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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
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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
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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
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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.

5
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

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,
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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
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22
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24
25
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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

26
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

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

55
56
57
58

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
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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.
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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.

