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IN PARALLEL with the ongoing reno-
vation of the Nationalmuseum building
from 1866, preparations have continued
for the new regular display of the collec-
tions. Far-reaching changes are planned.
The traditional arrangement according

to art forms and national schools is to be
abandoned. Instead, the public will be
offered a chronological tour, beginning
on the top floor. Different forms of art

will be shown in an integrated manner,
with the possibility of rotating significant
parts of the display. The main survey of the
Museum’s holdings will be supplemented
on the ground floor with two study collec-
tions and a special display for children and
young people — to which admission will
always be free. In addition, more public
space will be opened up for a range of
activities, including studios for creative
work, a sculpture courtyard, an auditorium
space, a café and a restaurant.

As already suggested, one aim at the
reopened Nationalmuseum will be to show
well-known works from the collections
in a new way, and at the same time to
rediscover others which, for one reason
or another, have been overlooked. A
review of our extensive collections has also
revealed a number of gaps. The Museum
has therefore invested considerable effort
in a range of strategic new acquisitions,

FOREWORD

Foreword

The Editorial Committee

Art Bulletin of Nationalmuseum, Stockholm

with a view either to further enhancing
existing areas of strength in the collec-
tions, or building up previously weak
holdings which nevertheless have poten-
tial. An important criterion has been that
the works of art concerned must be part
of a context, tell a story, or strengthen

a body of work that already exists in the
collection. Major artists and the mutual
relationships between them have been
important in guiding the choice of works.
On the other hand, the Museum has not
primarily been looking for artistic “auto-
graphs”, in the sense of artists whose fame
would in itself be enough to justify an
acquisition or works that would hold their
own independently of others on display
from our holdings. This is also a natural
consequence of the new presentation

of the collection being based on an
integration of art forms and on clearly
visible narratives and themes.

A more active acquisition effort has
of course only been possible thanks to
several major financial donations to the
Nationalmuseum. These, combined with
the Museum’s existing funds and a well-
oiled organisation, have produced results.
Compared with many museums around
the world, and in particular several in
North America, the Nationalmuseum does
not have especially large resources at its

disposal, but it is on the other hand able
to respond quickly, without convoluted
decision-making procedures. What is
more, the Museum has chosen to think
beyond well-known artists who are seen as
particularly iconic, and to focus instead
on qualitatively strong, but overlooked,
figures and works from art history.
Additions to the Nationalmuseum’s
collections during the year have been
published monthly on the New Acquisitions
pages of the website, attracting attention
both in Sweden and abroad. Of the new
accessions, a set of four tapestries, later
known as “Grotesques de Bérain” and
designed by Jean-Baptiste Monnoyer, was
nominated for the prestigious Apollo
Acquisition of the Year Award 2016.
The tapestries, woven at Beauvais, were
commissioned in 1695 by Count Carl
Piper (1647—1716) for his palace in
Stockholm (see p. 111). They probably
left Sweden at the end of the 1gth century
and ended up on the international art
market. These unique and exceptionally
well-preserved tapestries, four of an
originally larger set, could recently be
acquired through the American art trade,
thanks to a very generous bequest from
Gunnar (1924—2015) and Ulla Trygg
(1924—2015). The Beauvais tapestries
are not the only example of an important

Art Bulletin of Nationalmuseum Volume 23, 2016



part of Sweden’s cultural heritage that has
been returned to the country. Another is

a pair of magnificent Medici-style vases
made at the Alvdalen porphyry works in
the early 1gth century and once belonging
to Princess Sofia Albertina (1753—1829).
These, too, were acquired in New York
using funds bequeathed by Gunnar and
Ulla Trygg.

In contrast to this, works from the
Golden Age of Danish art have long been
lacking in Sweden and have hardly had
a natural home in our culture, despite
the geographical proximity of the two
countries. One of the articles in this issue
(p. 19) describes the varying success of the
Nationalmuseum in acquiring significant
works by the great masters of our Scan-
dinavian neighbour. It also presents the
many acquisitions made in the last year,
which have doubled the Museum’s
collection of Danish Golden Age paint-
ings. Particularly noteworthy are the
purchases of five paintings and a drawing
by the leading exponent of the school,
Christoffer Wilhelm Eckersberg (1783—
1853), who is also referred to as the
“father of Danish painting”. Of these,
special mention may be made of his
masterpiece “Una Ciociara” — Portrait of a
Roman Country Girl (named after Ciociaria,
an area in the vicinity of Rome), from
1816. This painting, like most of the
Danish Golden Age art added to the
collection, has been acquired with a
generous donation from the Wiros Fund.

It was in and around Rome that the
practice of plein-air painting first emerged
in the late 18th century, primarily among
a group of foreign artists. The French-
man Pierre Henri de Valenciennes
(1750-1819) is regarded as one of the
pioneers. In his landscape paintings, as in
the work of the Flemish artist Simon Denis
(1755—1813), the light and the weather
conditions were just as important as the
specific motif. During the year, several rare
works by these artists were acquired, many
of them painted as early as the 1780s (see

pP-51).

FOREWORD

It was in the same international artistic
environment that the Swede Johan
Tobias Sergel met the Swiss artist Johann
Heinrich Fussli (1741—1825). Despite
differences in temperament and Sergel’s
initial scepticism of Fiissli’s expressive and
theatrical style of painting, they became
inseparable friends before the two of them
left Rome in 1778. As a memento of this
friendship, Sergel owned several drawings
by Fussli, which are now in the National-
museum, but no painting. In the past
year, that gap has been filled with the
acquisition of the painting Leonora
Discovers Alonzo’s Dagger, a scene from
Edward Young’s play The Revenge (1721).
As a result, the Museum’s collections now
offer a fuller account of the work of one
of the great pre-Romantic artists, replete
with violent movement, powerful lighting
effects and a mood of terror. This was
another acquisition made possible by
support from the Wiros Fund (see p. 35).
The Nationalmuseum has in its
collections a great many important works
by the masters of world art. They include
one of the world’s finest holdings of
18th-century French art, although for
historical reasons the emphasis is on the
Rococo period, with the later part of the
century less well represented. From this
later period, two important acquisitions
have now been made: Marie-Victoire
Lemoine’s (1754—1820) representation
of an unknown woman artist, and Joseph
Ducreux’s (1735—1802) characterful
pastel portrait of his mother. The
Museum’s collection of 1gth-century
French paintings has likewise been
strengthened by the purchase of several
significant works. In particular, we may
note Anne-Louis Girodet-Trioson’s
(1767-1824) head study of Capaneus,
known as The Blasphemer, for a larger
composition on a theme from Greek
antiquity (see article on p. 35). Mention
may also be made of two works by the
vedutista Auguste-Xavier LePrince (1799—
1826): a view of Barriére de la Villette in
Paris, and a scene showing the entrance

to a courtyard. A French work from the
second half of the 1gth century that has
been added to the collections is a paint-
ing by the Orientalist Jean-Raymond-
Hippolyte Lazerges (1817—1887), called
Young Man Distracted. Exhibited at the
Salon of 1850, it is an interesting example
of well-executed official painting. If
Lazerges has remained an unknown name
in Sweden, the same cannot be said of
Jules Bastien-Lepage (1848-1884), who
exerted a considerable influence on the
country’s artists. His unadorned images
of peasants were widely noted; less well
known, perhaps, are his portraits, a superb
example of which is Madame Waskiewicz,
painted in 1881. Another acquisition that
should be mentioned, finally, is Henry
Lerolle’s (1848-1929) The Organ
Rehearsal (A UOrgue). This is a replica

of a larger version by the artist in the
Metropolitan Museum of Art in New York,
which was shown at the 1885 Salon.
Lerolle was an art dealer and a close friend
of both Edgar Degas and Auguste Renoir.
In this picture he has included himself,
several members of his family, and his
friend Claude Debussy (see article on
p-47)-

Dutch and Flemish painting has long
found a home in Sweden, and hence at
the Nationalmuseum. Recent additions
to the collection include, in particular,
Isaack Luttichuys’s (1616—-1673) Portrait
of a Young Man Holding a Pair of Gloves and
Hieronymus van der Mij’s (1687—1761)
Portrait of an Unknown Man. The London-
born Dutch artist Luttichuys demonstra-
tes here that he was an unusually capable
portraitist with a feel for refined details,
such as the elegantly patterned lace. Van
der Mij’s portrait reflects the fijnschilderij
tradition of Leiden and is contemporary
with the Swede Alexander Roslin, pointing
to the latter’s Dutch sources of inspiration
(see article on p. 19). Even more spectac-
ular than these portraits is Jan Weenix’s
(1640—-1719) Still Life with a Dead Swan,

a Peacock and a Dog by a Garden Fountain.
Elegant game pieces of this kind were



a sought-after status symbol among the
wealthy burghers of 17th-century Holland,
where hunting was a favourite pastime
of royalty and the aristocracy, strictly
regulated and even prohibited to the
emerging burgher class.

Swedish art has a natural place at
the Nationalmuseum. During the year,
systematic efforts to enrich the collections
with works by important but neglected
women artists continued. Here, special
mention may be made of a portrait of a
woman by Amanda Sidwall (1844—-1892),
Eva Bonnier’s (1857—1909) Odalisque,
painted in Paris in 1884, and Hanna
Pauli’s (1864—1940) studies for her large
composition Friends (see article on p. 59).
Another key acquisition was a portrait in
terracotta, made in Paris in 1891 by the
sculptress Ida Matton (1863—1940).
The work is an excellent example of
expressive naturalism and illusionism,
closely reflecting trends in contemporary
French sculpture (see article on p. 97).

To mark the 7oth birthday of Carl
XVI Gustaf, the Friends of the National-
museum presented the Swedish National
Portrait Gallery at Gripsholm Castle with
eight photographic portraits of HM The
King and members of the Royal Family.
They were taken by four celebrated
Swedish photographers: Dawid (Bjorn
Dawidsson), Bruno Ehrs, Thron Ullberg
and Mattias Edwall. Although several of
the portraits are official in character, they
retain a distinct individuality. They all
represent both tradition and innovation in
Swedish portraiture (see article on p. 65).

The Nationalmuseum also made a
series of significant acquisitions of
jewellery during the year, including older,
modern and contemporary pieces (see
articles on pp. 71 and pp. 79). At the same
time, two exhibitions were held on this
theme: The Jeweller’s Art — Precious Objects
Jfrom the 17th Century to the Present Day at
Lacko Castle, and Open Space — Mind Maps
at Nationalmuseum Design. The first,
which proved a major public success,
offered a broad survey of the Museum’s

FOREWORD

collections of jewellery and precious
objects from 1650 onwards. The second
made it clear how, in recent decades,
Swedish jewellery has moved closer to the
world of art. It featured pieces exploring
questions of identity, sexuality, prejudice,
and our relationship to nature. The
materials used included plastics, leather,
antlers, paper, wood and base metals,
alongside the more traditional precious
metals of the jeweller’s art. In the course
of the year, the Museum was able to
acquire no fewer than 18 pieces of
jewellery created over a five-year period
beginning in 2011.

