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on the margins of the “big” art-historical 
narrative. Boberg’s magical Arctic land-
scapes from Lofoten in Norway caught the 
eye of her contemporaries and have now 
become topical again, not least because of 
their artistic qualities, but also on account 
of their theme – unspoilt nature with ice 
and snow, skies and sea. Her works can cur-
rently be seen in our rich collection display, 
and we are also working on an exhibition to 
be shown at a later date.
 While Anna Boberg’s work repre-
sents the collection’s strength in a single 
artist, the collection of historical portrait 
miniatures is regarded as an international 
highlight. The holding is formed around 
a donation by Consul Hjalmar Wicander 
(1860–1939), who acquired hundreds 
of works during his lifetime, and this 
precious collection has grown into the 
world’s largest, with 5,700 European 
portrait miniatures. Stephen Lloyd looks 
at one of the works, a late 18th-century 
double-sided portrait miniature depicting 
an older man on one side and a younger 
man on the other. He shows that the work, 
previously listed as anonymous, is from 
the formative period of Sir Henry Raeburn 
(1756–1823). Raeburn hardly ever signed 
his miniatures, which does not make a re-
searcher’s work any easier. Lloyd’s article 
is an excellent reminder of the importance 
of research, and of collaboration between 
institutions and individual experts. 
 We all hope that the articles in this 
volume will inspire researchers within 
the museum community and at univer-
sities to take a deep dive and work with 
our rich cultural heritage – to challenge, 
to discover new aspects and to share this 
knowledge with others. Nothing could be 
more exciting!

far-reaching and future-oriented work with 
contemporary silver. Micael Ernstell writes 
in his article about the first gift of the Foun-
dation, Carsten From Andersen’s Big and 
Small Bowl (2019), which was awarded first 
prize in the HammerClub Awards in 2019.
 The Nationalmuseum’s silver collec-
tions received another celebrated gift when 
Märta Christina and Magnus Vahlquist, 
through the Friends of the Nationalmu-
seum, donated a pair of filigree-coated 
beakers from 1698. They were crafted by 
the goldsmith Rudolf Wittkopf (d. 1722), 
who had emigrated to Sweden from Lower 
Saxony. The beakers’ history takes us right  
into the middle of a political dialogue 
between Sweden and Russia, since they 
were among the presents given to Tsar 
Peter I of Russia by the ambassadors of the 
young Swedish king Charles XII, the tsar’s 
first cousin, in the autumn of 1699. The idea 
was to confirm peace between the countries 
after the shift on the Swedish throne, as 
Magnus Olausson and Martin Olin describe 
in their article. The Soviet government let  
go of the beakers in 1931–32 when they 
were sold at auction to a private collector. 
This reminds us, yet again, how objects 
have been used to bring nations together. 
Symbolic value is associated with the  
high artistic skills and valued materials 
they represent.
 Work on the collection is a dialogue 
between past and present; between what 
we already have and what needs to be 
added. As Eva-Charlotta Mebius reminds 
us, one of the best-represented artists in 
the Nationalmuseum’s collections is the 
Swedish painter Anna Boberg (1864–1935). 
She was once celebrated in the American 
press as “Sweden’s greatest artist”, but later 
fell into obscurity and has ever since been 

The range of the Nationalmuseum’s 
collections is wide and has been 
acknowledged internationally. 
Women artists, silver, minia-

tures, and even an amazing surprise, a plas-
ter sculpture by Auguste Rodin that had been 
hiding in the collection store, are among  
the topics of this volume of the Art Bulletin. 
 Collections are an enormous source 
of inspiration, and can sometimes take 
you by surprise. This happened to us some 
time ago, when curator Linda Hinners, the 
Nationalmuseum’s sculpture specialist, 
laid eyes on a plaster cast that had been 
carefully placed in the Museum’s storage 
facility. The cast, of an elegantly sculpted 
human torso, turned out to be by Auguste 
Rodin. As Hinners explains in her article, 
its story can be traced back to the Art and 
Industry Exhibition of 1897 in Stockholm, 
where Rodin displayed four plasters 
alongside marble sculptures. How the 
cast ended up in the Museum’s collections 
and why it remained half-hidden all these 
years is a true detective story. Rodin’s La 
Terre (1894) will be displayed in our col-
lections thanks to the Nationalmuseum’s 
Donor Circle, which has made possible the 
conservation of this magnificent piece.
 There is more good news to be shared. 
In 2020 the Swedish collectors Ulf Gill-
berg and Lennart Agerberg established a 
Foundation bearing their names, whose 
aim is to support research on and acquisi-
tions of contemporary silver through the 
Friends of the Nationalmuseum. Gillberg 
and Agerberg have spent decades collecting 
silver objects and are devoted to supporting 
this field of contemporary design. Collabo-
ration between the Foundation, the Friends 
of the Nationalmuseum and the National-
museum has thus created solid ground for 

Foreword

Susanna Pettersson
Director General



8Art Bulletin of Nationalmuseum Volume 27:1, 2020

 



9 Art Bulletin of Nationalmuseum Volume 27:1, 2020

ACQUISITIONS/TWO LARGE COVERED BEAKERS

Two Large Covered Beakers 
with Filigree Ornamentation by Rudolf Wittkopf 

Magnus Olausson
Director of Collections

Martin Olin
Director of Research

Fig. 1 Rudolf Wittkopf (d. 1722), Covered Beakers, 1698. Silver, partly gilt, filigree, 26 × 12.3 cm (h × diam), 1028/1029 g (weight). Gift of Märta Christina and Magnus 
Vahlquist through the Friends of the Nationalmuseum 2020. Nationalmuseum, NMK 155–156/2020.
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involved the exchange of valuable and 
preferably imposing gifts, and it was well 
known that the Russians preferred large 
and heavy silver objects, whose metal 
value could be (and was) ascertained by 
weighing. The ambassador appointed by 
the Swedish king was Johan Bergenhielm 
(1629–1704), professor of history at 
Uppsala University, who had a sound 
knowledge of Russian affairs. The embassy 
departed from Stockholm on 14 February 
1699, travelling by sleigh and taking the 
route around the Gulf of Bothnia. The 
party arrived at their destination at the 
end of July, but as the tsar was away from 
Moscow it was not until 13 October that 
he received the Swedes. 

ACQUISITIONS/TWO LARGE COVERED BEAKERS

The appearance of the beakers is charac-
terised by a contrast between the shiny 
gilding and the matt silver wire of the 
cladding, mounted like lace over the 
smooth gilt surface. It is likely that the 
filigree sheaths and details were provided 
by a specialised supplier and not made in 
Wittkopf’s workshop. 
 The Wittkopf beakers were among the 
presents given to Tsar Peter I of Russia 
by the ambassadors of the young Swedish 
king Charles XII, the tsar’s first cousin, in 
the autumn of 1699 (Figs. 3 and 4). The 
purpose of the embassy was to confirm 
the peace between the two kingdoms after 
the shift on the Swedish throne. Inter-
national diplomacy in the 17th century 

The Nationalmuseum has received 
as a gift two filigree beakers with 
covers in silver gilt, made by 
Rudolf Wittkopf in Stockholm 

in 1698.1 Not only are they notable exam-
ples of Swedish goldsmiths’ work from the 
end of the 17th century, their history also 
tells of a dramatic diplomatic episode in 
the history of relations between Sweden 
and its great neighbour Russia. The beakers 
are a very generous gift from Märta 
Christina and Magnus Vahlquist via the 
Friends of the Nationalmuseum.
 The goldsmith Rudolf Wittkopf (d. 1722) 
was born in Stade in Lower Saxony. He 
emigrated to Sweden, where he became  
a master of the trade in Stockholm in 1687 
and eventually, from 1711, master of the 
goldsmiths’ guild in the capital. Objects 
decorated with filigree work were one of 
the specialities of his versatile workshop. 
This ancient decorative technique, in which 
thin twisted silver wire inter spersed with 
melted grains forms an intricate pattern, 
had become fashionable in the middle of 
the 17th century, when Anne of Austria, 
(the dowager queen of France) and her son 
Louis XIV surrounded themselves with 
objects covered with filigree. The name 
derives from the Latin words filum (wire) 
and granum (grain). Around 1700, filigree 
decoration was becoming un fashionable in 
France, but in the German sphere, and in 
Russia, it still retained some of its cachet. 
 The two covered gilt beakers stand on 
spherical feet (Figs. 1 and 2). They are 
slightly wider at the top and have a smooth 
out-turned edge. The beaker and the cover 
are clad in a silver filigree coating forming 
petals, accentuated by a small rectangular 
knob at the centre of the bloom. The verti-
cal soldering of the filigree and edges has 
been concealed with twined rope-like 
mouldings. A smooth gilded spherical knob 
with double filigree brackets surmounts 
each beaker. The three spherical feet have 
lost their lower brackets; there are holes 
where they used to be attached. The feet 
are attached to an external base that has 
been screwed to the body of the beaker. 

Fig. 2 Rudolf Wittkopf (d. 1722), Covered Beaker, 1698 (Detail). Nationalmuseum, NMK 156/2020.
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ACQUISITIONS/TWO LARGE COVERED BEAKERS 

the gifts made in return – mostly sable 
furs – could be lavish and sometimes 
exceeded the value of the silver presented 
by the Swedes.2 The Russians demanded 
notification of the gifts in advance and 
in spected them before the audience in 
order to calculate how many men would 
be needed to carry the silver in procession 
to the tsar. During the audience, the gifts 
were escorted by equerries appearing 

 In the 17th century, the official recep-
tion of foreign diplomats presented, 
almost without exception, occasions for 
petty but potentially disastrous disputes 
about timing, dress, rank, modes of address 
and other details of protocol. Difficulties 
were harder to foresee in Moscow than in 
Western Europe, and the ceremonial 
handing over of the gifts often gave rise to 
further quandaries. On the other hand, 

according to rank (which could create 
controversies among the Swedish noble-
men who were part of the ambassador’s 
retinue).3 The assessment made of the 
gifts shows that the Russians preferred 
the German silver, with one exception – 
the Swedish works in filigree. Wittkopf ’s 
large beakers, in particular, were well 
received, perhaps because the filigree 
technique also existed in Russia. 

Fig. 3 Workshop of David Klöcker Ehrenstrahl (1628–1698), Charles XII. Oil on 
canvas, 250 × 160 cm. Transferred from The Swedish Agency for Public Mana-
gement 1976. Nationalmuseum, NMGrh 3558.  

Fig. 4 Jacopo Amigoni (1675–1752), Peter I. Oil on canvas, 210 × 139 cm. Gift of 
Consul General E. Ljungberg. Nationalmuseum, NMGrh 1987.  
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Rudolf Wittkopf. They are also inscribed, 
on the underside of each, with the weight 
recorded by the Moscow Treasury: “2 
funt, 59 zolotnik”. It is through a compa-
rison of weights and descriptions in 
Russian and Swedish documents (which 
also mention weights) that silver objects 
now in the Kremlin Museums and other 
collections can be identified with reason-
able certainty as having been part of 
17th-century diplomatic gifts. The pio-
neering research about the Swedish and 
Danish gifts in the Kremlin Armoury was 
published by the Swedish orientalist 
Fredrik Robert Martin (1868–1933) in the 
years around 1900 and paved the way for 
many further discoveries.6

Notes:
1. For the two beakers and the Swedish embassy to 
Tsar Peter, see in particular Susann Silfverstolpe 
(ed.), Silver Gifts from Swedish Monarchs to Russian 
Tsars During the Seventeenth Century, Stockholm 
2014, cats. 183–184, and pp. 79–88. The description 
that follows relies on the one in the cited work. See 
also Astrid Tydén-Jordan, Silverskatter från Kreml: 
Svenska regenters gåvor till tsaren under stormakts
tiden (exh. cat.), Royal Armoury, Stockholm 1997; 
and Magnus Olausson et al. (ed.), Silver: Makt och 
prakt i barockens Sverige (exh. cat.), Nationalmu-
seum, Stockholm 2003–2004, especially Astrid 
Tydén-Jordan, “Praktsilver i diplomatins tjänst”, 
pp. 34–44, and cats. 125–126 (Wittkopf’s beakers). 
2. Silfverstolpe 2014, pp. 28–29.
3. Ulla Birgegård, “Tribulations of an Embassy 
1684”, in Silfverstolpe 2014, p. 170.
4. Helge Almquist, “Scener från Ryssland år 1699: 
Den svenska ambassadens krönika”, in Karolinska 
förbundets årsbok, 1937, pp. 22–23, 27–28. 
5. Silfverstolpe 2014, cats. 136–145.
6. Fredrik Robert Martin, Svenska Kungliga gåfvor 
till ryske zaren 1647–1699: Silfverskatter i kejserliga 
skattkammaren i Moskva, Stockholm 1899 (German 
edition the following year); Dänische Silberschätze 
aus der Zeit Christians IV aufbewahrt in der kaiser
lichen Schatzkammer zu Moskau, Stockholm 1900. 
Among exhibitions dedicated to the diplomatic 
gifts preserved in the Kremlin, besides the display 
at the Swedish Royal Armoury in 1997 (Tydén-Jor-
dan 1997, see note 1), mention may be made of Gifts 
to the Tsars 1500–1700: Treasures from the Kremlin 
(exh. cat.), Indianapolis Museum of Art, New York 
2001, and Zarensilber: Augsburger Silber aus dem 
Kreml (exh. cat.), Maximilanmuseum, Augsburg & 
Munich 2008. 

Sweden the following year had already 
been agreed on.
 The silver presented to the tsar in 1699 
was the last, and also the largest, diplo-
matic gift from Sweden to Russia during 
the 17th century, weighing more than 135 
kg. For the first time it included large 
quantities of silver bearing the marks of 
Swedish makers. Many of the goldsmiths 
active in the towns of the Swedish realm 
were, like Wittkopf, of German origin and 
had immigrated after the Peace of 
Westphalia, when Sweden had become a 
great power with substantial demand for 
high-quality silver on the home market. 
While the goldsmiths in Sweden mostly 
continued working in the German baroque 
tradition, a classically restrained style with 
few ornaments was about to become the 
new fashion. It originated in France and 
was championed in Stockholm by the court 
architect Nicodemus Tessin the Younger 
(1654–1728). Johan Nützel’s (1674–1716) 
large covered beakers with a conical form 
and straight sides that were part of the 
1699 gift are well-known examples of this 
austere style (Fig. 5). Two of them are in 
the Nordiska Museet in Stockholm, while 
eight remain in the Kremlin Armoury.5 

 Unlike the Nützel beakers, which could 
be used for drinking, the delicate filigree 
vessels were for display only. Twelve of the 
sixteen beakers with filigree ornamenta-
tion included among the 1699 gifts were 
requisitioned from the Kremlin and moved 
to the Preobrazhenskoe Palace six weeks 
after the audience. These were destroyed 
in a fire in 1721 when the victory over 
Sweden was celebrated. Of the four 
remaining beakers, the two now in the 
Nationalmuseum were sold in 1931–32 by 
the Soviet government, through its trading 
organisation Antikvariat, at Bukowskis in 
Stockholm, where they were bought by a 
private collector. Since then, they have 
only appeared at two other auctions, in 
1998 and 2020.
 The beakers are stamped with the 
Stockholm town mark, the annual date 
letter “K” (1698) and the maker’s mark of 

ACQUISITIONS/TWO LARGE COVERED BEAKERS

The audience, during which Tsar Peter 
showed his appreciation of the silver, 
passed without much incident and was 
followed by a banquet in the Swedes’ 
quarters at which a great many toasts 
were drunk. Before leaving Moscow, the 
Swedes witnessed a military parade at 
Preobrazhenskoe, after which the tsar 
invited them to his house, where he at-
tempted to drink his guests under the 
table and treated them with great 
familiarity. Among other things, he lifted 
the envoys’ wigs to see if they were grey-
haired.4 An equestrian portrait of Charles 
XII, brought by the embassy from 
Stockholm, was among the parting gifts to 
the tsar. However, neither the splendid 
presents nor the negotiations conducted 
achieved their ultimate goal of preserving 
the peace. As Tsar Peter “embraced and 
kissed their Excellencies repeatedly and 
excessively” when bidding the Swedes 
farewell, the aggressive alliance with 
Poland-Saxony and Denmark to attack 

Fig. 5 Johan Nützel (1674–1716), Covered Beaker, 
1698. Gilt silver. Nordiska museet, Stockholm, 
NM.205468.
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ACQUISITIONS/A SEATED AMOUR

primarily drawings. But as Caviglia-Brunel 
and Perrin Stein, in her review of the for -
mer’s catalogue, point out, there is a sense 
that Natoire more than most other draughts -
men parleys with the artists he copied, 
straddling “the various designations of 
collaboration, copy, and homage”.3 This is 
true of both style and content, and as with 
his drawings in general, he often seems to 

The dynamics of Charles-Joseph 
Natoire’s (1700–1777) drawings 
have been a focus of research on 
the artist in recent decades, 

primarily through the work of Susanna 
Caviglia-Brunel, culminating in her impor-
tant catalogue raisonné of his oeuvre 
(2012). As she argues, Natoire should be 
remembered as much for his extensive and 
varied contribution to this discipline as for 
his painting.1 A drawing of a seated Amour 
by Natoire, recently acquired by the 
National museum, can be said to underline 
the central role of the art of drawing in his 
work (Fig. 1).  
 What laid the groundwork for Natoire’s 
personal relationship to drawing, and what 
were his usual drawing practices? To under-
stand this, Rome, the city which came to 
represent the bookends of his career, is of 
central importance, both his early years of 
study in the city and the way he reconnect-
ed with this period when he became head 
of the École de France in 1751.2 As head of 
the school, it seems that official duties re-
quired him to forgo painting commis sions. 
However, this made room for a continuous 
refinement of his drawing, perhaps pri -
mar ily because the practice of this art was 
more unofficial, and thus more relaxed, in 
nature. Inadvertently, this also further 
revealed the form and range of his drawing 
ability and output. Both during his time as 
student and as a master in Rome, he made 
numer ous drawings copying the works of 
other masters, past as well as contempo-
rary: paintings and sculptures, but perhaps 

A Seated Amour — A Drawing by Charles-Joseph Natoire 
Related to his Painting Apollo and Clytie for the Royal Palace in Stockholm 

 

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

be working towards a stage where they 
could be viewed as the endpoint in and of 
themselves.4 In this respect, it is not sur-
prising that during his years in Paris he 
copied works in Jean-Pierre Mariette’s 
(1694–1774) illustrious collection of mas-
ter drawings. Mariette, his collection, and 
his views on the superiority of drawing as a 
means to ascertain the hand of a master 

Fig. 1 Charles-Joseph Natoire (1700–1777), A Seated Amour, signed 1745. Red, black, blue and white chalk on 
blue paper, 27.4 × 32 cm. Purchase: Hedda and N. D. Qvist Fund 2020. Nationalmuseum, NMH 83/2020.
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Notes:
1. Susanna Caviglia-Brunel, CharlesJoseph 
Natoire, 1700–1777, Paris 2012, pp. 15–41, 94–167.
2. Ibid. Perrin Stein, “Review: CharlesJoseph 
Natoire (1700–1777) by Susanna Caviglia-Bru-
nel”, in Master Drawings, vol. 51, no. 4 (Winter 
2013), pp. 525–538, https://www.jstor.org/stable/
pdf/43705971.pdf, (accessed 29 April 2021). 
3. Stein 2013.
4. Ibid.
5. Stein 2013; Daniel Prytz, “Consummate 
Preparatory Studies and Finished Works of Art 
– 18th-Century French Drawings”,in Art Bulletin 
of Nationalmuseum Stockholm, vols. 24–25, 
Stockholm 2020, pp. 37–44, https://nationalmu-
seum.diva-portal.org/smash/get/diva2:1423382/
FULLTEXT01.pdf, (accessed 29 April 2021). Ma-
rianne Roland Michel, Le dessin français au XVIII 
siècle, Fribourg 1987. See especially the chapter 
“Fonctions du dessin”, pp. 111–172, for a survey of 
the different types of drawing.
6. Stein 2013.
7. Ibid.
8. Caviglia-Brunel 2012, pp. 331–333, P. 170–175, 
D. 361. Pontus Grate, French Paintings, National-
museum, Stockholm 1994, vol. II, cat. nos. 185-190, 
pp. 206–209. Bo Vahlne, Frihetstidens inredningar 
på Stockholms slott: Om bekvämlighetens och skön
hetens nivåer. Stockholm 2012, pp. 370–374.
9. Caviglia-Brunel 2012, pp. 331–333, P. 170–175, 
D. 361. Christie’s, Paris, Sale 18247, Dessins Anci-
ens et du XIXème siècle, 27 May 2020, lot 51. 
10. Caviglia-Brunel 2012, pp. 331–333, P. 170–175, 
D. 361. In this, the drawing is very reminiscent 
of two drawings relating to another painting by 
Natoire in the collections of the Nationalmuse-
um (NM 859), originally acquired by Carl Gustaf 
Tessin. See: Grate 1994, p. 205, cat. no. 184, pp. 
205–206, ref. 1-2., not 2–4.
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degree of finish to the putto of the drawing, 
achieved not least through the expert use 
of trois crayons paired with wash and 
pastel on coloured paper. If this were only 
a study for the figure in the painting, one 
would perhaps expect the surrounding 
area of the sheet to be empty or at least to 
be filled with lines or colours correspon-
ding to the area closest to the figure in the 
larger work. Instead, we find the hint of a 
landscape with a tree and even some 
clouds in the background. Caviglia-Brunel 
posits that the drawing should perhaps be 
viewed as a ricordo, but, considering the 
artist’s drawing practice, it could just as 
likely have been a finished drawing that he 
had made earlier for his own satisfaction 
and to refine his skill, and then reused 
when he received the commission for the 
painting. However, Caviglia-Brunel is in all 
probability correct; the faraway commis-
sion of course meant that it was unlikely 
that Natoire would see the painting again, 
so a memento of a figure, perhaps one he 
particularly appreciated, seems likely.10 

 Painted ricordi of entire compositions 
are of course quite common, but the fact 
that Natoire made his drawing of this 
spe cific figure into a finished picture in 
itself should be viewed as an example of 
the pos sibilities and freedom that he 
found were afforded primarily by drawing, 
which in several respects, it seems, he 
preferred to painting.

were of course also instrumental in how the 
perception of drawings as finished works of 
art evolved in 18th-century France.5 
 In some cases, Natoire’s drawings were 
outright collaborations with other artists, 
where they could be responsible for the 
architecture or landscape and Natoire him-
self for the foreground details and figures.6 
In his own landscape drawings, it can be 
argued that he applied this type of collab-
orative working process, albeit with him-
self, as he adorned them with figures often 
culled from his other drawings.7 These were 
not necessarily direct studies of figures for 
these landscapes, but probably favourite 
figures that he saw fit and wanted to reuse 
or preserve in another context. The art of 
placing figures in or taking them out of pre-
existing compositions was possibly  possibly honed 
by Natoire early on and, over time, became 
a central part of his artistic achievement. 
It probably also played a part in the exe -
cution of the present drawing.
 In 1745, Natoire was commissioned by 
the superintendent of the Royal Palace in 
Stockholm, Carl Hårleman (1700–1753), 
to paint six overdoors. In May of that year 
he was paid 800 livres for the first two, and 
the following year 1,600 livres for the last 
four. The overdoors, with the subjects of 
Neptune and Amphitrite, Jupiter and Io 
(NM 858), Apollo and Clytie (Fig. 2), Pluto 
and Proserpina, The Faithful Shepherd and 
The Sleeping Shepherd, were placed in the 
royal apartments of the newly built palace. 
Two of these, Jupiter and Io and Apollo and 
Clytie, were transferred to the National-
museum in 1865 and then returned to the 
Royal Palace in 1948.8  

 The only known drawing relating to 
this commission is the one acquired by the 
Nationalmuseum.9 It directly relates to the 
painting Apollo and Clytie, but in what way? 
At first glance it may appear to be a study 
for the seated putto in the foreground of 
the painting, but this is in all probability 
erroneous. Considering Natoire’s working 
practice, and his varied use of drawing, 
one must conclude that the drawing had 
another purpose. There is a very high 

Fig. 2 Charles-Joseph Natoire (1700–1777), Apollo 
and Clytie, signed 1745. Oil on canvas, oval, 117 × 108 
cm. Nationalmuseum, NM 857.

https://www.jstor.org/stable/pdf/43705971.pdf
https://www.jstor.org/stable/pdf/43705971.pdf
https://nationalmuseum.diva-portal.org/smash/get/diva2:1423382/FULLTEXT01.pdf
https://nationalmuseum.diva-portal.org/smash/get/diva2:1423382/FULLTEXT01.pdf
https://nationalmuseum.diva-portal.org/smash/get/diva2:1423382/FULLTEXT01.pdf
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ACQUISITIONS/THE VATICAN FROM THE ROAD TO PONTE MOLA 

wider Roman campagna are depicted. 
Considering its characteristics and its 
former attribution, it is perhaps surprising 
that it would eventually be attributed to an 
amateur such as Beaumont, but at the 
same time, and viewed as part of a larger 
context, this is to a certain extent also 
symptomatic of drawings of this type. 
 George Howland Beaumont was born 
in 1753 at Dunmow in Essex. On the death 
of his father in 1762 he became the 7th 
Baronet Beaumont. He received the cus-
tomary education of a British gentleman, 
which at the time included the study of 
drawing. At Eton, Beaumont was taught by 

A mong the acquisitions made by 
the Nationalmuseum in 2019 
was quite a detailed 18th-
century landscape drawing at-

tributed to an anonymous French artist.1 
On arrival at the Museum, however, it could 
confidently be attributed to Sir George 
Howland Beaumont (1753–1827), one of the 
most prominent British amateur artists and 
important arts patrons of his time (Fig. 1). 
 The quality of the work was quite 
apparent, perhaps especially as a represen-
tative example of a certain kind of land-
scape drawing typical of the time, in which 
either Rome, its immediate environs or the 

The Vatican from the Road to Ponte Mola — A Drawing by the Amateur 
Artist and Patron of the Arts Sir George Howland Beaumont

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

the landscape painter and influential draw-
ing master Alexander Cozens (1717–1786), 
and later at New College, Oxford, he was a 
pupil of John Malchair (c. 1730–1812).2 
At the nearby home of his friend Oldfield 
Bowles (1739–1810) in North Aston, he be-
came more involved not only in amateur 
painting, but also in amateur theatre. 
Through the circle of friendships and 
acquaintances he struck up as a result of 
this, he met his wife, Margaret, and also 
came into contact with the pioneering 
work of the Welsh landscape artist Thomas 
Jones (1742–1803), as well as that of 
Richard Wilson (1714–1782). In addition, 

Fig. 1 George Howland Beaumont (1753–1827), The Vatican from the Road to 
Ponte Mola, 1783. Black chalk and gray wash, 27 × 36.5 cm. Purchase: Hedda and 
N. D. Qvist Fund 2019. Nationalmuseum, NMH 9/2020.

