Demonstration av ett skiascope, ur Benjamin Ives Gilmans,

Museum Ideals of Purpose and Methods, Cambridge 1918, s. 238.

Demonstration of a skiascope, from Benjamin Ives Gilman’s,
Museum Ideals of Purpose and Methods, Cambridge 1918, p. 238.
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Namnet dr hdmtat fran ett instrument som den inflytelserike museimannen
Benjamin Ives Gilman utvecklade 1 bérjan av 1900-talet for att ge betraktaren
mojlighet att fokusera pa konsten i de, enligt upphovsmannen, ofta alltfor
stora och tdtt hingda museisalarna. Ett finns pa Goteborgs konstmuseum,
sannolikt inkdpt av Axel L. Romdahl.

Skiascopet blev aldrig nagon succé. Det blev kanske obsolet genom att en
glesare hingningsideologi vann mark under mellankrigstiden. And kan nog
manga museibesokare kdnna igen sig i det som Gilman beskriver som ett av
museivisendets grundproblemen: den museitrétthet som infinner sig redan
efter ett par salar. Redan vid sekelskiftet stod det klart att museernas sjilva
essens — att samla och stilla ut - hotade att géra dem alltfér omfattande och
omdjliga f6r besdkarna att ta till sig. Sovring blir med tiden lika viktigt som
samlande.

Denna skriftseries ledstjarna ér just fokusering. Liksom Gilmans instru-
ment vill vi bidra till att rama in, lyfta fram och intensivt studera fragor som
vi ser som betydelsefulla. Det kan vara enskilda verk, konstnéirskap eller
tidsperioder.

THIS IS THE EIGHT ISSUE OF SKIASCOPE
GOTHENBURG MUSEUM OF ART PUBLICATION SERIES

Skiascope takes its name from a contraption invented in the early twentieth cen-
tury by the influential museum curator, Benjamin Ives Gilman. Concerned
that art was hung too close together in over-large galleries, he designed the
skiascope to help visitors focus on individual works of art. The Gothenburg
Museum of Art owns one, probably bought by Axel L. Romdahl.

The skiascope was never much of a success. Obsolescence was certain
once the idea gained ground in the inter-war period that galleries should be
more sparsely hung. Still, many today will recognize what Gilman saw as a
fundamental problem: the museum fatigue that sets in after only a couple of
rooms. Even in his day it was clear that the museums’ identity — their mis-
sion to collect and exhibit — threatened to make them too comprehensive,
and overwhelming for visitors. In time, selection would become almost as
important as collection.

Like Gilman’s device, the guiding principle of Skiascope is focus. We will
bring select topics to public attention and study each issue in depth, be it a
single work of art, an artist’s oeuvre, or an entire period.







FIG. 1

Jean-Baptiste Gautier Dagoty, fransk 1740-1786, Jean-Baptiste Gautier Dagoty, French 1740-1786,
Grevinnan av Provence, olja pa duk, 89 x 71,5 cm, Grevinnan av Provence, oil on canvas, 89 x 71.5 cm,
Goteborgs konstmuseum, testamentarisk gava av Gothenburg Museum of Art, Kristina Nilsson bequest
Kristina Nilsson 1922, GKM 0791. 1922, GKM 0791.

FIG. 2

John Teodore Heins d.a., tysk-engelsk 1697-1756, John Teodore Heins the Elder, German-English 1697-
Damportrétt, 1752, olja pa duk, 76 x 63,5 cm, 1756, Portrait of a Lady, 1752, oil on canvas, 76 x 63.5 cm,
Goteborgs konstmuseum, testamentarisk gava av Gothenburg Museum of Art, Kristina Nilsson bequest

Kristina Nilsson 1922, GKM 0788. 1922, GKM 0788.



Nicolas De Largilliere, fransk 1656—-1746, Stina Lillie, 1713,
olja pa duk, 80 x 64 cm, Géteborgs konstmuseum, gava
av Knut J:son Mark 1929, GKM 0890.

Par Krafft d.a., svensk 1724-1793, Damportrétt, 1768, olja
pa duk, 44 x 34 em, Goteborgs konstmuseum, gava av
Werner Lundqyist 1920, WL 59.

Nicolas De Largilliere, French 1656-1746, Stina Lillie,
1713, oil on canvas, 80 x 64 cm, Gothenburg Museum of
Art, gift of Knut J:son Mark 1929, GKM 0890.

Par Krafft the Elder, Swedish 1724-1793, Portrait of
a Lady, 1768, oil on canvas, 44 x 34 cm, Gothenburg
Museum of Art, gift of Werner Lundqvist 1920, WL 59.

I de hogre standen hade portritt en funktion att visa upp status inom givna
ramar, med avseende pa vad som var féreskrivet f6r den samhallsklass och det
koén man tillhorde. Portritt anvandes ocksa pa dktenskapsmarknaden. Malare
excellerade 1 att aterge dyra material men portritten ger emellanat ocksa ut-
rymme {6r det personliga och psykologiska, som 1 Per Kraffts damportritt.

In the upper classes, portraits functioned to manifest status within prede-
termined parameters with respect to what was mandated for the social class and
the sex in question. Portraits were also used on the marriage market. Painters
excelled in reproducing expensive materials but the portraits occasionally also
give room for the personal and the psychological, as in Per Krafft’s portrait
of a lady.



Carl Gustaf Pilo, svensk: Jm'/_]]] 4-1793, Drottning
Sofia Magdalena, 1766, 92 x 70 cm, Nationalmuseum,
Stockholm, éverférd fran Gripsholm 1865, NM 1005,
foto: Nationalmuseum.

Adolf Ulrik Wertmiiller, svensk 1751-1811, Drottning
Marie Antoinette av Frankrike med tva av sina barn
promenerande i Trianons park, 1785, olja pa duk, 276 x
194 cm, Nationalmuseum, Stockholm, 6vertagande fran
Kongl. Museum 1866 (gava av Marie Antoinette till Gustav
111 1786), NM 1032, foto: Nationalmuseum.

Carl Gustaf Pilo, Swedish 1711/1714-1793, Sofia
Magdalena, Queen of Sweden, 1766, 92 x 70 cm,
Nationalmuseum, Stockholm, transferred from Gripsholm
1865, NM 1005, phot6:Nationalmuseum.

“

Adolf Ulrik Wertmiiller, Swedish 1751-1811,/Queen Marie
Antoinette of Frafice and Two of Her'Children Walking

in the Trianon Park, 1785, oil on canvas, 276 x 194 cm,
Nationalmuseum, Stockholm, transferred from Kongl.
Museum 1866 (gift from Marie Antoinette to Glistav |11
1786), NM 1032, photo: Nationalmuseum. \

Kungligheter anvinde portrittiden politiska propagandan for att ge legitimitet
at sin makt. Med anspelning pd antika myter lyftes dygder fram. Wertmiillers
portritt av Marie Antoinette visar fram henne inte bara som drottning iklidd
det senaste modet utan ocksa som mor i en naturlig omgivning,.

Royalties used portraits in political propaganda to legitimize their power. With
allusions to ancient myths, virtues were emphasized. Wertmiiller’s portrait of
Marie Antoinette shows her not only as a queen dressed in the latest fashion,
but also as a mother in a natural environment.