In 2016 the ceramic artist Marten
Medbo gained Sweden’s first ever doctor-
ate in applied art, an event that not only
put artistic research firmly on the map, but
also turned the spotlight on contemporary
ceramics. In his thesis, Medbo drew atten-
tion to a separation currently taking place
in the applied arts — between conceptual
theorising and material, craft-based
creative activity. As Sweden’s premier
museum of art and design, the National-
museum made important acquisitions
during the year in both these categories
of ceramics. In addition, the Museum
received a major gift from the Taiwanese
state, resulting from an exciting collab-
oration between a Swedish applied arts
collective led by Matti Klenell and a
corresponding Chinese group. Together,
these practitioners attempted to confront
contemporary design with traditional craft
techniques.

During year two of the temporary
Nationalmuseum Design arena at the
Stockholm House of Culture and City
Theatre, three exhibitions were shown that
were very different in both expression and
theme. 2016 began with the international
art jewellery exhibition Open Space — Mind
Maps, curated by Ellen Maurer Zilioli,
Munich, in which around thirty interna-
tional and Swedish jewellery artists were
represented. A generous and multifaceted
presentation of the Swedish design icon
Ingegerd Raman, reflected in some fifty

different projects and commissions,
provided the year’s summer exhibition.
Embodied — Ongoing Craft at the Fringe,
finally, which featured works by twelve
contemporary applied/fine artists,
touched and engaged many visitors
throughout the autumn and winter.

In the Project Container, a total of
five different projects were shown, with a
presentation of the winner of the Young
Applied Artists Award 2016 —jewellery
artist Marta Mattsson — to round off the
year.

For the fourth year in succession, the
Nationalmuseum exhibited visual art at
the Royal Swedish Academy of Fine Arts.
Before its temporary display space there
closed at the end of 2016, the exhibition
The Artist was produced in collaboration
with the Academy and the Moderna
Museet. An exploration of the artist’s
role, today and in historical perspective, it
sought to show how artists have related to
the values, audiences and markets of their
times. Another central theme of The Artist
was power relations, constructed around
notions of gender, ethnicity, sexuality and
class. In all, around a hundred works by
many of the best-known names of art
history were shown.

Collections of the Nationalmuseum
that have achieved worldwide fame in-
clude its holdings of French Rococo and
Nordic fin-de-siécle art. The first of these
was the focus of a major collaboration with
the Louvre on the exhibition Un Suédois
a Paris au 18e siecle: La collection Tessin,
which resulted in both a richly illustrated
catalogue and a series of seminars in Paris.
Most spectacular among the exhibits was
Francois Boucher’s The Birth of Venus,
which was shown in the French capital for
the first time since 1740. A reworked
version of the exhibition was subsequently
presented at the Morgan Library in
New York. The Museum’s other French
exhibition, De Lumiere et de Silence: Peintres
scandinaves fin XIXe — début XXe siecle, was
mounted at the Musée Toulouse-Lautrec,
Albi. This presentation of Scandinavian

Art Bulletin of Nationalmuseum Volume 23, 2016
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fin-de-siécle painting, too, was a collabor-
ative project and was accompanied by a
catalogue.

A key responsibility of the National-
museum is to develop and represent
research in art history, primarily in
connection with the display and care of
its holdings. Research undertaken by the
Museum will form an important and
integral part of the future display of
the collections. Exchanges with foreign
scholars are one aspect of this work. In
this issue of the Art Bulletin we have great
pleasure in publishing the latest Tessin
Lecture, given by Colin B. Bailey, Director
of the Morgan Library & Museum in New
York (see article on p. 207).

The present issue of the Art Bulletin
of Nationalmuseum is the fourth to be
published exclusively in a digital format.
Steady growth in the number of down-
loads shows that this allows knowledge
about the Museum to be disseminated
more easily and more widely, including to
an international audience. The National-
museum’s aim is to expand the digital
publication of its collections and research
findings. In 2016, additional work was
done to register, among other holdings,
drawings acquired between 1970 and
2016, as well as various smaller collections
in the care of the Nationalmuseum and
kept at royal castles and country houses.
A project was also initiated to include the
full entries from the catalogues raisonnés
of the paintings collection in the
Museum’s database.

Art Bulletin of Nationalmuseum Volume 23, 2016 10



ACQUISITIONS/THE FRIENDS OF THE NATIONALMUSEUM

SINCE 1911, when the Friends of the
Nationalmuseum was first founded, this
society has been crucial to the National-
museum and its collections. In the hun-
dred years that have gone by since the
start, the Friends have consistently given
many generous donations, initiated
endowments and foundations, taken risks
by providing collateral for loans, and
worked with dedication and commitment,
individually and through the board.

A few examples of acquisitions made

over the years are the so-called Bielke Bed,
a ceremonial 17th-century bed that was
donated to the Museum in 1914; The Love
Lesson, a painting by Antoine Watteau
(1684—1721), purchased with funding
from the Friends in 1959; The Cook, a
painting by Giuseppe Arcimboldo

(c. 1527-1509%), donated to the Museum
in 1994. The painting Sleeper Awakened by a
Young Woman With Fire by Nicolas Regniér
(1591—-1667) was the Friends’ gift to the
Nationalmuseum to mark the society’s
1ooth anniversary in 2011.

Fig. 1 Constantin Hansen (1804—1880),

A Male Model Playing Flute, 1826—217.

Oil on canvas, 118 X 94 cm.

Gift of the Friends of the Nationalmuseum.
Nationalmuseum, NM 7365.

The Friends of the Nationalmuseum

Eva Quiberg
Chair

11 Art Bulletin of Nationalmuseum Volume 23, 2016



ACQUISITIONS/THE FRIENDS OF THE NATIONALMUSEUM

Fig. 2 Mérta Mattsson (b. 1982) at the scholarship

award ceremony.

In 2016, the Friends of the National-
museum contributed to the acquisition of
A Male Model Playing Flute by Constantin
Hansen (1804—1880) (Fig. 1), portrait
photographs and portraits marking the
7oth birthday of the King, and one
remarkable painting that will be presented
in connection with the reopening of the
refurbished National-

museum building.

Prior to the 75th anniversary of the
Friends of the Nationalmuseum in 1986,
the board decided that the society will
award scholarships to Nationalmuseum
staff members annually. The largest of
these is a research scholarship which
currently amounts to SEK 100,000. The
society also awards travel grants to several
recipients each year.

The Friends of the Nationalmuseum
organises a lively programme of events
with the aim of encouraging and increas-
ing interest in the Museum and its activi-
ties among our members and the general
public (see §1 in our statutes, national-
museivanner.se). In 2016, members of

Art Bulletin of Nationalmuseum Volume 23, 2016

Fig. 3 Hans Hedberg (1917—-2007), Sculpture
“Pear”, 1970s-1980s. Faience, 46 X g2 cm.
Donated 2016 by the Friends of Nationalmuseum,
Bengt Julin Fund. Nationalmuseum,

NMK 106/2016.

the Friends have had the opportunity to
attend guided tours of places or themes
such as the Bonnierhuset, the Royal
Palace, the Tre Kronor Museum, the
Spanish Embassy, tile stoves, churches, the
Harlemanska Malmgarden, the Gustav III
Pavilion in Hagaparken, architecture and
art walks at the KTH Royal Institute of
Technology, the Royal College of Music,
the Stockholm Observatory, and several
exhibitions at the Nationalmuseum/
Royal Academy of Fine Arts/Kulturhuset
and other museums. Moreover, we have
organised excursions to Confidencen,
Drottningholm Palace, Sandemar Manor
and Sturehof Manor.

This year’s study tours have been to
Andalusia, to study Zorn, London on the
theme of design, Paris to look at Carl
Gustaf Tessin’s collection, which was
shown at the Louvre, and Toulouse for
a visit to the exhibition on Nordic fin de
siecle. The trip to France was one of
several journeys where members had the
opportunity to accompany the National-
museum’s collections on loan to other

12

parts of the world while the museum
premises in Stockholm are closed for
refurbishment.

Bengt Julin was involved in the board
of the Friends for many years. In 1995, he
started the Bengt Julin Fund, which has
contributed enormously to the Museum’s
ability to buy applied art and design since
the beginning. A biennial scholarship was
also introduced for Young Craftspersons.
In 2016, the jewellery artist Marta
Mattsson received a scholarship of SEK
100,000 (Fig 2). During the year, the
Fund was able to present the museum
with several pieces, including the necklace
Frozen Flora and the brooch Frozen Fuchsia
by Mirta Mattsson (b. 1982); the object
Pdron by Hans Hedberg (Fig g); the object
Lipstick by Asa Jungnelius (b. 1975); and
the figurines Together at Last and Self
Possession by Alexander Tallén (b. 1988).

The newly established Design Fund
has contributed funding last year for
the acquisition of design objects from
various collections, such as the radio
The Sled by Walter Dorwin Teague (1889—
1960), and 21 objects from Torbjérn
Lenskog’s collection. Moreover, the
Friends have helped fund the Art Bulletin
and a soon-to-be-published book about the
Nationalmuseum.

I began this text by emphasising that
the Friends have been vital to the
Nationalmuseum and its collection. In
preparation for 2018, when the refur-
bished building reopens, a new chapter
will begin for the Nationalmuseum and
its Friends. Would you like to be a part of
this phase and get to know the National-
museum and contribute to the develop-
ment of its collections and activities?
There are many benefits to being a mem-
ber of the Friends of the Nationalmuseum,
and you will also be invited to a preview of
the empty, renovated building, and be one
of the first to have the pleasure of visiting
the reopened New Nationalmuseum and
its many exhibitions. You can read more
about membership and all its benefits on
our website, nationalmuseivanner.se



ACQUISITIONS/TWO MALE PORTRAITS BY DUTCH ARTISTS

PORTRAITURE ESTABLISHED itself as
an important specialisation in the pros-
perous Dutch Republic of the 17th cen-
tury. For countless painters, commissioned
portraits were the main source of income,
and they produced few if any other works.
The very large number of clients — the
greatest concentration of them to be
found in the major cities of Amsterdam,
Leiden and The Hague — was related

to the rise of trade and the structure of
government. National, regional and local
administrative authority in the country
was vested in the governing bodies of 57
cities with voting rights, over 1,500 men
who elected delegates to the provincial
assemblies, which in turn appointed depu-
ties to the States General. Members of city
councils were potential clients for portrait
painters, as were senior officials of various
branches of government, representatives
of the nobility, officers in the army and
navy, wealthy merchants, ministers of
religion and professors, and members

of their families. Group portraits of civic
guardsmen, boards of governors of charit-
able institutions and syndics of guilds
were painted for public or semi-public
buildings. Private portraits were sometimes
commissioned to celebrate special events,

Fig. 1 Isaack Luttichuys,

Portrait of a Young Man Holding a Pair of Gloves, 1661.
Purchase: The Rurik Oberg Fund.
Nationalmuseum, NM 7g11.
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most commonly a marriage, but often the
mere fact that someone with sufficient
means felt the moment had come to
have themselves immortalised was reason
enough to enlist the services of a painter.
The demand seems to have been almost
insatiable, and there flourished a far
greater number of excellent portraitists
than is indicated by the handful of
prominent artists who acquired enduring
international fame.