Fig. 2 George Howland Beaumont (1753–1827), Vatican from the Road to Ponte 
Mola, 1783. Gray wash and graphite on medium, moderately textured, blued 
white, laid paper, 26.2 × 36 cm. Paul Mellon Collection, Yale Center for British 
Art, New Haven, CT, B1975.4.1453.
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milieu, which perhaps is to be expected of 
an amateur. Viewing an amateur’s artistic 
output, one must of course consider its 
relationship to other parallel involvements, 
perhaps especially if they were in closely 
related areas such as the collecting of art. 
Beaumont’s practical ability to further 
develop his artistic skills was always going 
to be affected by this relationship; in fact, 
this can be said to have been implied. 
Perhaps the “framework” of this relations-
hip may also have influenced his ability to 
further develop his theoretical views of art 
and thereby his taste. Although there is 
a Romantic touch to his Italian drawings, 
his preferences seem to have been squarely 
classical and thus very typical of his time. 
 Today Beaumont’s drawings form part 
of the collections of several important 
museums, among them the Yale Center for 
British Art. They are examples of the work 
of an amateur artist-connoisseur who was 
naturally – and purposefully – steeped in 
the dominant artistic taste of his time. As 
such, they can also be viewed as an obvious, 
as well as an academic and representative 
standard of this taste. Although amateur 
artists in positions of power are to be 
found to this day, still with the potential to 
be influential arbiters of taste, one would 
be hard pressed to find one whose art so 
perfectly reflects both their position in 
society and their artistic connoisseurship 
as Beaumont’s. 

Notes:
1. Tajan, Paris, 15 May 2019, lot 75.
2. Felicity Owen, “The Drawings of Sir George 
Beaumont”, in Master Drawings, vol. 5, no. 3 (Au-
tumn 1967), pp. 291–295, 341–349, https://www.
jstor.org/stable/1552891?seq=1#metadata_info_
tab_contents, (accessed 29 April 2021).
3. Ibid.
4. Ibid.
5. Ibid.
6. Ibid.
7. Ibid.
8. Ibid.
9. The life of Benvenuto Cellini: a Florentine artist. 
... Written by himself in the Tuscan language.  
Translated from the original by Thomas Nugent, 
Vols. I–II. London 1771.
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written by Beaumont himself: “The Vatican 
from the road to Ponte Mola, under this 
outward was killed the Connetable Bourbon 
by a masquet [musket] shot from the 
Vatican at the siege of Rome, Benvenuto 
Cellini says he was the man who killed him.” 
This of course is a reference to the sack of 
Rome in 1527, and especially to Benvenuto 
Cellini’s account of it.9 Through the mutiny 
of his unpaid army, the Connetable Bourbon, 
the “Constable of France”, Duke Charles III 
(1490–1527), had been forced to take part in 
the sack of the city, and according to Cellini, 
who was involved in the defence of the 
papal state, he was in fact shot by the artist 
himself at the location that Beaumont 
depicted. Clearly, Cellini’s description of the 
event fired Beaumont’s imagination, and he 
decided to record this view twice (Fig. 2). 
As such, the work is also quite revealing 
as to the factors that could prompt 
Beaumont’s choices of scene when he 
sketched his landscapes. 
 On his return to England, a political 
career awaited Beaumont, but more im-
portantly in this context he also became 
a prominent personage in the British 
art world, primarily as one of the most 
important patrons and, by extension, an 
influential arbiter of artistic taste. Most 
significantly, he was one of the founders of 
the British Institution and later also laid 
the groundwork for the founding of the 
National Gallery. He was instrumental in 
forming the original collection of the new 
museum, and his preferences, hinted at 
in his own artistic output, were also very 
much reflected in this endeavour. 
 Beaumont’s dominant influence on 
British taste in art was criticised, for ex-
ample, by John Ruskin (1819–1900). 
Ruskin of course championed the inno-
vations of J. M. W. Turner (1775–1851), 
whose art Beaumont never liked. This is 
perhaps especially paradoxical since some 
of Beaumont’s own influences, such as 
John Robert Cozens, were also Turner’s. 
The difference here is that Beaumont 
seems to have been much more comfort-
able in the equilibrium of his own artistic 

his tutor, Charles Davy, had introduced 
him to the engraver William Woollett 
(1735–1785) and the landscape painter 
Thomas Hearne (1744–1817) in London, 
and he spent a summer with them practi-
sing landscape drawing at Davy’s Suffolk 
rectory.3 Otherwise, a large proportion of 
Beaumont’s drawings from these years 
consist of landscapes made during trips to 
the Lake District.4 
 In May 1782, Beaumont and his wife 
embarked on a Grand Tour, visiting 
Brussels, Lausanne, Turin and Perugia 
before reaching Rome in October the same 
year.5 Tourists, whether artists or laymen, 
would typically document their travels in 
drawings. This was also true of Beaumont, 
whose drawing style developed – perhaps 
naturally – as he adjusted to and was in-
creasingly influenced by what he saw. There 
is a pronounced difference between the 
drawings Beaumont produced in Italy and 
those he had made in England, a difference 
further highlighted by the fact that he re-
verted to something much more like his 
earlier style when he returned home.6 
Paradoxically, some of the connections and 
influences he had earlier found in England 
became more important for his artistic de-
velopment on Italian soil. The foremost in-
spiration was probably that of John Robert 
Cozens (1752–1797), whom he met in Rome; 
he was the son of Beaumont’s drawing 
master at Eton, a master draughtsman in 
his own right, and a travelling companion 
to the famous author and patron of the arts 
William Thomas Beckford (1760–1844).7 As 
a result, there is more of a Romantic strain 
to Beaumont’s Italian drawings, somewhat 
reminiscent of the idiosyncratic and proto-
Romantic watercolours of Cozens, as well 
as of the earlier works of Richard Wilson.8 
Maybe he was struck in particular by the 
dramatic majesty of the Italian landscape, 
which he perhaps thought lent itself espe-
cially to interpretations like those of Cozens 
and Wilson, or possibly this adjustment in 
style happened on a subconscious level. 
 On the verso of the present drawing 
there is an interesting inscription, probably 

https://www.jstor.org/stable/1552891?seq=1#metadata_info_tab_contents
https://www.jstor.org/stable/1552891?seq=1#metadata_info_tab_contents
https://www.jstor.org/stable/1552891?seq=1#metadata_info_tab_contents
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ACQUISITIONS/A WRITING BUREAU FROM MAGISTRATE ASPLIND’S WORKSHOP 

A writing bureau dating from 
1810–20 by the ornamental 
painter Johan Nils Asplind 
(1756–1820), Falun, has been 

generously donated to the Nationalmuse-
um by Margareta Leijonhufvud through 
the Friends of the Nationalmuseum (Fig. 1).
 Johan Nils Asplind was born in 1756 
in the parish of Haraker, close to Västerås, 
and was trained, according to himself, in 
drawing, painting and portraiture at the 
Academy of Arts in Stockholm. In 1779, he 
and his wife, Ulrica Hjulbom, arrived in 
Falun. At the time, Falun was Sweden’s 
third largest city and was booming, offer-
ing rich opportunities for commissions. 
However, the master painters in the city 
guild soon began to cause trouble, because 
Asplind was not a member; he responded 
that he was an artist and that he painted 
for “gentlemen” who appreciated art. 
In 1785 he applied for burghership as 
an ornamental painter under the city’s 
manufacturer’s court, and his workshop 
hosted apprentices and journeymen. He 
became a highly regarded citizen, called 
himself “Painter to the Royal Court” and 
was appointed a member of the magistrates’ 
court in 1806.1

A Writing Bureau from Magistrate Asplind’s Workshop 
A Gift from a Friend

Micael Ernstell
Curator, Applied Art and Design

Fig. 1 Johan Nils Asplind (1756–1820), Writing Bu
reau, c. 1800. Produced by Magistrate Asplind’s 
workshop. Pine, oil paint, brass, iron, marble, 128.5 
× 78.5 × 46 cm (h × w  ×  d). Gift of Margareta Leijon-
hufvud 2020. Nationalmuseum, NMK 159/2020.
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The governor’s residence in Falun now 
houses a bureau by Asplind, purchased in 
the 20th century. County governor af Nordin 
ordered several bureaus and small folding 
tables from Asplind and, naturally, demand 
for these furnishings then increased.
 This donated writing bureau has proba-
bly been the property of one family since it 
was made, over 200 years ago. The identity 
of the original owner has not been estblish-
ed but, using estate inventories, it can be de-
finitely traced to the spouses Baron Victor 
Leijonhufvud (1822–1910) and Baroness 
Eleonora Leijonhufvud (1828–1919), 

ACQUISITIONS/A WRITING BUREAU FROM MAGISTRATE ASPLIND’S WORKSHOP 

residence of Dalarna’s county governor 
and, even now, Asplind’s wall planes can be 
studied in the building. Thanks to af 
Nordin’s contacts, he was able to use Louis 
Masreliez’ drawings from Stockholm as 
models and inspiration. Naturally, it was 
positive in terms of social standing if the 
new décor in the governor’s residence was 
similar to that of the king’s at Haga Palace. 
The commission led to this fashion spread-
ing throughout af Nordin’s network and to 
the manor houses of Dalarna and Gästrik-
land. Today, there are twelve large manors 
around Falun that Asplind decorated.2  

 In the 1780s, his workshop was com-
missioned to produce ornamental paintings 
for various manor houses. In 1790, Johan 
Magnus af Nordin, who was close to the 
circles around King Gustaf III, was ap-
pointed the new county governor in Falun. 
To reside in a manner befitting his station, 
af Nordin had to privately purchase one of 
the city’s houses — the only one built in 
stone. It was remodelled with the help of 
the palace architects in Stockholm, and 
Johan Nils Asplind, whose workshop was 
in the same quarter, was employed for the 
décor. The property remains the official 

Fig. 2 Johan Nils Asplind (1756–1820), Writing Bureau, c. 1800 (Detail of the drop front). Nationalmusem, NMK 159/2020.
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Figs. 3 and 4 Johan Nils Asplind (1756–1820), Writing Bureau, c. 1800 (Details of the sides). Nationalmusem, NMK 159/2020.
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of the French rococo, and Gustavian 
furniture design, with the pictorial world 
of both Stockholm and Paris.

Notes:
1. Margareta Nisser-Dalman, Antiken som ideal. Det 
antikiserande inredningsmåleriet och dess sociala 
funktioner i högreståndsmiljöer i Dalarna och Gäst
rikland 1791–1818. Uppsala 2006, p. 102.
2. Ibid., p. 118.
3. Purchased 1997 by Dalarnas Försäkringsbolags 
Kulturstiftelse, DFK 0004. Their collections are 
managed by Dalarna Museum.
4. Svenskt Möbellexikon; Volume 1 A-Hes. Malmö 
1961, Asplind, column 158. 
5. Translated from the original: “Målat på Rådman 
Asplinds Werkstad i Fahlun. At rengöra detta 
arbete, sker med kalt vatten, och gnides endast med 
flata handen helt hårdt, tils alla fläckar äro borta. 
Sedan påstrykes Bomolja, som väl aftorkas med 
linne-lapp, då det blir lika blankt som nytt.” 
6. Translated from the original: “Les Bergers rus-
ses. Af: J.B. Le Prince. Lefde i slutet av 1700talet.” 

 The other label is handwritten and ex-
plains the design on the drop front: “Les 
Bergers russes. By: J.B. Le Prince. Lived at 
the end of the 1700s.”6 The painting The 
Russian Herders was painted in Paris by 
Jean-Baptiste Leprince (1734–1781), after 
his travels in Russia, 1758–64. This subject 
was engraved by Jean Baptiste Tillard, am-
ong others, and Asplind had access to the 
subject as an engraving. The two front dra-
wers are decorated with birds, flowers and 
leaves. Asplind used similar designs on the 
folding tables. On the short sides of the writ-
ing bureau, Asplind has selected a design 
that is a variant of Jean-Baptiste Oudry’s 
(1686–1755) A Dog Pointing a Partridge, 
which was also available as an engraving 
(Figs. 3 and 4). All these subjects were used 
on several pieces of furniture by Asplind. 
This writing bureau has united the influ-
ences of Chinese lacquerwork, the painting 
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parents of the donor’s paternal grand-
father. Previous generations in this family 
owned farms in Dalarna, Bergslagen and 
Gästrikland, areas in which many of 
Asplind’s clients lived. 
 One other bureau originating from 
Asplind’s workshop has been preserved. 
Its first owner was professor and physician 
to the king, Jonas Gistrén (1767–1847), 
and then passed down through the family 
until 1997. The bureau is now in the care of 
Dalarna Museum in Falun.3

 The Nationalmuseum’s wrtiting bu-
reau in pinewood is in late Gustavian style, 
with a straight drop front that hides small 
drawers and compartments (Fig. 2). There 
are two large drawers below the drop front. 
It stands on four short legs. Asplind often 
used wooden tops with imitation painting, 
but this top is more lavish and is in Italian 
marble. There are also fittings in ormolu. 
These choices of materials show that the 
furniture was a commission where the 
client had ideas and possibly even provided 
the workshop with material. 
 Asplind ordered this and other furni-
ture from various local cabinetmakers. 
Two have been identified thanks to 
inscriptions on bureaus now in the Royal 
Palace.4 The most frequent type of furni-
ture comprises black folding tables with 
multicoloured designs. The execution of 
the paintings varies, but the best were 
probably done by Asplind himself. 
 In the workshop, the writing bureau 
was coated in black oil paint, which was 
then varnished to imitate Chinese 
lacquerwork. Asplind selected suitable 
designs from a range of originals, recom-
posing them for a new context. There are 
two labels stuck to the rear of the writing 
bureau (Fig. 5). One is of a type often found 
on Asplind’s furniture. The printed text 
says: “Painted in Magistrate Asplind’s 
Workshop in Fahlun. To clean this work, 
do so with cold water, and just rub hard 
with your hand until all the marks are 
gone. Then brush with lamp oil and wipe 
with a linen cloth, and it will be as shiny 
as new.”5

Fig. 5 Johan Nils Asplind (1756–1820), Writing Bureau, c. 1800 (Detail of the labels on the back). National-
musem, NMK 159/2020.
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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 
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 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.
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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.



26Art Bulletin of Nationalmuseum Volume 27:1, 2020

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.



28Art Bulletin of Nationalmuseum Volume 27:1, 2020

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 
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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. 
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Fig. 18 Théodore Gudin (1802–1880), The Burning of the Kent, 259 × 417 cm. Musée de la Marine, Paris, RF90



31 Art Bulletin of Nationalmuseum Volume 27:1, 2020

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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conclusion therefore is that “Paris is not the right 
place to work outdoors”.
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Portraiture at the turn of the 19th 
century saw the convergence of a 
number of different tendencies. 
This is especially clear from a 

study of intimate drawn portraits, a field in 
which French artists in particular distin-
guished themselves. Ever since the 17th 
century, a genre known as expressive heads, 
or têtes d’expression, had been cultivated in 
academic teaching in France. The aim was 
to chart human nature by means of a sys-
tematic study of physiognomy. A driving 
force in this context was Charles Lebrun 
(1619–1690), who took the view that it 
should be possible to standardise the re-
presentation of human emotions in an 
objective, matter-of-fact manner. He 
gathered his findings in a series of academy 
lectures, later published under the title 
Méthode pour apprendre à dessiner les 
passions (1698). The tradition which 
Lebrun established lived on undiminished 
in the 18th century, finding one of its finest 
expressions in the smiling subjects of 
Maurice Quentin de La Tour (1704–1788). 
It was a tradition that also influenced 
followers of that artist such as Joseph 
Ducreux (1735–1802), with his strangely 
affected and dramatised self-portraits, and 
Claude Hoin (1750–1817), with his more 

Intimate Portrait Drawings after 1800 
From Physiognomy to a New Sensibility

Magnus Olausson
Director of Collections

Fig. 1 Francesco Villamena (1566–1624), Portrait 
of Cardinal Cesare Baronio with Physiognomic 
Characterization of Johan Casper Lavater (Detail). 
Engraving on paper, 34.5 x 21.5 cm. Accession 2011. 
Nationalmuseum, NMG B 9/2011.



34Art Bulletin of Nationalmuseum Volume 27:1, 2020

ACQUISITIONS/INTIMATE PORTRAIT DRAWING S AFTER 1800  

sensitive model studies in black chalk. 
Works by these artists, with a clear focus 
on human nature, have recently been 
acquired by the Nationalmuseum.1 

 The same physiognomic interest found 
perhaps its most famous expression in 
Johann Caspar Lavater’s (1741–1801) 
Physiognomische Fragmente zur Beförde
rung der Menschenkenntnis und Menschen
liebe (1775–78). This work made particu-
larly frequent use of examples from art for 
the purposes of physiognomy, i.e. “reading” 
facial features and body types in order to 
determine character. Lavater, who was 
himself a Freemason, influenced a number 
of esoteric movements, including the 
Illuminati, that attempted to read the 
human soul based on a study of physiog-
nomy. One of many who took an interest 
in his theories was the Swedish mystic and 
Freemason Gustaf Adolf Reuterholm 
(1756–1813). The two corresponded on 
the subject, and Reuterholm sent Lavater 
several engraved portraits with a view to 
the latter making pronouncements on the 
characters of the sitters.2 Several examp-
les with inscriptions in Lavater’s hand are 
to be found in the Nationalmuseum’s 
collection (Fig. 1Fig. 1).3  
 Various manifestations of physiognomy 
also left clear traces in portraiture after 
1800. One of the most striking examples is 
a series of portrait drawings by the French-
man Jean-Baptiste Wicar (1762–1834). 
He was a pupil of Jacques-Louis David 
(1748–1825) and at least as revolutionary 
in inclination as his teacher. As a result, 
Wicar was in fact imprisoned for a short 
time with David. Following his release, he 
immediately left for Italy in the autumn of 
1795.4 It was here that he was to develop 
his remarkable art of portrait drawing. The 
majority of these portraits have been pre-
served in either the Musée des Beaux-Arts, 
Lille, or the Museo Napoleonico in Rome.5  

Fig. 3 Jean-Baptiste Wicar (1762–1834), Portrait 
of Luigi Fantuzzi. Pencil, 23.2 x 17.2 cm. Musée 
Magnin, Dijon, 1938DE338.

Fig. 2 Jean-Baptiste Wicar (1762–1834), Portrait of 
Filippo Benucci. Black chalk on paper, 22 x 13 cm. 
Nationalmuseum, NMH 362/1969.

Fig. 4 Jean-Baptiste Wicar (1762–1834), Portrait of 
Filippo Remondini, Black chalk on paper, 18.4 x 21.5 
cm. Nationalmuseum, NMH 363/1969. 
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Neither of the anonymous female sitters 
seems to have been aware that she was 
being observed. The artist has also shown a 
particular interest in the contrast between 
light and shade, as they were evidently 
drawn by lamplight. This fascination with 
the way faces are sculpted by light was 

Scattered examples are also found in most 
major museums around the world, includ-
ing the Nationalmuseum in Stockholm. 
Many of Wicar’s sitters were fellow artists 
and friends. The two drawings in Stockholm 
portray artists from Genoa and were prob-
ably made during Wicar’s stay there in 1800. 
One is of the miniaturist Filippo Giacomo 
Remondini (Fig. 4Fig. 4), the other of the print-
maker Filippo Benucci (Fig. 2Fig. 2).6 Both are 
executed in a graphic, linear manner, with 
cross -hatching building up the relief. With 
a great sense of presence, the artist has suc-
ceeded in capturing much of the sitters’ 
personality. The same feeling informs his 
portrait of Luigi Fantuzzi, a young intellec-
tual from Belluno in Venetia, in the collec-
tion of the Musée Magnin in Dijon (Fig. 3Fig. 3). 
 Wicar’s compatriot and fellow student 
François Gérard (1770–1837) was not quite 
as ardent a revolutionary. He became court 
painter both to the Emperor Napoleon 
and to the Bourbon kings following the 
Restoration. Not unexpectedly, he was 
criticised both for being too compliant 
with his patrons’ wishes and for devoting 
too much attention to detail, compared 
with the composition as a whole.7 Given 
that he virtually set up a factory for official 
portraits, it may seem surprising to find, 
in the midst of his extensive output, pene-
trating and informal renderings that can-
not be directly linked to finished paintings. 
Several of these chalk drawings may pos-
sibly have been part of the portrait-making 
process, allowing the artist to try out an 
attitude or pose.8 Two newly acquired stud-
ies by Gérard of unknown women belong to 
this group and were probably drawn around 
1815–20. One shows a woman in profile, 
wearing a turban and a dress with a high 
lace collar (Fig. 5Fig. 5). The former was a popu-
lar accessory and often appears in the artist’s 
portraits, generally consisting of a fashion-
able draped Indian scarf.9 The other sketch 
depicts a woman wearing the same type of 
dress, but with nothing on her head (Fig. 6)Fig. 6). 
A distinguishing feature of both of these ra-
pidly but confidently drawn studies in chalk 
on blue paper is their private character. 

something Gérard seems to have come 
back to on several occasions.10 He painted a 
group portrait in oil of the silversmith 
Henri Auguste (1759–1816) and his family, 
for instance, gathered round a table in the 
evening light of a lamp.11 Another example 
is a drawn interior showing the family of 

Fig. 5  François Gérard (1770–1837), Profile Portrait of a Woman, c. 1800. Black chalk, white heightening on 
paper, 25.6 x 19.8 cm. Purchase: Hedda and N. D. Qvist Fund 2017 (accession 2018). Nationalmuseum, NMH 
2/2018. 
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Christen Købke (1810–1848) attempted to 
establish himself as a portrait painter, pre-
sumably to secure a dependable income. 
Despite his hope of obtaining numerous 
commissions, however, he initially had to 
be content to paint relatives and family 
members. There were plenty of them, but 
the work did not make him a wealthy man, 
as they were not in the habit of paying.12 
Like the French artist Jean Auguste 
Dominique Ingres (1780–1867), though, he 
had realised that there was also money to 
be made from portraits done in pencil, 
which were less time-consuming than oils. 
And just like Ingres, he was to develop 
considerable virtuosity in this field.
 One of the people who, early on, helped 
to introduce Købke to potential clients was 
the clergyman Nicolai Laurentius Feilberg 
(1806–1899), his future brother-in-law. 
In early September 1830, Feilberg’s sister 
Charlotte Catherine (1802–1879) had mar-
ried the doctor Ditlev Andersen von 
Nutzhorn (1800–1865).13 It must have been 
in connection with this that Købke drew 
Nutzhorn’s half-brother Carl, just two years 
old at the time. At the end of July, the artist 
had travelled to Aarhus to meet his own 
brother, Valdemar.14 Perhaps this coincided 
with the commission for the von Nutzhorn 
family, who lived in nearby Fredericia. The 
result was a detailed and penetrating 
portrait. In it, the artist has drawn the face 
with a fine gradation of short cross-hatched 
strokes and sculpted the curly hair with 
wavy lines, while the costume is merely sug-
gested by a few schematic outlines (Fig. 9Fig. 9).
 The exceptionally balanced precision 
of this portrait of a pensive but no doubt 
lively two-year-old naturally raises the 
question whether the artist made the 
entire drawing from life or worked from 
preliminary studies. In this regard, we can 
rely on the evidence of another known 
drawing, Købke’s image of the four-year-
old Sophie Clausen, made six years later.15  
In that instance, the artist worked from 
preparatory sketches, and this was no doubt 
his approach when he drew the young Carl 
von Nutzhorn. Consequently, when the 

works, we can note that they are marked by 
a new sensibility and a desire to capture the 
human psyche that goes beyond physiog-
nomic observations (Fig. 8Fig. 8).
 In northern Europe, too, this was a 
heyday for portraiture. At the beginning of 
the 1830s, the Danish Golden Age artist 
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the miniaturist Peter Adolf Hall (1739–1793) 
in Paris – his widow Marie-Adélaïde 
Gobin-Hall (1752–1832) surrounded by her 
children – which is in the Nationalmusum’s 
collection (Fig. 7Fig. 7). Whether the artist in-
tended to make use of these studies at a lat-
er date or regarded them as independent 

Fig. 6  François Gérard (1770–1837), Portrait of a Woman, c. 1800. Black chalk, white heightening on blue 
paper, 24.5 x 17.5 cm. Purchase: Wiros Fund 2020. Nationalmuseum, NMH 85/2020.
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insight and empathy with which Købke 
was able to depict his subjects, he achieved 
the greatest measure of truth.17  
 Close-up studies of sitters were already 
to be found in the physiognomically 
informed portraits of the 18th century. 
With the addition of an esoteric element 
that was part of the pre-Romantic cult of 
emotion, the emphasis gradually shifted 
from an objective study of the outward 
appearance of those pictured to a more 
empathetic approach to the portrayal of 
personality. It is this new sensibility that 
we can observe in the drawn studies of 
both François Gérard and Christen Købke.

final portrait was completed, there would be 
no need for the sitter to be present. Despite 
this, Købke has brilliantly captured the per-
sonality of a two-year-old with a powerful, 
penetrating gaze. Perhaps this is why we find 
the portrait unusually monumental, despite 
its small, intimate format (16 x 14.5 cm).
 This image of the future interior and 
justice minister Carl von Nutzhorn 
(1828–1899) is probably one of Christen 
Købke’s earliest commissioned portrait 
drawings.16 Here the artist was trying out 
all the elements to which he would later 
return in many of his renderings of children 
– a fixed gaze, a frontal composition and 
a closed form. His friend and fellow artist 
Lorenz Frølich (1820–1908) took the view 
that in these portraits, thanks to the unusual 
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Fig. 8 François Gérard (1770–1837), Caroline 
Murat, Left Profile, c. 1808. Black chalk and stump 
on cream coloured paper, 16.6 x 16,6 cm. Musée du 
Louvre, Paris, INV26717-recto. 