Fredrik Vilhelm I framstélls 1 Wertmiillers kopia av Schoojants portritt som
antik krigare och en Davidgestalt 1 strid med Goliat. Fér en nutida betrak-
tare framstar den halvnakne mannen 1 fladdrande tyger, boljande ldngt har

och rosiga kinder som feminin, men dessa attribut uppfattades inte sd under
1700-talet.

In Wertmiiller’s copy of Schoojant’s portrait, Frederick William I is presented
as ancient warrior and a David figure in battle with Goliath. For contemporary
viewers, the half-naked man in fluttering fabrics, flowing long hair and rosy
cheeks seems feminine, but these attributes are not perceived as such in the
eighteenth century.

Adolf Ulrik Wertmdiller, svensk 1751-1811, Fredrik Vilhelm  Adolf Ulrik Wertmiiller, Swedish 1751-1811, Fredrik

I, 1688-1740, kung av Preussen, kopia efter Antonie Vilhelm I, 1688-1740, King of Prussia, copy after Antonie
Schoojant, olja pa duk, 178 x 135 cm, Nationalmuseum, Schoojant, oil on canvas, 178 x 135 cm, Nationalmuseum,
Stockholm, omférd fran Malerisamlingen, NM 1036, Stockholm, transferred from the painting collection, NM
NMGrh 1731, foto: Nationalmuseum. 1036, NMGrh 1731, photo: Nationalmuseum.




FIG. 8

Okand 6sterrikisk verksam under andra hélften av
1700-talet, Figuringrupp, Kérlekspar iakttaget av en
yngling, ca 1760-1770, Wiener Porzellanmanufaktur,
Wien, Osterrike, porslin med malad dekor, héjd 26,5
cm, Nationalmuseum, Stockholm, gava av Féreningen
Nationalmusei Vanner 1950, NMK 280/1950, foto:
Nationalmuseum.

Unknown Austrian active dhring the second half of the
eighteenth century, Figurine Group, Lovers Observed

by a Youth, c.1760-1770, Wiener Porzellanmanufaktur,
Vienna, Austria, porcelain with painted decoration, height
26.5 cm, Nationalmuseum, Stockholm, gift of the Friends
of the Nationalmuseum 1950, NMK 280/1950, photo:
Nationalmuseum.

FIG. 9

Okand tysk verksam ca 1725-1775, Figurin, Kavaljer med
blomma i knapphélet, porslin med malad dekor, Wegelys
porslinsfabrik, Berlin, héjd 25,5 cm, Nationalmuseum,
Stockholm, géva av Féreningen Nationalmusei Vanner
1950, NMK 472/1950, foto: Nationalmuseum.

Unknown German active c.1725-1775, Figurine, Cavalier
with Flower in the Buttonhole, porcelain with painted
decoration, Wegely’s porcelain factory, Berlin, height
25.5 cm, Nationalmuseum, Stockholm, gift of the Friends
of the Nationalmuseum 1950, NMK 472/1950, photo:
Nationalmuseum.
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FIG.10

Okand fransk verksam under andra halften av 1700-talet,
Figurin, Jdgare/Jdgarinna, 1760-tal, Strasbourg, fajans
med malad dekor, hdjd 19,5/19,5 cm, Nationalmuseum,
Stockholm, gava av direktér lvan Traugott 1936, NMK
8-9/1936, foto: Nationalmuseum.

FIG. 11

Unkown French active during the second half of the
eighteenth century, Figurine, Huntsman/Huntress,
Strasbourg, 1760s, faience with painted decoration,
height 19.5/19.5 cm, Nationalmuseum, Stockholm, gift
of Director Ivan 'Fraugott 1936, NMK 8-9/1936, photo:
Nationalmuseum.



Franz Anton Bustelli, tysk 1723-1763, Figurin "Den
skadeglade soldaten”, ca 1760, Porzellan Manufaktur
Nymphenburg, Tyskland, porslin, héjd 25 cm, gava enligt
testamenteav stadsméklaren och fru John Hakansson
1919, Nationalmuseum, Stockholm, NMK 188/1919, foto:
Nationalmuseum.

Franz Anton Bustelli, German 1723-1763, Figurine
”The Malicious Soldier”, c.1760, Porzellan Manufaktur
Nymphenburg, Germany, porcelain, height 25 cm,
City Broker and Mrs. John Hakansson bequest 1919,
Nationalmuseum, Stockholm, NMK 188/1919, photo:
Nationalmuseum.
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Okand osterrikisk verksam under andra halften

av 1700-talet, Figurin, Perukmakare i vitt forkléde,

ingar i serien Cris de Vienne, ca 1760-1770, Wiener
Porzellanmanufaktur, Wien, porslin med malad dekor,
héjd 19,5 cm, Nationalmuseum, Stockholm, gava av
Foreningen Nationalmusei Vanner 1950, NMK 276/1950,
foto: Nationalmuseum.
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Unkown Austrian active during the second half of the
eighteenth century, Figurine, Wig Maker in White Apron,
in the series Cris de Vienne, c.1760-1770, Wiener
Porzellanmanufaktur, Wien, porcelain with painted
decoration, height 19.5 cm, Nationalmuseum, Stockholm,
gift of the Friends of the Nationalmuseum 1950, NMK
276/1950, photo: Nationalmuseum.

Det férsta porslinet brandes férmodligen 1 Kina redan under Tangdynastin
(618-907) och exporten till Europa blev med tiden omfattande. Forst pa
1700-talet upptickte de europeiska fabrikerna hemligheten bakom porslins-
tillverkningen och framstillningen av figuriner blomstrade. De anvandes for
att ge liv at konversationen pa finare bjudningar. 1700-talsfigurinen speglade
sin tids normer och férestallningar om klass och kon. Idag dyker figurinen
alltmer frekvent upp 1 det samtida konsthantverket, dess kommunikativa for-
maga ndr den idag uppstdr 1 ett nytt sammanhang dr obruten.

Porcelain was likely first burnt in China as early as during the Tang dynasty
(618-907), and with time exports to Europe grew to be extensive. European
factories did not discover the secret behind porcelain making until the
eighteenth century, after which the production of figurines flourished. They
were used to enliven conversations at fancy socials. The eighteenth-century
figurines mirrored the norms and the conceptions of class and gender of its
time. Today, figurines increasingly show up in contemporary handicraft; their
communicative capacities are unbroken when they appear in a new context.



FIG. 14

Jacques Jérome Gudin, fransk 1750-1789 (urverk),
Bordspendyl, troligen 1760-tal, Paris, brannférgylld och
ciselerad brons, hojd 56 cm, Rohsska museet, Goteborg,
RKM 686-1949, foto: R6hsska museet.

Jacques Jérome Gudin, French 1750-1789 (clockwork),
Table Pendulum Clock, probably 1760s, Paris, gilt and
chased bronze, height 56 cm, the R6hsska Museum,

Gothenburg, RKM 686-1949, photo: the Rohsska Museum.

FIG. 16

Christian-Pontus Andersson, svensk f. 1977, Guard
for Tears, 2007, porslin, delvis parlemoglaserad,
Nationalmuseum, Stockholm, 85 x 60 x 45 cm, NMK
55/2014, foto: Nationalmuseum, © Christian-Pontus
Andersson/BUS 2016.

Christian-Pontus Andersson, Swedish b. 1977, Guard for
Tears, 2007, porcelain, partially glazed with mother-of-
pearl, Nationalmuseum, Stockholm, 85 x 60 x 45 cm, NMK
55/2014, photo: Nationalmuseum, © Christian-Pontus
Andersson/BUS 2016.