Among these popular but today
somewhat lesser-known artists was
Isaack Luttichuys (1616—-1673), whose
beautifully painted portrait of a pleasant-
looking Young Man Holding a Pair of Gloves,
signed and dated 1661, was recently pur-
chased by the Nationalmuseum at auction
in Stockholm (Fig. 1)." Isaack Luttichuys
belongs to the category of portrait paint-
ers who make their mark not so much
through originality of ideas, but by being
closely attuned to the trends of the day
and the tastes of clients whose wealth
and new-found self-confidence found
expression in portrait commissions.
Throughout his career, he employed just
a few standardised compositional types,
which he managed to vary by introducing
a repertoire of gestures and motifs derived
from a broad range of contemporary
artists, the individual choice of which
presumably depended on the preferences
of his clients. Apart from a small number
of full-length portraits in outdoor settings,
such as the fine pendants of a married
couple from 1654 in the collections of the
Nationalmuseum (Figs. 2, g),? the over-
whelming majority of his sitters from 1650
onwards are portrayed as in the present
painting, life-size and in three-quarter
length. They are typically positioned
in the front plane of an interior and
sharply silhouetted against a background
formed by the base of a monumental
pillar, producing a certain flatness of
appearance.® The unidentified young man
in the present portrait wears a dark coat
or jacket (called an “innocent”) over a
costume “a la Rhingrave” decorated with
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ribbons.* His head and body are turned
slightly to the left, and in his raised left
hand he holds a pair of soft kidskin gloves.
Judging by his elegant dress, we are here
in the milieu of fashionable Amsterdam
society. Based on identified sitters in
Isaack Luttichuys’s portraits from the
1650s and ’60s, it has been established
that his subjects came principally from
within a circle of prominent merchant
families of German extraction settled in
Amsterdam.”

Isaack Luttichuys and his older
brother Simon, both painters, were born
in London, their parents having moved
there from Amsterdam shortly before
1604.° Their father, Bernard Luttichuys,

a textile worker, originally came from
Miinster in Westphalia. During the war

of independence against Spain, and
before a truce was signed in 1609, many
towns in the northern Netherlands came
under siege and numerous craftsmen and
merchants saw an opportunity to improve
their financial situation, or seek religious
freedom, by moving to England. The
registers of the Dutch Reformed Church
of Austin Friars in London show that
Isaack was baptised there in March of
1616. Both Simon and Isaack later moved
to Amsterdam, where the younger brother
is first recorded as a painter, at age 23, in
a legal document of 16g9.” His first dated
painting is from the year before and, judg-
ing by its style, was probably painted in
Holland.® Isaack may have moved there
and been trained as a painter at the
beginning of the 16g0s, in the years when
Rembrandt rose to absolute supremacy

in the Amsterdam portrait market. The
remainder of his life was spent in Amster-
dam, where he was active, primarily as a
portraitist, until his death in 1673.

Isaack Luttichuys’s most successful and
productive period as an artist was from
the early 1650s to the late 1660s, after
which his style of portraiture changed very
little. The Stockholm Young Man bears
a compositional or stylistic resemblance
to a number of signed portraits from the
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same period? Mature works such as these
show fashionable Flemish influences,
as represented in Amsterdam in those
years by Bartholomeus van der Helst
(1613-1670), the city’s leading portraitist
after the waning of Rembrandt’s influence
towards the end of the 1640s. Above all,
it was the courtly style of the London-
based Anthony van Dyck (1599—1641),
his elegantly dressed sitters with their
graceful poses and refined gestures, and
the grand palatial backgrounds with
columns and draperies that came to
dominate over the earlier tradition of
Dutch portraiture. Solid forms and out-
lines, a cool tonality and clear daylight
now replaced Rembrandt’s more painterly
manner, warm colours and chiaroscuro
effects. Although Isaack Luttichuys
generally adhered to the smooth, linear
style of Van der Helst, his figures are less
massive and more reserved, recalling those
of Cornelis Janssens van Ceulen the Elder
(1593—1661), who had returned to
Amsterdam from London in 1643.
Among the immediately recognisable
traits of Isaack Luttichuys’s portraits from
his period of artistic maturity is the
delicate modelling by areas of light and
shadow of the sitter’s typically oval face, lit
from the upper left, with the prominent,
softly rounded chin outlined with reflec-
tions of light. The carefully blended brush-
strokes of pale yellow in the flesh tones
of the face create a flawless, enamel-like
surface. Also typical is an emphasis on the
eyes, using sharp contour lines and light
reflections with, along the lower lid, a
white or light bluish stroke imitating the
shiny surface of the eyeball. The large
mouth with sensuous lips was designed
with well-defined curves ending in
straight dark lines at the sides. When
slightly raised at the corners, these give
the face the hint of a smile which, together
with the piercing and questioning gaze,
lends the features a curiously indefinite
expression. The finely painted locks of
brown hair falling to the shoulders are
viewed against the semi-transparent lace
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Fig. 2 Isaack Luttichuys, Portrait of a Young Man Standing in a Landscape, 1654.

Nationalmuseum, NM 1412.

collar. Like his early portraits, Isaack
Luttichuys’s mature works are
characterised by exquisite attention to
detail in rendering the patterns and
textures of fine fabrics in the costumes,
although a certain tendency towards a new
economy of means is now in evidence. '
In the Stockholm portrait, for example,
the intricate pattern of the starched collar
and cuffs of Brussels lace, painted with
fine gradations from light to dark, was

Fig. g Isaack Luttichuys, Portrait of a Young Woman Standing at a Parapet, 1654.

Nationalmuseum, NM 1413.

created by scratching fine lines into the
still wet white paint, allowing the dark
underlayer to shine through (Fig. 4).
The abundant angular folds in the
sleeves of the crisp white linen shirt, on
the other hand, were rendered by
applying just a few broad and free strokes
of pastose lead white over a contrasting
greyish underlayer, achieving a textured
effect without a detailed rendering of the
fabric (Fig. 5).
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An artist of a younger generation is
Hieronymus van der Mij (1687—-1761),

to whom a recently acquired Portrait of

an Unknown Man (Fig. 6) has been attrib-
uted."! Born at Leiden in 1687 as the son
of a bronze caster, Philip van der Mij, the
22-year-old Hieronymus was enrolled in
the city’s Album Studiosorum in February of
1710."? Sometime in the second decade
of the 18th century he was apprenticed to
the Leiden fijnschilder Willem van Mieris
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Figs. 4 and 5 Isaack Luttichuys, Portrait of a Young Man Holding a Pair of Gloves (detail).

(1662—1747), one of the most representa-
tive Dutch portrait and genre painters of
the first half of the century. In 1724 Van
der Mij became a member of the local
Guild of St Luke, later serving as a super-
visor at the Leiden Academy. His whole
career was spent in his native city of
Leiden, where he died in 1761. In the
Dutch Republic, the 18th century was a
period in which good artists flourished

in virtually every city of any significance.
Nevertheless, painters were affected by the
economic and political damage caused
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by the French invasion of 1672. Their
numbers declined drastically, and potential
buyers became confined to a small group
of affluent citizens. As artists’ fortunes in-
creasingly came to depend on the support
of a diminishing circle of wealthy collec-
tors who could still afford to purchase
paintings, the need to develop personal
relationships with collectors who could

act as generous patrons became crucial

to a painter’s professional survival. The
versatile Van der Mijj is today best known as
a portrait painter, whose elegant composi-
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tions answered perfectly to the tastes of
his times, although his fame rested in the
first place on his equally elegant cabinet
pictures, history pieces and genre paint-
ings.” Most of his clients were members
of the ruling elite of Leiden. Perhaps
best known is his series of portraits of
professors painted on commission for
Leiden University.'*

The Portrait of an Unknown Man differs
somewhat from Van der Mij’s standard
repertoire in the fluent, lively manner
of its execution as well as in the easy,
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confident pose adopted by the aristocratic
sitter. The subject is portrayed at bust
length in a graceful contrapposto, as if
leaning against the inside of the painted
oval framework, over which the cloak
falling from his right shoulder spills into
the space of the viewer. The composition
was adapted from the elegant portrait
idiom of Willem van Mieris, who trans-
posed the type, the roots of which lay in
the work of Raphael and Titian, to a
smaller format which, in turn, become a
source of inspiration for many Dutch
painters. Where Van Mieris’s paintings
sometimes look slightly stiff, however,

the present portrait, partly because of
Van der Mij’s more flowing style, is full of
life. The informal, comfortable clothes
worn here are unusual, though there can
be little doubt that the unidentified sitter
was anxious to be presented as both a
prosperous and a learned man. The
costume combines contemporary and
older elements. The burgundyred velvet
cloak draped round his shoulders is a
conventional device in portraiture,
intended to emphasise the noble and
timeless character of the portrait. By
contrast, the coat of brilliantly flowered
brocade worn under it, the white shirt of
particularly fine fabric, and the blue silk
ribbon hanging nonchalantly loose — its
purpose being to tie the shirt collar — were
all part of the fashion of the day, as was the
powdered, knotted wig.

This portrait is an excellent example of
Van der Mij’s style around 1%720. It shows
the same careful treatment of the painted
surface, particularly in the sitter’s vivaci-
ous, precisely modelled facial features,
the high forehead, almond-shaped eyes,
straight nose, well-defined curves of the
mouth and dimpled chin, as in a signed
portrait of Pieter Teding van Berkhout
(1688-1729) (private collection).'® The
pinkish white flesh tones of the face and
hands, with greyish scumbles for the sha-
dows, were applied wet-into-wet in a single
smooth layer of opaque paint, leaving no
visible signs of brushwork.

