5177
F. U. Wrangel originally wanted to 
be an artist, studying painting in 
Düsseldorf in 1876–77 and then in 
Munich, Venice and Florence. Back 
in Sweden in the mid 1880s, Wrangel 
instead became a royal genealogist. 
His book about Prince Gustaf (VI) 
Adolf’s descent from the House 
of Vasa was the reason Lundberg 
portrayed him in Renaissance 
costume. Wrangel is mainly 
remembered as the man who was 
forced into exile after embezzling 
funds from Queen Sofia. 

Wilhelm Marstrand (1810–1873), 
Danish
Helena Roed (1843–1926), Danish, 
active in Sweden, Author, Married to 

David Klöcker Ehrenstrahl 
(1628–1698), workshop of, Swedish
Karl XI (1655–1697), King of Sweden, 
Palatine Count of Zweibrücken, 
Married to Ulrika Eleonora the Elder, 
Princess of Denmark, Queen of Sweden
Oil on canvas, 173.5 x 245 cm 
Transferred from the Legal, 
Financial and Administrative 
Services Agency 
NMGrh 5171

Henry Buergel Goodwin 
(1878–1931), German, active in 
Swedish
Anders de Wahl (1869–1956), 
Actor, as Konrad Herbot in Arthur 
Schnitzler’s ”The Big Scene”, Staged at 
the Royal Dramatic Theatre in 
Stockholm in 1917, 1917
Gelatin silver print (?), 29.7 x 20.7 cm 
The gift fund of Gripsholms-
föreningen av år 1937 (the Axel 
Hirsch Fund)
NMGrh 5165
See article on p. 89, Henry B. Goodwin 
– a Visual Artist with the Camera as 
His Tool.

Henry B. Goodwin (1878–1931), 
German, active in Swedish
Nathan Söderblom (1866–1931), 
Archbishop, Theologian, 1930
Photography, 22 x 17.3 cm 
The gift fund of Gripsholms-
föreningen av år 1937 (the Axel 
Hirsch Fund)
NMGrh 5175
See article on p. 89, Henry B. Goodwin 
– a Visual Artist with the Camera as 
His Tool.

Fig. 74
Sune Jonsson (1930–2009), 
Swedish
Per Albin Söderström (1883–1969), 
Farmer, Shoemaker, 1962
Gelatin silver print, 40 x 26.6 cm 
The gift fund of Gripsholms-
föreningen av år 1937 (the Axel 
Hirsch Fund)
NMGrh 5162
The retired farmer P.A. Söderström is 
photographed in his home in 
Ytterbyn (Lövånger Parish). On the 
wall hangs a Bible saying: “Be thou 
faithful unto death and I will give 
thee the crown of life” (Revelation 
2:10). The portrait was made by 
Sune Jonsson for his book Bilder 

Fig. 74 Sune Jonsson, Per Albin Söderström, NMGrh 5162.
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different ages. Bodil Jönsson is not 
regarding us, but the future, and the 
hour hand on her watch is just a 
hint. Instead, paradoxically, it is one 
of her students who meets our gaze. 
There are no artificial gestures or 
dissimulation here, just a straight-
forwardness recognisable to eve-
ryone. Two lonely, colourful books 
are all that suggest Bodil Jönsson’s 
extensive work as an author. 

Fig. 80
Olof Johan Södermark 
(1790–1848), Swedish
Unknown Woman, 1830
Oil on canvas, 73.5 x 61.2 cm
The Hedda and N. D. Qvist fund
NMGrh 5174
In the 1830s and 1840s, Johan Olof 
Södermark was one of the leading 
portrait painters of Sweden. His 
images of women, in particular, are of 
a very high quality. In them, the artist 
excelled in the rendering of costumes 
and accessories. In this portrait he 
has carefully worked out the folds 
and draping of the dress and the lace 
veil, as well as details of the necklace. 

influence on the country’s public 
finances. A preliminary study for 
the face of the sitter was already to 
be found in the Swedish National 
Portrait Gallery collection.

Fig. 76
Johan Patricny (b. 1976), Swedish
Bodil Jönsson ( b. 1942), b. Ahlberg, 
PhD in Physics, Professor in 
Rehabilitation Technology, Married 
to Claes Göran Jönsson, Partner 
to Göran Bryntse, to the Right Two 
Students, Grandchildren of the Sitter, 
Rut Lindqvist ( b. 1995) och Jakob 
Lindqvist ( b. 1998), 2018
Oil on canvas, 100.5 x 130 cm
The gift fund of Gripsholms-
föreningen av år 1937 (the Axel 
Hirsch Fund)
NMGrh 5168
The model is depicted in the 
environment in which she worked 
as an academic teacher. It is not by 
chance that you see two of her stu-
dents next to her; Bodil Jönsson has 
often highlighted her role as an edu-
cator. In this portrait, the students 
not only represent learning but also 
different dimensions of time – ana-
lysis and reflection. This is possibly 
also a suggestion of humankind’s 

crash in what is now Zambia. 
Hammarskjöld’s tenure was 
marked by the cold war, and he 
worked particularly for nuclear 
disarmament. He was awarded the 
Nobel Peace Prize posthumously 
in 1961. 