FIG.15

Cindy Sherman, amerikansk f. 1954, Madame de
Pompadour Née Poisson (1721-1764), 1990, terrin

med lock och fat, gjutet porslin, handmalad och
silkscreentryckt dekor, 30 x 56,5 x 37 cm, fat: 6,5 x 56,5 x
37 cm, Nationalmuseum, Stockholm, NMK 12/2007,
foto: Nationalmuseum.

Cindy Sherman, American b. 1954, Madame de
Pompadour Née Poisson (1721-1764), 1990, tureen with
lid and saucer, cast porcelain, hand-painted and silk
screen decor, 30 x 56.5 x 37 cm, saucer: 6.5 x 56.5 x 37
cm, Nationalmuseum, Stockholm, NMK 12/2007,

photo: Nationalmuseum.

FIG. 17
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Christian-Pontus Andersson, svensk f. 1977, Cry Me the
Sorrows, 2007, porslin, Rohsska museet, Géteborg, RKM
15-2008, foto: Mikael Lammgard, © Christian-Pontus
Andersson/BUS 2016.

Christian-Pontus Andersson, Swedish b. 1977, Cry Me
the Sorrows, 2007, porcelain, the Rohsska Museum,
Gothenburg, RKM 15-2008, photo: Mikael Lammgard, ©
Christian-Pontus Andersson/BUS 2016.



FIG.18

in “There is no return”, Maria Boij, Swedish b. 1966, Figurin “"There is no return”,
alat, glaserat, 14 x 15 2008, cast, modeled porcelain, painted, glazed, 14 x 15
kholm, NMK 21/2009, x 14.5 cm, Nationalmuseum, Stockholm, NMK 21/2009,
photo: Nationalmuseum, © Maria Boij/BUS 2016.

Maria Boij, svensk f. 19
2008, gjutet, modellerat pors|
x 14,5 cm, Nationalmuseum, S
foto: Nationalmuseum, © Maria Boij/BUS 2016.

FIG. 20

Torsten Jurell, svensk f. 1951, Kackerlacksflickan, 2011,
Jingdezhen, glaserat porslin, Rohsska museet, Géteborg,
RKM 21-2012, foto: Mikael Lammgaérd, © Torsten Jurell /
BUS 2016.

Torsten Jurell, Swedish b. 1951, The Cockroach Girl, 2011,
Jingdezhen, glazed porcelain, the Rhsska Museum,

Gothenburg, RKM 21-2012, photo: Mikael Lammgaérd,
© Torsten Jurell/BUS 2016.

FIG.19

Asa Lockner, Swedish b. 1973, Be nice, 2007, porcelain and
silver, the Rohsska Museum, Gothenburg, RKM 72-2009,
photo: Mikael Lammgard, © Asa Lockner/BUS 2016.

Asa Lockner, svensk f. 1973, Be nice, 2007, porslin och
silver, Rohsska museet, Géteborg, RKM 72-2009, foto:
Mikael Lammgard, © Asa Lockner/BUS 2016.

FIG. 21

Caroline Slotte, finlandsk f. 1975, Landscape Multiple,
2013, 8,5 x 53 x 43 cm, Rohsska museet, Géteborg, RKM
41-2013, foto: Mikael Lammgard.

Caroline Slotte, Finnish b. 1975, Landscape Multiple, 2013,
8.5 x 53 x 43 cm, the Rohsska Museum, Gothenburg, RKM
41-2013, photo: Mikael Lammgard.




FIG. 22

Front (Sofia Lagerkvist, Charlotte von der Lancken, Anna
Lindgren, Katja Savstrém), svensk, Blow Away, Moooi,
2008, R6hsska museet, Géteborg, RKM 20-2011,

foto: Mikael Lammgard.

Front (Sofia Lagerkvist, Charlotte von der Lancken, Anna
Lindgren, Katja Savstrom), Swedish, Blow Away, Moooi,
2008, the R6hsska Museum, Gothenburg, RKM 20-2011,
photo: Mikael Lammgard.

FIG. 24

Astrid Olsson, svensk f. 1975, Multi stripe shirt. Dress
1/1, 2010, Fifth Avenue Shoe Repair, handsydd bomull,
Rohsska museet, Goteborg, RKM 64-2010,

foto: Mikael Lammgard.

Astrid Olsson, Swedish b. 1975, Multi stripe shirt. Dress
1/1, 2010, Fifth Avenue Shoe Repair, hand-sewn cotton,
the Réhsska Museum, Gothenburg, RKM 64-2010,
photo: Mikael Lammgard.

FIG. 23

FIG. 25

Patrick Cox, kanadensisk-brittisk f. 1963, Notre Dame Patrick Cox, Canadian-British b. 1963, Notre Dame Nero,
Nero, 2007, lader, Rohsska museet, Géteborg, RKM 96- 2007, leather, the R6hsska Museum, Gothenburg, RKM
2007, foto: Mikael Lammgard. 96-2007, photo: Mikael Lammgard.

Thomas Stewart, engelsk 1766-ca 1801, Chevalier d’Eon Thomas Stewart, English 1766-ca 1801, Chevalier d’Eon
(1728-1810) (kopia efter Jean-Laurent Mosnier 1791), (1728-1810) (copy after Jean-Laurent Mosnier 1791),
1792, National Portrait Gallery, London, NPG 6937, 1792, National Portrait Gallery, London, NPG 6937,

© National Portrait Gallery. © National Portrait Gallery.



FIG. 26 FIG. 28

Josef Kreutzinger, osterrikisk 1757-1829, Marie- Josef Kreutzinger, Austrian 1757-1829, Portrait of Marie Pehr Hillestrém d. a., svensk 1732-1816, Modehandlerska, Pehr Hillestrom the Elder, Swedish 1732-1816, The
Antoinette i riddrékt, 1771, pastell pa pergament, Antoinette in Hunting Attire, 1771, pastel on vellum, olja pa duk, 79,5 x 65,5 cm, Nationalmuseum, Stockholm, Milliner, oil on canvas, 79.5 x 65.5 cm, Nationalmuseum,
Kunsthistorisches Museum, Wien, GG 8770, Kunsthistorisches Museum, Vienna, GG 8770, testamentarisk gava av konsul Hjalmar Wicander 1940, Stockholm, Consul Hjalmar Wicander bequest 1940, NM
foto: Kunsthistorisches Museum. photo: Kunsthistorisches Museum. NM 3382, foto: Nationalmuseum. 3382, photo: Nationalmuseum.

FIG. 27 FIG. 29

Carl Gustaf Pilo, svensk 1711/1714-1793, Gustav lll:s Carl Gustaf Pilo, Swedish 1711/1714-93, The Coronation

Francois Boucher, fransk 1703-1770, Venus toalett, 1746, Francgois Boucher, French 1703-1770, The Toilet of Venus, kréning. Ofullbordad, 1782-1783, olja pa duk, 293 x of King Gustav lll. Uncompleted, 1782-83, oil on canvas,
olja pa duk, 98 x 129 cm, Nationalmuseum, Stockholm, 1746, oil on canvas, 98 x 129 cm, Nationalmuseum, 531 cm, Nationalmuseum, Stockholm, éverférd fran 293 x 531 cm, Nationalmuseum, Stockholm, transferred
overtagande fran Kongl. Museum 1866 (Stockholms slott  Stockholm, transferred from Kongl. Museum 1866 Drottningholm 1865, NM 1004, from Drottningholm 1865, NM 1004,

1746), NM 768, foto: Nationalmuseum. (Stockholm Castle 1746), NM 768, photo: Nationalmuseum. foto: Nationalmuseum. photo: Nationalmuseum.