Fig. 6 Hieronymus van der Mij, Portrait of an Unknown Man, 1720s. Purchase: Axel and Nora Lundgren

Fund. Nationalmuseum, NM 7357.
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Yet for all their definite kinship, Van der
Mij displays in his best works greater
fluidity of style than his master, the
fijnschilder Van Mieris. Although executed
in oil on a prepared wood panel, a
support of exceptional smoothness ideally
suited to a sophisticated and painstakingly
precise painting technique, the painting
is, at least partially, done in a surprisingly
loose style. Oil paint is a medium rich and
deep in colour, the saturated burgundy
red of the magnificent velvet mantle worn
by the sitter being particularly striking
here. In the velvet cloak, the swirling floral
pattern of the brocaded coat and the
white shirt, Van der Mij presents us with a
virtuoso display of his talent for painting
fabrics of all kinds with tangible realism.
With swift brushstrokes, over a warm
ochreous ground, he recorded the folds,
the shadows and the highlights of the
velvet cloth in shades ranging from a deep
reddish brown to a light salmon pink. To
describe the soft transitions between light
and shadow that are peculiar to velvet,
these have been slightly blurred, and a
deep red glaze has been applied to
enhance the depth of colour in the
shadows.

The Nationalmuseum owns a number
of representative portraits by artists of
the northern and southern Netherlands
from the 16th and 17th centuries,
combining the work of some of the truly
great masters with that of their highly
competent contemporaries who, although
less celebrated by posterity, have all
contributed in their own way to the
history of portraiture. The portraiture of
18th-century Holland, on the other hand,
has been seriously underrepresented in
the collections. Thanks to these recent
acquisitions, we now have a fascinating
view of representative examples of an
elegant and fashionable approach in
Dutch portraiture from the 1660s through
to the early 18th century, with Hieronym-
us van der Mij presaging the courtly style
that would develop in France some years
later.
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Notes:

1. Oil on canvas (unlined), 91 X 71 cm (cut slightly
along the bottom); signed and dated at upper left:
“I. Luttichuys Fecit/Anno 16617, followed by a
short, wavy line. The Christian name of the artist
occurs on a part of the canvas along the left side
that was folded over the stretcher at the time the
support was remounted. Provenance: Coll. Van de
Waele (according to cat. of sale, Brussels, Giroux,
12 March 1927, no. 48, as “Simon Luttichuys”);
(Gosta Stenman, Helsinki); (sale, Stockholm,
Bukowskis, 25 September 1929, no. 42, as
“Liattichuys, Izaak”); (sale, Stockholm, Bukowskis,
November 2002); (sale, Stockholm, Bukowskis, g
December 2015, no. 1061, as “Isaack Luttichuys”).
Bibliography: Wilhelm Reinhold Valentiner, “Isaac
Luttichuys: A Little Known Dutch Portrait Painter”,
in Art Quarterly, 1, no. g (1938), pp. 151—179, at
PP- 155, 178, no. 22, fig. 3; Léon Krempel, Studien
zu den datierten Gemdlden des Nicolaes Maes (163 4—
1693) [Studien zur internationalen Architektur-
und Kunstgeschichte g], Petersberg 2000; Bernd
Ebert, Simon und Isaack Luttichwys: Monographie mit
kritischem Werkverzeichnis, Berlin/Munich 2009,

no. Is. Ago.

2. See Gorel Cavalli-Bjorkman et al., Dutch and
Flemish Paintings, II: Dutch Paintings, c¢.1600—c.1800
(Stockholm, Nationalmuseum, 2005), nos. 278,
279; and Ebert 2009, nos. Is. Agg, Ago.

3. According to Ebert, this compositional type
originated with the three-quarter-length portrait
of a 27-year-old man, dated 1651 (whereabouts
unknown); see Ebert 2009, no. Is. A13.

4. See Johanna Henriétte der Kinderen-Besier,
Spelevaart der mode: De kledij onzer voorouders in de
zeventiende eeuw, Amsterdam 1950, p. 165. Cf. the
artist’s Portrait of Andries Rijckaert of c. 1666, sold by
Christie’s, New York, 29 January 2014, no. 219; see
Ebert 2009, no. Is. Ag8.

5. See Ebert 2009, pp. 61, 199—200.

6. For a biography of the artist, see most recently
Ebert 2009, pp. $3—44, 54—58.

7. Isaack Luttichuys is first mentioned in Amster-
dam on 2 September 1639, as a witness in a legal
document in which he is referred to as a “painter”
(“schilder”); see Ebert 2009, pp. 678-679.

8. Swedish private collection; see Ebert 2009,

no. Is. Al. Cf. also the Rembrandtesque “tronie”
of a Laughing Boy, signed and dated “1648”,
Zurich, private collection (formerly attributed to
the Rembrandt pupil Samuel van Hoogstraten);
see Valentiner 1938, p. 177; Ebert 20009, no. Is. A6.
The warm brown tones of Isaack Luttichuys’s
paintings from the 1640s still point to the
Rembrandt manner. However, if Isaack was actually
taught by Rembrandt, as Valentiner (1938, p. 156)
surmised, the master was not his first teacher, and
the influence he exercised was only of a passing
nature.

9. For examples, see Ebert 2009, nos. Is. Ag3; Ag8,
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fig. 181; AGs; A68; A72, fig. 182; A83, fig. 208;
Ag8, fig. 179.

10. For an analysis of the painting technique of
Isaack Luttichuys, see Ebert 2009, pp. 282—292.
11. Oil on oak, 74 X 58.5 cm. Provenance: Coll.
Ermanno Lucini; (sale, Stockholm, Stockholms
Auktionsverk, 8 June 2016, no. 2168, as
“Hieronymus van der Mij, attributed to”).

12. For a biography of the artist, see Antoinette
J- M. Krikke-Frijns, “Hieronymus van der Mij:

Een achttiende-eeuwse Leidse schilder”, in Leids
Jjaarboekje, 81 (1989), pp. 84—103.

13. As witnessed by Jan van Gool, Nieuwe Schouburg
der Nederlantsche Kunstschilders en Schilderessen (The
Hague 1750), who describes “zyne [Van der Mij’s]
neiging ook tot het schilderen van antique en
modern Kabinetstukjes” (pp. 129—130). See fur-
ther C. J. A. Wansink, “Hieronymus van der

Mij als historie- en genreschilder”, in Oud-
Holland, 99 (1985), pp. 201—216; and J. Aono,
“Ennobling daily life: a question of refinement in
early eighteenth-century genre painting”, in
Simiolus, 33 (2007—2008), pp. 237-357-

14. See Rudi Ekkart, “Een missing link uit de
Leidse Senaatskamer”, in Origine, 21, no. § (2013),
Pp- 72-73-

15. Oil on oak, 38 X 29 c¢m, signed and dated
“17[1?2]7”, private collection (RKD no. 29865).
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Fig. 1 Christoffer Wilhelm Eckersberg (1783—1853), The Monastery of St Maria in Aracoeli, 1815. Oil on canvas, 6 X 48 cm. Nationalmuseum, NM 1928.
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Fig. 2 Jorgen Roed (1808-1888), From Collin’s Garden in Copenhagen, 1833,
Oil on cardboard mounted on panel, 33 X 25 cm. Nationalmuseum, NM 2594.

AWARENESS OF THE GREATNESS of
Danish art from the first half of the 1gth
century came remarkably late in Sweden.
Christoffer Wilhelm Eckersberg, it is true,
had a number of Swedish pupils, and
many of his Danish followers travelled to
Sweden in search of picturesque subjects,
but none of this sparked any appreciable
interest in that country in the art of its
neighbour. Nor did the rapid rise of
Scandinavianism have any impact in that
respect.! Credit for first drawing attention
to Danish art from the period 1800-1850
must go to the artist and Nationalmuseum
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Fig. 4 Albert Kiichler (1803-1886), Woman with a Slouch Hat in her Lap. Pencil
on paper, 36 X 28 cm. Nationalmuseum, NMH 921/1924. A preliminary study

for Roman Peasants Buying a Hat for Their Little Son, who is to be an Abbate.

director Richard Bergh,? who numbered
several Danish artists among his friends.
Prince Eugen would also be of some
significance, as would a close friend of his,
Helena Nyblom, the daughter of Jorgen
Roed.? As soon as Bergh became director,
he set to work strengthening the Muse-
um’s collections in this area. The year

he was appointed, 1915, several Danish
paintings were acquired, among them an
Ttalian Woman in National Costume by
Wilhelm Marstrand (NM 1840), to be
joined the following year by Eckersberg’s
The Monastery of St Maria in Aracoeli

20

(Fig. 1), a gift from the Friends of the
Nationalmuseum. With virtually no
Danish art from the period in the Muse-
um’s collections at that point, Bergh first
wanted to generate interest by putting

on exhibitions. He persuaded his friend,
the insurance magnate and art collector
Wilhelm Hansen at Ordrupgaard, to lend
his collection, and in spring 1918 it was
shown at the Nationalmuseum. A new
exhibition quickly followed in the autumn
of the same year, now of Danish drawings,
put together by the leading authority, Karl
Madsen, director of the National Gallery
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Fig. 5 Albert Kiichler (1803-1886), Roman Peasants Buying a Hat for Their Little
Son, Who is to be an Abbate, 1840. Oil on canvas, 75.9 X 92.8. Thorvaldsens
Museum, Copenhagen, B246.

of Denmark (Statens Museum for Kunst).
As a result of these efforts, a number of
landscape paintings by Peter Christian
Skovgaard and Wilhelm Kyhn could be
added to the Nationalmuseum collections.
Much of this was a consequence of
Richard Bergh’s many contacts, not least
a gift from Danish friends on his 6oth
birthday in 1919. Following Bergh’s death
the same year, it was left to the Swedish
Association for Art (Sveriges Allmdnna
Konstférening) to give effect to his plans
for an exhibition of Danish art from the
first half of the 1gth century, which was
held at the Royal Academy of Fine Arts in
Stockholm in 1922.* This display was the
first significant one mounted outside
Denmark, but there would in fact be only
one sequel to it, at the Jeu de Paume in
Paris in 1928, organised by Karl Madsen.’
Despite Bergh’s sudden death, the
Nationalmuseum continued along the
path already staked out as far as acquisi-

tions were concerned. In its 1924 year-
book, Axel Gauffin, who at the time was
head of the paintings department, proudly
announced that the Museum had recently
made a successful bid for Jgrgen Roed’s
From Collin’s Garden in Copenhagen (Fig. 2)
at the sale of Consul General Valdemar
Gliickstadt’s collection. The fact that the
painting was already highly prized among
Danish art historians added to Gauffin’s
satisfaction. He considered the new addi-
tion particularly gratifying in view of the
difficulties the Museum had had getting
hold of Danish paintings from the period.®
He was pessimistic, though, about its
chances of acquiring major works, as in his
view these were already in Danish public
collections, at the same time as those
collections continued to grow. According
to Gauffin, private collecting of national
art was also widespread in Denmark,
adding to the competition. There is a
sharp edge to his claim that “at present it is

Fig. 3 Wilhelm Marstrand (1810-1873), ltalian Landscape. Oil on paper
mounted on wood, 37 X 48 cm. Nationalmuseum, NM 2250.

businessmen in the food industry who are
earning money and consequently buying
art in Copenhagen”.” The comment can
be traced back to a Danish newspaper
report on the Gliickstadt sale, highlighting
how “both Wholesaler Theodor Jensen
and Engineer Rump sought to offer the
Swedes as much resistance as possible”.®
The article concluded on a good-natured
note, however, congratulating the
Nationalmuseum on its acquisition and
observing that Roed’s painting would
“represent the Danish Golden Age in the
best possible way in Stockholm”.

