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ACQUISITIONS/IN THE SHADOW OF HORACE VERNET

W hen Per Krafft the Younger 
(1777–1863) returned to 
Sweden in 1805 after 
studying in Paris, with 

Jacques Louis David (1748–1825) as one of 
his teachers, it would be more than a decade 
before young Swedish artists again travelled 
to the city. This was above all because of the 
direct obstacles created by the constant 
wars of the Napoleonic era. With the peace 
of 1815, it also became possible, once more, 
to study art abroad. The first to do so was 
Hjalmar Mörner (1794–1837) in 1816, but he 
headed straight for Rome. The first Swede 
to study in the French capital again was 
Alexander Lauréus (1783–1823), who went 
there on a state scholarship from 1817 to 
1820. Others later followed – Olof Johan 
Södermark (1790–1848), 1824–25 and Pehr 
Gustaf von Heideken (1781–1864), 1826–27. 
All of these artists apart from Lauréus had a 
military background, with direct experience 
of the wars on the continent. The same was 
true of Alexander Clemens Wetterling 
(1796–1858), who in the autumn of 1826 
paid out of his own pocket to travel to Paris 
for artistic studies. 
 Alexander Clemens (known as Clemens) 
Wetterling was an artillery officer and had 
been actively involved in that capacity in 
the campaign against Napoleon (Fig. 1Fig. 1).1 

In the Shadow of Horace Vernet
A Swedish Artist in 1820s Paris

Magnus Olausson
Director of Collections

Fig. 1 Carl Peter Mazér (1807–1884), Alexander 
Clemens Wetterling (1796–1858), Major, Artist. Oil 
on canvas, 56 × 46 cm. Purchase: 1960. National-
museum, NMGrh 2720.
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during the year.7 It is very clear from it that 
Wetterling’s strength as a draughtsman lay 
in his precise powers of observation, with a 
particular fascination with scenery, inter-
esting characters and comical situations.
 The drawings are directly echoed in his 
letters home to his mother, Anna Regina 
Wetterling (1773–1834), and in the detailed 
descriptions he provided to his benefactor 
Fredrik Boije. According to Wetterling him-
self, his first impressions of the French were 
not entirely favourable. The customs offi-
cers in Le Havre even tried to charge duty 
on a piece of Swedish sausage forgotten in 
his luggage.8 We almost get a sense of this 
incident in his drawing of the city’s customs 
men (Fig. 5).9 Our main interest here is of 
course in Wetterling’s encounter with the 

ACQUISITIONS/IN THE SHADOW OF HORACE VERNET

 Following a visit to his mother in 
Kalmar, Wetterling sailed from there on 
the brig Amphitrite on 31 August 1826 
(Fig. 3Fig. 3). After a dramatic voyage lasting 
more than a month, he arrived in Le Havre 
on 3 October (Fig. 4Fig. 4). One reason the jour-
ney took so long was that the ship was 
forced to take shelter for ten days in Svinø 
in Norway. From the outset, Wetterling 
drew everything he set eyes on, including 
what he described as the “steep cliffs sur-
rounding this [the Norwegian] coast, 
which do not make a pleasant impression”.6 

He later pasted this and other drawings into 
an album, adding inscriptions in his own 
hand describing the subjects. It was the re-
mains of this volume that the National-
museum was, by chance, able to acquire 

He also participated in Sweden’s last war, 
against Norway in 1814. A few years later, 
in parallel with his military career, 
Wetterling enrolled as a private student at 
the Royal Academy of Fine Arts in 
Stockholm. A factor crucial to his subse-
quent direction as an artist was the pa-
tronage of Baron Fredrik Boije (Boye) af 
Gennäs (1773–1857). Boije was a military 
man like Wetterling, but had resigned as a 
lieutenant colonel quite early on in his 
career. Partly thanks to his position as a 
royal chamberlain, he was well connected. 
This, combined with his work as a writer, 
publisher and artist, meant that he was to 
play an important part in the artistic life of 
Sweden. He also involved Wetterling, who 
had already studied printmaking tech-
niques under his tutelage, in the publica-
tion of an illustrated book on the Royal 
Museum in Stockholm. It was during this 
collaboration with Boije, moreover, that 
Wetterling’s plans to study art abroad 
began to take shape – in parallel, presum-
ably, with a waning of his interest in a mil-
itary career. Perhaps this was why he now 
began to gain the reputation of being “more 
a painter than a soldier”.2 Wetterling was 
already a fully fledged draughtsman and 
printmaker, but wanted to develop his 
skills in watercolour and oil painting.  
That was the reason he felt drawn to the 
Paris art scene – even if his ultimate 
destination was Italy, which he described 
as “one big studio”.3