FIG. 30 FIG. 32

Jean-Baptiste-Siméon Chardin, fransk 1699-1779, Jean-Baptiste-Siméon Chardin, French 1699-1779,

Morgontoaletten, 1741, olja pa duk, 49 x 39 cm, The Morning Toilet, 1741, oil on canvas, 49 x 39 cm, Yinka Shonibare, MBE, nigeriansk-brittisk f. 1962, Gungan Yinka Shonibare, MBE, Nigerian-British b. 1962, The
Nationalmuseum, Stockholm, 6vertagande fran Kongl. Nationalmuseum, Stockholm, transferred from Kongl. (efter Fragonard), 2001, installation, 330 x 350 x 220 cm, Swing (after Fragonard), 2001, installation, 330 x 350 x
Museum 1866 (Tessin-Fredrik | 1749), NM 782, Museum 1866 (Tessin-Fredrik | 1749), NM 782, Tate, inkopt 2001, T07952, foto: Tate, © Yinka Shonibare/ 220 cm, Tate, purchased 2001, T07952, photo: Tate,
foto: Nationalmuseum. photo: Nationalmuseum. BUS 2016. © Yinka Shonibare/BUS 2016.

FIG. 31

FIG. 33

Jan De Vliegher, belgisk f. 1964, Vieux Lacque, 2007, Jan De Vliegher, Belgian b. 1964, Vieux Lacque, 2007, Jens Fange, svensk f. 1965, Rosa malning, 2002, olja pa Jens Fénge, Swedish b. 1965, Pink Painting, 2002, oil
olja pa duk, 133 x 200 cm. oil on canvas, 133 x 200 cm. duk, 61 x 67 cm, Moderna Museet, Stockholm, inkdpt on canvas, 61 x 67 cm, Moderna Museet; Stockholm,
2002, MOM/2002/254, foto: Prallan Alisten/Moderna purchased 2002, MOM/2002/254, photo: Prallan Allsten/

Museet, © Jens Fiange/BUS 2016. Moderna Museet, © Jens Fange/BUS 2016.



FIG. 36

FIG. 34
Alexander Tallén, svensk f. 1988, Last Encounter, 2015, Alexander Tallén, Swedish b. 1‘988, Last Encounter, 2015, - Louis Jean Desprez, fransk 1737-1804, Kina slott sett Louis Jean Desprez, French 1737-1804, The Chinese
stengods, porslinsfarg, © Alexander Tallén/BUS 2016. stoneware, porcelain colour, © Alexander Tallén/BUS - frén norr med folkvimmel ar 1788, 1788, akvarell, Kungliga  Pavilion Seen from the North with a Crowd of People in the
2016. ; ¢ hovstaterna, foto: Wikimedia Commons. Year 1788, 1788, watercolour, Swedish Royal Court,
photo: Wikimedia Commons.
LY
FIG. 35
Asa Jungnelius, svensk f. 1975, Akta — annars kommer jag Asa Jungnelius, Swedish b. 1975, Watch Out - I'm Out to Frank Gehry, kanadensisk-amerikansk f. 1929, Wiggle Frank Gehry, Canadian-American b. 1929, Wiggle Side
och tar dig, 2008, installation i plast, glas, slem, har och Get You, 2008, installation in plastic, glass, mucus, hair, Side Chair, 1972, 85 x 42,5 x 60 cm, wellpapp, fiberplatta Chair, 1972, 85 x 42.5 x 60 cm, corrugated cardboard,
katting, foto: Fina Sundqvist. and chain, photo Fina Sundqvist. och rundvirke, Rohsska museet, Géteborg, RKM 20-2005, fiberboard and round timber, the Rohsska Museum,

foto: Mikael Lammgard. Gothenburg, RKM 20-2005, photo: Mikael Lammgard.



FIG. 38

Gustaf Lundberg, svensk 1695-1786, Hovkanslern
Nils Barck, pastell pa papper, 66,5 x 52 cm, Géteborgs
konstmuseum, inképt 1922, GKM 1250.

Gustaf Lundberg, Swedish 1695-1786, Court Chancellor

Nils Barck, pastel on paper, 66.5 x 52 cm, Gothenburg
Museum of Art, purchased 1922, GKM 1250.

Giacomo Ceruti, italiensk 1698-1767, Tiggare, 1700-talets
mitt, olja pa duk 74,5 x 57,5 cm, Géteborgs konstmuseum,
gava av Féreningen Konstmuseets vanner i Géteborg och
enskilda konstvanner 1972, GKM 1890.

Giacomo Ceruti, italiensk 1698-1767, Beggar, mid
eighteenth-century, oil on canvas 74.5 x 57.5 cm,

. Gothenburg Museum of Art, gift of the Asociation

of Friends of the Gothenburg Museum of Art and
anonymous donors 1972, GKM 1890.

FIG. 39

FIG. 41

Jean-Antoine Watteau, fransk 1684-1721, Avfarden till
Cythera, 1717, olja pa duk, 129 x 194 cm, Louvren, Paris,
INV. 8525, foto: Wikimedia Commons, C2RMF.

Jean-Antoine Watteau, French 1684-1721, Pilgrimage to
Cythera, 1717, oil on canvas, 129 x 194 cm, the Louvre,
Paris, INV. 8525, photo: Wikimedia Commons, C2RMF.

X 74 cm, Nationalmuseum,
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FORORD

Grinslost. 1700-tal speglat 1 nuet ar en utstallning och ett forsknings-
projekt vid Goteborgs konstmuseum. Sedan dtta ar tillbaka har
Goteborgs konstmuseum en forskningsavdelning som tillkom genom
en donation fran Sten A Olssons Stiftelse fér Forskning och Kultur.
Forskningen har gett en solid grund f6r olika utstillningsprojekt som
En malad historia. Svenskt historiemaleri under 1800-talet (2014). Varje ar
har en forskningsrapport 1 museets skriftserie Skiascope publicerats
kring ett &mnesomrade, bland annat den uppmiarksammade Blond
och Blaogd. Vithet, svenskhet och visuell kultur. Skiascope 8 ges ut 1 samband
med utstéllningen Grdanslost. 1700-talets speglat i nuet och erbjuder méj-
lighet till f6rdjupning av fragor som tas upp 1 utstdllningen.

Granslost. 1700-talets speglat i nuet berér bland annat normer och
varderingar vilka var under omférhandling pa 1700-talet. Detta
arhundrade priglades liksom var tid av stora genomgripande sam-
hallsférandringar. Forsknings- och utstéllningsprojektet lyfter fram
uttryck och gestaltningar 1 1700-talets konst, konsthantverk och de-
sign som dterkommit och omtolkats 1 nutiden och, omvint, det som
1dagens bild- och formkonst uppméarksammar yttringar och betydel-
ser 1 1700-talets gestaltningar. Forskningsrapporten visar att 1 dessa
tidsbrott mellan 1700-tal och nutid kan andra betydelser bli synliga
och tydliggjorda i ett jimforande perspektiv.