Fig. 7 François Gérard (1770–1837), La Famille Hall (Interior with the Hall family). Pencil, 24 x 40 cm. Transferred from Insitut Tessin 1982. Nationalmuseum, 
NMTiD 109.
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Fig. 9 Christen Købke (1810–1848), Carl [Ludvig Vilhelm Rømer] von Nutzhorn (18281899), Minister of 
Interior and Attorney General, Governor of Vejle County, signed 1830. Pencil on paper, 16 x 14.5 cm. Purchase: 
Sophia Giesecke Fund 2020 (accession 2021). Nationalmuseum, NMH 12/2021.
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The period 1810–50 in Danish art 
is so rich in talent that art histo-
rians have been able to com-
fortably ignore the numerous 

painters who belonged to the second tier. 
Thus, there are still many overlooked 
artists to discover for those who look at the 
period through fresh eyes, and one of the 
most recent artists to be reassessed and 
reinstated is the painter Ludvig August 
Smith (1820–1906). Up until the 1990s, 
Smith was largely unknown, so much so 
that he was not even represented at the 
important exhibition De ukendte guld
aldermalere (The Unknown Golden Age 
Painters) in 1984. Not until ten years later, 
when the Hirschsprung Collection arrang-
ed the exhibition Den nøgne guldalder (The 
Naked Golden Age) did Smith receive some 
attention for his nudes painted under the 
tutelage of C.W. Eckersberg (1783–1853). 
In recent years, the Nationalmuseum has 
acquired four early paintings and two draw-
ings by Smith, and given that the Museum 
now owns the largest collection of his works 
found anywhere, it is incumbent on us to 
seek to expand the sparse knowledge avail-
able about his life and endeavours.

The years at the Art Academy
Ludvig August Smith was born in 1820 in 
Copenhagen as the son of skipper Morten 
Peter Schmidt (c. 1776–1836) and 
Magdalene Dorothea Schmidt, née Scheel 
(c. 1780–1853).1 His parents were immi-
grants from Kiel in the Duchy of Holstein, 
and at one point they changed the spelling 

The Contours of the Unknown Smith

Jesper Svenningsen
Post Doc

 Statens Museum for Kunst

Fig. 1 Ludvig August Smith (1820–1906), A Woman Braiding Her Hair, 1839. Oil on canvas, 74 × 60 cm. Pur-
chase: Wiros Fund 2016. Nationalmuseum, NM 7317.
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based particularly on studies after nude 
models. By 1833, Eckersberg had begun 
holding special life classes using female 
nude models during the summer months, 
and Smith attended these sessions over the 
course of several summers. Three of the 
works in the Nationalmuseum collection 
are associated with these summer exer-
cises. The earliest dates from a life class 
held in August 1839, where Eckersberg and 
a small group of students painted after the 
model Cathrine Nielsen.2 Participants 
usually formed a semicircle around the 
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landscape painter Vilhelm Kyhn (1819–1903), 
the versatile illustrator and painter Lorenz 
Frølich (1820–1908) and the Swedish 
portrait painter Nils Månsson Mandelgren 
(1813–1899).
 In the late 1830s and early 1840s, 
Smith took part in the classes arranged at 
the Academy’s school of painting, studying 
under professors Eckersberg and J.L. Lund 
(1777–1867). When taught by Lund, the 
students were usually given the task of 
painting studies of faces after fully clothed 
models, while Eckersberg’s teaching was 

of their surname to the more Danish-
looking Smith. At the age of thirteen, 
L.A. Smith enrolled at the Royal Danish 
Academy of Fine Arts, where he quickly 
moved up through the various classes: in 
December 1835 he reached the so-called 
“second free-hand school”, in July 1836 he 
advanced to the plaster school, and a year 
later he was ready for the most senior class, 
the “model school” – meaning life classes. 
Along the way, he befriended a number of 
the other academy students including 
portrait painter J.V. Gertner (1818–1871), 

Fig. 2 Ludvig August Smith (1820–1906), The Model Florentine Stepping out of 
the Bath, signed 1840. Pencil on paper, 27 × 19.1 cm. Purchase: Magda and Max 
Ettler Fund 2018. Nationalmuseum, NMH 45/2018.

Fig. 3 Ludvig August Smith (1820–1906), Seated Model, signed 1843. Pencil on 
paper, 29.2 × 23.5 cm. Purchase: Magda and Max Ettler Fund 2018. Nationalmu-
seum, NMH 44/2018.



41 Art Bulletin of Nationalmuseum Volume 27:1, 2020

ACQUISITIONS/THE CONTOURS OF THE UNKNOWN SMITH

unknown painting, Smith’s drawing have a 
distinctive feature: he has marked out the 
abrupt transition between highlight and 
shadow with a contour line, a device rarely 
seen in Danish figure drawings from the 
time. The second newly acquired drawing 
hails from life classes held in the summer of 
1843 and is finished in much greater detail 
(Fig. 3). The only other known work from 
this session is an oil study by Eckersberg, 
which can now be dated thanks to Smith’s 

model, with Eckersberg preferring a seat 
furthest out at one end with the row of 
students on his side, usually the left. From 
this particular session three paintings are 
known, of which Eckersberg’s belongs to 
the Louvre, while Smith’s version was 
acquired by the Nationalmuseum in 2016 
(Fig. 1). Generally speaking, Danish 
painting from around this time is charac-
terized by clear but diffuse daylight, but in 
his nude Smith demonstrates a different 
conception of form, richer in contrast: he 
sought, to a greater degree than his peers, 
to reproduce the effect of dazzling bright 
sunlight. In conjunction with the frontal 
composition, the strong contrasts in the 
bare skin contribute to giving the young 
model a sculptural touch and a pronounced 
sense of heft. The Eckersberg school of 
thought aimed at representing the true 
picture which nature let the artist glimpse, 
and which in-depth knowledge of nature 
and its laws allowed the artist to perfect. 
Applying this method, the professor and 
most of his pupils came up with a way of 
portraying women that was infused by an 
elegant frailty; Smith was almost alone in 
emphasizing physicality and monumen-
tality. The choice of composition and the 
effects of the light also caused his study to 
become what may be the most psycholog-
ically intense of all the Danish model 
paintings of the time.
 Drawings by Smith are rare today, but 
a few found their way into the hands of 
Danish art collectors during his own life -
time: in February 1856, Smith held an 
auction together with Vilhelm Kyhn,and 
the art collector Benjamin Wolff was 
among the buyers.3 Having been passed 
down from one generation to the next in 
Wolff’s family, the collection was eventu-
ally dissolved in 2018, at which point the 
National museum secured two of Smith’s 
model drawings. The oldest dates from life 
classes held in the weeks between 20 August 
and 11 September 1840, during which 
Eckersberg posed the model Florentine as 
if she were stepping out of the bath (Fig. 2).4 
Undoubtedly serving as the basis of a now-

drawing. However, Smith’s name does not 
feature among the account of the partici-
pants, so it is possible that he only sat in 
briefly and did not depict the figure in oils.5 

Portraits in the 1840s 
In 1841, Smith won the Academy of Fine 
Arts’ minor silver medal followed by the 
major silver medal the following year, signi-
fying that he had formally graduated. How-
ever, he apparently continued his studies 

Fig. 4 Ludvig August Smith (1820–1906), The Painter J.V. Gertner in His Room, signed 1840. Oil on canvas, 
55.2 × 49.7 cm. Thorvaldsens Museum, Copenhagen, B290.
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 In the years that followed, Smith was 
often commissioned to produce portraits, 
and up until 1849 it was the only genre he 
exhibited at the Royal Danish Academy of 
Fine Arts’ annual juried salons. In 2017, 
the Nationalmuseum acquired an excellent 
example: a portrait of a young man, dated 
1841 (Fig. 5). The model’s age and penetrat-
ing gaze indicate that it is a self-portrait, 
and indeed the picture was handed down 
through generations of Smith’s family until 
2013. Sadly, it will hardly be possible to 
confirm the identity of the person por-
trayed with certainty before we unearth 
the drawn self-portrait that once belonged 
to another Smith collector, the organist 
R.C. Rasmussen (1820–1904).
 Indeed, the year 1841 was an important 
year for the 21-year-old Smith in many 
respects: he also had the good fortune to 
do a pair of portrait drawings of the famous 
author Johan Ludvig Heiberg and his no 
less famous wife, the actress Johanne 
Louise. The drawings were reproduced in 
popular woodcuts, which attracted the 
attention of the writer Ludvig Joseph 
Flamand (1800–1879), who had shortly 
before begun to publish historical works 
illustrated with lithographic portraits. 
Smith was commissioned to do portrait 
drawings of celebrities, which were then 
reproduced at the largest lithographers’ 
studio of the time. Three years later, this 
prompted a major commission for portrait 
drawings of sixteen members of the 
Jutland Assembly of the Estates, which the 
bookseller C.A. Reitzel intended to publish 
as a single, large lithographic print. Intro-
duced in 1834, the Assemblies of the 
Estates (Stænderforsamlingerne) were an 
important centre of the democratic debate 
during the last fourteen years of absolute 
monarchy in Denmark. Smith agreed and 
spent the entire summer travelling around 
Jutland to seek out the most important 
politicians.6 With this spectacular group 
portrait, he firmly established his name as 
a confident creator of good likenesses in a 
small format. He also offered his own mod-
est contribution to the political currents 

exhibited a portrait of his friend seen in 
the bright sunlight of the studio, creating 
rich contrasts in his depiction of the 
painter’s smock and high-light ing the edge 
of the pale canvas on the easel (Fig. 4). 
Smith made sure to incorporate both 
Thorvaldsen’s bust and one of Gertner’s 
studies for the sculptor’s portrait as if to 
emphasize to whom Gertner owed his 
success. Of course, Thorvaldsen immedi-
ately bought the painting.

ACQUISITIONS/THE CONTOURS OF THE UNKNOWN SMITH 

for a few more years, and for the rest of the 
decade he was listed as an academy stud-
ent in the Danish census. This is to say 
that he could not yet be regarded as 
a mature artist, although he had made his 
first significant sale back in 1840. The 
worldfamous Danish sculptor Bertel 
Thorvaldsen had taken a friend of Smith’s, 
J.V. Gertner, under his wing, using Gertner 
as his favorite portrait painter. Smith saw 
an opportunity he could not pass up, so he 

Fig. 5  Ludvig August Smith (1820–1906), Portrait of a Man. Possibly a SelfPortrait, 1841. Oil on canvas,  
45 × 39.7 cm. Purchase: Magda and Max Ettler Fund 2017. Nationalmuseum, NM 7422.



43 Art Bulletin of Nationalmuseum Volume 27:1, 2020

bourgeois home life (Fig. 7). The living 
rooms of the urban middle class had 
been a popular subject for painters up 
through the 1820s and 30s, with bird-
cages and windows being particularly 
favoured as elements that lent symbolic 
emphasis to the safe but restrictive nature 
of home. Smith’s charming painting pulls 
these motifs into a new era in an almost 
naïve fashion. 

and sharply, albeit poetry-forsaken and 
ugly satire […].”9 
 Smith’s scenes of domestic life were 
among his most successful images created 
after 1850, and especially the painting 
En københavnsk familie (A Copenhagen 
Family) won great popularity at the 1861 
exhibtion. The sixth and final work by 
Smith work in the Nationalmuseum 
collection is such a depiction of intimate, 

that would, four years later, lead to the 
introduction of democracy in Denmark.
 The bourgeoisie, which Smith can be 
said to have represented and portrayed in 
his art, had their mouthpiece in the satir-
ical oppositional newspaper Corsaren, its 
republican views constantly teetering on 
the edge of censorship. Smith too felt their 
lash: when the second of the Nationalmu-
seum’s two portraits (Fig. 6) was exhibited 
in the spring of 1847, it met with the news-
paper’s ridicule. At the exhibition, the 
portrait hung opposite a genre scene with 
a young bride painted by Edvard Lehmann, 
and the reviewer stated that the woman in 
Smith’s picture looked displeased because 
she had not been invited to the wedding.7 
It has not been possible to identify the wo-
man, and so we look in vain for an explana-
tion for the painting’s strikingly introspec-
tive, almost melancholic tenor and the sig-
nificance of the floral motif. It is possible, 
however, that Smith – perhaps drawing in-
spiration from the Holstein painter Ditlev 
Blunck (1798–1854) – envisioned the sub-
ject as an allegory of the transience of 
youth or of eternal love.

Genre scenes
Although he mostly called himself a portrait 
painter by this time, Smith began to ex-
pand his range of subjects in the late 1840s 
and up through the 50s.8 He now also em-
barked on genre paintings, occa  sionally 
even venturing into literary subjects, the 
latter with varying degrees of success. For 
many years, the Smith family had lived 
in Gothersgade in a flat overlooking the 
King’s Garden, and from his windows he 
had been able to follow the bourgeoisie on 
Sunday walks in the park. Here he found 
material for countless small anecdotal 
genre scenes of everyday life, but he was 
constantly overshadowed by Wilhelm 
Marstrand’s (1810–1873) satirical genre 
paintings, which were hugely adored by 
audiences and critics. In 1865, one of the 
country’s most significant art historians 
summed up Smith’s endeavours in a single 
sentence as mere “intimations of a skilled 
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Fig. 6 Ludvig August Smith (1820–1906), Portrait of a Woman by a Window, signed 1847. Oil on canvas, 46 × 
37 cm. Purchase: Wiros Fund 2020. Nationalmuseum, NM 7571



44Art Bulletin of Nationalmuseum Volume 27:1, 2020

studies and drawings were not – as was 
the case with many of his colleagues – sold 
after his death, meaning that they could 
not circulate and advance his reputation 
among collectors and art dealers. However, 
the Nationalmuseum’s six new acquisitions 
offer hope that many more of Smith’s best 
works will surface, thereby helping to out-
line the contours of an interesting and 
underrated artist. 

Notes:
1. Smith’s birth and baptism are recorded in the 
church records of the Garnisonskirken church on 
18 March 1821; his father’s death and funeral are 
entered in the same records on 7 and 11 November 
1836; his mother presumably died in the cholera 
epidemic of 1853.
2. Annette Johansen, Marianne Saabye and Emma 
Salling, Den nøgne guldalder. Modelbilleder. C.W. 
Eckersberg og hans elever (exh. cat), The Hirsch-
sprung Collection, Copenhagen 1994, pp. 108–111.
3. Fortegnelse over en Samling af Malerier, Studier, 
Skizzer, Haandtegninger, Kobberstik, Raderinger, 
Lithographier, hvilke ved Auction bortsælges Tirs
dagen den 19de Februar 1856 og følgende Dag […], 
Copenhagen 1856. The drawings addressed here 
were sold as lot no. 68, Studie af en kvindelig Model 
(Study of a Female Nude) and possibly as lot no. 90, 
Modelfigur (Model Figure).
4. Johansen, Saabye and Salling 1994, pp. 112–120.
5. Johansen, Saabye and Salling 1994, no. 67. The 
painting is identical to Emil Hannover, C.W. Eckers
berg. En Studie i dansk Kunsthistorie, Copenhagen 
1898, nos. 545 and 568.
6. Smith’s travels are documented by the published 
steamboat passenger lists run in Berlingske Tidende 
on 28 June and Aarhus StiftsTidende 16 September 
1844. The finished lithograph was advertised for 
sale in early December that same year. A similar 
commission followed seven years later when 
Smith, following Denmark’s victory over the 
Schleswig-Holstein rebels in 1851, was commissi-
oned to do portraits of a dozen prominent Danish 
officers; see L.J. Flamand, Slagene ved Fredericia og 
Idsted, Copenhagen 1853.
7. Corsaren, no. 347, 14 May 1847.
8. Beginning in 1849, Smith had himself listed as a 
“Portraitmaler” (Portrait painter) in the Copen-
hagen directory, and he stated the same title in the 
Danish census of 1855.
9. Julius Lange: “Nyere dansk Genremaleri”, in 
Dansk Maanedsskrift, 1865, II (reprinted in Billed
kunst, Copenhagen 1873, p. 161).

the canary, and Smith has very clearly 
amused herself by depicting various forms 
of transparency in the feeding glass of the 
cage, the vase of flowers, the gossamer 
curtains and the child’s light dress – and, 
of course, the misty air. 
 One of the reasons Smith has been 
overlooked for so long is undoubtedly the 
fact that his late, rather uneven produc-
tion has overshadowed his actually rather 
remarkable works from the 1840s and 
early 1850s. Another reason is that his 

 He would spend his next fifty years in-
sisting on the relevance of everyday scenes 
of city life, which took on an increasingly 
stale air of obsolete Biedermeier gentility 
from the 1860s onwards. Here, however, 
we are still on solid ground, and in Smith’s 
hands the genre has given rise to a study in 
various light effects. Outside, the weather 
is foggy and gray, prompting the mother 
to move to the window niche to properly 
see her sewing. Her attention, however, 
is turned towards the girl playing with 
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Fig. 7 Ludvig August Smith (1820–1906), Interior with Mother and Daughter by the Window, signed 1853. Oil 
on canvas, 47.5 × 41 cm. Purchase: Wiros Fund 2016. Nationalmuseum, NM 7318.
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Fanny Churberg and Maria Wiik

Susanna Pettersson
Director General

Fig. 1 Fanny Churberg (1845–1892), A Forest Stream. Study, c. 1871. Oil on canvas mounted on panel, 39 × 60 cm. Purchase: Wiros Fund 2020. Nationalmuseum,  
NM 7558.
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Fanny Churberg (1845–1892) and 
Maria Wiik (1853–1928) are 
examples of Finnish 19th-century 
women artists with strong and 

promising careers. Churberg was known for 
her dramatic landscapes, painted according 
to the best Düsseldorf tradition, and Wiik 
specialised in intimate portraits and genre 
paintings. The Nationalmuseum’s latest 
acquisitions, Churberg’s A Forest Stream, 
Study (c. 1871) and Wiik’s SelfPortrait 
(c. 1886) strengthen the collection of 
Nordic women artists.
 The Drawing School of the Finnish Art 
Society, established in 1848, had a great 
ambition to nurture and raise talented 
artists in a country that had fallen into the 
geo-political gap between Sweden and 
Russia after the Finnish War (1808–09). 
The system of artistic training encouraged 
the intake of both genders: all artists of 
talent were important. They were expected 
to contribute to the construction of the 
nation by painting its landscapes, people, 
historical events, and mythology. The 
emerging art world needed teachers for art 
classes, members for society boards and 
acquisitions committees, judges for juries 
and art critics to verbalise artists’ achieve-
ments. It is noteworthy that almost all these 
roles were open to both men and women.1 

 Looking at Churberg’s and Wiik’s ca-
reers, we can see that Fanny Churberg, apart 
from being a painter, wrote art criticism in 
Finland, Morgonbladet and Wasabladet and 
later established a society called the Friends 
of Finnish Handicraft. She was an outspoken 
Fennoman, supporting Finnish-speaking 
schools, admiring peasants and publishing 
articles in Finnish. Wiik, in turn, was 
a substitute board member of the Artists’ 
Association of Finland, a member of the 
jury that awarded the state prizes for the 
arts, a member of the Antell Delegation 
and a teacher at the Finnish Art Society 
Drawing School. She was also interested in 
the women’s emancipation movement and 
women’s rights in society and was one of 
the organisers of the women artists’ exhibi-
tion at the Ateneum Art Museum in 1905.2 

Fig. 2 Fanny Churberg (1845–1892), Rapakivi Rocks, 1871. Oil on canvas, 29.5 × 34 cm. Edvard Richter and 
Mandi Karnakoski-Richter Bequest. Ateneum Art Museum/Finnish National Gallery, A V 4712.

Fig. 3 Fanny Churberg (1845–1892), Forest, Study, 1872. Oil on canvas mounted on plywood, 23 × 37,5 cm.  
Gift of Arvid Sourander. Ateneum Art Museum/Finnish National Gallery, A III 2343.
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Mossy rocks, reminders of the ice age, and 
the flowing water crossing the canvas make 
a vibrant composition. She was known to 
compare nature and human life, and to 
find similarities between the human tem-
perament and the acts of Mother Nature. 
Rapakivi Rocks and Forest, Study, which 
offer comparisons from the same period, 
show more of Churberg’s way of painting 
forest landscapes (Figs. 2 and 3). A sketch 
from 1879, Finnish Landscape, donated by 
Gösta and Bertha Stenman to the Finnish 
Art Society in 1919 and now in the collec-
tions of the Finnish National Gallery, also 
makes a good comparison with the 
Nationalmuseum’s acquisition (Fig. 4). 
 Churberg became a model for future 
generations of women artists in Finland, 
not least painters like Helene Schjerfbeck 
and Helena Westermarck. She developed 
a new way of painting the landscape: 

 Wiik came from a family with solid 
cultural and socio-economic capital that 
ensured her a secure start to an artist’s 
career. Her father was a well-respected 
architect, and the family had strong net-
works in the capital Helsinki, the capital 
of the country. Churberg, in turn, spent 
her early years in a west-coast city of 
Vaasa, where her father had a doctor’s 
practice. She had lost her mother at the 
age of 12 and, unlike Wiik who spent all 
her youth in Helsinki surrounded by her 
family, Churberg went to school in dif-
ferent cities, grew to be independent and 
challenged the adults around her. Both 
chose not to marry.3

Churberg’s landscapes
Fanny Churberg began her studies in 
Helsinki in 1865 under the supervision of 
Alexandra Frosterus, followed by Emma 
Gyldén and Berndt Lindholm as her teach-
ers. In 1867 she travelled for the first time 
to Düsseldorf to study and later, in 1875, to 
Paris.4 She was interested in painting 
still-lifes and, in particular, landscapes, 
many of them rather small. As an art critic 
she wanted to lift women artists into the 
limelight. Most importantly, she wanted to 
paint “like no other woman”, and admired 
Rosa Bonheur (1822–1899) for her career 
as an artist and her strength as a “new 
woman”. Other artists who appealed to 
Churberg’s curious mind were the French 
painters Gustave Courbet, Théodore 
Rousseau, Camille Corot and Charles 
François Daubigny.5 

 The Nationalmuseum’s acquisition 
A Forest Stream, Study (Fig. 1) represents 
a typical Churberg subject, a forest land-
scape with an element of water. It was 
painted when Churberg spent her summers 
in Finland and studied and worked in 
Düsseldorf during the autumn and winter. 
She developed her motifs while taking 
walks in the natural or cultural landscape, 
and painted rocks and trees, water, and 
light with a strong hand. Her studies en-
couraged her to invest in contrasts in which 
light and shadow play a significant role. 

daringly, expressively, almost explosively 
(Fig. 5). This was too much for the critics, 
and finally, tired of the criticism and the 
narrow-minded gatekeepers, in the late 
1870s Churberg abandoned her career as 
an artist and devoted her time to estab-
lishing the Friends of Finnish Handicraft 
(est. 1879). This career turn might seem a 
great disappointment from today’s per-
spective, but clearly reflected the difficul-
ties of the late 19th century art world. 
 Churberg’s contemporaries regarded 
her works as “harsh” and “raw”. She was 
said to lack talent and an artistic eye. In 
1892, the year of her death, painter Fredrik 
Ahlstedt published an article in which he 
accused her of using “screaming colour 
contrasts” and said that many of her paint-
 ings represented “raw and preliminary 
sketches”. He wished that Churberg had 
brought more of nature’s sensitive colours 

Fig. 4 Fanny Churberg (1845–1892), Finnish Landscape, 1879. Pencil, white cover colour, 28 × 34,5 cm. Gösta 
and Bertha Stenman Donation. Ateneum Art Museum/Finnish National Gallery, A II 1347.
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that she would have painted a good 
number of self-portraits as well, but the 
catalogue of her works from 1954 shows 
that there were only nine of these out of 
a total of 619 entries.12 One explanation 
can be found in her way of working which 
according to herself, was rather slow. 
The Nationalmuseum’s SelfPortrait was 
paint ed in around 1886, i.e. in the late 
1880s, which has been regarded as Wiik’s 
strongest period as an artist (Fig. 6). At the 
time she was working in Helsinki and 
shared a studio with Helene Schjerfbeck 
and later with Ada Thilén.13 The portrait 
was never sold to anyone, but kept instead 
in the family, with Maria Wiik’s sister 
Gustava Emilia Wiik and her husband, 
Carl Johan Lindberg, the leader of an 
orchestra in Stockholm.14 

 SelfPortrait shows Wiik against a dark 
background, looking calmly at us. The pos-
ture was typical of her portraits, with a half-
turned face, the other side remaining in 
shadow. Wiik favoured dresses and blouses 
with high collars, as seen in portraits and 

Westermarck, Ellen Favorin, Elin Danielson 
and Fanny Lundahl, among others. Like so 
many other artists of her time, Wiik packed 
her bags, moved to Paris in 1875 and em-
barked on studies at the Académie Julian. 
She was also a private student of Puvis de 
Chavannes.9 She was deeply interested in 
music, literature and theatre – topics that 
she commented on her letters back to her 
friends and family. Watching Sarah 
Bernhardt perform in Sphinx in December 
1878 was one of the unforgettable expe-
riences she shared with them.10 

 Wiik travelled back and forth between 
Helsinki and Paris, exhibited at the Finnish 
Art Society’s annual exhibitions, had an 
entry at the Salon in Paris and taught at the 
Finnish Art Society’s Drawing School. Later, 
her travels took her to Italy. The sisterhood 
provided by the community of women 
painters gave her strength and energy and 
helped her to survive, as professor emerita 
Riitta Konttinen has pointed out.11 

 Wiik was at her best painting portraits 
and genre paintings. It might be assumed 
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to her canvases.6 This attitude, mirroring 
a gendered view of what was to be expected 
of women painters, changed, however, and 
Churberg’s works were later, from the 
early 20th century onwards, praised for 
the same qualities that had previously 
attracted criticism. The language changed: 
what had been harsh and raw was now seen 
as original and vigorous – far removed 
from sweet, middle-of-the-road taste.7 
Maikki Friberg (1861–1927), a well-known 
suffragist of her time, stated in 1919 that 
had Churberg been a man, she would have 
been celebrated as the creator of a new 
style with her expressionistic paintings.8 

Wiik’s self-portraits
Maria Wiik participated in her first art class-
es at school, guided by Elizabeth Blomqvist 
(1827–1901). Encouraged by her teacher 
the young Maria began her art studies at 
Adolf von Becker’s private art academy in 
Helsinki, followed by training at the Finnish 
Art Society’s Drawing School. She studied 
together with Helene Schjerfbeck, Helena 

Fig. 5 Fanny Churberg (1845–1892), Winter 
Landscape, c. 1880. Oil on canvas, 38 × 56 cm. Gift 
of Arvid Sourander. Ateneum Art Museum/Finnish 
National Gallery, A III 2367.
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painted from the other side. The white 
coat, dark blouse and red, greyish and 
brownish colours of the background make 
an effective combination, creating space 
for her sharp gaze that looks tired and 
annoyed (Fig. 9). At this point she was 
losing her eyesight and knew that this 
would mean an end to her life-long 
passion, painting.

photographs of her (Figs. 7 and 8). In this 
self-portrait the white collar creates a dia-
gonal element, reflecting light and high-
lighting her face. The focus is on her eye-
brow, eye and straight nose. She chose to 
paint with dark colours, reflecting her 
admiration of older French and Dutch art. 
In her later self-portrait from 1917, the 
angle of the face remains the same, but is 
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Fig. 6 Maria Wiik (1853–1928), SelfPortrait, c. 1886. Oil on canvas, 41.1 × 33.3 cm. Purchase: the Friends of 
the Nationalmuseum 2020. Nationalmuseum, NM 7559.