 Before leaving for Paris, Wetterling had 
made another important acquaintance: the 
two sons of Napoleon’s executed marshal 
Michel Ney (1769–1815), Léon and Aloys 
(Fig. 2Fig. 2), who had entered Swedish service 
in the autumn of 1824 and two years later 
been appointed adjutants to Crown Prince 
Oscar (the future Oscar I).4 Their contacts 
and recommendations would prove of 
great value, as an entry ticket to the upper 
echelons of French society, but above all as 
a means of access to a number of French 
artists, in particular perhaps the most 
celebrated painter of the time, Horace 
Vernet (1789–1863).5

Fig. 2 Marie-Éléonore Godefroid (1778–1849), The Sons of Marshal Ney, 1810. Oil on canvas, 162 × 173 cm. 
Gemäldegalerie, Berlin, 74.1.



23 Art Bulletin of Nationalmuseum Volume 27:1, 2020

ACQUISITIONS/IN THE SHADOW OF HORACE VERNET 

Fig. 3 Alexander Wetterling (1796–1858), “Coxswain and a sailor on the brigg 
Amphitrite 23 Aug in the harbour at Pataholm” signed 23 August 1826. Pencil on 
paper, 9.9 × 12.3 cm. Purchase: Magda and Max Ettler Fund 2020. Nationalmu-
seum, NMH 27/2020.

Fig. 4 Alexander Wetterling (1796–1858), “Cap la Heve et la faubourg de Havre”/ 
“Part of Havre de Grace and the Lighthouses at Cap la Heve”. signed 7 October 
1826. Pencil on paper, 19.4 × 26.2 cm. Purchase: Magda and Max Ettler Fund 
2020. Nationalmuseum, NMH 31/2020.

Fig. 5 Alexander Wetterling (1796–1858), “Douaniers i Havre”/ “Customs officers 
in Havre de Grace”, signed 4 October 1826. Pencil on paper, 15.5 × 18.8 cm. Pur-
chase: Magda and Max Ettler Fund 2020. Nationalmuseum, NMH 29/2020.

Fig. 6 Alexander Wetterling (1796–1858), “Attendants in the galleries at the 
Louvre, drawn from nature”. Sleeping Attendant on a Bench and to the Right a 
Bust of Ganymede, 1826–27. Pencil on paper, 11.6 × 14 cm. Purchase: Magda and 
Max Ettler Fund 2020. Nationalmuseum, NMH 36/2020.
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museums of Paris and with contemporary 
French art, and in the various stages in his 
artistic education. His first port of call in 
the French capital seems to have been the 
Louvre. Just a day after his arrival on 11 
October, he noted with pride: “With my 
passport I was immediately admitted to 
the museum.”10 Before long he had joined 
the young artists studying the old masters 
there. One thing that surprised him as a 
Swede was the many female art students: 
“Even married women go there to work as 
amateurs.”11 Another thing that particular-
ly caught his eye was the Louvre’s atten-
dants, in their gold-braided uniforms.12 
Dressed in broad-brimmed bicorn hats 
and livery with breeches and stockings, 
they figure in many of his drawings.13 
Several of them are shown fast asleep, 
clearly bored with their duties (Fig. 6).Fig. 6). 
Local colour is provided by some of the 
works of art in the collections, like the 
large ancient bust of Paris that was among 
the Napoleonic war booty that had re-
mained in the Louvre after 1815.14

 Contemporary art, meanwhile, was 
shown in the Musée du Luxembourg. Here, 
Wetterling studied works by artists such 
as Delacroix, including his widely noted 
scene from the Greek War of Indepen-
dence, The Massacre at Chios (Fig. 7)Fig. 7). 
What fascinated the Swede most, though, 
was not the heroism or the suffering, but 
the anatomical aspects of the painting. On 
a study sheet, we see only the feet and arms 
of the group of figures in the bottom left 
corner (Fig. 8Fig. 8).15 Apart from this canvas, 
Wetterling had a particular admiration for 
works by Horace Vernet and Théodore 
Gudin (1802–1880). The former he regard-
ed as “the finest artist the French have 
had” (Fig. 9Fig. 9).16 Accordingly, he devotes a 
great deal of space in his correspondence 
to his impressions of a visit to Vernet’s 
studio at 54, rue St Lazare. Describing 
Vernet’s features in great detail, he is con-
cerned just as much with the myth of the 
artist as with the way he works (Fig. 10Fig. 10): 
Vernet likes to talk a lot and is extremely 
lively, yet with a moderation indicative of 