Grinsoverskridande konsidentitet, androgynitet, iscenséttningar
av jaget — mycket av 1700-talets gestaltningar kan 1 ndgon aspekt fin-
na sina ekvivalenter 1 nutidens visuella utsagor. Var tids konstnarliga
uttryck préglas dven de av lan fran olika stilarter, blandformer och
gransoverskridanden. Reaktionen mot kvardrdjande victorianism
och modernism med tydliga markorer himtade fran det som tidigare
ansetts smaklost, forkastat som populrt eller enbart dekoration, eta-
bleras mot en historisk fond av normer och decorum. Ett exempel
sammantvinnat med den visuella kulturen ar musikscenen dar yttre
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FOREWORD

Unbounded: The Eighteenth Century Mirrored by the Presentis an exhibition and
a research project at the Gothenburg Museum of Art. The museum has
a research department that was founded eight years ago through a dona-
tion by the Sten A Olsson Foundation for Research and Culture. The
research has provided solid grounds for various exhibition projects such
as A Fuinted History: Swedish History Painting in the Fighteenth Century (2014).
Every year, the museum has published a research report in the publica-
tion series Skiascope on a subject area, among them the noted Blond and
Blue-eyed: Whiteness, Swedishness, and Visual Culture. Skiascope 81s published in
connection with the exhibition Undbounded: The Eighteenth Century Mirrored
by the Present and offers an opportunity for immersion in issues brought
up in the exhibition.

Undbounded: The Eighteenth Century Mirrored by the Present touches,
among other things, on norms and values that were being renegotiated
in the eighteenth century. Like our times, this was a century character-
ized by substantial and fundamental changes in society. The research and
exhibition project highlights expressions and formations in eighteenth-
century art, handicraft, and design that have reappeared and have been
reinterpreted in the present and, conversely, that in today’s visual arts and
design which reflects manifestations and meanings in eighteenth-century
expressions. The research report shows that in these anachronisms be-
tween the eighteenth century and the present, other meanings are visible
and clarified in a comparing perspective.

Transboundary gender identity, androgyny, stagings of the self much
of eighteenth-century expressions in some ways find their equivalents
in today’s visual pronouncements. Artistic expressions of our times are
also characterized by loans from different styles, mixed forms, and bor-
der-crossings. Reactions to lingering Victorianism and modernism with
obvious markers from what used to be seen as tasteless, rejected as popu-
lar or as just embellishments, is established against a historic backcloth
of norms and decorum. An example closely related to visual culture is
the music scene, where catchy exterior signals like looks or clothing re-
semble a renegotiated eighteenth century made visible through kitsch,



effektfulla signaler 1 form av utseende och klidedrikt bar drag av ett
omtolkat 1700-tal synliggjort som kitsch, androgynitet och exotism.
Stilar och moden fran hippieeran 1 slutet av 1960-talet till sjuttio- och
attiotalets pudel-, glam-, goth- och punkrock visar identitetsbyten och
livsstilsmarkorer for generationerna fédda efter andra viérldskriget,
mitt emellan tillvixt och framtidstro och desillusion och slagord som
"No Future” . I 1700-talet ryms liknande motségelser vad giller ex-
empelvis tron pa framtiden stilld mot dystopiska visioner. P4 skilda
experimentscener bade initierades och foérdes granséverskridandet
vidare med artister som exempelvis David Bowie. Om 1700-talet ka-
raktiriserades av en relativ grinsloshet dir identitet som klass var
viktigare att manifestera dn kon, har solidariteten med skilda sociala
skikt 1 var tid tagit sig varierade uttryck fran proggens vanligt fore-
kommande schablon av arbetarklassklddsel och trasproletira look
till dyra statusmarkorer som markeskldder och accessoarer .
Forskningsprojektet och utstillningen ar ett samarbete mellan
Goteborgs konstmuseum, Rohsska museet och Institutionen for kul-
turvetenskaper vid Goteborgs universitet. Ett varmt tack till bokens
forfattare, fil.dr Ritwa Herjulfsdotter, forskare vid Rohsska museet,
fil.dr Viveka Kjellmer och docent Bia Mankell, bada universitets-
lektorer 1 konst- och bildvetenskap vid Institutionen for kulturveten-
skaper vid G6teborgs universitet, docent Patrik Steorn, intendent vid
Thielska galleriet samt redaktor f6r katalogen Kristoffer Arvidsson,
forskningsledare vid Goteborgs konstmuseum. Curator for utstill-
ningen dr fildr Per Dahlstrom, intendent vid Goteborgs konst-
museum. Férutom dessa riktas ett stort tack till alla de medarbetare
som har bidragit till utstillningen pa Goteborgs konstmuseum 1 sina
skilda professioner. Harutover ett sarskilt tack till Sten A Olssons
Stiftelse for Forskning och Kultur vars donation méjliggjort produk-
tionen av skriftserien Skiascope samt till Estrid Ericsson-stiftelsen,
Stiftelsen Gustaf VI Adolfs fond for svensk kultur, Kungliga Patriotiska
Sillskapet och Ake Wibergs Stiftelse som bidragit till denna utgava.

ISABELLA NILSSON
MUSEICHEF
GOTEBORGS KONSTMUSEUM

androgyny, and exoticism. Styles and fashions from the hippie era at the
end of the 1960s to the poodle, glam, gothic, and punk rock of the 1970s
and 1980s show identity changes and lifestyle markers of the generations
born after the Second World War, right between growth and faith in the
future on the one hand, and disillusion and slogans like ‘No Future’ on
the other. In the eighteenth century, there were similar contradictions in
terms of belief in the future pitted against dystopian visions. On different
experimental stages, border-crossings were both initiated and continued
with artists like David Bowie. The eighteenth century was characterized
by relative limitlessness, where identity such as class was more important
to manifest than gender, whereas solidarity between separate social strata
in our times has taken on varying expressions, from the commonly occur-
ring model of working-class clothing and a dirty-poor look, to expensive
markers of status such as branded clothes and accessories.

The research project and the exhibition are a result of a collaboration
between the Gothenburg Museum of Art, the Rohsska Museum, and
the Department of Cultural Sciences at the University of Gothenburg.
A warm thanks to the authors of the book, Dr Ritwa Herjulfsdotter,
Researcher at the Rohsska Museum; Dr Viveka Kjellmer and Associate
Professor Bia Mankell, both Senior Lecturers in Art History and Visual
Studies at the Department of Cultural Sciences at the University of
Gothenburg; Associate Professor Patrik Steorn, Curator at the Thiel
Gallery in Stockholm; and editor of the catalogue Kristoffer Arvidsson,
Head of Research at the Gothenburg Museum of Art. The curator of the
exhibition is Dr Per Dahlstrém, Curator at the Gothenburg Museum of
Art. Apart from those mentioned, great thanks are directed to all the col-
laborators who contributed to the exhibition at the Gothenburg Museum
of Art in their different professions. In addition, a special thanks to Sten
A Olsson Foundation for Research and Culture whose donation made
possible the production of the publication series Skiascope and to the Estrid
Ericson Foundation, the Gustaf VI Adolf Fund for Swedish Culture, the
Royal Patriotic Society, and the Ake Wiberg Foundation that all contrib-
uted to this edition.

