
43 Art Bulletin of Nationalmuseum Volume 27:1, 2020

Art Bulletin of Nationalmuseum Stockholm
            Volume 27:1

Fanny Churberg and Maria Wiik
Susanna Pettersson

Director General



44Art Bulletin of Nationalmuseum Volume 27:1, 2020

© Private Collection (Fig. 8 and 13, pp. 24 and 27).
© Wikimedia Commons/Public Domain (Figs. 11 
and 17, pp. 26 and 29).
© RMN-Grand Palais (Musée du Louvre), Michel 
Urtado (Fig. 12, p. 26).
© RMN-Grand Palais, Hervé Lewandowski 
(Fig. 18, p. 30).
© RMN-Grand Palais (Musée du Louvre), 
Jean-Gilles Berizzi (Fig. 19, p. 31).

Intimate Portrait Drawings after 1800. From 
Physiognomy to a New Sensibility
© RMN-Grand Palais (Musée Magnin), Franck 
Raux (Fig. 3, p. 34).
© RMN-Grand Palais (Musée du Louvre), Thierry 
Le Mage (Fig. 8, p. 37).

The Contours of the Unknown Smith
© Thorvaldsens Museum, Copenhagen, Ole Wold-
bye (Fig. 4, p. 41).

Fanny Churberg and Maria Wiik
© Finnish National Gallery, Helsinki, Antti 
Kuivalainen (Fig. 2, p. 46).
© Finnish National Gallery, Helsinki, Hannu 
Aaltonen (Figs. 3, 4 and 5, pp. 46, 47 and 48).
© Finnish National Gallery, Helsinki, Public 
Domain (Fig. 7, p. 49).
© Finnish Heritage Agency, Helsinki, Daniel 
Nyblin/CC BY 4.0 (Fig. 8, p. 49).
© Ostrobothnian Museum Archive, Vaasa, Erkki 
Salminen (Fig. 9, p. 50).
© Finnish National Gallery, Helsinki, Pirje 
Mykkänen (Fig. 10, p. 51).
© Finnish National Gallery, Helsinki, Yehia Eweis 
(Fig. 11, p. 52).

Auguste Rodin’s La Terre – A Rediscovered Sculp
ture in the Nationalmuseum’s Collections
© Albertinum | SKS, Staatliche Kunstsammlung-
en Dresden, Hans-Peter Klut (Fig. 3, p. 55).

Bust of a Woman, Varaint of Andante Patetico by  
Alice Nordin
© Alice Nordin Archive, Gothenburg University 
Library, Kvinnsam, Gothenburg (Fig. 1, p. 57).
© Kulturen i Lund (Fig. 2, p. 58).

A Series of Portraits of Acquaintances, Friends and 
Family by Ivar Arosenius 
© Göteborgs konstmuseum, Gothenburg, Hossein 
Sehatlou (Fig. 6, p. 65).
© Prins Eugens Waldemarsudde, Stockholm 
(Figs. 7 and 8, pp. 66 and 67).

Art Bulletin of Nationalmuseum is published 
with generous support from the Friends of the 
National museum.

The Nationalmuseum collaborates with  Svenska 
Dagbladet, Bank of America Merrill Lynch, 
Grand Hôtel Stockholm, The Wineagency and the 
Friends of the National museum.

Cover Illustration
Rudolf Wittkopf (d. 1722), Covered Beaker, 1698. 
Silver, partly gilt, filigree, 26 × 12.3 cm (h × diam), 
1029 g (weight). Gift of Märta Christina and Magnus 
Vahlquist through the Friends of the Nationalmuse-
um 2020. Nationalmuseum, NMK 156/2020.

Publisher
Susanna Pettersson, Director General.

Editors
Ludvig Florén, Magnus Olausson and Martin Olin.

Editorial Committee
Ludvig Florén, Carina Fryklund, Helena Kåberg, 
Eva-Lena Karlsson, Ingrid Lindell, Magnus Olausson, 
Martin Olin, Daniel Prytz and Cilla Robach.

Photographers
Nationalmuseum Photographic Studio/Linn 
Ahlgren, Erik Cornelius, Anna Danielsson, Viktor 
Fordell, Cecilia Heisser, Bodil Karlsson, Hans 
Thorwid.

Picture Editors
Rikard Nordström and Marina Strouzer-Rodov. 

Photo Credits
Two Large Covered Beakers with Filigree 
Ornamentation by Rudolf Wittkopf
© Nordiska museet, Stockholm, Ulf Berg/
CC-BY-NC-ND  (Fig. 5, p. 12).

The Vatican from the Road to Ponte Mola – A Draw
ing by the Amateur Artist and Patron of the Arts Sir 
George Howland Beaumont
© Yale Center for British Art, Paul Mellon Collec-
tion/Public Domain (Fig. 2, p. 15).

In the Shadow of Horace Vernet. A Swedish Artist in 
1820s Paris
© Staatliche Museen zu Berlin, Gemäldegalerie, 
Jörg P. Anders (Fig. 2, p. 22).
© RMN-Grand Palais (Musée du Louvre), Adrien 
Didierjean (Fig. 7, p. 24). 

Agda Holst’s Portrait of Ulla Bjerne
© Moderna museet, Stockholm (Fig. 2, p. 70).

Shepherd Playing his Flute – A Propsed Attribution 
of a Painting Long in the Nationalmuseum’s Collec
tions to Bernhard Keilhau, Called Monsù Bernardo
© The Trustees of the British Museum/
CC BY-NC-SA 4.0 (Fig. 2, p. 80).
© Federico Zeri Photo Archive, Bologna 
(Fig. 3, p. 81).
© Musée des Beaux-Arts de Quimper, France 
(Fig. 4, p. 81).
© City of Spoleto (Fig. 5, p. 82).

A DoubleSided Portrait Miniature Attributed to 
Sir Henry Raeburn (1756–1823)
© National Galleries of Scotland, Edinburgh 
(Figs. 3, 4 and 7, pp. 84, 85 and 86).
© Private Collection (Figs. 5, 6 and 8, pp. 85 and 86)
© Private Collection loan to National Galleries of 
Scotland, Edinburgh (Fig. 9, p. 86)
© National Galleries of Scotland. David Laing 
bequest to the Royal Scottish Academy trans-
ferred 1910 (Fig. 10 and  11, pp. 87 and 88).
© The Collection at Althorp (Fig. 12, p. 89).
© The Dundas-Bekker family (Fig. 13 and 14, pp. 
89 and 90).

Graphic Design
BIGG

Layout
Ludvig Florén

Translation and Language Editing
Clare Barnes and Martin Naylor.

Publishing
Ludvig Florén, Magnus Olausson, and Martin Olin 
(Editors) and Ingrid Lindell (Publications Manager)

Art Bulletin of Nationalmuseum is published
twice a year and contains articles on the history
and theory of art relating to the collections of the
Nationalmuseum

Nationalmuseum
Box 16176
SE–103 24 Stockholm, Sweden
www.nationalmuseum.se
© Nationalmuseum, the authors and the owners 
of the reproduced works

ISSN 2001-9238

http://www.nationalmuseum.se


45 Art Bulletin of Nationalmuseum Volume 27:1, 2020

ACQUISITIONS/FANNY CHURBERG AND MARIA WIIK 

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.
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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.