Fig. 7 Eugène Delacroix (1798–1863), The Massacre at Chios, 1824. Oil on canvas, 419 × 354 cm. Musée du 
Louvre, Paris, 3823.

Fig. 8 Alexander Wetterling (1796–1858), after 
Eugène Delacroix (1798–1863), “After De la Croix, 
Massacres à Scio”, from A C Wetterling Sketchbook, 
1826. Private Collection.
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the hairline with his finger in the wet paint, 
but it is clear that the Swede did not fully 
grasp the innovative nature of his art. The 
portrait “had transparency of colour and 
powerful effect, but looked strange with 
its green background, which Vernet ex-
plained that he had done merely on a whim 
and to give the picture an antique look”.19 
Wetterling seems to have been just as cap-
tivated by the social life of the studio, 
where the artist held court for a succession 

yellow Turkish slippers. When he paints he 
likes to adopt a relaxed or rather a self
indulgent position, puts one foot on his knee, 
leans back in his chair, screws up his eyes 
and pulls faces, often gets up and rolls a 
paper cigar of tobacco, takes a few pulls on 
it and throws it away again.”7 
 During his visit, Wetterling was able to 
watch as the master made a portrait of a 
sapper.18 He particularly admired Vernet’s 
skill and virtuosity as he easily corrected 

the finest upbringing. He is short in stature, 
very thin; has sharp, lively and intense blue 
eyes, thin, lightbrown hair, and a narrow 
face with a thin, crooked nose, which is 
nonetheless not protruding but perpendi
cular; thin, retracted lips; and a protruding 
chin. His eyes dart hither and thither, and 
he sees and comments on everything. He 
was bareheaded and wore a striped cloth 
coat, tightened round the waist with a belt, 
lightcoloured trousers and long, pointed 
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Fig. 10 Alexander Wetterling (1796–1858), “Mr 
Horace Vernet”, Portrait of the French Artist Horace 
Vernet, 1827. Pencil on paper (inscription with ink), 
11.6 × 14 cm. Purchase: Magda and Max Ettler Fund 
2020. Nationalmuseum, NMH 62/2020.

Fig. 9 Horace Vernet (1789–1863), Charles Bernard, 
Baron de Ballainvilliers (1757–1835). Oil on canvas, 
46.5 × 38 cm. Purchase: Hedda and N. D. Qvist Fund 
2019 (accession 2020). Nationalmuseum, NM 7551.
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equalled, and not unexpectedly therefore 
we find that he made studies after his 
paintings.22 The Swede seems to have been 
no less fascinated by the many myths sur-
rounding Géricault, who according to him 
had “strange ideas”. In his letters home, 
therefore, he delighted in telling how the 
Frenchman had had himself immured with 
a model for six weeks while working on his 
major composition The Raft of the Medusa, 
with food provided through a small hole in 
the wall.23 In this context Wetterling also 
drew attention to Ary Scheffer’s tribute, 
The Death of Géricault, which moved him 
deeply (Fig. 12Fig. 12).24 

 In a letter to Fredrik Boije, Wetterling 
made clear that he did not admire every-
thing about contemporary art and, indeed, 
that he found much of what he saw in the 
Luxembourg alien: 
The general criticism that can be levelled at 
the modern school is its lack of gravity and 
simplicity of subject matter, the academic 
and theatrical gestures of its protagonists, 
and often a heavy brush, lacking the delicacy 
of touch which the old masters were so 
capable of achieving. The modern school is 

only to Horace Vernet, but also to the minia-
turist Jean-Baptiste Isabey (1767–1855) 
and his son, Eugène, among others. The 
latter’s seascapes, however, did not impress 
Wetterling, as in his view they had “a dis-
agreeable tone that was pale and hard”.21