ISABELLA NILSSON
DIRECTOR
GOTHENBURG MUSEUM OF ART



KRISTOFFER ARVIDSSON

VARDAG OCH FORKONSTLING
INLEDNING TILL "GRANSLOST. 1700-TAL SPEGLAT | NUET”

Titeln pa detta forskningsprojekt, som ligger till grund fér en utstall-
ning vid Goteborgs konstmuseum med samma namn, ar Grdnslist.
1700-tal speglat 1 nuet. ”Granslost” syftar pa att granserna mellan
nuet och 1700-talet hér 6verskrids, men ocksa pa att 1700-talet upp-
fattas som 1 vissa avseenden gransldst utifran en nutida horisont.
En rad grinser, som etablerades i det borgerliga samhillet under
1800-talet, drogs upp forst i slutet av 1700-talet. Det géller exem-
pelvis nya normer kring kén och hur kénsidentitet uttrycks i mode
och portritt. Aven konstnirsrollen och konstverkets grinser, min-
niskans relation till naturen och visterlandets férhéllande till Kina
omférhandlades. Inte minst pa det konstnérliga omradet kommer
denna grinsloshet, begynnande gransdragning eller nya forstaelse
av granser till uttryck.

Under 1700-talet etablerades ett offentligt konstliv och det moder-
na konstbegreppet tog form.! Konstnarsrollen professionaliserades
genom specialisering nér konstnéren tridde ut pa en offentlig mark-
nad. En tydligare uppdelning mellan kvinnligt och manligt mode ar
skonjbar mot slutet av 1700-talet, 1 kontrast mot tidigare, da dven
den manliga drdkten kunde vara praktfull, fairggrann och rikt deko-
rerad inom de hégre samhillsstdnden. Vidare kom en ny syn pa na-
turen bortom nyttotdnkande till uttryck 1 det romantiska landskapet.
Kontakten med Sydostasien paverkade vasterlandets sjalvbild men
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KRISTOFFER ARVIDSSON

EVERYDAY LIFE AND ARTIFICIALITY
INTRODUCTION TO ‘UNBOUNDED:
THE EIGHTEENTH CENTURY MIRRORED BY THE PRESENT’

The title of this research project, which is the basis for an exhibition
with the same title at Gothenburg Museum of Art, is Unbounded: The
Eighteenth Century Mirrored by the Present. ‘Unbounded’ refers to the fact
that the boundaries between the present day and the eighteenth cen-
tury have been transcended, but also to the fact that the eighteenth cen-
tury is perceived in some respects as boundless, when considered from
a contemporary perspective. A number of boundaries that became
established in bourgeois society during the nineteenth century were
first set up in the late 1700s. These boundaries relate to new norms
around gender and how gender identity is expressed in fashion and
portraiture. The role of the artist and artistic boundaries, humankind’s
relationship with nature, and the West’s relationship with China were
renegotiated. And this boundlessness, with an incipient demarcation
or a new understanding of boundaries, found expression in the artistic
field in particular.

A public arts life became established during the eighteenth century
and the modern concept of art took shape.! The role of the artist became
professionalized through specialization as the artist set forth into the pub-
lic marketplace. A clearer distinction between female and male fashion
could be discerned towards the end of the eighteenth century, in contrast
to the past, when male clothing could also be sumptuous, colourful, and
richly adorned in the higher social classes. Furthermore, a new view of
nature that went beyond utilitarian thinking was reflected in romantic
landscapes. The West’s contact with South East Asia impacted on its



ocksa dess konst genom stilinfluenser som ofta byggde pa andra-
handskéllor eller rena fantasier om Kina.

Manga av de senare upprittade grianserna pa de ovan beskrivna
omradena 6verskrids idag pa nytt pa olika satt. Normer kring kén
och sexualitet ifragasatts, konstndrsrollen utvidgas och narmar sig
andra omraden, globalisering utmanar den nationella identiteten och
klimathot har pa nytt férdndrat var relation till naturen. Darigenom
uppstar berdringspunkter mellan 1700-talet och var egen tid. Bada
ar tider av normférskjutning och omvilvande samhallsférandringar.

Dessa fordndringar berdrs 1 foreliggande forskningsprojekt som
har ett jaimférande och anakront perspektiv. Med ett anakront per-
spektiv kan foreteelser fran olika tider stillas 1 férbindelse med var-
andra for att dirmed synliggéra nagot som annars inte skulle ha
framtritt. Ingen av de medverkande forskarna ar renodlade 1700-tals-
experter utan har, utifran sina kompetensomraden, gjort nedslag 1
1700-talets visuella kultur och dar funnit uttryck som &r intressanta
att relatera till var egen tid.

Under 1700-talet utvecklades det moderna konstbegrepp dar
konsten ses som {11 fran andra intressen, dar konstverk stills ut f6r
allmdnheten 1 gallerier och museer och séljs pa en 6ppen marknad.?
Denna forskjutning fran bestdllarens makt till konstndrens frihet
medfoérde ocksa en ny syn pa konstniren som kulminerade 1 roman-
tikens genikult.?

Dagens konstdiskussion praglas 1 hog grad fortfarande av efter-
dyningarna av de férandringar som skedde pa estetikens omrade
under 1700-talet. Men dven stilistiska element ur 1700-talets visuella
kultur dyker allt oftare upp 1 dagens konstnirliga produktion, dven
om sammanhanget da ar ett annat. De fulla konsekvenserna av en stil
dras oftaldngt senare. Det dr genom senare tolkningar som historiska
verk far sin betydelse som aktorer 1 ett historiskt skede. Det dr ocksa
1 efterhand som manga stilhistoriska termer, som exempelvis barock
och rokoko, etablerats.

Att kalla 1700-talet, liksom var egen tid, for grinslos ar forstas
en retorisk forenkling. Aven om grinser 4nnu inte etablerats eller
6verskrids pa vissa omraden, sa fanns och finns det andra, minst lika
tydliga linjer mellan andra kategorier. De franska filosoferna Gilles
Deleuze och Félix Guattari hidvdar att varje deferritorialisering, det vill
sdga varje nedbrytning av grinser och hierarkier, alltid {6ljs av en
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self-image, but also on its art via stylistic influences that were often based
on secondary sources or fantasies about China.

Many of the boundaries that were later established in the areas de-
scribed above are currently being transcended again in various ways.
Norms around gender and sexuality are being questioned, the artist’s role
is being expanded and moving closer to other areas, globalization is chal-
lenging national identity, and the climate threat has once again changed
our relationship with nature. This creates points of contact between the
eighteenth century and our own time. Both are times of shifting norms
and transformative social change.

These changes are addressed in the present research project, which
adopts a comparative and anachronic perspective. An anachronic per-
spective enables us to make connections between phenomena from differ-
ent times and thereby make visible something that otherwise would not
have emerged. While none of the researchers involved are experts in the
eighteenth century as such, they have, in their different areas of expertise,
addressed eighteenth century visual culture and found expressions that
are interesting to relate to our own time.

It was during the eighteenth century that the modern concept of art
developed, whereby art is seen as free from outside interests and works of
art are exhibited to the public in galleries and museums and sold on the
open market.? This shift from the power of the commissioner to the free-
dom of the artist also brought about a new vision of the artist, culminating
in the Romantic cult of genius.?

The way we talk about art today still owes much to the repercussions
of the changes that took place in aesthetics during the eighteenth century.
But stylistic elements from eighteenth century visual culture also appear
increasingly in today’s artistic output, although the context has changed.
The full significance of a style is often only realized much later, when
subsequent interpretations confirm the important role historical works
have played in their historical period. Furthermore, it was only in hind-
sight that many style-historical terms, such as baroque and rococo, were
established.

