
1 Art Bulletin of Nationalmuseum Volume 30

Art Bulletin of Nationalmuseum Stockholm
										            Volume 30

A Digital Gaze on Contemporary 
Swedish Silver Corpus  

Linnea Jakobsson 
Young Researchers Programme

Ulf Gillberg – Lennart Agerberg 
Foundation



Cover illustration, vol. 30
Sixten Sandra Österberg (b. 1990), Svante Pääbo (b. 1955), PhD, Professor, Director of the Max-Planck-Institut 
für evolutionäre Anthropologie in Leipzig, Nobel laureate, 2023. Oil on canvas, 106 × 70 cm. Gift 2023 of Fund 
of Gripsholmsföreningen av år 1937 (Axel Hirsch Fund). Nationalmuseum, NMGrh 5315. 

Publisher
Patrick Amsellem, Director General

Editors
Ludvig Florén and Martin Olin

Editorial Committee
Eva-Lena Bergström, Ludvig Florén, Helena Kåberg, Martin Olin and Cilla Robach

Image Coordinator
Jonas Burvall

Graphic Design
BIGG

Layout
Ludvig Florén

Translation
Clare Barnes (Swedish to English)

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

Art Bulletin of Nationalmuseum Stockholm contains articles on the history and theory of art relating to the 
collections of the Nationalmuseum and is published with generous support from the Friends of the National
museum. The Nationalmuseum collaborates with Svenska Dagbladet, The Wineagency, the Nationalmuseum 
Donor Circle, the Friends of the Nationalmuseum and the American Friends of the Nationalmuseum. 
Published 2026.

Nationalmuseum
Box 16176
SE–103 24 Stockholm
Sweden
www.nationalmuseum.se

© Nationalmuseum, the authors and the owners of the reproduced works. 
E-ISSN 2001-9238



67 Art Bulletin of Nationalmuseum Volume 30

YOUNG RESEARCHERS PROGRAMME/A DIGITAL G AZE ON CONTEMPORARY SWEDISH SILVER CORPUS 

an analytical model for understanding the 
hierarchies between the object and viewer 
in an unregulated digital realm.  
 The selected case studies are corpus 
objects in the collection at the National-
museum in Stockholm or currently on dis
play in a public space. The artists are Klara 
Eriksson, Anders Ljungberg, Karolina Hägg, 
Simon Hallman and Randi Marainen. The 
chosen objects have been selected with the 

This text examines contemporary 
Swedish corpus, or holloware, 
using five case studies that are 
analysed using mediation theory. 

It explores how the spatial, material, and 
functional properties of corpus objects are 
altered when they are presented in ways 
that negate their physicality. Central to 
this inquiry is the question: What insight 
does mediation theory offer on corpus ob-
jects in an increasingly digital world? This 
leads to a broader discussion of the hierar-
chical relationship between object and 
viewer in digital contexts.  
 The motivation for this research springs 
from recent changes in how corpus objects 
are mediated. There has been a shift towards 
the digitised, as museums and galleries are 
striving for a greater digital presence at the 
same time as individual silversmiths are 
using online platforms to promote their 
work. Further, conversation with practising 
silversmiths in Stockholm has identified a 
reason for the increase in digital presence: 
the closing of Nutida Svenskt Silver’s phys
ical gallery space.1 The effect of this is that 
more people encounter the objects in a me
diated form – as photographic reproductions 
on a screen.  
 This article has a double focus, presenting 
an analysis of the corpus object in a digital 
world and an analysis of the viewer’s role in 
a digital world. The term hypermediation will 
be presented and used to analyse the objects 
and their spatial and functional properties 
within their mediated versions. Further, 
the term digital gaze will be introduced as 
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aim of illustrating what the contemporary 
corpus in Sweden has looked like since 
the year 2000. As the contemporary silver 
corpus is a varied field with a multitude 
of different artistic expressions and tech-
niques, the choice of objects was made 
based on each object’s interaction with 
the idea of function and spatial awareness, 
as these are the overarching themes of 
this article.  

Fig. 1 Klara Eriksson (b. 1972), Bowl Columbi Egg with whisk, 2014. Sterling silver, 11.5 × 22 cm [bowl], 30 × 
11.5 cm [whisk]. Purchase 2016 Ulla and Gunnar Trygg Fund. Nationalmuseum, NMK 101A–B/2016.



