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Editorial:
The Art Experiment, Bodily
Approaches and Material Support
Leevi Haapala, PhD, Museum Director, Finnish National Gallery /
Museum of Contemporary Art Kiasma
6 July 2022
A work of art always needs a material support and structure to be presented to an audience.
And art is always exhibited in specific circumstances that are framed by the cultural and
political discussions of the day. In our summer edition of FNG Research, we have selected four
different articles, which at first glance are not easy to categorise according to specific thematic
guidelines. Still, taking them all together, the questions of materiality, objecthood and the art
beholder’s presence in the shared space with the work of art, seem to be relevant even if the
artworks derive from different time periods.
Materiality and the sense of touch are very topical interests for living artists, along
with the intensification of societal topics. The Chief Curator of exhibitions at the Museum of
Contemporary Art Kiasma João Laia opens the key narratives in the ARS22 exhibition entitled
‘Living Encounters’. Our aim in the show was to include a multitude of different media to
highlight the variety of contemporary practices, which artists are using today. At the same
time, we also wanted to bring together a range of local and global geographies and in so doing
making various material cultures visible. Then alongside the artefacts there is temporary live
art as well as performances to create a specific atmosphere for the show. Laia reminds us in
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his article that ‘(b)y countering mediated forms of isolated digital connectivity with actual
bodily and dialogical exchanges, these expanded live practices create spaces of communal
experimentation, places of imaginative possibility where social formations can emerge in
shared manners’.
Among the many works, the exhibition includes Marina Abramović and Ulay’s seminal
performative experiments exploring the embeddedness of the spiritual in the bodily, which
were originally presented in 1983 at the Ateneum Art Museum as a part of the ‘ARS83’
exhibition. A few black-and-white documentation photographs in our archives witness the
event, and one of those is presented in the current version of the ARS22 exhibition, creating a
historical link to live art practices in the show. It is fascinating to recognise that a world famous
artist, like Abramović, has a history from her early days in Helsinki.
The Ateneum in its early days also ran an art school next to the museum collection in
the same premises. And so the presence of naked bodies, in the anatomy classes and croquis
drawing sessions, had a history in the very same gallery spaces as today’s museum. Now this
early history of bodies has been researched by Laura Nissinen via the 19th-century anatomy
drawings in the Finnish National Gallery’s Collections. In her article, which is the result of
her internship at the Finnish National Gallery, Nissinen follows different layers of bodily
presentations, representations and enactments in art teaching via copies of master sculptures
produced in plaster, archive materials such as photographs and drawing manuals, collections
of drawings and sketches. ‘Common to the philosophical and artistic bodies is that they are
both representations that reflect the thinking, skill, and aesthetic sensibility of their creator.
[…] The bodily representations are mirrors of humanity, expressing the values of different
cultures and eras.’
The body of a painting can be studied in different ways. In this issue, Hanne Tikkala’s
peer-reviewed article analyses the colour palettes and colour schemes used by two
internationally renowned Finnish artists, Helene Schjerfbeck and Akseli Gallen-Kallela. Tikkala
identifies and compares the contents of their pigment palettes using energy-dispersive X-ray
fluorescence spectrometry and polarised light microscopy. Shades of pigments like iron-based
oranges and reds, chromium or Indian yellows and Prussian blues will appear differently via
those devices and methods. Schjerfbeck and Gallen-Kallela were working at a time when new
artificial pigments and colours started to replace some of the classical earth pigments. GallenKallela’s travels were even possible to follow by studying more closely the pigments used and
their availability at the time.
This year’s second FNG research intern, Hilla Männikkö, has touched in her article
on the special characteristics shared by the miniatures in Paul and Fanny Sinebrychoffs’ Art
Collection. These portable and intimate paintings were in their day both material and social
objects, which could also be appreciated through the sense of touch. As the author highlights:
‘…especially when considering a miniature, it is important to see its tangible nature. They are
not consumed solely by the eye. The connection with a miniature and its subject emerges also
with touch: the size and shape are usually well fitted into the hand, which can hold it tight, lift
it to be kissed or stroke its smooth surface gently.’ In our times, the closest we can get to these
minute paintings is by viewing them in a display case or by exploring the digitised images,
which also give access to the reverse side of the paintings that might contain personal notes,
or even memorabilia.
Along with an artwork’s material existence is always the presentation of it, the framing
and displaying, which are linked to the episteme of the time – the context, discourses and
cultural climate, which create the surroundings for works of art. These aspects are consciously
highlighted in gallery texts, academic papers and in a way how different artists and objects are
curated together.
This issue’s curatorial discussion between Gill Crabbe and curator Claudia de Brün
focuses on the ‘Linnaeus: Glimpses of Paradise’ exhibition, which touches on the flora and
garden of art treasures at the Sinebrychoff Art Museum. It’s time to enjoy the natural beauty
around us and if you wish to intensify the floral experiences and deepen your understanding
of the subject matter, you are welcome to admire the flower paintings inside the museum
surrounded by its garden of delights.
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ARS22 – Living Encounters
João Laia, Chief Curator, Finnish National Gallery / Museum of Contemporary Art
Kiasma
Also published in Leevi Haapala, João Laia, Jari-Pekka Vanhala (eds.), ARS22: Eläviä
kohtaamisia – Living Encounters. A Museum of Contemporary Art Publication 173/2022. Helsinki:
Finnish National Gallery / Museum of Contemporary Art Kiasma & Milan: Mousse Publishing, 2022

Visitors at the ‘ARS 22 Living
Encounters’ exhibition at the
Museum of Contemporary Art
Kiasma, Helsinki, in April 2022
Photo: Finnish National Gallery /
Petri Virtanen

We live in a time of generalised crisis. Developments in ecology,
economics, health, labour, migration, politics, technology, and
beyond have triggered an ‘emergency convergence’ through
which these fields manifest as part of a cumulative, integrated
movement. Yet despite this confluence, translated in the
mutual implication and global reach of this manifold crisis,
such coalition does not unify the world and its agents under
identical conditions. Defined by the feminist theorist Rosi
Braidotti as a technologically mediated interlinking with the
‘natural-culture continuum of our terrestrial milieu’, the webbed
composition of life on Earth also includes differences regarding
human geographical location and/or ‘access to social and
legal entitlements, technologies, safety, prosperity, and good
health services’. In fact, accrued historically through processes
of domination and exclusion, inequality has in recent times
expanded around the world, although – and depending on their
contextual inscription – each actor perceives the impacts of
these intensifying tensions differently. In Braidotti’s words, ‘(t)he
sexualised others (non-binary, women, LBGTQ+); the racialised
others (non-Europeans, indigenous); and the naturalised others
(animals, plants, the Earth)’ have permanently throughout
history been closer to any given crisis.1
The urgent features of the current situation have given
rise to a generalised sense of anxiety and menace. For Braidotti,
‘(e)xhaustion and fatigue – a recurrent sense of hopelessness
and impossibility – have become prominent features of the
contemporary psychic landscapes’, functioning as ‘witnesses
to the daily and nightly struggles to come to terms with what
our world has become and the complexities of our historical
context’. The accumulation and overlapping of fatigue, fear, and despair generates feelings
of impotence, ‘a social and psychological dimming of a sense of possibility, which triggers a
1

Rosi Braidotti. ‘“We” Are in This Together, But We Are Not One and the Same’, Bioethical Inquiry 17
(2020), 465–69.
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Kimmo Kaivanto, When the Sea Dies, 1973, oil on
canvas, 195cm x 162.5cm
Sara Hildén Foundation / Sara Hildén Art Museum
Photo: Sara Hildén Art Museum/Jussi Koivunen

systemic fragmentation and a shattering of
our relational capacity’.2 Franco ‘Bifo’ Berardi
also identifies a current inability emotionally
and rationally to process current events,
whose speed is intensifying, leading to
nervous overstimulation. Berardi names this
state of things ‘chaos’, articulating it as both
‘the measure of the complexity of the world
in relation to the capacities of intellectual
reduction’ and ‘the excessive density of the
infosphere in relation to the psychosphere’.3
Such argument adds the imprint of technology
to the context described by Braidotti,
underlining how the digitally led exponential
increase of information flows has contributed to the exhaustion of the contemporary psychic
landscape and an erosion of collective affinities.
Indeed, while technological developments in the digital sphere have enhanced our
sense of connection, they have also exacerbated pre-existing dynamics of exclusion and
inequality via social atomisation. Cultural theorist Byung-Chul Han argues: ‘To the extent that
it exerts a disembodying influence, digitalisation weakens common ties.’ Envisioning social
media as a paradoxical tool of fragmentation, Han identifies how current attention-seeking
compulsions led to a crisis of the social: ‘Digital communication channels are filled with
echo chambers in which the voices we hear are mainly our own. Likes, friends and followers
do not provide us with resonance; they only strengthen the echoes of the self,’ leaving us
progressively more isolated. For the theorist, the (digital) ‘community’ that is today invoked
everywhere is atrophied and ‘lacks the symbolic power to bind people together’, rather
dissolving commonality into ‘a market in which one exposes and exhibits oneself’.4 Distorting
early utopian aims and hopes for boundless connectivity, today’s commodified model of the
digital field has been contributing to social fragmentation, promoting a gradual disintegration
of the public sphere.

2
3
4

Braidotti, ‘“We’ Are in This Together…’, 465–69.
Franco ‘Bifo’ Berardi. Futurability: The Age of Impotence and the Horizon of Possibility. London and
New York: Verso, 2017, 2.
Byung-Chul Han. The Disappearance of Rituals: A Topology of the Present. Cambridge, UK: Polity
Press, 2020, 11, 13, 21.
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Visitors at the ‘ARS 22 Living
Encounters’ exhibition at the
Museum of Contemporary Art
Kiasma, Helsinki, with a detail
from D Harding’s International
Rock Art Red, April 2022
D Harding, International Rock
Art Red, Drawn from Felt
Blankets, 2022, hematite, gum
arabic, wool felt
Courtesy the artist and Milani
Gallery, Brisbane
Photo: Finnish National Gallery /
Pirje Mykkänen

Such processes of individualisation not only foster detachment between people and
their social environments, but also, and just as importantly, disable potential encounters with
the other. By structuring communication according to the closed logic of the loop, the digital
regime at large and social media in particular exclude unfamiliar and unexpected agents and
narratives from one’s inventory of exchanges. Because this dynamic eliminates engagement
with and the witnessing of other ways of being, it further crystallises the self, limiting both our
relational spectrum, as well as our capability to imagine otherwise. Culture, media, and social
justice researcher Max Haiven describes the contemporary moment as a ‘crisis of imagination’
that we experience every day ‘in how and who and what we value, (…) in the patterns we
imagine the world around us and hence, we act in the world, a crisis in the way we, as social,
co-operative beings, reproduce our world and are reproduced by it’. Haiven also underlines
the crucial role of imagination in the construction of ‘ranks, hierarchies and other forms of
coercive authority’, such as sexism, racism, homophobia, and nationalism, all of which are
‘ultimately imaginary distinctions between people’.5
Since 1961, the exhibition series ARS has engaged with the most pressing questions
defining its time. The tenth edition, ‘ARS22 Living Encounters’, deals with the processes of
social fragmentation that are endangering life on the planet today. Drawing from Braidotti’s
envisioning of life as an interconnected albeit unequal system, the project envisions the
social as an expanded field, proposing a plural portrait of the world that underlines the
mutual implication of areas often considered separate. In a recent article, Kim West claims
that today’s key political-aesthetic task is to transform the world’s ‘heterogeneity into
an assembled image of these different problems, which could make it possible for us to
grasp them as one common problem, but without dismissing any (…) as secondary to the

5

Max Haiven. Crises of Imagination, Crises of Power. London and New York: Zed Books, 2014, 8.
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Installation view of Jenna Sutela’s I Magma, 2019, comprising head-shaped lava lamps and
mobile app, on display in ‘ARS22 Living Encounters’ at the Museum of Contemporary Art Kiasma,
Helsinki
Finnish National Gallery / Museum of Contemporary Art Kiasma
Photo: Finnish National Gallery / Pirje Mykkänen

others’.6 According to West, only this sort of perspective would make it possible to imagine
an alternative to the present. ‘ARS22’ engages with the current ecological emergency in its
multiple declinations not only as one of the central issues of our time but also as a magnetic
centre around which other essential issues orbit, aiming to formulate an integrated composite
proposal about the now.
In addition to both the deployment of the ecological emergency as an overarching
embodied representation of Braidotti’s interlinked approach and West’s challenge of designing
an image able to produce a holistic description of the now, ‘Living Encounters’ includes two
other defining gestures: the inclusion of historical positions and an emphasis on live practices.
For the first time, ARS includes key moments in art history, drawing from its past editions,
the collections of the Finnish National Gallery, and loans from international institutions.
As argued by Luc Boltanski and Eve Chiapello, ‘(h)istory represents the quintessential tool
for denaturalising the social’ and therefore is a necessary element of any critical position.7
The main goal is to historicise the present, underlining and speculating lineages and
brushing against the entrapment of the eternal now radiating from the instantaneity of
the digital regime, while at the same time exploring the enduring presence and permanent
reconfiguration of past questions.
Among others, the exhibition includes Marina Abramović and Ulay’s seminal
performative experiments exploring the embeddedness of the spiritual and the bodily;
Lewis Baltz’s documents of the interaction between health and technology in connection to
regimes of bodily control; Jimmie Durham’s reconfiguration of the monument as personal
portable device; Tehching Hsieh’s radical performative critique of the disciplining of society;
Kimmo Kaivanto’s seminal mass-produced ecological statements; Danutė Kvietkevičiūtė’s
webbed representation of nature, culture, and spirituality; Howardena Pindell’s humorous and
painful portrayal of everyday racism; Mervi Kytösalmi-Buhl’s analysis of the relation between

6
7

Kim West. ‘The Problem of Organisation’, Kunskritikk, May 15, 2019, https://kunstkritikk.com/theproblem-of-organisation/ (accessed 15 February 2022).
Luc Boltanski and Eve Chiapello. The New Spirit of Capitalism. London: Verso, 1999, xxiii.
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femininity and representation; and David Wojnarowicz’s urgent plea for empathy toward
nonconforming sexual orientations.
A number of contemporary positions also deal with history, reframing or questioning
established readings of the past. Evgeny Antufiev’s speculative approach grounded in folklore
and shamanism explores the shifting quality of the object.8 Drawing from Mesopotamian
traditions, Kholod Hawash’s fabric works articulate tensions related to gender roles and
their associated social expectations. Samson Kambalu dives into the history of film to
analyse archival and contemporary forms of moving-image representation. Grada Kilomba
reconfigures classical mythology so as to question its pretence of universality. Vojtěch
Kovařík portrays ancient mythological entities as fragile, androgynous figures. Luís Lázaro
Matos queers the myth of Atlantis to address another collapsing civilisation destroyed by
rising sea levels. And Tuan Andrew Nguyen weaves Vietnam’s mythology together with its
current political situation and natural ecosystem. Together, the contemporary and historical
works provide a dialogic context for current investigations and positions, highlighting how art
has permanently been an arena in which to engage crucial questions of the moment, then
and now.
Building on the history of the ARS series and Kiasma’s regular activities, the live
programme is conceived as an integral part of the exhibition, and materialises in different
spaces of the institution. By emphasising the here and now, these participatory and
performative proposals underline the museum as a physical space for gathering, using diverse
methods and projecting myriad scenarios that place audiences at their core. Alexandra
Bachzetsis looks at the influence of pop culture on how identities and bodies are constantly
choreographed. Alex Baczyński-Jenkins’s community-rooted practice reacts against the
recently experienced constraints of social isolation and stillness. Sol Calero explores the
frictions inherent to a bus as a commuting tool and instrument of touristic exotification.
Pia Camil invites us to question an object’s value in light of its personal significance. Donna
Huanca’s collaborative live sculptural installations analyse the relationship between body,
identity, and space, questioning dominant understandings of human form. Alexandra Pirici’s
participatory proposal investigates the political agency of representation to create an
ephemeral living collection. Michele Rizzo experiments with the choreography of clubbing,
exploring the friction between individual and collective, and envisioning transformation as
inevitable. SERAFINE1369’s practice engages with the body-as-oracle producing sanctuary-like
space-times. And in Rugilė Barzdžiukaitė, Vaiva Grainytė, and Lina Lapelytė’s operatic Sun and
Sea (2017), beachgoers sing about the ongoing climate emergency.
By countering mediated forms of isolated digital connectivity with actual bodily
and dialogical exchanges, these expanded live practices create spaces of communal
experimentation, places of imaginative possibility where social formations can emerge in
shared manners.9 Other artists in the show employ photography, sculpture, painting, and
film to estrange dominant forms of understanding the world, teasing expectations and
predefined conceptions with their bodily, immersive, magical, oneiric, and poetic proposals.
Farah Al Qasimi’s mysterious images question Western conceptions of the Arab world.
Frida Orupabo analyses the politics of visibility, bringing to light colonial archival materials
in tandem with content from digital platforms. Laure Prouvost explores images as haptic
instruments to address current processes of dematerialisation. Juha Pekka Matias Laakkonen
explores how technology has made us forget our intrinsic kinship with nature. Anni Puolakka
employs biography as a fictional tool to investigate the overlaps between the human and the
nonhuman. And Andra Ursuţa’s sculptures reference institutional and personal frameworks
such as history and memory to transform ordinary items into otherworldly presences.

8

9

Evgeny Antufiev has withdrawn this work, his new installation, from the exhibition due to Russia’s
invasion of Ukraine. He opposes the war, and he and Kiasma have agreed that the work will not be
exhibited as long as the war continues. In its place, there is an anti-war message ‘No war’ on the
wall in the room where the installation was to be featured.
See Catherine Wood. Performance in Contemporary Art. London: Tate, 2018.
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Together, the many featured practices stage moments of reflection and empowerment
that highlight our consciousness of belonging to a diverse collectivity. ‘ARS22 Living
Encounters’ engages with the contemporary period as a critical and multilayered moment,
employing art as a crucial space of engagement with the world. The exhibition explores
the experimental potential of art and the museum to become platforms of exchange and
imagination where existing structures can be questioned and other possibilities may not
only be imagined, but rehearsed. In this sense ‘Living Encounters’ foregrounds Max Haiven’s
‘radical imagination’, a stance that acts out ‘the idea that things could be different and that we
could live life otherwise’.10
‘ARS22’ designs a choreography of gestures and positions that in their specificity and
as a whole offer alternative paths to present-day detachment, disenchantment, isolation,
and hopelessness, making visible the mutually dependent dynamics between individual
and collective imaginaries both in their continuities and in their ruptures. ‘ARS22 Living
Encounters’ is a gathering that celebrates the intimate, multiple, shared, and dynamic
constitution of life on the planet while projecting dreams, doubts, and hopes into the future.

’ARS22 Living Encounters’, until 16 October 2022, Museum of Contemporary Art Kiasma, Helsinki
Leevi Haapala, João Laia, Jari-Pekka Vanhala (eds.), ARS22: Eläviä kohtaamisia – Living Encounters. A Museum of
Contemporary Art Publication 173/2022. Helsinki: Finnish National Gallery / Museum of Contemporary Art Kiasma &
Milan: Mousse Publishing, 2022, available from the Finnish National Gallery’s webshop, https://museoshop.fi/en/product/
ars22-elavia-kohtaamisia-living-encounters/

10

Haiven, Crises of Imagination, Crises of Power, 18, 218.
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The Flowering of Science and Art
Gill Crabbe, FNG Research
Flower painting in the western canon of art became an independent genre in the 17th
century. As the Sinebrychoff Art Museum displays its exhibition ‘Linnaeus: Glimpses of Paradise’,
Gill Crabbe asks curator Claudia de Brün about the research involved in developing themes for
the show

The Sinebrychoff Art Museum’s ability
to tend its garden of art treasures and
cultivate innovative exhibition material
continues with its wide-ranging show
on the theme of the Northern garden,
flower painting and its relation to science,
‘Linnaeus: Glimpses of Paradise’. From its
own prize possessions of 17th-century
flower paintings by artists such as the
Dutch master Johannes Borman, court
painter to Louis XIV Jean-Michel Picart,
and the workshop of the supreme Dutch
master Jan Brueghel I, the museum has
negotiated loans of significant works in the
genre from Northern European museums
to complement them. The show’s theme
opens out to include floral elements in
religious art, the importance of botanical
illustration, the meeting of art and science
in the vision of the iconic Swedish botanist
Carl Linnaeus, and how floral themes
appeared not only via the art that Paul and
Fanny Sinebrychoff collected but also in
the decorative and functional pieces that
adorned their everyday life.

Johannes Borman, Still life with Flowers,
1600–59, oil on canvas, 58cm x 48cm
Finnish National Gallery / Sinebrychoff Art
Museum

Photo: Finnish National Gallery / Hannu Aaltonen
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There is also the contextual theme of paradise – the word’s original meaning of
a walled area or garden being rooted in ancient Iranian language – which takes in the
socio-political developments of colonial nations during the 17th and 18th centuries. Exotic
plants and species were brought back from voyages of discovery for wealthy elites to create
ornamental gardens, with walled enclosures, trees and water fountains providing a haven
from the wild nature beyond. In the exhibition, the paintings of such earthly delights as
a pineapple plant that bloomed in 1729 at the gardens of royal palace of Ulriksdal near
Stockholm, by the Swedish artist David von Cöln (1689–1763), the anthological florilegia of
the 16th and 17th centuries, and Hieronymus Francken II’s Connoisseurs at a Gallery, all serve
as examples to underline the specific value of plants as collectors’ items in this period.
The research involved for such a thematically broad exhibition, and the book that
accompanies and supplements the show, required a close eye on the weaving together of
several strands and approaches. As the exhibition’s curator Claudia de Brün explains: ‘Our
starting points were the garden in the North, and Finland, as the collectors Paul and Fanny
Sinebrychoff once had their own garden, when they lived in the building that is now the
Sinebrychoff Art Museum. Anna Sinebrychoff, Paul’s mother, was a founding member of the
Garden Society, which sought to promote plant trade and to introduce proper training of
gardeners in Finland, because gardeners had to be brought in for example from Germany or
plants were sometimes brought from St Petersburg. The garden is now a public park, whereas
originally it evolved from including a kitchen garden, to having more emphasis on flowers and
decorative plants, with greenhouses for growing palms and roses to be enjoyed in their rooms
in the house.’
International collaboration both in developing the research, as well as in securing
important loans from abroad, has given the exhibition both breadth and gravitas, besides the
abundant beauty of its artworks. A major theme is the development of the still-life flower
painting and here seeking works to complement and augment the museum’s own works
was a primary consideration. ‘We first looked to the Nordic countries,’ says de Brün. ‘The
Nationalmuseum in Stockholm loaned a still-life painting by Cornelis de Heem and another
came from Hallwylska Museet, also in Stockholm, by Catharina Backer, who while not
considered a professional painter due to her wealthy status, nevertheless was highly skilled.
Copenhagen’s Statens Museum for Kunst provided a Jacob Marrel. We had a very successful
collaboration with the Gustavianum Uppsala University Museum, yielding a second flower
painting by Marrel and a third came from Rotterdam. Then from the Hamburg Art Museum
we had our key work, Posy, by the iconic flower painter Rachel Ruysch, which features in our
exhibition poster. It’s a small but beautiful flower painting, and it’s not so easy to obtain loans
of works by women artists, as they are currently in such high demand.’
‘From Museum Boijmans Van Beuningen in Rotterdam we were granted almost all
of the paintings we asked for,’ de Brün continues, ‘including two small depictions of the
Madonna and child – one where they are flanked by emblematic lilies and roses, the exquisite
Virgin and Child in a Landscape (c. 1520), by Gerard David. They also loaned an early flower
painting by Ambrosius Bosschaert I, and a large bouquet in a wooden tub with over 100 flower
species from the workshop of Brueghel I, (c. 1610), which we paired with our own smallerscale work. Our research draws attention to a letter from Brueghel to Cardinal Federico
Borromeo in 1606, showing that he was very aware of its impact – that it combines different
flowers blooming in different seasons, but all blooming together, and he wrote he thought it
would make quite an impression in wintertime to see so many blooms at the same time.’ All of
these works make for a wealth of comparisons, tracing the evolution of the flowerpiece into
an independent genre.
‘The main aim of the exhibition of course was to show beautiful artworks,’ de Brün
points out, ‘but our research also opened up themes such as the connections between
painters and scientists, and in following this I came across material related to Linnaeus and his
connection to visual art.’
‘Linnaeus also came up when we were looking into research questions because we
wanted to focus on Northern European garden culture and the Finnish garden and, through
his apprentice Pehr Kalm and others, Linnaeus is of central importance to the beginnings
of Finnish garden culture,’ says de Brün. Linnaeus’ botanical garden in Uppsala served as
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Jan Brueghel I, follower of,
Vase with Flowers, oil on
copper, 24cm x 20cm
Finnish National Gallery /
Sinebrychoff Art Museum

Photo: Finnish National Gallery /
Hannu Aaltonen

a model for Pehr Kalm’s garden in Turku, in
Finland. Indeed the show’s strength lies in the
decision to research the relationship between
flower painting and botanical illustration and
concomitantly the overlap between art and
science in this field.
‘Even before Linnaeus, science was
developing into a more empirical discipline,
which meant that observation skills became
essential. Observation was a skill that had long
been crucial for artists too. So perhaps artists
could teach scientists at that stage,’ de Brün
suggests. ‘During this time the microscope
was developed, a tool which many artists also
depended on. It’s no wonder some of the early
flower painters were actually researchers, for
example, the naturalist illustrator Maria Sybilla
Merian (1647–1717).’ De Brün notes here
that Merian, whose skills in illustration were
passed on to renowned flower painters like
Rachel Ruysch, would be on anyone’s wish list
for loans to an exhibition such as this, but her
works are too rare and, being executed mostly
on parchment, too fragile to travel. ‘Back in
the day,’ she continues, ‘researchers would
have wanted to compare species that flower at
different times of year and in order to compare
their forms and structure one would need to
paint them. Of course they could be pressed
and made into a herbarium but when it comes
to colour and 3D form, that would not have
been satisfactory and so this was where the artist would come in. Artists would develop very
refined and detailed skills to paint these 17th- and 18th-century flower paintings, which also
included butterflies and even tiny ants on the leaves.’
De Brün points out that the labels we apply automatically today don’t reflect the whole
picture. Many flower painters were trained as artists but they had a strong connection with
the plant world, for example Rachel Ruysch was the daughter of a professor of botany for
Amsterdam’s botanical garden, so she had access to subjects to draw from an early age, as
well as training as a painter.
This blurring of distinctions between botanical artists, scientific researchers and flower
painters can also been seen in the qualities of Linnaeus himself, whose aesthetic appreciation
even led him to decorate the walls of his bedroom in the farmhouse he acquired in 1758 with
precious botanical engravings, such those by the celebrated German botanical illustrator
Georg Dionysius Ehret. ‘When I thought about the connections between Linnaeus and the
visual arts, I could also see that his approach was a visual one in the way that he marked and
recorded his findings,’ says de Brün. ‘While he studied, he developed his own methods and
tools, and his visual thinking must have been strong to have developed the categories in which
he ordered his material.’
This line of research for the exhibition comes from the collaboration de Brün initiated
with Professor Mikael Ahlund, Director of the Gustavianum Uppsala University Museum. ‘He
had written an essay on Linnaeus and his connection to the visual arts for an exhibition project
in Japan some years ago – so I asked him to write an essay for our book exploring these ideas
further,’ says de Brün.
‘We discussed some of the loans for the exhibition and he had some additional ideas
for loans, including Linnaeus’ groundbreaking volume the Systema Naturae (Leiden, 1735),’
she continues. ‘I did not actually have it in mind because there are no illustrations in it other
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A spread from Linnaeus’ seminal volume Systema naturae, showing
his visual thinking in the arrangement of botanical categories.
Caroli Linnaei, Sveci, Doctoris Medicinae Systema naturae, sive,
Regna tria naturae systematice proposita per classes, ordines,
genera, & species. Lugduni Batavorum [Leiden, the Netherlands]:
Apud Theodorum Haak, Ex Typographia Joannis Wilhelmi de
Groot, 1735. Holding Institution: Missouri Botanical Garden, Peter H.
Raven Library. Digital version: The Biodiversity Heritage Library, DOI:
https://doi.org/10.5962/bhl.title.877

than the later drawing added by Ehret, but on reflection I could
see that the textual groupings of categories in the pages show
Linnaeus’ visual thinking aspect. At the time we were sure that
it’s such a rare and precious edition that we wouldn’t secure
a loan, so Prof Ahlund offered us a very high quality facsimile
of theirs.’ However, de Brün decided to check the National
Library of Finland and discovered it held an original first edition
of its own. ‘And of course they were keen for us to show it.’
This marvellous edition is displayed in the room dedicated to
Linnaeus in the exhibition, along with several loose sheets by
Ehret from Christoph Jacob Trew’s Plantae Selectae (1750–73).