Fig. 81
Lorens Pasch the Younger 
(1733–1805), Swedish
Johan Liljencrants (1730–1815), 
b. Westerman, Count, Councillor of 
the Realm, President of the National 
Board of Trade, Married to 1. 
Ottiliana Vilhelmina Transchiöld, 
2. Baroness Eleonora Stiernstedt, 
1787
Oil on canvas, c. 105 x 85 cm 
Gift of Lars von Engeström, Heby 
NMGrh 5166
Johan Liljencrants, born Westerman, 
was the son of a regimental chaplain 
and enjoyed a long and successful 
life that led to his being made a 
count. Lorens Pasch the Younger’s 
portrait shows him in the magni-
ficent ermine-trimmed robes of a 
Councillor of the Realm, but it was 
above all as the holder of various 
senior positions in the civil service 
that he was to have a decisive 

Professor of Aesthetics Carl Rupert 
Nyblom; in the Role Leonora in Ludvig 
Holberg’s comedy ”The Fortunate 
Shipwreck” (Det lykkelige skibbrud, 
1724), c. 1857–59
Oil on canvas, 63.5 x 50.5 cm 
The Wiros Fund
NMGrh 5158
See article on p. 63, Danish 
Golden Age Portraits in the 
Nationalmuseum – New Acquisitions 
Going Back a Hundred Years. 

Fig. 75
Lennart Nilsson (1922–2017), 
Swedish
Dag Hammarskjöld (1905–1961), 
Economist, Civil Officer, Secretary- 
General of UN, 1953
Gelatin Silver print, 20 x 29.7 cm 
Gift of the estate of Lennart Nilsson 
through Catharina Nilsson and Anne 
Fjellström
NMGrh 5161
The Swedish diplomat Dag 
Hammarskjöld, second Secretary-
General of the UN, is photographed 
here in his office at the UN head-
quarters in New York. In 1953, he had 
succeeded Trygve Lie, a Norwegian, 
and he would head the UN until 1961, 
when he was killed in an airplane 

Fig. 75 Lennart Nilsson, Dag Hammarskjöld, NMGrh 5161.
Fig. 76 Johan Patricny, Bodil Jönsson, to the Right Rut Lindqvist and Jakob 
Lindqvist, NMGrh 5168.
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Amanda Tigerhielm was married to 
botanist and Professor Bergianus 
Nils Johan Andersson, and mother of 
artist J.A.G. Acke. 

Ove Wallin (b. 1931), Swedish
Ingmar Bergman (1918–2007), 
Film and Theater Director, Author, 
1957
Gelatin silver print, c. 200 x 100 cm 
Transferred from NMGrh indep s.n. 
NMGrh 5172

Joseph Weninger (1802–1875), 
Austrian
Helena Sergevna Schherbatova 
(1826–1855), Russian Princess, 
Married to the Swedish Diplomate 
Gustaf af Nordin, c. 1850
Daguerreotype, 10 x 7.5 cm 
The gift fund of Gripsholms-

Steichen the Photographer. This 
portrait of Garbo is a reprint that 
the artist made particularly for this 
exhibition.

Fig. 79
Amanda Tigerhielm, 
m. Andersson (1832–1906), 
Swedish
Self-portrait, 1857
Oil on canvas, 44.5 x 33.5 cm 
The gift fund of Gripsholms-
föreningen av år 1937 (the Axel 
Hirsch Fund)
NMGrh 5164
Amanda Tigerhielm, more widely 
known as Amanda Andersson, had 
artistic talent but lacked formal 
schooling. She worked as a copyist, 
among other things, and the National 
Portrait Gallery has some examples. 

The photographer wanted to show 
more of her famous face. The actress 
therefore used her hands to smooth 
and hold back her hair. This study is a 
close-up that gets closer to the Divine 
face than most in the Steichen series. 
The actress’s intense gaze is directed 
towards the camera lens. Through 
this composition, the photographers 
placed the focus on Garbo’s soulful 
eyes and her face’s classically clean 
lines. Steichen’s portraits are still 
among the most famous pictures of 
Garbo. Edward Steichen had a long 
career as an influential photographer. 
During the period 1947–62, he was 
also the director for the collection 
of photos at the Museum of Modern 
Art in New York. The year before his 
retirement, the museum celebrated 
him with a major retrospective, 

Fig. 78
Edward Steichen (1879–1973), 
American
Greta Garbo (1905–1990), 
b. Gustafsson, Actress, 1928, print 
c. 1961
Gelatin silver print, flush-mounted 
on board, 42.5 x 34 cm 
The Fritz Ottergren Fund and the 
Ulla and Gunnar Trygg Fund 
(purchase 2017, accession 2018) 
NMGrh 5159
In 1928 Greta Garbo played a 
femme fatale, elegant and seemingly 
spoiled but ultimately noble and 
self-sacrificing, in the film A Woman 
of Affairs. In connection with the 
production, Edward Steichen took a 
number of portraits for Vanity Fair. 
He was bothered by the curly haircut 
that Garbo’s character had in the film. 

Fig. 77 Clarence Sinclair Bull, Greta Garbo , NMGrh 5160.