 He in fact felt greater admiration for 
another marine painter, Théodore Gudin, 
describing him as one of the “greatest 
colourists here”. Gudin had just opened 
a school, and he therefore set his hope in 
him as a teacher, even though he was a 
good deal younger than the Swede. At the 
age of just 25, Gudin had already estab-
lished a reputation as a very gifted artist. 
For 30 livres (15 riksdaler) a month, it was 
possible to study under him. Wetterling 
would have gladly done so, had his finances 
permitted. Instead, he initially had to study 
on his own, poring over contemporary 
artists in the Musée du Luxembourg and 
old masters in the Louvre. A famous artist 
from his own day who had recently passed 
away, and whose works could be viewed in 
the Luxembourg, was Théodore Géricault 
(1791–1824). According to Wetterling, 
Géricault’s renderings of horses were un-

of officers and, during breaks, demonstrat-
ed his prowess in handling firearms or 
sounding a bugle (Fig. 11). Judging from 
Wetterling’s description, we can deduce 
that he had originally hoped to study under 
Vernet, but that he had quickly abandoned 
the idea, as he notes with disappointment: 
You learn nothing in Vernet’s studio. He never 
corrects [his pupils] and doesn’t look at what 
they are doing. If you want to copy his works, 
his pictures in the Luxembourg are just as 
good as the ones he may have at home.20 

 What opportunities did a young artist 
have to gain access to the leading figures in 
French art? Wetterling writes about this at 
length. “You can’t run around the studios 
here as you can in Stockholm. You have to 
be introduced by someone. In general, it’s 
difficult in this country to get to see every-
thing you wish. You need a passport, re-
commendations, notes, money for tips and 
so on, wherever you want to go, and when, 
like me, you have few acquaintances and 
limited funds, that puts major obstacles in 
your path.” He did, though, have an impor-
tant means of access in the Ney family. 
Through them, he had been introduced not 
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Fig. 12 Ary Scheffer (1795–1858), The Death of Géricault, 1824. Oil on canvas,  
36 × 46 cm. Musée du Louvre, Paris, MI 209.

Fig. 11 Horace Vernet (1789–1863), The Artist’s Studio, c. 1820. Oil on canvas,  
52 × 64 cm. Private Collection.
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nothing but study, whereby the artist has 
sought to show off and grab the viewer’s 
attention; the old [school] has a mastery of 
study, which you are initially unaware of 
but which you finally discover, after feeling 
that the artist has simply followed his 
inspiration and not been shackled or 
constrained by rules.25 
According to Wetterling, the old masters 
were despised for their “brown manner” 
and for “not following nature”, but this 
was not a view he shared.
 In November and December 1826, 
Wetterling continued his private studies 
at the Louvre and other museums, after 
being given special permission by the 
director, Comte Auguste de Forbin 
(1777–1841). He worked hard here five 
days a week, from ten until four in the 
afternoon (Fig. 13Fig. 13). He missed life draw-
ing, but in January the following year he 
found an “academy” run by a former mod-
el, Mr Suisse, on the quai des Orfèvres, 
where the fee was just a fraction of what 
Gudin had been asking. Here Wetterling 
studied until April 1827. He describes in 
detail how the students were
assigned a place, which changes every 
week. In the evenings they work by lamp
light from 7 until 10 o’clock. Around 70 
young artists work at this academy, and the 
mood is often quite happy and cheerful. 
While drawing, they sing short snatches of 
songs, quite harmoniously. The model is 
changed every week, and the new one is 
always placed [in position] on Mondays. 
Each month, three male models are provid
ed, and one female model. They have to be 
very young ladies with fine figures.26 
He seems to have felt a particular sym-
pathy for these female models, exposed to 
the gaze of all the male artists, but notes 
that he soon got used to this.27 It must have 
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Fig. 14 Alexander Wetterling (1796–1858), “Life 
drawing French artists”. Interior from a Studio, 
1826–27. Pencil on paper, 11.6 × 14.2 cm. Purchase: 
Magda and Max Ettler Fund 2020. Nationalmuse-
um, NMH 46/2020.