68Art Bulletin of Nationalmuseum Volume 30

three-dimensional craft and design objects.8 
He writes that an object’s function is some
thing humans subconsciously understand 
and for which they have a frame of reference. 
His aim is therefore to create corpus objects 
that subvert their expected spatial presence 
by giving them an ambivalent function. One 
example of this is his silver jug with a handle 
in Corian (fig. 2). The object’s subversive as
pect is in its horizontality on the table. With
out the small lip on each side of the jug to 
indicate that its function is to pour liquids, 
this object could be read as an iron or per-
haps a purse. The oversized handle in a dif-
ferent material, placed at the centre of the 
object also subverts the traditional expec
tations of a jug’s appearance. Ultimately, 
this ambivalence intends to call attention 
to an object’s spatial presence and inherent 
function, instilling curiosity and an aware-
ness of how humans are affected by an ob-
ject’s presence.  
 Ljungberg’s approach to the theorisation 
of corpus objects is based on a phenomeno
logical understanding, but this paper seeks 
to extend the understanding of how corpus 
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challenges notions about material value 
and everyday utility. Placing the whisk in 
the bowl invites interaction, emphasising 
everyday function and design. As contem-
porary corpus engages with these themes, 
it faces the challenge of adapting to a digital 
art world that reshapes how artworks are 
distributed and perceived. 
 
A mediated presence 
The discussion regarding function and 
spatial presence in corpus objects is some
thing that has been debated in Sweden since 
the 1950s.6 In 1956, Swedish art historians 
Gregor Paulsson and Nils Paulsson wrote 
their influential book Tingens bruk och 
prägel, which discusses the function and 
value of everyday objects.7 In recent years, 
Anders Ljungberg, a silversmith and pro-
fessor at the University of Arts, Crafts and 
Design, has theorised the idea of the three-
dimensional spatial properties of corpus 
objects. In his book Formuleringar: Män
niskan, rummet, tingen from 2002, he argues 
for the re-evaluation of the modernistic, 
one-sided and reductive way of viewing 

The concept of contemporary corpus 
in Sweden 
Contemporary Swedish corpus is a term 
and concept used by Nationalmuseum and 
other art institutions such as the University 
of Arts, Crafts and Design to describe hand
made silver objects that have traditionally 
been defined as possessing a clear function 
and a main body.2 Examples of corpus ob-
jects are coffee pots, vases, bowls, cande
labras and churchware. Another word that 
has been used to describe corpus objects is 
holloware, which describes the hollow na-
ture of the objects.3 The term corpus has 
been chosen for this article as it refers to a 
long tradition of corpus objects in Sweden, 
which this research adds to. As the area of 
corpus has evolved and shifted within the 
dichotomy between art and craft, it has be-
come its own art form, producing artworks 
with sculptural aspects.  
  Further, the field of silver corpus in Sweden 
has a longstanding tradition of canonising 
work that adheres to a design aesthetic of-
ten described by words such as simple and 
clean.4 For example, in the 1930s, modernist 
silversmiths such as Wiwen Nilsson and his 
contemporaries established a stylistic lan
guage that promoted simple designs which 
did not distract from the object’s function. 
However, opposition eventually grew against 
the modernist definition of Swedish design. 
The 1960s saw the start of a discussion about 
style versus function; around this time cor-
pus objects started to critically engage with 
the hierarchy between craft and art. By the 
1990s, silversmiths were loudly advocating 
for a shift in focus in their artistic practices.5 
Today, much of contemporary corpus is fo-
cused on a less hierarchical understanding 
of the relationship between style and func-
tion, which in turn fosters a discourse more 
open to investigative practices.
  One example of the discourse around 
style and function in contemporary corpus 
objects is Klara Eriksson’s Columbi Egg 
(fig. 1). The silver bowl and whisk mimic an 
ordinary plastic mixing bowl, complete 
with a beak for pouring. By using silver to 
replicate an ordinary household item, she 