Fig. 78 Edward Steichen, Greta Garbo (1905–1990), b. Gustafsson, Actress, 
NMGrh 5159.
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left c. 3.5 x 3 cm, miniature in the 
middle c. 5 x 4 cm, miniature on the 
right c. 3.5 x 3 cm 
The Hjalmar and Anna Wicander 
Fund
NMGrh 5176

and Norway, Married to Josefina, 
Princess of Leuchtenberg, Queen of 
Sweden and Norway
Oil on canvas, c. 250 x 140 cm 
Transferred from NMGrh indep 
LXXXIX 
NMGrh 5170

Unknown artists and Johannes 
Möller (1814–1885), German
Adolph (1817–1905), Prince of 
Nassau-Weilburg, Duke of Nassau, 
Grand Duke of Luxembourg; Karl 
XV (1826–1872), King of Sweden and 
Norway; Fredrik (1797–1881), Prince 
of Oranien-Nassau, Prince of the 
Netherlands, 1849
Portrait miniatures, three paintings 
mounted together, miniature on the 

föreningen av år 1937 (The Axel 
Hirsch Fund)
NMGrh 5169
See article on p. 53, Joseph Weninger 
– An Itinerant Photographic Pioneer.

Unknown artist, 18th century 
Anders Svensson Westerman 
(1672–1739), Parish Priest, Married 
to 1. Inga Lysing, 2. Maria Christina 
Gyllenkrook
Oil on canvas, 99 x 83.5 cm 
Gift of Lars von Engeström, Heby 
NMGrh 5167

Unknown artist, 19th century, 
copy after Carl Theodor Staaf 
(1816–1880), Swedish
Oskar I (1799–1859), King of Sweden 

Fig. 80 Olof Johan Södermark, Unknown Woman, NMGrh 5174.

Fig. 79 Amanda Tigerhielm, m. Andersson, Self-portrait, NMGrh 5164.
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Fig. 81 Lorens Pasch the Younger, Johan Liljencrants, NMGrh 5166.
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STAFF PUBLICATIONS AND ACTIVITIES 2017–2018

Lectures and workshops
“CATS, Technology and Practice: 
Studying the European Visual Arts 
1800–1850. Paintings, Sculpture and 
Art on Paper”, Statens Museum for 
Kunst, Copenhagen, Denmark, 15–16 
June.

Lena Dahlén
Lectures and workshops
“Composition, Alteration and 
Degradation: Panel”, Technical 
Art History I, The Department of 
Culture and Aesthetics, Stockholm 
University, 18 December.

Veronica Eriksson
Lectures and workshops
“Expert Meeting on the Cleaning of 
Unpainted Plaster Cast Sculptures”, 
Ny Carlsberg Glyptotek, Statens 
Museum for Kunst and Thorvaldsens 
Museum, at Ny Carlsberg Glyptotek, 
Copenhagen, Denmark, 8–9 May.

Helen Evans
Lectures and workshops
“Nationalmuseums nya tecknings- 
och grafikmagasin”, Conference 
Tema: Magasin – nyckel till historia 
och framtid, at the Museum of 
Artistic Process and Public Art, 
organized by the Swedish National 
Heritage Board, the Museum of 
Artistic Process and Public Art, the 
Biological Museum, the Botanical 
Garden, University Libraries and 
the Historical Museum at Lund 
University, and the Swedish 
Museums Association, Lund 22–23 
November. 

Maria Franzon
Publications
“Layers upon Layers – Integrating 
an Image-Based Mapping Tool for 
Object Condition Documentation 
with a Collection Management 
System”, Karin Glasemann co-
author, in Linking Past and Future, 
ICOM-CC 18th Triennial Conference 
2017, Copenhagen, 4–8 September.

Lectures and workshops
“Layers upon Layers – Integrating 
an Image-Based Mapping Tool for 
Object Condition Documentation 
with a Collection Management 
System”, Linking Past and Future, 
ICOM-CC 18th Triennial Conference 

23 October.
“Bildanalys”, Gender studies B, 
Centre for Gender Research, Uppsala 
University, Uppsala, 21 November. 
 
Other academic and professional 
activities
Conference “Ceramic Values: Can 
ceramics make a difference?”, 
Stoke-on-Trent, England, 4–6 
October.
Guest curator for the exhibition 
“Tyra Lundgrens reliefer” with the 
museum director Tomas Järliden, 
Bror Hjorths Hus, 2 December 
2017–28 January 2018. 
Senior lecturer in visual arts and 
form, Centre for Gender Research, 
Uppsala University. 
Guest editor for Gotland med 
konstnärens blick, Gotländskt Arkiv 
2017, Meddelande från Föreningen 
Gotlands Fornvänner, Årgång 89.

Charlotta Bylund Melin
Publications
Wooden Objects in Historic Buildings: 
Effects of Dynamic Relative Humidity 
and Temperature, doctoral diss., 
Gothenburg Studies in Conservation 
43, Göteborg, 2017.
“Moisture Gradients in Wood 
Subjected to RH and Temperatures 
Simulating Indoor Climate 
Variations as Found in Museums 
and Historical Buildings”, in Journal 
of Cultural Heritage, Volume 25, 
May–June 2017, pp. 157–162.

Other academic and professional 
activities
Chairman of the Nordic Society for 
Conservators – Sweden. 

Fernando Caceres Jara
Publications
Gilgamesh and Enkidu: Beyond Death 
(Korean translation), Yulin Social 
Academy Publishing corp.
“The Reform Club, London – The 
Grand British-Italian Palazzo of 
the Industrial Age”, in Studying the 
European Visual Arts: Paintings, 
Sculpture, Interiors and Art on Paper, 
(eds.) Joyce H. Townsend and Abbie 
Vandivere, Archetype, London 2017, 
pp. 9–22. 