To call the eighteenth century—as well as our own time—unbounded
is, of course, a rhetorical simplification. Although the boundaries have
not yet been established or transcended in some areas, there were and
indeed still are other, equally clear lines between other categories. The
French philosophers Gilles Deleuze and Félix Guattari posited that every



reterritorialisering, dar nya granser och hierarkier upprittas.* Det ar
1 ljuset av en sddan iakttagelse man bor se den relativa gransloshet
som hér pekas ut.

BAKGRUND

Under en utstidllning vid Goteborgs konstmuseum 2013 med ny-
férvarv fran de senaste aren, hingdes samtida konst ut 1 samlingen
med ovintade moéten som foljd. I 1700-talsrummet fanns Tobias
Bernstrups (f. 1970) fotografi Re-Amimate Me (2002-2005), ett sjalv-
portritt dar konstniren framtrader som en androgyn gestaltiréd lack
och pumps. Bilden skapade en intressant motpol till 1700-talsrummets

portritt, exempelvis 1 Alexander Roslins (1718-1793) Dubbelportriitt

(1754), dar mannen 1 gra peruk och praktfull sammetskostym med
guldbroderier haller upp en arkitekturmodell medan kvinnan i sin
utsvallande rosa sidenklanning slagit sig ner med sin snicksamling.
Da 1700-talsportritten gar 1 ljusa pastellfarger ar Bernstrups bild upp-
byggd av harda kontraster mellan vitt, rétt och svart. Maleriets sam-
met och siden star mot fotografiets blanka lack. Men det finns ocksa
likheter. Den bleka huden, liksom Bernstrups lek med konséverskri-
dande uttryck, speglas 1 1700-talets mansideal inom 6verklassen, dar
méin smyckades och sminkades pa ett sitt som under 1800-talet blev
foreskrivet endast f6r kvinnor.

Vi sag hdr en potential att férdjupa relationen mellan 1700-tal och

nutid 1 ett storre projekt. Med Goteborgs konstmuseums samling av
konst fran bade 1700-tal och nutid, kan grénséverskridande aspek-
ter 1 savil 1700-talet som var egen tid synliggdras och analyseras 1
relation till varandra. Genom tillgdng till R6hsskas museets unika
samling med mode, konsthantverk och design férdjupas jamforelsen
med fler infallsvinklar 1 andra konstformer.

Projektet dr ett samarbete mellan tre institutioner: Goteborgs

konstmuseum, Institutionen fér kulturvetenskaper vid Goteborgs
universitet och Rohsska museet 1 Goteborg. En forskare respek-
tive en intendent fran Go6teborgs konstmuseum, tva forskare fran
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deterritorialization, that is every breakdown of boundaries and hierarchies,
is always followed by a reterritorialization in which new boundaries and
hierarchies are established.* It is in the light of this observation that the
relative unboundedness to which we refer should be approached.

BACKGROUND

During a Gothenburg Museum of Art exhibition of recent acquisitions in
2013, some contemporary artworks were hung alongside pieces from the
collection, resulting in some unexpected encounters. On display in the eight-
eenth century room was "Tobias Bernstrup’s (b. 1970) photograph, Re-Animate
Me (2002-5), a self-portrait in which the artist appears as an androgynous
figure in shiny red latex and heels. The picture created an interesting contrast
with the eighteenth century room’s portraits, such as Alexander Roslin’s
(1718-93) Double Portrait (1754), in which a man in a grey wig and a splendid
velvet suit with gold embroidery holds up an architectural model, opposite
a woman in a billowing pink silk dress, sitting with her shell collection on
her lap. Where the eighteenth century portraits use bright pastel colours,
Bernstrup’s image is made up of stark contrasts between white, red, and
black. The painting’s velvet and silk stand out against the photograph’s
glossy red latex. But there are also similarities. The pale skin tones, like
Bernstrup’s play on transgender expressions, reflect the eighteenth century
upper class male ideal in which men were adorned and made up in a way
that became acceptable only for women in the nineteenth century.

We could see the potential, here, for taking a closer look at the rela-
tionship between the eighteenth century and the present as part of a larger
project. Using Gothenburg Museum of Art’s collection of both contem-
porary and eighteenth century art, the cross-boundary aspects of both
the eighteenth century and our own time can be revealed and analysed
in relation to each other. Furthermore, access to the R6hsska Museum’s
unique collection of fashion, art, and design enables us to make a more
comprehensive comparison, offering several insights into other art forms.

The project is a collaboration between three institutions: Gothenburg
Museum of Art, the Department of Cultural Sciences at the University



Goteborgs universitet och en forskare fran Rohsska museet medver-
kar. Darutéver bidrar Patrik Steorn, intendent vid Thielska Galleriet
1 Stockholm, med en essa.

SYFTE

Med ny forskning och en forskningsbaserad utstéllning, presen-
terar Grénslost. 1700-tal speglat 1 nuet nya tolkningar av 1700-talets
konst, konsthantverk och mode. Arbetet syftar till att géra objekt
1 1700-talets visuella kultur relevanta och utmanande fér nutida be-
traktare. Vidare ska projektet 6ka forstielsen for saval det historis-
ka sammanhanget som for hur 1700-talets bilder paverkat var tids
visuella uttryck. Med analyser av objekt fran 1700-talet vill vi synlig-
gora nagot 1 var egen tid, och vice versa, med analyser av nutida verk
synliggéra nagot 1 1700-talets visuella kultur som inte varit synligt 1
tidigare konsthistorieskrivning.

Syftet ar att analysera de komplexa relationerna mellan 1700-talets
visuella kultur och vér egen tids estetiska uttryck. Ett starkt fokus
ligger pa hur forestallningar om kén och kénsskillnad, liksom 6ver-
skridanden av konsgranser, gestaltas. Ett annat fokus handlar om
manniskans férhallande till naturen. Ytterligare ett underséknings-
omrade ror visterlandets syn pa Kina.

Metodologiskt syftar projektet till att bryta den traditionella
konstvetenskapens kronologiska synsitt, dér stilars utveckling be-
skrivs och analyseras enligt ett linjart schema. Istéllet &r perspektivet
anakront, dar uttryck fran olika tider kan géras produktiva genom
att brytas mot varandra.
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of Gothenburg, and the Réhsska Museum in Gothenburg. It involves
a researcher and a curator from the Gothenburg Museum of Art, two
researchers from the University of Gothenburg, and one researcher from
the Rohsska Museum. Patrik Steorn, curator at the Thiel Gallery in
Stockholm, has also contributed with an essay.

OBJECTIVE

Enhanced by new research, the research-based exhibition Unbounded: The
Eighteenth Century Mirrored by the Present offers new interpretations of eight-
eenth century art, crafts, and fashion. The aim is to make objects from
eighteenth century visual culture relevant and challenging for contempo-
rary viewers. In addition, the project is intended to improve our under-
standing of both the historical context and the way in which eighteenth
century images have influenced contemporary visual expression. By ana-
lysing items from the eighteenth century we hope to reveal something
from our own time and, vice versa, by analysing contemporary works
reveal something in eighteenth century visual culture that has not previ-
ously emerged in art history literature.

The aim is to analyse the complex relationships between eighteenth
century visual culture and contemporary aesthetic expression. There will
be a strong focus on how notions of gender and gender difference, as
well as as a blurring of gender boundaries, are portrayed. Humankind’s
relationship with nature is another area of focus, and an additional study
area concerns the West’s perception of China.