Fig. 13 Alexander Wetterling (1796–1858), Male Figure, Study after FrançoisJoseph Heim’s Destruction of 
Jerusalem by the Romans. A C Wetterling Sketchbook, 1826. Private Collection.
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been quite tiring for the models, who had 
to stand motionless for up to three hours, 
with half an hour to rest, divided into two 
breaks. Wetterling found the studies by 
lamplight particularly useful, as we also 
suspect when we see his images of fellow 
students drawing in visor caps to avoid 
being dazzled (Fig. 14Fig. 14).28 He did, though, 
react to the way “the models are almost 
always placed in a difficult and compli-
cated pose to show their muscles”.
 Alongside these studies, Wetterling had 
an interest in the military sphere, with its 
uniforms and horses. He had accordingly 
made a particular study of the horses in 
Carle Vernet’s paintings, and also drawn 
live ones in the large stables of the French 
post office. The Nationalmuseum has two 
examples of these postal horses in its col-
lection, drawn “d’après nature” (Fig. 15Fig. 15).29 
There was also a shortcut to art which 
Wetterling reports on in his letters to Boije 
– the many lithographs that were printed. 
He visited several of the main producers 
and was impressed by the technical stan-
dards they achieved, compared with their 
counterparts in Stockholm. The litho-
graphic workshops of Paris disseminated 
works by the leading artists, among them 
Horace Vernet and Nicolas Toussaint 
Charlet (1792–1845). The works repro-
duced included genre-like subjects, often 
of a popular and burlesque character, but 
also nostalgic images from the Napoleonic 
era (Fig. 16(Fig. 16). These readily available graph-
ic reproductions clearly made a powerful 
impression on Wetterling, who also sent 
samples of them to Boije.30 
 Another artistic phenomenon which 
Wetterling dwells on in particular, and 
which he describes as “the most beautiful 
things now being shown in Paris”, is the 
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Fig. 16 Nicolas Toussaint Charlet (1792–1845), The 
Punishment. Watercolour and gouache, traces of 
chalk, on paper, 22.5 × 28 cm. Purchase: Magda and 
Max Ettler Fund 2020 (accession 2021). National-
museum, NMH 16/2021.

Fig. 15 Alexander Wetterling 1796–1858), Study of a Horse. Pencil, 20.6 × 26.2 cm. Transferred from Institut 
Tessin, Paris 1982. Nationalmuseum, NMTiD 661.
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acrobats and so on, and generally you stop 
for a few minutes at each point where 
something comical is going on, so it takes 
a good hour to reach your destination. 
Paris is a strange place, full of beauty and 
ugliness, evil and good, and the contrasts 
are very striking. The heights of luxury 
and the greatest misery are constantly 
side by side. Beggars and wretches ill 
treated by nature drag themselves along 
the streets and stop outside the big houses, 
sing a song or play something on a poor 
instrument, and the charitable throw them 
a little money. Thus the day passes for 
them and they get by. And yet they don’t 
look particularly despondent.”36 At the 
same time, Wetterling found the noise of 
the city frustrating, as it was not possible 

étonnantes, and of course that pleased me 
immensely. … Gudin comes down once a day 
and looks at their [ his pupils’] work and 
corrects their mistakes.” Concerning his 
approach to teaching, Wetterling writes: 
“He has a good, simple method, dependent 
on the industry of the student and his 
capacity to improve by his own efforts.35 

 Walking from his lodgings on the Left 
Bank of the Seine, on the rue Cardinale in 
the Faubourg Saint Germain, to Gudin’s 
studio on the chaussé d’Antin, Wetterling 
passed through the crowds of Paris and 
could not help but observe everything 
going on around him. He saw people of 
every kind: “along the way, you meet 
people driving and riding, water carriers, 
troops marching, beggars, conjurers, 

Diorama on the boulevard Saint Martin, 
created by the two landscape painters 
Daguerre and Bouton: 
The public sit in a dark theatre that has an 
opening on one side, 12 ells square. The land
scape, painted in oil on canvas, is placed in 
the middle of the opening. The light coming 
from the roof above, but outside the theatre 
in which you are sitting, falls on the picture 
and creates such an effect that you could 
swear you were seeing nature itself. One 
painting now being shown is a view of the 
Alps in Switzerland, the other is of Edinburgh 
in Scotland during a fire by moonlight. The 
fire that appears to be burning in the 3rd 
layer from the foreground is created arti
ficially behind the painting, which is trans
parent at that point. The moonlight is prob
ably achieved by daylight passing through 
bluish sheets of glass, which create its cold, 
uncanny glow.31 
 In the summer of 1827, when Wetterling’s 
finances had clearly improved, he plucked 
up the courage to become a student in 
Gudin’s studio and quickly settled in there.32 
Concerning his teacher’s painting, he writes 
that “he has an indescribably agreeable 
tone, delightful and liquid”.33 He is im-
pressed by Gudin’s technical brilliance: 
He has great clarity and transparency of 
colour, great strength and effect, and paints 
in a grand manner, although he also records 
the most pleasing details of small figures and 
horses. Water is his forte, and he handles it 
with a fidelity to nature that is astonishing. 
His storms and shipwrecks are magnificent. 
His calm sea surfaces with effects of the sun 
and sailing ships are indescribably pretty 
and pleasant. It is a sign of great talent to be 
able, straightaway, to complete a painting 
and immediately handle the paint so that it is 
transparent in the shadows and opaque in the 
lights and where the light falls most brightly. 
He collects the light in one place, and there he 
does not spare the paint but really piles it on. 
The rest he keeps very transparent and thin.34 
Wetterling also appreciated Gudin as a 
teacher: 
 After I had painted 4 studies in his 
studio, he said: Vous faites des progrès 