“Finsk design och svensk kritik. 
Receptionen av finsk design i 
Sverige”, in Hundra år av finsk design 
ur Rafaela & Kaj Forsbloms samling 
(Nationalmuseum Design, Kultur-
huset exh. cat.), Stockholm 2017, pp. 
59–73.

Lectures and workshops
“Tyra Lundgrens verksamhet för 
Venini glasbruk”, Estrid Ericsons 
vänner (The Estrid Ericson Friends 
Association), Stockholm, 30 January.
“Teoricollage som pedagogisk metod 
i genusvetenskapen”, Conference 
on teaching and learning in higher 
education, Uppsala university, 
Blåsenhus, Uppsala, 14 February. 
“Tyra Lundgren”, The Antiques 
Fair, organizer Li Pamp, Älvsjö, 18 
February. 
“Tyra Lundgren”, Uppsala Kvinnliga 
akademikers förening, Uppsala, 21 
February.
“Stig Lindberg”, Konstföreningen 
Tre Rosor, Danderyd, Djursholm, 28 
March.
“Stig Lindberg”, Unionen Seniorer, 
Stockholm, 3 April.
“Konsthantverket och dess platt-
formar idag”, Hedvig Hedqvist’s 
scholarship award ceremony for Love 
Jönsson, Proventus, Stockholm, 
24 April.
“Konstens kanonkritik och 
institutionalisering”, Gender studies 
A, Centre for Gender Research, 
Uppsala University, Uppsala, 3 May, 
7 and 15 December.  
“Konst, kropp, kön. Lust, last, blickar, 
begär”, Gender studies A, Centre for 
Gender Research, Uppsala 
University, Uppsala, 16 May, 11 and 
19 December.
“Feministisk konstaktivism” 
Gender studies A, Centre for Gender 
Research, Uppsala University, 
Uppsala, 23 May, 8 and 18 December.
“Workshop teoricollage”, Gender 
studies A, Centre for Gender 
Research, Uppsala University, 
Uppsala, 24 May, 12 and 20 
December.
“Den hyllade kvalitetsvaran som 
försvann”, The Gustavsberg 
Porcelain Museum, Nationalmuseum 
at Almedalsveckan, Visby, 3 July. 
“Artist Talk with Anne Dressen”, 
Curating Craft, Iaspis, The Swedish 
Arts Grants Committee, Stockholm, 

Staff Publications and 
Activities 2017

Rickard Becklén
Lectures and workshops
“Composition, Alteration and 
Degradation: Canvas”, Technical 
Art History I, The Department of 
Culture and Aesthetics, Stockholm 
University, 18 December.

Marika Bogren
Publications
“Klotet, konen, bågformen & de 
parallella linjerna – Tyra Lundgren 
hos André Lhote”, in Form och färg. 
André Lhote och svensk kubism (Prins 
Eugens Waldemarsudde exh. cat. no. 
124:17), Stockholm 2017, pp. 178–193.
Gotland med konstnärens blick, co-
editor with Cathrin Emdén. Johanna 
Pietikäinen, Annika 
Svahnström, Angelica Blomhage, 
Armin Scholler, and Berit Ångman 
Svedjemo co-authors, Gotländskt 
arkiv 2017, Meddelande från 
Föreningen Gotlands Fornvänner, 
Årgång 89, Visby 2017.
“Drömmen om Gotland 1840–1940”, 
in Gotland med konstnärens blick, 
(ed.) Marika Bogren and Cathrin Em-
dén, Gotländskt Arkiv 2017, årgång 
89, Gotlands museum 
Fornsalens förlag, Visby 2017, pp. 
12–43. 
“Älskemänniska. Ellen von Hallwyl 
och Johnny Roosval”, in Gotland med 
konstnärens blick, (ed.) Marika 
Bogren and Cathrin Emdén, 
Gotländskt arkiv 2017, Meddelande 
från Föreningen Gotlands Forn-
vänner, Årgång 89, Visby 2017, pp. 
52–57.
“Tyra Lundgren. Konstnären och 
hennes gotländska sammanhang”, in 
Gotland med konstnärens blick, (ed.) 
Marika Bogren and Cathrin Emdén, 
Gotländskt arkiv 2017, Meddelande 
från Föreningen Gotlands Forn-
vänner, Årgång 89, Visby 2017, pp. 
162–173.
“Kaffe med första museichefen. 
Marika Bogren i samtal med Jan 
Brunius”, in Gotland med konst-
närens blick, (ed.) Marika Bogren 
and Cathrin Emdén, Gotländskt arkiv 
2017, Meddelande från Föreningen 
Gotlands Fornvänner, Årgång 89, 
Visby 2017, pp. 174–181.
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Magnus Olausson
Publications 
“Shaped by ideals: Count Tessin 
and art collecting in 1740s Paris”, in 
Collecting Enlightenment: Carl Gustaf 
Tessin and the Making of National 
Collections, (ed.) Kurt Almqvist & 
Louise Belfrage, Sthlm 2017, pp. 
57–71.
“Carl Gustaf Tessin: A Biography” in 
Treasures from the Nationalmuseum 
of Sweden. The Collections of Count 
Tessin, (ed.) Colin B. Bailey, The 
Morgan Library & Museum, New 
York, pp. 12–23. “Carl Gustaf Tessin: 
An Art Lover in Paris, 1739–42” in 
Treasures from the Nationalmuseum 
of Sweden. The Collections of Count 
Tessin, (ed.) Colin B. Bailey, The 
Morgan Library & Museum, New 
York, pp. 24–39. [with Colin B. 
Bailey], “The Collections of Count 
Tessin: French Paintings- Entries”, in 
Treasures from the Nationalmuseum 
of Sweden. The Collections of Count 
Tessin, (ed.) Colin B. Bailey, The 
Morgan Library & Museum, New 
York, pp. 44-78.