Despite this resistance, the Museum
managed to make a number of significant
acquisitions in the early 1920s of artists
such as Eckersberg, Jensen, Kgbke and
Marstrand. An Italian landscape painted
by Marstrand was bought from Jgrgen
Roed’s grandson Holger Nyblom (Fig. g).
Another Swedish source can be identified
for important drawings by the great
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Fig. 6 Jorgen Roed (1808-1888), Portrait of Colonel von Darcheus, 1834.
Oil on canvas, g2.5 X 26.5 cm. Nationalmuseum, NM 6231.

Danish artists in Italy, namely Axel Palm,
son of the painter Gustaf Wilhelm Palm. In
1924 he presented the Nationalmuseum
with several significant works by, among
others, Albert Kachler (Figs. 4 and 5).°
The Museum’s single-minded ambi-
tion, reflected not least in much courting
of Richard Bergh’s friend Wilhelm Han-
sen, eventually resulted in two magnificent
gifts to the Nationalmuseum, comprising
22 paintings in all, to mark the 7oth and
75th birthdays of King Gustaf Vin 1928
and 1933. The latter year, moreover, the
Friends of the Museum donated a signi-
ficant quantity of drawings, most of them
from the collections of the Danish Art
Society (Kunstforeningen). Over the rest
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Fig. 7 Christoffer Wilhelm Eckersberg (1783-1853), Oedipus and Antigone,
1812. Oil on canvas, 61.5 X 50 cm. Purchase: The Wiros Fund.

Nationalmuseum, NM 7340.

of the 193o0s, further works were regularly
acquired, albeit not in large numbers.

A driving force here was the Museum’s
long-serving director, Axel Gauffin, who
had a passionate interest in the Danish
Golden Age."

During and immediately after the war,
no purchases of Danish art were made.
Not until the early 1950s did acquisitions
in this area gather fresh momentum.
There was now a clear goal, a major
exhibition at the Nationalmuseum in
close collaboration with colleagues from
Denmark. Titled The Danish Golden Age, it
opened in 1964. This was without doubt
the first extensive survey of this great era
of Danish art. Not until 1977 was there

22

another, at the Palazzo Braschi in Rome,'!
and it would be another seven years before
the National Gallery in London mounted
a corresponding project. This would be
Kasper Monrad’s first major international
presentation of Danish Golden Age art,
but by no means his last.

The concept of a “Danish Golden Age”
was not invented in Stockholm. It had
been used as early as 1924, in the news-
paper article quoted earlier. Originally,
the conventional terms had been the
“Copenhagen School” or “Eckersberg and
his School”, but in the 1940s the expres-
sion “Golden Age”, borrowed from the
history of literature, appeared increasingly
frequently.'? It is probably reasonable to
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Fig. 8 Christoffer Wilhelm Eckersberg (1783-1858), *“Una Ciociara™ Portrait
of a Roman Country Girl. Oil on canvas, 52 X 46.5 cm. Purchase: The Wiros

Fund. Nationalmuseum, NM 7334.

claim, though, that the idea of a Danish
Golden Age was put firmly on the map by

the Nationalmuseum’s exhibition in 1964.

That exhibition resulted the following
year (1965) in a combined gift and
purchase of drawings by Jorgen Roed,
originating from his great-grandson, the
architect Bengt Lundberg. Comprising
over 100 items, it included, not least, a
series of figure studies by Roed from
his student years in Italy and later in
Denmark. This treasure trove of Danish
Golden Age drawings first attracted notice
in Jens Peter Munk’s Jgrgen Roed: ungdoms-
arbejder (Jorgen Roed: Youthful Works),
in 2014. From this we understand
that, despite the Museum’s ambitious

Fig. g Christoffer Wilhelm Eckersberg (1783—1853), Frederick VI of Denmark
(1768-1839), 1820. Oil on canvas, 46 x 37 cm. Purchase: Magda and Max
Ettler Fund. Nationalmseum, NM 7g24.

exhibition and the large addition of
drawings by Roed, other results in terms
of acquisitions were modest. In 1969

two portraits by Roed were bought, NM
6230—6291 (Fig. 6), but not until 2004
would any further Golden Age painting be
acquired, with the purchase of Martinus
Rgrbye’s portrait of his mother Frederikke
Eleonora Cathrine Rgrbye. How is this gap
of almost 40 years without active acquisi-
tions to be explained? In the Museum’s
catalogue of Nordic paintings, from 1995,
there is quite a sharp pronouncement,
somewhat reminiscent of Axel Gauffin’s 70
years earlier: “The acquisition of works by
the great ‘Golden Age’ painters was made
difficult by a growth of Danish vigilance

23

whenever important works by them ...
happened to come under the hammer.”"®
Certainly, until just a few decades ago, the
art market was hampered by a more pro-
tectionist approach to cultural heritage,
so too in Sweden, often with the effect of
“locking in” the national art of a country.
In the Nationalmuseum’s case, there was
also a dearth of purchase grants and funds
earmarked for Danish art. Nevertheless,
the question remains why for so many
years nothing was done, not least in view
of the important role originally played by
the Friends of the Museum. The simple
answer is that there were other priorities.
In 2014, however, a new, active acqui-
sitions campaign was launched which, in
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just over two years, has doubled the Natio-
nalmuseum’s collection of Danish Golden
Age paintings, from 40 to 8o works. This
would not have been possible without
substantial donations from private indivi-
duals. The first work to be acquired was
Constantin Hansen’s fine little view of San
Pietro in Vincoli in Rome (NM 7143), from
1836. This was the result of a bequest by
the pharmacist Ulla Bella Sandberg, who
left her entire estate to the Museum.'* Of
the 30 or so acquisitions over the past year,
the majority were purchased with moneys
from the Wiros Fund. The aim, now as in
previous years, has been to add works by
artists who are either already represented
in or entirely absent from the collection.
Particular mention may be made of a set
of five paintings and a drawing by the
founding father, Christoffer Wilhelm
Eckersberg, all of them highlighting dif-
ferent facets of his art. His youthful work
Oedipus and Antigone (Fig. 7) was painted
in 1812, during his time as a student of
Jacques-Louis David, to whom it owes its
subject matter, while its figure drawing
reflects the continuing influence of fellow
Dane Nikolai Abildgaard. Four years later
he produced his rendering of a Roman
country girl, Una Ciociara (Fig. 8). This
painting has a monumentality that reveals
Eckersberg’s careful study of Raphael and
his La Fornarina, which was the height of
fashion at the time.'” The artist’s diary also
makes it clear that he went about his task
very methodically, hiring the costume and
accessories for two weeks. This was hardly
an authentic Roman woman Eckersberg
had happened upon in the street, in other
words, but a carefully staged, genre-like
portrait.'® The painting clearly meant

a great deal to Eckersberg, who kept it
and used it as an object of study for his

pupils.’”

Fig. 10 Christoffer Wilhelm Eckersberg (1783—1853), Karen Margarethe Borch, 1837. Oil on canvas, Following his return to COpenhagen,
46 X go cm. Purchase: Sophia Giesecke Fund. Nationalmuseum, NM 7330. Eckersberg quickly established himself as
the leading name in Danish art, resulting
in official commissions from Frederick VI.
At the end of 1819, he painted his famous
profile portrait of the king, which was later
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Fig. 11 Christoffer Wilhelm Eckersberg (1783-1853), Study of a Model.
Oil on canvas mounted on wood, 28.6 x 18.5 cm. Purchase: The Wiros Fund.

Nationalmuseum, NM 7315.

repeated in a large group portrait of the
entire royal family, as well as being copied
by many of his students. The Museum

has been able to acquire one of the first
versions (Fig. 9), which Frederick VI gave
to José Maria O’Neill, an Irish merchant
and Danish consul general in Lisbon, and
which subsequently passed by inheritance
to his descendants.'® Portraits, which
provided a reliable income, were to

make up a not insignificant share of Eck-
ersberg’s output. Among the more

original examples is his representation of
the 22-year-old Karen Margrethe Borch
(Fig. 10). It was commissioned by her
father, the wealthy art collector Rasmus
Borch, who was a friend of Eckersberg’s
and often visited him." This portrait is
special in several respects. For one thing
the sitter is shown almost full-length, and
for another she is surrounded by an
illusionistic painted frame. There is
another work by Eckersberg with this
feature, a nude study (now in the Louvre),
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Fig. 12 Christoffer Wilhelm Eckersberg (1783—1853), Interior from the Artist’s
Home at Charlottenborg. Pencil, wash on paper, 17.4 X 13.6 cm. Purchase:
The Wiros Fund. Nationalmuseum, NMH 520/2016.

which he also sold to Borch.? Clearly this
was something the client had requested, as
painted frames are not found in any of the
artist’s other works.

Eckersberg was to revitalise training
at the Danish Academy of Fine Arts by
opening the way for nude studies of female
models, which had not previously been
permitted there. Through his private
summer courses, he gradually managed
to undermine resistance to the idea. The
model study which the Nationalmuseum
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Fig. 14 Constantin Hansen (1804—1880), A Male Model Playing Flute, 1826—27.
Oil on canvas, 118 x 94 cm. Gift of the Friends of the Nationalmuseum.
Nationalmuseum, NM 7365.

acquired during the year shows a woman
combing her hair by a bed (Fig. 11).?! This
is probably Florentine, who was employed
as a model in the summers of 1840 and
1841. Eckersberg’s nude study is interest-
ing in that, for the first time, it shows a
model in an everyday setting, rather than,
as before, posing like an ancient sculpture.
The Nationalmuseum, finally, has
been able to acquire one of Eckersberg’s
most important drawings, an interior from
his home at Charlottenborg (Fig. 12). In
this wash drawing, the artist depicts in
perspective, in his characteristic fashion,
a sequence of three rooms in his apart-
ment. Hanging on the walls are paintings
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Fig. 13 Constantin Hansen (1804—1880), The Temple of Minerva on the Forum
of Nerva in Rome, c. 1840. Oil on paper mounted on canvas, $5 X 27.5 cm.