Georg Dionysius Ehret (1708–1770), Papaya. Illustration from
Christoph Jacob Trew’s Plantae selectae quarum imagines
ad exemplaria naturalia Londini in hortis curiosorum nutrita…
Norimbergae [Nuremberg], 1750 [–1790]. National Library of
Finland, http://urn.fi/URN:NBN:fi-fd2021-00030876
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Jean-Michel Picart, Still life of Flowers, 1600–82, oil on canvas, 35cm x 48.5cm
Finnish National Gallery / Sinebrychoff Art Museum
Photo: Finnish National Gallery / Yehia Eweis

There is also an exquisite porcelain service from the 1750s that depicts the plant used in
Linnaeus’ coat of arms, the Linnaea borealis – as Ahlund notes in his essay ‘even the finest
fibres of the root system are visible’. The room is a homage to Linnaeus’ aesthetic gaze, and
de Brün has deftly integrated the theme with the architecture of the space through careful
lighting to draw out the floral relief decorating the surround of the room’s fireplace.
A kind of mini research project within the remit of the exhibition was to identify
the plants displayed in the three finest flower paintings in the Finnish National Gallery /
Sinebrychoff Art Museum’s holdings – Borman’s Still Life with Flowers, Picart’s Still Life of
Flowers, and Vase with Flowers from Jan Brueghel I’s workshop. How did de Brün come to
select Klara Alen for the task? ‘In Finland there has not been so much research in this area and
no experts on flower paintings, so I chose Alen, a Dutch researcher who had published a major
work with the world expert in this area, Sam Segal. In their recent book they had identified
the flowers in those magnificent Dutch and Flemish bouquet works and Alen helped identify
all of the flowers in our three still-life flower paintings.’ Here, de Brün learnt about how to
sequence the listings in the correct order: ‘Circular listing is the traditional way,’ she explains.
‘First the flowers of the bouquet, then the flowers or petals that have fallen down, then the
insects. The most important flowers are generally in the centre and the others are secondary
and placed around the edges. So the sequence starts in the middle and spirals outwards.’
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Gertrud Metz (1746–93),
Still Life with Fruit, oil on
copper, 33cm x 42cm
Finnish National Gallery /
Sinebrychoff Art Museum

Photo: Finnish National Gallery /
Hannu Aaltonen

On the reverse of Gertrud
Metz’s painting Still Life
with Fruit, conservators
have found an inscription
to an engraving that was
the original use for the
copper support
Finnish National Gallery /
Sinebrychoff Art Museum,

Photo: Finnish National Gallery
/ Ari Tanhuanpää

Further new information on another of the Sinebrychoff Art Museum’s works in
the show was revealed when a painting by Gertrud Metz (1746–93) was examined by the
conservator Ari Tanhuanpää before the hang. The painting, Still Life with Fruit, was executed
in oil on a copper plate that had been already used on the reverse as an engraving plate and,
while the image was so abrased it was virtually invisible, the conservator was able to highlight
the inscription in English at the bottom. ‘With this information I was able to find out which
print the plate was used for,’ says de Brün. ‘It is a print after Hogarth, by Joseph Sympson the
Younger. Gertrude Metz probably bought the plate and recycled it. We know Metz was born
in Cologne and she studied in Düsseldorf and spent long periods in London. Now we can say
that probably her painting was made there. We know rather little about the provenance, so
it’s rare to know its early life because the flower still-life genre was mostly art that was made
for private owners who would buy works or give them away or inherit them, making the
provenance difficult to pinpoint.’
The Metz painting is on display in the museum’s basement gallery, where the
Sinebrychoffs originally stored their vegetable produce and wine and beer cellar, and de Brün
has neatly integrated its function with her theme of garden produce and fruits of the harvest,
which also played a major role in still life and other artworks. This theme provided opportunities
to extend the display of the Finnish National Gallery’s works. Thus we find Cabbage Patch, by
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Joseph Sympson Jnr (fl. 1730–35), after William Hogarth (1697–1764), ‘Orator Healey’ – a Preacher
Conducting a Christening, colour mezzotint
Wellcome Collection, United Kingdom
Photo: https://www.europeana.eu/en/item/9200105/wellcomeimages_org_record_V0014920
CC BY

the Danish artist Hans Smidth (1835–1917), alongside Fanny Churberg’s Still Life with Vegetables
and Fish (1896) and Pieter de Ring’s 17th-century still life of fruits, paired with a similar subject
by the little-known painter J. Bruning. ‘Klara Alen researched Bruning’s identity and found
several references to this name but they are spelt differently each time. However, it is likely to
be the same artist, as signatures in those days could be spelt variously.’ Also in the basement
gallery is a series of 17th-century etchings after Annibale Carracci, by Giuseppe Maria Mitelli,
depicting street market sellers of garden produce, wine and the ubiquitous chicken manure.
Works that will be more familiar to Finnish audiences include Pekka Halonen’s Tomatoes (1913)
and Alfred William Finch’s Orchard at La Louvière (1890).
The entire exhibition makes a feast for the eyes, but special mention must go to the
book published alongside it, which contains much additional research and information and
further illustrations. Besides the already mentioned contributions from Mikael Ahlund and
Klara Alen, de Brün gives an overview of painting Paradise, while Aaja Peura has written on
Pehr Kalm, a key ‘apostle’ of Linnaeus who seeded his master’s ideas in Finland with the
construction of the garden of the Academy in Turku. Peura herself has recreated a garden at
Louhisaari near Turku according to Kalm’s principles. ‘I wanted someone who has a hands-on
connection to gardening in Finland,’ de Brün explains. ‘This connection to Pehr Kalm and to
the Finnish garden is hard to show through pictures because there are no paintings of these
early gardens, so Aaja Peura’s essay has neatly filled in the visual gaps.’
‘Linnaeus and Glimpses of Paradise’, until 28 August 2022, Sinebrychoff Art Museum, Helsinki
Claudia de Brün and Kirsi Eskelinen (eds.), Linné ja pieni pala paratiisia / Linnaeus and Glimpses of Paradise. Sinebrychoff
Art Museum Publications. Helsinki: Finnish National Gallery / Sinebrychoff Art Museum, 2022, available from the Finnish
National Gallery’s webshop, https://museoshop.fi/tuote/linne-ja-pieni-pala-paratiisia-linnaeus-and-glipses-of-paradise/
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This article presents the results of material studies focused on identifying and comparing the
contents of the pigment palettes of two notable Finnish painters, Helene Schjerfbeck (1862–
1946) and Akseli Gallen-Kallela (1865–1931). The research methods used comprise energydispersive X-ray fluorescence spectrometry (EDXRF) and polarised light microscopy (PLM). In
addition, certain pigments have been identified in colour areas of the works using specular
reflection FT-infrared spectrometry (FTIR) and Raman spectrometry.1 To support the results
gathered using scientific analytical methods, archival research has been conducted in order to
find notes and references to the pigments made by the artists themselves.
Prior to the research, the main composition of Akseli Gallen-Kallela’s pigment palette
was identified using the first two of the aforementioned analytical methods. The results of the
research study in question were presented in the online journal of the Society for Art History
in Finland Tahiti, published in March 2020.2 A similar research project began in the autumn
of 2020 in order to identify the composition of Helene Schjerfbeck’s pigment palette. The
research is ongoing and the results will be published over the coming years.

Research background
Helene Schjerfbeck and Akseli Gallen-Kallela are internationally the most significant Finnish
artists from the turn of the 19th and 20th centuries. Both were regarded as highly talented
at a very early age and gained considerable popularity on the Finnish art scene in their own
lifetimes. They were both educated in Helsinki at the Drawing School of the Finnish Art Society
and also as private students of elder masters. Both also travelled to Paris to access the most

1
2

All the methods used are non-invasive and/or non-destructive.
Hanne Tikkala and Seppo Hornytzkyj. ‘Luonnontieteellisin analyysimenetelmin tunnistettu Akseli
Gallen-Kallelan väripaletti’, Tahiti, 10(1), 5–55, https://doi.org/10.23995/tht.90554 (accessed 7
June 2022).
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Fig. 1. Helene Schjerfbeck,
The Convalescent, 1888, oil
on canvas, 92cm x 107cm
Finnish National Gallery /
Ateneum Art Museum (A I
223)

Photo: Finnish National Gallery /
Yehia Eweis

Fig 2. Akseli Gallen-Kallela,
Aino Myth, Triptych, 1891, oil
on canvas, 200cm x 413cm
Finnish National Gallery /
Ateneum Art Museum (A I 518)
Photo: Finnish National Gallery /
Hannu Aaltonen

modern education of the period. Schjerfbeck studied at the Académie Trélat and Académie
Colarossi, and Gallen-Kallela at the Académie Julian.3
During her long career Helene Schjerfbeck’s art evolved from historical themes and
French-influenced realism to delicate, minimalistic and in some cases colourful portraits and
still-lifes. Her works, The Convalescent (1887) (Fig. 1), Self-Portrait, Black Background (1915),
Red Apples (1915) and Self-Portrait with Red Dot (1944) are well known to virtually all Finns.
Akseli Gallen-Kallela in turn acted as vital influencer in Finnish nationalist circles at
the turn of the century. His art developed from using a precise academic painting technique
towards an expressive style, with brave brushwork and a distinctive tone.4 He is known as the
illustrator of the Finnish common people, landscapes and The Kalevala, the Finnish national

3
4

Riitta Konttinen. ‘Schjerfbeck, Helene’ (http://urn.fi/urn:nbn:fi:sks-kbg-004115) and Aimo Reitala.
‘Gallen-Kallela, Akseli’ (http://urn.fi/urn:nbn:fi:sks-kbg-003194), in The National Biography of
Finland, online publication. Helsinki: Finnish Literature Society, 1997– (accessed 3 June 2022).
Katariina Johde and Hanne Tikkala. ‘Observations on the Painting Technique and the Materials in
the Painting of Lake View, by Akseli Gallen-Kallela’, FNG Research, 3/2021, 11, https://research.
fng.fi/wp-content/uploads/2022/01/fngr_2021-3_johde_katariina_tikkala_hanne_article1.pdf
(accessed 7 February 2022).
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epos. Gallen-Kallela’s most notable works include Boy with a Crow (1884), Aino Myth, Triptych
(1891) (Fig. 2) and Lake Keitele (1905).
During the 1920s, Helene Schjerfbeck lived in Hyvinkää and Tammisaari, Finland, while
Akseli Gallen-Kallela resided in Finland in Ruovesi, Porvoo, and Espoo, and between 1923–26,
in the US, in Chicago and in the artist collective in Taos, New Mexico. During the 1920s, a new
pigment, titanium white, which is significant from a present-day perspective, entered the art
supplies market. At the same time, the use of some historical, widely used pigments, such as
emerald green5, began to decline.6 The objective of this research study is to examine trends
in the use of painting materials by these artists. The research questions were: Did Helene
Schjerfbeck and Akseli Gallen-Kallela use pigments that had recently entered the market and
how do the pigment palettes they used in the 1920s differ from one another?
While the identification of pigments used in individual works over an artist’s entire
oeuvre serves as an important tool for research into attribution and authentication, the
findings serve an equally significant role as part of the procedures related to preventive
conservation and the occupational safety of conservators.7 Identifying the colour areas with
pigments susceptible to fading or changing colour in artworks makes it possible to implement
protective measures for the works in an increasingly targeted manner and to limit exposure to
light during exhibitions when necessary. Correspondingly, if pigments containing arsenic have
been identified in the work, the conservator working on the object is able to take this into
consideration while performing procedures involving surface cleaning or varnish removal.
The identification of pigments is challenging because of the layered structure and
heterogeneous mixtures of pigment particles in paints. This is the case in the painting
techniques of both Helene Schjerfbeck and Akseli Gallen-Kallela, who used different mixtures
of paints, and especially of Schjerfbeck who reworked her paintings several times and used
multi-layered structures. The colour areas to be studied usually contain several pigments
and fillers, each revealing its own information and yet sometimes covering the information
provided by another material. In fact, the results are often the sum of several separate results
from which the researcher must identify the relevant characteristics of different pigments.
Another challenge for the research involves whether the research can be undertaken entirely
non-invasively or whether small samples can be taken.

Research data
In all, the research material comprises 70 oil and tempera paintings spanning 1920–30, most
of which are either on canvas or on panel. Of these paintings, 27 are by Helene Schjerfbeck
and 43 by Akseli Gallen-Kallela. Of Gallen-Kallela’s production from the period in question,
the pigments in 27 works have been identified with an EDXRF spectrometer and a polarised
light microscope over the course of the previous research. The results of further studies on
the pigments used in these works are presented here, as well as the first findings regarding 16
works not previously examined.
The works are part of the collections of the Finnish National Gallery, the Gösta
Serlachius Fine Arts Foundation, the Gallen-Kallela Museum, the Mannerheim Museum, the
Signe and Ane Gyllenberg Foundation and the Didrichsen Art Museum. All museums are in
Finland. Some works belong to private collections (Tables 1 and 2).
As a method supporting the research results, the archives and correspondence of
the painters have been surveyed for references to and notes on the pigments they used. In
5
6
7

In this research the term emerald green is used when referred to a pigment containing copper and
arsenic (copper acetoarsenite), and not viridian, which is hydrated chromium oxide.
The authors have observed this phenomenon when studying Finnish paintings dated to the turn of
the 19th and 20th century.
Katrien Keune, Jennifer Mass, Apruva Mehta, Jonathan Church and Florian Meier. ‘Analytical
imaging studies of the migration of degraded orpiment, realgar and emerald green pigments in
historic paintings and related conservation issues’, Heritage Science 4:10, 2016,
https://doi.org/10.1186/s40494-016-0078-1 (accessed 25 February 2022).
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Table 1. Paintings by Helene Schjerfbeck researched for ‘Indian Yellow and Titanium White – A Material-centred Perspective on the Pigments Used by Artists Helene
Schjerfbeck and Akseli Gallen-Kallela in the 1920s’

Finnish National Gallery (A IV 3382)

Gösta Serlachius Fine Arts Foundation (GSTS-164)

Signe and Ane Gyllenberg Foundation (G-2011-169)

Dark Lady

1929

Finnish National Gallery (A-2005-112)

1929

The Landlord II (Profile of a Man)

1928

Finnish National Gallery (A-2002-454)

Signe and Ane Gyllenberg Foundation (G-2011-168)

Shadow on the Wall II (Green Bench)

1928

Didrichsen Art Museum (DAM1068)

Finnish National Gallery (A-2002-456)

Signe and Ane Gyllenberg Foundation (G-2011-167)

Gösta Serlachius Fine Arts Foundation (GSTS-160)

Gösta Serlachius Fine Arts Foundation (GSTS-1545)

Finnish National Gallery (A-2005-135)

Finnish National Gallery (A-2005-110)

Finnish National Gallery (A-2005-111)

Didrichsen Art Museum (DAM1121)

Gösta Serlachius Fine Arts Foundation (GSTS-2367)

Didrichsen Art Museum (DAM1067)

Gösta Serlachius Fine Arts Foundation GSTS-2465

Finnish National Gallery (A-2002-453)
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Signe and Ane Gyllenberg Foundation (G-2011-165)
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Collection/Museum

1928 /-29 Crucifixion

Modern Schoolgirl

The Applegirl

1928

1928

Elegant Lady (Dora)

Karin (Girl with Red Cheeks)

1926–28

~1928

The Gardberg Buildings

1926

Rosy-Cheeked Girl

Angel Fragment, after El Greco

1926

1927

The Fortune-Teller

1926

The Death of Wilhelm von Schwerin

La dame au chapeau bleu, d'après
Constantin Guys / Lady with a Blue Hat,
after Constantin Guys
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1924–25

Sjundby Manor

Annuli Reading

1923

1927

Einar Reuter III

1919–20

1927

Title

Year

x = EDXRF
p = PLM
ir = FTIR-reflection
uv-f = UV fluorescence seen with bare eye
uv (m) = UV fluorescence seen through microscope
xBr = Bromium in spectrum, possible eosin
? = identification not sure
x = main white
* inofficial translation
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x
x
x
x
x

x

x

x

x

x

x
x

x
x
x
x

x
x
x
x
x
x
x
x
x
x
x
x
x
x
x
x
x
x
x
x
x
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x
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organic red
uv-f

uv-f

uv-f
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uv-f

uv-f

p, uv-f

uv-f
p
uv-f

uv-f
uv-f
p, uv-f
p, uv-f
p, uv-f
uv-f
uv-f
uv-f
uv-f
uv-f

uv-f
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uv-f

uv-f

cobalt violet
x
x
x

iron oxide pigments

x

x

?

x
x
x
x
x
x

x

x

x

x

x

x
x

x
x
x
x
x
x x
x
x
x,p
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x
x
x
x
x
x
x
x
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x
x
x
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x
x

?

x

lead white
zinc white

titanium white

x
x

x
x

x
x
x
x
x

x
x
x
x
x
x
x

x
x
x
x
x
x
x

x

x

x

x

x

x

x
x

x

x

x

x
x
x

x
x
x

x
x

x
x

x
x
x
x
x
x

x
x

x
x
x
x
x
x
x
x
x
x
x
x
x
x
x
x
x
x
x
x
x
x
x
x
x
x
x

x
x
x
x

x
x
x

x
x

x

iron oxide black
x
x
x

x
x
x

BaSO4/litophone

x x x
x x
x x x
x
x
x x
x x
x x
x
x
x
x
x
x
x
x
x
x
x
x
x x, r
x
x x, r
x x
x
x
x
x x
x
x
x

x
x
x

bone black

geranium lake

indian yellow

neaples yellow

arsenic in red, black or brown

malachite

emerald green

Table 2. Paintings by Akseli Gallen-Kallela researched for ‘Indian Yellow and Titanium White – A Material-centred Perspective on the Pigments Used by Artists Helene
Schjerfbeck and Akseli Gallen-Kallela in the 1920s’

39,5 x 34
20 x 69
24 x 41
24 x 68,5
55 x 45,5
113 x 73,5

32 x 25,5

50 x 42

15 x 20

27 x 19
68 x 51,5
23 x 30
29 x 26,5
20 x 14,5
31 x 31
29 x 37
30 x 16,5
35 x 29,5
20,5 x 32,5
26,5 x 21
29 x 29
20 x 26
30 x 33
20 x 25
32 x 35
20,5 x 26
28,5 x 38
25 x 19,5
19,5 x 26
30 x 41,5
14 x 20
50 x 59
25 x 19,5
20 x 14,5
26 x 20
37,8 x 29 /
39 x 30
49,5 x 34,5
40 x 30

View from the Taos Mountains (spiral column and dead
horse*)***
Landscape in the Rocky Mountains (red shoe*)

Gallen-Kallela Museum (GKM-313)
Private collection
Gallen-Kallela Museum (GKM-734)
Gallen-Kallela Museum (GKM-314)
Gösta Serlachius Foundation (GSTS288)
Private collection
Private collection
Finnish National Gallery (A III 2156)
Finnish National Gallery (A III 2158)
Finnish National Gallery (A III 2157)
Private collection
Private collection
Private collection
Private collection
Gallen-Kallela Museum (GKM-733)
Private collection
Finnish National Gallery (A III 2162)
Finnish National Gallery (A III 2161)
Gösta Serlachius Fine Arts Foundation (GSTS 289)
Finnish National Gallery (A III 2160)
Finnish National Gallery (A III 2159)
Private collection
Private collection
Gösta Serlachius Fine Arts Foundation (GSTS 290)
Gallen-Kallela Museum (GKM-3469)
Gallen-Kallela Museum (GKM-3471)
Private collection

Private collection
Private collection

1924
1924
1924
1924
1924
1924
1924
1925
1925
1925
1925
1925
1925
1925
1925
1925
1925
1925
1925
1925
1925
1925
1925
1925
1925
1925
1925

Native Americans on Horseback*
Siu Ohutaa (Eagle Star)

Size (cm)
36,5 x 28,5
30 x 52
48,5 x 56

1925
not
dated
not
dated
not
dated
not
dated
not
dated
not
dated
1928
1928
1928
1928
1929
1929

Collection / Museum
Private collection
Gallen-Kallela Museum (GKM-7378)
Gösta Serlachius Fine Arts Foundation (GSTS618)

Title
View from the Window at Linudd**
First Snow in Ruovesi**
Mrs Margaret Lippo Hecht and Daughter Margareta,
double portrait, sketch**
Mrs Hecht, portrait, sketch***
Mrs Hecht
Portrait of Elmer Forsberg
View from the Window in Chicago*, ***
A Rocky Landscape in New Mexico**
Portrait of Mr Heyskar, sketch*
Portrait of Kirsti, in Taos*, **
Gate in Taos***
Taos Home in Sunlight***
Taos Home in Moonlight***
View from the Taos Mountains, Horses***
View from the Taos Mountains (green blanket and horses*)
View from the Taos Mountains**
Home in Taos**
Horse and Sheep***
View to Taos Mountains, Home*,***
Shed in the Taos Mountains**
Taos Mountains Shrouded in Clouds***
An Indian Woman in New Mexico**
Native American on Horseback in Snow***
Native American on Horseback***
Penitents Carrying Their Crosses*, ***
Native American in Snow Blizzard***
Crack Willow and Blue Bird in New Mexico**
Girl Carrying a Milk Jug in Taos*
Portrait of Dr Bergmans*
Native American in Green Cloak

Year
~1920
1920
1924

x = EDXRF
p = PLM
r = Raman
ir = FTIR-reflection
uv-f = UV fluorescence seen with bare eye
? = identification not sure
x = main white
** results published 2020
*** results published 2020 and in-depth research conducted 2021
* inofficial translation
CaCO3 / CaSO4
x
x
x
x
x
x

x

x

x

x

x

x
x

x
x
x
x
x
x

x
x
x
x
x
x
x
x

x
x
x
x
x
x
x
x
x
x
x

x
x
x
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Fig. 3. Beckmann’s Syntonos-Colours sales catalogue. Akseli Gallen-Kallela Archive,
Gallen-Kallela Museum, Espoo
Photo: Finnish National Gallery / Hanne Tikkala

the case of Helene Schjerfbeck, this research focuses on the correspondence with her ‘sister
artists’ Ada Thilén, Maria Wiik and Helena Westermarck and a long-time friend, forester and
artist Einar Reuter. The correspondence is located in the Åbo Akademi University Archives in
Turku and in the Archives of the Society of Swedish Literature in Finland, in Helsinki.
The archival material research concerning Gallen-Kallela was conducted by searching
the Gallen-Kallela Archive and home library in the Gallen-Kallela Museum, in Espoo. GallenKallela described his pigments and the mixing techniques involved only to a very limited
extent, which is why the background material concerning him mostly consists of supporting
documentation of various kinds, such as purchase invoices and art supply merchants’
catalogues. Especially interesting is a sales catalogue of Beckmann’s Syntonos-Colours located
in the Gallen-Kallela Archive. In this catalogue, presumably Gallen-Kallela himself has marked
which of the oil-colour tubes was to be purchased.8 (Fig. 3) In addition, his archive includes a
notebook in which he reflects on Michel-Eugéne Chevreul’s colour theory9 and there is also
a reference to Friedrich Wilhelm Ostwald’s colour theory10. The colour theories, and their
implementation, have been excluded from the scope of this study.

8
9
10

L. Auerbach & Co., Fuerth, Bavaria. Sole manufacturers of Beckmann’s Syntonos-Colours
(catalogue). Akseli Gallen-Kallela Archive. Gallen-Kallela Museum, Espoo.
Akseli Gallen-Kallela’s notebook, GKM-7698. Akseli Gallen-Kallela Archive. Gallen-Kallela Museum,
Espoo.
Receipt from A.B. Herman Lindell. Akseli Gallen-Kallela Archive, Gallen-Kallela Museum, Espoo.
A.B. Herman Lindell Esplanadgatan 8, Helsingfors, 21. December 1928, when the item ‘1ast
ostwaldsfärger’ was purchased. This item could have been a box of crayons or a model showing
Friedrich Ostwald’s colour classification system, https://www.winsornewton.com/na/articles/arthistory/ostwald-bauhaus-colour-system/ (accessed 19 March 2021) and https://varioppi.wordpress.
com/oppihistoria/#Ostwald (accessed 20 March 2021).
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Research methods
The analytical methods used in this research follow the research protocol developed in the
Finnish National Gallery’s Conservation unit and Materials research laboratory. This protocol
has been under pressure during the past decade, as the Finnish National Gallery has been
obliged to participate in research to determine any art forgeries in Finland as a contributor to
help the National Bureau of Investigation. The main factors affecting the development of this
protocol and the analytical methods chosen are non-destructivity, effectiveness/performance
and cost-effectiveness. All methods used in this research are commonly used in the field of
pigment studies.11
First, the works were examined using a stereo microscope at 10–40X magnification.
This resulted in findings on the structure of the colour areas: the colour and size of the
pigment particles or particle aggregates in the colour surface of the work, as well as the way
in which these were distributed. For example, during the examination, a purple area might
have been found to contain either nothing but a purple pigment or different mixtures of blue
and red pigments. This examination facilitated linking elements identified from paint surfaces
to specific pigments. Subsequently, the work was illuminated using a Labino UVG3 2.0 UVlight (365 nm) and observations were made regarding the possible fluorescence caused by
pigments in the work.
Following the preliminary research, XRF spectra were collected from different colour
areas of the works using a hand-held Bruker Tracer 5g-spectrometer with a 3mm collimator,
rhodium anode and SSD-detector. The multiple measuring parameters were 15 keV, 10 µA,
no filter and 30 seconds, and 40 keV, 37 µA, Ti/Al-filter and 30 seconds. The XRF spectra were
processed using Bruker Artax software.
Sometimes, simply identifying elements in colour areas is not enough to identify
a pigment conclusively. For example, identifying blue pigments such as Prussian blue or
ultramarine requires additional analytical methods. In this study polarised light microscopy
was used as an additional analytical method.
For the study, a small pigment sample was removed under the stereomicroscope from
the colour area of the work with a tungsten needle. In size, the sample was usually a few tens
of micrometres. The sample was mounted in Meltmount (RI:1.662) between the microscope
slide and the cover slip and examined using 100–400X magnification in plane-polarised and
cross-polarised transmitted and/or reflected light. One sample was prepared as a crosssection sample. It was embedded in polystyrene resin and ground and polished using silicon
carbide papers of 500, 1,000 and 4,000 grit.
The microscopes used were an Olympus BH-2 and a Leica DMRX polarised light
microscope and a Leica MZ 12-stereomicroscope. The micrographs were taken with a Nikon
Coolpix 4500 digital camera mounted on the Leica DMRX polarised light microscope.
In a few cases, a definitive identification of a pigment was impossible using
the analytical methods described. In these cases, the pigment was identified using
FTIR spectrometry or Raman spectrometry. In this study both applications were used
non-destructively.
FTIR spectrometric analyses were performed in reflection mode on the colour surfaces
using a Bruker Alpha FTIR-spectrometer with a DRIFTS-module. The measurements were
carried out in the 4,000–400cm-1 range at a resolution of 4cm-1 using 60 scans and recorded by
OPUS software.
Raman spectrometric analyses were performed with a Bruker Bravo Ramanspectrometer (1,064nm) and a DXR Smart Raman-spectrometer equipped with a Thermo
Scientific DXR microscope with a laser wavelength of 780nm at 12mW of power. Spectra
were collected under the microscope (50X objective) in the range of 60–1,800cm−1. During
11

Walter McCrone. ‘The Microscopical Identification of Artists’ Pigments’, Journal of the International
Institute of Conservation, no 1 and 2, vol 7, 1982, 11–34; Chris McGlinchey. ‘Handheld XRF for
the examination of paintings: proper use and limitations’, in Aaron N. Shugar and Jennifer L. Mass
(eds.), Studies in Archaeological Sciences. Handheld XRF for Art and Archaeology. Leuven: Leuven
University Press, 2012, 131–58.
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Fig 4. Akseli Gallen-Kallela,
Crack Willow and Blue Bird in
New Mexico, 1925, oil on canvas,
mounted on cardboard,
25cm x 19.5cm
Gösta Serlachius Fine Arts
Foundation, Mänttä (GSTS 290)
Photo: Gösta Serlachius Fine Arts
Foundation / Hannu Miettinen

recording, a 10sec exposure time with 3 scans was used and the spectra were recorded by
Omnic software.

Results
The following section deals with pigments and colour palettes used by the artists and is based
on analytical results and archival sources. It should be taken into account that pigments in
each painting are mainly identified using XRF spectrometry.