Lectures 
“The Chinese Pavilion at Drott-
ningholm – A Royal Hermitage”, 
Royal castles and palaces a changing 
symbolic language. An international 
seminar arranged by Axel and 
Margaret Ax:son Johnson 
Foundation at Gripsholm Castle, 
15 September.
“När Mittens rike kom till Sverige”, 
Kinabilder. A seminar arranged by 
Axel and Margaret Ax:son Johnson 
Foundation at Engelsberg, 5 October.

Other academic and professional 
activities
Associate Professor at Uppsala 
University. 
Member of the Council for 
Protection of Ecological and 
Aesthetic Matters of the City of 
Stockholm. Member of the 
Governmental Council of National 
Heraldry. 
Member of the Riksbank Committee 
for Commemorative Coins. 
Member of the Royal Society for 
the Publication of Documents on 
Scandinavian History.

Loughsborough, England, 7–8 April.
“Rodin – den moderna skulptur-
konstens fader”, Uppsala Senior-
universitetet (Uppsala University of 
the Third Age), Uppsala, 1 February.
“Franska hantverkare i karolinsk 
tid”, Karolinska förbundets winter 
assembly, Stockholm, 28 February.
“De fransöske hantwerkarna på 
Stockholms slott”, Art History II, 
the Department of Culture and 
Aesthetics, Stockholm University, 
13 March. 

Other academic and professional 
activities
Board member of Karolinska 
förbundet. 

Billy Höök
Publications
“Two Mid-19th-Century Chinese 
Lacquered Folding Screens Still in 
Use – Research and Conservation”, 
Johanne Bornemann Mogensen, 
Lis Sejr Eriksen, Herant Khanjian, 
Martin Nordvig Mortensen, Michelle 
Taube, Michael Schilling co-authors, 
in Linking Past and Future, ICOM-
CC 18th Triennial Conference 2017, 
Copenhagen, 4–8 September.

Eva-Lena Karlsson
Publications
“The Swedish National Portrait 
Gallery”, in (ed.) Alex Milazzo Por-
traits Heavy Music Artwork, London 
2017, pp. 14–15. 

Lectures and workshops
“Sofia Albertina: A Swedish Princess 
from Rococo to Biedermeier”, En-
lightened Princesses. Britain and Eu-
rope, 1700–1820, Tower of London, 
conference organized by Historic 
Royal Palaces, Yale Center for British 
Art and Paul Mellon 
Centre for Studies in British Art, 
London, 31 October.
“Hans Geddas porträttfotografi 
– Från Far i garaget till Weeping 
Willows”, Bror Hjorths Hus, Uppsala, 
16 November. 
“Resande fotografer. Några nedslag 
i svenskt porträttfotografi vid 1800- 
och 1900-talets mitt”, Konstveten-
skapliga institutionens vänner i 
Uppsala (Friends of the Department 
of Art History in Uppsala), Uppsala, 
4 December.

Margareta Gynning
Publications
“Lars Gynning – brobyggare och 
kosmopolit” in Form och färg. André 
Lhote och svensk kubism, (eds.) Anna 
Meister and Karin Sidén (Prins 
Eugens Waldemarsudde exh. cat. no. 
124:17), Stockholm 2017, pp. 216–229.
“Synen på svenskhet undersöks 
genom konsten” in Konsten att 
beröra, by Margareta Gynning 
(and 14 other authors), Kulturrådets 
skriftserie, Stockholm 2017:1, pp. 6–9.

Lectures and workshops
“Kvinnliga konstnärer i 1880-talets 
kosmopolitiska konstliv”, Carl 
Larsson-gården in Sundborn, 
9 March.
“Nationalism – kan vi lita på vad 
bilderna berätta”, Hemslöjden, the 
National Association of Swedish 
Handicraft’s annual meeting i May, 
Stockholm.
“Porträtt och Selfies – hur man velat 
bli sedd genom århundradena”, 
Kulturföreningen Christinas 
Wänner, Christinehof Castle, 
10 August.
“Kulturarvet – en möjlighet eller ett 
hot?”, interviewed by Robert Fux 
at the seminar Hand Made Issues, 
Kulturhuset (Stockholm House of 
Culture), 7 September.

Linda Hinners
Publications
“Les appartements royaux du 
château de Stockholm”, Martin 
Olin co-author in (eds.) Thomas W. 
Gaehtgens, Markus A. Castor, Frédé-
ric Bussmann and Christophe Henry 
Versailles et l´Europe, 
Heidelberg 2017, www.arthistoricum.
net, pp. 668–692.

Lectures and workshops
“L’influence de Rodin sur des fem-
mes sculpteurs suédoises à Paris au 
tournant de 1900”, Rodin : L’onde 
de choc, Musée Rodin/Grand Palais, 
Paris, France, 22–23 March.
“Torches and Torsos. Experiencing 
sculpture in artificial light – some 
Swedish examples from around 
1800”, Association for Art History 
Annual Conference and Book 
Fair; Session: Sculpture in Motion 
(Martina Droth and Sarah Victoria 
Turner), Loughborough University, 

2017, The Tivoli Congress Center, 
Copenhagen, 4–8 September.