Fig. 8 Unknown Photographer, Maria Wiik. Pho-
tography, 10.0 × 6.0 cm. Finnish Heritage Agency, 
Helsinki, HK10000:1194.

Fig. 7 Maria Wiik (1853–1928), SelfPortrait. Chalk, 
47 × 33.7 cm. Ateneum Art Museum/Finnish Natio-
nal Gallery. A III 2753:35.
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according to which Churberg had had 
“more devil in her than any other woman 
artist”, and was sorry that she had given up 
painting. Writing about Wiik, Öhquist men-
tioned her technique and use of colour.18 
Wennervirta saw real value in Churberg’s 
paintings, described her as a true colourist, 

Öhquist (1912), Ludvig Wennervirta (1926) 
and Onni Okkonen (1945, 1946 and 1955). 
Johannes Öhquist named Churberg as 
“one of the most original and independent 
women artists” and characterised her works 
as “masculine and strong”. He referred to 
a commonly known characterisation, 

The reception of Churberg and Wiik
Fanny Churberg and Maria Wiik partici-
pated in the annual art exhibitions organ-
ised by the Finnish Art Society. They 
received grants and held positions in the 
art world. Yet their works were not widely 
acknowledged, and criticism of them was 
mostly harshly phrased. The Finnish Art 
Society bought its first painting by 
Churberg in 1880: A Winter Landscape, 
After Sunset (Fig. 11). Wiik’s work, in turn, 
was acquired in 1883, when Elsa (Fig. 10) 
was added to the collections.15  Outside 
Finland, representation of the two artists’ 
works is much more sporadic. As an ex-
ample, the Nationalmuseum in Stockholm 
had no painting by Wiik before the recent 
acquisition. Fanny Churberg had been re-
presented in its collections by four draw-
ings, donated by Gösta Stenman via the 
Friends of the Nationalmuseum in 1934. 
 Both artists started to etsablish a re-
putation during the first decades of the 
20th century. For Churberg this happened 
well after her death, whereas Wiik was able 
to experience the growing interest herself. 
One of the key figures in promoting these 
artists was Gösta Stenman (1888–1947), 
a gallerist and an art collector in the mak-
ing, who was interested in young and emerg-
ing artists, but also those who had been 
slightly marginalised. He not only organ-
ised exhibitions in Helsinki and from 1934 
onwards in Stockholm, but also bought 
everything he possibly could. As an ex-
ample, in 1916 Stenman approached Maria 
Wiik several times before she agreed to 
meet him. “In just two hours the whole stock 
was sold out and I just sat there, exhausted, 
with money in my hand”, Wiik wrote to her 
niece Elsa Lindberg.16 Stenman’s role was 
central in rediscovering Churberg: when 
he organised her exhibition in October 
1919 it caused a small sensation. It was 
stated that Finnish art history needed to 
be rewritten, giving Churberg a more pro-
minent place than before.17 

 Churberg and Wiik were included in 
the earliest Finnish art history publica-
tions, written by art historians Johannes 
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Fig. 9 Maria Wiik (1853–1928), SelfPortrait, 1917. Oil on canvas, 37 × 30 cm. Ostrobothnian Museum/Vaasa 
Art Association, Vaasa.
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were expected to fit into a format and to 
paint softly and according to conventions. 
If they did not, their works were classified 
as masculine, radical or even devilish. 
Words and expressions varied, but the 
idea was the same: testing the limits of 
expression meant testing the limits of 
gender, too.
 All the major names of Finnish art 
history were gradually given monographs 
of their own. Fanny Churberg and Maria 
Wiik, too, were explored in greater depth. 
Helena Westermarck, who had a back-
ground as an artist, studied Churberg in an 
article published in 1935 in the journal 
Finsk Tidskrift, with a fuller version ap-
pearing in a publication Tre konstnärinnor 
(Three artists) in 1937.21 Aune Lindström, 
curator and later director of the Ateneum 
Art Museum, wrote a monograph on 
Churberg’s art in 1938.22 In these texts, she 
was analysed from the vantage point of her 
being a woman. Wiik, in turn, was the sub-
ject of Pia Katerma’s doctoral dissertation 
in 1954. Riitta Konttinen, the leading 
scholar on Finnish women artists since 
the 1980s, continued the analysis and 
wrote a book about Maria Wiik in 2000 
and one on Churberg in 2012, showing 
that there is still much to discover from 
today’s perspective, not least from the 
standpoint of gender.

Notes:
1. Susanna Pettersson, Suomen Taideyhdistyksestä 
Ateneumiin: Fredrik Cygnaeus, Carl Gustaf Est
lander ja taidekokoelman roolit, Helsinki 2018, pp. 
67–72. Susanna Pettersson, ”Independent Women 
as Artists: Status, Education and Reception of Their 
Works”, in Images of the Modern Women, Susanna 
Pettersson, Anu Utriainen and Katja Ikäläinen 
(eds.), Helsinki 2017, pp. 9–19.
2. Pia Katerma, Maria Wiik, Helsinki 1954, pp. 105 
and 108. Riitta Konttinen, Fanny Churberg, Hels-
inki 2012, pp. 156–157 and 163. Riitta Konttinen, 
Maria Wiik, Helsinki 2000, pp. 107–109.
3. Konttinen 2000, pp. 9–15; Konttinen 2012, pp. 
20–26.
4. Konttinen 2012, pp. 26–42.
5. Konttinen 2012, pp. 49 and 91–92.
6. Konttinen 2012, pp. 13 and 48–49.
7. Konttinen 2012, p. 14.
8. Konttinen 2012, p. 9.

reservations. In his eyes, she lacked talent 
and was uneven. He had to concede, 
though, that Churberg had developed 
“independently”, had shown “bold tem-
perament” and had been a radical artist in 
her own time, even a forerunner of 
Finnish expressionism.20  

 These early analyses interestingly 
demonstrate the issues involved: women 

and mentioned that the early critics had 
treated her unjustly. He wrote about Maria 
Wiik’s career, too, but showed significantly 
less interest.19  Okkonen, a professor of art 
history at Helsinki University, was in favour 
of Wiik. He complimented her art from the 
1880s and compared her portraits of child-
ren to the works of Frans Hals. Regarding 
Churberg, Okkonen had many serious 
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Fig. 10 Maria Wiik (1853–1928), Elsa, 1882. Oil on canvas, 57× 47 cm. Ateneum Art Museum/Finnish Natio-
nal Gallery, A I 229.
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Fig. 11 Fanny Churberg (1845–1892), Winter Landscape, 1880. Oil on canvas, 73.5 × 105 cm. Ateneum Art Museum/Finnish National Gallery, A I 189.

https://www.amells.com/galleri/maria-wiik/marietta/15665
https://www.amells.com/galleri/maria-wiik/marietta/15665
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The art was displayed in a building by 
Ferdinand Boberg (1860–1946), with Prince 
Eugen as chair of the arts section. Along 
with his friend Oscar Björck (1860–1929), 
a painter, the prince had undertaken invi-
tation visits in Europe the year before its 
opening, and the more spectacular names 
included Claude Monet, Camille Pissarro 
and Auguste Rodin. Prince Eugen had him-
self visited the French sculptor in Paris. In 
a letter to Rodin, dated 16 December 1896, 

The General Art and Industrial 
Exposition of Stockholm was held 
between 15 May and 3 October 
1897, on the island of Djurgården. 

It was an opportunity for the United King-
doms of Sweden and Norway to display 
what the union could achieve as an indus-
trial nation, as well as an opportunity to see 
examples of innovation in the field of indus-
trial design and the arts. The exposition is 
believed to have had 1.5 million visitors.1 

Auguste Rodin’s La Terre – A Rediscovered Sculpture 
in the Nationalmuseum’s Collections

Linda Hinners
Curator, Sculpture

the prince wrote: “During my visit to your 
studio you committed to sending some of 
your marble sculptures to our exposition, 
as well as the superb bust by Dalou.”2 And 
so it was – the French sculptor sent a 
marble (La Mort d’Adonis) and Dalou’s 
bronze bust (1884) to the exposition. 
Rodin was also represented by four plaster 
casts. In the catalogue, these are grouped 
under the same number and untitled 
(1698 “Four plaster casts”).3 

Fig. 1 Auguste Rodin (1840–1917), La Terre (The Earth), 1896. Plaster, 47.5 × 114 × 40 cm (h × w × d). Gift at an unknown time during the early 20th century. National-
museum, NMSk 2392.
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confirmed as being in the collections.10  
Investigations were also carried out prior 
to the Nationalmuseum’s Rodin exhibition 
in 2015.11 However, in the autumn of 2018, 
a discovery was made in the National-
museum’s warehouse, during an inventory 
prior to it being moved. Hiding among the 
Antique plaster casts, at the very back of 
a shelf, was one that did not appear to be 
Antique. It was in poor condition, dirtied 
by previous handling, and lacked an inven-
tory number. On closer examination, a pen-
cil inscription was discovered: “Gift of 
Rodin”. It soon became clear that this was 
a plaster cast by Rodin and, naturally, asso-
ciations were made with the missing sculp-
ture that was supposed to have been do-
nated to the Nationalmuseum. But this 
was not La Voix intérieure/La Méditation 
– instead, it was a sculpture called La Terre 
(Figs. 1 and 2). How did this come about, 
and how could it be linked to the refused 
gift from 1897? What followed was detec-
tive work that included ocular analyses of 
the plaster and research in the archives.12 

 Rodin created La Terre in 1894, first as 
a rough sketch (Musée Rodin S. 00210), 
then as an enlarged plaster cast, double the 
size. The sculpture was exhibited frequently 
between 1896 and 1904. German artist 
Emil Heilbut (1861–1921) paid 3,500 francs 
for La Terre “grandeur petite nature” cast 
in bronze by Edmond Groult, and the 
sculpture was delivered to him in 1900. 
This bronze then passed through various 
hands until it was bought back by Rodin 
in 1913 (S. 00623).13 

 The Nationalmuseum’s plaster cast has 
visible joins, some wide, others finer. On 
the bronze, as on the plaster cast of the 
same size stored in Musée Rodin (S. 03153), 
the joins are barely visible. However, Musée 
Rodin also has cast terra-cottas of the small 
model (S. 00385). These have a network of 
casting joins identical to the plaster cast in 
Stockholm, showing that they originate 
from the same moulds as the original plas-
ter cast (not preserved) used to scale up 
the work from original sketch. The plaster 
cast in Stockholm also has double joins. 
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 Ironically, this was the cause of an 
artistic outcry. Some of the leading artists 
in Konstnärsförbundet (the artists’ associa-
tion), including Carl Larsson, Richard 
Bergh, Georg and Hanna Pauli and Anders 
Zorn, joined forces and wrote to Rodin 
stating their admiration for the French 
sculptor and emphasising that they were 
not involved in the decision. The National-
museum’s decision was leaked by the press 
as an embarrassment, with the result that 
the Museum’s management was called be-
fore the king to be reprimanded. Oscar II, 
(Prince Eugen's father) received the sculp-
ture in the Museum’s stead, as an act of 
artistic diplomacy, thus making amends 
to Rodin.9   
 However, this sculpture disappeared in 
the early 20th century. In October 1908, 
after the estate of Oscar II was settled, 
Prince Eugen signed out the sculpture for 
10 kronor. Much later, Prince Eugen stated 
that the sculpture had been given to the 
Nationalmuseum, where it has not been 

 Rodin’s sculptures, particularly those 
in plaster, aroused both admiration and 
wonder. One observer stated that the plas-
ter casts showed an “undeniable talent”4, 
while another described one of them as 
“affected and removed from nature […] 
a cast of some uncovered victim of the 
eruption in Pompei”.5 After the Stockholm 
exposition, Rodin offered to donate one of 
the plasters to the Nationalmuseum. The 
sculpture in question was Rodin’s La Voix 
intérieure (The Inner Voice), somewhat 
later called La Méditation by the artist.6 
The sculpture had already been discussed 
in correspondence between Prince Eugen 
and Rodin in January 1897, and the sculp-
tor described it as one of his most accom-
plished.7  However, at a meeting on 6 
November 1897, the Nationalmusei board 
– consisting of Carl Nordenfalk, P. D. 
Holm, Georg von Rosen and N. F. Sander 
– decided to reject the proposal forwarded 
by curator Gustaf Upmark, that of the gift 
of Rodin’s sculpture.  

Fig. 2 Auguste Rodin (1840–1917), La Terre (The Earth), 1896 (Detail). Nationalmuseum, NMSk 2392.
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version [épreuve] and I believe this sculp-
ture to be [the] best”. Von Seidliz respond-
ed that he had actually been thinking of 
another one, but that La Terre would be 
preferable. However, when von Seidlitz 
and his colleague visited Rodin in Paris in 
May 1896, they changed their minds and 
chose a standing female figure instead. 
The following year, in February 1897, the 

The second joins correspond to those that 
arose after enlargement. It seems that the 
plaster version of La Terre (which is up-
right) included in the sculpture called 
Absolution (S. 03452) from c. 1900, has the 
same network of double casting joins.14   
The hypothesis is thus that there were two 
casts, made c. 1896, using the same moulds. 
This hypothesis is also strengthened by the 
inscription on the plaster cast in Stockholm: 
“N° 2”. The first cast would thus be the one 
that was integrated into Absolution, and 
the second would be the plaster cast in 
Stockholm. There is no doubt that it is an 
original plaster cast by Rodin; like most of 
Rodin’s plaster casts it is light and rein-
forced with horsehair.15 

 In the correspondence between Prince 
Eugen and Rodin in January 1897, the 
sculptor proposed that he would like La 
Voix intérieure to end up in the National-
museum.16 Rodin also disclosed that the 
same plaster cast was to be shown in the 
museum in Marseille. It is this letter, 
written several months before the exposi-
tion opened, which has been used in identi-
fying La voix intérieure/La Méditation as 
Rodin’s gift.17 However, we do not actually 
know exactly which plaster casts were 
shown at the 1897 exposition; the cata-
logue does not provide any titles. Could it 
be that Rodin sent a different sculpture to 
Stockholm, instead of La Voix intérieure? 
 By returning to the documents relat-
ing to Rodin’s work around 1896–97, 
Antoinette Le Normand-Romain has been 
able to show that at the same time as Rodin 
was corresponding with Prince Eugen 
about the Stockholm exposition, he was 
also negotiating with Woldemar von 
Seidlitz (1850–1922), director of Dresden’s 
museums, on the loan of plaster casts to 
the international art exhibition in Dresden 
in 1897. The sculptures had been selected 
by von Seidlitz’ colleague from Rodin’s 
works that were exhibited in Geneva in 
February 1896. Rodin sent a list of works to 
clarify which these were: “I do not know 
whether it is the large plaster cast that I 
have called La Terre, this is a beautiful 

director from Dresden wrote to say how 
pleased he was that the sculp ture he had 
selected at Rodin’s had finally arrived at 
the museum. This sculpture, La Voix 
intérieure/La Méditation, remains in 
Dresden (Fig. 3).
 This episode demonstrates that dur -
ing this period, 1896–97, there were two 
new sculptures that Rodin particularly 

Fig. 3 Auguste Rodin (1840–1917), La Voix intérieure/La Méditation (The Inner Voice/Meditation), 1886. 
Plaster, 149.5 × 70 × 60 cm (h × w × d). Albertinum, Skulpturensammlung. Staatlichen Kunstsammlungen 
Dresden, ASN 4816.
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appreciated and wanted to publicise – La 
Terre and La Voix intérieure/La Méditation. 
He exhibited them at various French and 
international exhibitions, and seems to 
have blithely reasoned that the two sculp-
tures were interchangeable. When Rodin 
had to send La Voix intérieure to Dresden 
in early 1897, he appears to have instead 
sent La Terre to Stockholm in the autumn 
of that year, apparently without advance 
warning. In turn, the Swedes were not par-
ticularly familiar with Rodin’s sculptures, 
something that is not least apparent in 
contemporary assessments (Carl Larsson 
called Rodin’s sculpture nothing more than 
“Gipsgubben” – the plaster-cast man18), 
and the sculpture was thus assumed to be 
that titled La Voix intérieure, as previously 
discussed in the letters. Rodin also appears 
to have forgotten where the sculptures 
eventually ended up as, in a letter to jour-
nalist Judith Cladel (1873–1958) the follow-
ing year, he stated that La Voix intérieure 
had gone to the Swedish king.19  
 There is no documentation to confirm 
the above scenario, but it is not unreason-
able that some mix ups occurred for an 
artist who created thousands of sculp-
tures.20 In 1896–97, Rodin exhibited both 
his new sculptures, La Terre and La Voix 
intérieure, at international exhibitions. 
La Voix intérieures’ striking female figure, 
with no arms and fragmentary legs, is not 
mentioned in detail in contemporary 
criticism.21 Contemporaneous commen-
tary, such as that comparing the plaster 
cast at the Stockholm exposition with 
a victim dug out of the ruins of Pompei, is 
a better match with the appearance of La 
Terre: a rudimentary female figure, with 
incomplete arms and legs, lying face down-
ward, not entirely unlike the forms found 
in the hardened ash of Vesuvio. Of course, 
there is nothing to say that Rodin did not 
send both sculptures to Sweden.22 But the 
mystery of searching for the sculpture in 
Sweden for decades, without finding it, 
also appears more reasonable if you be-
lieve this is because the search was for the 
wrong sculpture. 
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ACQUISITIONS/BUST OF A WOMAN, VARIANT OF ANDANTE PATETICO BY ALICE NORDIN 

A lice Nordin (1871–1948) and 
Hugo Alfvén (1872–1960) met 
in Paris in the spring of 1898. 
She was a talented sculptor 

who had received a royal medal and a 
travel stipend from the Royal Swedish 
Academy of Fine Arts in Stockholm, he was 
a young composer, also in France thanks to 
an academy study grant. They met in her 
studio, and he played the violin for her for 
hours. “Continue!” she would say when he 
stopped. And Hugo Alfvén played, and Alice 
Nordin sculpted. That spring, she was work-
ing on a sculpture of a young woman with 
closed eyes. The bust is visible on the turn-
table in the photograph taken by Nordin 
and Alfvén in her studio in Paris (Fig. 1).1 
 She dedicated the sculpture to the 
composer, and it is now housed at Alfvén-
gården.2 Later that spring, Alfvén wrote 
a letter from Brussels, saying he wanted to 
create a piece of music for Alice Nordin in 
return. Whether this was done is unclear, 
and nothing came of their relationship, even 
if letters from the spring of 1898 testify to 
strong feelings. Alfvén later briefly men-
tions Nordin in his memoirs: “She was the 
sensitive one, who reacted so emotionally 
to music [...] She had begun to sculpt a wom-
an’s head, which she called the Listener: 

Bust of a Woman, Variant of Andante Patetico by Alice Nordin

Linda Hinners
Curator, Sculpture

Fig. 1  Alice Nordin and Hugo Alfvén in the studio in 
Paris. Alice Nordin’s Archive, Gothenburg Universi-
ty Library, KvinnSam.
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had been inspired by the restrained third 
movement of Alfvén’s violin sonata Op. 1, 
of the same name – Andante Patetico.6 
Alfvén’s first performance of this violin 
sonata was at his private soiree in 
Stockholm on 20 March 1896.7 It is not 
entirely unreasonable to imagine that this 
was what he played for the sculptor in Paris. 
This woman’s face is also deeply intent, as 
if listening, her eyes are closed but her face 
is turned upwards, open to emotion. The 
style is close to the taste for symbolism and 
art nouveau and new sculpture that was 
current at the time, in which wistful, sen-
sual expressions and soulfulness were vital 
components, expressed in a naturalistic 
style.8 The Nationalmuseum’s sculpture is 
closely related to Andante Patetico from 
1899, but with a few changes: the hands are 
altered and support the face on the oppo-
site side of the head, and the drape of the 
model’s hair is different (Figs. 3 and 4). 
This is probably a variation on the theme, 
produced a few years later.9 
 It is clear that Andante Patetico was 
important to Nordin. When, as the first 
female sculptor to have a solo exhibition at 
Konstnärshuset in Stockholm, 22 February–
18 March 1911, she placed it on the cover of 
the catalogue. Alice Nordin was incredibly 
popular at the time and, in 1905, Idun 
magazine had chosen her to represent Art 
in a fictional academy of the fine arts 
(ahead of Jenny Nyström (1854–1946) and 
Anna Boberg (1864–1935)).10 Her exhibi-
tion at Konstnärshuset had 3,000 visitors.11 
One reason for Nordin’s huge popularity 
was the reproduction of her sculptures in 
bronze and Parian ware. She also collabo-
rated with Böhlmark’s lamp factory.12 

Nordin had a relatively humble background, 
as daughter to a master carpenter, unlike 
most other female sculptors of the time. 
However, like them, she had started her 
career as a student at a school for handi-
crafts, Tekniska skolan, and then contin-
ued to the Academy of Fine Arts. This was 
where she received both the ducal and royal 
medals, allowing her to continue studying 
in Paris, where she first met Alfvén.13   
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Her diary and the letters she wrote in the 
years 1898–1904 testifies to this. “To be his 
wife-that would be heaven on earth” wrote 
Alice Nordin, to then state: “But I will never 
be his. He cannot commit. His art his what 
holds him and a woman is of fleeting 
significance to him”.4  
 In the year after their first meeting, 
Nordin sculpted a female head similar to 
that she had given Alfvén as a gift, this time 
with the head resting in the hand. She called 
it Andante Patetico (Fig. 2).5 In an inter-
view in 1903, the sculptor stated that she 

a young woman with closed eyes and tears 
on her lashes, leaning her head back with a 
secretive smile. Her expression is among 
the most sublime things I have seen. This 
sculpture was the artist’s gift to me as 
a thank you for our days in Paris. We later 
met in Rome, in Florence, in Waidbrück and 
in Stockholm, where she made a portrait 
bust of me.”3 
 However, for Alice Nordin, the “days in 
Paris” were not a passing occurrence. 
Their meeting affected both her private 
life and her art for a long time to come. 

Fig. 2 Alice Nordin (1871–1948), Andante Patetico. Plaster, 38.5 × 26 × 30 cm (h × w × d). District Clerk Hans 
Collin bequest 1947. Kulturen i Lund, KM 45496. 
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Fig. 3  Alice Nordin (1871–1948), Bust of a Woman, Variant of Andante Patetico, 1904. Plaster, 49 × 37.5 × 30 cm (h × w × d). Purchase: Rurik Öberg Fund 2020. Natio-
nalmuseum, NMSk 2395.
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NMSk 2395 differs from Andante Patetico at Kultu-
ren in Lund, and is more consistent with Nordin’s 
signature from c. 1910.
10. Bergström 2012, pp. 212–213; Alice Maria Nord-
in, Svenskt kvinnobiografiskt lexikon. Article by Irja 
Bergström, https://skbl.se/sv/artikel/AliceNordin,  
(accessed 27 April 2021).
11. List of works, Alice Nordin’s archive, KvinnSam, 
A 17:44, GUL.
12. Daniel Prytz, “Modellerad form & fantasi, Mång-
faldigandet av ett symbolistiskt bildspråk i svenskt 
konsthantverk omkring sekelskiftet 1900”, Symbo
lism & dekadens, Stockholm 2015, pp. 164–186.
13. Bergström 2012, pp. 212–213; Alice Maria Nord-
in, Svenskt kvinnobiografiskt lexikon. Article by Irja 
Bergström, https://skbl.se/sv/artikel/AliceNordin 
(accessed 27 April 2021).
14. The list of works states that the model was 
Harriet Bosse, Alice Nordin’s archive, KvinnSam, A 
17:44, GUL, cf. Bergström, 1996, pp. 84–85.
15. Johan Nordling, “Ett besök i Alice Nordins 
ateljé”, in Idun, 1903, pp. 115–118.
16. List of works, Alice Nordin’s archive, KvinnSam, 
A 17:44, GUL.
17. In Italy, Nordin spent several years in a free 
relationship with Danish author Emil Rasmussen. 
In 1917, aged 46, she married art historian Andreas 
Lindblom, 18 years her junior, as she believed she 
was pregnant, but the marriage was dissolved after 
a year. Bergström, “Alice Maria Nordin”, SKBL, 
(accessed 27 April 2021). 
18. Bergström 1996, p. 86.
19. Alma Eirefelt, Kvinnohandens mjukhet – kvinnli
ga skulptörer kring sekelskiftet 1900 i svensk Konst
kritik. Bachelor’s essay, Lunds universitet, 2021, 
https://lup.lub.lu.se/luur/download?func=down-
loadFile&recordOId=9040335&fileOId=9040336, 
(accessed 7 October 2021).

Now I have a recognised name, reasonable 
wealth and am sometimes calm in my trou
bled soul and, for a few happy moments, also 
find satisfaction for my hungry heart (which 
naturally can have no long duration).16

 Alice Nordin was a sculptor who con-
tinued to follow her feelings, living in 
various free relationships, in way that now 
appears to be strikingly modern.17 She lived 
an almost nomadic life in Europe and par-
ticipated in exhibitions of increasing scope 
after 1900. “As long as she lived, she created 
– and loved”, as scholar  Irja Bergström 
describes her.18 Alice Nordin’s emotional 
life influenced much of her artistic creation. 
For many women sculptors, expressing 
feelings was often presented as both a posi-
tive ability and as something depreciating 
in contemporaneous art criticism and 
early writing about them.19 However, Alice 
Nordin’s art – as for many other of the 
female sculptors – deals with more than 
emotions. As a professional sculptor and 
designer she was remarkably productive, 
and her works were innovative and ex-
pressive both in form and style.