Blue pigments
The most common blue pigment identified in both artists’ paintings is cobalt blue (CoAl2O4).
All of Schjerfbeck’s paintings and 42 of the 43 Gallen-Kallela paintings analysed contained
cobalt blue. In Gallen-Kallela’s painting Crack Willow and Blue Bird in New Mexico (1925)
(Fig. 4) it was used to create a sunny blue sky and in Schjerfbeck’s painting Girl from Eydtkuhne
II (1927)12 the green shades in the dress are a mixture of cobalt blue, iron-containing colours,
cadmium yellow and whites, mainly zinc white but also lead white.
In a letter to her artist friend Ada Thilén, in 1902, Schjerfbeck asked her to buy some
paints, including one tube of cobalt blue.13 In her correspondence, she has often described
the instability of pigments containing cobalt and its tendency to darken during the painting
process. In a letter addressed to her friend Einar Reuter in 1928, she wrote that cobalt (in
blue) is a dangerous pigment as it changes its colour to dark plum purée in the course of
12
13

Yrjö and Nanny Kaunisto Collection, Finnish National Gallery / Ateneum Art Museum (A-2005-110),
https://www.kansallisgalleria.fi/en/object/547218 (accessed 24 February 2022).
Letter from Helene Schjerfbeck to Ada Thilén, 18 December 1902. Westermarck, Helena.
Manuscript Collections, Åbo Akademi University Library, Turku.
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Spectrum 1. EDXRF spectrum measured from the blue area of Akseli Gallen-Kallela’s painting
Portrait of Carl Gustaf Mannerheim, sketch. Private collection
Figure: Finnish National Gallery / Materials research laboratory, Hanne Tikkala

time.14 She also advised Maria Wiik to be careful with cobalt as it had a tendency to darken to
a greenish-black with age.15 Cobalt blue is known as a very stable and permanent pigment16
and so it is likely that Schjerfbeck refers to some other cobalt-containing pigment in her
letters. For example, smalt, a cobalt-containing potassium glass, has a tendency to fade but
to date it has not been identified in her paintings. Another possibility is that the tube of paint
supplied as cobalt blue contained synthetic organic compounds that tended to fade and
therefore the hue of the painted surface changed during the course of time.
Two references to the use of cobalt blue were found in the Gallen-Kallela Archive and
in the Collections of the Gallen-Kallela Museum.17 Cobalt blue pigment was identified in three
oil colour tubes named ‘Cobalt blue’. The tubes were manufactured by H. Schmincke & Co, Dr.
Fr. Schoenfield & Co and Weimarfarbe. Moreover, three oil colour tubes containing mixtures
of pigments contained cobalt blue, together with synthetic ultramarine or cerulean blue
and/or chromium colours and zinc and lead whites and barium sulphate/litophone.18
Cobalt blue was identified when peaks of cobalt (Co) were present in an XRF spectrum
collected from a blue area. (Spectrum 1) Most cobalt blues dating to the beginning of the 20th
century contain detectable amounts of nickel (Ni) by EDXRF and arsenic (As). These elements

14

15

16

17
18

‘Om jag hade lagt bara Cobolt i Katharinas blå skuggor hade hon inom kort varit tennigt svart,
Cobolt är farlig. Nu tror jag det blir “plommonsås” med tiden. En del konstverk åldras vackert,
en del dö.’ Letter from Helene Schjerfbeck to Einar Reuter, 2 January 1928. Schjerfbeck, Helene.
Manuscript Collections, Åbo Akademi University Library, Turku.
‘Ett råd i olja skall jag ge dig, spara på cobalt, jag vill använda det bästa och nu är allt mörkt
svartgrönt i en kall tenning ton, såg nog hela tiden att det förändrades från en dag till en annan.’
Letter from Helene Schjerfbeck to Maria Wiik, 26 December 1908. SLSA 1297 Letters from Helene
Schjerfbeck to Maria Wiik (1907–1928). The Society of Swedish Literature in Finland, Helsinki.
A. H. Church. The Chemistry of Paints and Painting. London, Great Britain: Seeley, Service & Co.
Limited, 1915, 234; Nicholas Eastaugh, Valentine Walsh, Tracey Chaplin and Ruth Siddall. Pigment
Compendium. Dictionary of Historical Pigments. Burlington, US: Elsevier Butterworth-Heinemann,
2004, 113.
L. Auerbach & Co., Fuerth, Bavaria. Sole manufacturers of Beckmann’s Syntonos-Colours
(catalogue). Akseli Gallen-Kallela Archive. Gallen-Kallela Museum.
Tikkala and Hornytzkyj, ‘Luonnontieteellisin analyysimenetelmin tunnistettu Akseli Gallen-Kallelan
väripaletti’, 53–55.
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are impurities in the pigment that have remained from the manufacturing process.19 Smalt, a
blue potash glass pigment containing cobalt, also includes detectable amounts of nickel and
sometimes also arsenic but in addition a distinct peak of potassium (K) can be observed in the
XRF spectrum.20 In the case of degraded smalt the potassium peak is less intense.
In plane polarised light, the cobalt blue particles appeared translucent blue with a low
relief. According to the literature, the refractive index is equal to or higher than that of the
medium (RI ≥ 1.662).21 However, the cobalt blue particles from both artists’ paintings have
a refractive index, which is lower than the medium (RI < 1.662). Cobalt blue has high red
transmission and the particles appeared red when viewed with the Chelsea-filter. The particles
of cobalt blue appeared isotropic under crossed polars and their size and morphology was
typical of cobalt blue.
The other blue pigment that was identified from both artists’ pigment palettes was
synthetic ultramarine (Na7Ca(Al6Si6O24)(SO4)(S3).H2O). Unlike cobalt blue, it does not have a
characteristic metallic element in its chemical composition, and its constituent elements are
commonly found in extenders, as well as being poorly detected by an EDXRF spectrometer,
so identification was not possible. That is why it was not possible to evaluate how common
synthetic ultramarine is in the pigment palettes of these these two artists.
Synthetic ultramarine is present in Gallen-Kallela’s painting Native American on
Horseback (1925)22 in the colourful rug on the Native American’s horse. In Schjerfbeck’s
painting, The Motorist23, it has been mixed with emerald green in the man’s jacket to form a
vivid blue-green.
There are no indications in Schjerfbeck’s letters of the use of synthetic ultramarine, but
in the private archive of Gallen-Kallela references are found.24 In addition, five oil-colour tubes
named ultramarine belong to the Collections of the Gallen-Kallela Museum. The tubes are
from W. Becker, v. Pereira and Weimarfarbe. In all, synthetic ultramarine was identified from
eight oil-colour tubes belonging to the museum’s collections. In some tubes, it was part of a
colour mixture.25
In plane polarised light synthetic ultramarine appeared as evenly coloured translucent
blue particles. These particles were rounded and small but coarser particles were also
observed. The particles often aggregated, forming bigger clusters and that is why the
individual particles were sometimes hard to distinguish. The refractive index was lower than
that of the medium (RI < 1.662) and the relief was low. Synthetic ultramarine (as well as
natural) has a high red transmission and it appeared red with the Chelsea-filter. Under crossed
polars the synthetic ultramarine particles appeared isotropic.
Prussian blue, ferric ferrocyanide, is a pigment that was used only by Helene
Schjerfbeck. It has been identified in four of her paintings. Schjerfbeck has noted the pigment

19
20

21

22
23
24
25

Muriel Geldof and Lise Steyn. ‘Van Gogh’s Cobalt Blue’, in Marija Vellekoop, Muriel Geldof,
Ella Hendriks, Leo Jansen and Alberto de Tagle (eds.), Van Gogh’s Studio Practice. Brussels:
Mercatorfonds, 2013, (256–67) 260–65.
Marika Spring, Veronika Kugler and Stewart Bean. ‘Quantitative energy dispersive X-ray analysis of
the blue pigment smalt’, in Nigel Meeks, Caroline Cartwright, Andrew Meek and Aude Mongiatti
(eds.), Historical Technology, Materials and Conservation: SEM and microanalysis. London:
Archetype Publications in association with British Museum, 2012, (114–22) 117.
Nicholas Eastaugh, Valentine Walsh, Tracey Chaplin and Ruth Siddall. Pigment Compendium. Optical
Microscopy of Historical Pigments. Burlington, US: Elsevier Butterworth-Heinemann, 2004, 35; Roy
Ashok. ‘Cobalt blue’, in Barbara H. Berrie (ed.), Artists’ Pigments. A Handbook of Their History and
Characteristics. Volume 4. Washington: National Gallery of Art, 2007, (151–77) 155.
Finnish National Gallery / Ateneum Art Museum (A III 2159), https://www.kansallisgalleria.fi/en/
object/440830 (accessed 24 February 2022).
Gösta Serlachius Fine Arts Foundation (GSTS-164), https://taide.art/teokset/
rCrGcgGjW0S0nBHAKE-TwA/Autoilija-M%C3%A5ns-Schjerfbeck (accessed 27 June 2022).
L. Auerbach & Co., Fuerth, Bavaria. Sole manufacturers of Beckmann’s Syntonos-Colours
(catalogue). Akseli Gallen-Kallela Archive. Gallen-Kallela Museum, Espoo.
Tikkala and Hornytzkyj, ‘Luonnontieteellisin analyysimenetelmin tunnistettu Akseli Gallen-Kallelan
väripaletti’, 53–55.
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Fig. 5. Helene Schjerfbeck, Portrait of Måns
Schjerfbeck, 1930, oil on canvas,
50.5cm x 35.5cm
Deposited at the Finnish National Gallery
(TA-2005-9)
Photo: Finnish National Gallery / Yehia Eweis

and its darkening properties in her
letters to Maria Wiik and to Einar
Reuter.26 In the Gallen-Kallela Archive,
no references to the use of Prussian blue
are found, but it has been identified in
one of the oil-colour tubes which had
unclear markings.27 Nevertheless, in
the early years of his career, GallenKallela used Prussian blue but was left
unconvinced about its properties. He
has written on the back of one of his
paintings that the Prussian blue he had
used had faded and changed colour, to a
black-greenish tone.28
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Spectrum 2. Specular reflection FTIR spectrum measured from Helene Schjerfbeck’s painting
Portrait of Måns Schjerfbeck, deposited at the Finnish National Gallery (TA-2005-9)
Figure: Finnish National Gallery / Materials research laboratory, Hanne Tikkala

26

27
28

‘I Kath. Bauman satte jag bleu de Prusse ett grand i panna och bykt, det mörknar efter en tid och
det blir en gammal tavla, liten omväxling i glädjen.’ Letter from Helene Schjerfbeck to Maria Wiik,
18 December 1927. SLSA 1297 Letters from Helene Schjerfbeck to Maria Wiik (1907–1928). The
Society of Swedish Literature in Finland, Helsinki.
Tikkala and Hornytzkyj, ‘Luonnontieteellisin analyysimenetelmin tunnistettu Akseli Gallen-Kallelan
väripaletti’, 54.
Winter Scene in Jaatsi, 1882 (GKM-355), Gallen-Kallela Museum, Espoo.
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Fig. 6. Akseli Gallen-Kallela, Taos Home in Sunlight,
1925, oil on canvas, mounted on plywood,
35cm x 29.5cm
Finnish National Gallery / Ateneum Art Museum
(A III 2158)
Photo: Finnish National Gallery / Jenni Nurminen

In plane polarised light Prussian blue
particles were very small, translucent and had
an intense blue shade. The particles tended to
aggregate and that is the reason why the clusters
appeared opaque at times. The relief was low
and the refractive index was lower than that of
the medium (RI < 1.662). When viewed with the
Chelsea-filter, the colour of the particles was
unchanged. Under crossed polars the particles
appeared isotropic.
In one of the Schjerfbeck paintings,
Portrait of Måns Schjerfbeck (Fig. 5), Prussian blue
was identified in the blue jacket of the model,
using specular reflectance FTIR spectrometry.
The Prussian blue particles formed agglomerates
in combination with zinc white and this made
characterisation of the particles difficult. In
specular reflection FTIR spectrometry, Prussian
blue was identified when a typical cyano group
absorption band at around 2,100 cm-1 was present
in the spectrum.29 (Spectrum 2)
Cerulean blue (CoSnO3) was used only
by Gallen-Kallela during the 1920s. It was identified in seven of the 43 paintings analysed.
For example, in the painting Taos Home in Sunlight (1925) (Fig. 6) it was used as a mixture
with synthetic ultramarine and viridian in the blue-green sky area. Cerulean blue is not
discussed by either of the artists, but it has been identified in two of Gallen-Kallela’s oil-paint
tubes. Both were manufactured by H. Schmincke. One was named ‘Cölinblau’ and the other
‘Blaugrünoxyd no 103’.30
Cerulean blue was identified when peaks of cobalt (Co) and tin (Sn) were present in
the XRF spectrum collected from a blue area of the painting. In plane polarised light, small
rounded translucent blue-green particles were observed. The particle size was small, the
relief was high and the refractive index was higher than that of the medium (> 1.662). Under
crossed polars cerulean blue particles were isotropic.

Green and yellow pigments
In general, green and yellow chromium pigments are common in both artists’ pigment
palettes. There are many different types of pigments containing chromium and they were
often used by artists during the latter half of the 19th century and at the beginning of the 20th

29

30

The efficiency of this method depends on the possible existence of a layer of lacquer on the surface
of the painting and of its thickness. In this case such a layer either did not exist or was really thin
and the characterisation of the pigment was possible. Because of the lacquer layer it is more
common to characterise Prussian blue with polarised light microscopy.
Tikkala and Hornytzkyj, ‘Luonnontieteellisin analyysimenetelmin tunnistettu Akseli Gallen-Kallelan
väripaletti’, 53–54.
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Fig. 7. Helene Schjerfbeck,
Sjundby Manor, 1927, oil on
canvas, 79.5cm x 94cm
Yrjö and Nanny Kaunisto
Collection, Finnish National
Gallery / Ateneum Art Museum
(A-2005-135)
Photo: Finnish National Gallery /
Hannu Pakarinen

century. Identifying these is often challenging. Very often the elements chromium (Cr), lead
(Pb), barium (Ba) and strontium (Sr) are detected in different colour areas in paintings with
an XRF-spectrometer. The area containing these elements might include a green pigment, a
mixture of blue and yellow pigment, a mixture of green and yellow pigment or a mixture of
blue, green and yellow pigment. That is why the pigments containing chromium cannot be
identified using XRF spectrometry alone, and so other analytical techniques are necessary.
In this research, the most common chromium-containing pigment identified was
viridian, hydrated chromium oxide (Cr2O3 .2H2O). For example, in Schjerfbeck’s painting
Sjundby Manor (Fig. 7) it forms different shades of green with emerald green and ironcontaining pigments. In Gallen-Kallela’s Native American on Horseback31 the green colour in
the blanket is viridian.
Viridian was identified in seven oil-colour tubes belonging to the Collections of
the Gallen-Kallela Museum. It forms part of a colour mixture in three Fritz Behrendt tube
colours named ‘Behrendtgrün’. Wilh. Becker’s oil-colour tube named ‘Kromoxidgrönt’, two
Weimarfarbens ‘Permanentgrün’ tubes and one tube of J. Blockx Fils à Vieux-dieu called ‘Vert
compose’ contained viridian. Gallen-Kallela has also marked a colour called ‘Chrome oxid [sic]
blue-green’ in Beckmann’s Syntonos-Colours catalogue.32
Helene Schjerfbeck mentioned chromium pigment just once, when she wrote to Maria
Wiik in 1914 about the paintings she was working on. In her letter she noted that chromium

31
32

Finnish National Gallery / Ateneum Art Museum (A III 2159), https://www.kansallisgalleria.fi/en/
object/440830 (accessed 27 June 2022).
L. Auerbach & Co., Fuerth (Bavaria). Sole manufacturers of Beckmann’s Syntonos-Colours
(catalogue). Akseli Gallen-Kallela Archive. Gallen-Kallela Museum.
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Fig. 8. Particles of emerald
green pigment observed in
plane polarised transmitted
light. From Helene Schjerfbeck’s
painting Modern Schoolgirl,
1928
Ester and Jalo Sihtola Fine Arts
Foundation Donation, Finnish
National Gallery / Ateneum Art
Museum (A-2002-456)
Photo: Finnish National Gallery /
Materials research laboratory,
Seppo Hornytzkyj

and cinnabar were dangerous, but
no explanation to this comment was
given.33 She did not explain whether
she meant viridian, chromium yellow
or some other pigments containing
chromium.
In plane polarised light,
particles of viridian appeared
translucent bright green. The relief
was low and the refractive index
was higher than that of the medium
(RI > 1.662). The particle size
showed a broad distribution. Under
crossed polars the particles were
anisotropic and had high birefringence that was masked by the bright blue-green body colour.
Because the particles often occur as aggregates, sweeping extinction could be seen when the
microscope table was turned.
Chrome yellow (PbCrO4) was identified in one of the Schjerfbeck paintings – The
Fortune Teller (1926)34 – in the woman’s yellow dress. As for Gallen-Kallela, chrome yellow was
identified in one of the Wilh. Becker oil-colour tubes called ‘Kromoxidgrönt’ and in one of the
Weimarfarbe oil-colour tubes called ‘Permanentgrün’.35
Copper aceto arsenite (Cu(C2H3O2)2.3Cu(AsO2)2), known as emerald green, and other
pigments containing copper were not identified in Gallen-Kallela’s researched paintings from
the 1920s, but five of the 27 Schjerfbeck paintings analysed contained emerald green in green
or brown colour areas. Copper aceto arsenite was identified, when intense peaks of copper
(Cu) and arsenic (As) were present in the XRF spectrum. In Modern Schoolgirl (1928)36 the
green collar of the girl is painted with emerald green.
In plane polarised light copper aceto arsenite particles appeared as translucent green,
finely fibrous spherulites. (Fig. 8) The relief was low and the refractive index was higher than
that of the medium (RI > 1.662). Under crossed polars the particles were anisotropic and high
birefringence colours were observed.
In her letter to Maria Wiik in 1915, Schjerfbeck writes that she has mixed carmine lake
and emerald green and the result is blue.
Guess what, I repainted the background the other day. I mixed together a self-invented
poisonous concoction, red and green and you get blue! (Carmine lake no. 7 and emerald
green).37
In a letter to Einar Reuter in 1925, she also mentioned having used Veronese green,
‘vert-Veronese’, in the background of the portrait of Måns Schjerfbeck. This name used for the

33
34
35
36
37

‘Här har en tabell och ser att chrom och zinober äro farliga, men huru skall man vara utan zinober?’
Letter from Helene Schjerfbeck to Maria Wiik, 28 January 1914. Westermarck, Helena. Manuscript
Collections, Åbo Akademi University Library, Turku.
Yrjö and Nanny Kaunisto Collection, Finnish National Gallery / Ateneum Art Museum (A-2005-114),
https://www.kansallisgalleria.fi/en/object/552468 (accessed 27 June 2022).
Tikkala and Hornytzkyj, ‘Luonnontieteellisin analyysimenetelmin tunnistettu Akseli Gallen-Kallelan
väripaletti’, 53–54.
Ester and Jalo Sihtola Fine Arts Foundation Donation, Finnish National Gallery / Ateneum Art
Museum (A-2002-456), https://www.kansallisgalleria.fi/en/object/521590 (accessed 27 June 2022).
‘Vet du en dag målade jag om fonden, blandade en af mig uppfunnen giftblandening, rödt och
grönt och det blir blått! (Krapplack no 7 med vert émérande).’ Letter from Helene Schjerfbeck to
Maria Wiik, 18 March 1915. Westermarck, Helena. Manuscript Collections, Åbo Akademi University
Library, Turku. Transl. Lene Wahlsten.
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Figs. 9 a–b. A particle of
malachite observed in plane
polarised transmitted light in
different orientations. From
Helene Schjerfbeck’s painting
Annuli Reading, 1923
Yrjö and Nanny Kaunisto
Collection, Finnish National
Gallery / Ateneum Art
Museum (A-2005-132)
Photo: Finnish National Gallery /
Materials research laboratory,
Seppo Hornytzkyj

pigment is vague since it could refer to green earth from Verona, viridian (hydrated chromium
oxide) or emerald green (copper aceto arsenite).38
Gallen-Kallela had bought an oil-colour tube, which could have been emerald
green, from the Finnish colour retailer Suomen Väri- ja Vernissatehdas.39 This tube is called
‘Keisarinvihreä’ (Imperial green) and, according to the retailer’s catalogue from 1898, it
contains arsenic.40
Arsenic has also been identified in three of Schjerfbeck’s paintings in black and brown
areas. For example, in the painting The Seamstress, Half-Length Portrait (1927)41, arsenic was
identified in the brown black hair but no copper or cobalt was present in the XRF spectrum.
In these three cases, the pigment that contains arsenic has yet to be identified. It could
be possible, but highly unusual considering the time, that in these paintings she had used
orpiment (As2S3), a yellow orange pigment that has a tendency to degrade to grey-brown or
white.42 However, this pigment has not yet been identified from her paintings.
In Schjerfbeck’s Annuli Reading (1923)43, an intense peak of copper was present in
the XRF spectrum measured from a green area at the left side of the painting. A sample
was collected from this area and malachite (Cu2CO3(OH)2) was identified with the help of
the polarised light microscope. In her letter to Maria Wiik in 1912, Schjerfbeck mentioned
‘vert malachite’.44 When viewed in plane polarised light, malachite particles appeared light
green translucent particles and their relief changed from high to low when the microscope
table was rotated (Fig. 9). The refractive indices of the particles were higher than that of the
medium (RI > 1.662). Under crossed polars the particles were anisotropic and they had high
birefringence and showed high interference colours.

38

39
40
41
42
43
44

Carol A. Grissom. ‘Green Earth’, in Robert L. Feller (ed.), Artists’ Pigments. A Handbook of their
History and Characteristics. Volume 1. Oxford: Oxford University Press, 1985, (141–67) 143; Ralph
Mayer. The Artist’s Handbook of Materials & Techniques. Fifth edition, revised and expanded by
Steven Sheehan. London: Clays Lts St Ives Plc, 1991, 61; Eastaugh et al., Pigment Compendium. A
Dictionary of Historical Pigments, 388.
Receipt, Suomen Väri- ja Vernissatehdas O.-Y., 5.7. Akseli Gallen-Kallela Archive. Gallen-Kallela
Museum, Espoo.
Catalogue of Suomen Väri- ja Vernissatehdas, Helsinki: J. Simeliuksen perillisten kirjapaino,
1898, page 35. Digital Collections. National Library of Finland, (https://digi.kansalliskirjasto.fi/
pienpainate/binding/342697?page=35, (accessed 14 May 2021).
Yrjö and Nanny Kaunisto Collection, Finnish National Gallery / Ateneum Art Museum (A-2005-111),
https://www.kansallisgalleria.fi/en/object/543622 (accessed 27 June 2022).
Keune et al., ‘Analytical imaging studies of the migration…’, 14; Elisabeth West Fitzhugh. ‘Orpiment
and Realgar’, in Elisabeth West Fitzhugh (ed.), Artists’ Pigments. A Handbook of their History and
Characteristics. Volume 3. Oxford: Oxford University Press, 1997, (47–79) 51.
Yrjö and Nanny Kaunisto Collection, Finnish National Gallery / Ateneum Art Museum (A-2005-132),
https://www.kansallisgalleria.fi/en/object/594229 (accessed 27 June 2022).
‘Nu har jag tagit neapelgult och vert malachite.’ Letter from Helene Schjerfbeck to Maria Wiik,
28 January 1914. Westermarck, Helena. Manuscript Collections, Åbo Akademi University Library,
Turku.
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Spectrum 3. EDXRF spectrum measured from the green area of Helene Schjerfbeck’s painting
The Landlord II, 1928, Yrjö and Nanny Kaunisto Collection, Finnish National Gallery / Ateneum Art
Museum (A-2005-112)
Figure: Finnish National Gallery / Materials research laboratory, Hanne Tikkala

Among the yellow pigments, both artists often used cadmium yellow (CdS). Of the
27 Schjerfbeck paintings analysed, it was present in 10, and also in 36 of Gallen-Kallela’s
43 paintings examined. For example, in Taos Home in Sunlight (Fig. 6), Gallen-Kallela has
used cadmium yellow in the yellow shades of the bushes. He marked two different types of
cadmium yellow tubes in Beckmann’s sales catalogue: ‘Cadmium yellow light’ and ‘deep’.45
Cadmium yellow was identified when cadmium (Cd) peaks were present in the XRF spectrum
collected from the green, yellow or orange areas of the painting.
Naples yellow (Pb2Sb2O7) was identified in the green area of Schjerfbeck’s
The Landlord II (1928).46 In the XRF spectrum intense peaks of lead (Pb) and antimony (Sb)
were present, together with cobalt (Spectrum 3). The green was a mixture of Naples yellow
and cobalt blue. Of the two artists, only Schjerfbeck gives us evidence that she has used
Naples yellow.47

Pigments containing iron
Pigments containing iron (Fe) have been identified in yellow, orange, red, green and brown
areas in both artists’ paintings. Their use of these pigments was very common and continued
throughout their careers across every decade. Schjerfbeck has mentioned only one pigment,
Sienna48, in reference to these pigments, but in Gallen-Kallela’s archive and the museum’s
collections there are many references: in Beckmann’s Syntonos-Colours catalogue Gallen-

45
46
47
48

L. Auerbach & Co., Fuerth (Bavaria). Sole manufacturers of Beckmann’s Syntonos-Colours
(catalogue). Akseli Gallen-Kallela Archive. Gallen-Kallela Museum.
Yrjö and Nanny Kaunisto Collection, Finnish National Gallery / Ateneum Art Museum (A-2005-112),
https://www.kansallisgalleria.fi/en/object/550406 (accessed 27 June 2022).
Letter from Helene Schjerfbeck to Einar Reuter, 26 February 1920. Schjerfbeck, Helene. Manuscript
Collections, Åbo Akademi University Library, Turku; Helene Schjerfbeck to Maria Wiik, 28 July 1914.
Westermarck, Helena. Manuscript Collections, Åbo Akademi University Library, Turku.
‘Nu har jag preparerat en duk och satt sienna och blått i kritan för att ha en ton, den blif ända tungt
rödaktig tror jag.’ Letter from Helene Schjerfbeck to Maria Wiik, 12 October 1913. Westermarck,
Helena. Manuscript Collections, Åbo Akademi University Library, Turku.
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Kallela has marked ‘Light Ochre’, ‘Raw Sienna’, ‘English red (light)’ and ‘Burnt Sienna’49 and
the actual oil-colour tubes containing iron pigments are ‘Terra di Sienna’ and ‘Englishroth’
(Beckmann’s Syntonos-Farben), ‘Casslerbraun’ and ‘Umbra’ (Bernhard Kahn & Co), ‘Caput
mortuum’ (Fritz Behrendt Farbefabrik), ‘Terra di Sienna’ (Becker’s Normalfärger AB), ‘Lichter
Ocher’, ‘Umbra (Cyprische)’ and ‘Goldocker’ (Dr. Fr. Schoenfield & Co), ‘Terra di Sienna’,
‘Casslerbraun’ and ‘Demi Ombre Neu’ (v. Pereira Temperafarbe), ‘Siena’, ‘Terra di Siena’,
‘Römische Ocker’, ‘Lichter Ocker’, ‘Goldocker’ and ‘Caput Mortuum’ (H. Schmincke & Co).50
Identification of the specific pigments containing iron in these tubes would require its own
research project.
In this research, the identification of pigments containing iron in the colour areas
was made when an intense peak of iron was detected in the XRF spectrum measured from
a yellow, orange, red, brown or black colour area of the painting. In the XRF spectrum
a strong peak of iron appeared, often together with weak peaks of manganese (Mn)
and/or titanium (Ti).
Intense peaks of iron were observed in the XRF spectra collected from some of the
green areas in both artists’ paintings. Therefore, it is possible that iron-containing green
earth pigments (celadonite/glauconite) belong to both artists’ pigment palettes. Although
these pigments were not identified in any of the polarised microscope samples, the presence
of green earth in Gallen-Kallela’s pigment palette was confirmed in the course of the
previous research.51

Red pigments
Vermilion (HgS) has been identified in both artists’ paintings, but Gallen-Kallela used it more
frequently, in fact it occurs in 41 of his 43 analysed paintings. Vermilion was identified in only
eight of Schjerfbeck’s 27 paintings that were analysed. It was characterised when a strong
peak of mercury (Hg) was observed in the XRF spectrum. Vermilion has been identified in one
oil-colour tube, ‘Karmin-Zinnober’ (Dr. Fr. Schoenfield & Co), belonging to the Collection of the
Gallen-Kallela Museum.52 Helene Schjerfbeck writes about vermilion often and speaks highly
of it, although she recognised its tendency to change colour.53
Red pigments containing iron, as well as other iron-containing colours, were often used
by both artists. It is most probable that in Schjerfbeck’s pigment palette red iron-rich pigments
were her most frequently used red pigments. That is why strong peaks of iron were often
present in the XRF spectrum measured from the red colour areas in her paintings.