Purchase: The Wiros Fund. Nationalmuseum, NM 7339.

in various stages of completion. One is on
the floor and some are unframed. To the
right on the wall of the far room hangs a
picture that appears to be identical to The
Cloisters, San Lorenzo fuori le Mura (now in
the Art Institute of Chicago). Eckersberg
painted it in 1824 and it was sold the same
year, suggesting that the drawing, too, can
be dated to this time.*

One of Eckersberg’s closest students
was Constantin Hansen (1804—80). For
along time, he was represented in the
collection by a single portrait of his
sister Alvilde (NM g308), which in 2015
could be supplemented with the earlier-
mentioned Roman view. Gratifyingly, the
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Museum now has another two works that
serve to enrich our understanding of Han-
sen as an artist. One is a view of the Temple
of Minerva on the Forum of Nerva, painted
around 1840 (Fig. 19). The otheris a
work from his youth, A Male Model Playing
the Flute (Fig. 14), which was presented by
the Friends of the Museum. This painting,
a slightly mythologised nude study, won

a prize at the Copenhagen Academy in
1827.%

Thorald Leaessge is nowadays one of
the overlooked painters of the Danish
Golden Age. His magnificent View Towards
the Forum Romanum from the Colosseum was
given to the Museum as early as 1940, by
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Fig. 16 Louis Gurlitt (1812-1897), View of Marina Piccola on Capri, c. 1844. Oil on panel, 48 x 70.1 cm. Purchase: The Wiros Fund. Nationalmuseum, NM 7322.

Mr Axel Stangenberg. This large-format
painting, originally part of the collection
of Christian VIII of Denmark, is based
on sketches Lassge did on the spot. One
of these was recently acquired by the
Museum: a view of the cella of the Temple
of Venus and Roma (NM 7364).*

The First Schleswig War, from 1848 to
1851, drove a wedge between the painters
of the Golden Age. As a result of the
conflict, several of the German speakers
among them, born in the Danish king’s
north German duchy, distanced them-
selves from their former Danish friends.

Louis Gurlitt (1812—97), born in Altona
and a pupil of Eckersberg’s, was regarded
early on as one of the creators of the
Danish national landscape in painting. He
was elected a member of the Copenhagen
Academy in 1840, but because of his
stance in the war his landscapes were
removed from display in the Royal Picture
Gallery (now the National Gallery of
Denmark).? Gurlitt, despite his early pro-
minence, was thus for a long time persona
non grata in Danish art history. However,
the exhibition Under the Same Sky at the
Thorvaldsen Museum in 2000, in particu-
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lar, prompted a reappraisal of his
contribution to Danish Golden Age
painting. By a fortunate coincidence, an
early self-portrait, painted by Gurlitt in
Copenhagen in 1833, could be bought at a
sale in Paris in 2016 (Fig. 15).% Earlier in
the year, on the Copenhagen art market,
the Nationalmuseum had acquired a
version of one of Gurlitt’s better-known
motifs, a View of Marina Piccola on Capri
(Fig. 16), executed around 1844.% The
location, incidentally, is the same as
Christen Kgbke chose for a painting
which he did two years later, but which
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Fig. 17 Christen Kgbke (1810-1848), Young Capri Boy, c. 1839. Oil on canvas
mounted on cardboard, g1 x 26 cm. Purchase: The Wiros Fund.

Nationalmuseum, NM 7g16.

the Academy rejected. Kgbke had visited
Capri in 1839 and made countless studies
there, sometimes with small staffage
figures in red fishermen’s caps. These
figures from peasant life could also appear
in genre-like images, such as the newly
acquired Young Capri Boy (Fig. 17).%® The
painting has been given various dates, but
was signed by Kgbke on Capri.

Otto Bache (1839—1927) became a
pupil at the Danish Academy of Fine Arts
at the age of just 11. Eckersberg was still
alive, but 1850 has long been regarded as
a point at which Golden Age painting was
already at an end. Although Bache
was taught by Wilhelm Marstrand, in
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The Liner Skiold in Christianshavn Dock
(Fig. 18), painted in 1860* and recently
bought by the Museum, we see many
reminiscences of Eckersberg’s painting.
It can be compared, for example, with the
latter’s A Corvette on the Stocks, from as late
as 1851.% The light and the down-to-earth
description of the shipyard setting are still
firmly in the tradition of the Golden Age.
Looking back over the past 100 years,
we see that Axel Gauffin’s defeatist analysis
cast a long shadow over attempts to build
up a collection of Danish Golden Age
painting at the Nationalmuseum. The
protectionism which for a long time
placed a straitjacket on the art market,
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Fig. 15 Louis Gurlitt (1812-1897), Self-Portrait, 183. Oil on canvas,
24.9 X 18 cm. Purchase: The Wiros Fund. Nationalmuseum, NM 7375.

before it was loosened by EU-wide legis-
lation, cannot be disregarded of course,
but at the same time there has always been
a good supply of important works. Leaving
aside a few individual paintings, primarily
by Eckersberg, which have soared to inter-
national heights after determined Danish
efforts to influence the leading art muse-
ums of Europe and America, price levels
have if anything fallen in real terms over
the last 25 years. This trend has benefited
the Nationalmuseum’s recent campaign

to acquire works from Denmark’s Golden
Age, an endeavour that will culminate in a
major exhibition project.
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Fig. 18 Otto Bache (1839—1927), The Liner Skiold in Christianshavn Dock, Oil on canvas, 36.2 X 40.5 cm. Purchase: The Wiros Fund. Nationalmuseum, NM 7362.

Notes:

1. It should be mentioned, though, that a major
exhibition of Nordic art marking the opening

of the Nationalmuseum in 1866 did include late
works by Peter Christian Skovgaard. However, these
cannot be regarded as examples of Golden Age
painting proper. Cf. Tomas Bjork, “P. C. Skovgaard
i et nordisk lys”, in P. C. Skovgaard: Dansk guldalder

revurderet, Gertrud Oelsner & Karina Lykke Grand
(eds.), Aarhus 2010, pp. 195—216.

2. Carl Nordenfalk, “Inledning”, in Dansk gulddlder,
Nationalmuseum, Stockholm 1964, p. 11.

3. Cf. Helena Nyblom, “Danska konstnarer fran
18g0-talet: Minnen och intryck af Helena Nyblom.
Jorgen Sonne, P.C. Skovgaard, H.V. Bissen, Fritz
Vermehren”, in Ord och bild, IV, pp. g7—111. See
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also Gunnel Vallquist, Helena Nyblom, Stockholm
1987, pp. 6-33.

4. Ibid.

5. See Catherine Johnston, “Genopdagelsen af det
tidlige 1800-tals danske og nordtyske maleri”, in
Under samme himmel: Land og by i dansk og tysk kunst
1800—1850, William Gelius & Stig Miss (eds.),
Thorvaldsens Museum, Copenhagen 2000, p. go.
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6. Axel Gauffin, “Det gamla huset”, in National-
musei drsbok 1924, Stockholm 1924, pp. 1-5.

7. Ibid., p. 2.

8. Nationalmuseum Archives, Paintings Inventory
NM 2394, pasted-in newspaper article: “Gliickstadt-
Auktionen: Stockholms Nationalmuseum kgbte
Roeds Vinterbillede for 5750 Kr”.

9. NMH go8-927/1924.

10. On retiring from the post in the autumn of
1942, Gauffin gave a series of five lectures at the
Museum on the great artists of Denmark’s Golden
Age. He revealed, among other things, that he
regretted never having managed, during his years
as director, to acquire a significant landscape by
J. T. Lundbye (Konstudrlden, 1942, p. 643).

11. Pittori danesi a Roma nell’Ottocento, Palazzo
Braschi, Rome, 1977.

12. Kasper Monrad, Dansk Guldalder: Lyset,
landskabet og hverdagslivet, Copenhagen 2013,

pp- 10-11.

13. Gorel Cavalli-Bjorkman, “The Nordic
Collection at Nationalmuseum?”, in Illustrerad
katalog Gver dldre maleri fran Danmark, Finland och
Norge, Stockholm 1995, p. xiii.

14. See CarlJohan Olsson, “Scandinavian oil
studies and a portrait”, in Art Bulletin of National-
museum Stockholm, vol. 21, pp. 30—34.

15. Cf. Jean-Auguste-Dominique Ingres, Raphael
and La Fornarina, 1814 (Fogg Museum, Harvard
Art Museums, Cambridge, MA). See also Charlotte
Christensen, “Eckersberg og Rafael”, in C W
Eckersberg i Rom 1813—16, Thorvaldsens Museum,
Copenhagen 1983, pp. 38 ff.

16. C. W. Eckersbergs dagbgger 1810—1837, Villads
Villadsen (ed.), vol. 1, Copenhagen 2009, p. 119:
“[2g January 1816] and paid for the Ciociare
costume for 14 days”. Cf. ibid., n. 11.

17. Wilhelm Bendz was among those who
produced a copy of Una Ciociara, to be found

in the famous interior from Amaliegade, 1826
(Hirschsprung Collection). Eckersberg’s original
was sold in his estate sale on 17 April 1854 (lot 26)
and eventually ended up in the Claudius Collec-
tion in Malmé. In 1997 it was sold at Museums-
bygningen in Copenhagen (4 September 1997,
lot 158) and acquired by an American collector.
Bought by the Nationalmuseum at Christie’s, New
York, rgth Century European Art, 25 April 2016,
lot 67.

18. Sotheby’s, London, Of Royal Descent and Noble
Descent, 19 January 2016, lot 176.

19. C. W. Eckersbergs dagbgger 1837—1853, Villads
Villadsen (ed.), vol. 2, Copenhagen 2009, pp.
7537755

20. Musée du Louvre, inv. no. R.F. 1987-27.
During the year the Nationalmuseum was able to
acquire a version of this nude study of the model
Trine Nielsen, painted in the summer of 1839

by Eckersberg’s student Ludvig August Smith
(NM 7317).
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21. Bruun Rasmussen, C. W. Eckersberg and. the
Danish Golden Age, 24 November 2015, lot 44.