Notes:
1.  Irja Bergström, “Kärlekens makt över konsten. 
Bildhuggarinnan Alice Nordin”, in Det skapande 
jaget, Irja Bergström (ed.), Göteborgs universitet, 
1996, pp. 81–99. Per Wästberg, Två systrar, Stock-
holm 1994, pp. 139–142, 159. 
2. “På våren i Paris 1898, Hugo Alfvén från Alice 
Nordin”. Letter from Zanna Brodin, Alfvéngården, 
July 2020. 
3. Wästberg 1994, pp. 29; 139–142. The portrait of 
Hugo Alfvén was displayed in Konserthuset Stock-
holm for a while, but later replaced by a portrait of 
Carl Milles. The bust’s current location is unclear.
4. Alice Nordin’s archive is in the women’s history 
collection in Gothenburg University Library (GUL). 
See Irja Bergström 1996, and Irja Bergström, Skulp
triserna¸ Göteborg 2012, pp. 66 ff, 95; and Wästberg, 
1994.
5. Alice Nordin’s list of works (1934), includes 1899: 
“‘Andante Patetico’. Byst i marmor, inköpt av Konst-
föreningen i gips, i marmor skänkt av lärjungar 
till Dr Wiklund. I gips tillh. Frk Bertha Palmblad, 
Gunnar Spångberg, Bianchinis.” Alice Nordins 
Arkiv, KvinnSam, A 17:44, GUL. Georg Nordensvan’s 
Sveriges allmänna konstförening 1832–1932: en 
historik och jubileumsskrift, Stockholm 1932, states 
that sculpture by Alice Nordin was awarded in a 

ACQUISITIONS/BUST OF A WOMAN, VARIANT OF ANDANTE PATETICO BY ALICE NORDIN

 The relationship between Hugo Alfvén 
and Alice Nordin did not continue. She 
writes about the composer in her journal 
for several years after the relationship: 
“Every day that I live, I must use to im-
prove myself, for I can no longer be what 
I have to be to make Hugo happy”. They 
did meet over the years – she went to his 
concerts and saw that he had met other 
women. Several other works she created 
around 1900 show traces of the emotion 
generated by their relationship. One clear 
example is Efter kampen (After the battle) 
(location unknown) which shows a naked 
woman on a cliff, defeated by a “spiritual 
battle”; she said this was created after she 
had shut herself into her studio in Rome in 
1901. Another is Tyst (Quiet), from the 
following year – a symbol of how the music 
had ceased.14  
 In her solo exhibition in 1911, Andante 
Patetico was shown alongside forty or so 
other sculptures. The Andante Patetico 
sculpture and its variations can, of course, 
be understood as a signature work by 
Alice Nordin, or, as was written in the 
abovementioned interview from 1903: 
“almost like a motto for her entire produc-
tion”.15  In her list of works, written in her 
autumn years, Nordin says of this period: 

Fig. 4 Alice Nordin (1871–1948), Bust of a Woman, 
Variant of Andante Patetico, 1904 (Detail). Natio-
nalmuseum, NMSk 2395.

https://skbl.se/sv/artikel/AliceNordin
https://skbl.se/sv/artikel/AliceNordin
https://lup.lub.lu.se/luur/download?func=downloadFile&recordOId=9040335&fileOId=9040336
https://lup.lub.lu.se/luur/download?func=downloadFile&recordOId=9040335&fileOId=9040336
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An artist’s portraits of friends, 
perhaps especially of other 
artists, almost always represent 
a particularly interesting part 

of his or her oeuvre. They give us direct 
and personal evidence about the artist’s 
circle and circumstances at the time of 
their creation, but, crucially, with the added 
bonus that this information is filtered 
through the portraitist’s artistic lens. This 
is perhaps especially true of a highly inter
esting series of portraits executed by Ivar 
Arosenius (1878–1909) between about 
1903 and 1909, which share a number of 
characteristics. These purely Symbolist 
portraits, executed in watercolour and 
gouache, show us that Arosenius had an 
extraordinary aptitude for and intuitive 
understanding of the inner workings of 
portraiture, and that he is to be counted 
among the foremost Swedish portraitists 
of his time. Yet Arosenius’s portraiture 
has often received less attention than his 
idiosyncratic fairy tale-like drawings, 
characterised by both warmth and dark 
humour, or his beloved children’s book 
The Cat’s Journey, created for his daughter, 
Lillan, in 1908. 
 In the last few years, the National-
museum has acquired four examples of 

A Series of Portaits of Acquaintances, Friends and Family 
by Ivar Arosenius

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

Fig. 1 Ivar Arosenius (1878–1909), Portrait of the 
Actor and Artist John Ekman, signed 1903. Water-
colour on paper, 23.5 × 18 cm. Nationalmuseum, 
NMH 809/1925.
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Bohemian beginnings in Stockholm 
and Gothenburg, with a stay in 
Värmland
Arosenius was admitted to the Royal 
Academy of Fine Arts in Stockholm in 
1898, but after quite a limited time there 
he transferred to the school of the Artists’ 
Association (Konstnärsförbundet), also in 
Stockholm. His time in the capital would 
be short, however, as he came to oppose 
leading figures in both schools; in the 
latter, in particular the influential princi-
pal Richard Bergh (1858–1919). Before 
returning home to Gothenburg in 1901, 
though, he made the acquaintance of the 
actor John Ekman, who had had plans to 
become a painter and had also studied 
under Bergh. Arosenius would meet Ekman 
again in Gothenburg and paint his portrait 
in 1903 (Fig. 1). Perhaps the background 
to this portrait alludes to the scenery of 
some play staged at the Swedish Theatre 
(Svenska Teatern) at Blasieholmen in 
Stockholm, where Ekman was active at the 
time. Here, however, Arosenius primarily 
shows his skill at capturing the distinctive 
features of his sitters.1 
 Worried that Arosenius’s illness, paired 
with an exaggeratedly bohemian lifestyle, 
would get the better of him, his mother had 
arranged for him to accompany his brother-
in-law, Ernst Spolén (1880–1974), to his 
parents’ home in rural Värmland in the 
summer of 1902. Here, during a few happy 
months, Arosenius primarily developed his 
use of colour in his painting. He returned 
to Värmland the following summer, at 
which time he also produced a portrait of 
Ernst’s father, the parish priest Johannes 
Olsson Spolén (Fig. 2).2 In the background, 
the rolling hills of his parish are depicted 
in moss-green and earth colours, clearly 
showing Arosenius’s appreciation for the 
Värmland countryside. However, there 
also seems to be something of a dicho-
tomy here, or at least an ambivalence, 
perhaps even a criticism, reflected in the 
contrast between the very stern mien of 
the prim Lutheran priest and his lush, 
fertile surroundings.
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collections. There are also prominent 
examples that should be counted as part 
of this series of portraits in private col-
lections and in the collections of Prins 
Eugens Waldemarsudde and the Gothen-
burg Museum of Art. They were all 
executed during a particularly eventful 
period in the haemophiliac Arosenius’s 
short life.

this specific group of portraits, depicting 
the artists Nils Rosberg (1865–1957), Edvard 
Waller (1870–1921) and Axel Törneman 
(1880–1925), as well as Arosenius’s wife, 
Ida (Eva) Adler (1879–1965). Arosenius’s 
images of the priest Johannes Olsson 
Spolén (b. 1840) and the actor John Ekman 
(1880–1949) are other portraits of this 
type that were al ready in the Museum’s 

Fig. 2 Ivar Arosenius (1878–1909), Johannes Olsson Spolén. Watercolour, 34.5 × 27 cm. Purchase 1997. Natio-
nalmuseum, NMGrh 4223. 
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Hans Memling (c. 1430–1494) and Fra 
Angelico (1397–1455), and who in the 
tradition of John Ruskin (1819–1900), the 
Pre-Raphaelites and William Morris 
(1834–1896) also asserted a strong belief 
in the decorative aspects of painting, may 
have been the underlying and decisive 
influence that took Arosenius’s work in 
this direction.6 

 Nils Rosberg belonged to Arosenius’s 
close bohemian circle of friends in Gothen-
burg, which also included the Swedish-
Danish artists Ole Kruse (1868–1948) and 
Gerhard Henning (1880–1967), as well as 
the actress and Arosenius’s muse at the 
time, Ester Sahlin (1881–1959). Rosberg 
had studied at the school of the Swedish 
Association of Arts and Crafts and, like 
Arosenius, at the Valand Academy of Arts 
in Gothenburg. He primarily found work 
as a decorative painter and assisted Kruse 
and others in this discipline.3 
 Arosenius’s portrait of Rosberg is dated 
1903, and he probably finished it just before 
leaving Sweden for stays first in Germany 
and later in Paris (Fig. 3). Thus, with this 
image as well as those of Ekman, Spolén 
and others, he showed his gift for portrai-
ture even before his time abroad. In seem-
ingly spontaneous small format works, 
often no bigger than some 20–30 centi-
metres in height and width, he manages to 
capture the personal traits of those he 
portrays in a manner that seems both 
traditional and of its time. The portrait of 
Rosberg is at least partly reminiscent of 
profile portraits from the Renaissance, 
with its soft yet clearly marked contours 
and subdued yet warm colours.4 There is a 
strong graphic quality to the image, but at 
the same time, and seemingly with little 
effort, Arosenius creates volume with his 
brushstrokes and watercolour technique. 
The attributes in the backgrounds of his 
portraits of this type often, but not always, 
refer to the sitter’s character and occupa-
tion. In the case of Rosberg, the back-
ground is very close to the foreground and 
consists of a flower pattern that may allude 
to his work as a decorative painter. 
 Given that Arosenius had had little 
opportunity to study the work of old 
masters at the time, and in fact had issued 
drastic statements rejecting it, it is sur-
prising that portraits such as that of 
Rosberg should exude an aura suggestive 
of the Renaissance.5 Ole Kruse, who unlike 
Arosenius had made clear his admiration 
for Italian 15th-century masters such as 

Dark times in Munich and Paris
In the autumn of 1903, with funds raised 
by his father’s friends and managed by his 
mother, Arosenius was able to leave 
Gothenburg for Berlin and later Munich. 
In Munich, he tried to get his work pub-
lished in the prominent satirical journal 
Simplicissimus, but without success.7 It is 
important to note here that a major part of 

Fig. 3 Ivar Arosenius (1878–1909), The Artist Nils Rosberg (1865–1957), 1902. Watercolour on paper,  
26 × 21.3 cm. Purchase: Hedda och N. D. Qvist Fund 2020. Nationalmuseum, NMH 22/2020.
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of the work. Something of the dark days of 
Arosenius’s life in Paris seems to be re-
flected in the simple dark and grey tones of 
the portrait, which were probably also true 
to Waller’s own somewhat dark character, 
known as he was as quite a temperamental 
man who had to battle the demon of alco-
holism. Yet Arosenius has also captured a 
strength and resolve in Waller’s profile, 
something which in all likelihood came in 
handy in his role as the artist’s bodyguard. 
 Arosenius quite often became ill during 
this period, but found salvation in the 
friendship of the artist Axel Törneman and 
his wife, the Norwegian singer Gudrun 
Høyer-Ellefsen, who quickly became his 
new muse. She attended Arosenius during 
his bouts of illness and came to figure in 
both his Symbolist fairy-tale motifs and his 

 In 1904, Arosenius travelled on from 
Munich to Paris. Shortly after he arrived 
there, he received a message that Ester 
Sahlin, with whom he had had a tempes-
tuous relationship in Gothenburg, had 
finally ended it. The news led to a period of 
destructive living in Paris for Arosenius. 
Together with perhaps his closest friend at 
this time, the sculptor Edvard Waller, he 
often got involved in fights and, according 
to correspondence from the time, the 
more physical Waller acted as something 
of a bodyguard to the more cerebral and 
sarcastic provocateur Arosenius.8 The 
latter’s profile portrait of Waller also dates 
from this period (Fig. 4).9 Although there is 
no specific detail in the background that 
underlines Waller’s character, this is more 
than made up for by the sheer atmosphere 
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Arosenius’s artistic output, and his only 
professional commissions, had up to this 
point been as a draughtsman, cartoonist 
and illustrator, which explains his hope 
and ambition to be published in this illus-
trated periodical, one of the most inno-
vative in Europe at the time. When con-
sidering the portraits that are the subject 
of this article, it is also important to dis-
tinguish between them and the pure car-
icatures of friends (and enemies) that he 
continuously produced in parallel to them, 
especially since they can sometimes be 
quite close in both size and technique. 
Although Arosenius’s sense of humour is 
ever present, when these images are 
viewed side by side there is no question as 
to which are to be regarded as serious 
portraits and which are pure caricatures. 

Fig. 4 Ivar Arosenius (1878–1909), Edvard Waller (1870–1921), Sculptor, 1904 or 
1905. Watercolour, gouache and pencil on paper. 30 × 25.5 cm. Purchase: Hedda 
och N. D. Qvist Fund 2018. Nationalmuseum, NMGrh 5163.

Fig. 5 Ivar Arosenius (1878–1909), Axel Törneman (1880–1925), signed 1904. 
Watercolour on paper, 25 × 20,5 cm. Purchase: Hedda and N. D. Qvist Fund. 
Nationalmuseum, NMH 60/2018.
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The hunchback Sundblad was a sickly 
man, and the questioning intellect and 
scepticism that he radiates are coupled in 
Arosenius’s portrait with a kind of re-
signed resolve (Fig. 7). He died the same 
year as Arosenius. In the portraits of both 

scape painter Sundblad, whom Arosenius 
had got to know during his time at the 
Academy in Stockholm, has been described 
before in a detailed and exemplary way by 
Björn Fredlund, especially concerning the 
artist’s expert use of contrasting colours.15 

typical watercolour portraits.10 It was also 
round about this time that he painted his 
portrait of Törneman (Fig. 5).11 In his por-
traits of friends, it seems as if Arosenius 
tried to find the angle that would best cap-
ture the sitter’s personality for something 
close to a definitive depiction of it. It was 
perhaps primarily Törneman’s intense 
gaze that made Arosenius choose to paint 
him en face, but maybe his conspicuous 
ears and hairline also played their part in 
this artistic choice, as together they effec-
tively frame the expressive face. The en 
face portraits considered here seem in 
general to be a continuation of a smaller 
monochrome self-portrait that Arosenius 
had exhibited together with similar self-
portraits by Kruse and Henning in Gothen-
burg in 1902.12 Here, the eyes as a window 
into the soul of man are central, in parti-
cular the belief in the power of the artist’s 
gaze, in a manner reminiscent of the sage’s, 
to see beyond material appearances, further 
than the ordinary mortal. In Arosenius’s 
hands, however, something of the come-
dian’s proclivity to temper, doubt and 
dispute such pompous and lofty claims is 
nevertheless also present.
 Two other portraits from Arosenius’s 
Parisian year are also worth mentioning 
here. They represent two often overlooked 
artists, Albert von Stockenström (1867–1954) 
and Werner Sundblad (1877–1909). Von 
Stockenström was a sculptor who had orig-
inally trained as an engineer, before chang-
ing paths and gaining admission to the 
Royal Academy of Fine Arts in Stockholm, 
where he studied from 1889 to 1894. After 
that he went to Paris, where he got to 
know, among others, Olof Sager-Nelson. 
Sager-Nelson praised the obvious Sym-
bolist aspects of his sculptures, of which 
Grubblaren (“The Brooder”, 1903), is 
a very good example.13 Stockenström was a 
radical who for most of his later life battled 
depression, traits which can perhaps ex-
plain the dual feelings of conviction and 
questioning doubt that are on display in 
Arosenius’s exceedingly powerful portrait 
of him (Fig. 6).14 The portrait of the land-
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Fig. 6 Ivar Arosenius (1878–1909), The Sculptor Albert von Stockenström, 1904. Watercolour and gouache on 
paper, 31 × 23 cm. Gift of Hjalmar Wijk 1905. Göteborgs konstmuseum, GKM 1234.
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chromatic in character, accentuated by 
Bergman’s pale countenance. But apart 
from this, Bergman, compared with Spolén, 
strikes the viewer as a very modern figure, 
at once completely of the earth and an 
ill-at-ease stranger in a strange land.19 
 After his return to Sweden, Arosenius 
was introduced to his future wife, Ida 
(known as Eva) Adler, by his old friend 
Gerhard Henning. Adler had studied at 
the third school of the Artists’ Associa-
tion, together with, among others, artists 
who would go on to become students of 

the work of the sitter, famous for his al-
most pointillist landscapes, but it is also 
interesting to compare it with the render-
ing of Spolén from three years earlier. 
Although Arosenius had by now had plenty 
of opportunity to study old masters and 
refine his portraiture, they are quite similar 
in style, almost as if any new influences 
from Germany or Paris were, to a large 
extent at least, ignored. In the portrait of 
Bergman, too, there is a clear contrast 
between sitter and background, but here 
it is much more superficial and mainly 

Stockenström and Sundblad, the back-
grounds do not directly relate to their 
respective disciplines, but rather to the 
milieu in which Arosenius portrayed them, 
Montparnasse. We recognise the neigh-
bourhood for example by the crowds of 
people in front of characteristic shop-
window awnings, but there is nothing 
romantic about Arosenius’s depiction of it; 
rather, the pronounced chimneys make it 
an almost industrial cityscape, distinctly 
dressed in the grey of November and 
clearly reflecting the portraitist’s own 
glum state of mind.   
 That Arosenius himself held his por-
traits in high regard is at least partly evi-
denced by the fact that he included some of 
them in the selection of his works that he 
exhibited at the Salon des Indépendants in 
1905.16 These portraits were unfortunately 
not listed by title, but probably several of 
the works mentioned here were among 
them. The works on display seem to have 
met with a positive reception; however, 
this did not lead to specific commissions 
for paintings or any advancement of 
Arosenius’s career. It is interesting that the 
offers he did receive came primarily from 
various periodicals concerning illustra-
tions, evidence of the graphic nature of his 
work, which of course is also apparent in 
the series of portraits treated here.17 

Return to Sweden and, for a while at 
least, happier times
The portrait of Sundblad was later acquired 
by Prince Eugen, and that image and an-
other portrait of a landscape painter, Oskar 
Bergman (1879–1963) (Fig. 8), made after 
Arosenius had returned to Sweden in 1905, 
are two of only three works that Eugen 
owned by the artist.18 That this artist-
connoisseur chose to pursue and aquire 
these particular works may have had to do 
with his own profession as a landscape 
painter, but it also shows the high regard in 
which he must have held Arosenius’s 
portraits. In the case of the Bergman 
portrait, the typical Swedish landscape 
background of course directly relates to 
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Fig. 7 Ivar Arosenius (1878–1909), Portrait of Werner Sundblad, Prins Eugens Waldemarsudde, W 35. 
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the one acquired by the Nationalmuseum 
(Fig. 9).21 The loving warmth that Arosenius 
felt for Adler, but perhaps also the wise 
patience and empathy that she must have 
had with him, are strongly felt in this inti-
mate portrait, in which her head is turned 
over her shoulder towards the viewer and 
all the focus is on her warm but somewhat 
weary face.

Matisse and modernists, such as Isaac 
Grünewald (1889–1946) and Edward Hald 
(1883–1980).20 With Adler, a new, happier 
time in Arosenius’s life began which lasted 
for the few years up to his death in 1909. 
Adler and their daughter Lillan became his 
last two important muses, and he depicted 
them in portraits of all kinds, including 
several of the type considered here, such as 

ACQUISITIONS/A SERIES OF PORTRAITS OF ACQUAINTANCES, FRIENDS AND FAMILY BY IVAR AROSENIUS

Fig. 8 var Arosenius (1878–1909), Portrait of Oskar Bergman, Prins Eugens Waldemarsudde, W 857

https://www.bukowskis.com/sv/auctions/601/335-ivar-arosenius-portratt-av-werner-sundblad
https://www.bukowskis.com/sv/auctions/601/335-ivar-arosenius-portratt-av-werner-sundblad
https://www.bukowskis.com/sv/auctions/601/335-ivar-arosenius-portratt-av-werner-sundblad
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Fig. 9 Ivar Arosenius (1878–1909), Ida (Eva) Adler (1879–1965), Later Married Arosenius, signed 1905. Watercolour, 20 × 19 cm. Purchase: Hedda and N. D. Qvist 
Fund 2020. Nationalmuseum, NMB 2775.
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ACQUISITIONS/AGDA HOLST’S PORTRAIT OF ULLA BJERNE 

Ulla Bjerne was born in Söder-
hamn as Gully Cecilia Ohlson 
and grew up in a middle-class 
family. From early on her heart 

was set on an artistic career, with plans to 
train as a concert pianist or an actor. Her 
father, though, is said to have been opposed 
to such plans. After holding a number of 
jobs, including as a clerk in Copenhagen, 
and subsequently spending a couple of 
years in Paris, where she moved in bohemi-
an circles, she made her debut as a novelist 
in 1916 with Mitt andra jag (My Other Self ). 
She published a great many novels and col-
lections of short stories over the years, as 
well as, in the 1950s, the widely noted auto-
biographical trilogy Livet väntar dej (Life is 
Waiting for You), Den glada otryggheten 
(Happy Insecurity) and Botad oskuld 
(Innocence Cured). In 1922 she married 
the Finnish doctor Léon Biaudet and set 
up home with him in Loviisa in Finland. 
Even after her marriage, however, she 
continued to live a very mobile life, spend-
ing long periods travelling around Europe.
 The figure we encounter in Agda Holst’s 
portrait from 1927 is a self-assured young 
woman (Fig. 1). Bjerne was by now an 
established writer, with a dozen novels 
and short-story collections to her name. 

Agda Holst’s Portrait of Ulla Bjerne

Per Hedström
Director of Exhibitions

Fig. 1 Agda Holst (1886–1976), Ulla Bjerne, Born 
Gully Cecilia Ohlson (1890–1969), Author, Married 
to the Surgeon Léon Biaudet, signed 1927. Oil on 
canvas, 80.5 × 65.3 cm. Gift of Ann Stern through 
the Friends of the Nationalmuseum. Nationalmu-
seum, NMGrh 5220.
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with the kind of somewhat patchy and un-
even blending of colour that is typical of 
Cézanne. The light in the picture is fairly 
evenly distributed, and the artist has paint-
ed figure, landscape and background using 
roughly the same technique, creating 
a sense of flatness rather than depth. The 
background landscape is only hinted at 
– a couple of trees can be seen to the right 
and a building can be made out to the left. 
The sitter is shown half-length in a relaxed 
pose in the centre, with one hand in her 
jacket pocket and the other – holding 
a cigarette – resting on her lap. The paint-
ing is said to have come into existence over 
three sittings in the spring of 1927, and the 
finished work was preceded by a number 
of pencil sketches.4 One of them shows the 
subject with a hat and a stick on her lap, 
details that would have further under-
scored Bjerne’s masculine image. The 
landscape behind her was probably 
painted afterwards, after Agda Holst had 
returned to Skåne.

Notes:
1. Kristina Fjelkestam, Ungkarlsflickor, kamrat
hustrur och manhaftiga lesbianer: Modernitetens 
litterära gestalter i mellankrigstidens Sverige, 
Stockholm 2002. 
2. “Jean q. P.”, Dagens Nyheter, 31 August 1917.
3. Birgit Rausing, “Tora Vega Holmström & Agda 
Holst i relation till André Lhote”, in Form och färg: 
André Lhote och svensk kubism (exh. cat.), Prins 
Eugens Waldemarsudde, Stockholm 2017, p. 139. 
4. Birgit Rausing, Agda Holst: Livet, konsten, Stock-
holm 2010, p. 110.

ACQUISITIONS/AGDA HOLST’S PORTRAIT OF ULLA BJERNE 

cultural life, and in her autobiographical 
works she portrayed friends such as Gustaf 
Hellström, Isaac Grünewald, Gösta Adrian-
Nilsson, Nils Dardel and Evert Taube. She 
was also a familiar figure in the social life 
of Stockholm, Copenhagen and Paris. And 
she was famous for the masculine image 
she projected. In August 1917, a piece in the 
newspaper Dagens Nyheter observed:
A lady smoking is of course something you 
are used to in Stockholm, even if it’s a cigar, 
but if she drinks whisky and soda you sit up 
and take notice. If she also has short hair 
and wears a dinner jacket with a starched 
shirt, that’s a step too far. More than one 
elderly woman has felt morally dizzy at the 
sight of Ulla Bjerne.2

 Ulla Bjerne was used to sitting for 
portraits. Several of the leading Swedish 
artists of the day – Einar Jolin, Nils Dardel, 
Isaac Grünewald and Arvid Fougstedt 
– drew and painted her. Undoubtedly the 
best-known portrait was painted by 
Grünewald in 1916 (Fig. 2). It was shown 
in his exhibition at Gummesons Art Salon 
the following year and was bought by the 
Nationalmuseum. In Grünewald’s full-
length rendering, Bjerne is dressed in 
a violet suit, and it may be the same outfit 
that we see in Agda Holst’s portrait, but 
now with a shirt and bow tie. 
 Agda Holst, who was born in Kristian-
stad in 1886, spent long periods studying 
abroad. In 1907 she became a pupil of 
Christian Krohg (1852–1925) at the 
Académie Colarossi in Paris. After that, 
she studied in Munich, before returning to 
Paris where she was a student of Kees van 
Dongen (1877–1968) in 1911–12. In the 
early 1920s she studied under André Lhote 
(1885–1962) in Paris. She herself described 
Lhote, who had many Swedish pupils, as 
her most important teacher.3

 In Holst’s portrait of Ulla Bjerne, we can 
sense the lessons she had learnt from André 
Lhote. What has inspired her here, however, 
is not primarily Lhote’s own rather schemat-
ic variant of Cubism, but his interest in the 
painting of Paul Cézanne (1839–1906). 
Holst has emphasised the picture surface, 

Her novels are about the modern woman, 
their aim being to portray a new, indepen-
dent kind of female character, free from 
conventions. They were relatively out-
spoken on sexual matters, and were some-
times considered “immoral”. They were 
also often regarded as autobiographical. 
The novel Ingen mans kvinna (No Man’s 
Woman), from 1919, has been described by 
the literary scholar Kristina Fjelkestam as 
Sweden’s first Künstlerroman with a woman 
as the principal character.1 It was no coinci-
dence that Ulla Bjerne often drew her sub-
ject matter from artist and writer circles. 
Over the years, she developed numerous 
contacts in Swedish and international 

Fig. 2 Isaac Grünewald (1889–1946), The Author 
Ulla Bjerne, 1916. Oil on canvas, 200 × 100 cm. Pur-
chase 1917. Moderna museet, Stockholm, NM 2057.
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ACQUISITIONS/HI- GRUPPEN – A COLLECTION OF CRAFT FURNISHING S

 In a time that was characterised by 
mass production and mass consumption, 
members of HI-gruppen wanted to defend 
the value of craftsmanship. New furniture 
could be developed by craftsmen and 
interior architects who worked closely 
together on product development, finding 
solutions for aesthetics, techniques and 
materials – furniture of a type that indus-
try would never take the time to develop. 
HI-gruppen therefore wanted to be an 

The Nationalmuseum’s collection 
of applied art and design was 
founded in 1885. Collections that 
have evolved over such a long 

time provide an image of changes in two 
areas, that of the objects and that of col-
lectors’ interests in different eras. Initial 
acquisitions of individual items can, over 
time, also turn out to be elements in a col-
lection that tells of a specific historical 
period. One such example is the Swedish 
HI-gruppen (the HI Group), formed in 1957. 
The group consisted of seven craftsmen 
(H for hantverksmästare) and nine interior 
architects (giving the I).1 The National-
museum’s collection now has eleven of the 
total of 100 objects developed by the group; 
the first was acquired at their first exhibi-
tion in 1960, while the most recent was 
donated to the collection in 2020.2 
 HI-gruppen’s story crossed that of the 
Nationalmuseum back in 1957, with the 
Från detalj till helhet (From detail to whole) 
exhibition, which was the group’s starting 
point (Fig. 1). The show celebrated Swedish 
architect Carl-Axel Acking (1910–2001) who 
had, for a decade, worked as the main teacher 
in interior architecture at Konstfack (now 
the University of Arts, Crafts and Design). 
The exhibition presented objects by 34 of 
Acking’s students, including Stig Lönngren 
(b. 1924), the founder of HI-gruppen. 