Other academic and professional 
activities
Secretary of the Swedish Society for 
Textile Conservation

Elisabet Geijer
Other academic and professional 
activities
Board member of the Nordic Society 
for Conservators – Sweden. 

Karin Glasemann
Publications
“Layers upon Layers – Integrating 
an Image-Based Mapping Tool for 
Object Condition Documentation 
with a Collection Management 
System”, Maria Franzon co-author, 
in Linking Past and Future, ICOM-
CC 18th Triennial Conference 2017, 
Copenhagen, 4–8 September.

Lectures
“Share Your Treasures and Keep 
Them. Nationalmuseum’s Way 
towards Open Access”, Sharing Di-
gitized Collections: Europeana Work-
shop, Kelvin Hall, National Library of 
Scotland, Glasgow, 
11 January. 
“Step by Step. Nationalmuseum’s 
Way towards Open Access”, Sharing 
is Caring – Hamburg Extension; 
Opening up! Building Connectivity 
through Cultural Heritage, 
Universität Hamburg, Hamburg, 
21 April.
“Digitalisering på Nationalmuseum: 
Från stuprör till helhetstänk” 
with Jonas Burvall and Rikard 
Nordström, Museernas vårmöte 
– Museet utan gränser, Södertälje 
stadshus, Södertälje, 26 April. 
“Nationalmuseums väg till Public 
Domain”, Museernas vårmöte – 
Museet utan gränser, Södertälje 
stadshus, Södertälje, 26 April. 
“Öppna data – till vad och för vem?”, 
Biblioteksdagarna Växjö, Växjö, 
10 May. 
“Come in, We’re OPEN – Why We 
Need Open Licenses”, Picture 
Library Symposium Study Day, As-
sociation for Cultural Enterprises, 
London, 26 October.
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Veronica Eriksson
Publications
“Vad är bra material för 
utställningar?” in Realia, med-
författare: Alissa Andersson, 
Sara Norrehed, Stockholm, nr 1, 
2018, pp. 30–31.

Maria Franzon
Lectures and workshops
Organized a two-day conference on 
preservation documentation at the 
Nationalmuseum in collaboration 
with Bothéns fund. In conjunction 
with the conference, a podcast was 
produced: “Det var en gång”, 6–7 
December.
Deltagit i Samlingsforum 2018, Visby 
22–23 November.

Karin Glasemann
Lectures and workshops
“How we boosted the value of our 
collection”, Europeana workshop: 
Boost the value of your digital 
collections, Europeana and The 
National Library of Finland, 
Helsingfors, 15 February.
“Come in we’re open. Why we need 
open licenses and where they took 
us”, De nouvelles démocraties du 
savoir ? Pourquoi et comment ouvrir 
à la réutilisation les images des 
collections publiques, Institut natio-
nal d’histoire de l’art, Paris, 
23 October.

Other academic and professional 
activities
Member of the steering committee 
for the project: Arosenius – hur 
frammanas konstnären ur arkiven?
Member in Europeana Members’ 
Council sedan 2016, re-elected for 
three years in December 2018.

Margareta Gynning
Publications
“Jeanna Bauck”, https://www.skbl.
se/sv/artikel/JeannaBauck, Svenskt 
kvinnobiografiskt lexicon, Göteborgs 
universitet, premiere for the website, 
April 2018.

Lectures and workshops
“Nationalromantik och identitet”, 
Dalarnas museum, Falun, 
10 February.
“Selfies – porträtt då och nu”, 
Kulturhuset Borås stad, Borås, 

Ulrika Schaeder
Lectures
“Anchoring a Ceramic Treasure”, 
Conference “Ceramic Values: Can 
ceramics make a difference?”, 5th 
British Ceramics Biennial, Potteries 
Museum and Art Gallery, Stoke-
on-Trent, England, 6 October.

Kriste Sibul
Lectures
“Towards a New Museum”, Changing 
contexts: from environment to 
ideas, The 11th Triennial Meeting 
for Conservators of the Baltic States, 
Estonian National Museum, The 
New Building, Tartu, Estland, 
10–15 May.

Other academic and professional 
activities
Board member of ICOM-CC, ICOM 
Committee for conservation. 

Anne-Grethe Slettemoen
Other academic and professional 
activities
Deputy chairman of the Nordic 
Society for Conservators – Sweden. 

Staff Publications and 
Activities 2018

Charlotta Bylund Melin
Publications
“Simulations of moisture gradients 
in wood subjected to changes 
in relative humidity and 
temperature due to climate change” 
in Geosciences, co-authors 
Hagentoft, Carl-Eric, Holl, Kristina, 
Nik, M. Vahid, Kilian, Ralf, https://
doi.org/10.3390/geosciences8100378, 
2018/8/378.

Lectures and workshops
“Inomhusklimat i historiska 
byggnader och dess påverkan på 
träföremål”, Institutionen för 
kulturvård, Göteborgs universitet, 
Göteborg, 5 April.
“Inomhusklimat i historiska 
byggnader: Hur påverkas träföremål 
och hur kan skador relateras till 
luftfuktighet och temperatur?”, 
Klimat, bevarande, arkiv – vad, hur 
och varför? Riksarkivet, Stockholm, 
29 May.