22. My thanks to curator Carl-Johan Olsson for this
keen observation.

23. Constantin Hansen: 1804—1880, Bjarne Jornzs
& Stig Miss (eds.), Thorvaldsens Museum,
Copenhagen 1991, pp. 10 ff.

24. Bruun Rasmussen, International Paintings,
Antiques and Modern Art, 29 September 2016,

lot 17.

25. Monrad 2013, p. 308.

26. Purchased at Artcurial, Paris, Old Master &
19th Century Arts, 10 November 2016, lot 578.

Cf. Louis Gurlitt: 1812—1897. Portrdls europdischer
Landschaften in Gemdlden und Zeichnungen, Ulrich
Schulte-Wiilwer & Barbel Hedinger (eds.), Munich
1997, p- 170.

27. Cf. ibid., p. 69, cat. no. 50.

28. Christen Kgbke 1810—1848, Hans Edvard
Ngrregard-Nielsen & Kasper Monrad (eds.),
Statens Museum for Kunst, Copenhagen 1996,

p- 878 (works list no. 179).

29. Bruun Rasmussen, International Paintings,
Antiques and Modern Art, 29 September 2016,

lot 41.

go. Kasper Monrad et al., Eckersberg, Statens
Museum for Kunst, Copenhagen 2016,

pp- 168-169, 221, cat. no. g8.
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THIS WATERCOLOUR of A Sticky
Nightshade, or Litchi Tomato (Solanum
sisymbriifolium), signed and dated g1
October 1683, is a typical example of
Dutch artist Herman Saftleven’s (1609—
1685) sensitivelyexecuted botanical
studies (Fig.1).! Saftleven made his career
in Utrecht as a painter, draughtsman and
engraver. Born in Rotterdam in 16009,
where he probably studied under his
father, he settled in Utrechtin 1632. A
prolific artist, he produced around goo
paintings and some 1,200 topographical
and imaginary landscape drawings. His
documentary flower studies, a genre

to which he turned late in life, were all
made on commission for one remarkable
patron, the renowned Dutch amateur
horticulturalist and botanist Agnes Block
(1620—1704), a niece and intimate friend
of the great poet Joost van den Vondel
(1587-16%79).2 They provide a valuable
historical record of the intersection of
art and science in the 17th century and
have been described as “among the most
impressive botanical studies in 17th-

century Dutch art.”

Fig. 1 Herman Saftleven (1609—1685),

A Sticky Nightshade, or Litchi Tomato

(Solanum sisymbriifolium), 1683.

Watercolour, g5.5 X 25.6 cm.

Purchase: The Wiros Fund. Nationalmuseum,
NMH 516/2016.

Herman Saftleven, A Sticky Nightshade, or Litchi Tomato

Carina Fryklund
Curator, Old Master Drawings and Paintings
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Fig. 2 Jan Weenix (1640—1790), Portrait of Agnes Block (1629—1704), Her Second Husband, the Silk Merchant

Sybrand de Flines (1623—1697), and Two Young Nieces, in the Gardens at Vijverhof, ca 1694. Oil on canvas,

84 x 111 cm. Amsterdams Historisch Museum.

By Saftleven’s time, botanical draughts-
manship had become a firmly established
tradition in the Netherlands.* At its origin
lies the development of botanical science
and the new fashion of gardening that
spread rapidly in humanist and courtly
circles in Europe in the mid-16th century,
part of a rising tide of interest in natural
phenomena. An increased knowledge of
foreign plants, and the need for systems of
scientific classification, led to the founding
of botanical teaching collections of actual
specimens of natural historical interest, as
well as of increasingly accurate drawings
of flora and fauna, and the publication of
herbals. Saftleven’s patron, Agnes Block,
was a passionate collector of exotic flora
that she cultivated in her famous gardens
at Vijverhof, a country estate, about fifteen
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miles southeast of Amsterdam, which

she bought in 1670, the year of her first
husband’s death.’ She owned around 500
different plants and flowers, some 200 of
them from abroad, and was particularly
proud of being one of the first gardeners
in the Netherlands to grow a pineapple
successfully in her heated orangery (Fig.
2).° Block also enthusiastically commis-
sioned artists to record her collection of
natural specimens in drawings. As she
wrote to a fellow botanist: “When I have a
strange or unknown plant, I have it drawn
from life, so that if it dies, I have a record
on paper.”” Her patronage attracted the
most skilled artists in the field, such as
Maria Sibylla Merian (1647—-1717), who
worked at Vijverhof in the 169os.® Dated
drawings by Saftleven show that he was
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employed there periodically from 1680
until shortly before his death five years
later.’

On the verso of the drawings she
commissioned, Block inscribed the Latin
names of the flowers depicted, as well as
further details about each one, including
when they flowered. In the case of this
particular sheet, she correctly identified
the plant as a “Solanum sisymbriifolium”,
a prickly plant with small, edible fruits
native to tropical and sub-tropical regions
of South America and Africa. Earlier in
the same month, Saftleven had painted
a watercolour of a different specimen of
the nightshade family of plants; dated
10 October 1683, it is now in the British
Museum (Fig. g).! Saftleven produced
over 100 botanical studies for Block. Only
27 stylistically closely related watercolours
are known today, the majority of which are
large compositions on paper measuring
around g5 by 25 cm, originally bound
into albums.'' He typically began with a
drawing in graphite, and proceeded by
using a mixed-media technique, applying
brown ink and watercolours with pen and
brush, adding white opaque watercolour
to give body to areas of colour. In the
current study, a branch of the plant is
rendered illusionistically, with a clear sense
of depth achieved by allowing the fruits
and leaves to overlap slightly, and with
chiaroscuro effects. The branch has a fully
opened blossom, as well as other buds,
blossoms, fruits, and leaves in various
states of emergence and decline. Each
leaf and petal seems to tingle with life, the
sense of vivid animation heightened by
the fresh pinks and greens. The interior
structure of the plant is illustrated by a
cross-section at the bottom. The florid
cursive signature of the artist, document-
ing the date of completion of the drawing,
complements the elegant arabesque of the
branch.

Although seemingly naturalistic,
drawings such as this are in fact idealised
versions of reality. They are composite
images, possibly based on individual



ACQ_UISITIONS/HERMAN SAFTLEVEN, A STICKY NIGHTSHADE, OR LITCHI TOMATO

studies from life — no such preliminary
studies by Saftleven have yet been
identified — and designed to communicate
all known information about a flower in
one single illustration. The function of
adapting reality in this way was not simply
a project of beautification, but primarily

a tool for effective scientific record. In
creating her garden, and in seeking to
understand and classify her specimens,
Block was motivated by a belief that nature
itself was imperfect until it had been
refined by art."” This indefatigable “Flora
Batava” thus strove to subdue nature into
the more ordered and perfect form of a
garden; equally, her patronage of Saftleven
and other botanical artists served to trans-
form her plant specimens into images that
are both documents and striking works of
art.

Notes:

1. Watercolour, white opaque watercolour, some
gum arabic, over graphite; black chalk framing
lines; the edges of the sheet gilded (on three
sides); 35.5 X 25.6 cm. Watermark: Fragmentary
Strasburg Lily with letters VR (near Heawood, nos.
1784—87: 1680s). Signed with monogram and
dated ‘HS. f. 1683. Den g1 octob.” (lower centre,
in brown ink). Inscribed by Agnes Block: “Solantim
pomiferum frutescens Africantim/spinozim,
nigricans boraginis flore/foliis profunde laciniate”
(on verso, in brown ink). Nationalmuseum,

NMH 516/2016. Prov. Agnes Block (1629—1704),
Vijverhof, Loenen aan de Vecht; Valerius Rover
(1686-1739), Delft (?); Samuel van Huls
(1655—1734), The Hague (?); (his posthumous
sale, Yver, Amsterdam, 14 May, 1756, part of lot
3882: “2 Grands Livres contenant 7 Titres & 252
Piéces en miniature; representant des fleurs &
plantes étrangeéres & autres, cultivées par Agnes
Block a Vijverhoff, & peintes d’aprés nature

par plusieurs maitres fort renommés; comme
Withorst, Withoos, Herm : Saftleven, Herold &
autres”); his widow, Cornelia Réver-van der Dusen,
Delft (?); purchased in January 1761 with the

rest of the Rover collection by Hendrik de Leth,
Amsterdam (?); Ignatius Franciscus Ellinckhuysen
(1814-1897), Rotterdam; (sale, Frederik Muller &
Cie, Amsterdam, 16 April, 1879, lot 234); Charles
M. Dozy (1852—-1901), Leiden; (his posthumous
sale, RW.P. de Vries, Amsterdam, 6—7 May, 1902,
lot 176: “Branche de fleurs. Annoté par Iartiste:
Solanum pomiferum frutescens africanum...”);
Iohan Quirijn van Regteren Altena, Amsterdam;
thence by descent; (sale, Amsterdam, Christie’s, 10

Fig. 3 Herman Saftleven (1609—1685), A Madagascar Potato (Solanum Indicum Maximum), 1683.
Watercolour, g5 X 25.4 cm. British Museum, London.
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July 2014, lot 245). Bibl. Dordrecht, Dordrechts
Museum and Amsterdam, Rijksmuseum, Bekoring
van het kleine, 1959—60, no. 72 (Laurens J. Bol);
Wolfgang Schulz, ‘Blumenzeichnungen von
Herman Saftleven d.].,” Zeitschrift fiir Kunst-
geschichte XL, 19777, no. 22; W. Schulz, Herman
Saftleven 1609—10685: Leben und Werke mit einem
kritischen Katalog der Gemdilde und Zeichnungen,
Berlin and New York, 1982, no. 1442.