Lönngren had dual training, with journey-
man’s certification as a cabinetmaker and a 
degree in furniture and interior architecture 
from Konstfack.3 His deep knowledge of 
both professions was essential to the group.

HI-gruppen – A Collection of Craft Furnishings 

Cilla Robach
Head of Collection Unit

alternative to industrial furniture produc-
tion. Nevertheless, the members did not 
oppose industrial production as such, 
rather they wanted to show the values 
created by high quality design and crafts-
manship. They wanted to find a space to 
experiment and develop innovative solu-
tions. A common theme of HI-gruppen’s 
furniture was well-chosen materials, 
meticulousness in detailing and construc-
tion, tactile finishes and careful design.

Fig. 1 The Nationalmuseum’s 1957 exhibition, Från detalj till helhet (From detail to whole) was the starting 
point for HI-gruppen. The chair furthest right was designed by Thea Leonhard, HI-gruppen’s only female 
member.
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production and mass consumption of in-
dustrial society. Larsson argued for a new 
concept of quality, where the focus was 
people’s quality of life. She maintained that 
whereas quality items from olden times 
lasted for generations although people’s 
bodies wore out, consumer items showed 
human consideration. Quality thus entailed 
freedom, made possible by the economic 
boom of post-war Sweden. The freedom to 
buy consumer goods that made everyday 
life simpler (not least for women). 

ACQUISITIONS/HI- GRUPPEN – A COLLECTION OF CRAFT FURNISHING S

 Like the cabinet, HI-gruppen’s furni-
ture expressed quality in the sense of the 
concept’s connotations in the first half of 
the 20th century – well-made and well-
designed objects. However, the concept of 
quality was a hot topic in the 1960s, not 
least visible in the buy-use-dispose debate 
between Lena Larsson and Willy Maria 
Lundberg in 1960.4 Lundberg believed 
there was a risk that earlier generations’ 
knowledge of the quality of things, of mate-
rial and design, would be lost in the mass 

 The HI 26 cabinet, by John Kandell 
(1925–1991) and David Sjölinder, from 1961, 
is an example of the group’s standalone 
craft furnishings. This two-piece item is 
produced from untreated mahogany and 
has a strict rectangular shape, with no pro-
jecting parts such as handles or knobs. 
The upper section is a cupboard with two 
doors, the lower is a bureau with four 
drawers that open using a groove cut into 
their short side. The cupboard doors are 
opened using a key in an inset lock (Fig. 2). 

Fig. 3 The HI 3 wooden chair with armrests was presented at HI-gruppen’s first 
exhibition. Teak wood, which was popular at the time, had been deliberately 
replaced with Swedish oak. Hans Johansson and Anders Berglund enjoyed 
developing advanced technical solutions; here, the legs function as a tensioning 
frame, with openings in which the parts are mounted. Because the construction 
carries its own weight, without the use of glue, plugs, nails or screws, it is easy to 
disassemble. Nationalmuseum, NMK 50/1962.

Fig. 2 Cabinet HI 26 by John Kandell and David Sjölinder was shown at 
HI-gruppen’s second exhibition in 1961, at Hantverket, a sales and exhibition 
space that was run by the City of Stockholm’s handicraft association. The 
association organised an annual lottery in which the prizes were handicrafts 
and applied art objects. In the 1960s, the association donated a range of cont-
emporary objects to Nationalmuseum’s collection, including this cabinet in 
untreated mahogany. Nationalmuseum, NMK 47/1962.
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includes a “ready to assemble” chair with 
armrests from 1960 by Hans Johansson 
(1921–2014) and Anders Berglund 
(1923–1996) (Fig. 3). The construction con-
sists of a tensioned frame that is put togeth-
er without any screws or fittings. The idea 
was that the chair could be manuactured 
and transported in pieces and assembled/
disassembled by the consumer. The chair 
never made it into production. 
 HI-gruppen also developed several 
pieces of furniture intended for mass 

Freedom from having to polish the old can-
delabra of past generations.5 Under the 
leadership of Lena Larsson, the alternative 
interior design store, NK-bo, opened in 1961. 
This emphasised entire interiors rather 
than standalone objects made by craftsmen, 
and accessibility and low prices rather than 
superb but often delicate craftsmanship. 
This is the context in which we should see 
HI-gruppen’s work and their arguments 
for a traditional concept of quality. 
 The inspiration for HI-gruppen was 
the Danish Snedkerlauget, a centuries-old 
institution in Danish craftmanship, which 
held regular craft exhibitions in Copenhagen, 
1927–69.6 At these exhibitions, the Danes 
not only displayed a solid tradition of high-
quality design and furniture production, 
they also succeeded in establishing a strong 
international brand. In 1962, HI-gruppen’s 
members stated that “We can produce 
furniture just as good as that of the Danes”.7 
Like Snedkerlauget, HI-gruppen also exhi-
bited their furniture, most frequently at 
the City of Stockholm’s handicraft asso-
ciation’s shop, Hantverket, located at 
Brunkebergstorg. There, consumers could 
learn about the furniture’s design and con-
struction while trying them out, studying 
the effort put into the details, experiencing 
the tactile material finishes and also buying 
them. The prices of HI-gruppen’s crafted 
furnishings were, however, relatively high 
and criticism was not slow to arrive. 
“Where furniture for the elite is made” 
wrote Rebecka Tarschys in the Dagens 
Nyheter newspaper in 1963.8 
 Despite this, the idea of exclusiveness 
was not something that HI-gruppen’s mem-
bers were striving for. Quite the opposite, 
they wanted to use craftsmanship to de-
velop methods and design that could be 
serially produced by the furniture industry. 
Johan Örn, who curated an exhibition 
about HI-gruppen at Arkdes in Stockholm 
in 2017, has established that just over half 
of their production comprised unique hand-
crafted furnishings, while the remainder 
were prototypes intended for mass produc-
tion.9 The Nationalmuseum’s collection 

production in varnished birch plywood. 
The choice of plywood was innovative in 
a crafts context, where solid wood was the 
dominant material. The lightweight and pli-
able plywood allowed the use of innovative 
shapes and constructions. The National-
museum has three plywood pieces typical of 
the period: Cupboard HI 91 and chair HI 76, 
both from 1966 and, since 2020, thanks to 
a generous donation by Stig Lönngren, the 
high chair HI 56 from 1963. Stig Lönngren 
and Lars Larsson designed the latter. 

Fig. 4 The conically shaped high chair, HI 56, by Stig Lönngren and Lars Larsson, from 1963, is made of birch 
plywood and varnished in bright colours. Although the colour and shape expressed the modernity of the 
Pop era, there were questions about how well-chosen the materials were. In 1966, reviewer Gunilla Lundahl 
wondered whether plastic would have been a better choice, because the wear and tear caused by children 
would lead to the paint becoming chipped. The high chair was exhibited at Form Fantasi 1964. Nationalmu-
seum, NMK 100/2020.
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• HI 82 chair with armrests, John Kandell, David 
Sjölinder, 1966 Gösta Engström (NMK 193/1967)
• HI 83 high chair, John Kandell, David Sjölinder, 
Gösta Engström, model composed 1961 but first ex-
hibited 1966, The Nationalmuseum’s made in 1998 
by Källemo (NMK 119/2001)
• HI 91 wall cupboard, Stig Lönngren, Lars Larsson 
1966 (NMK 82/1969) 
Additionally, a leather cushion by Gösta Engström 
that may correspond to HI 1, although National-
museum’s was produced in 1994 (NMK 15/1995).
3. Carl E Christiansson, “Formgivare utan produ-
cent”, in Form: Svenska Slöjdföreningens tidskrift, 
6/1965, p. 366.
4. For the buy-use-dispose debate, see Cilla 
Robach, Formens frigörelse. Konsthantverk och 
design under debatt i 1960talets Sverige (Diss.), 
Stockholm 2010, pp. 207 ff.
5. Lena Larsson, Vill våra barn ärva våra ljussta
kar? Stockholm 1970.
6. Povl Christiansen, Fyrretyve år med Snedkerlau
gets Møbeludstillinger, Copenhagen 1986.
7. Malice, “Kvalitet i detalj”, in Dagens Nyheter, 
11 August 1962. See also Carl E Christiansson, 
“Formgivare utan producent”, in Form: Svenska 
Slöjdföreningens tidskrift, 6/1965, pp. 366–368.
8. Rebecka Tarschys, “Sverige har också sitt Sned-
kerlaug. Pass på – här görs möbler för eliten”, in 
Dagens Nyheter, 9 September 1963. 
9. Örn 2017, p. 74.
10. Gunilla Lundahl, “HI-gruppen”, in Form: 
Svenska Slöjdföreningens tidskrift, 9/1966, p. 607.
11. Carl-Axel Acking, “HI-gruppen”, in Form: 
Svenska Slöjdföreningens tidskrift, 9/1963, 
pp. 604–606.
12. Lundahl 1966, p. 606. See also Cilla Robach, 
“Möbler och inredningar”, in Konsten 1950–1995, 
Signums svenska konsthistoria, Lund 2005, 
pp. 276 ff.
13. Örn 2017, p. 145.

the children’s chair HI 83, which he had 
developed with David Sjölinder and Gösta 
Engström back in 1961. This chair was 
shown at HI-gruppen’s exhibition in 1966. 
Källemo produced it under the name 
Barnbarn (Fig. 5).

Notes:
1. Johan Örn, HIgruppen och hantverkets åter
komst: svenska möbler och inredningar 1960–1966/
The HIGroup and the Return of Craft: Swedish Fur
niture and Interiors 1960–1966, Stockholm 2017, 
p. 12. The members were the interior architects 
Åke Axelsson, Hans Johansson, John Kandell, Erik 
Karlström, Hans Kempe, Thea Leonhard, Lars-Er-
ik Ljunglöf, Stig Lönngren and Stig-Åke Nordell, 
and craftsmen Anders Berglund, Lars Larsson 
and David Sjölinder (all master carpenters), Gösta 
Engström and Åke Nilsson (both upholsterers) and 
master sheet metalworker Holger Johansson.
2. The Nationalmuseum’s collection includes the 
following objects from HI-gruppen: 
• HI 2 desk and HI 3 chair with armrests, Hans 
Johansson and Anders Berglund 1960 
(NMK 49-50/1962)
• HI 7, part of dressing table, the Nationalmuse-
um’s collection has a table mirror, Hans Kempe & 
Lars-Erik Ljunglöf, Holger Johansson 1960
(NMK 115/1960) 
• HI 19 armchair, Hans Johansson, Anders 
Berglund, Gösta Engström 1961 (NMK 139/2012) 
• HI 24 table lamp, Hans Johansson, Anders 
Berglund 1961 (NMK 42/2018) 
• HI 26 cabinet, John Kandell, David Sjölinder, 
1961 (NMK 47/1962) 
• HI 56 high chair, Stig Lönngren, Lars Larsson 
1963 (NMK 100/2020)
• HI 76 chair, Hans Johansson, Anders Berglund 
1966 (NMK 142/2012)
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There was great interest in children’s fur-
nishings in the 1960s, with a desire for 
furniture specifically designed for children’s 
needs, rather than smaller versions of 
furniture for adults. HI 56 is constructed 
around a cone, with a folded out horizontal 
seat for the child, and softly rounded holes 
that also function as footrests. The round 
tabletop can be lifted off. The bright colours 
help place the chair in the Pop era, which 
also led critics to ask why it had not been 
made from plastic, a more contemporary 
material (Fig. 4).10 
 As stated above, HI-gruppen’s members 
wanted their design to reach wider audi-
ences by putting the furniture into serial 
production with a furniture producer. 
However, this was to be difficult. As early 
as 1963, architect Carl Axel Acking criti-
cised HI-gruppen’s idealistic approach and 
their lack of PR work, both as regards in-
dustry and consumers.11 In 1966, reviewer 
Gunilla Lundahl wondered whether the 
group had ended up in “the ivory tower”, 
because their contacts with industry were 
insufficient during their work on product 
development, resulting in complicated so-
lutions that often required detailed carpen-
try, which was financially unsustainable.12 
The group’s final exhibition was held in 
1966 and the group was dissolved in 1970.13

 The member with the most success in 
getting designs into production was John 
Kandell. In the 1990s, Källemo produced 

Fig. 5 John Kandell also wanted young children to 
experience quality craftmanship. Wooden chair 
HI 83, developed with David Sjölinder and Gösta 
Engström, was designed in 1961 but Källemo first 
started producing it in the 1990s, under the name 
Barnbarn. Nationalmuseum’s example was made 
in 1998. The materials are untreated beech, natural 
linen and red leather straps. Nationalmuseum, 
NMK 119/2001.
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ACQUISITIONS/BIG AND SMALL BOWL BY CARSTEN FROM ANDERSEN

private initiative that started its activities 
in 2020 and aims to encourage purchases 
for the Nationalmuseum, primarily of 
contemporary objects in silver, excluding 
jewellery, created by Swedish and foreign 
smiths. Acquisitions should preferably be 

The founding of the Ulf Gillberg–
Lennart Agerberg Foundation 
brings a significant opportunity 
for the Nationalmuseum to 

reflect trends in contemporary silver-
smithing; it is an extremely generous 

Big and Small Bowl by Carsten From Andersen 
A Gift of Contemporary Silver 

Micael Ernstell
Curator, Applied Art and Design

made directly from the smith or their 
gallerists. The founders are particularly 
interested in the link between the hand and 
the brain in the creation process, and hope 
the foundation will contribute to the 
development and continuation of the craft. 

Fig. 1 Carsten From Andersen (b. 1946), Bowls “Big and Smal Bowl”, 2019. 999 silver, 18.7 × 29 cm (h × diam), 1.227 kg and 11 × 12.5 cm (h × diam), 0.324 kg. Gift of Ulf 
Gillberg–Lennart Agerberg Foundation through the Friends of the Nationalmuseum. Nationalmuseum, NMK 149A–B/2020.
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and interested parties, founded in 2002. 
Every year, a city hosts their annual sym-
posium with workshops and exhibitions. He 
explains his fascination with the process:
I am a silversmith…and have held true to all 
of the traditions and techniques that this ve
nerable occupation demands.It is therefore 
wonderful, that after many years of faithful 
service, working within the bounds of the 
ancient tradition, that I have discovered 
a technique where the material and the 
hammer are engaged in joyful play. I speak 
to the silver, I hear the metal’s will, and its 
voice guides every strike of my hammer. 
My time in the workshop is now spent in 
a playful dialog, and the results speak for 
themselves.1

 In 2015, Carsten From Andersen exhib-
ited with Yuki Ferdinandsen (b. 1958) in 
Lika olikheter at Galleri Schildt, Stockholm. 
These two smiths are at the forefront in 
Denmark and both were missing from the 
Museum’s collections. For financial reasons, 
at that time only Yuki Ferdinandsen’s 
Stone could be acquired for the collection 
of contemporary silver, thanks to a don-
ation by another donor to the Museum – 
the Bengt Julin Fund (the Friends of the 
Nationalmuseum). 
 The entire surface of Stone is decorated 
with “wrinkled” silver, and its other 
ornamentation consists of small points 
made using the Japanese Arare technique. 
Ferdinandsen explains:
Arare means hail. It’s a technique that con
sists of small ballshaped points in regular 
rows on the surface of both small and large 
pieces of various metals. In my arareobjects 
the small hails give a delightful play of light 
and shadow on the white silver.2

Notes:
1. Carsten From Andersen, Galleri Montan, Copen-
hagen, https://www.montan.dk/carsten-from-an-
dersen, (accessed 26 October 2021).
2. Yuki Ferdinansen, https://arare.dk/, (accessed 
26 October 2021).
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considered hammer blows, and are made 
from 999 fine silver, which contains 99.9% 
silver and 0.1% copper. In these contexts, it 
is common to use 925 sterling silver with 
7.5% copper in the alloy. Fine silver is softer 
to work with and is visually gentler. It has 
less copper, so does not oxidise as quickly, 
but its higher percentage of silver affects 
the price and exclusiveness. 
 Carsten From Andersen finds his in-
spiration in nature, particularly stones. 
Once you know this, you can read the bowls 
in a different way. Their surface consists of 
many different “casts” of stones, painstak-
ingly made using hammers in different 
materials.
 Carsten From Andersen was born in 
1946. He graduated as a silversmith in 
Frederica in 1969 and as a goldsmith in 
Copenhagen in 1987. He received first 
prize in the 2019 HammerClub Awards in 
Dundee, UK, for the donated bowls. The 
HammerClub – Platform for Silversmithing 
is an international forum for silversmiths 

The foundation also aims to promote 
academic research related to the area of 
the collection. The foundation’s board 
includes Lennart Agerberg, Ulf Gillberg, 
Anders Lundin, Eva Qviberg and Micael 
Ernstell. Their future gifts will be donated 
to the Museum through the Friends of the 
Nationalmuseum. The Nationalmuseum 
has no public funding for acquiring design, 
applied art or fine art, so the collections 
are enriched through gifts and grants from 
private funds and foundations. 
 The Ulf Gillberg–Lennart Agerberg 
Foundation transferred its first gift to the 
Nationalmuseum in 2020. The work is 
from 2019 and is titled Big and Small Bowl, 
produced by Danish silversmith Carsten 
From Andersen (b. 1946). It was purchased 
from Galleri Montan in Copenhagen. Con-
sidering the founders’ interest in objects 
created and shaped by the hand, it is no 
surprise they selected From Andersen, who 
has many years of solid experience. The 
two bowls are made from many carefully 

Fig. 2 Yuki Ferdinandsen (b. 1958), Vase ”Stone”, 2014. Silver, 13.5 × 25 × 19 cm (h × l × w). Gift of the Friends 
of the Nationalmuseum, Bengt Julin Fund 2015. Nationalmuseum, NMK 32/2015.

http://demands.It
https://www.montan.dk/carsten-from-andersen
https://www.montan.dk/carsten-from-andersen
https://arare.dk/
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ACQUISITIONS/INGER BLIX KVAMMEN

Her works speak of places, and recount 
memories of people she has met and the 
conversations they have had. 
 Eternity Cap Kanin 2 is included in Blix 
Kvammen’s Tundra Archives series, which 
is part of the artistic project titled Memory 
Archives (Figs. 1 and 2). This was inspired 
by her meetings with the Nenets people 
in northwest Russia in 2008 and 2014. 

Memento mori – remember 
your mortality – is a subject 
that has a long tradition in 
art history. Artists have used 

images of glorious floral bouquets that will 
soon wither, half-drunk wine glasses and 
extinguished candles to make the observer 
pause and meekly consider the basic con-
dition of life itself – that, as individuals, we 
are only here on earth for a short period. 
 The jewellery created by Norwegian 
artist Inger Blix Kvammen (b. 1954) also 
has elements of memento mori. But her 
message does not concern the individual, 
rather cultures. Marginalised people who 
still live in what, for their culture, is a tra-
ditional manner risk extermination due to 
climate change and the pillage of natural 
resources. If the specific traditions of native 
peoples are not valued, their unique ways 
of life may soon just be a memory, one 
maintained by just a few people. 
 Blix Kvammen’s art jewellery talks 
about the indivisible interaction of life, art, 
culture and nature among nomadic cul-
tures and native peoples. Her works deal 
with identity, and questions about who 
I am, why I am who I am, where I come 
from and where I am going run through 
her artistry. Her materials are primarily 
oxidised silver wire combined with her 
own digital photographs. Blix Kvammen 
works with the silver wire using textile 
techniques such as crochet, knitting, weav-
ing, embroidery and sewing, attaching 
photographs or salvaged materials such 
as horn, leather and plastic to the wire. 

Inger Blix Kvammen 
Jewellery on the Interaction of Life, Art, Culture and Nature

Cilla Robach
Head of Collection Unit

The Nenets live a nomadic life, reindeer 
herding, hunting and fishing in the forest-
tundra area of the Kanin Peninsula, be-
tween the White Sea and the Barents Sea. 
They live in isolation in this landscape, 
but a few times a year a helicopter brings 
provisions. All materials are utilised; they 
made buttons and tools from plastic con-
tainers, nothing is wasted. Blix Kvammen 

Fig. 1 Inger Blix Kvammen (b. 1954), Necklace “Eternity Cap Kanin 2”, 2019 (Detail). Nationalmuseum, 
NMK 143/2020. 
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Kirkenes, which is 15 km from Russia, 
50 km from Finland, and borders the 
Barents Sea. She is a member of the Sámi 
Artists Union and one of the founders 
of Pikene på Broen, which has run cross-
border cultural activities in Kirkenes 
since 1996.

ACQUISITIONS/INGER BLIX KVAMMEN

of Nenets women and girls who Blix 
Kvammen met.
 Eternity Cap Kanin 2 is a vital addition 
to the Nationalmuseum’s collection of con-
temporary art jewellery. It raises questions 
about meetings between people and cul-
tures, and was first shown at the 40 Jagi 
exhibition, the Sámi Artists Union’s 40th 
anniversary at Alta museum in Norway 
in 2019. Inger Blix Kvammen works in 

has described her time with the Nenets 
as the coldest experience she has had, 
but that the warmth of the people com-
pensated for the freezing temperatures. 
The cold is also present in the Eternity 
Cap Kanin 2 collar. Its shape is remini-
scent of a knitted polo neck, clad with 
thick fur around the shoulders. The tangle 
of crocheted strands contains spherical 
hollows with small laminated portraits 

Fig. 2 Inger Blix Kvammen (b. 1954), Necklace “Eternity Cap Kanin 2”, 2019. Crocheted thread 925 Sterling silver, laminated photographs, 20 × 50 × 45 cm (h × w × d). 
Gift of the Friends of the Nationalmuseum, Bengt Julin Fund 2020. Nationalmuseum, NMK 143/2020. 



79 Art Bulletin of Nationalmuseum Volume 27:1, 2020

ART HISTORY/SHEPHERD PLAYING HIS FLUTE

Shepherd Playing his Flute– A Proposed Attribution of a Painting Long in 
the Nationalmuseum’s Collections to Bernhard Keilhau, Called Monsù Bernardo

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

Fig. 1 Attributed to Bernhard Keilhau (1624–1687), Shepherd Playing his Flute. Oil on canvas, 98 × 137 cm. Marshall of the Court Martin von Wahrendorff bequest 
1863. Nationalmuseum, NM 156.
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specific subject is otherwise non-existent, 
and related subjects are exceedingly rare, 
in Keilhau’s known oeuvre.5 Consequently, 
the attribution of the work to Keilhau sug-
gested here is made primarily on technical 
and stylistic grounds. The way the artist 
builds volume both in the fabric and in the 
flesh and hair in the present painting is 
very reminiscent of Keilhau’s overall work. 
The heavily impasted areas of white height-
ening, characteristic of the artist, are pre-
sent and correct , visible both in the strong 
brushstrokes which mark the highlights of 
the skin and in the cloth with which the 
shepherd is partly draped. But specifically, 
there are the thin and wispy brushstrokes 
of white heightening, applied in a peculiar 
cross-hatched manner, used to highlight 
different kinds of details such as the hands. 

ART HISTORY/SHEPHERD PLAYING HIS FLUTE

 But in what way does the present pic-
ture fit into his oeuvre, if at all (Fig. 1Fig. 1)? The 
pastore con flauto is of course an ancient 
motif, with many examples before and after 
this 17th-century work, not least in Dutch 
and Flemish art. A particularly interesting 
example, considering the time Keilhau 
spent in Amsterdam, is a drawing in the 
British Museum, attributed to the school 
of Rembrandt and occasionally to Samuel 
van Hoogstraten (1627–1678), and some-
times also associated with two later etch-
ings by Rembrandt of male nudes (Fig. 2Fig. 2).4 
In some cases, and perhaps in this one, the 
subject, with the shepherd in a state of 
undress , would probably be used as it was 
a good fit with a standard type of study of a 
male nude, where the flute could replace 
the common posing stick. However, this 

Bernhard Keilhau (1624–1687) 
must surely be viewed as one of 
the foremost artists hailing from 
Scandinavia, from any century. 

However, he is largely unknown in Sweden 
and there are no works in the collections of 
the Nationalmuseum previously attributed 
to this artist. 
 Although Baldinucci wrote about 
Keilhau, his work was all but forgotten un-
til the 20th century, when to begin with 
Federico Zeri and Roberto Longhi took an 
interest in it, identifying it as separate from 
that of Antonio Amorosi (1660–1738), with 
which it had often been confused. In 1988 
the Danish art historian Minna Heimbürger 
published her catalogue raisonné of his 
work.1 Keilhau, the son of a German painter, 
was born in Helsingør (Elsinore), Denmark. 
His earliest training took place in that city, 
but in 1642 he travelled to Amsterdam, 
where he became apprenticed to Rembrandt 
for two years. He continued to Italy in 1651 
and came to stay there for the rest of his 
life.2 In some respects his work was typical 
of the Bamboccianti, and in others he dif-
fered from them quite significantly. Keilhau 
traversed the Italian peninsula and ab-
sorbed influences directly and indirectly, 
for instance from artists of the Venetian, 
Genovese, Roman and Neapolitan schools, 
which fused naturally with his originally 
northern European, primarily Flemish and 
Dutch, manner, the latter perhaps kindled 
through his fraternising with fellow North-
erners in his new environment. From 1656 
until his death in 1687 he stayed in Rome, 
where, apart from the familiar epithet for 
northern European artists, Monsù, he also 
picked up artistic influences from, amongst 
others, Caravaggio. In general, the art he 
produced in Italy is infused with a strong 
sense of chiaroscuro.3 Typically, Keilhau 
would paint all kinds of genre scenes, but 
unlike most of the Bamboccianti he steered 
clear of landscapes. His most famous sub-
jects include peasants, shepherds and 
sleeping children. A large part of his oeuvre 
consists of allegorical compositions of 
various kinds. 