Purple pigments
In the Schjerfbeck paintings that were analysed all the purples are mixtures of different red
and blue pigments and no single purple pigments have been identified, neither have they
been noted in her letters. In Gallen-Kallela’s paintings, purples are not only mixtures of red
and blue pigments but also cobalt violets: cobalt phosphate (Co3(PO4)2) and magnesium cobalt
arsenate (Mg2Co(AsO4)2). Cobalt phosphate was identified in one of the oil tubes belonging to

49
50
51
52
53

L. Auerbach & Co., Fuerth, Bavaria. Sole manufacturers of Beckmann’s Syntonos-Colours
(catalogue). Akseli Gallen-Kallela Archive. Gallen-Kallela Museum.
Tikkala and Hornytzkyj, ‘Luonnontieteellisin analyysimenetelmin tunnistettu Akseli Gallen-Kallelan
väripaletti’, 53–54.
Tikkala and Hornytzkyj, ‘Luonnontieteellisin analyysimenetelmin tunnistettu Akseli Gallen-Kallelan
väripaletti’, 38.
Tikkala and Hornytzkyj, ‘Luonnontieteellisin analyysimenetelmin tunnistettu Akseli Gallen-Kallelan
väripaletti’, 53.
‘Här har en tabell och ser att chrom och zinober äro farliga, men huru skall man vara utan zinober?’
Letter from Helene Schjerfbeck to Maria Wiik, 28 January 1914. Westermarck, Helena. Manuscript
Collections, Åbo Akademi University Library, Turku.
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Figs. 10 a–b. A particle of
cobalt phosphate observed
in plane polarised transmitted
light in different orientations.
From Akseli Gallen-Kallela’s
painting Native American on
Horseback, 1925
Finnish National Gallery /
Ateneum Art Museum (A III
2159)
Photo: Finnish National Gallery /
Materials research laboratory,
Seppo Hornytzkyj

the Gallen-Kallela Museum’s collections. This tube was wrapped in thin paper with the name
‘Violet cob.’ written on it. The tube was manufactured by H. Schminke.54
Cobalt violet was identified in six of the 43 analysed paintings. For example, in
Gallen-Kallela’s Native American on Horseback55 the dark purple areas in the rug on the horse
are painted with cobalt phosphate and the violets, while the mountains in Native American on
Horseback in Snow (1925) (Fig. 14) are painted with magnesium cobalt arsenate. Identification
of magnesium cobalt arsenate was possible with both the polarised light microscope and, also
when intense peaks of cobalt (Co) and arsenic (As) were observed in the XRF spectrum.
In plane polarised light, cobalt phosphate particles were translucent, pale violet and
pleochroic from purple-blue to yellow-orange in colour. (Fig. 10) The relief was low and the
refractive index was higher than that of the medium (RI > 1.662). Under crossed polars the
particles were anisotropic and they had high birefringence colours masked by the body colour.

Organic pigments
Organic red pigments were not characterised in either of the artists’ pigment palettes, even
though they are present in the selected paintings.56 In one painting by Helene Schjerfbeck,
Angel Fragment, after El Greco (1928–29)57, a weak peak of bromine (Br) was detected in the
XRF spectrum measured from a light pink area. This might refer to the use of eosin containing
synthetic organic red pigment that has a tendency to fade rapidly.58 This phenomenon was
detected soon after the pigment had been taken into use as an artists’ colour.59
Gallen-Kallela favoured red organic pigments that have a strong pink or orange
UV fluorescence. The use of organic red pigments was often detected with the help of
UV fluorescence or in polarised light microscopy samples. He used these pigments abundantly
in large areas, for example in the sky or in the skin areas of human figures. In Schjerfbeck’s
paintings these pigments and their fluorescence can also be seen, but in a more delicate
way as in small brush strokes here and there. With her paintings the detection of the
54
55
56
57
58
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Tikkala and Hornytzkyj, ‘Luonnontieteellisin analyysimenetelmin tunnistettu Akseli Gallen-Kallelan
väripaletti’, 54.
Finnish National Gallery / Ateneum Art Museum (A III 2159), https://www.kansallisgalleria.fi/en/
object/440830 (accessed 27 June 2022).
Organic reds caused so much fluorescence in the Raman spectrum that they could not be
identified. Under UV light organic reds appeared pink/orange. This property can refer to the use of
madder lakes or kermes lake (cochineal).
Ester and Jalo Sihtola Fine Arts Foundation Donation, Finnish National Gallery / Ateneum Art
Museum (A-2002-453), https://www.kansallisgalleria.fi/en/object/518535 (accessed 27 June 2022).
Muriel Geldof, Matthijs de Keijzer, Maarten van Bommel, Kathrine Pilz, Johanna Salvant, Henk
van Keulen and Luc Megens. ‘Van Gogh’s Geranium Lake’, in Marije Vellenkoop, Muriel Geldof,
Ella Hendriks, Leo Jansen and Alberto de Tagle (eds.), Van Gogh’s Studio Practices. Brussels:
Mercatorfonds, 2013, (268–289) 286.
F. W. Weber. Artists’ Pigments. Their Chemical and Physical Properties. New York, US: D. van
Nostrand Company, 1923, 58–59.
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Fig. 11. Helene Schjerfbeck,
Still Life in Green, 1930, oil on
canvas, 33.5cm x 50cm
Antell Collections, Finnish
National Gallery / Ateneum
Art Museum (A IV 3382)
Photo: Finnish National Gallery /
Hannu Pakarinen

UV fluorescence of a red organic pigment is mainly achieved under the stereomicroscope,
whereas in Gallen-Kallela’s works the UV fluorescence can be seen with the naked eye.
In her letter to Ada Thilén in 1902, Schjerfbeck asked her friend to send her two tubes
of organic red paint; ‘krapplack no 2’ and ‘krapplack no 7’.60 Number 7 is a paint she mentions
that she has used in her blue ‘poison mixture’.61 When it comes to Gallen-Kallela, a lot of
evidence for the use of organic pigments was found in the Collections and Archives of the
Gallen-Kallela Museum. There are four oil-colour tubes that were labelled as a reference to
organic reds: ‘Münecher lack’ (Bernhard & Co, Kölnen Farben Fabrik), ‘Karmin-Zinnober’ (Dr.
Fr. Schoenfeld & Co), ‘Krapplack’ (Garance) (v. Pereira’s Temperafarbe) and ‘Alizarin-Madder’
(markings are unclear).62 Judging from the names of the red organic pigments it can be said
that the first three represent the type of organic pigments derived from cochineal insect
species, and the last one is derived from madder plants. Gallen-Kallela has marked tubes
named ‘Madder Lake, deep’ and ‘Carmine-Vermilion’ as to be purchased, in Beckmann’s
Syntonos-Colours sales catalogue.63
Indian yellow, a mixture of the calcium (Ca) and magnesium (Mg) salts of euxanthic
acid, is the only organic yellow pigment identified in Helene Schjerfbeck’s paintings, but no
organic yellows were identified either in Gallen-Kallela’s paintings or in his oil-colour tubes.
For example, in Schjerfbeck’s painting Still Life in Green (1930), it occurs in the green shades
as a mixture of cobalt blue, viridian and iron oxide pigments (Fig. 11). Indian yellow is a
complex compound of calcium (Ca) and magnesium (Mg) salts of euxanthic acid. The pigment
is derived from the urine of cows fed with mango leaves.64 This pigment has been identified
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Letter from Helene Schjerfbeck to Ada Thilén, 18 December 1902. Westermarck, Helena.
Manuscript Collections, Åbo Akademi University Library, Turku.
Letter from Helene Schjerfbeck to Maria Wiik, 18 March 1915. Westermarck, Helena. Manuscript
Collections, Åbo Akademi University Library, Turku.
Tikkala and Hornytzkyj, ‘Luonnontieteellisin analyysimenetelmin tunnistettu Akseli Gallen-Kallelan
väripaletti’, 53–54.
L. Auerbach & Co., Fuerth, Bavaria. Sole manufacturers of Beckmann’s Syntonos-Colours
(catalogue). Akseli Gallen-Kallela Archive. Gallen-Kallela Museum.
A. H. Church. The Chemistry of Paints and Painting. London, Great Britain: Seeley, Service & Co.
Limited, 1915, 174–75; Norbert S. Baer, Abraham Joel, Robert L. Feller and Norman Indictor. ‘Indian
Yellow’, in Robert L. Feller (ed.), Artists’ Pigments. A Handbook of Their Characteristics. Volume 1.
Washington: National Gallery of Art, 1986, (17–36) 17, 25.
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Figs. 12 a–c. An acicular particle of Indian yellow observed in plane
polarised transmitted light and in cross-polarised transmitted light in
different orientations of the λ-filter. From Helene Schjerfbeck’s painting
Einar Reuter III, 1919–20, Friends of the Ateneum Collection, Finnish
National Gallery / Ateneum Art Museum (A-1998-498)
Photo: Finnish National Gallery / Materials research laboratory, Seppo Hornytzkyj

in only a few oil paintings that were made before the end of the 19th
century.65 After that other synthetic yellow pigments, such as aureolin
and azo pigments, were labelled under the name of Indian yellow.66
Indian yellow was identified by its optical properties. In
polarised light, Indian yellow particles were pale yellow or almost
colourless translucent acicular or lath-shaped single particles or
aggregates. Sometimes finely fibrous spherulites were also observed.
The relief of the particles was low and the refractive index was
lower than that of the medium (RI < 1.662). The particle size was
fine and it seemed to be easily dispersed in the medium when the
sample was prepared for the polarised light microscopic examination.
Under crossed polars the particles had high birefringence which was
masked by the strong body colour or by the anomalous blue-green
interference colours. The spherulites often had a well-developed
standing extinction cross. The optic sign of the acicular particles
was length slow (Fig. 12). Under ultraviolet light Indian yellow had a
strong yellow fluorescence, which can be seen in a micrograph taken
of a cross-section sample from the green pear in the painting Still Life
in Green (Fig. 13).
In her letter to Einar Reuter in 1920, Schjerfbeck wrote about
a colour mixture she had used – Indian yellow together with Prussian
blue and red pigment:
A new work has commenced here, not yet the little lady, but it
is again my mistress. I think it will be in green and red, not like
Nanna in Naples yellow, cobalt and red, but in Indian yellow,
Prussian blue and red. Maybe a blue cup in her hand, I am not
sure. She is beautiful.67
Meanwhile, no reference to the use of Indian yellow has been
found in the private archive of Akseli Gallen-Kallela.

Fig. 13. A cross-section sample in UV-light. From
Helene Schjerfbeck’s painting Still life in Green, 1930,
Antell Collections, Finnish National Gallery / Ateneum
Art Museum (A IV 3382)
Photo: Finnish National Gallery / Materials research
laboratory, Hanne Tikkala

65
66
67

Baer et al., ‘Indian Yellow’, 18.
Eastaugh et al., Pigment Compendium. A Dictionary of Historical
Pigments, 193.
‘Ett nytt arbete är börjat här, ej den lilla fröken än, det är min värdinna
åter. Jag tror det blir i grönt och rött, inte som Nanna neapelgultcobolt o. rött utan Indian yellow – bleu de Prusse o. rött, - kanske
en blå bägare i hennes hand, jag vet ej. Hon är vacker.’ Letter from
Helene Schjerfbeck to Einar Reuter, 26 June 1920. Schjerfbeck, Helene.
Manuscript Collections, Åbo Akademi University Library, Turku. Transl.
Lene Wahlsten.
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Black pigments
Bone black is one type of black pigment that is present in some of the paintings of both artists.
It was identified with the help of an XRF spectrometer when intense XRF peaks of calcium (Ca)
and phosphorous (P) were observed in an XRF spectrum collected from the black or dark areas
of the works.
In her letters, Schjerfbeck did not refer to the use of bone black or any other blacks.
Bone black was identified in three of Gallen-Kallela’s oil-colour tubes. The manufacturers were
Fritz Behrendt Farben, Dr. Fr. Schönfeld & Co and H. Schmincke & Co.68 Gallen-Kallela had also
made a mark beside a bone black tube in the Beckmann sales catalogue of Syntonos-Colours.69

White pigments

Fig. 14. Akseli GallenKallela, Native American on
Horseback in Snow, 1925,
oil on canvas, mounted on
plywood, 19.5cm x 26cm
Finnish National Gallery /
Ateneum Art Museum
(A III 2160)
Photo: Finnish National Gallery /
Yehia Eweis

Both artists have used zinc and lead whites
frequently. In Schjerfbeck’s paintings zinc
white was used as the main white70 in 21 of
the 27 paintings examined, which is more
often than in Gallen-Kallela’s paintings. In 24
of his paintings the lead white was the main
white and in only 15 the main white was
zinc white. In the remaining four paintings
he used both in equal combination.
Zinc white was identified when
strong peaks of zinc were present in the XRF
spectrum measured from a white area. Lead
white was identified correspondingly.
Considering the decade in which
these works were made, titanium white
(TiO2) is the most extraordinary pigment
to have been found in Gallen-Kallela’s
paintings from his period in America
(1923–26). It was identified in 13 of the
43 paintings that were examined. Identification was achieved mainly by means of the EDXRF
spectrometer when strong peaks of titanium (Ti) were present in the XRF spectrum. Anatase,
the earlier crystal form of titanium dioxide white, was identified by Raman spectrometry in
three paintings made during Gallen-Kallela’s time in America.71 It was identified when strong
peaks at wavenumbers 395cm-1, 514cm-1 and 637cm-1 were present in the Raman spectrum.
The early form of titanium dioxide white is co-precipitated with barium sulphate. Barium
sulphate was identified when peaks at wavenumbers 452cm-1 and 985cm-1 were present in the
Raman spectrum (Spectrum 4). The Raman spectrum was measured from a lilac in the snow
area in American Native on Horseback in Snow (1925) (Fig. 14).
A note written by the artist himself during his stay in America was found in GallenKallela’s personal archive: ‘Higgins recom. Webers Permalba white.’72 (Fig. 15) The name
Higgins refers to an American artist Victor Higgins, who invited Gallen-Kallela to work in Taos,
New Mexico. A catalogue of artists’ materials including price lists, from A. H. Abbot & Co.,
68
69
70
71
72

Tikkala and Hornytzkyj, ‘Luonnontieteellisin analyysimenetelmin tunnistettu Akseli Gallen-Kallelan
väripaletti’, 53–54.
L. Auerbach & Co., Fuerth, Bavaria. Sole manufacturers of Beckmann’s Syntonos-Colours
(catalogue). Akseli Gallen-Kallela Archive. Gallen-Kallela Museum.
The main white used in the work has been determined by the intensity of energy peaks in the XRF
spectrum, not by its weight percentage.
Anatase and rutile are polymorphs of titanium dioxide. Polymorph means that compounds have
the same chemical composition but different atomic structure.
Akseli Gallen-Kallela Archive. Gallen-Kallela Museum.
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Spectrum 4. Raman spectrum measured from the white area of the Akseli Gallen-Kallela’s painting
Native American on Horseback in Snow, 1925, Finnish National Gallery / Ateneum Art Museum
(A III 2160)
Figure: Finnish National Gallery / Materials research laboratory, Seppo Hornytzkyj

Fig. 15. A note written by Akseli GallenKallela. Akseli Gallen-Kallela Archive,
Gallen-Kallela Museum, Espoo.
Photo: Finnish National Gallery / Hanne
Tikkala

a supplier in Chicago, was found in
the archive.73 It had listed Webers
Permalba white oil-colour tubes as
one of its items (Fig. 16). Permalba is
the earliest titanium white oil paint
to have been on sale in the US.74
A weak XRF peak of titanium
(Ti) was present in the XRF spectrum
of the samples collected from some
of Schjerfbeck’s paintings. Anatase
was not identified with the Raman
spectrometer, so it was concluded
that titanium is part of the chemical

73
74

Akseli Gallen-Kallela Archive. Gallen-Kallela Museum.
Alan Phenix, Alexia Soldano, Klaas Jan van den Berg and Birgit van Driel. ‘The Might of White:
Formulations of titanium dioxide-based oil paints as evidenced in archives of two artists’
colourmen, mid-20th century’, in Janet Bridgland (ed.), ICOM-CC 18th Triennial Conference
Proceedings: ‘Linking Past and Future’. Art. 0104. ICOM Committee for Conservation. Paris:
ICOM-CC, 2017, https://www.researchgate.net/publication/321081571_The_might_of_white_
Formulations_of_titanium-dioxide_based_oil_paints_as_evidenced_in_archives_of_two_artists’_
colourmen_mid-twentieth_century (accessed 25 February 2022).
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Fig. 16. Cover and a page from the artists’ materials catalogue of A.H. Abbott & Co, Chicago.
Home Library of Akseli Gallen-Kallela, Gallen-Kallela Museum, Espoo.
Photo: Finnish National Gallery / Hanne Tikkala

composition of iron oxide colours that are abundant in her paintings. The same applies to
some of Gallen-Kallela’s paintings75.

Conclusions
The contents of Akseli Gallen-Kallela’s basic pigment palette has been defined based on the
pigments that occur in nearly all of his paintings analysed in the course of this research.
His basic pigment palette includes cobalt blue, vermilion, chrome green, cadmium yellow,
iron oxide pigments, lead white and zinc white. In all probability, it also includes synthetic
ultramarine and viridian. In the case of Helene Schjerfbeck, the work of defining and
identifying the basic pigment palette is still in progress. Based on the research focusing on
works dating from the 1920s, it includes cobalt blue and iron oxide pigments, as well as zinc
and lead white.
When comparing the contents of the pigment palettes used by these two artists in
the 1920s, it becomes apparent that Gallen-Kallela continued to favour the pigments of his
basic pigment palette. The pigments found there – vermilion, chrome green, and cadmium
yellow – appear in Schjerfbeck’s pigment palette too, but considerably less often than in
Gallen-Kallela’s. Schjerfbeck appears to have been more experimental with her pigment
mixtures than Gallen-Kallela, who in the majority of his works used some of the pigments in
his pigment palette in a more regular manner. Both artists used high-quality artists’ oil- and
tempera-tube colours with mostly stable and resistant pigments. The mediums in their works
and the painting technique of Helene Schjerfbeck will be subjects of future research.
75

Tikkala and Hornytzkyj, ‘Luonnontieteellisin analyysimenetelmin tunnistettu Akseli Gallen-Kallelan
väripaletti’, 38.
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During his years in America, Gallen-Kallela experimented with a pigment that was new
on the market – titanium white – on the recommendation of his fellow artist, Victor Higgins.
However, its properties perhaps left him unconvinced because on his return to Finland this
pigment no longer features in his works. Schjerfbeck, who lived in Finland throughout the
1920s, did not use this pigment at all. It is possible that painters working more elsewhere
in Europe and in America than in Finland in the early 20th century adopted the use of this
pigment earlier. It was not sold in Finland during the 1920s as an artists’ colour and it was
probably not familiar at that time to most Finnish artists. However, it would require further
research in order to confirm this. In continental Europe it was not until the 1970s that
titanium white established its position, whereas in America painters adopted it almost as soon
as it came on the market.
Generally speaking, the contents of the pigment palettes used by Schjerfbeck and
Gallen-Kallela are the same, but the preferences of the two in terms of using the pigments
differ significantly. In the 1920s, Schjerfbeck clearly preferred zinc white over lead white,
whereas Gallen-Kallela used them both more equally.
Both artists favoured cobalt blue and it appears that they often used synthetic
ultramarine as well. However, establishing that synthetic ultramarine belongs to the basic
pigment palettes of the artists requires further research. The third shade of blue used
by Gallen-Kallela was cerulean blue, whereas the third alternative for Schjerfbeck was
Prussian blue.
Both used vermilion, although Gallen-Kallela did so considerably more frequently
than Schjerfbeck, who seems to have favoured red pigments containing iron. In addition,
both artists often used organic red pigments. Gallen-Kallela used them in significantly larger
quantities and in larger colour areas in his paintings than Schjerfbeck, whose works only
feature them as highly thought-out and subtle additions in small areas. Based on the archival
research, both used cochineal (carmine) and Gallen-Kallela used madder lake (alitzarin). It is
possible that both artists used other synthetic organic red pigments too. Schjerfbeck might
have also used geranium lake, eosin-containing synthetic organic red pigment that has a high
tendency to fade.
Indian yellow pigment was identified in three of Schjerfbeck’s works. This is the first
time that Indian yellow has been identified in Finnish artists’ paintings. Globally, it has very
rarely been identified in oil paintings dating to the 20th century. Indian yellow was not
identified in Gallen-Kallela’s paintings.
In the 1920s, Gallen-Kallela no longer used any green pigments that contained arsenic,
but he used two different types of cobalt violet – magnesium cobalt arsenate and cobalt
phosphate. Schjerfbeck did not use cobalt violets in the 1920s, but in five of the works that
were examined there is emerald green (copper aceto arsenite), whereas Gallen-Kallela always
used chrome green, most likely viridian, having already abandoned emerald green from his
pigment palette. Schjerfbeck also used malachite, a pigment rarely identified in the Finnish
artworks from the 20th century.
In terms of yellow pigments, cadmium yellow was used by both artists, but considerably
more often by Gallen-Kallela. In addition, both used yellow pigments containing iron, but
Schjerfbeck was the only one to use Naples yellow. Both artists also used chromium yellow.
The research has raised a number of additional questions. What is the unstable cobalt
pigment, which Helene Schjerfbeck mentioned she had used? Another important question is,
did she use orpiment, which has now degraded to greyish-brown? If she did use this, it would
have had a major influence on the colour scheme of the paintings containing it. Another
important question is the date when titanium white began to be used in Finnish art. As a
result of this study, we know that Akseli Gallen-Kallela was the first Finnish artist to use it, but
when the others started to use it is still a question to be answered.
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The Ateneum to the Backbone –
19th-century Anatomy Drawings
in the Finnish National Gallery Collections
Laura Nissinen, Doctor of Arts, MA student, University of Helsinki
This article is published following the author’s three-month research internship at the Finnish
National Gallery

Introduction
The skull
A group of nine young women wearing skirts and aprons are sitting in an empty interior.
Beside them is a drawing on an easel, depicting a female form. Several electric lamps with
shades made from bent cardboard are hanging from the ceiling. Most of the women have
their heads turned away from the camera, and instead are looking at the person sitting in
the middle of the group who holds a human skull in her lap. She holds the skull softly, almost
tenderly, in her hands, looking down at it intensively. Three of the women are holding large
palettes and long-handled paintbrushes. No-one is smiling.
The scene described is the subject of a photograph taken in the Ateneum Art Museum
in 1894. A short text, handwritten in Swedish, can be seen at the bottom of the backing card
framing the photo: ‘In the atelier, spring 1894’1 (Fig. 1). The space shown in the picture is the
hall located on the third floor of the Ateneum, built in 1887. At the time the photo was taken,
the hall was the painting studio of the Finnish Art Society’s Drawing School. The women in the
photograph are students and the barefoot person sitting a little apart from the group is the
model, her face familiar from the unfinished drawing on the easel. The group’s teacher, Elin
Danielson, is squatting in front of the group, her dark dress carefully folded around her feet.
She is looking closely at the person holding the skull, who is her cousin Onni Bäckström. The
serious mood and the position of the skull create a strange atmosphere. Still, the reason for
presenting the skull in the picture is the same as showing us the painting palettes and brushes.
These women want us to know that they are artists.
The skull, or in other words the head of someone who once loved, dreamed, and sang,
may look eerie to us today, but for an art student in the 19th century it would have been
a common subject. In fact, the history of the skulls, skeletons, and other bone fragments
placed in the service of artists’ tuition is as long as the narrative of the art academies, dating

1

The original text in Swedish: ‘På atelieren våren 1894’.
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Fig. 1. Students from the
Finnish Art Society’s Drawing
School in the painting atelier
at the Ateneum, 1894.
Photographer unknown.
Collection of Archived Photo
Prints. Archive Collections,
Finnish National Gallery

back to the 16th century.2 Their role was to demonstrate what we humans are made of, the
correct bodily measurements, and how the parts functioned together when people moved.
These human remains worked as lifeless models doomed patiently to serve art seemingly for
an eternity.
The body of research
At the beginning of my internship my research interest was the relation between art and
science in the 19th century, but the topic was too extensive and needed a new focus that
would suit the Finnish National Gallery’s Art Collection and Archival Collections.3 When

2

3

Susanna Pettersson. Suomen Taideyhdistyksestä Ateneumiin. Fredrik Cygnaeus, Carl Gustaf
Estlander ja taidekokoelman roolit. Helsinki: Suomalaisen Kirjallisuuden seura, Valtion taidemuseo,
2008, 158; Altti Kuusamo. ‘Akatemian idea ja taiteiden järjestelmä’, in Riikka Stewen (ed.), Silmän
oppivuodet. Ajatuksia taiteesta ja taiteen opettamisesta. Helsinki: Kuvataideakatemia 1998, 23–24.
The Finnish National Gallery is Finland’s national cultural institution, which comprises the Ateneum
Art Museum, the Museum of Contemporary Art Kiasma and the Sinebrychoff Art Museum. It
maintains the Finnish National Gallery Collection, which includes artworks, archival materials, and
artefacts. The Ateneum Art Museum’s Art Collection presents the development of Finnish art from
the 18th century to the 20th century.
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Fig. 2. Anders Ekman, Study of a hand, and feet, 1853, pencil on paper, 28cm x 33cm
Finnish National Gallery / Ateneum Art Museum
Photo: Finnish National Gallery / Hannu Pakarinen

my tutors, senior researcher Hanna-Leena Paloposki and curator Anne-Maria Pennonen,
suggested the theme of anatomy, I knew it was just the idea I had been looking for. This
solution helped to define the research focus and to identify the relevant material in the
National Gallery’s large collections. In addition to skeletons, I searched for other anatomical
subjects, such as studies of muscles and other drawings of human bodies, body parts and of
objects depicting human bodies. To limit the amount of the material I chose to focus on works
representing inanimate models and objects, leaving aside works made using live models. The
final selected material includes anatomical studies of the human body, drawings of bodily
representations copied from drawing books or drawing manuals or similar examples, and
drawings copied from plaster casts (Fig. 2). As there has been no previous research on the
topic of anatomy concerning the collections of the Finnish National Gallery, the first research
questions were all about the visual material: what kind of imagery relating to the theme of
human anatomy exists in the Art Collection and Archive Collections of the National Gallery, by
whom and from what period? The subsequent questions I have attempted to answer are more
extensive: how did the emphasis on the human form manifest itself in the artist’s education in
the 19th century and what kind of knowledge of the human body was considered important
to the artists of the time?
This article is developed taking into consideration a relatively large amount of
imagery. In the Art Collection and Archive Collections of the Finnish National Gallery, studies
of skeletons and muscles can be found by Robert Wilhelm Ekman (1808–73), Carl Eneas
Sjöstrand (1828–1906), Anders Ekman (1833–55), Maria Wiik (1853–1928), Gunnar Berndtson
(1854–95), Albert Edelfelt (1854–1905), and Magnus Enckell (1870–1925). I have also found
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Fig. 3. Hugo Simberg, Portrait of Viktor Malmberg, undated,
oil on canvas, 70.5cm x 70cm
Hoving Collection, Finnish National Gallery / Ateneum Art
Museum
Photo: Finnish National Gallery / Janne Mäkinen

works copied from drawing manuals by Anders Ekman,
Oscar Kleineh (1846–1919), Maria Wiik, Albert Edelfelt,
Torsten Wasastjerna (1863–1924) and Pekka Halonen (1865–
1933). Drawings copied from plaster casts also exist by Arvid
Liljelund (1844–99), Oscar Kleineh, Gunnar Berndtson, and
Torsten Wasastjerna. In addition, there are some individual
drawings on the topic by Ferdinand von Wright (1822–1906),
Johannes Takanen (1849–85), Alfred William Finch (1854–
1930), and Helene Schjerfbeck (1862–1946).
The list of the artists or works in this article is not exhaustive due to the time
frame of my internship. Quite probably, there is further material relating to the theme
of anatomy in the Finnish National Gallery’s vast collections. This article doesn’t include
finished works of art in the traditional sense. The majority of the works presented are
student works, made during the first years of artistic training. The date of the works
is not certain in all cases and only a small part of the imagery has been exhibited or
published before. Still, most of the visual material displayed in this research article has
been digitised and catalogued in the Finnish National Gallery’s collection management
system.
Fig. 4. Maria Wiik, Study of
a hand, undated, from her
sketchbook
Finnish National Gallery /
Ateneum Art Museum

Photo: Finnish National Gallery /
Hannu Aaltonen
Wiik’s sketchbook is accessible at:
https://www.kansallisgalleria.fi/fi/
object/612542

Corpus
This article is based on practice-led research and does not build on a specific theoretical
frame. There is, however, a writer whose thinking I’ve followed and explored during the
journey into the intoxicating melange of images in the Finnish National Gallery Collections.
The French philosopher Jean-Luc Nancy’s book Corpus (1992) reflects on the possibility of a
philosophy of the body and at the same time sketches the basics of the philosophical body
through the concepts of susceptibility, exposure, and contact. According to Corpus, the body
is a state of its own extremities and limits, a space with conditions, notes and markings.4 For
Nancy, the word itself is a key element when approaching the concept of the body.
Bodies, for good or ill, are touching each other upon this page, or more precisely, the
page itself is a touching (of my hand while it writes, and your hands while they hold the
book). This touch is infinitely indirect, deferred – machines, vehicles, photocopies, eyes,
still other hands are all interposed – but it continues as a slight, resistant, fine texture, the
infinitesimal dust of a contact, everywhere interrupted and pursued. In the end, here and
now, your own gaze touches the same traces of characters as mine, and you read me,
and I write you. Somewhere, this takes place.5
The philosophical body is made of words, whereas the body of art is constructed from
different materials such as paper, charcoal, chalk, and plaster (Fig. 3–4). Still, Nancy’s poetic

4
5

Jukka Sihvonen. ‘Ruumis on olemisen olemista alttiina’, Niin & näin no. 1, 1997, 79–80,
https://netn.fi/sites/www.netn.fi/files/netn971-27.pdf (accessed 28 June 2022).
Jean-Luc Nancy. Corpus, trans. Richard A. Rand. New York: Fordham University Press, 2008, 51.
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text helped me to approach and write about the artistic and imaginary, and at the same time
real and tangible bodies of the museum collections. Common to the philosophical and artistic
bodies is that they are both representations that reflect the thinking, skill, and aesthetic
sensibility of their creator. They are studies of the human being and interpretations of the
same subject. They are also, as every real or imagined body is, forever political and central
to how we understand the facets of identity such as gender, sexuality, race and ethnicity. The
bodily representations are mirrors of humanity, expressing the values of different cultures
and eras.
The structure of the research
This article begins by explaining what the concept of artistic anatomy meant in the 19th
century and continues with information about how the subject was demonstrated at the art
schools based at the Ateneum, the Finnish Art Society’s Drawing School and the School of
Applied Arts. The text focuses on the methods, teaching aids and instruments used in the
tuition of the subject, paying particular attention to the human remains used as models. In
addition to anatomy, the first part of the article, ‘Academic Drawing’, introduces the other key
teaching methodology applied in 19th-century artistic education, the use of drawing examples
and manuals, and reflects on copying from drawings, a technique used by Anders Ekman and
his contemporaries which I use as examples. After introducing a few historical examples, the
article concentrates on the drawing manuals used in the Finnish Art Society’s Drawing School
and the Art Room at the Imperial Alexander University.
The second part of the text, titled ‘Human Form’, compares the visual outcomes of
the anatomical studies made by the 19th-century Finnish art students Maria Wiik, Albert
Edelfelt, Gunnar Berndtson and Magnus Enckell, and examines further Edelfelt’s first year
of study abroad through the letters he wrote to his mother. Apart from anatomical studies,
the second part of the article presents drawings by Torsten Wasastjerna and Pekka Halonen,
copied after the same drawing manual examples, as well as the drawings of plaster casts that
Oscar Kleineh and Arvid Liljelund made during their studies at the Royal Arts Academy in
Düsseldorf, Germany. The article ends with a short summary of the remaining plaster casts
in the University of Helsinki and reflections regarding the fate of the 19th-century Ateneum
plaster casts.