Kunst, Copenhagen, Denmark. 
“Rome post Rome – Gustaf Wilhelm 
Palm’s later paintings of Roman 
subjects”, paper at conference 
Northern European Authors and 
Artists in Rome 1780–1950, 6–7 April 
at the Swedish and Danish Institutes 
in Rome, Italy. 
“Carl Johan Fahlcrantz and Peder 
Balke – a neglected master and his 
celebrated student” paper at 
Symposium Peder Balke – Painter 
of Northern Light 21 April at Scan-
dinavia House, New York, USA, 
organized in collaboration with 
The Metropolitan Museum of Art, 
New York. 
“De franska förebilderna och de 
Nordiska pionjärerna – om Paris 
konstscen under det sena 1800-talet”, 
Carl Larsson-gården in Sundborn, 
10 May.

Daniel Prytz
Publications
“Från esoterisk form- och färglära till 
dekorativ formgivning: Att söka ett 
kubistiskt språk och dess tillämpning 
i ett urval av svenskt konsthantverk 
och konstindustri” i Form och färg: 
André Lhote och svensk kubism, (eds.) 
Anna Meister och Karin Sidén (Prins 
Eugens Waldemarsudde exh. cat. no. 
124:17), Stockholm, 2017, 
pp. 259–293.

Lectures and workshops
“Kubism, art deco och svensk 
modernistisk konstindustri”, Prins 
Eugens Waldemarsudde, Stockholm, 
4 October.

Other academic and professional 
activities
Board member of Stiftelsen Siv & 
Carl Malmstens Minne.

Cilla Robach
Lectures
“Konstnärlig forskning – problem 
och möjligheter i relation till 
konstvetenskaplig forskning”, trial 
lecture for the appointment as an 
associate professor, the Department 
of Art History, Uppsala University, 
Uppsala, 19 December. 

Martin Olin
Publications 
“Gli acquerelli di Tarquinia di 
Ferdinand Boberg”, in Etruria di 
Alessandro Morani.Riproduzioni 
di pitture etrusche dalle collezioni 
dell’Istituto Svedese di Studi Classici 
a Roma, ed. A Capoferro and S. 
Renzetti, Rome 2017, pp. 75–86.
“Les appartements royaux du 
château de Stockholm” (with Linda 
Hinners), in Versailles et l’Europe, ed. 
Thomas W. Gaehtgens, Markus 
A. Castor, Frédéric Bussmann 
and Christophe Henry, Passages 
Online, Deutsches Forum für Kunst-
geschichte, Paris/Heidelberg vol. 1, 
2017, pp. 668–692.
“’Le vieux chevalier Fontana vit-il 
encore ou non?’ Nicodemus Tessin e 
l’eredità di Fontana nel Nord Euro-
pa”, in Carlo Fontana 1638–1714, ed. 
Giuseppe Bonaccorso and Francesco 
Moschini, Rome 2017, pp. 396–400.
   
Other academic and professional 
activities
Chairman of the national commit-
tee assessing Swedish post graduate 
studies in art history for the Swedish 
Higher Education Authority (UKÄ).
Member of the examination 
committee of Anna Schram Vejlby’s 
Ph.D. dissertation in art history, 
presented at the University of 
Copenhagen: – den bedste, troeste 
og smukkeste Lighed. Følelse og ideal i 
C.W. Eckersbergs portrætter.
Member of the International 
Scientific Committee of the Journal 
Studi Sul Settecento Romano.

Carl-Johan Olsson
Publications
“Zorn – aquarelliste et peintre: 
la gloire du virtuose” in Adeline 
Souverain (ed.) Anders Zorn – Le 
Maître de la Peinture Suédoise 
(exh. cat.). Paris 2017, pp. 105–124. 

Lectures 
“De nordiska konstnärernas Sicilien”, 
Museum of Mediterranean and Near 
Eastern Antiquities, Stockholm 
18 February. 
“The Subjects of the Oil Sketch – 
subjective perspectives versus prac-
tical purposes” paper at Symposium 
“Workshop Golden Age exhibition” 
9–10 March at Statens Museum for 
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and Emotions in the Baltic Sea 
Region, arranged by Stockholm 
University and Gothenburg 
University, 12–13 April.  

Daniel Prytz
Other academic and professional 
activities
Board member of Stiftelsen Siv & 
Carl Malmstens Minne.

Ulrika Schaeder
Lectures and workshops
“The Gustavberg Factory. Furnishing 
Sweden: from tableware to toilets”, 
MA program, History of Design and 
Curatorial studies, Parsons School of 
Design/Cooper Hewitt, Smithsonian 
Design Museum, New York, NY, 24 
October.

Emilia Ström
Lectures and workshops
“Polonica i Sverige och forskning 
i Nationalmuseums arkiv”, Polskt 
kulturarv i Sverige – föremål och 
historia (Polskie dziedzictwo kul-
turowe w Szwecji – Rzeczy i historia), 
Historiska institutionen vid Warsza-
was universitet, Warszawa, 18 June.

Other academic and professional 
activities
Board member of Föreningen i 
Polenmusei i Rapperswil Vänner.

Anders Svensson
Lectures and workshops
“Drottning Kristina i den nya 
samlingspresentation på National-
museum”, Christina-Akademin, 
Livrustkammaren, Stockholm, 8 
December.

Martin Olin
Publications 
“Art and Society 1650–1725”, in 
Swedish Art History. A Selection 
of Introductory Text, (ed.) Ludwig 
Qvarnström, Lund 2018, pp. 89–115.