ACQUISITIONS/IN THE SHADOW OF HORACE VERNET

Fig. 17 Horace Vernet (1789–1863), Julius II Ordering the Construction of St Peter’s , 1827. Oil on canvas, 21.6 
× 16 cm. Musée du Louvre, Paris, INV8364.
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Ordering the Construction of St Peter’s 
(Fig. 17Fig. 17).40 He writes in particular about 
his teacher Théodore Gudin and one of his 
marines, The Burning of the Kent (Fig. 18Fig. 18):41

The biggest one shows a storm building, 
with a large ship in the foreground of the 
picture that has just suffered damage at sea, 
losing its masts overboard. The crew have 
sought refuge in a longboat. The effect of 
this picture, like all that he paints, is ex
tremely powerful and beautiful.42 
 Here, Wetterling, who had earlier 
spoken favourably of Ary Scheffer, also 
mentions that artist’s composition The 
Souliot Women (Fig. 19Fig. 19), a subject from the 
Greek War of Independence:43 “There is a 
picture by Scheffer that everyone has 

Before that, however, he got to see the 
great “Exposition” (the Salon) that opened 
on the name day of the French king 
(Charles X), 4 November. This Salon is 
famous as the great battleground between 
the Classicists and the Romantics.39 
Wetterling was scarcely aware of this, but 
nevertheless touches indirectly on the 
subject. He also mentions several of the 
great names, such as Gros, Hersent, 
Bonnington, Watelet, Schnetz and 
Delacroix. He says nothing, though, of the 
last-mentioned artist’s huge painting 
The Death of Sardanapalus. Not unexpec-
tedly, on the other hand, he does show an 
interest in an old favourite like Horace 
Vernet and his magnificent Julius II 

to sit outside and draw: “When I first came 
here I thought I would be able to draw out 
in the squares and marketplaces, but there 
is so much movement and commotion here 
that that just isn’t possible. Besides, the 
French are so curious that everyone wants 
to gape at what you’re doing. The times I’ve 
wanted to try, I’ve ended up with crowds of 
spectators on all sides.”37 
 From early on in his stay, therefore, 
Wetterling began to long for Italy, where 
“far more than here, the beautiful country-
side [invites one] to paint outdoors”.38 
What delayed his departure was a lack of 
funds, but several bills of exchange from 
his benefactor Baron Boije finally gave him 
the opportunity in late November 1827. 

ACQUISITIONS/IN THE SHADOW OF HORACE VERNET

Fig. 18 Théodore Gudin (1802–1880), The Burning of the Kent, 259 × 417 cm. Musée de la Marine, Paris, RF90
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Notes:
1. Surprisingly little has been written about as 
prolific an artist as Wetterling. The only biograph-
ical study is Margareta Winqvist’s licentiate 
thesis, presented at Stockholm University in the 
spring term 1969 with the title Alexander Clemens 
Wetterling: En målande militär på Karl Johans tid 
(“Alexander Clemens Wetterling: A Painting Officer 
in the Time of Charles John”). Only a mimeograp-
hed version exists. One of the merits of Winqvist’s 
study is that it attempts to catalogue Wetterling’s 
extensive output. At the time, though, Winqvist did 
not know of the drawings recently acquired by the 
Nationalmuseum (NMH 24–69/2020).
2. KA (Royal Academy of Fine Arts, Stockholm), 
Arkivet, Brevsamlingen, Fredrik Boije af Gennäs to 