Fig. 2 Samuel van Hoogstraten (1627–1678), Life Study of a Young Man Holding a Flute, c. 1646. Pen and 
brown ink with brush and brown wash, touched with red and black chalk; framing lines in pen and dark grey 
ink, 14.2 × 16.2 cm. Acquisition 1895. British Museum, London, 1895,0915.1267.
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horizontal allegorical compositions from the 
1650s, like the famous Pescvendolo, ragazzo 
e gatto con una bilancia (“Fishmonger, Boy 
and Cat, with a Pair of Scales”, an allegory of 
taste and/or water and earth), the Venditore 
di carciofi con ragazza (“Artichoke Vendor 
with Girl”, earth and/or taste and/or winter), 
the Scena di osteria (“Scene from a Tavern”, 
taste), the Vendita di verdure (“Greengrocer”, 
earth), the Servitori (“The Waiters”, water 
and earth), the Vendita di castagne (“Chest-
nut Vendor”, taste), the Erbivendolo (“Green-
grocer”, earth and/or taste) or the Venditore 
di carbonella (“Charcoal Vendor”, fire and/
or touch), to name just a few.7 

The work comes closest to a few paintings 
by Keilhau from the late 1640s and the 
1650s. These include the Contadino (The 
Farmer), the Cacciatore con fucile e cane 
(Hunter with a Rifle and Dog), and the 
Giovane Contadino (The Young Farmer, 
Fig. 3Fig. 3), where not only the appearance of 
the face is similar to the shepherd, but 
also its rendering.6 
 The present painting does not have the 
standard measurements of the canvases 
that Keilhau used during this period for his 
half-length figures, such as those mention-
ed above. It does, though, closely match 
the measurements of many of his larger, 

 However, leaving aside the matter of 
size, the overall mood of the present piece 
is still more like Keilhau’s lone half-length 
figures – apart from those mentioned 
above, perhaps especially the San Giovanni 
Evangelista in the Musée des Beaux-Arts 
in Quimper, France (Fig. 4(Fig. 4).8 That the 
Shepherd Playing His Flute should have 
more in common with works such as this is 
understandable, primarily because of the 
similar concentration on a single figure. 
There is an intensity shared by these pic-
tures, strengthened by the artist’s forceful 
and meticulous rendering of the details of 
the face, especially the eyes, which makes 

Fig. 3 Bernhard Keilhau (1624–1687), The Young Farmer. Fondazione Federico 
Zeri, Bologna, 104685.

Fig. 4 Bernhard Keilhau (1624–1687), Saint John the Evangelist. Oil on canvas, 
97 × 72 cm. Musée de Beaux-Arts de Quimper, France, 873-1-689.
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the ‘Nude Man seated on the Ground, with one Leg 
extended’ (Bartsch 196, Hind 221) ... The first and 
last of these are dated 1646 and the pose of the latter, 
though seen from a different angle, bears some 
relationship to the figure in the British Museum’s 
drawing: both are seated on a cushion on the floor 
and wear only a loin cloth.” https://www.british-
museum.org/collection/object/P_1895-0915-1267, 
(accessed 29 April 2021). 
5. Heimbürger 1988, pp. 146–267. Heimbürger 2014, 
pp. 132–355. Closest of his previously known works 
in theme is otherwise “A Fluteplayer”, see: Heimbür-
ger 2014, p. 274–276, cat. no. 215.
6. Heimbürger 1988, pp. 149–152, cat. nos. 7, 11–12. 
Heimbürger 2014, p. 139, cat. no. 11.
7. Heimbürger 1988, pp. 197, 204, 216, 221, 223, 143, 
cat. nos. 197, 101, 126–127, 135, 141, 143.
8. Heimbürger 1988, pp. 254, cat. no. 205. Heimbür-
ger 2014, p. 319, cat. no. 289.
9. Tajan, Tableaux Anciens et du XIXe siècle, 21 
October 2009, lot 5, École italienne du XVIIe siècle, 
entourage de Bernhardt KEILHAU dit MONSU 
BERNARDO, Jeune berger jouant de la flûte, https://
www.lotsearch.net/lot/ecole-italienne-du-xviie-
siecle-entourage-de-bernhardt-keilhau-dit-monsu-
32202653?perPage=80, (accessed 29 April 2021).
https://catalogo.beniculturali.it/detail/HistoricOr-
ArtisticProperty/1000044078, (accessed 29 April 
2021). 
10.  The Madonna and Child with St. Peter and St. The Madonna and Child with St. Peter and St. 
John the EvangelistJohn the Evangelist. See: Mario Petralla & Giovanna . See: Mario Petralla & Giovanna 
Sapori, Sapori, La chiesa parrocchiale di Santa Maria di La chiesa parrocchiale di Santa Maria di 
Arrone. Documenti ed opereArrone. Documenti ed opere, Associazione Culturale , Associazione Culturale 
Magister, Arrone 2004.Magister, Arrone 2004.
11. 1. Nationalmuseum, Stockholm, Archives, donation Nationalmuseum, Stockholm, Archives, donation 
files, NM/FE F3:6.files, NM/FE F3:6.

 The Shepherd Playing his Flute entered 
the collections of the Nationalmuseum 
early on, through the bequest of a large 
holding of old master paintings of high 
quality belonging to the then Marshal of 
the Royal Court in Stockholm, Martin von 
Wahrendorff (1789–1861).11 The painting, 
and its old, now rejected attribution to 
Salvator Rosa (1615–1673), has always been 
something of an enigma in the Museum’s 
collection of Italian paintings, and the 
attribution to Bernhard Keilhau suggested 
here can hopefully at least put the work in 
its rightful context.

Notes:
1. Filippo Baldinucci, Notizie de’ professori del di-
segno da Cimabue in qua, Florence 1681–1728 (new 
ed. 1845–47). Roberto Longhi, “Monsù Bernardo”, in 
La critica d’arte, 1938, pp. 121–130. Minna Heim-
bürger, Bernardo Keilhau, detto Monsù Bernardo, 
Rome 1988. See also Heimbürger, Eberhart Keilhau, 
Copenhagen 2014.
2. Heimbürger 1988, pp. 64–107.
3. Heimbürger 1988, pp. 108–144.
4. See for example British Museum, museum no. 
1895,0915.1267, School of Rembrandt, attributed to 
Samuel van Hoogstraten. “The drawing is usually 
associated with three etchings by Rembrandt, the 
‘Nude Man seated before a Curtain’ (Bartsch 193, 
Hind 220), the ‘Young Man seated and Standing – 
the Walking Trainer’ (Bartsch 194, Hind 222) and 

ART HISTORY/SHEPHERD PLAYING HIS FLUTE 

them stand out from the rest of the com-
position. Of course, this becomes even 
more pronounced in works where, as in the 
present painting, the figure directly faces 
and engages the viewer. 
 There are to my knowledge only two 
other works that are directly related to the 
Nationalmuseum painting: an obviously 
lesser and probably later copy, attributed 
to the circle of Keilhau, that surfaced on 
the Parisian art market about 10 years ago, 
and a contemporary variant in the Pina-
coteca Comunale, Spoleto, near Perugia, 
Umbria, both known to me only from 
photographs.9 Both works have the same 
measurements as the present painting. 
The second of them was formerly attribu-
ted to Pier Francesco Mola (1612–1666) 
and is now attributed to Francesco Refini 
(1615/20–after 1692), a local artist from 
Spoleto (Fig. 5Fig. 5). Although that work does 
have some evident quality, it is obviously 
executed by another hand than the 
Nationalmuseum painting. It does not 
exhibit the same forceful immediacy and 
detailed rendering, and seems to me to 
have been done after the present painting. 
Interestingly, an altarpiece in the Church 
of St Mary in Arrone, close to Spoleto, has 
quite recently been attributed to Keilhau.10 

Fig. 5 Attributed to Francesco Refini (1615/20–after 
1692), Shepherd with Flute, Oil on canvas, 95 ×135 
cm. Palazzo Collicola, Spoleto. 

https://www.britishmuseum.org/collection/object/P_1895-0915-1267
https://www.britishmuseum.org/collection/object/P_1895-0915-1267
https://www.lotsearch.net/lot/ecole-italienne-du-xviie-siecle-entourage-de-bernhardt-keilhau-dit-monsu-32202653?perPage=80
https://www.lotsearch.net/lot/ecole-italienne-du-xviie-siecle-entourage-de-bernhardt-keilhau-dit-monsu-32202653?perPage=80
https://www.lotsearch.net/lot/ecole-italienne-du-xviie-siecle-entourage-de-bernhardt-keilhau-dit-monsu-32202653?perPage=80
https://www.lotsearch.net/lot/ecole-italienne-du-xviie-siecle-entourage-de-bernhardt-keilhau-dit-monsu-32202653?perPage=80
https://catalogo.beniculturali.it/detail/HistoricOrArtisticProperty/1000044078
https://catalogo.beniculturali.it/detail/HistoricOrArtisticProperty/1000044078
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ART HISTORY/A DOUBLE - SIDED PORTRAIT MINIATURE 

 This unusual double-sided miniature, 
having been previously catalogued as an 
anonymous 18th-century English artist 
work, and which is in outstanding condi-
tion, was first recorded in 1920 in the very 
fine collection of miniatures formed by the 

The Nationalmuseum in Stock-
holm is the fortunate possessor 
of one of the world’s largest and 
most outstanding yet ever-

growing collections of historical portrait 
miniatures. Among the works shown to 
spectacular effect in the Museum’s 
Treasury, a new space devoted to precious 
small objects, is a striking late 18th-century 
double-sided British portrait miniature 
depicting on the one side an older man 
and on the other side a younger man 
(Figs. 1 and 2)(Figs. 1 and 2). One may easily surmise 
that these two bewigged gentlemen with 
their plain forthright expressions may be 
a father and son. From the stylistic details 
of the wigs and costume as well as from a 
study of the small scale of the miniatures 
and the meticulous realist technical 
approach made in the pictorial treatment 
by the artist, one can be confident that 
they were painted in Britain outside the 
metropolis of London, and as such are 
likely to date from the second half of the 
1770s or more likely the beginning of the 
1780s. It is the contention of the author 
that these two exquisitely painted minia-
tures, which were reframed at some point 
during the later 18th or early 19th century 
in a gold and pearls locket surrounded 
with plaited hair, were painted in the 
Scottish capital of Edinburgh by the 
greatest of Scotland’s Enlightenment 
portrait painters, Sir Henry Raeburn RA 
(1756–1823), during his hitherto poorly 
understood early career there before his 
visit to Rome, 1784–86.

A Double-Sided Portrait Miniature 
Attributed to Sir Henry Raeburn (1756–1823)

Stephen Lloyd
Curator of the Derby Collection, 

Knowsley Hall, Prescot, Merseyside 

cork merchant Consul Hjalmar Wicander 
(1860–1939). It was catalogued and illus-
trated in the first of two sumptuous cata-
logues of Wicander’s miniatures. compiled 
by Karl Asplund.1 Wicander both donated 
during his lifetime and bequeathed his high 

Figs. 1 Henry Raeburn (1756–1823), Portrait of an Unknown Old Man, a DoubleSided Miniature, c. 1780–84.  
Watercolour on ivory, set in a gold locket with pearls and plaited hair, 4.3 cm (h). Gift of Consul Hjalmar 
Wicander 1927. Nationalmuseum, NMB 1033 recto.
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made by his older friend and mentor 
David Deuchar (1743–1808), the success-
ful Edinburgh-based lapidary, seal 
engraver and etcher after Dutch old 
masters (Fig. 3Fig. 3).3

It seems that the young Raeburn soon 
showed promise as a portrait miniaturist, 
creating small likenesses taken in the 
then fashionable “modest school” style – 
popular across Britain from the 1750s to 
1770s – neatly painted in watercolours 
onto thin ivory plaques. These would 
then be fitted as love or memorial tokens 
into lockets and jewellery to be worn on 
the body as brooches, necklaces and 
wristbands for ladies as well as being 
hidden in snuffboxes for men to carry on 
their person. 

ART HISTORY/A DOUBLE - SIDED PORTRAIT MINIATURE 

business. Henry was a pupil from 1765 to 
1772 at the famous and still extant George 
Heriot’s Hospital or School located to the 
South of Edinburgh’s Old Town, which was 
established by a wealthy goldsmith in the 
early 17th century to educate orphaned 
children. On 21 October 1771 an arrange-
ment was made between George Heriot’s 
Hospital and the Edinburgh goldsmith 
James Gilliland (fl. 1730–90) for Henry 
Raeburn to be apprenticed on 27 June 
1772 to this leading silversmith and 
jeweller for seven years, whose shop was 
in the luckenbooths (or lock-up shops) in 
Parliament Square at the heart of 
Edinburgh’s Old Town.2 At this point in 
his life Raeburn was portrayed in a lively 
profile pen and wash portrait drawing 

quality European portrait miniatures to the 
Nationalmuseum, with this double-sided 
miniature being given as part of his major 
gift to the Stockholm institution in 1927.
 Henry Raeburn was born into a mer-
cantile family in 1756 based in Stockbrid-
ge, an industrial village imnmediately to 
the North West of what a few years later 
was to become Edinburgh’s famous neo-
classical New Town. His father, Robert, 
who was a weaver and yarn-boiler, part of 
a cluster of woollen mills on the fast-
flowing Water of Leith, which runs steeply 
from the Pentland Hills down to the 
seaport of Leith on the Firth of Forth just 
to the North of Edinburgh. Orphaned at 
an early age, Henry was supported by his 
older brother William who ran the family 

Fig. 3 David Deuchar (1743–1808), Henry Raeburn as a Youth, c. 1773. Pen and 
wash on paper, 18.6 × 11.7 cm. Purchased with a contribution from Melville Gray 
1931. National Galleries of Scotland, Edinburgh, D 3800. 

Figs. 2 Henry Raeburn (1756–1823), Portrait of an Unknown Man, a Double
Sided Miniature, c. 1780–84.  Watercolour on ivory, set in a gold locket with 
pearls and plaited hair, 4.3 cm (h). Gift of Consul Hjalmar Wicander 1927.  
Nationalmuseum, NMB 1033 verso
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Arguably among Raeburn’s earliest 
miniatures is his confident 1773 portrait of 
his friend and mentor David Deuchar, the 
heraldic engraver and etcher after the old 
masters (Fig. 4Fig. 4). This is a plain, carefully 
drawn, restrained yet characterful portrait 
of the older artist.4 From a similar date is 
the pair of miniatures which the teenage 
Raeburn painted c. 1773–75 of his master 
James Gilliland and his wife Elizabeth 
MacMurray (Figs. 5 and 6Figs. 5 and 6). She was the 
sister of John Murray I, a leading Scottish 
publisher based in London. Gilliland acted 
as Murray’s agent for booksales in 
Edinburgh, while Murray acted as agent 
for Gilliland’s silver and jewelry commissi-
ons from Edinburgh Scots in London. This 
pair of little portraits reveals Raeburn’s 
early awkwardness as a miniaturist, but 
also demonstrate his hallmark attention to 
linear detail, muted colouring and incisive 
facial depiction.5

 Raeburn’s lifelong friend Andrew 
Duncan, a leading Edinburgh physician, 
who as a young man had commissioned 
Raeburn to create an affecting mourning 
locket – since untraced – for his late friend 
Charles Darwin (1758–1778), noted in his 
memorial tribute to the late artist in 1824: 
Before RAEBURN’S apprenticeship with 
Mr GILLILAND was finished, he had shown, 
at his leisure hours, many miniature 
pictures, in watercolours, in such as style as 
clearly to demonstrate, that nature had 
intended him, not for a goldsmith, but for 
a very excellent Portraitpainter. And it was 
agreed between him and his master, that he 
should change his profession. Accordingly 
selftaught, he became a miniaturepainter 
in Edinburgh. In this employment, however, 
he did not long persist: For he had sufficient 
ambition to think, that, as a portraitpainter 
in oilcolours, he might imitate the whole 
example of Sir JOSHUA REYNOLDS, 
whose portraits were, at that time, viewed 
with admiration by every discerning Briton.6

 By 1780 Raeburn – by then in his early 
twenties – had left his apprenticeship to 
the goldsmith Gilliland and must have set 
himself up as an independent portrait 

Fig. 4 Henry Raeburn (1756–1823), David Deuchar 
(1743–1808), c. 1773. Watercolour on ivory, set in 
a turned wooden frame, 6 cm (h). Purchased with 
a contribution from Melville Gray 1931. National 
Galleries of Scotland, Edinburgh, NG 1762.

Fig. 5 Henry Raeburn (1756–1823), James Gilliland, 
( fl. 1730–90), c. 1773–75. Watercolour on ivory 
(cracked), watercolour on ivory, set in a gilt-metal 
frame, 5.1 cm (h). Private Collection.

Fig. 6 Henry Raeburn (1756–1823), Elizabeth Mac
Murray, Mrs James Gilliland, c. 1773–75. Water-
colour on ivory (cracked), set in a gilt-metal frame, 
3.9 cm (h). Private Collection.
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These three male portraits show increa-
sing sophistication and assuredness by 
Raeburn as he begins to master the 
small-scale potential of the watercolour 
on ivory technique, introducing a softer 
tonality to the physiognomy of all three 
sitters, and in the case of the Andrew Wood 
depiction, a greater sense of penetration 
in understanding the appearance of the 
character before him.7

 It is surprising that hitherto so few 
portrait miniatures by Raeburn have been 
identified from this formative period. How-
ever, this paucity has been confound ed by 
the fact that Raeburn hardly ever signed 
his portraits whether in miniature or in 
oils. There are still a small number of un-
traced miniatures by Raeburn that were 
known to exist in the 19th century, and 
may well survive in Scottish private col-
lections to this day. In the large exhibition 
devoted to Raeburn held at the Royal 
Scottish Academy and the National 
Gal leries of Scotland in Edinburgh in 1876, 
five miniatures by the artist were display-
ed. Apart from the portraits of David 
Deuchar and Andrew Wood, miniatures 
were shown of the Highland laird Sir John 
Peter Grant of Rothiemurchus, Bart. and 
the Edinburgh University Professor of 
Midwifery James Hamilton. Most intrigu-
ingly also on loan was a Head of a Madonna, 
which was signed and dated “H.R. 1777”, 
having been loaned from the important 
collection of the Edinburgh solicitor and 
book collector James Thomson Gibson-
Craig (1799–1886).8 The last work was 
probably an academic copy after an old 
master painting that the young artist 
would have access to in an hitherto un-
identified private collection in Scotland.
 Further light on Raeburn’s transition 
from an apprentice goldsmith to a portrait 
miniaturist in Edinburgh during the artist’s 
formative period 1772–84 is revealed by an 
informative account of the artist’s early 
career development, as outlined in his 
obituary composed anonymously by his 
contemporaries the famous novelist Sir 
Walter Scott and Hugh Murray in 1824:

painter in Edinburgh. He was well estab-
lished enough to have been able to marry 
an older well-off widow Ann Leslie (née 
Edgar), in the summer of 1780. Their two 
sons Peter and Henry were born in 1781 
and 1783 respectively. It appears that 
Raeburn continued to work as a portrait 
miniaturist, but also devel oped his skills 
as an oil painter without formal training 
but by copying pictures lent to him by an 
older artist David Martin (1737–1797). In 
the early 1780s Raeburn painted at least 
three identified portrait miniatures of 
male sitters (Figs. 7, 8 and 9Figs. 7, 8 and 9). They rep-
resent two young men, a minor land 
owner from the county of Fife, George 
Sandilands of Strathtyrum (1755–1824); 
a solicitor and antiquarian, Sir Henry 
Jardine of Harwood (1766–1851), and an 
older sitter, the established Edinburgh 
surgeon, Andrew Wood (1742–1821). 
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Fig. 7 Henry Raeburn (1756–1823), George Sandi
lands of Strathtyrum (1755–1824), c. 1780. Water-
colour on ivory (cracked), set in a gilt-wood frame, 
3.9 cm (h). Purchased 2011. National Galleries of 
Scotland, Edinburgh, PG 3672.

Fig. 8 Henry Raeburn (1756–1823), Sir Henry 
Jardine of Harwood (1766–1851), c. 1780–84. Water-
colour on ivory, set in a chased gold brooch locket, 
4.0 cm (h). Private Collection.

Fig. 9 Henry Raeburn (1756–1823), Andrew Wood 
(1742–1821), c. 1780–84. Watercolour on ivory, set 
in a gold bracelet locket surrounded with plaited 
hair with velvet attached, 3.8 cm (h). Private Col-
lection loan to the National Galleries of Scotland, 
Edinburgh, PGL 2431.



87 Art Bulletin of Nationalmuseum Volume 27:1, 2020

The circumstances of young Raeburn ren
dering it urgent that he should, as early as 
possible, be enabled to provide for his own 
support, he was accordingly, at the age of 
fifteen, apprenticed to an eminent goldsmith 
in Edinburgh. It was soon after this that he 
began to paint miniatures. In what manner 
his taste first showed itself is not exactly 
known; but it certainly was altogether 
spontaneous, without lesson or example, 
and without even having ever seen a picture. 
His miniatures were executed, however, in 
such a manner as drew immediate attention 
among his acquaintances. His master then 
took him to see [David] Martin’s pictures, 
the view of which altogether astonished and 
delighted him, and made an impression 
which was never effaced. He continued to 
paint miniatures; they were much admired, 
and were soon in general demand. His time 
was fully occupied; and he generally painted 
two in the week. As this employment of 
course withdrew his time from the trade, an 
arrangement was made by which his master 
received part of his earnings, and dispensed 
with his attendance.9

 If the double-sided portrait miniature 
of an unknown father and son in the 
Nationalmuseum can be be dated to the 
early 1780s, it can also be seen as the high 
point of Raeburn’s early career as a minia-
turist with its meticulous attention to 
detail, more sophisticated colouring, and 
a greater convincing spatial depth, com-
bined with a revelatory understanding of 
character for both the younger and older 
sitters. Considerable light is shed on 
Raeburn’s working practice as a portrait 
miniaturist in Edinburgh by the author’s 
re-attribution here of two preparatory 
drawings in pencil for portrait miniatures 
in the collection of the Scottish National 
Gallery in Edinburgh from the Scottish 
draughtsman John Brown (1752–1787) to 
Henry Raeburn, and datable from details 
of the wigs and costume to c. 1775–80 
(Figs. 10 and 11Figs. 10 and 11). The two studies show a be-
wigged older man and a younger man re-
spectively; they may indeed be preparatory 
ad vivum sketches of a father and son, as 
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Fig. 10  Henry Raeburn (1756–1823), Study for a Portrait Miniature of an Unknown Old Man, c. 1775–80. Pen-
cil and watercolour on paper, 15.6 × 9.5 cm. David Laing Bequest to the Royal Scottish Academy, transferred 
1910. National Galleries of Scotland, Edinburgh, D 274.
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they clearly seem to have been drawn on 
similar pieces of paper at about the same 
time. The evidence for these two sketched 
portrait drawings being used for minia-
tures is based on the oval compositions of 
the two studies, but also most convincingly 
by the artist using the side and blank spaces 
of the paper for watercolour test marks. 
This spontaneous marking on paper was 
in contrast to using a more conventional 
mussel shell as a testing palette, as was used 
more typically by miniaturists in Britain 
going back to the origins of this small-scale 
portrait format in the 16th century. The 
detailed and careful linear style of the 
draughtsmanship of the two portrait draw-
ings, especially in the study of the older 
man, is very similar to that used by Raeburn 
in his surviving portrait miniatures from 
his early Edinburgh period. 
 There are various cursive inscriptions 
on the drawing of the younger man, which 
are very similar to Raeburn’s looping hand-
writing style as evidenced in his many sur-
viving letters. On the recto of the drawing 
these pencil notes state: “life posed”, the 
colour notes for the costume “blue”, and 
the letter “g”. On the verso of the study of 
the younger man are written in both pencil 
and in pen and ink many numbers which 
appear to be an aidemémoire of some basic 
financial accounts.10

 In 1784 Raeburn, like so many 18th-
century British artists, decided to leave his 
family in Edinburgh and travel out to Rome 
to study the artistic masterpieces there and 
thus enhance his prospects as a portrait 
painter on his return to Scotland two years 
later. He arrived in London in May that year 
and like many aspiring young artists hespent 
a couple of months studying the practice of 
oil portraiture in the Leicester Square 
studio of Sir Joshua Reynolds, the leading 
artist of his day and President of the Royal 
Academy. In July that year Raeburn left 
London by ship for Rome. Little is known 
about Raeburn’s artistic activities there, as 
to date only one finished oil portrait has 
been firmly linked to that two year long 
Italian period, together with two small oil 
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Fig. 11 Henry Raeburn (1756–1823), Study for a Portrait Miniature of an Unknown Young Man, c. 1775–80. 
Pencil and watercolour on paper with annotations on recto and verso, 13.9 x 9.1 cm. David Laing Bequest to 
the Royal Scottish Academy, transferred 1910. National Galleries of Scotland, Edinburgh, D 275.
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Notes:
1.  Karl Asplund, Hjalmar Wicanders Miniatyr
samling. Beskrivande Katalog, Stockholm 1920, p. 
145, cat. no. 307. The second folio volume devoted 
to Wicander’s collection of miniatures, which was 
also privately printed in only fifty copies, appeared 
in 1929. For Wicander see Magnus Olausson, “Det 
allra heligaste i vår helgedom”, in Europeiskt Mini
atyrmåleri in Nationalmusei samlingar, Stockholm 
1994, pp. 13–17.  For the most recent research 
studies on Henry Raeburn, see Viccy Coltman and 
Stephen Lloyd (eds.), Henry Raeburn: Context, 
Reception and Reputation,  Edinburgh 2012. I am 
immensely grateful to Duncan Thomson and Helen 
Smailes, for their constant encouragement and ge-
nerosity in sharing artistic and archival discoveries 
on Raeburn’s hitherto elusive early career as well as 
their deep knowledge of Raeburn’s life and artistic 
practice in Edinburgh.
2. For Raeburn’s early career in Edinburgh see 
Andrew Duncan, A Tribute of Regard to the Memory 
of Sir Henry Raeburn, R.A. Portrait Painter to the 
King for Scotland, read at the fortythird anniver
sary meeting of the Harveian Society of Edinburgh, 
Edinburgh 1824, pp. 5–27. [Sir Walter Scott and 
Hugh Murray], “Sir Henry Raeburn, R.A., No. XIX”,  
in Annual Biography and Obituary for 1823, VII, 
London 1824, pp. 378–80; Allan Cunningham, The 
Lives of the most eminent British Painters, Sculptors 
and Architects, 6 vols., London 1829–33 [life of 
Raeburn, vol. 5, 1832, pp. 204–241].  James Greig, 

began his long and productive career as 
an instinctive oil portraitist of distinction, 
painting the leading members of the landed 
gentry, as well as the intellectual elite and 
the pre-eminent mercantile families of late 
eighteenth and early 19th century Scotland. 
One of his first documented oil portraits 
after his two-year-long sojourn in Italy was 
a commission in 1787 to depict Robert 
Dundas, Lord Arniston (1713–1787), at the 
end of his life in his legal robes as Lord 
President of the Court of Session in 
Edinburgh (Figs. 13 and 14Figs. 13 and 14). Not only does 
Raeburn with this powerful portrait 
demonstrate his emphatic arrival back in 
Edinburgh as the new dominant force in 
Scottish portraiture, but he marries 
a painterly approach to composition and 
pictorial execution together with a detailed 
exploration of character in the florid 
sagging face of this leading Scottish judge. 
It is this emphatic treatment of this lived-
in face that is so reminiscent of the acutely 
drawn jowly facial expressions of the un-
known father and son seen in the double-
sided miniature at the Nationalmuseum.

sketches of figures copied from a Classical 
composition and an Italian Baroque old 
master painting.11

 Raeburn was also commissioned in 
Rome to paint a portrait miniature copy of 
a now untraced pastel portrait by the Irish 
artist Hugh Douglas Hamilton of George 
John Spencer, 2nd Earl Spencer (1758–1834), 
which is in the collection at Althorp (Fig. 12). 
This is a highly accomplished minia ture 
portrait copy by Raeburn, show ing the huge 
leap he had made by the middle of the 1780s, 
where he reveals himself as the master of 
a painterly and fluent form of portraiture in 
small, and where Raeburn in fact manifests 
himself as a truly confident portraitist – 
albeit in a copy – alongside his precocious 
ability as a meticulous miniaturist. Raeburn 
also made a second version of this miniatu-
re copy of the 2nd Earl Spencer, which is 
now in the Devonshire Collection at 
Chatsworth House. These were the last two 
miniatures that are known to have been 
painted by Raeburn.12

 On his return to Edinburgh in 1786, 
Raeburn was reunited with his family and 

ART HISTORY/A DOUBLE - SIDED PORTRAIT MINIATURE 

Fig. 12 Henry Raeburn (1756–1823) after Hugh 
Douglas Hamilton (c. 1739–1808), George John 
Spencer, 2nd Earl Spencer (1758–1834), 1785–6. 
Watercolour and bodycolour on ivory, 6.7 cm (h). 
The Collection at Althorp.