Lectures 
“Drawing to learn: the first steps”, 
Centre Culturel Suédois, Paris, 
conference organized with Archives 
Nationales, in relation to the 
exhibition “Dessiner pour bâtir”, 
February 2018.
“War and Peace: Jacques Foucquet’s 
paintings in the state apartments 
of the Royal Palace in Stockholm”, 
at Eine gemeinsamme europäische 
Sprache? Deckemalerei und Raum-
künste an den europäischen Höfen 
um 1700, Hannover-Herrenhausen, 
13–15 September, 2018.

Other academic and professional 
activities
Chairman (2017–2018) of the natio-
nal committee assessing Swedish 
post graduate studies in art history 
for the Swedish Higher Education 
Authority (UKÄ).
Supervisor of Ph.D. dissertation de-
fended in November at Åbo Academy, 
Finland, by Minna Hamrin: Picturing 
Carnal Temptation and Sin in Italian 
Post-Tridentine Imagery (2018). 
Member of the International 
Scientific Committee of the Journal 
Studi Sul Settecento Romano.

Carl-Johan Olsson
Publications
“Swedish Art in the late 19th 
Century – From Modern to National” 
in Nordic Impressions – Art from 
Åland, Denmark, The Faroe Islands, 
Finland, Greenland, Iceland, Norway, 
and Sweden, 1821–2018. Washington 
2018. pp. 161–169.
“The Pillow in the Arts and the Pillow 
as Art” in exhibition catalogue Ulla 
Kraitz & Gustav Kraitz – Huvudsaken. 
Stockholm 2018. pp. 10–11. 

Lectures 
“Painted landscapes of national 
emotions – from creating to 
dissolving the pictorial territory of 
the Swedish-Norwegian union” 
paper at conference Nation and Loss: 
Nineteenth-Century Nationalisms 

Stockholms universitet, 
Institutionen för kultur och estetik, 
Stockholm, 16 October.

Other academic and professional 
activities
Board member of Genus i museer.

Helena Kåberg
Publications
Nationalmuseum i nytt ljus/National-
museum in a New Light, co-authors: 
Anders Bodin, Magnus Olausson, 
Joel Sanders, Rasmus Wearn, Fredrik 
Eriksson, Gabriele von Kardorff, Per 
Widén, Nationalmuseum, Stockholm, 
2018.
NM & En ny samling/NM & A New 
Collection, co-authors: Fredrik 
Eriksson, Matti Klenell, Andreas 
Nobel, Jasna Sersic, Marcelo Rovira, 
Torres, Stina Lövgren, Nationalmu-
seum, Stockholm, 2018.
Konstskatter ur samlingarna, red. 
Magnus Olausson; author: Sara 
Bernesjö [and 15 others], National-
museum, Stockholm, 2018.

Lectures and workshops
“Färgsättning i Nationalmuseum”, 
Färgforum 2018, Riksantikvarie-
ämbetet, Malmö, 19 April.

Magnus Olausson
Publications
“When the Middle Kingdom Came 
to Sweden”, in The Sampans from 
Canton and Essays on China, (ed.) 
Kurt Almqvist, Sthlm 2018, pp. 21–25.

Other academic and professional 
activities
Associate Professor at Uppsala 
University. 
Member of the Council for 
Protection of Ecological and 
Aesthetic Matters of the City of 
Stockholm. Member of the 
Governmental Council of National 
Heraldry. 
Member of the Riksbank Committee 
for Commemorative Coins. 
Member of the Royal Society for the 
Publication of Documents on 
Scandinavian History.

20 February.
“Hur påverkar nationalromantiken 
oss idag?”, Skansen – Skånska 
gruvan, Stockholm, 9 May.
“Bilden av Sverige – historien är 
en del av nuet”, Not Quite Fengers-
forsbruk; Not Quite our land, Åmål, 
9 May.
“Genusvisning kring sekelskiftet 
1900 i nya Nationalmuseums 
samlingspresentationer”, föreläsning 
för Genus på museer, Stockholm, 
15 November.

Linda Hinners
Publications
“Les éleves suédois” in Transmission/
Transgression Maîtres et élèves 
dans l’atelier: Rodin, Bourdelle, 
Giacometti, Richier, Musée Bourdelle, 
Paris, 2018, pp. 139–140.
“Gerhardt Meyer made me in 
Stockholm: a bronze ”Bathing 
woman” after Giambologna”, Do-
rothea Diemer co-author in 
The Burlington magazine, volume 
160, number 1384 (July 2018), pp. 
545–553.

Lectures and workshops
“Upstairs Downstairs, The Metamor-
phoses of Ovid in the Royal Palace 
in Stockholm” in session: Figuring 
Change: The early modern artistic 
reception of Ovid’s Metamorphoses, 
chairs: Philip Hardie, Lydia Hamlett, 
Association for Art History’s Annual 
Conference, Courtauld Institute 
of Art & King’s College London, 
London, 5–7 April. 

Other academic and professional 
activities
Board member of Karolinska 
förbundet.
Member of Vasamuseets Vänners 
Priskommitté.

Anna Jansson
Lectures and workshops
“Att locka besökare digitalt – 
hur Nationalmuseum hittar nya 
besökare genom att släppa konsten 
fri på nätet”, Digital destinations-
utveckling, Sörmlands turistut-
veckling AB, Folk & Kultur, Clarion 
Collection Hotel Bolinder, 
Eskilstuna, 7 February.
“Communicating the exhibition – 
marketing and PR strategies”, 
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