paintings are like that. A hundred years ago, 
one never saw anything but idyllic subjects.45 
Little wonder that he longed for Italy. It is 
somewhat ironic therefore that, before he 
travelled south, Wetterling failed to notice 
Corot’s great debut at the Salon with View 
at Narni, a scene corresponding so well to 
his own mental image of the country.46 

taken particular note of. It shows a group 
of Greeks who have been trapped and are 
about to be blown to pieces. All rendered 
very dramatically.”44 The subject was 
politically charged. Wetterling clearly 
recoiled from it, but in a way his opinion 
also expresses his overall assessment of 
the Romantics: 
In general, one’s objection to the modern 
school would be that they never represent 
anything else as the subject of their pictures 
than fire and flames or people’s sufferings 
and misfortunes. Almost all their history 

Fig. 19 Ary Scheffer (1795–1858), The Souliot Women, 1827. Oil on canvas, 261.5 × 359.5 cm. Musée du Louvre, Paris, INV7857. 
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hour to rest, in two breaks of ¼ of an hour each. 
There are academies here at which only women 
work.”
28. NMH 46–49/2020.
29. NMH 50/2020; NMTiD 661.
30. KA, Arkivet, Brevsamlingen, A. C. Wetterling to 
Fredrik Boije af Gennäs, dated Paris, 30 November 
1826.
31. Ibid.
32. KA, Arkivet, von Rosenska depositionen, A. C. 
Wetterling to his mother, Anna Regina W., dated 29 
July 1827.
33. Ibid.
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35. KA, Arkivet, von Rosenska depositionen, A. C. 
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36. Ibid.
37. KA, Arkivet, Brevsamlingen, A. C. Wetterling to 
Fredrik Boije af Gennäs, dated Paris, 30 November 
1826. Wetterling expresses himself in similar terms 
in a letter to his mother (dated 23 May 1827): “The 
French are incredibly curious and immediately 
form a crowd around anyone who sits down to 
draw or paint outside.” Carrying “a heavy box of oil 
paints” on long walks in the French capital, where, 
to cap it all, it often rained, was also tiring. His 
conclusion therefore is that “Paris is not the right 
place to work outdoors”.
38. KA, Arkivet, von Rosenska depositionen, A. C. 
Wetterling to his mother, Anna Regina W., dated 
Paris, 23 May 1827.
39. Eva Bouillo, Le Salon de 1827: Classique ou 
romantique? Rennes 2009, pp. 191 ff.
40. Musée du Louvre, INV 8364. 
41. Bouillo 2009, pp. 220–221. Gudin’s painting, 
showing a ship of the English East India Company 
in distress in the Bay of Biscay, now belongs to the 
Musée de la Marine in Paris.
42. KA, Arkivet, von Rosenska depositionen, A. C. 
Wetterling to his mother, Anna Regina W., dated 
7 November 1827. Judging from his description, 
Wetterling has misread the painting, which in fact 
shows the Greek women as they are about to com-
mit collective suicide to avoid enslavement.
43. Musée du Louvre, INV 7857. 
44. KA, Arkivet, von Rosenska depositionen, A. C. 
Wetterling to his mother, Anna Regina W., dated 7 
November 1827. 
45. Ibid.
46. National Gallery of Canada, Ottawa, accession 
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12. KA, Arkivet, von Rosenska depositionen, A. C. 
Wetterling to his mother, Anna Regina W., dated 
Paris, 2 March 1827: “Attendants, in the Royal 
Livery with stockings and shoes, walk back and 
forth and see to it that nothing is damaged or lost.”
13. NMH 34–37/2020.
14. Paris or Ganymede, Musée du Louvre, inv. no. 
Ma 535. The bust, dating to the 2nd century AD, 
was found in the tomb of Cecilia Metella in 1784. It 
belonged to the Capitoline Museum and was seized 
in 1798 by the French troops under the Tolentino 
Treaty. It was finally presented as a gift to the 
Louvre by Pope Pius VII in 1815. I am grateful to 
Ludovic Laugier, Curator in the Département des 
Antiquités, Musée du Louvre, for kindly providing 
information about this sculpture.
15. Sketchbook from autumn 1826, in private 
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16. KA, Arkivet, Brevsamlingen, A. C. Wetterling to 
Fredrik Boije af Gennäs, dated Paris, 30 November 
1826.
17. Ibid.
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19. Ibid.
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