Fig. 13 Henry Raeburn (1756–1823), Robert Dundas, 
Lord Arniston (171387), 1787. Oil on canvas, 121.5 × 
102.5 cm, The Dundas-Bekker family.
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11. See Thomson 1997, pp. 52–53 (Patrick Moir, 
Private Collection on loan to the Scottish National 
Gallery, NGL  003.97) and p.15 (A Woman Descen
ding Steps and David with the Head of Goliath after 
G.B. Romanelli; both copies, which appeared on 
the Edinburgh art market in the 1980s, are now 
untraced).
12. See Irwin 1973, pp. 239–244; Thomson 1997, 
p. 54.

Archibald Skirving, John Brown, John Bogle, James 
Scouler and James Donaldson, see Stephen Lloyd, 
Raeburn’s Rival: Archibald Skirving 1749–1819 (exh. 
cat.), Scottish National Portrait Gallery, Edinburgh 
1999, pp. 56–58, cat. nos. 18–39; and Stephen Lloyd, 
Portrait Miniatures from the National Galleries 
of Scotland (exh. cat.), Scottish National Portrait 
Gallery, Edinburgh 2004, pp. 46–59 and 80–90.
8. Catalogue of the Works of Sir Henry Raeburn, 
R.A. exhibited at the Royal Academy, National Galle
ries, Edinburgh, 1876, p. 38, cat. nos. 302–306. 
9. [Scott and Murray], 1824, p. 379.
10. The first set of ten lines of financial accounts 
outlined on the verso of the drawing amount to 
£11.19s. A second set add up to £10.10s; a third set 
to £2.19s; and a fourth set to £11.1.1. A final list of 
numbers on the verso of this drawing appear to be 
a list of abbreviated names with numbers attached, 
which may be a contribution to a subscription: “v: 4 
/ Dr: 1 / R Ch: 4 / Run: 4 / Sm 3 / A Mc - / e 1: 0 / n 6 
9 / m : / 9 / 9”. “Dr” may stand for Raeburn’s fellow 
artist, the seal engraver and etcher David Deuchar, 
while “Run” may be an abbreviation for the Scottish 
Romantic painter, draughtsman and etcher Alexan-
der Runciman (1736–1785).

Sir Henry Raeburn, R.A.: His Life and Works with a 
Catalogue of his Pictures, London 1911, pp. 13–27. 
Francina Irwin, “Early Raeburn reconsidered”, in 
The Burlington Magazine, vol. 115, no. 841, April 
1773, pp. 239–244 and Duncan Thomson (ed.), 
Raeburn: The Art of Sir Henry Raeburn 1756–1823 
(exh. cat.), National Galleries of Scotland, Edin-
burgh 1997, pp. 11–15, 47–51 and pp. 201–202 (“Do-
cumentation” compiled by David Mackie).
3. Thomson 1997, p. 47.
4. Ibid.
5. Stephen Lloyd, Portrait Miniatures from Scottish 
Private Collections (exh. cat.), National Galleries of 
Scotland, Edinburgh 2006, pp. 46–47 and 89.
6. Duncan 1824, pp. 12–13.
7. Lloyd 2006, pp. 89–90, cat. nos. 57 (Wood) and 
58 (Sandilands). The  miniature of Wood was first 
illustrated in Sir Walter Armstrong, Sir Henry 
Raeburn, London 1901, opp. p. 4, pl. II(b) and pp. 
38 and 114. The miniature of Jardine is published 
here for the first time. For understanding Raeburn’s 
miniatures within the context of other Scottish 
miniature portraitists working in Edinburgh and 
London in a realist style during the late 1770s and 
early 1780s, compare Raeburn with artists such as 
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Fig. 14 Henry Raeburn (1756–1823), Robert Dundas, 
Lord Arniston (171387), 1787 (Detail). Oil on can-
vas, 121.5 x 102.5 cm, The Dundas-Bekker family.
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rians have sought to explain this by claim-
ing that very little has been written on 
Boberg and her artistic oeuvre. However, 
ongoing research at the Nationalmuseum 
has begun to uncover the rich literature on 
her work, its reception, and her legacy 
within Swedish art history and beyond.1

 Boberg was the daughter of the celebrat-
ed architect Fredrik Wilhelm Scholander 

One of the best-represented 
artists in the collections of the 
Nationalmuseum is today one 
of the less well-known of 

Sweden’s landscape painters. Anna Boberg 
(1864–1935) was once celebrated in the 
American press as “Sweden’s greatest 
artist”, but is today mostly forgotten in the 
Swedish historiography of art. Art histo-

“Sweden’s Greatest Artist”
The Reception of the Landscapes of Anna Boberg

Eva-Charlotta Mebius 
Honorary Research Associate 

City, University of London 

(1816–1881) and his wife, the theosophist 
and translator Carin Scholander (née 
Nyström, 1830–1912). In 1888, Anna mar-
ried the promising architect Ferdinand 
Boberg (1860–1946), and together they for-
med one of the most important partner-
ships in Swedish art in the late 19th and 
early 20th centuries. Sources differ as to 
when Boberg started painting, but we know 

Fig. 1 Anna Boberg (1864–1935), Fishing Harbour with Sunlit Mountains. Study for Inloppet till Svolvaer. Oil on canvas mounted on cardboard, 34.5 × 69 cm. Anna 
and Ferdinand Boberg bequest 1946. Nationalmuseum, NM 4300.-
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critics also noted the “strangeness” of her 
technique and how, like van Gogh, she used 
a palette knife for some compositions.7 In 
1903, her attention to the effects of light 
was most frequently compared to Claude 
Monet (1840–1926) and Giovanni Segan-
tini (1858–1899). While critics initially dis-
agreed over the merits of the exhibition, 
it was well attended and a reproduction 
of the painting Inloppet till Svolvaer (The 
Approach to Svolvær), considered by many 
to be the most successful, appeared in 
Idun (Fig. 1).8 
 Boberg was not discouraged by some of 
the exceedingly negative reviews.9 Instead, 
she went back to Lofoten and resumed her 
romantic project of interpreting and repre-
senting the “Three Greats” of the island 
group. In 1905, an exhibition of fifty-seven 
Lofoten landscapes at La galérie des artistes 
modernes in Paris brought her further 
recognition. The show garnered glowing 
reviews from French critics and Swedish 
foreign correspondents. Again, her peculiar 
technique was noted as reviewers com-
mented on how different each painting was 
from the other. It was as if she had app-
roached each composition as a particular 
problem to be solved, rather than a col-
lection of canvases expressing adherence to 
a style. As such, Boberg’s style varied over 
the years and even between paintings. 
Discussing Anna’s artistic mentorship of 
Gustaf VI Adolf’s first wife, Crown 
Princess Margareta, Ferdinand said that 
his wife considered herself to be an expres-
sionist, in contrast to her close friend and 
protégée who was an impressionist.10 
 In 1905, reporting on her success, the 
Swedish correspondents reverently 
referred to the Parisian critics such as 
François Thiébault-Sisson (1856–1936) 
and Arsène Alexandre (1859–1937), who 
had praised Boberg’s exhibition in Le 
Temps and Le Figaro. French critics were 
quoted in Sweden as saying she could 
paint “everything” from “bright daylight 
to dark night, to hurricanes and storms, as 
well as stillness”, all done with the same 
“eagerness and clear intelligence”. 

ART HISTORY/SWEDEN’S GEREATEST ARTIST 

granite giants who, since the dawn of time, 
have stood knee-deep in the sea with their 
snow-covered heads above the clouds resi-
sting the furious onslaughts of hurricanes”.
 She returned to the Arctic in the winter. 
During her summer sojourn, she had be-
come so familiar with “the Three Greats” 
of Lofoten that she imagined that “the sigh 
of the ocean, the whisper of the wind and 
the silence of the mountains” were all say-
ing she should return in winter: 
when the full moon, like a sun made of ice, 
disperses the night of noon, when the aurora 
borealis flares among the stars and storm 
clouds and waves chase each other, when 
the Lofoten Wall forms a wondrous strong
hold with bastions and towers of alabaster… 
and the sea becomes dotted with armadas 
of Viking ships. Return then, stranger, to 
behold the apotheosis of Arctic beauty and 
wilderness!
 And so, she did. Svolvær came to be her 
second home as she became completely 
consumed with the task of capturing the 
sublime landscape. Her husband Ferdinand, 
always considerate, realised what had to be 
done and wrote to her that he had drawn 
up plans for a studio house to be built off 
the port of Svolvær. 
 In 1903, Anna Boberg exhibited twelve 
of her Lofoten paintings for the first time 
in Stockholm at Vinterbilder från Lofoten 
(Winter Scenes from Lofoten), at the 
Swedish Association for Art. The exhibi-
tion was a success and was shown in Berlin 
at the Galerie Eduard Schulte as well. At 
this point she was not an unknown artist, 
but rather, as one critic recognised, an 
artist “with a reputation to preserve”.5 Her 
first exhibition was met with mixed reviews, 
some of which were more damning than 
others. However, unlike today, critics were 
not reluctant to place Boberg within a wider 
art-historical context. Whether they ap-
proved of her first attempt at depicting the 
Arctic landscape or not, they took her art 
seriously. Moreover, most reviewers were 
positive, praising her sensibility as a 
colourist, her strong compositions and the 
energy in her work.6 At the same time, 

that she, taking after her father and elder 
sister Maria Scholander-Hedlund 
(1856–1951), had probably begun painting 
in watercolour by 1887 and began exhibi-
ting her work around the same time. Boberg 
was a contemporary of Hilma af Klint 
(1862–1944) and in October 1888 they both 
showed work at the Swedish Association 
for Art (Sveriges allmänna konstförening). 
Among her earliest commissions as a de-
corative painter we find the dining room 
of Count Hallwyl’s Ljusne villa and wall 
decorations in the Hotel Rydberg. In 1893, 
she exhibited three watercolours at the 
World’s Columbian Exposition in Chicago. 
In 1894, she painted a frieze for the famous 
Swedish illustrator and architect Axel Haig 
(Hägg) (1835–1921) for his home outside of 
London.2 However, in the journal Idun the 
writer Claës Lundin (1825–1908) suggest ed 
that it was in the wall decorations at the 
Grand Hotel Saltsjöbaden, completed in 
1895, that she emerged as a “fully fledged 
independent artist” and showed “a signifi-
cant talent for composition”.3 
 Yet it is 1901 which is the most signifi-
cant year of Boberg’s career as a painter. 
In the summer, she travelled to Lofoten, 
Norway, for the first time. The unique Arc-
tic landscape that she encountered there 
would come to change her life. Tellingly, 
her autobiography begins with the sen-
tence “There you see the Lofoten Wall”, 
followed by an account of her second visit 
to the Lofoten Islands. On her first visit, she 
had been bewitched by the landscape and 
had refused to return home with her hus-
band, who had had to travel back without 
her, stopping in Trondheim on the way to 
acquire and send painting materials to his 
wife. All she wanted to do was to “paint, pa-
int, paint”.4 As noted, she opens her auto-
biography with her return to Lofoten and 
the fishing village of Svolvær a few months 
later. It appears as if her life began when she 
encountered Lofoten’s dramatic mountain- 
and seascape, as if she became synonymous 
with it. She describes her impression of 
the “luminous” Arctic islands and the 
towering Lofoten Wall as “a gathering of 
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Fig. 2 Anna Boberg (1864–1935), Northern Lights. Study from North Norway. Oil on canvas, 97 × 75 cm. Anna and Ferdinand Boberg 
bequest 1946. Nationalmuseum, NM 4258.
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breakthrough. In 1906, a feature published 
in Idun, which seems to have been trans-
lated into English, also contributed to her 
new-found fame. Similar articles appeared 
for example in the Chicago Daily Tribune 
and in the Boston Daily Globe, where Boberg 
was introduced as “Sweden’s greatest artist” 
in an article with the sensational title 
“Barefoot in Polar Snow: Swedish Woman 
Artist Braves Cold for Arctic Effects”.15 
Boberg became a phenomenon through 
her conquest of the Arctic landscape and 
her “skilful touch”, which was able to catch 
“the opalescent effects of the long sun rays 
glinting across the glacial expanses”.16 
Sometimes, it was reported, it was so cold 
that she had to tie her paintbrushes to her 

a sort of epitome of the life of the sailors of 
the North of Norway: their departure with 
the fishing fleet, their return in storm or 
calm, and their arrival in some sheltered 
harbour, surrounded on one of its sides by 
the rude wood cabins in which they live; and, 
at the same time, they form an invaluable 
record of the marvellous effects of light and 
colour which are to be observed within the 
Arctic circle… The originality of her facture 
– which, being entirely selftaught, owes 
nothing to the schools and conventional 
methods of painting – greatly pleased me… 
(Figs. 2 and 3).
 Her exhibitions in Paris in 1905 and 1906, 
praised by for example Louis Vauxcelles 
(1870–1943), led to Anna Boberg's global 
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Le Figaro called her landscapes “the newest” 
art to be displayed that season. Her exe-
cution was at once both naive and intelli-
gent, “almost classical”.11 Back in Sweden, 
her success was celebrated as “a victory for 
Swedish art”.12 Critics eagerly anticipated 
her future Swedish exhibitions, and from 
that moment on Boberg was met with 
nearly equal praise in her native country.
 Her Paris exhibition was particularly 
well received in the British magazine The 
Studio.13 She was commended for her 
courage and for finally having mastered 
her métier. It was concluded that rarely had 
“lovers of landscape and seascape seen such 
an interesting exhibition”.14 According to 
“F. L.”, her paintings were seen to represent:

Fig. 3 Anna Boberg (1864–1935), The Fishing Fleet Going Out. Study from North Norway. Oil on canvas, 80 × 120 cm. Anna and Ferdinand Boberg bequest 1946. 
Nationalmuseum, NM 4362.
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contributors to exhibitions there. When 
the Scandinavian Exhibition went on tour, 
Boberg was mentioned as one of the most 
interesting artists, alongside Anders Zorn, 
Gustaf Fjæstad, Bruno Liljefors, Otto 
Hesselbom, Eric Hallström, Prince Eugen 
and Carl Larsson, when the well-attended 
display opened at the Chicago Art Insti-
tute in 1913.24

 A few years later, Swedish artists 
continued to draw large audiences at the 
“Exhibition of Contemporary Swedish 
Art”, which had first been shown at the 
Panama-Pacific International Exposition 
in San Francisco in 1915 and went on tour 
from Brooklyn to Boston to Philadelphia 
to Pittsburgh to Detroit to Chicago to 
Minneapolis to St Louis to Indianapolis 
and finally to Toledo. A record number of 
141,256 members of the public visited the 
exhibition at the Brooklyn Museum. 
Swedish landscape painters were viewed 
as particularly strong by critics such as 
Christian Brinton, writing for the 
American Magazine of Art. Among the 

had introduced the British public to Post-
Impressionism. Here, she was singled out 
for her “admirable work”, which was “as 
bold and vigorous in handling as it well 
could be, but infinitely [sic]  delicate and 
lucent in the result, sensitive alike to form, 
colour and atmosphere”.20 The reviewer 
writing in The Academy argued that “If only 
to see Miss Boberg’s works these Galleries 
are worth a visit.”21

 Anna Boberg was particularly appreci-
ated in America.22 In 1912, American Art 
News and the New York Times reported 
that six of her Lofoten scenes had arrived 
in New York as forerunners to the forth-
coming Scandinavian Exhibition that was 
set to open at the American Art Galleries. 
Boberg’s contribution was particularly 
welcomed and she was presented as “the 
foremost woman painter of Scandinavia, 
and one of the most interesting personali-
ties in the northern art world”.23 Through-
out her career, she would continue to re-
ceive praise from critics in America, and 
became prominent among Scandinavian 

numb hands. She had succeeded, the 
American press wrote, “not only in over-
coming her relatives’ objections, in laying 
aside city habits of ease and comfort for 
the rude life of the Arctic wanderer, but 
in creating a new departure in the realm of 
landscapes by reproducing faithfully the 
atmosphere and the color of the wind-
blown snows”.17 Swedish critics agreed 
with this assessment. Her Parisian success 
had asserted her place among the very best 
of Scandinavian landscape painters.18 
 When Boberg exhibited her work in 
Paris in 1910, the exhibition was noted in 
several international magazines, among 
them American Art News, in which she 
was commended for the “eminently clever 
work” shown at the galleries of Durand-
Ruel. The critics observed her “striking 
atmospheric effects”, which had been well 
received in Brussels and Venice too.19 In 
1914, she exhibited her paintings at the 
Women’s International Art Club exhibi-
tion at the Grafton Galleries in Mayfair, 
London, where Roger Fry (1866–1934) 
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Fig. 4 Anna Boberg (1864–1935), Mountains. Study from North Norway. Oil on canvas, 85 × 180 cm. Anna and Ferdinand Boberg bequest 1946. Nationalmuseum, NM 
4266.
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Fig. 5 Anna Boberg (1864–1935), Night at Store Molla. Study from Lofoten, Oil on canvas mounted on cardboard,  
33 × 50 cm. Gift of Ferdinand Boberg 1940. Nationalmuseum, NM 3397.

Fig. 6 Anna Boberg (1864–1935), The Graveyard in the Mountains. Study for The Fisher's Cemetery, 1920. Oil on 
canvas mounted on cardboard, 24 × 33 cm. Gift of Ferdinand Boberg 1940. Nationalmuseum, NM 3439.
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painter in the Palace of Fine Arts? Wasn’t it 
immense? Well, Anna Boberg did a lot for 
me. She knew how to paint.31

 It was Anna Boberg’s Arctic landscapes 
that had made such a vivid impression on 
Dixon. And there is admittedly something 
distinctly Bobergian about Dixon’s lumi-
nous modernist landscapes and the tower-
ing mountains of the American West that 
dominate his compositions. Future research 
would do well to further explore Anna 
Boberg’s possible transatlantic influence 
on American Modernism, and possible 
connections to other landscape painters of 
the West, such as Georgia O’Keeffe. 
 John D. Barry had also written a book-
length account of the Panama-Pacific 
Exposition, in which he attends the exhi-
bition with an anonymous artist, who may 
or may not be Maynard Dixon. The pair 
were especially captivated by Boberg’s 
paintings. They perceived her work as 
being less decorative than that of Fjaestad, 
for instance, and admired Boberg’s attempt 
at “realistic effects”.32 Her big, broad, 

 In a recently unearthed article from 
1922, the writer John D. Barry (1866–1942) 
relates a conversation between himself 
and the American modernist landscape 
painter Maynard Dixon (1875–1946), 
famous for his paintings of the American 
West (Arizona and New Mexico in parti-
cular). Dixon, like Boberg, was an autodi-
dact and admitted in the interview that he 
considered himself to be something of a 
rebel.29 The artist’s knowledge of his sub-
ject matter was what Dixon considered to 
be most important: “a painter’s knowing 
thoroughly everything he undertook to 
paint”.30 Barry went on to ask how Dixon 
had developed his artistic technique, to 
which the painter replied: 
By working alone and by watching and tal
king with the other painters. We’re always 
learning from one another. And don’t think 
I’m referring to other men only. I’m think
ing of the women, too. I’ve had a lot of help 
from women in my life. There was the San 
Francisco exposition, for instance. Don’t 
you remember the work of the Swedish 

landscape artists, he was especially drawn 
to “the vigorous Lofoten Island color-
sketches of Anna Boberg”.25 She was also 
well received at the Carnegie International 
Exhibition (1922–23), in which she par-
ticipated several times. The twenty-first 
International Exhibition of the Carnegie 
Institute was so successful that seventy 
paintings were selected to tour America. 
In October 1922, the exhibition arrived at 
the Memorial Art Gallery in Rochester. 
A critic wrote: “Outstanding are the can-
vases by Valentin de Zubairre, Laura 
Knight, Jean Julien Lemordant, Anna 
Boberg, Albert Besnard, Sir John Lavery, 
Sir William Orpen, Lucien Simon and 
Jean Marchand.”26

 As Boberg’s international reputation 
grew, her standing among Swedish critics 
followed suit. As such, Anna Boberg’s re-
ception in Sweden and abroad needs to be 
reassessed. We also need to uncover her 
connections with other artists to begin to 
understand her influence within the art 
world of the early 20th century. Let us 
therefore now return to the previously 
mentioned Panama-Pacific International 
Exposition in San Francisco. In February 
1915, American Art News announced that 
one of the most exciting contributions to 
that exhibition would be the Swedish art 
on view.27

 As the exhibition opened, the high 
ex pec tations were met, the critic M. J. 
Coulter thought, as “the work of Liljefors, 
Schultzberg, John Bauer, Fjaestad, Carl 
Larsson and Anna Boberg may be said 
to show the strength and variety of the 
exhibition”.28 In fact, Anna Boberg was 
described as an “exceptionally strong 
painter”. Her work was “vibrant with life 
and color” and exemplified “deep study 
and an intimate knowledge of her sub-
jects”, Coulter advised. The painting 
Huts and Boats was “particularly plea-
sing”, and was one of the first Swedish 
paintings to be purchased. Ultimately, 
three of Boberg’s paintings were sold: 
Huts and Boats, Drying the Sails and 
Spring in the Mountains.
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Fig. 7 Anna Boberg (1864–1935), Study from Jerusalem, Oil on cardboard, 20,5 × 28 cm. Gift of Ferdinand 
Boberg 1940. Nationalmuseum, NM 3478.  
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31. Ibid., p. 8.
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33. Ibid., p. 24.
34. See also Karen Helén Andreassen’s doctoral 
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Bilder: I Anna och Ferdinand Bobergs fotspår efter 
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02/2021, vol. 104, pp. 82–96.
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6. C., “Vinterbilder från Lofoten”, in SocialDemo
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(likely influenced by Karl Nordström) appeared in 
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Dagbladet, 61 (4 Mar.), 1903, p. 4.
10. Marianne Nyström, Bobergs: Anna Scholander och 
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on her mentorship of Crown Princess Margareta 
(1882–1920), Queen Victoria’s granddaughter and the 
daughter of Prince Arthur, Duke of Connaught, see 
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American periodical The Craftsman: “Anna Boberg: 
The Sea Painter of the North”, in The Craftsman, 
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sweeping brushstrokes were deemed “good 
bravura work”. When discussing the small-
er picture Drying the Sails, they reiterated 
the commonly expressed view of her as a 
strong colourist. But they were also struck 
by the originality of her titles, which they 
considered more evocative than descriptive, 
as in The Fisher’s Cemetery and Arctic Night 
(See related examples in Figs. 4, 5 and 6). 
The anonymous artist explained to Barry:
You see, she doesn’t care to tell you that this 
picture or that represents a particular place. 
She isn’t interested in competing with photo
graphs. She’s not a servile copyist. But she 
does care for outdoor painting and she wants 
us to realize her purpose, which is to catch 
effects of light and shade. She is particularly 
successful in her use of broken color and in 
the securing of rich tones.33

 In 1992, Marianne Nyström wrote that 
a full account of Anna Boberg’s reception 
was yet to be written that had not been 
tainted by the negative criticism she re-
ceived from some of her male Swedish 
contemporaries. Today, the recovery of 
Boberg within the historiography of art has 
begun in earnest, with her work included in 
the permanent display at the National-
museum since the reopening in 2018.34 
Aside from her Arctic art, we also need to 
reconsider her painting beyond Lofoten 
and her landscapes from Jerusalem, Italy, 
France and Switzerland (examples of which 
can be found at the Nationalmuseum), which 
are reminiscent of the work of Cézanne 
(1839–1906), members of the Bloomsbury 
Group, and Ivan Aguéli (1869–1917) (Fig. 7). 
In Anna Boberg’s intense and imaginative, 
positively obsessive, observations of the 
landscape and life of the Arctic Lofoten 
Islands, her work has perhaps never been 
more timely and relevant. 

Notes:
1. The author wishes to express her sincere gratitude 
to Hans Henrik Brummer for many conversations 
about Bobergiana and for his generous guidance and 
encouragement.
2. Gurli Linder, “Anna Boberg-Scholander: ‘Tirfings’ 
diktarinna”, in Idun, vol. 49, no. 572, 9 Dec. 1898, pp. 
385–386.
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