Academic drawing
Artistic anatomy
Anatomical studies were obligatory for art students in the 19th-century European art
academies and took place during the first years of the programme.6 Artistic anatomy differed
from scientific or medical anatomy in that it did not take any interest in internal organs, the
brain, or the nervous system. Anatomical exercises for aspiring artists consisted of drawing
the human anatomy accurately and knowing the correct medical names for the body parts
that were included within the scope of art, which were the bones, muscles, and tendons.
Artistic anatomy was not seen as science but as a concept close to scientific, medical anatomy.
What remained similar in artistic and scientific anatomy was that they were both concerned
with identifying and describing the structure of the body and its component parts. The
two disciplines also shared the same need to understand and represent human bodies. In
the introduction to Anatomical Diagrams for the Use of Art Students (1899), John Cleland,
who was then Professor of Anatomy at the Glasgow School of Art, clarified the relationship
between science and art in anatomy:

6

Iiris Pessa. ‘Piirtäjän valinnat kopioista geometriaan ja hetkeen’, in Riikka Stewen (ed.), Silmän
oppivuodet. Ajatuksia taiteesta ja taiteen opettamisesta. Helsinki: Kuvataideakatemia, 1998, 47.
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Fig. 5. The Finnish Art Society’s Drawing School
curriculum for autumn 1888. Archive of the Finnish Art
Society. Archive Collections, Finnish National Gallery
Photo: Finnish National Gallery

Science and Art are indeed sisters, but they are
very different in their tastes, and it is no easy
task to cultivate with advantage the favour of
both. Artistic Anatomy is in its nature a scientific
pursuit, dealing partly in explicit observation of
details of form, partly in the explanation of the
causes producing them (...).7
Cleland continued that artistic anatomy was not art,
but something one benefited from knowing when
producing art. He also stated that it was possible to
create ‘beautiful representations’ without knowing
the anatomy and by learning about the human form
through observation but warned that ‘such success is
neither easy nor to be depended on’.8
Finnish art schools also taught anatomy to
their students. The two art schools based in the
Ateneum building from 1887 until the 1980s were the
Finnish Art Society’s Drawing School and the Finnish
Society of Crafts and Design’s School of Applied Arts.9
Apparently, the anatomy lessons in the Art Society’s
Drawing School were introduced in 1873, during the time when the painter Arvid Liljelund
(1844–99) was responsible for the first-year students’ tuition. During his time a ‘muscle
dummy’,10 presumably an écorché of a human figure (the French word ‘écorché’ translates as
flayed or skinned and means a figure that is represented without skin to reveal the muscles
and bones below) was borrowed from the Helsinki Normal Lyceum to demonstrate the
subject.11 The curriculum at the Finnish Art Society’s Drawing School in the autumn of 1888
included one hour of anatomy weekly (Fig. 5). The other 13 hours for the elementary class,
the first-year students, contained one hour of perspective studies and 12 hours of plaster cast
drawing. For the second-year students the plan was similar for the anatomy and perspective
studies, but the remaining 12 hours of schooling were about drawing from the model.12 The
anatomy teachers were experts – in 1875 the subject teacher at the Finnish Art Society’s
Drawing School was the Imperial Alexander University’s (today the University of Helsinki)
Professor of Anatomy and Physiology Georg Asp13 and in 1877 the Bachelor of Medicine,

7
8
9
10
11
12

13

John Cleland. ‘Preface’, in James Dunlop (ed.), Anatomical Diagrams for the Use of Art Students.
London: George Bell & Sons, 1899.
Cleland, ‘Preface’.
There were also art schools in other Finnish cities, for example in Turku and Viipuri.
‘Lihasnukke’ in the original text.
Aune Lindström. Aukusti Uotila. Helsinki: WSOY, 1948, 18.
The plan for the year 1888 was formulated by the current teacher responsible for the tuition of
the first-year students, the German sculptor Carl Jahn (1844–1912). Suomen Taideyhdistyksen
Helsingin piirustuskoulun opetuksen viikkosuunnitelmaehdotus 1888. STYAC13_77_1. Finnish
Art Society, Minutes 1846–1901. Archive of the Finnish Art Society. Archive Collections, Finnish
National Gallery, Helsinki, http://www.lahteilla.fi/styp/light/document_4764.html (accessed 28
June 2022).
Riikka Stewen. ‘Opettajat 1848–1998’, in Riikka Stewen (ed.), Silmän oppivuodet. Ajatuksia
taiteesta ja taiteen opettamisesta. Helsinki: Kuvataideakatemia, 1998, 160.
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Fig. 6. Maria Wiik, Study of feet, undated, from her
sketchbook
Finnish National Gallery / Ateneum Art Museum
Photo: Finnish National Gallery / Hannu Aaltonen
Wiik’s sketchbook is accessible at:
https://www.kansallisgalleria.fi/fi/object/612789

Reinhold Fredrik Fabritius,14 whose uncles Magnus,
Wilhelm and Ferdinand von Wright were all artists.
Perhaps Reinhold received artistic training from
his mother Frederika Fabritius15 or from his uncles,
since he used drawing as a method to document his
patients’ conditions, as can be seen in the medical
drawing he made in 1880, depicting the disfigured
foot of the 12-year-old Alexandra Antonsdotter Kiiski
(Fig. 6–7).
Skeletons in the cupboard
The anatomical subjects used by the art students
included illustrations, three-dimensional
representations made of wax, actual skeletons,
skulls, and human bone fragments. They were
all at root meant for medical use and followed
the scientific style and narrative, which was then
repeated in the artists’ anatomical drawings as they
copied the illustrations and objects. In her book
Looking at Men: Art, Anatomy and the Modern
Male Body (2018), Anthea Callen observes that the
representations of broken or ‘cropped’ bodies are
metaphors for modernity.
Cutting up and/or fragmenting the body is
intrinsic to dissection, and to medicine too;
it is also the work of construction. Since the
French Revolution modern medicine has been
characterised by the division of the body into
discrete parts, professional ‘specialisms’, often
with an associated disregard for the ‘whole’.
Likewise, art’s academic training programmes
have focused increasingly on studying the
fragment before addressing the whole,
whether in life drawing, anatomy or figure
composition.16
The Finnish art educators followed the curricula
of the leading European art academies and taught
human anatomy to students using human remains,
anatomical books, and other representations as
Fig. 7. Reinhold Fredrik
Fabritius, Drawing of a
patient’s foot, 1880. Helsinki
University Museum

Photo: Helsinki University Museum

14
15
16

Finska Konstföreningens Matrikel vid mötet den 26 Maj 1879. Helsinki, 1882. Finnish National
Gallery Library.
Née Fredrika von Wright.
Anthea Callen. Looking at Men: Anatomy, Masculinity and the Modern Male Body. New Haven &
London: Yale University Press, 2018, 26.
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Fig. 8. The sculptor Viktor
Malmberg teaching
plastic anatomy at the
School of Arts and Design
at the Ateneum, 1925.
Photographer J.A. Lindh.
Photograph Collection, Aalto
University Archives, Espoo
CC BY 4.0

Fig. 9. Eva Cederström (seated centre) with her friends
at Viipuri Art School, 1932. Eva Cederström Archive.
Archive Collections, Finnish National Gallery

Fig. 10. Students from the School of Arts and Design at
the Ateneum, 1920s. Private Collection. Digitised copy:
Archive Collections, Finnish National Gallery
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Figs. 11 and 12. Skeletons and skulls held in the Department of Anatomy at
the University of Helsinki, 1930. Photographer Aarne Pietinen. Collection of
the Photography Studio Pietinen. Historical Picture Collection, Finnish Heritage
Agency
CC BY 4.0

examples. The existence of human remains and other anatomical props is
evident in the photographs taken in the 19th century in the Ateneum (Fig.
8–10). Still, very little is known today about the whereabouts of these human
parts and anatomical objects. One reason for this could be the fact by 1984
both art schools had moved out of the Ateneum building. The items, if they
still existed at the time, were probably the property of the schools and thus
not part of the museum’s collections. It is also possible that the skeletons
and other anatomical props were borrowed from the institutions providing
medical tuition, such as the Imperial Alexander University in Finland, and
returned to their premises when the schools moved. The anatomy teachers
at the 19th-century art schools were often medical professionals and there
is a chance that they simply brought their own skulls and other teaching aids
with them when they were giving anatomy lessons to art students.
Human remains are the hot potato of today’s museum world. In 2020,
the National Museum of Finland repatriated the remains of 20 individuals
and 28 artefacts buried with them, estimated to date back to the 13th
century, to the indigenous tribes of the United States to be reburied.17 In
January 2022, the Finnish Heritage Agency purchased a total of 59 original
glass negatives and a notebook by the Swedish anatomist, Professor Gustaf
Retzius, who is known for his studies of physical anthropology and related
skull measurements conducted in Finland in 1873.18 The Karolinska Institute
in Solna, Sweden, which holds the Retzius collection, still has 76 skulls in its
possession marked with the word ‘finne’ (Finnish). Most of the skulls were
looted by Retzius and his assistants from the graveyard of the Pälkäne old
church, Finland. Some were donated to Retzius (or exchanged for similar
human remains) by his former student, Evert Julius von Bonsdorff. The
discussion on the repatriation of the skulls is ongoing.19 Evert Julius von
Bonsdorff, the Professor of Anatomy at the Imperial Alexander University
in Finland from 1846–71, established the human bone collection of the
university’s Department of Anatomy, which evolved until the 1930s (Fig.
11–12).20 The collection, currently held by the Finnish Museum of Natural
History, includes about 1,500 skulls and several boxes of human bones from
17

18

19

20

National Museum of Finland. ‘The National Museum of Finland returned Pueblo Tribes’ ancestral
remains from its collection for reburial in Mesa Verde, Colorado’, 17 September 2020, https://www.
kansallismuseo.fi/en/articles/skm-luovutti-mesaverde-jaanteet-uudelleenhaudattaviksi (accessed
28 June 2022).
Finnish Heritage Agency. ‘Gustaf Retziuksen Suomessa 1873 tekemien tutkimusten kuva-aineistoa
on hankittu Museoviraston kokoelmiin Ruotsista’, 26 January 2022, https://www.museovirasto.fi/fi/
ajankohtaista/gustaf-retziuksen-suomessa-1873-tekemien-tutkimusten-kuva-aineistoa-on-hankittumuseoviraston-kokoelmiin-ruotsista (accessed 28 June 2022).
Kaisa Vuonokari. ‘Ruotsalaiset rotututkijat ryöstivät kalloja haudoista Suomessa’, Sveriges Radio, 28
April 2015, https://sverigesradio.se/artikel/6153052 (accessed 15 May 2022); Anto Leikola. ‘Evert
Julius von Bonsdorff’, Kansallisbiografia-verkkojulkaisu. Studia Biographica 4. Helsinki: Suomalaisen
Kirjallisuuden Seura, 1997–, http://urn.fi/urn:nbn:fi:sks-kbg-003147 (accessed 28 June 2022).
Leikola, ‘Evert Julius von Bonsdorff’.
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Finland and around the world. The Sami skulls and skeletal remains that were once part of
its collection were repatriated in 2001 to Inari, in Lapland, to be reburied. The collection also
includes skulls and bones of convicted prisoners.21 It is possible that among these human
remains are also the models used by Ateneum art students in the 19th century.
The true way and order to draw all the parts and limbs of the human body
The act and skill of drawing lay at the heart of academic art practice in the 19th century. This
tradition was strong, and the idea of becoming an artist through drawing didn’t really change
until the late 20th century.22 Academic art tuition proceeded systematically and in a disciplined
manner. Before allowing students to draw the living human body, which might be imperfect
in its proportions, they were to practise by copying from drawing books and manuals or
from the plaster casts made from original ancient statuary.23 The pedagogy of disciplined
copying is often connected with the French Academy but was applied to artists’ education
more widely in the 19th century across the whole of Europe. The methodology dated back to
the times of the guild system, when apprentices copied various materials available, such as
‘drawings, studies, and iconographic models, as well as travel notations, from the portfolios
of their masters’. The apprentices learned the style of their masters from the documents and
artworks provided and thus became useful in assisting in the masters’ projects. The difference
in style between the master and the apprentice became almost impossible to distinguish.24
This method required diligence and was considered effective not only in developing the
students’ technical skills but was also valuable for their moral education, coaching the pupils
in the virtue of labour. After accomplishing the skills for representing the individual features,
the students were simply expected to put them all together in the right places to form
a human body.25
On the elementary level, these generally comprised a sequence of engraving-models
of individual facial and bodily features following this pattern: a first series, including
eyes, nose and lips; a combination of all three features, followed by a profile and front
view of this combination; a sequence of first chin studies, a second series of ear models,
and a third series combining all of the above features and culminating with models of
the head. After the head was mastered, the pupil copied hands, feet, legs and finally
the full figure.26
The history of the drawing books and guides, filled with different bodily images to copy,
dates back to 17th-century Italy. These guides provided an inexpensive schooling without
the presence of the master and thus revolutionised the system of artist education. The
manuals soon became a much used and important resource capable of transmitting a method

21

22
23

24
25
26

Tuomas Karemo. ‘Outoja tutkimusmenetelmiä ja mystisiä merkintöjä – Suomen suurin
ihmisluukokoelma herättää kysymyksiä’, YLE Kulttuuricoctail, 25 March 2016, https://yle.fi/
aihe/artikkeli/2016/03/25/outoja-tutkimusmenetelmia-ja-mystisia-merkintoja-suomen-suurinihmisluukokoelma (accessed 28 June 2022).
Deanna Petherbridge. The Primacy of Drawing. Histories and Theories of Practice. New Haven &
London: Yale University Press, 2010, 210.
Albert Boime. The Academy and French Painting in the Nineteenth Century. London: Phaidon, 1971,
26; Anne-Maria Pennonen. In Search of the Scientific and Artistic Landscape. Düsseldorf Landscape
Painting and Reflections of the Natural Sciences as Seen in the Artworks of Finnish, Norwegian and
German Artists. Finnish National Gallery Publications 3. Helsinki: Finnish National Gallery, 2020,
116.
Gerald Ackerman. Charles Bargue with the Collaboration of Jean-Léon Gérôme. Drawing Course.
Paris: ACR Edition Internationale, 2003, 128.
Boime, The Academy and French Painting in the Nineteenth Century, 24–25; Petherbridge, The
Primacy of Drawing. Histories and Theories of Practice, 234.
Boime, The Academy and French Painting in the Nineteenth Century, 26.
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Fig. 13. A leaf from Odoardo
Fialetti’s (1573– c.1638)
Il vero modo et ordine per
dissegnar tutte le parti et
membra del corpo humano,
which was published in
1608. The Getty Research
Institute

and specific models.27 The drawing books and manuals mostly comprised engravings and
occasionally lithographs in books or booklets, made by professional artists. Their main subject
was the human body. Both female and male figures were represented, as well as children
and domestic animals such as dogs and horses.28 Their function was the same as the other
props used in the art academies, to prepare the aspiring artist to represent the human body
correctly and according to the idea of ideal beauty, a concept inherited from Ancient Greek
and Roman art.29 The first known drawing instruction guide, by the Italian painter, printmaker
Odoardo Fialetti (1573– c. 1638) Il vero modo et ordine per dissegnar tutte le parti et membra
del corpo humano (The true way and order to draw all the parts and limbs of the human
body), was published in 1608.30 This book included 40 leaves of his drawings of human bodies,
faces, torsos, hands and feet, building a foundation for all of the European drawing manuals
that followed. The book’s very first image opens at a view of the art school of its own time,
perhaps Fialetti’s studio, where several young men, one still a child, are sitting on a floor and
drawing the sculptures or plaster casts of human body parts and torsos in front of them.
Two slightly older men, including perhaps the master himself, are shown in the background,
painting large canvases (Fig. 13).
When the Madrid-based Museo Nacional del Prado held its exhibition ‘The Master
of Paper. Drawing Books from the Seventeenth to the Nineteenth Centuries’ in 2019–20,
featuring more than 100 examples of drawing books, the majority from the Prado’s own
library, they noticed that drawing books in general were hard to come by and rarely studied.
One reason for this, the museum concluded, was that the books were often very fragile in

27

28
29
30

Museo Nacional del Prado. ‘The Master of Paper. Drawing Books from the Seventeenth to the
Nineteenth Centuries’, 15 December 2019, https://www.museodelprado.es/en/whats-on/
exhibition/the-master-of-paper-drawing-books-from-the/e0eecdc8-c7f6-668e-ce97-ac62c6dfd322
(accessed 28 June 2022).
Museo Nacional del Prado, https://www.museodelprado.es/en/whats-on/exhibition/the-master-ofpaper-drawing-books-from-the/e0eecdc8-c7f6-668e-ce97-ac62c6dfd322 (accessed 28 June 2022).
Callen, Looking at Men, 15.
Link to the digitised book: The Getty Research Institute, https://archive.org/details/
lepartidelcorpo00fial/mode/2up?view=theater (accessed 28 June 2022).
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Figs. 14 a–d. Four sheets from a model folder from the Sinebrychoff
Art Museum containing 26 copper engravings, used as templates
for drawing exercises, bound as a booklet. Based on the
educational folder Scuola perfetta per imparare a disegnare, the
first edition of which was printed and published in Rome 1609–14;
authors Agostino Carraci, Luca Ciamberlano and Pietro Stefanoni.
Antell collections, Collan Collection, Finnish National Gallery /
Sinebrychoff Art Museum
Photo: Finnish National Gallery / Ilkka Heikkinen
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Fig. 15 a. Some of the prints from the drawing
manual held at in the Sinebrychoff Art Museum
are mirror images of those in the original
edition

Fig. 15 b. The original version: Scuola perfetta
per imparare a disegnare tutto il corpo
humano, 1609–14. The Getty Research Institute

construction, enclosed in thin paper covers with simple binding, and thus easily worn away
by intensive use. Moreover, the value of these books and manuals has not always been
recognised.
In addition, their status as teaching material has meant that their artistic merit has been
insufficiently appreciated and they have thus frequently passed unnoticed even though
they were often the work of renowned painters, sculptors and printmakers.31
This difficulty in finding drawing books, manuals, and examples is also evident in Finland. Only
three drawing manuals printed before the 20th century are known, of which two have been
in use by domestic art students. The oldest is in the Finnish National Gallery / Sinebrychoff
Art Museum’s collection. The book’s dating is uncertain as it is most probably a later printed
pirate version of the Scuola perfetta per imparare a disegnare (The Perfect School for Learning
to Draw), by the Italian artists Agostino Carraci (1557–1602), Luca Ciamberlano (active
1599–1641), and Pietro Stefano (1557– c. 1642), published in Rome in 1609–14.32 (Fig. 14 a–d)
Some of the prints in the Sinebrychoff Art Museum’s book are mirror-images and it also seems
that the creator of the later version has marked their own name in the book. (Fig. 15 a–b)
This name appears on the same page as in the original version, but instead of the name
Luca Ciamberlano, who was one of the three original artists, the hand holding the quill pen
31

32

Museo Nacional del Prado, https://www.museodelprado.es/en/whats-on/exhibition/the-master-ofpaper-drawing-books-from-the/e0eecdc8-c7f6-668e-ce97-ac62c6dfd322; Lauren Moya Ford. ‘How
Europe Learned to Draw’, Hyperallergic, 1 January 2020, https://hyperallergic.com/526880/howeurope-learned-to-draw/ (accessed 28 June 2022).
Link to the digitised book: The Getty Research Institute, https://archive.org/details/
gri_33125009488004/mode/2up?view=theater (accessed 28 June 2022).
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Fig. 16 a. Instead of the name of the author of
the drawing manual, Luca Ciamberlano, the
hand holding the quill pen inscribes a different
name, a signature that ends ‘da heyden’.
Antell collections, Collan Collection, Finnish
National Gallery / Sinebrychoff Art Museum

Fig. 16 b. The original version of the
Ciamberlano drawing manual: Scuola perfetta
per imparare a disegnare tutto il corpo
humano, 1609–14. The Getty Research Institute

Photo: Finnish National Gallery / Ilkka Heikkinen

is writing a different name, a signature that ends ‘da heyden’. (Fig. 16 a–b) Was this version
made in Holland? The fragility of the material and the heavy handling of the drawing book are
sadly evident in the remaining pages of the copy. The paper is worn and thin, and many pages
are torn. Also, several images are missing from this otherwise beautiful book.
The other two drawing manuals are the Imperial Alexander University’s Art Room
drawing master Magnus von Wright’s33 manual from 1838 – of which 16 out of 20 pages
depicting objects, buildings and landscapes remain – and the Helsinki University Museum
Collection’s first two parts of the Cours de dessin, first printed in Paris 1868 by Goupil & Cie
(Fig. 17). The author of the latter manual was the French painter and lithographer Charles
Bargue (1826/27–83), who worked in collaboration with the painter and professor of the École
des Beaux-Arts, Jean-Léon Gérôme (1824–1904).
The complete manual of the Cours de dessin is divided into three parts, containing
197 loose-leaf lithographic plates of precise drawings after casts, master drawings, and male
models. The drawing course followed the established academic routine. Students first copied
the plaster casts, proceeded to master drawings, and finished with nude models.34 The
lithographs were made after charcoal drawings, and they were also intended to be copied
in charcoal.35 The first part of the Cours de dessin is composed of drawings made after casts,
most consisting of two images – a finished drawing and alongside, another drawing showing

33
34
35

Magnus von Wright (1805–68) was the drawing master at the Imperial Alexander University’s Art
Room in 1849–68.
Ackerman, Charles Bargue with the Collaboration of Jean-Léon Gérôme. Drawing Course, 10.
Ackerman, Charles Bargue with the Collaboration of Jean-Léon Gérôme. Drawing Course, 23.
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Fig. 17. The drawing manual Cours de dessin, par CH. Bargue
avec le concours de J-L. Gérôme, containing the first and
second of three parts, 1868, from the Helsinki University Museum.
Photographer Laura Nissinen

its linear schema. The schema was basically a guide on how
to ‘simplify the optical contour’ of the cast.36 A detailed list
of the included artworks was provided in the opening leaf of
each part of the manual. The casts for the first part include
many well-known artworks or parts of them, such as the foot
and leg of the Medici Venus, the full-length figure of Ares
Borghese, and the Belvedere Torso. The second part of the
manual consists of master drawings and includes, for example,
Raphael’s Self Portrait and Kneeling Woman, a three-quarter
view of Gérôme’s Head of a Fellah, and figure details from the
Michelangelo’s fresco The Last Judgment (1536–42), including
Eve and Study of a Man.
The manual, which was popular in its own time, is
a rarity today. When Dahesh Museum of Art in New York
mounted its comprehensive exhibition of Charles Bargue in
2003, only three copies containing all the sheets of all the
three parts were found.37 The version in the Helsinki University
Museum contains all the pages of the first and second parts,
with example images of casts and master drawings. The first
and second part were considered suitable for all grades of
schools providing tuition in drawing, but the third one with
male models was only for the use of art academies.38 The
University Museum’s copies are in very good condition. One reason for this might be that
Cours de dessin is not really a book but rather a collection of large (60cm x 46cm) loose sheets
of cards. The large size and the hardness of this material might have protected the album
throughout the time it has been part of the art education in the university’s Art Room.39
Four noses and five mouths – drawing exercises for aspiring artists
In 19th-century artist education, the most important subject was the human body. The
numerous copies of human body parts form an orchestra of staring eyes, open mouths,
squirming hands, and wiggling toes. The tradition of simplifying and visualising expressions,
familiar from the earliest drawing books, continues today in the form of emoji faces. One
of the oldest drawing exercises depicting parts of the human face in the Finnish National
Gallery’s Archive Collections is a fragile sketchbook or rather a small collection of drawings,
believed to have belonged to Anders Ekman. He began his art studies in Stockholm, at the
Royal Academy of Painting and Sculpture in 1843, at the age of 10, and continued three years
later in Turku School of Drawing, where his uncle, R. W. Ekman, was employed as a teacher. He
left Turku to study at the The Royal Danish Academy of Painting, Sculpture and Architecture
in Copenhagen, but after a short period moved to Düsseldorf to begin his studies in the
Royal Arts Academy in Düsseldorf in 1854. Sadly, Anders Ekman died soon after his move to

36
37
38
39

Ackerman, Charles Bargue with the Collaboration of Jean-Léon Gérôme. Drawing Course, 22.
Ackerman, Charles Bargue with the Collaboration of Jean-Léon Gérôme. Drawing Course, 10.
Ackerman, Charles Bargue with the Collaboration of Jean-Léon Gérôme. Drawing Course, 11.
The size and the type of the material used in Cours de dessin is also evident in the name used
for this type of drawing manual in Finnish, ‘planssikirja’ (combination of planche and book). The
word most probably originates from French ‘planche à dessin’, which translates as ‘drawing-board’
in English. The word planssi (planche), which is not really used in modern-day Finnish, means a
placard or poster.
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Fig. 18 a. A sheet depicting human eyes from
the drawing book Il vero modo et ordine per
dissegnar tutte le parti et membra del corpo
humano, 1608. The Getty Research Institute

Fig. 18 b. Anders Ekman, Study
of eyes, before 1855
Lilli Törnudd Archive. Archive
Collections, Finnish National
Gallery
Photo: Finnish National Gallery /
Ainur Nasretdin