2. Vondel, a frequent visitor to Vijverhof in his

last years, dedicated several poems to his beloved
niece; see Catharine van der Graft, Agnes Block,
Vondels nicht en vriendin, Utrecht 1943, pp. 24, 3of.,
53f., 70. A poem written in her honour in 1668,
suggests that Block was herself a dedicated amateur
engraver, painter and draughtsman, though no
surviving works have been identified; see Graft
1943, P- 55-

3. W. Schulz, ‘Herman Saftleven II’, in Jane
Turner(ed.), The Dictionary of Art, London, 1996,
vol. 27, p. 518.

4. Saftleven and his patron may have known,

for example, of comparable studies by older
contemporaries such as Jacques de Gheyn II
(1565—1629), who produced animal and plant
studies for the court of Rudolf II (1552-1612) in
Prague, where there was a lively interest in natural
history and an early presence of painters of flora
and fauna. In the years, 1600—1604, De Gheyn
filled an album with watercolour miniatures on
vellum of flowers, insects and other small animals,
in all probability the same as that purchased by the
Emperor, and described by the artist’s biographer
as: “a little book as well in which [he] had, in the
course of time, drawn some little flowers from life
in gouache, with many small animals too” (Karel
van Mander, Schilder-boeck 1604, ed. Miedema
1994, fol. 294v). Now Paris, Fondation Custodia,
Coll. F. Lugt, inv. 5655; see 1.Q. van Regteren
Altena, Jacques de Gheyn: Three Generations, The
Hague, 1983, nos. gog—30, cf. also no. 934
(‘1620”)

5. In 1649, Block married the Amsterdam silk
merchant Hans de Wolff (1613—1670). On 16
June, 1670, she purchased the country estate of
Vijverhof at Loenen aan de Vecht. Four years
later, in 1674, at the age of 45, she was married
again, to the wealthy silk merchant Sybrand de
Flines (1623—-1697). By 1676, Block had settled
permanently at Vijverhof. Shortly after her

death in 1704, the estate was purchased by the
Amsterdam merchant Samuel Texeira; the fame of
its legendary gardens lingered on, and the Russian
Tsar Peter the Great visited it in 1717, by which
time the art collections had passed into other
hands. The house was demolished in 1815. The
primary biography of Block remains Graft 1943 (as
in note 2). See also A. van Leeuwen, “Hollandse
Flora’s; over elitevrouwen en hun lusthoven aan
het einde van de zeventiende eeuw”, Cascade 20/ 2
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(2011), pp. 31—45; and Susan Bracken, Andrea
Gdldy, and Adriana Turpin (eds), Women Patrons
and Collectors, Newcastle-upon-Tyne, 2012, passim.
6. Amsterdams Historisch Museum, inv. SA 203509;
see Albert Blankert, Amsterdams Historisch Museum,
schilderijen daterend van voor 1800, voorlopige
catalogus, Amsterdam, 1975—76, no. 499; and
Norbert Middelkoop (ed.), Kopstukken.
Amsterdammers geportretteerd 1600—1800 (exh.,
Amsterdams Historisch Museum, 2002/2003),
no. 84.

7. Letter to Lelio Trinofetti (1647-1722), a
professor of botany in Bologna, quoted in Ellinoor
Bergvelt, Renée E. Kistemaker, and Hinke Wiggers,
De wereld binnen handbereik: Nederlandse kunst- en
rariteilenverzamelingen, 1585—1735 (exh.,
Amsterdams Historisch Museum, 1992), p. 134.

8. See Maria Sibylla Merian — kunstenares en
natuuronderzoekster 1647—1717 (exh., Frankfurt
a.M., Historisches Museum, and Haarlem, Teylers
Museum, 1997/98), pp. 79-81, 145—47 f.

9. The dates inscribed on the drawings indicate
lengthy stays at Vijverhof, from late spring until
early autumn, from 1680 until 1684.

10. British Museum, inv. 1836.0811.504; see
Schulz 1982 (as in n.1), p. 487, no. 1441.

11. Part of the contents of Block’s albums of
botanical drawings by Saftleven, known from
written sources, have been lost over time, making
it difficult to assess the original number of water-
colours. Schulz listed 27 surviving botanical
drawings by Saftleven, today in the collections

of the Rijksprentenkabinet, Amsterdam, the
Kupferstichkabinett, Berlin, the British Museum,
London, and the Kunstsammlungen, Weimar,
while others are in private collections; see Schulz
1982, pp. 96—101, nos. 1420—1446. According to
Sam Segal (in Haarlem 1998, p. 80, see note 7),
Block’s heirs sold her collection to the Delft lawyer
Valerius Rover (see note 7), whose manuscript
inventory lists over a hundred drawings by
Saftleven (Amsterdam University Library, inv.
HSII' A 18). The Stockholm drawing is not singled
out, but may have been among those listed at the
end of the inventory in Album 29, which included
sheets by both Saftleven and Willem de Heer

of “...flowers (that were) ordered to have been
painted after life by Agneta Block at her mansion
Vijverhof...” Only one album of botanical drawings
- not Saftleven’s — from Block’s collection has
survived intact (Amsterdam, Rijksprentenkabinet,
inv. RP-T-1948-119, Book 313).

12. In a medal she commissioned to be cast in
1700, Block appeared as the personification of
“Flora Batava” (the Dutch Flora), accompanied

by the inscription “Fert Arsque Laborque Quod
Natura Negat” (Art and Labour bring about what
Nature cannot achieve); see Graft 1948 (as in n.2),
p- 122,ill.
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Two Paintings by Anne-Louis Girodet and Johann Heinrich Fussli

A RENEWED INTEREST in early drama
and epic poetry was an important feature
of Neoclassical art around 1800. In this,
as in most other respects, Neoclassicism
was an aspect of the Romantic movement,
with its fascination with the sublime
figures of history and literature. No crucial
distinction was in fact made between
ancient and modern literature. Artists
treated the poetry of Dante, Shakespeare
and Milton in the same style and spirit as
works by Greek and Roman authors.

A key figure here was the English sculptor
John Flaxman. Tommaso Piroli’s line
engravings of Flaxman’s drawings
provided illustrations for both the works
of Homer and Aeschylus and Dante’s
Divine Comedy. When they were published
in the 179os, their radical simplicity of
outline had an enormous impact. A Flax-
man sheet that made a particularly power-
ful impression was a scene from Aeschylus’
drama Seven Against Thebes, showing the
seven Greek chieftains standing, as if

in a bas-relief frieze, on either side of a
sacrificed bull (Fig. 2). With raised hands,
they swear to take Thebes or perish.
Around 1800, the French Neoclassical
artist Anne-Louis Girodet (1767—1824)
was planning an ambitious painting of the
same scene, clearly under the influence
of Flaxman, but also (like him) betraying
a dependence on Jacques-Louis David’s
epoch-making Oath of the Horatii (1785).!
Girodet had been a pupil in David’s
studio, where he had been put to work
copying his teacher’s masterpieces.

Martin Olin
Deputy Director of Collections and Research

Fig. 1 Anne-Louis Girodet (1767-1824), Capaneus — Study called The Blasphemer. Oil on canvas, 55 X 46 cm.
Purchase: Hedda and N. D. Qvist Fund. Nationalmuseum, NM 748.
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Girodet’s composition of the scene with
the seven sworn chieftains outside the
walls of Thebes is documented in a small
sketch at the Ecole des Beaux-Arts in
Paris and in a large, worked-up drawing
preserved in the Cleveland Museum of Art
(Fig. ). The planned painting was never
executed, but as part of his preparations
Girodet painted two full-scale studies of
heads — somewhat smaller than life-size.
They represent two of the chieftains, who
are named by Aeschylus. One of these
studies, of Tydeus, now belongs to the
Musée André Malraux in Le Havre. The
°d other, a raging, helmet-adorned figure

) depicted in profile, has recently been
= pe acquired by the Nationalmuseum (Fig. 1).2
This is Capaneus, described by Aeschylus
as a giant “and more than human in his
Fig. 2 John Flaxman (1755-1826), Seven Against Thebes, line engraving, Thorvaldsens Museum, Mg54,11. arrogance”.” Capaneus cries out that, the
heavens willing — or unwilling — he will
lay waste the city, and he contemptuously
compares the lightning of Zeus to the
rays of the noontide sun. Such blasphemy
of the gods cannot go unpunished, and
Eteocles, king of Thebes, predicts that
Capaneus will be killed by Zeus’ thunder-
bolt, which, according to a later tradition,
is the fate that indeed befalls him. For
this reason Dante places Capaneus in the
Seventh Circle of Hell, where he defiantly
continues to blaspheme against the chief
deity — whom he calls Jupiter (Jove) —
seemingly unperturbed by the eternal fire
raining down on him.*

The Nationalmuseum’s painting is
usually referred to in the Girodet
literature as The Blasphemer. From the
Cleveland drawing we see how the head
of Capaneus was to have been placed,
roughly in the centre of the composition,
defiantly looking up towards Thebes to

the right, with protruding jaw and bared
teeth. His face is glowing red with rage.

Fig. 3 Anne-Louis Girodet-Trioson (1767-1824), The Oath of the Seven Chiefs against Thebes, c. 1800. ) . .
Black chalks and white chalk with stumping and erasing on light brown wove paper, 41.8 X 62 cm. His neck and collar bones are brightly lit
The Cleveland Museum of Art, Purchase from the J. H. Wade Fund 2000.71. by the sacrificial fire burning to the left.

The cold light confirms the impression

we get from the composition sketch of a
nocturnal or storm scene, with dark clouds
lit by flashes of lightning, and Girodet
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seems to have envisaged the kind of dra-
matic light effects we find, for example, in
the huge canvas Scene from a Deluge (1806,
Musée du Louvre).

The head of Capaneus was among the
property left by Girodet at his death and
catalogued for his estate sale. As is pointed
out in a handwritten comment in one
copy of the catalogue, it is finished with
the exception of the helmet, which is only
sketched. The artist, who owned a collec-
tion of weapons and armour, modelled
the helmet on a 16th-century Italian one,
featuring a monstrous face in relief. It has
been identified in the collections of the
State Hermitage Museum in St Petersburg,
and had lost its cheek pieces as early as the
19th century (Fig. 4).

The Swiss artist Johann Heinrich
Fussli (1741—-1825) belonged to an earlier
generation than Girodet, was like him
linguistically gifted, and had broad literary
interests. Fussli was well acquainted with
the classical texts, but his most original
achievement was as a pioneer of pictorial
art inspired by 17th-century literature. As
a young man he moved to England, where,
under the name of John Henry Fuseli,
he worked for decades on themes from
the works of Milton and Shakespeare in
particular. His drawings and paintings in
a highly personal style seized on the dra-
matic and the supernatural, but also the
comic and the bizarre in works such
as Shakespeare’s A Midsummer Night’s
Dream. In addition, Fiissli earned a living
from illustration work. In the 179os he
supplied engravers with designs for his
friend Johann Caspar Lavater’s Essays on
Physiognomy, for example, and for Charles
Allen’s History of England and A New and
Improved Roman History. He had also been
commissioned to produce a series of title
pages for Bell’s British Theatre, a collection
of British plays that was published in g5
volumes between 1791 and 1798. A
dramatic scene was chosen to illustrate
each piece. The Nationalmuseum has
acquired a painting that served as the basis
for William Satchwell Leney’s engraving

Fig. 5 Johann Heinrich Fussli (1741-1825), Leonora Discovers Alonzo’s Dagger. Oil on canvas, 61.3 X 60 cm.
Purchase: The Wiros Fund. Nationalmuseum, NM 7326.

for the title page of Edward Young’s drama
The Revenge (17721