Fig. 2 Anders Ljungberg (b. 1966), Jug with handle, 2000. Silver, Corian, 20 × 35 × 15 cm. Gift 2000 of the 
Friends of the Nationalmuseum, Bengt Julin Fund. Nationalmuseum, NMK 228/2000.
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objects are mediated by their surroundings. 
The idea of an object’s spatial presence can 
be applied as an analytical model for corpus 
objects that are exhibited at museums or 
galleries, where display cases hinder a fully 
three-dimensional understanding and create 
a hierarchy between the object and the spec
tator in the exhibition space. The under
standing of this hierarchy will be used to ex
amine how corpus objects are subjected to 
hypermediation when they are reproduced 
through photographs and displayed in col-
lections online. Similarly to Ljungberg’s 
ambition when he created objects with an 
ambivalent function, this paper aims to 
make visible the hierarchical notions of 
presence and spectatorship in the display 
of corpus objects by exploring the lack of 
presence in their digital hypermediation. 
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The hypermediated reproduction  
Before discussing the corpus objects’ digital 
hypermediation, it is imperative to under
stand the artworld’s discourse surrounding 
reproductions, a discussion that started 
with Walter Benjamin’s seminal essay “The 
Work of Art in the Age of Mechanical Re-
production”. In this, he argued that an art
work’s aura is lost in its reproduction. His 
theoretical approach to the aura of an art
work has often been applied to the medium 
of photography, to argue that the repro-
duction and dissemination of a photograph 
devalue the original. Benjamin published 
his essay in 1935, and now the additional 
layer of the digital world has been added to 
the theorisation of a reproduced artwork.9 
Building on this, the term hypermediation 
will be used to describe an artwork that has 

been mediated through a photograph and 
then uploaded to and mediated by the struc
tures of the digital world.10   
  The hypermediation of a corpus object 
can bring alternative meanings to the re-
produced image, depending on the context 
it is given in the digital world, especially if 
the object is dependent upon its original 
context. To exemplify, silversmith Karolina 
Hägg’s salt cellar Pearl is a circular object 
made from scallop shells around a silver 
“pearl” that contains the salt (fig. 3). The salt 
cellar, with its circular shape and spatial 
depth, is a three-dimensional object that 
needs to be examined closely, and preferably 
different directions, to grasp its function. 
Similarly, one of the newest corpus acqui-
sitions at Nationalmuseum, artist Simon 
Hallman’s jug Opifex Insecta, lets the viewer 

Fig. 3 Karolina Hägg (b. 1986), Salt cellar Pearl, 2017. Silver, scallop shells, cork, 30 cm (h). Gift 2017 of Lennart Agerberg and Ulf Gillberg. Nationalmuseum, NMK 2/2018.
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grapple with its ambivalent function and use 
of alternative materials and shapes (fig. 4). 
The object is a jug that functions as the body 
of a four-legged insect. In both these ex-
amples, the use of additional materials and 
a new shape result in the need for additional 
contextualisation and information, which 
a viewer may be unable to access from a 
photographic reproduction alone. The func
tion would be clearer if the viewer could see 
the jug removed from the body of the insect 
and used to pour a glass of water, or if the 
salt in the silver pearl was used to season a 
plate of food.  
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The digital gaze 
Material value is not all that is challenged 
when corpus objects are commodified 
through digital images. When an object 
leaves its place of production or its intended 
place of display and enters the digital world, 
it loses its original cultural context. The ob
ject thus loses its agency, as instituted by 
the museum, and becomes a spectacle.11 On 
leaving the known reality and hierarchy of 
the museum and entering the digital world, 
it is subject to the digital gaze. The term 
digital gaze is a rephrasing of the term male 
gaze, which was coined by Laura Mulvey in 

1975.12 The male gaze is a theorisation of 
the scopophilia to which women are sub-
jected through a camera lens, and is often 
applied in the context of filmmaking. It is 
meant to highlight the hierarchical notions 
behind a passive versus active relationship, 
where the woman, who is subject to the 
scopophilic lens is rendered passive, while 
the lens of the camera is active. Here, the 
term digital gaze is defined by an under-
standing of the hierarchy of active and pas-
sive subjects.  
 The male gaze is applicable to cinematic 
works and the relationship between the 