Düsseldorf at the age of 22.40 He had been
an art student for most of his life.
One of the most captivating of
Ekman’s drawings is a study of different
eyes, created with red chalk, a medium
more commonly used in Renaissance
drawings than in 19th-century works
(Fig. 18 a–b). The drawing style is similarly
old-fashioned for its time, and it could well
be a copy after an older drawing book.
Ekman’s drawing has a marking in the
lower edge, ‘No 14’. The number refers
to the drawing book or manual used as
an example and indicates the specific
exercise he copied. The three numbers
(1, 2, 3) above the central, staring eye,
(the one that looks a bit like a moist, living
organ or a nipple) and the only just visible
vertical lines between the numbers are
traces of the guidelines from the original
drawing example. By dividing the eye into
three sections it was easier to draw its
proportions correctly. Other drawings in
Ekman’s sketchbook depict ears, mouth,
hands, face, and feet. When comparing
these to later copies of the same subjects,
the slight changes in style become visible.
(Fig. 19 a–d) Ekman’s hands are similar to Oscar Kleineh’s drawing of hands and feet, which
was made in the Royal Arts Academy in Düsseldorf most probably during his first year of
studies in 1866, only ten years after Ekman. The hands drawn at the end of the 1870s by both
Albert Edelfelt and Helene Schjerfbeck resemble each other but are different to the ones
made by Ekman and Kleineh in Düsseldorf. In addition to studying in the Finnish art schools,
Edelfelt and Schjerfbeck also studied in art academies in Paris, and Edelfelt in Antwerp as well.
When comparing the different sets of hands, it seems that the representation of the human
body became more realistic towards the end of the century.
Perhaps the style of drawing also differed slightly between the European art
academies. Before Paris, Düsseldorf was one of the most popular schools for Finnish art
students seeking further education in the latter half of the 19th century.41 For Oscar Kleineh,
whose father was German, Düsseldorf was an obvious choice. Kleineh sailed from Helsinki

40
41

Aimo Reitala. ‘Ekman, Anders’, Kansallisbiografia-verkkojulkaisu. Studia Biographica 4. Helsinki:
Suomalaisen Kirjallisuuden Seura, 1997, http://urn.fi/urn:nbn:fi:sks-kbg-003351 (accessed 28 June
2022).
Helena Hätönen. ‘Düsseldorf 1800-luvulla’, in Matkoja ulkomaille – Suomalaiset taiteilijat
maailmalla. Helsinki: Finnish National Gallery, Archive Collections, 2013, http://www.lahteilla.fi/fi/
page/matkoja-ulkomaille-d%C3%BCsseldorf-1800-luvulla (accessed 28 June 2022); Pennonen, In
Search of the Scientific and Artistic Landscape, 114–15.
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Fig. 19 a. Anders Ekman, Study of hands and feet, before 1855
Lilli Törnudd Archive. Archive Collections, Finnish National
Gallery

Fig. 19 b. Oscar Kleineh, Study of hands and feet, 1866–67
Finnish National Gallery / Ateneum Art Museum
Photo: Finnish National Gallery / Nina Pätilä

Photo: Finnish National Gallery / Ainur Nasretdin

Fig. 19 c. Helene Schjerfbeck, Study of hands, 1879–80, from her
sketchbook
Finnish National Gallery / Ateneum Art Museum
Photo: Finnish National Gallery / Hannu Aaltonen
Schjerfbeck’s sketchbook is accessible at:
https://www.kansallisgalleria.fi/fi/object/407890

Fig. 19 d. Albert Edelfelt, Study of hands, 1877–78, from his
sketchbook
Finnish National Gallery / Ateneum Art Museum
Photo: Finnish National Gallery / Hannu Aaltonen
Edelfelt’s sketchbook is accessible at:
https://www.kansallisgalleria.fi/fi/object/391110
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Fig. 20 a. Oscar Kleineh, Five mouths, 1866
Finnish National Gallery / Ateneum Art Museum

20 b. Oscar Kleineh, Four noses, 1866
Finnish National Gallery / Ateneum Art Museum

Fig. 20 c. Oscar Kleineh, Study of a foot, 1867
Finnish National Gallery / Ateneum Art Museum

Fig. 20 d. Oscar Kleineh, Study of a foot, 1867
Finnish National Gallery / Ateneum Art
Museum

Photo: Finnish National Gallery / Nina Pätilä

Photo: Finnish National Gallery / Nina Pätilä

Photo: Finnish National Gallery / Nina Pätilä

Photo: Finnish National Gallery / Nina Pätilä

in September 1866 and began his novice class lessons in the Royal Arts Academy at the
beginning of October. Düsseldorf was particularly famous for landscapes, but the novice class
lessons, based on the classical art-academy tradition, were solely about the human figure.
According to the dates he marked in his drawings, Kleineh studied in Düsseldorf at least until
December 1868.42 At that point he left the city for Karlsruhe to study with the respected
Norwegian landscapist Hans Gude.43 Later he would specialise in seascapes.
The drawings from Kleineh’s time in Düsseldorf represent individual parts of the human
face, hands and feet, copies of plaster casts and Italian masters’ paintings and frescoes, for
example Raphael’s artworks (Fig. 20 a–d, 21 a–d). The works are most probably copied from
a drawing manual or other similar example, as they have all been numbered. The drawing
that presents four different noses in profile, has been marked with a number 11 written in
the upper right corner, as well as a signature and dating (‘O Kleineh, Düsseldorf, 1866’) in the

42

43

Tuija Tervo, the author of the catalogue of Oscar Kleineh’s exhibition held at the Amos Anderson
Art Museum in 2003, states that the artist had already moved away from Düsseldorf in 1867. See
Tuija Tervo. ‘Matkalla Oscar Kleinehin kanssa’, in Kaj Martin (ed.), Oscar Kleineh 1846–1910. Oscar
Kleinehin matkassa. Amos Andersonin taidemuseon julkaisuja, uusi sarja nro. 44. Helsinki: Amos
Anderson Art Museum, 2003, 15. However, there is a drawing Kleineh has signed in Düsseldorf
1868.
Tervo, ‘Matkalla Oscar Kleinehin kanssa’, 13–15.
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lower right corner. The drawing of
five versions of a mouth, three with
moustache or beard, is presumably
from the same manual, as the style
is very similar. It has the number 12
marked in the upper right corner.
This drawing is also signed by
Kleineh, with a date of December
1866. Another drawing depicting the
face of a woman and a child also has
a number in the upper right corner
(‘N:1’). A grid, which has been used
to place the facial features correctly,
is still visible. The faces are presented
in profile and from the front with
some added details, such as earrings.
Other remaining drawings made by
Kleineh in Düsseldorf include copies
after the plaster casts, such as a copy
of a hand, foot, leg and seven bust
portraits. Presumably the plaster
casts would also have been Anders
Ekman’s next subjects, had he been
able to continue his studies.
Copy of a Copy of a Copy
The title ‘copy of a copy of a copy’
refers to the French philosopher
Jean Baudrillard’s text Simulacra
and Simulation (1981). Baudrillard
uses the term ‘simulacra’ to define
things that either have no original
or that no longer have an original.
The term was first used by Plato in
his theory of representativity, where
eikon meant the exact reproduction
Figs. 21 a–d. Oscar Kleineh’s drawing exercises, executed while studying in Düsseldorf,
of an object and phantasm the
1866–67
altering representation of its
Finnish National Gallery / Ateneum Art Museum
properties. Simulacrum (singular
Photo: Finnish National Gallery / Nina Pätilä
for simulacra) is a Latin translation
of phantasm. In his text Baudrillard
combines the concept of simulacrum with an examination of postmodern society. He
claims that postmodern society has replaced all reality and meaning with symbols and
signs, and that human experience has become a simulation of reality. He writes that as the
simulacrum precedes the original, the distinction between reality and representation vanishes.
Authenticity as a concept doesn’t have a value since we only have copies.44 Baudrillard’s text
is critical of postmodern society but can also be interpreted as a definition of a copy. In art
history, copies are often disregarded as mere reproductions of authentic pieces, but if we
agree with Baudrillard that everything is a copy of something, we might begin to see their
status differently.
As Egbert Haverkamp-Begemann notes in his book Creative Copies. Interpretative
Drawings from Michelangelo to Picasso (1988), the copy and its many manifestations have

44

Jean Baudrillard. ‘Simulacra and Simulation’, in Mark Poster (ed.), Selected Writings. Stanford:
Stanford University Press, 1988.
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Fig. 22 a. Arvid Liljelund, Ares Borghese,
1866–68
Finnish National Gallery / Ateneum Art
Museum
Photo: Finnish National Gallery / Jenni
Nurminen

Fig. 22 b. Helsinki University Museum’s plaster
cast copy of Ares Borghese in the university’s
main building. Photographer Laura Nissinen

Fig. 22 c. Albert Edelfelt, Skeletal study
of Ares Borghese, undated, from his
sketchbook
Finnish National Gallery / Ateneum Art
Museum

Photo: Finnish National Gallery / Tero
Suvilammi
Edelfelt’s sketchbook is accessible at: https://
www.kansallisgalleria.fi/fi/object/398871

always been important parts of the transmission of artistic knowledge, ideas, and skills.
‘Each copy constitutes a dialogue between the interpreter and the interpreted’, and thus
also enables the possibility of change and revision. From the Renaissance onwards copying
from acknowledged masterpieces formed the undisputed basis of academic instruction in
art. Aspiring artists have not only copied the works of their predecessors, but have ‘imitated
them, been stimulated by them, admired and criticised them’.45 Certain subjects have been
copied so many times and in so many ways, that the act of copying itself has become the
artwork’s strongest feature. Among these is the sculpture of Ares Borghese, or Mars, as
the god of war is known in the Roman culture (Fig. 22 a–c).46 This Roman marble statue, a
copy from the imperial era, is now in the collection of the Louvre Museum, whereas the
whereabouts of the original work, possibly made in bronze in the 5th-century BCE, remains a
mystery. Ares Borghese is presented in the Finnish National Gallery’s Collection for example by
Arvid Liljelund, who copied it after a plaster cast. The helmet, one of Ares Borghese’s typical
features, must have been difficult to draw, as Liljelund wrote next to it: ‘Head unsuccessful.’47
There is another version of the Ares Borghese by Albert Edelfelt, depicting the sculpture as
a skeleton.

45
46
47

Egbert Haverkamp-Begemann. Creative Copies. Interpretative Drawings from Michelangelo to
Picasso. London: Sotheby’s Publications, 1988, 13.
The subject of the sculpture could also be Achilles, as the helmet and (missing) spear in the left
hand could be attributes of either figure.
The original text in Swedish: ‘Hufvudet misslyckad.’
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Fig. 23. Gunnar Berndtson,
Skeletal study, from his
sketchbook
Finnish National Gallery /
Ateneum Art Museum

Photo: Finnish National Gallery /
Tero Suvilammi
Berndtson’s sketchbook
is accessible at: https://
www.kansallisgalleria.fi/fi/
object/393464

The human form
Anatomical drawings in the sketchbooks of Maria Wiik, Albert Edelfelt,
Gunnar Berndtson and Magnus Enckell
Most of the 19th-century anatomy drawings by art students were recorded in sketchbooks.
The fact that the anatomy teachers were often scientists might be one reason for this practice.
Perhaps larger representations weren’t necessary since the drawings were assessed for their
scientific accuracy rather than for their artistic qualities. The artists’ sketchbooks are not
always filled in chronological order, and at times it’s difficult to date the sketches and the
drawings precisely. However, we do know that Maria Wiik, Albert Edelfelt, Gunnar Berndtson
and Magnus Enckell used sketchbooks for their anatomical drawings during their art studies
in the 1870s and 1880s.48 Amongst their sketchbook drawings the most common themes
included different skeletons and detailed fragments of the body, torsos, arms, hands, legs,
and feet (Fig. 23, 24 a–c, 25 a–c). Even if the subjects were the same, there are differences
in how they were presented. Drawings by Edelfelt and Berndtson were accurate and precise,
very close to the scientific representations, whereas Wiik’s drawings are humorous and

48

Wiik studied with von Becker from 1873 until the end of 1874. In 1874 she was also a student at
the Finnish Art Society’s Drawing School. In 1875 Wiik continued her studies in Paris, at the private
Académie Julian. Edelfelt and Berndtson, who were friends, studied together in 1867–82 at the
University Art Room, the Finnish Art Society’s Drawing School, von Becker’s private academy,
and finally in the École des Beaux-Arts in Paris. See Riitta Konttinen. Maria Wiik. Helsinki: Otava,
2000. Edelfelt also studied for two terms in Antwerp before moving to Paris in 1874. See Anna
Kortelainen. Niin kutsuttu sydämeni. Albert Edelfeltin kirjeet äidilleen 1873–1901. Helsinki: Otava,
2001. Magnus Enckell, youngest on the list, began his studies at the Finnish Art Society’s Drawing
School in 1889, but soon left and continued instead with von Becker in 1890. Enckell moved to Paris
to study at Académie Julian in 1891. See Hanne Selkokari. ‘Biografia ja taiteilijan tärkeät näyttelyt”,
in Hanne Selkokari (ed.), Magnus Enckell 1870−1925. Ateneum Publications Vol. 141. Helsinki:
Finnish National Gallery / Ateneum Art Museum, 2020.
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Fig. 24 b Gunnar Berndtson,
Studies of muscles, undated,
from his sketchbook
Finnish National Gallery /
Ateneum Art Museum
Photo: Finnish National Gallery /
Hannu Aaltonen
Berndtson’s sketchbook
is accessible at: https://
www.kansallisgalleria.fi/fi/
object/408580

Fig. 24 a. Gunnar Berndtson, Study of
the muscles of the face, 1876, from his
sketchbook
Finnish National Gallery / Ateneum Art
Museum

Photo: Finnish National Gallery / Hannu Aaltonen
Berndtson’s sketchbook is accessible at: https://
www.kansallisgalleria.fi/fi/object/408580

Fig. 24 c. Gunnar Berndtson, Study of
muscles, undated, from his sketchbook
Finnish National Gallery / Ateneum Art
Museum

Photo: Finnish National Gallery / Tero Suvilammi
Berndtson’s sketchbook is accessible at: https://
www.kansallisgalleria.fi/fi/object/393464
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Fig. 25 a. Gunnar Berndtson, Skeletal studies, 1876, from his sketchbook
Finnish National Gallery / Ateneum Art Museum
Photo: Finnish National Gallery / Hannu Aaltonen
Berndtson’s sketchbook is accessible at: https://www.kansallisgalleria.fi/fi/
object/408580

Fig. 25 b. Gunnar Berndtson,
Skeletal studies, from his
sketchbook
Finnish National Gallery / Ateneum
Art Museum
Photo: Finnish National Gallery / Tero
Suvilammi
Berndtson’s sketchbook is accessible
at: https://www.kansallisgalleria.fi/fi/
object/393464

Fig. 25 c. Gunnar Berndtson,
Skeletal studies, undated, from
his sketchbook
Finnish National Gallery /
Ateneum Art Museum

Photo: Finnish National Gallery / Tero
Suvilammi
Berndtson’s sketchbook is accessible
at: https://www.kansallisgalleria.fi/fi/
object/393464

occasionally even expressive. (Fig. 26 a–c, 27 a–e) One of her skeletons looks like it is dancing
and some of the skulls are clearly smiling or even laughing! (Fig. 28 a–c) Enckell’s drawings
can already be called sketches or even artworks and are clearly not created for a scientific
purpose. Individual interpretation and a student’s motivation certainly affected the outcome,
but perhaps also the changes that occurred in art during the last decades of the 19th century
can be traced in the anatomical studies. In particular Symbolism, the art movement that is
generally described as opposed to realism and naturalism, was significant for Enckell and
many other Finnish artists who began their careers at the end of the century.
Interestingly, many of the Finnish National Gallery collection’s anatomical drawings
made by artists who studied during the first part of the 19th century at foreign art academies,
are larger in size and more finished in style than the later drawings made in sketchbooks.
The larger drawings include, for example, three undated studies of a skeleton by Robert
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Fig. 26 a. Albert Edelfelt, Skull,
1873–74, from his sketchbook
Finnish National Gallery /
Ateneum Art Museum

Photo: Finnish National Gallery /
Tero Suvilammi
Edelfelt’s sketchbook is accessible
at: https://www.kansallisgalleria.fi/
fi/object/398871

Fig. 26 b. Magnus Enckell, Skull, 1919–24, from his sketchbook
Finnish National Gallery / Ateneum Art Museum

Photo: Finnish National Gallery / Tero Suvilammi
Enckell’s sketchbook is accessible at: https://www.kansallisgalleria.fi/fi/
object/398624

Fig. 26 c. Maria Wiik, Skulls, undated, from her sketchbook
Finnish National Gallery / Ateneum Art Museum

Photo: Finnish National Gallery / Tero Suvilammi
Wiik’s sketchbook is accessible at: https://www.kansallisgalleria.fi/fi/object/612789
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Fig. 27 a. Maria Wiik, Skulls, undated, from her
sketchbook
Finnish National Gallery / Ateneum Art Museum
Photo: Finnish National Gallery / Tero Suvilammi
Wiik’s sketchbook is accessible at: https://www.
kansallisgalleria.fi/fi/object/612789

Fig. 27 b. Maria Wiik, Skeletal study of arm bones, undated, from her
sketchbook
Finnish National Gallery / Ateneum Art Museum

Photo: Finnish National Gallery / Tero Suvilammi
Wiik’s sketchbook is accessible at: https://www.kansallisgalleria.fi/fi/object/612789

Fig. 27 d. Maria Wiik, Skeletal studies, undated, from her sketchbook
Finnish National Gallery / Ateneum Art Museum

Photo: Finnish National Gallery / Hannu Aaltonen
Wiik’s sketchbook is accessible at: https://www.kansallisgalleria.fi/fi/object/612542

Fig. 27 c. Maria Wiik, Skeleton, 1873–76, from her
sketchbook
Finnish National Gallery / Ateneum Art Museum
Photo: Finnish National Gallery / Tero Suvilammi
Wiik’s sketchbook is accessible at: https://www.
kansallisgalleria.fi/fi/object/611035

Fig. 27 e. Maria Wiik, Skeletal studies, arm, and leg bones, 1873–76, from her
sketchbook
Finnish National Gallery / Ateneum Art Museum
Photo: Finnish National Gallery / Tero Suvilammi
Wiik’s sketchbook is accessible at: https://www.kansallisgalleria.fi/fi/object/611035
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Fig. 28 a. Magnus Enckell, Skeletal studies,
undated
Finnish National Gallery / Ateneum Art Museum
Photo: Finnish National Gallery / Henri Tuomi

Fig. 28 b. Magnus Enckell, Skeletal studies,
undated
Finnish National Gallery / Ateneum Art
Museum
Photo: Finnish National Gallery / Henri Tuomi

Fig. 28 c. Magnus Enckell,
Skeleton and leg bones, 1891
Finnish National Gallery /
Ateneum Art Museum

Photo: Finnish National Gallery /
Henri Tuomi
Enckell’s sketchbook is accessible
at: https://www.kansallisgalleria.fi/
fi/object/410158
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Fig. 29 a. Robert Wilhelm Ekman, Bone
structure of the hand, undated
Finnish National Gallery / Ateneum Art
Museum
Photo: Finnish National Gallery / Lauri Asanti

Fig. 29 b. Robert Wilhelm Ekman, Thighbone,
knee and foot, undated
Finnish National Gallery / Ateneum Art
Museum
Photo: Finnish National Gallery / Nina Pätilä

Fig. 29 c. Robert Wilhelm Ekman, Arm
bones and shoulder blades, undated
Finnish National Gallery / Ateneum Art
Museum
Photo: Finnish National Gallery / Nina Pätilä

Wilhelm Ekman, measuring 33.5cm x 30cm, which were probably created during his studies
in Stockholm at the Royal Academy of Painting and Sculpture in 1824–36 (Fig. 29 a–c).49 These
carefully executed drawings depict the hand’s bone structure, the thigh bone, knee, and foot,
as well as arm bones and shoulder blades. The names of the bones are written next to the
drawings in both Swedish and Latin. The drawings are numbered from one to three and clearly
form a series. Similarly impressive is the écorché (55cm x 33.5cm), by R. W. Ekman’s nephew
Anders Ekman, drawn presumably when he was a student in Düsseldorf.50
The male écorché’s muscles are well-formed and each one is individually marked with a
letter corresponding with the list beside the drawing. The list contains names of the muscles in
Latin, German and Swedish, Ekman’s native language. The figure, created in charcoal and red
and yellow watercolour, is captured as if the person was jumping upwards, with his left arm
above the head and the right swung behind him. The person is looking up, his facial features
follow the ideal proportions of the body. Another notable écorché drawing in the Ateneum Art
Collection is by the Swedish sculptor Carl Eneas Sjöstrand. He studied in the art academies in
Stockholm, Copenhagen and Münich, and taught in the Finnish Art Society’s Drawing School
in 1863–82, 1888 and 1890–1901.51 Sjöstrand’s écorché of a horse, dated 1873, is the only
anatomical drawing of an animal I have found in the course of my research into the Finnish
National Gallery’s Collections. The picture (36cm x 49cm) is beautiful and could be regarded
as an artwork. The skinned horse is depicted as if it was standing on a pedestal and resembles
a sculpture. (Fig. 30 a–b) Perhaps this drawing was copied after a three-dimensional model

49
50
51

Aimo Reitala. ‘Ekman, Robert Wilhelm’, Kansallisbiografia-verkkojulkaisu. Studia Biographica
4. Helsinki: Suomalaisen Kirjallisuuden Seura, 1997–, http://urn.fi/urn:nbn:fi:sks-kbg-003215
(accessed 28 June 2022).
Reitala, ‘Ekman, Anders’.
Riikka Stewen, ‘Opettajat 1848–1998’, 158.
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Fig. 30 a. Carl Eneas Sjöstrand, Horse écorché,
1873
Finnish National Gallery / Ateneum Art Museum
Photo: Finnish National Gallery / Nina Pätilä

Fig. 30 b. Anders Ekman, Muscular study,
écorché, before 1855
Finnish National Gallery / Ateneum Art
Museum
Photo: Finnish National Gallery / Hannu
Pakarinen

rather than after a drawing. The horse, even if shown without its shimmering skin, looks
strong and beautiful with its curved neck, pointed ears, open mouth, and a groomed tail. One
can easily imagine it trotting in a royal dressage manège.
Friday for skeletons, Saturday for muscles – the young Edelfelt in Antwerp
and Paris
Anatomy was to become a familiar subject for Albert Edelfelt, who in the autumn of 1873
was about to begin his studies at the renowned Royal Academy of Fine Arts in Antwerp. The
210-year-old academy with its 1,500 students (all male) understandably made an impression
on the aspiring artist.52 The novice class in Antwerp was called the antique drawing class,
and it was obligatory for all students regardless of their previous experience. The days, filled
with lessons in anatomy, perspective studies, composition, and aesthetics, started at 9am
and ended at 8pm.53 Anatomy must have been demanding for the young artist, as he wrote
in a letter to his mother only a month after his arrival: ‘Note. Anatomy becomes my worst
touchstone here!’54 The academy held termly competitions, which the students had to pass
in order to proceed with their studies. In Antwerp, the February exam was about anatomy:

52
53
54

Albert Edelfelt to his mother Alexandra Edelfelt, 6 December 1873, in Anna Kortelainen (ed.), Niin
kutsuttu sydämeni. Albert Edelfeltin kirjeet äidilleen 1873–1901, trans. Sirpa Kähkönen. Helsinki:
Otava, 29–32.
Albert Edelfelt to his mother Alexandra Edelfelt, 2 October 1873, in Kortelainen, Niin kutsuttu
sydämeni, 9–15.
Albert Edelfelt to his mother Alexandra Edelfelt, The All-Saints Day (beginning of November) 1873,
in Kortelainen, Niin kutsuttu sydämeni, 22–28.
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Figs. 31 a–d. Albert Edelfelt, Studies of muscles, 1873–74
Finnish National Gallery / Ateneum Art Museum

Photo: Finnish National Gallery / Tero Suvilammi
Edelfelt’s sketchbook is accessible at: https://www.kansallisgalleria.fi/fi/object/398871

‘Friday for skeletons, Saturday for muscles.’55 Edelfelt studied in Antwerp until May 1874.
After this he wrote to his mother about the entrance exams for the private Academy Gérôme
in Paris:
To be allowed to the evening school (which is the best in Paris, perhaps in the whole
world), I must take part in a competition in anatomy and perspective studies, which
I will gladly agree to, as I have not yet completely forgotten the lessons I received
in Antwerp.56
Edelfelt was soon notified that he had been accepted and began in the following weeks as
a ‘nouveau’ under the guidance of the French painter, Jean-Léon Gérôme.57 His true goal,
however, was the honourable École des Beaux-Arts. In October 1874, Edelfelt was ready to
take the entrance exams for this world-famous art school that had been established in 1648.
Concours préparatif (preparatory competition) has been taken off the agenda
(anatomy, perspective, ornamentation) and I have been with no difficulty ‘admis
au concours décisif’ (accepted for the final competition). I was placed fifth in the
preparatory competition out of 60 applicants and received 39 votes in favour out of 50.
If only the decisive competition (nude model) would go just as well. We started today
and will continue for 12 hours every day.58
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Albert Edelfelt to his mother Alexandra Edelfelt, 22 February 1874, in Kortelainen, Niin kutsuttu
sydämeni, 45–48.
Albert Edelfelt to his mother Alexandra Edelfelt, 15 May 1874, in Kortelainen, Niin kutsuttu
sydämeni, 63–72.
Albert Edelfelt to his mother Alexandra Edelfelt, 22 May 1874, in Kortelainen, Niin kutsuttu
sydämeni, 73–83.
Albert Edelfelt to his mother Alexandra Edelfelt, 12 October 1874, in Kortelainen, Niin kutsuttu
sydämeni, 116–119.
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Figs. 32 a–d. Albert Edelfelt, Anatomical studies, 1871–73
Finnish National Gallery / Ateneum Art Museum

Photo: Finnish National Gallery / Tero Suvilammi
Edelfelt’s sketchbook is accessible at: https://www.kansallisgalleria.fi/fi/object/402147

Again, Edelfelt passed his exams successfully. His came 15th out of the 85 newly accepted
students.59 Edelfelt’s anatomical drawings from his time in Antwerp and Paris, preserved in
his sketchbooks, include muscle and skeleton studies, and detailed drawings of human body
parts, such as hands and feet, torsos, and skulls (Fig. 31 a–d, 32 a–d). The studies are executed
in a very precise manner and must have been time consuming to draw. Only a few are
coloured, some have been worked with a black ink, in addition to charcoal. The most detailed
drawings depict highly realistic-looking skeleton fragments (Fig. 33 a–d, 34 a–c). Edelfelt must
have studied genuine human bones in order to be able to copy them so authentically. These
bone drawings featured a knee, a left thigh bone, backbone, pelvis, right and left foot and
arm. The skeleton fragments are carefully shaded and have a three-dimensional aspect to
them. Every shape and detail has been recorded. The realistic style of Edelfelt’s anatomical
drawings may partly come from the general style of the scientific representations but could
also point to a growing trend towards realism in French art after the mid-19th century. As an
aesthetic programme realism aimed for the accurate, detailed, and unembellished depiction
of nature or of contemporary life.
Two left feet, by Torsten Wasastjerna and Pekka Halonen
The Bargue-Gérôme manual in the Helsinki University Museum was presumably purchased by
the university’s drawing master Adolf von Becker during his leave of absence in 1871, which
he spent in France. He then visited various art schools, such as the École de Dessin in Paris,
and was thus acquainted with the French schools’ current teaching methods.60 Von Becker,
who himself had studied in the École des Beaux-Arts, strove to reorganise the teaching in the

59
60

Kortelainen, Niin kutsuttu sydämeni, 117.
Satu Savia. ‘Adolf von Becker opettajana 1869–1892’, in Tiina Penttilä (ed.), Adolf von Becker.
Pariisin tien viitoittaja. Pohjanmaan museon julkaisuja 28, Turun taidemuseon julkaisuja
1/2003. Vaasa: Pohjanmaan museo, 2003, 80; Irene Riihimäki. Piirtäjän opissa: Keisarillisen
Aleksanterin -yliopiston piirustussalin historia 1830–1893. MA Thesis. University of Helsinki,
Faculty of Arts, Department of Philosophy, History, Culture and Art Studies, 2018, http://urn.fi/
URN:NBN:fi:hulib-201806142691, 85.
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Figs. 33 a–d. Albert Edelfelt, Skeletal studies, 1873–74, from his sketchbook
Finnish National Gallery / Ateneum Art Museum

Photo: Finnish National Gallery / Tero Suvilammi
Edelfelt’s sketchbook is accessible at: https://www.kansallisgalleria.fi/fi/object/398871

Figs. 34 a–c. Albert Edelfelt, Skeletal studies,
1873–74, from his sketchbook
Finnish National Gallery / Ateneum Art Museum
Photo: Finnish National Gallery / Tero Suvilammi
Edelfelt’s sketchbook is accessible at:
https://www.kansallisgalleria.fi/fi/object/398871
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university according to his studies in France.61 In 1870, he suggested that the Art Room should
be made open to all and not just for the university students (who were all male at the time),
but this idea was rejected. As a consequence, he founded his own academy in 1872, called
Adolf von Becker’s Private Academy for Drawing and Painting.62 It operated on the university
premises until 1892, when von Becker moved permanently to Paris.63 His academy was of
great importance, especially for the generation of art students who started their studies in
the 1870s–80s. It served as a place of further education for almost everyone who attended
the Finnish Art Society’s Drawing School.64 His private students included, for example, Helene
Schjerfbeck, Maria Wiik, Albert Edelfelt, Gunnar Berndtson, Torsten Wasastjerna and Pekka
Halonen, all of whom also studied in the Finnish Art Society’s Drawing School.65 Many Finnish
art students at that time studied concurrently in the Art Society’s Drawing school, in the
university’s Art Room or in von Becker’s private academy.66 It is impossible to know for certain
the origin of all the student works made during the coexistence of these three art schools.
Still, some clues can be found.
Particularly interesting in this respect are the drawings made by Torsten Wasastjerna
and Pekka Halonen. Wasastjerna was a student in the Finnish Art Society’s Drawing School in
1879–85 and in the university’s Art Room in 1883–85. Halonen was accepted by the Finnish
Art Society’s Drawing School in 1885 and studied there until 1890. He was also a student in
the university’s Art Room in 1885–87. The two continued their studies abroad, Wasastjerna in
Düsseldorf and Paris, Halonen in Paris. Wasastjerna’s teachers at the Ateneum were Fredrik
Ahlstedt and Maria Wiik, while Halonen studied under Carl Jahn and Fredrik Ahlstedt.67
Interestingly, Wasastjerna and Halonen copied the same examples from the Bargue-Gérôme
drawing manual, ‘Plate 1 no 7: Foot of the Gladiator’ (Fig. 35 a–c) and ‘Plate I no 56: Torso of a
Man, seen from the back’, and the same or at least a very similar plaster cast of the Venus de
Milo (Fig. 36 a–c). The teachers at the Finnish Art Society’s Drawing School wrote their name
or initials on the students’ works they had seen and approved, usually in the upper right or
left corner. Wasastjerna’s version of the gladiator’s foot and the torso were signed by Maria
Wiik in 1880, Halonen’s copies of the same subjects have the marking ‘Feb 86 C. J.’, meaning
that they were seen by Carl Jahn in February 1886. Wasastjerna’s copy of the cast of the Venus
de Milo hasn’t been signed, but Halonen’s version has the initials and the dating of his teacher
Fredrik Ahlstedt, made in May 1888: ‘F. A. Maj 88’. The missing signature on Wasastjerna’s
drawing might indicate that the work wasn’t assessed. Perhaps the picture wasn’t quite
finished? Generally, the art students signed their works for identification purposes since there
were numerous students who would have copied the same subject at the same time. The
Venus de Milo was a popular plaster cast subject, and it is possible that both institutions, the
Finnish Art Society’s Drawing School, and the university’s Art Room, had their own copies.
Today, only the university version is known to exist.68
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Von Becker received his initial artist’s training at the Finnish Art Society’s Drawing School and the
University’s Art Room. He began in France at the private academy of Thomas Couture in 1859 and
was accepted into the École des Beaux-Arts in 1860. See Riihimäki, Piirtäjän opissa, 57. Apart from
his teaching positions, von Becker was also active in the Finnish Art Society and a member of the
Society’s board of directors 1878–80 and 1883–89. See Helena Hätönen. ‘Suomen Taideyhdistyksen
perustaminen’, in Suomen Taideyhdistys – Kuvataide-elämän rakentumisen aikaa, web publication.
Helsinki: Finnish National Gallery, Archive Collections, 2012, http://www.lahteilla.fi/fi/page/
suomen-taideyhdistys-suomen-taideyhdistyksen-perustaminen (accessed 28 June 2022).
The original name in Swedish was Adolf von Beckers Privat Akademi för teckning och måleri.
Riihimäki, Piirtäjän opissa, 70; Savia, Adolf von Becker, 81.
Savia, Adolf von Becker, 82.
Savia, Adolf von Becker, 83.
Riihimäki, Piirtäjän opissa, 64.
Päivi Hovi-Wasastjerna. Taidemaalari Torsten Wasastjernan matkassa. Helsinki– Düsseldorf–Pariisi.
Self-published, 2004, 29; Anna-Maria von Bonsdorff. Pekka Halonen. Ateneumin taidemuseon
julkaisut nro 52. Helsinki: Finnish National Gallery / Ateneum Art Museum, 2008, 164–65.
Helsinki University Museum has two plaster cast copies of the same sculpture. One is still used as a
model in the university’s Art Room and a larger version is part of the university’s collection of casts,
on display in the university’s main building.
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Fig. 35 a. Cours de dessin par CH. Bargue avec le concours de J-L. Gérôme: Plate I, 7. Pied du
gladiator, 1868. Helsinki University Museum
Photo: Helsinki University Museum

Fig. 35 b. Torsten Wasastjerna, Drawing copied from
the Cours de dessin: Plate I, 7. Pied du gladiator, 1880.
Torsten Wasastjerna Archive. Archive Collections,
Finnish National Gallery
Photo: Finnish National Gallery / Simo Karisalo

Fig. 35 c. Pekka Halonen, Drawing copied from the
Cours de dessin: Plate I, 7. Pied du gladiator, 1886.
Finnish National Gallery / Ateneum Art Museum
Photo: Finnish National Gallery / Hannu Pakarinen
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Fig. 36 a. Pekka Halonen, Venus de Milo,
1888
Finnish National Gallery / Ateneum Art
Museum

Photo: Finnish National Gallery / Hannu Pakarinen

Fig. 36 b. Helsinki University Museum’s
plaster cast of the Venus de Milo in the
university’s main building. Photographer
Laura Nissinen

Fig. 36 c. Torsten Wasastjerna, Venus de
Milo, undated
Torsten Wasastjerna Archive. Archive
Collections, Finnish National Gallery
Photo: Finnish National Gallery / Simo Karisalo

Wasastjerna also made several copies of the second part of the manual, for example
of the ‘Plate II no 15: Hippolyte Flandrin’s Study of a Woman’ and ‘Plate II no 18: Paul Dubois’
Roman Woman’. Both drawings have been signed by Wasastjerna and have the initials and
dating of Fredrik Ahlstedt: ‘F. A. 88’. Wasastjerna’s copy of the Cours de dessin’s ‘Plate I no 38:
Caracalla’, was also made in the Finnish Art Society’s Drawing School as it has his signature
and the date, 11 March 1879, as well as Fredrik Ahlstedt’s initials and date: ‘F. A. Mars 79’,
meaning March 1879. Wasastjerna’s other drawing of the same subject, Caracalla’s portrait
bust, is a copy after a plaster cast. The work doesn’t have Wasastjerna’s signature but instead
one marking made by von Becker in the lower left corner: ‘Vidé A. von Becker’. ‘Vidé’, refers to
the Latin verb ‘video’, to see, means here that the drawing was seen by von Becker and that it
was executed in the university’s Art Room under his guidance. The cast of Caracalla’s bust still
exists in the Helsinki University Art Room and is used as a drawing model by students to this
day (Fig. 37 a–c).
At present no information has been found that would prove that the Finnish Art
Society’s Drawing School owned a copy of the Bargue-Gérôme drawing manual. It is of course
possible that had been borrowed from time to time from the university’s Art Room, which was
located near to the Ateneum.69 Still, it is most likely that the Art Society’s Drawing School had
its own copy of the manual, which has either since disappeared or awaits to be discovered
in some archive. This idea is supported by the discovery the Finnish National Gallery’s
curator Helena Hätönen made recently from the National Gallery’s Archive Collections.
A receipt located by Hätönen indicates that Turku Drawing School, then part of the Finnish
69

The Finnish Art Society’s Drawing School was situated in Unioninkatu 20, Helsinki, before the
Ateneum building was completed in 1887. That location was close to the university’s Art Room.
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Fig. 37 a. Cours de dessin par CH. Bargue avec le concours de J-L. Gérôme:
Plate I, 38. Caracalla. Helsinki University Museum
Photo: Helsinki University Museum

Fig. 37 b. Torsten Wasastjerna, Bust of
Caracalla, after Cours de dessin:
Plate I no 38. Caracalla, 1879
Torsten Wasastjerna Archive. Archive
Collections, Finnish National Gallery
Photo: Finnish National Gallery / Simo
Karisalo

Fig. 37 c. Plaster cast of the bust of
Caracalla, held at Helsinki University
Art Room. Photographer Laura Nissinen

Fig. 37 d. Torsten Wasastjerna, Bust of
Caracalla, after plaster cast, undated
Torsten Wasastjerna Archive. Archive
Collections, Finnish National Gallery

Photo: Finnish National Gallery / Yehia Eweis
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Fig. 38. A receipt from Turku Art School for the purchase of the Bargue-Gérôme manual, in 1875,
from the printing house Frenckell & Sons. Archive of the Finnish Art Society. Archive Collections,
Finnish National Gallery
Photo: Finnish National Gallery

Art Society, acquired a version of the first part of the Bargue-Gérôme manual in 1875 from
the established Finnish printing house Frenckell & Sons (Fig. 38).70 If the smaller art school
in Turku had its own manual, surely one would have been purchased for the Art Society’s
Drawing School in Helsinki too.
Smiling Brutus – Oscar Kleineh’s and Arvid Liljelund’s differing visions
An important part of the art students’ education was drawing after plaster casts. The
transition from copying engravings or drawing manual examples to copying plaster casts
was called passing, or in French ‘à la bosse’, the bosse (bump) meaning plaster casts. The
rule was that a student never began drawing a live model before mastering the bosse, and
never began the bosse before mastering the ‘dessin ombré’, the shadow drawings, from the
manuals. Copying from the cast was an exercise principally designed to heighten the student’s
awareness of the effects of light and shade.71 The plaster casts, made after famous art and
architectural objects, were particularly popular in the 19th century when they were used to
educate and entertain the students and the wider public.72
Oscar Kleineh’s copies after plaster casts from his time in Düsseldorf include a hand,
a foot, a leg and seven portrait busts. The busts are casts from Roman copies made after
Greek sculptures. Among them is a plaster cast presumed to be a portrait of the ancient
Greek poet Hesiod.73 The copy was made in Roman times and goes back to a Greek bronze

70
71
72
73

Accounts and receipts 1874–77. STY/G4. Archive of the Finnish Art Society 1846–1939. Archive
Collections, Finnish National Gallery.
Boime, The Academy and French Painting in the Nineteenth Century, 27.
Victoria and Albert Museum. ‘History of the Cast Courts’, 6 May 2017, https://www.vam.ac.uk/
articles/history-of-the-cast-courts (accessed 28 June 2022).
The portrait is also known as Pseudo-Seneca because it was previously thought to present a
philosopher named Seneca.
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Figs. 39 a–f. Oscar Kleineh, Academic studies, 1867–68
Finnish National Gallery / Ateneum Art Museum
Photo: Finnish National Gallery / Nina Pätilä

original, which was made c. 200BCE. There are almost 40 different versions of this bust, many
of which were discovered in and around Naples.74 The Hesiod portrait was a popular subject
among the plaster casts, and a version of the same bust also exists in the University of Helsinki
Art Room. The man’s strong features, vivid expression and wild hair have presumably been
considered as a good exercise for the art students. All of Kleineh’s drawings copied after the
plaster casts are ‘size-size’, meaning that they are the same size as the busts. The drawings are
impressive. Every detail has been copied, even the small dents on the casts’ surface. Most of
Kleineh’s drawings depict the portraits close up but slightly sideways, as if they were captured
in the middle of a conversation. The medium used was charcoal. They are strongly shaded;
white chalk has been added for the highlights. The shaded areas, especially the background,
have been worked with a stump (Fig. 39 a–f). Stumping is a technique whereby artists use

74

The plaster cast Kleineh copied is made after a sculpture that belongs to the collection of the
Museo archeologico nazionale di Napoli in Naples.

38
The Ateneum to the Backbone – 19th-century Anatomy Drawings in the Finnish National Gallery Collections // Laura Nissinen
--FNG Research Issue No. 2/2022. Publisher: Finnish National Gallery, Kaivokatu 2, FI-00100 Helsinki, FINLAND.
© All rights reserved by the author and the publisher. Originally published in https://research.fng.fi

Figs. 40 a–e. Arvid Liljelund, Academic studies, 1867
Finnish National Gallery / Ateneum Art Museum
Photo: Finnish National Gallery / Jenni Nurminen

stumps made of paper or leather to spread the charcoal and chalk to produce diffuse areas in
a drawing.75
The lighting in Kleineh’s portraits is dense with strong contrasts, creating a moody and
almost sentimental atmosphere. The lighting conditions were created using a construction
made of wood or black card, called a ‘shadow box’, which was basically a square box with

75

The Metropolitan Museum of Art. ‘Chalk’, https://www.metmuseum.org/about-the-met/collectionareas/drawings-and-prints/materials-and-techniques/drawing/chalk (accessed 28 June 2022).
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one side open.76 Similar structures are used, for example, in photography studios to control
the amount and direction of light. The drawings were presumably copied in a studio or art
classroom with a large window or perhaps even a glazed roof, providing a good amount of
daylight. All drawings are signed with Kleineh’s name, plus the place (Düsseldorf) and date.
The drawing paper is thick and heavy with a slight texture, which is especially suitable for
charcoal and chalk drawings. Small holes are visible in the pictures’ upper corners, indicating
that the drawings were mounted on a wall, presumably to be evaluated and exhibited.
Interestingly, Kleineh’s cast portrait drawings are somewhat different from Arvid
Liljelund’s, who began his studies in the Royal Arts Academy in Düsseldorf at the same time.
Liljelund and Kleineh knew each other well, they had already studied together at the Finnish
Art Society’s Drawing School. Liljelund’s drawings are executed in a very similar manner to
Kleineh’s, with charcoal and white chalk, but they are lighter and softer with less contrast
in the shaded areas. Also, the paper is of a different shade. Most of Liljelund’s portraits are,
unlike Kleineh’s, presented in a way that the table or the shelf beneath the busts is visible,
enhancing the drawings’ sculptural aspect. Also, the atmosphere in Liljelund’s works is
somewhat calmer and quieter, less vivid perhaps, than in Kleineh’s drawings (Fig. 40 a–e).
Liljelund’s copies include only one bust that is the same as Kleineh used, the portrait of
Brutus.77 Perhaps the students were allowed to choose the sculptures they wished to copy.78
In any case, the Düsseldorf Academy’s cast collection must have been substantial. The portrait
of Brutus, which Kleineh and Liljelund both used, is presumably the same cast even though
the representations differ. Kleineh chose to draw Brutus in full profile, showing only half of his
face, whereas Liljelund’s copy was more frontal and included Brutus’ neck and upper chest.
For some reason Liljelund’s version also seems less gloomy, presenting Brutus with a hint of
a smile on his face.
The lost limbs
Unfortunately, information is missing about the use and current whereabouts of the plaster
casts used in the two art schools located at the Ateneum, the Finnish Art Society’s Drawing
School, and the School of Applied Arts. The photographs taken at the Ateneum’s studios,
classrooms, and corridors prior to the art schools’ move in 1984 show many different casts,
which were presumably used in teaching. (Fig. 41) An attempt to list them by combing through
the student drawings, photographs, and other archival material such as the yearly accounts
of the Finnish Art Society, would be interesting. The only known surviving plaster casts used
in artist tuition in 19th-century Finland at present are the casts in the Helsinki University
Museum’s collection, located in the University of Helsinki Art Room.79 The University Museum
collection also includes casts that haven’t been used for artist tuition but have served as an
exhibited assortment of sculptures. This cast collection, obtained over the period 1843–1912,
includes 117 sculptures and features, for example, Athena Giustiniani, Ares Borghese, Artemis
of Gabii, a Laocoön group and the Venus de Milo.80 These casts are currently situated in the
University of Helsinki’s main building.
Many of the older casts in the University Art Room were acquired by the university’s
drawing master Adolf von Becker. During his employment there from 1869–92, von Becker
gathered a collection of about 100 pieces of small-scale plaster sculptures to be used as
models for the university, as well as for his private academy art students. Von Becker acquired
among others the casts presenting the Faun of Praxiteles, the Venus de Milo, Michelangelo’s
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Ackerman, Charles Bargue with the Collaboration of Jean-Léon Gérôme. Drawing Course, 320.
Marcus Junius Brutus was a Roman politician, one of the leaders in the conspiracy that assassinated
Julius Caesar in 44BCE.
Amongst the other busts Liljelund copied are the portrait of Euripides and Antiochos III Megas.
Euripides was a tragedian of classical Athens and Antiochos III Megas a Greek Hellenistic king.
Megas’s portrait is also part of the university Art Room’s cast collection in Helsinki.
Possible institutions which might possess casts used in art teaching in the 19th-century are the
Aalto University and the University of Arts Helsinki.
Hanne Wickström. ‘Taidehistorian veistokuvakokoelma’, in Kati Heinämies (ed.), Helsingin
yliopistomuseo. Tiedettä, taidetta, historiaa. Helsinki: Helsingin yliopisto, 2003, 125–26.
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Fig. 41. Students from the Finnish Art Society’s Drawing School at the Ateneum, 1897–98, with plaster
casts seen in the background. Photographer Daniel Nyblin. Collection of Archived Photo Prints.
Archive Collections, Finnish National Gallery

portrait of Giuliano de Medici, the Sleeping Bacchus, and the Venus of Arles.81 One reason for
the acquisition of the small casts was that von Becker was only allowed to use the university’s
main plaster cast collection in teaching for a few days per week and only one hour at a time
since it was feared that the collection would be ruined through student use.82 Many of the
casts von Becker acquired for the University Art Room are still in use by students. The most
recent additions to the collection are undated casts donated to the Art Room from the Finnish
National Theatre. The theatre is located near the Ateneum and one theory is that the casts
were donated to the theatre when the art schools left the building.

Conclusion
In a way, historical research always involves guesswork. When one question is answered,
three new ones arise, pointing out what is missing. This article is thus speculative in places
and leaves certain matters unanswered. Still, it demonstrates some of the focal influences
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Savia, Adolf von Becker, 81; Riihimäki, Piirtäjän opissa, 66.
Savia, Adolf von Becker, 81.
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of 19th-century art, many of which have been previously disregarded in Finnish art history
studies. The methodology and methods used in European art education and in Finland were, if
not identical, then very closely related. The tuition provided at the Ateneum comprised similar
theoretical and practical subjects to the art academies overseas. The main principle in 19thcentury art education was the drawing of the human figure, and copying was the key to the
learning process.
The copied examples and models the aspiring artists learned from involved making
different illustrations of anatomy, human remains such as skeletons and skulls, threedimensional representations like the life-size échorché figures, imagery of human bodies
and body parts, masters’ artworks, and plaster casts of ancient statuary. The teaching aids
themselves could provide a lot of information about the methodology and methods used in
19th-century art education. Sadly, most of the human remains, drawing manuals, artworks
and artefacts copied by the art students inside the Ateneum’s walls and elsewhere in Finland
are now lost. Hopefully, with increasing knowledge, their artistic status and significance in
art history will be recognised. The common ground that 19th-century art students shared
when learning the basics of their profession shaped their style and expression and influenced
their later artworks. The knowledge of their student years and learning processes helps us to
understand contemporaneous artistic theories and the values incorporated in their works, as
well as deepening our comprehension of 19th-century artistic expression.
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Mementos on Display: Portrait Miniatures
in the Sinebrychoffs’ Art Collection
Hilla Männikkö, MA student, University of Helsinki

This article is published following the author’s three-month research internship at the Finnish
National Gallery

Introduction
There are very few people who haven’t felt moved
when looking at a picture of their loved one. A face,
especially when belonging to someone dear, has
the power to evoke a multitude of feelings: love,
anger, possessiveness or heartache, to name a few.
As we live in the contemporary world, this type of
picture is usually a photograph. In my primary school
Peter Adolf Hall (1739–93),
Portrait of a Young Man,
we used to wait for the days when a photographer
watercolour and gouache on
came to take the annual school photographs. We
ivory, 3.7cm x 2.9cm
sat for the group picture, pictures with our friends
Sinebrychoff Collection, Finnish
and our portrait pictures with hair brushed and a
National Gallery /
Sinebrychoff Art Museum
smile elicited by the funny word. After a few weeks,
Photo: Finnish National Gallery / Simo
the photos arrived and it was time to call on our
Karisalo
courage and ask for a little sticker photo from our
secret (or not-so-secret) crush. If we were lucky
enough to obtain one, it was cherished. I stuck mine
between the back of my phone and the battery to keep it always with me, but hidden from
meaningful glances.
This ritual from my childhood nearly 20 years ago reminds me of portrait miniatures
and their use as personal mementos across several centuries. Before the invention
of photographs these items held a great sentimental value and were in active use in
strengthening emotional bonds between lovers and family members. During my internship
at the Finnish National Gallery I have acquainted myself with these small gems and
their character.
I chose to study Paul and Fanny Sinebrychoff’s collection of miniatures that is housed
at the Sinebrychoff Art Museum as a part of Paul and Fanny Sinebrychoff’s art collection.
Today the National Gallery’s entire collection of miniatures comprises about 400 items, of
which around 340 belong to the original collection by Paul and Fanny. Their original miniature
collection was formed over roughly two decades – from the end of the 1880s to c. 1913 – and
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Press clipping showing photographs of Paul and Fanny Sinebrychoff, 1909. Historical Picture
Collection, Finnish Heritage Agency
CC BY 4.0

was then donated to the Finnish state in 1921.1 Since the original donation the collection in
the National Gallery has been increased by several further donations and purchases.
The collection of miniatures has been previously researched, but the main focus has
been on basic and conservatory research on how the collection was formed and what it
actually includes in terms of artists and materials.2 Even though this work is still in progress,
in this article my aim is not to make a thorough report on the collection or its developments,
but rather to study it from several thematic viewpoints. First of all, I will approach a portrait
miniature as an object that has a certain character. I will examine it as a material and social
object and place it in the context of the Sinebrychoffs’ collecting interests. Here, I will reflect
on the question of what kinds of qualities make the portrait miniature an appealing object for
both the original owner and the collector. How do their experiences differ and what do they
have in common?
I have approached these questions by sifting through some parts of the Finnish
National Gallery Archive Collections, studying research literature on the material and social
aspects of portrait miniatures and taking a closer look at Paul Sinebrychoff’s letters from
equivalent viewpoints.3 I have also had the opportunity to examine Paul’s own original
catalogue of their miniatures, the catalogue of the collection made after Fanny’s donation, as
1

2
3

This timing of active collecting is based on information gathered from Paul’s letters and
submitted to the author as a verbal notice by curator Reetta Kuojärvi-Närhi, who has studied the
Sinebrychoffs’ collecting activities in depth. On the donation, see Ira Westergård. ‘A gift to the
nation: Fanny Sinebrychoff and the donation of the Sinebrychoff art collection’, in Salla Heino, Kirsi
Eskelinen (eds.), A Bulevardi Home – Art Collectors Paul and Fanny Sinebrychoff. Helsinki: Finnish
National Gallery / Sinebrychoff Art Museum, 2021, (212–31) 221.
See e.g. Reetta Kuojärvi-Närhi & Synnöve Malmström (eds.). Miniatyyrit. Helsinki: Valtion
taidemuseo, 2002.
I have used the letters from the years 1895 to 1909, about 477 items in total, which can be found
translated into Finnish and transcribed on the web-page Paul Sinebrychoffin kirjearkisto [Paul
Sinebrychoff’s Letter Archive], http://kirjearkisto.siff.fi/default.aspx (accessed 15 June 2022).
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well as auction catalogues from Bukowski’s auction house in Sweden. There is still a variety
of archive material on the Sinebrychoff collection that would require further research in the
future which could also shed light on the issues concerned in this article.
The Sinebrychoffs’ collection of miniatures contains mainly portrait miniatures but
also some examples of other genres, such as mythological scenes. In my research I have
concentrated on the original part of the collection collected by Paul and Fanny. From the
vast amount of objects, I have chosen portrait miniatures that depict private individuals and
were commissioned as personal keepsakes as the ones to be presented in this article. Thus
in the later sections, when discussing miniatures in general, I will not consider portraits of
sovereigns or other socialites, which play a considerable role in the history of miniatures but
whose function differs significantly from that of their more private counterparts. Finally, I have
highlighted some items from the collection, which best express the social or material aspects
of miniatures that are the focus of this article.

The historical and social context of the Sinebrychoffs’ collection
During the 19th century, old European art was increasingly passing into the hands of a new
class of entrepreneurs of industry and finance. They created new collections to support their
social status, which had no base in aristocratic roots. Paul Sinebrychoff (1859–1917), owner
of the successful family brewery of the same name, was an embodiment of this type.4 With
his wife, Fanny (neè Grahn, 1862–1921), they started to collect paintings and antique pieces
in the 1880s and continued their purchases until the outbreak of the First World War.5 During
this time they successfully collected a unique selection of old European art in a country that
was lacking substantial collections of Old Masters, such as aristocratic or royal collections.
Until the mid-19th century there were rarely any paintings in Finnish aristocratic homes
apart from family portraits and an occasional landscape.6 It was convenient, however, to have
a row of images of ancestors on the wall as a reminder of the family’s hopefully long and
glorious history. The Sinebrychoff family, who had settled in Finland from central Russia just
a few generations earlier, did not have this advantage. The vital importance of portraits to a
respectable home may be one of the reasons why Paul and Fanny took an interest in portraits
and concentrated on them across their entire collection: apart from reflecting their personal
tastes, the collection had probably fortified their position in re-forming Finnish society.
Despite Paul’s Russian roots, the couple intended originally to concentrate on portraits, in
Paul’s own words, ‘from the period when the fate of Sweden and Finland was united’.7 That
is, mostly from the 17th and 18th centuries, when Finland was under Swedish rule. This was
quite a safe choice during the period when Russia tightened its grip on the country. Also
Fanny’s Swedish roots most certainly played a part.8
The art collection has borne the names of both Fanny and Paul, but the division
between them in forming it has remained a little unclear. Even though Paul Sinebrychoff has
gained the main attention as ‘the man behind the collection’ who is usually brought forward
self-evidently, it is nevertheless undeniable that Fanny also played her part in the creation
of the art collection. It is to be noted that Fanny is mentioned several times in Paul’s letters,

4
5
6
7
8

Charlotta Wolff. ‘Art and self-image around 1900. The Sinebrychoff collection in context’, in Salla
Heino, Kirsi Eskelinen (eds.), A Bulevardi Home – Art Collectors Paul and Fanny Sinebrychoff.
Helsinki: Finnish National Gallery / Sinebrychoff Art Museum, 2021, (40–53) 41–43.
See note 1.
Susanna Pettersson. ‘Jännityksen ja riemun merkitsemällä polulla’, in Minerva Keltanen (ed.),
Sinebrychoff – keräilijän kodista taidemuseoksi. Helsinki: Valtion taidemuseo / Sinebrychoffin
taidemuseo, 2003, (70–83) 71–72.
‘från den tid, då svenska och finska öden voro förenade’. Paul Sinebrychoff (P.S.) to Julius Kronberg
(J.K.), Helsinki 13 November 1907. Archives of the Finnish Art Society (AFAS). Archive Collections
(AC), Finnish National Gallery, Helsinki (FNG).
See also Charlotta Wolff’s excellent analysis in ‘Art and self-image around 1900. The Sinebrychoff
collection in context’, 48–52.
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taking an active role and giving her opinions on acquisitions. For example, in his letter on
31 August 1899 to the collector Axel Durling, Paul passes on Fanny’s inquiry about the price
for a Breda painting in Durling’s possession and whether he would be willing to sell it to
them.9 Her name is not, however, found in reference to the miniatures. Judging from Paul’s
remarks in the letters, the miniatures collection appears to have been his particular domain.10
Whatever role Fanny might have played in forming the collection, it is unfortunately only
Paul’s correspondence that we are able to read today, and therefore it is mainly his voice
that is giving us direct information about their collecting activities and interests. That is why
focussing around his viewpoints is unavoidable. Considering my personal approach to his
collecting, I will often refer to him only by his first name.