Fig. 4 Simon Hallman (b. 1984), Jug Opifex Insecta, 2022. Silver, rubies, copper, bronze, brass, iron, 26.1 × 30 × 22.3 cm. Gift 2023 of Ulf Gillberg – Lennart Agerberg 
Foundation. Nationalmuseum, NMK 22/2023.
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genders that is rooted in an understanding 
of the world as patriarchal. Similarly, the 
digital gaze is rooted in an understanding 
of the relationship between the viewer and 
object as being hierarchical, in that objects 
are subjected to a hegemonic structure which 
renders them passive objects in an active 
digital sphere. Therefore, the digital gaze 
becomes a tool for analysing reproductions 
in a digital world; further theorisation of 
this gaze can thus be used to analyse the 
different perspectives and spectatorships 
to which the object is subject.  
  The issue of the loss of cultural and tra-
ditional context is urgent in the considera-
tion of objects that are site-specific or which 
are produced in the context of a minority 
culture. This applies when discussing ob-
jects such as silversmith Randi Marainens 
churchware. Marainen is a Sámi silversmith; 
one example of her corpus work is her bap
tismal font Samiska Dopfunten, which was 
made for the church in the village of Övre 
Soppero (fig. 5).13 In a digital reproduction, 
this object is taken out of its original reli
gious and site-specific context and left open 
to interpretation as part of a postcolonial 
digital world. Objects that are made by mar
ginalised or in other ways non-normative 
societal groups therefore have additional 
aspects that need to be considered when it 
comes to the importance of agency and the 
oppressive nature of the digital gaze.  
  The implications of three-dimensional 
artworks in a digital context are a complex 
issue, as demonstrated by the selected case 
studies. By focusing on two perspectives, 
the object and the viewer, this text aims to 
promote further discussion around the me
diation of corpus objects. Traditionally de-
fined by function, the corpus object assumes 
new conceptual possibilities in the context 
of hypermediation, particularly regarding the 
loss of aura and agency. The hypermediated 
corpus object, due to its very nature as a re
production, reveals its lack of presence. This 
has the potential for highlighting a lack of 
presence in other mediated contexts in which 
corpus objects exist, such as museum exhi-
bitions or gallery spaces.  

Fig. 5 Randi Marainen (b. 1953), Samiska Dopfunten (Sámi Baptismal Font), 2009. Silver, birch, glass. Church 
of Övre Soppero.
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 Furthermore, the digitisation of corpus 
objects raises critical questions about owner
ship and authenticity. As the distinction be
tween the original object and its digital re-
production becomes increasingly blurred, 
issues of value and institutional authority 
emerge. Who holds the right to reproduce 
and display corpus objects in the digital 
world? How can the authenticity and value 
of the original object be preserved and dis-
tinguished from its digital representations? 
These concerns challenge the traditional 
frameworks of artistic display and question 
the foundational role of art institutions in 
presenting original and unique artworks to 
the public. 
 Ultimately, while the digital presence of 
corpus objects enhances their visibility and 
accessibility, it also risks diminishing their 
material and conceptual significance. How
ever, this commodification may contribute 
to a more inclusive perception of the field 
and challenge its historical elitism. 

Nonetheless, interrogating the hierarchies 
that shape digital mediation and its broader 
implications for artistic practices remains 
crucial. By examining hypermediation and 
the digital gaze, this article aims to high-
light the complexities surrounding corpus 
objects and invite further critical discourse 
on their representation, valuation and pre-
servation in an evolving digital landscape. 

Notes:
1. Nutida Svenskt Silver is a Stockholm-based 
members association for contemporary silversmiths 
working both with corpus objects and with jewellery. 
It was founded in 1963 and provided an important 
space for silversmiths to display their work until 
the closure of its gallery in 2013.  
2. In conversation with Cilla Robach, National
museum. The University of Arts, Crafts and Design 
in Stockholm offers a programme in the production 
of corpus objects. 
3. Holloware is a term mainly used in English-
speaking countries, whereas the term corpus is 
used in Scandinavia. 

4. Kerstin Wickman and Love Jönsson, Nutida 
Svenskt Silver 1963–2003, Stockholm 2003, p. 53.
5. Cilla Robach, Formens frigörelse. Konsthantverk 
och design under debatt i 1960-talets Sverige, (diss.), 
Uppsala University, Stockholm 2010.
6. Ulf Hård af Segerstad, Tingen och vi, Stockholm 
1957.
7. Gregor Paulsson and Nils Paulsson, Tingens bruk 
och prägel, Stockholm 1956. 
8. Anders Ljungberg, Formuleringar: Människan, 
rummet, tingen, Stockholm 2002, p. 16. 
9. Walter Benjamin, The Work of Art in the Age of 
Mechanical Reproduction, London 2008. 
10. The term hypermediation has been discussed 
by scholar Carlos A. Scolari in his essay “From 
(New)Media to (Hyper)Mediations. Recovering 
Jesús Martín-Barbero’s Mediation Theory in the 
Age of Digital Communication and Cultural Con-
vergence”, in Information, Communication & Society, 
vol. 18, 2015, no. 9, pp. 1092–1107. 
11.  An understanding of the hierarchies within the 
museum as instituted by Bourdieu and his theorisa-
tion of cultural capital. 
12. Laura Mulvey, “Visual Pleasure and Narrative 
Cinema”, in Screen, vol. 16, 1975, no. 3, pp. 6–18.
13. Randi Marainen, email correspondence, May 
2023. 
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