Characteristics of the small

Elias Brenner (1647–1717),
Portrait of a Lady,
2.4cm x 3cm
Sinebrychoff Collection,
Finnish National Gallery /
Sinebrychoff Art Museum

Photo: Finnish National Gallery /
Simo Karisalo

When discussing miniatures, it is the size that makes the first impression, how can anyone
paint something so tiny? How should we approach an item that contains so much in such a
small form? And what does smallness mean in terms of art?
The size of a portrait miniature and the physical and emotional reactions that its scale
evokes have a considerable effect on all aspects considering its use and status as an object.
In its curious smallness a portrait miniature can make us feel astonished and delighted.
Furthermore, small treasures like this require attention to protect them from being lost and
forgotten. If you imagine yourself holding something tiny and precious, such as a nestling, a
miniature, you will most certainly react to it with your body. You wouldn’t grab it carelessly
and without thought. You would rather lift your shoulders and form a safe cup with your
hands to prevent the treasure from falling out. In other words, you would experience an
instinctive corporeal reaction to the nature of the object.
The human eye has good resolving power with which it can differentiate two
objects just 0.1mm apart from each other.11 That skill has its use in looking at miniatures
because observation of their skilfully made details is an important part of the observational
experience. According to Susan Stewart, miniature worlds present a ‘hallucination of detail’.12
Therefore they offer an endless challenge for the eye, and require concentrated scrutiny to be
comprehended. They are pictures to be dived into, because in a portrait miniature – already in
itself small – there are new levels of smallness, one below the other. First you can look at the
object, then at its painted subject, their eye, their eye with a magnifying glass, the painting
technique, the surface of the paint… The dive goes on and on towards the smaller and smaller.
As mentioned earlier, the eye is not the only means to experience smallness, however.
Our perspective on the world is connected to our human body with its own specific scale. As
Elina Räsänen and Visa Immonen have noted, ‘(t)he body sets the baseline to the experience
of the scale and miniaturised entities are recognised as miniatures in relation to the body’.13
This corporeal perspective and frame has an effect on the size of the objects that we use for
different purposes. In the case of many portrait miniatures, for example, their size would
need to be suitable for jewellery; a locket, brooch, ring or bracelet. Valuable materials used in
their making add to their gem-like properties. Like little pictures of saints that were carried to
protect their owner, portrait miniatures can also be thought of as lucky charms or amulets.

9
10
11
12
13

P.S. to Axel Durling (A.D.), Helsinki 31 August 1899. AFAS. AC, FNG.
P.S. to Carl Ulrik Palm (C.U.P.), Helsinki 28 August 1900. AFAS. AC, FNG.
Seppo Hornytzkyj. ‘“Gems” in the miniatures’, in Mike Garner, Reetta Kuojärvi-Närhi (eds.), Taiteen
muisti: konservoinnin kerrostumia / Art’s Memory: Layers of Conservation. Helsinki: Finnish
National Gallery / Sinebrychoff Art Museum 2006, (218–23) 218.
Susan Stewart. On Longing: Narratives of the Miniature, the Gigantic, the Souvenir, the Collection.
Durham: Duke University Press, 1993, 112.
Elina Räsänen and Visa Immonen. ‘The Vast Complexities of the Small: Miniaturisations in Nordic
Late-Medieval Material and Visual Culture’, Finskt Museum 2018, (28–50) 30, https://helda.
helsinki.fi/bitstream/handle/10138/298788/FM_2018_miniatyrisations_immonen_rasanen.
pdf?sequence=1 (accessed 15 June 2022).
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According to Stewart, smallness also takes
us towards to the supernatural, the world of fairies
and guardian spirits. Miniaturisation can be a way to
stand out from the ordinary and it can offer a space
for escapism.14 A miniature painting can also be
considered as an utmost display of skill, even at the
level of curiosity. The curiosity cabinets of the 16th
and 17th centuries were usually divided into natural
curiosities and artificial curiosities, the latter being
a category for exceptional crafts that could include
miniatures, too.15
According to Stewart, the precision of creating
on a small scale is often aiming towards perfection,
whereas the ‘gigantic celebrates quantity over
quality’.16 Thus it can be interesting to contemplate
the measure of miniatures in comparison to
something totally opposite. An obvious point of
comparison to portrait miniatures are the grandmanner portraits, in which the subjects are depicted
in life-size and which are usually on display in the
central location of the household. It feels natural to
take a step back and observe from a distance. A large
painting both demands its space to exist and to be
looked at. A life-size portrait doesn’t invite you to
approach and touch it but naturally creates a space
between itself and the viewer. Indeed, standing
too near, one can only see a blurry surface. The
dimensions of the work seem to justify themselves
by the size of the model but the genre adds its
own relish to set off the grandiose atmosphere
with certain props such as elements of classical
architecture. Eventually, the aim and the size of
the painting are tightly intertwined. A large size is
a visible indication of power, whereas a portrait
miniature signals its influence in a more subtle
manner. Those two types of portrait could also be
interestingly combined, as in William Beechey’s
portrait of Margaret Bewicke in the Sinebrychoff
Art Museum.
William Beechey (1753–1839), Margaret Bewicke, oil on canvas,
240cm x 148cm
Smallness as a quality serves the idea of
Finnish National Gallery / Sinebrychoff Art Museum
a collection as it offers an opportunity to create
Photo: Finnish National Gallery / Marika Kokkinen
coherence. It is ideal for a collector to be able to see
all their items at a glance, as a unity and an ensemble
at the same time. Naturally, for a collector, size can also be a matter of practicality. When
looking at the interior photos from the homes of long-time collectors there is not much space
left on the walls (or, in some cases, on the roof or the floor either).17 Paul Sinebrychoff also
wrote about this problem, but did not make any remarks about the size of miniatures.18
14
15
16
17
18

Stewart, On Longing, 112–13.
Anthony Alan Shelton. ‘Cabinets of Transgression: Renaissance Collections and the Incorporation of
the New World’, in John Elsner, Roger Cardinal (eds.), The Cultures of Collecting. London: Reaktion
Books, 1994, (177–203) 182.
Stewart, On Longing, 112.
See e.g. Magnus Olausson (ed.). Europeiskt miniatyrmåleri i Nationalmusei samlingar. En konstbok
från Nationalmuseum. Årsbok för Statens konstmuseer, 40. Stockholm: Nationalmuseum 1994, 11.
See e.g. P.S. to Christian Hammer (C.H.), Helsinki 13 October 1900. AFAS. AC, FNG.
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The collector’s mind and ambitions
During my research, I have kept in mind the question: how
did Paul feel about these little treasures? In other words, I am
interested in what we can find out about Paul’s own way of
experiencing the miniatures and collecting them. In collecting,
what was important to him and why?
The couple were unable to travel around due to Paul’s
professional duties, so they managed their collecting through
Paul’s correspondence with a few regular representatives in
Sweden, where they bought most of their miniatures. These
purchases were made from auction houses, private art dealers,
other collectors and private persons. However, due to the
distance between Helsinki and the art markets of the world, the
process of purchasing was somewhat complicated. A successful
outcome often required protracted negotiations and
bargaining. The couple had to pore over auction catalogues,
ask paintings to be sent to them to be scrutinised, and request
exact descriptions through letters. In later years they could also
use photographs to get a better impression of the artworks.19
Speaking of the miniatures, the Sinebrychoffs’ role in choosing
individual items was smaller in the beginning, for the main part
of this collection consists of two former collections. Having
purchased their first portrait miniatures at the latest in 189920,
Paul bought two extensive collections in 1900 and 1901, the
first consisting of about 140 pieces from the Swedish collector
Edvard Nystrand and the second comprising 103 pieces from
Emil Österlind.21 After that Paul was regularly making inquiries
about interesting miniatures.
Paul’s knowledge of miniatures was gained from books,
information exchanged with other collectors and independent
examination of the items in his possession. The only other
The back cover of an 1890 auction catalogue showing
Bukowski’s auction house in Stockholm
Finnish collector who knew about miniatures and whom he
Finnish National Gallery Library
mentions several times in his letters, is Eliel Aspelin (later
Photo: Finnish National Gallery / Ainur Nasretdin
known as Aspelin-Haapkylä), a professor of aesthetics and a
Fennoman.22 Paul also refers to Aspelin’s biography of Elias Brenner, a Finnish-born artist,
scientist, collector and miniature painter.23 Aspelin owned several miniatures by Brenner and
had some expertise in miniatures in general. It seems that he first heard about Sinebrychoff’s
collection in June 1899, when he was visiting Bukowski’s auction house in Sweden.24 It is not
certain whether he ever visited the Sinebrychoffs, but it seems likely. Paul, however, had
at least visited the Aspelins, for he wrote to the artist Fanny Hjelm in 5 December 1900 to
order a duplicate copy of Brenner’s self-portrait copied by Hjelm that he had seen in Aspelin’s
home.25 Despite this connection, Paul did not seem to consider Aspelin too highly compared
19
20
21
22

23
24
25

See e.g. A.D. to P.S., Stockholm 29 November 1899. AFAS. AC, FNG.
In earlier letters there are indications of some miniatures that have been bought earlier, but the
first mention of a purchase can be found in a letter from P.S. to Henryk Bukowski (H.B.), Helsinki 8
December 1899.
Reetta Kuojärvi-Närhi. ‘Paul Sinebrychoff miniatyyrikeräilijänä’, in Reetta Kuojärvi-Närhi, Synnöve
Malmström (eds.), Miniatyyrit. Helsinki: Valtion taidemuseo, 2002.
Fennomans and Svecomans were the two sides of Finland’s conflict over language, which took
place in the 19th century. The Fennomans campaigned for Finnish and the Svecomans for Swedish.
‘Finland’s language strife’, Wikipedia, https://en.wikipedia.org/wiki/Finland%27s_language_strife
(accessed 7 June 2022).
P.S. to Fanny Hjelm (F.H.), Helsinki 5 December 1900. AFAS. AC, FNG.
Henryk Bukowski (H.B.) to P.S., Stockholm 10 June 1899. AFAS. AC, FNG.
P.S. to Fanny Hjelm (F.H.), Helsinki, 5 December 1900. AFAS. AC, FNG.
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Miniatures are on display below the paintings on the walls of the Gustavian Room at Paul and
Fanny Sinebrychoff’s home in Helsinki, photographed in the 1910s. Photographer Signe Brander
Collection of Archived Photo Prints. Archive Collections, Finnish National Gallery

to his own expertise on miniatures. In July 1901, he wrote to the Swedish collector Emil
Österlind: ‘Aspelin’s expertise is limited to Brenner and I think that he can’t make remarkable
evaluations of other painters. We are really lacking any competent persons on miniatures here
and I believe myself to be the only one who has studied Swedish miniature painting from the
17th and 18th centuries in detail.’26 It seems that Paul was quite alone with his hobby.
After the death of Paul’s widowed mother Anna Sinebrychoff, Paul and Fanny moved
to the building at Bulevardi 40, in 1904, and decorated their new home systematically with
old and new acquisitions. The second floor of the house was divided into two spheres: the
more public one with its carefully composed art collection and period furniture, and the more
private one with personal bedrooms and family memorabilia.27 Even though there was also art
in their private quarters, it was only the contents of the public one that were donated to the
state and considered as a coherent collection.
26
27

P.S. to Emil Österlind (E.Ö.), Helsinki 17 July 1901. AFAS. AC, FNG.
Kari-Paavo Kokki. ‘An international collection – Bulevardi 40’, in Salla Heino, Kirsi Eskelinen (eds.),
A Bulevardi Home – Art Collectors Paul and Fanny Sinebrychoff. Helsinki: Finnish National Gallery /
Sinebrychoff Art Museum, 2021, (104–127) 108–110.
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Cover of Paul Sinebrychoff’s
notebook on his miniatures.
Archive of the Finnish Art
Society, STY/H25. Archive
Collections, Finnish National
Gallery
Photo: Finnish National Gallery /
Ainur Nasretdin

A spread from Paul
Sinebrychoff’s notebook on
his miniatures. Archive of the
Finnish Art Society, STY/H25,
Archive Collections, Finnish
National Gallery
Photo: Finnish National Gallery /
Ainur Nasretdin

Most of the miniatures were displayed in the Gustavian-style Room, in glass cases
hanging on the walls.28 At that time it was typical to gather several miniatures close together
in these kinds of display cases and hang them amongst other artworks. In his correspondence
with Edvard Nystrand about the collection that he had just bought from him, Paul emphasised
that the miniatures must be framed so that they could be hung.29 However, not all of the
miniatures were on view. Unfortunately there is no information on how Paul stored the
miniatures that were not on display.

28

29

Gustavian style was a Nordic interpretation of French Neoclassical style. It was popular in Swedish
and Finnish architecture and interior design during the reigns of king Gustaf III and Gustaf IV, that is
from 1775–1809. ‘Kustavilaisuus’, Wikipedia, https://fi.wikipedia.org/wiki/Kustavilaisuus (accessed
7 June 2022).
P.S. to Edvard Nystrand (E.N.), Helsinki 31 May 1900 and P.S. to E.N., Helsinki 12 June 1900. AFAS.
AC, FNG.
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Martin Scheffel (1729–83),
Portrait of a Young Lady,
watercolour and gouache
on parchment,
3.3cm x 2.8cm
Sinebrychoff Collection,
Finnish National Gallery /
Sinebrychoff Art Museum

Photo: Finnish National Gallery /
Simo Karisalo

The reverse of Martin
Scheffel’s Portrait of
a Young Lady
Sinebrychoff Collection,
Finnish National Gallery /
Sinebrychoff Art Museum

Photo: Finnish National Gallery
/ Simo Karisalo

Eager to know how Paul managed his collection, I inspected the notebook where
he had compiled a list of his miniatures. However, this list doesn’t seem to have any easily
comprehensible logic behind it for it is not organised chronologically, alphabetically or
thematically. The notebook gives an impression that it could have been filled within a
quite short time, maybe assembling earlier, separate notes. The first miniature in the list
is a Sparrgren, which Paul bought as part of Edvard Nystrand’s collection in 1900. When
inspecting the list I could see that many of the miniatures he named were subsequently
crossed out, either with ink or pencil. I compared this list to the one that was made after the
donation and calculated that the number of miniatures had been reduced by 60. What has
happened to these items? It doesn’t seem likely that all of them would simply have been lost.
Unfortunately, time constraints did not allow me to investigate this question properly. Could
the scoring-out marks have been Paul’s, who would have sold the pieces even though there
are no references to this in the letters? Or could the deletions have been made after his death
by Fanny? Maybe she had given some miniatures to her relatives or otherwise separated them
from the whole donation. These questions would be interesting to study further.

Portrait miniatures as social and m
 aterial objects
As Susanna Pettersson has pointed out, the miniatures were ‘art to
live with’.30 That is, during their life before becoming museum portrait
miniatures, they were vulnerable utility objects. They were not exactly
considered to be art. Their material form allowed them to be carried
and they had a certain use and purpose in many social and emotional
practices, which were also unavoidably linked with gender.
Unlike easel paintings, portrait miniatures have found their
settings in a variety of framing devices. A female owner might well have
incorporated them into pieces of jewellery, while a man would have most
likely carried them in a frame or a little leather case to fit in a pocket.31
They could also be attached to snuff boxes, patch boxes and other
containers for various uses. Women usually kept the portraits of their
family members on view, whereas men kept them hidden from the public
eye, to be inspected in private.32 It is interesting that portrait miniatures
were usually inherited by female descendants, while larger-scale
portraits were bequeathed to the male members of the family. Men, who
remained on family lands, had the responsibility to maintain the official
history of the family and large, formal paintings served public functions
in their social life. By contrast women, when they married, would have
moved homes and family with moveable possessions. Their role in history
was more on the private side. Miniatures were among those objects that
helped women to maintain ties to their own family after the moment of
familial fragmentation.33
Portrait miniatures were usually commissioned as gifts and that brings a particular
feature to their nature as objects. As gifts they could be claimed to form their own
subcategory with its own social conventions and traditions. There are many miniatures in the
Sinebrychoff collection that include features that were typical of gifts. For example, a portrait
miniature by Domenico Bossi (1767–1853), known as Mayor Nelander, has most likely been
given to a loved one. On the reverse there is a saying in French: ‘Tout à Vous’ (All for You),
30
31
32
33

Susanna Pettersson. ‘Preface’, in Magnus Olausson, Miniature painting in the Nationalmuseum –
a World-Class Collection, Stockholm: Nationalmuseum 2021, 8.
Katherine Rieder. ‘Gifting and fetishization: the portrait miniature of Sally Foster Otis as a maker of
female memory’, in Maureen Daly Goggin, Beth Fowkes Tobin (eds.), Women and Things, 17501950: Gendered Material Strategies. Farnham, England: Ashgate, 2009, (247–64) 251–55.
Rieder ‘Gifting and fetishization’, 256.
Rieder ‘Gifting and fetishization’, 255–58.
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Domenico Bossi (1767–1853),
Mayor Nelander, 1800, watercolour and
gouache on ivory, 5.5cm x 5.5cm
Sinebrychoff Collection, Finnish National
Gallery / Sinebrychoff Art Museum

The reverse of Domenico Bossi’s
Mayor Nelander
Sinebrychoff Collection, Finnish National
Gallery / Sinebrychoff Art Museum
Photo: Finnish National Gallery / Simo Karisalo

Photo: Finnish National Gallery / Simo Karisalo

embroidered on silk fabric. The saying tells us that this
man, who had already passed his years of youth, still had
love in his life.

Intimacy and presence

Unknown artist, Head of a Child, watercolour and gouache on
ivory, 3.9cm x 3.5cm
Sinebrychoff Collection, Finnish National Gallery / Sinebrychoff
Art Museum

A miniature is not a subject but an object, an item, an
artefact. In what way is it possible, then, for an object to
convey a presence of a subject?
An image has a long tradition in representing
something that is missing in immediate presence. There
are numerous examples of different traditions concerning
images as a means of expanding and prolonging human
lives beyond their physical and temporal boundaries.
Take, for instance, the wax effigies used in royal funerals
to replace their previously living embodiments, or
mourning miniatures that are also represented in the
Sinebrychoff collection. We cannot mistake a portrait
miniature for a human, but we can experience it as being
representative of them. The viewer is the one who holds
all the memories and the resources of experiencing, and
the one who preserves the experienced. When looking
at an image, a visual reminder, the gaze is connecting the
viewer to their memories: an image, an object, is a means
to remember.34 However, especially when considering a
miniature, it is important to see its tangible nature. They
are not consumed solely by the eye. The connection with

Photo: Finnish National Gallery / Simo Karisalo
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Caroline Van Eck. Art, Agency and Living Presence: from the Animated Image to the Excessive
Object. Boston: De Gruyter, 2015, 67.
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a miniature and its subject emerges also with touch: the size and shape are usually well fitted
into the hand, which can hold it tight, lift it to be kissed or stroke its smooth surface gently.
Miniatures are often described using the word ‘intimate’ and not without reason for it
is this quality that is attached to their every aspect. A portrait miniature is not usually meant
to communicate with a general audience, but with one individual at a time. They have been
experienced in private and the thoughts and feelings that they have provoked have mostly
been private ones. As Katherine Rieder has set forth, a necessity for an object like a miniature
arises from the physical separation of two people. This physical separation has created a need
for a tangible replacement, an object that can enable interaction and receive and transmit
feelings aimed at its absent subject. As Rieder puts it: ‘The object acts as the agent as it guides
the experience of mind and body.’ Though when protecting against absence, the object is also
revealing its existence.35
It is inevitable, however, that at some point the link between the subject of a portrait
and its original owner is lost. Mortal beings pass away, but objects continue their lives a little
longer. Still, time works its charms to them too, for colours start to fade and the knowledge of
their history is fragmenting. It is not unusual, for example, for the information on the subject’s
identity in a portrait to be lost. Regarding miniatures, this is a major occurrence and is also the
case with examples in the Sinebrychoff collection. Thus handling information, or the lack of it,
are inevitable aspects of serious collecting.
As expressed above, portrait miniatures have been originally commissioned to
mark a personal sentimental bond, which makes them unique and irreplaceable to their
holder amongst all the similar objects. Considering this, what does a miniature represent
to a collector? Are its qualities as an object more important than its value as a human
representative? I would argue that a sense of presence, let alone emotions, cannot be
collected. Therefore there is a certain transformation in a miniature’s nature when it is
adopted into a collection. When a miniature is alienated from the sphere of the personal, the
functional value is mostly replaced with aesthetic value.36 It is to be noted that a collector
doesn’t usually have any personal relationship with those who have been depicted in the
miniatures in their collections. That was also the case with Paul Sinebrychoff, because the
miniatures mentioned in his mother’s testament have taken their own separate path, and
were most probably inherited by Paul’s two sisters. A collector can form a bond with those
represented in their miniatures, but that must happen through an imagination that is not
based on their personal experience of the person.
It can’t be denied that in becoming part of a collection, a portrait miniature loses some
of its individual value and intimacy. It is no longer a personal object, with a form of presence.
I would argue, however, that there is nevertheless something intimate in collecting too.
Considering Paul’s precise character, the collecting of portrait miniatures must have appealed
to him because it requires careful concentration and an almost scientific expertise. The
process involved in this kind of personal concentration can be conceived as intimate too.

Paul Sinebrychoff’s perspective on miniatures
The best collection of miniatures is the one formed by the collector himself, acting on his
own discretion, gaining his knowledge often through bitter experience, gradually weeding out
miniatures that might be unworthy of a place in his cabinet, and buying from time to time
examples of the work of the lesser-known painters.37

35
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Rieder, ‘Gifting and fetishization’, 253–59.
Stewart, On Longing, 151.
This quotation is from a comprehensive history of miniatures that was written by George C.
Williamson in 1904. The author included nine miniatures from the Sinebrychoff collection and
mentioned Paul Sinebrychoff among the remarkable collectors. George C. Williamson. The History
of Portrait Miniatures 1–2, 1531–1860. London: George Bell and Sons, 1904. Quotation from
volume 2, 161.
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Paul Sinebrychoff bought this miniature by the School of Peter Adolf Hall, in 1905,
for 1,760 Swedish crowns.
School of Peter Adolf Hall, Portrait of a Young Lady, watercolour and gouache on
ivory, 3.8cm x 4.5cm
Sinebrychoff Collection, Finnish National Gallery / Sinebrychoff Art Museum
Photo: Finnish National Gallery / Hannu Aaltonen

Instead of purchasing merely on the basis of personal affections, the
collector usually values the objects according to a variety of criteria. They can
be considered in the light of their artistic quality, materials, monetary value, or
by their position among other collectibles or their certain categories, amongst
other things. Typically, a collector pursues a representative wholeness of objects
in which some of their features are accentuated, while others fade away. In order
to be a part of a collection an object must give up some of its individuality and
become a team player, so to speak.
The content of the Sinebrychoff miniature collection varies across several
standards. There are examples by renowned artists such as Domenico Bossi,
Peter Adolf Hall and Elias Brenner, but there are also paintings of a rather peculiar sort
regarding the artistic qualities or appearance of the model. The focus was on Swedish and
Finnish painters. On 6 August 1903 Paul wrote that he had only 19 pieces by ‘foreign’ artists,
meaning neither Swedish or Finnish ones.38 Purchase prices ranged widely, from 7 to 1,760
Swedish crowns.39 Thus it is to be supposed that, although Paul stressed several times that he
must be careful to pick only the most valuable pieces, he had purchased miniatures across a
wider selection. Some of these may have even interested him as curiosities.
Even though there is no clear coherence to the collection, it is possible to find
certain features that define Paul Sinebrychoff’s selection of miniatures. First, for him, it was
important to demand a high artistic quality. He was more than ready to make judgements
on artistic execution, including painting techniques and character sketches, and he was keen
to buy pieces by particular artists, such as Elias Brenner and Peter Adolph Hall. Secondly, he
appreciated cultural historical values and was curious to discover the identity and life story of
the subjects, especially if they were somehow renowned and their life story was connected to
well known historical events.40 Thirdly, he was also careful to choose paintings of the subjects
that pleased his eye. When hung in their home, he would see the paintings every day and thus
he was rather keen to enquire after the appearence of the models. In his letter to Osvald Sirén
on 5 March 1901, Paul declared: ‘[…] I prefer to purchase pictures of the young and beautiful
rather than those old men and women.’41
Paul Sinebrychoff’s interest in the life stories of the subjects of the paintings is
understandable. Perhaps a collection of portraits could not, after all, fulfill its purpose without
those stories? Maybe it is not enough to gain possession of a portrait solely as a material
object, but one feels the urge to solve all the mysteries surrounding it. For a person is always a
story and without the story a portrait of a person is incomplete. That is one of the aspects that
makes collecting portraits rewarding.
I would suggest that Paul was keen to collect in an area that was difficult to gain expertise
in. During his time, it was more usual to collect coins or medals than art. From his letters it is
clear that he was eager to create an impression that he was an expert in a field that was poorly
understood. For example, in one of his letters to Bukowski’s new director Carl Ulrik Palm, he

38
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P.S. to O.S., Helsinki 6 August 1903. AFAS. AC, FNG.
About the purchase of a supposed Hall miniature for 1,760 Swedish crowns in the letter from P.S.
to C.U.P., Helsinki 18 March 1905. AFAS. AC, FNG. About the purchase of Köhler’s miniature for 7
Swedish crowns, e.g. in the letter from P.S. to O.S., Helsinki 27 February 1901. AFAS. AC, FNG.
See e.g. P.S. to H.B., Helsinki 8 December 1899. AFAS. AC, FNG.
‘[M]an tager hellre bilder af yngre, vackra personer, än sådana af gamla gubbar och gummor.’ P.S. to
O.S., Helsinki 5 March 1901. AFAS. AC, FNG.
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Paul Sinebrychoff bought this miniature by Per Köhler a year earlier than the
miniature from the School of Hall, for just 7 crowns.
Per Köhler (1785–1810), Portrait of a Man, watercolour and gouache on ivory,
5.7cm x 5.7cm
Sinebrychoff Collection, Finnish National Gallery / Sinebrychoff Art Museum
Photo: Finnish National Gallery / Simo Karisalo

declared that miniatures were his speciality as a collector.42 As mentioned
before, he also believed himself to be the only person in Finland who had
carefully studied miniature painting from the 17th and 18th centuries.43
According to Edvard Nystrand there were actually very few people in Sweden,
too, who would have known much about miniatures. In his opinion, ‘[o]ne cannot
get any information about miniatures from the Nationalmuseum, because most of
their miniatures are made by unknown artists. This form of art is little known here, as
elsewhere.’44 Even though the lack of information must have been frustrating, I would suggest
that Paul Sinebrychoff may have also felt it satisfying to specialise in something so curious and
rare. Gathering information required time and effort. It must have been inspiring to aspire to
become the only expert in the entire country.
Collecting can also provide comfort during troubled times. At the turn of the century,
Finland experienced an intensive period of Russification.45 Insecure times made Paul write
about the comfort that he derived from his collection: ‘It is really a relief to be able to spend
time with these things, like I now with my miniatures and portraits, for otherwise one could
not bear it.’46 A collection offered its own controlled and stable world that was a welcome
distraction from the reality of the day. He himself said he felt its calming and satisfying effect
and enjoyed the escapism the collection offered to him.

From a sweetheart’s hands to a collector’s cabinet
In my article I have analysed some essential aspects of portrait miniatures and how these
appear in the context of Paul Sinebrychoff’s miniature collection. I have come to notice that
collecting is not just an emotionless action of classifying and organising lifeless items. It
involves a multitude of feelings and gives the collector an opportunity to enjoy pleasure and
comfort from objects that form a meaningful selection. Accordingly, a collection of something
as private as portrait miniatures offers a collector, and a museum visitor, an interesting
mixture of peeping into the intimate sphere of someone else and, on the other hand, relating
to the common human experience of love, lust and devotion.
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P.S. to C.U.P., Helsinki 28 August 1900. AFAS. AC, FNG.
P.S. to E.Ö., Helsinki 17 July 1901. AFAS. AC, FNG.
‘På Nat. Museum kan man gunås ej få någon lärdom öfver miniaturmålarna ty der äro de flesta
miniaturerna af obekanta mästare. Kännedomen om denna gren af konsten är f. n. ganska
försummad här, som annorstädes.’ E.N. to P.S., Stockholm, 6 June 1900. AFAS. AC, FNG.
The period called Russification occurred in Finland in two periods, first in 1899–1905 and the
second in 1908–17. During these years the Russian emperor Nicholas II issued several reforms that
were meant to limit Finland’s political and cultural autonomy and take the country, or the Grand
Duchy of Russia at that time, more tightly under the control of the Motherland. ‘Russification –
Finland – The struggle for independence.’ Encyclopedia Britannica, https://www.britannica.com/
place/Finland/The-struggle-for-independence (accessed 7 June 2022).
‘Det är en verklig lisa att i dessa för [en] här så mörka tider kunna sysselsätta sig med dessa saker,
såsom jag nu gör med mina miniatyrer och porträtt, ty eljes skulle man icke härda ut.’ P.S. to O.S.,
Helsinki 12 March 1901. AFAS. AC, FNG.
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Paul Sinebrychoff photographed in his study, surrounded by some of his favourite portraits.
Photographer Signe Brander.
Collection of Archived Photo Prints. Archive Collections, Finnish National Gallery

I have wanted to emphasise that the portrait miniature is not just a two-dimensional
painting, but an object in three-dimensional form. That’s why I would now like to encourage
you to go and see some of them yourself. To really be able to appreciate a miniature, one
must see it in its actual size, in its tangible object-form. That is when its smallness, its delicacy
and its exquisiteness are to be comprehended – inasfar as it is possible nowadays, behind
showcase glass.