In terms of methodology, the project aims to break with art history’s
traditional chronological approach, in which stylistic developments are
described and analysed in a linear framework. Instead, we take an anach-
ronic perspective, in which expressions from different eras rub up against
each other to produce constructive results.



FRAGESTALLNINGAR

Hur gestaltas forestdllningar om kon 1 visuell kultur under 1700-talet
och kan paralleller dras till hur dmnet tematiseras 1 dagens konst,
mode, design och konsthantverk? Hur sag 1700-talsmdnniskan pad na-
turen, sig sjalv och sin egen relation till naturen, och hur tar sig dessa
synsitt konstndrliga uttryck? Vilken roll spelade forestillningar om
Kina i vasterlindska kulturskapares sjalvforstaelse under 1700-talet?

En hypotes ar att 1700-talet ar en period da bindr koénsskillnad,
inom vissa omréaden, inte var sa starkt betonad som senare. Tvirtom
fanns hér utrymme fér det androgyna. Dessa 6verskridanden av vad
som senare uppfattats som naturliga konsgranser, visar pa andra
mojliga gestaltningar av identiteter dn de som senare blev norm.

En andra hypotes ér att en ny syn pa subjektet tog form, dar sjalv-
bespeglig, sjalviscensittning och rollspel blev viktiga, nagot som inte
minst kommer till uttryck 1 portréttkonsten.

En tredje hypotes 4r att manniskan, genom industrialismens fram-
vixt, liksom genom nya kulturella koder, fick ett nytt férhéllande till
naturen, dir denna inte langre ses som enbart en materiell resurs utan
ocksa som nagot att kontemplera och betrakta som en bild. Samtidigt
som kontrollen 6ver naturen triumferade genom industrialismen,
framtradde en lingtan efter det vilda och otyglade 1 tradgardskonst
och férromantiska landskap. Dessa aspekter har paralleller 1 var tids
globala turism och jakt pa vildmarkens orérda natur.

En fjdrde hypotes, besliktad med den tredje, ar att fantasin om
Kina blev en estetisk forebild 1 rokokon, och att detta stilistiska infly-
tande delvis speglar en fascination for det exotiska, dar effekten gick
fore trohet gentemot kinesiska kallor.
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ISSUES

How were notions of gender portrayed in eighteenth century visual cul-
ture and can parallels be drawn with how the subject is thematized in con-
temporary art, fashion, design, and crafts? How did eighteenth century
people see nature, themselves and their own relationship with nature,
and how did these attitudes find artistic expression? What role did per-
ceptions of China play in the way Western cultural creators understood
themselves during the eighteenth century?

One hypothesis is that the eighteenth century was a period when, in
some areas, binary gender differences were not so strongly emphasized
as would later be the case. On the contrary, it contained space for the
androgynous. This transcending of what were later perceived as natural
sexual boundaries shows that there were other possible configurations of
identity than those that later became the norm.

A second hypothesis is that a new approach to the subject took shape
in which introspection, self-dramatization, and role play became impor-
tant. This was expressed in portraiture in particular.

A third hypothesis is that humankind, through the spread of industri-
alization as well as through new cultural codes, formed a new relationship
with nature in which the latter was no longer seen as merely a material
resource, but also as something to contemplate and consider as an image.
Meanwhile, just as control over nature triumphed through industrializa-
tion, a longing emerged for the wild and the rampant in landscape garden-
ing and in pre-Romantic landscape painting. These aspects have parallels
in contemporary global tourism and the search for the untouched nature
of the wilderness.

A fourth hypothesis, which is related to the third, is that the China
fantasy became an aesthetic model for rococo, and that this stylistic influ-
ence partly reflects a fascination with the exotic, in which the importance
of effect came before loyalty to Chinese sources.



AVGRANSNINGAR

Projektet lyfter fram drag 1 1700-talets visuella kultur som aterkom-
mer och omtolkas 1 var tid, exempelvis det androgyna och dekora-
tiva. Omvéant anvands nutida uttryck for att lyfta fram betydelser 1
materialet fran 1700-talet. Studien innefattar analyser av konsroller
som dessa gestaltas och 6verskrids 1 portrittkonsten, manniskans
forhallande till naturen som den kommer till uttryck 1 den férroman-
tiska landskapskonsten, liksom férestéllningar om andra kulturer,
framfor allt Kina, och hur dessa ar avldsbara 1 olika konstformer, inte
minst konsthantverket.

Projektet har tva delar: ett forskningsprojekt och en utstéllning
curerad av fil.dr Per Dahlstrém, intendent f6r samlingar vid Géteborgs
konstmuseum. I utstillningen gestaltas resultat fran forsknings-
projektet genom méten mellan nutida visuella uttryck och féremal
fran 1700-talet ur de bada museernas samlingar, kompletterat med
inldn fran bland annat Nationalmuseum 1 Stockholm. Samlingarna
vid Goteborgs konstmuseum och Roéhsska museet utgdér utgangs-
punkten och det viktigaste studiematerialet, men dven andra objekt
studeras.

Saval Goteborgs konstmuseum som Réhsska museet har till stora
delar sillan visade samlingar fran 1700-talet. De bada museerna har
ocksa nutida konst, mode och design som ger perspektiv pa det dldre
materialet.

Fem forskare medverkar i projektet med var sin tematisk studie.
Docent Patrik Steorn, intendent vid Thielska Galleriet, undersoker
androgynitet 1 1700-talets bildvirld och gor queera ldsningar, det vill
sdga tolkningar som utmanar for givet tagna cis- och heteronorma-
tiva utgangspunkter och uppmérksammar andra betydelser och hur
kon inte alltid &r tydligt definierat 1 konsten utan glidande och 6ppet
for tolkning.” En blick som inte férmar se bortom dessa normer ris-
kerar att ga miste om andra betydelselager, hdvdar han.

Docent Bia Mankell, universitetslektor 1 konst- och bildvetenskap
vid Goteborgs universitet, undersoker hur portrattet under 1700-talet
blev en plats for lek med olika roller som berdr konsidentitet. Med
detta fokus blir det ocksd mojligt att géra jamforelser med vér egen
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LIMITATIONS

The project highlights aspects of eighteenth century visual culture that
recur and are reinterpreted in our own time, such as the androgynous
and the decorative. Conversely, contemporary expressions are used to
highlight meaning inherent in material from the eighteenth century. The
study includes analyses of gender roles as represented and transcended in
portraiture, man’s relationship with nature as expressed in pre-Romantic
landscape art, as well as perceptions of other cultures, especially China,
and how they can be read in various art forms, especially crafts.

The project comprises two strands: a research project and an exhibi-
tion, curated by Dr Per Dahlstrom, Curator of collections at Gothenburg
Museum of Art. The exhibition presents the results of the research
through encounters between contemporary visual expressions and ob-
jects from the eighteenth century from both museums’ collections, supple-
mented by loans from Nationalmuseum in Stockholm. The collections in
Gothenburg Museum of Art and the R6hsska Museum are the starting
point for the project and provide the most important study material, but
other items are also studied.

Both Gothenburg Museum of Art and the Réhsska Museum have
eighteenth century collections which, to a large extent, are rarely dis-
played. The two museums also have contemporary art, fashion, and de-
sign collections that provide perspective on the older material.

Five researchers are involved in the project, each contributing with
their own thematic study. Associate Professor Patrik Steorn, Curator at
the Thiel Gallery, explores androgyny in eighteenth century imagery,
providing queer readings, that is interpretations that challenge accepted
csgender and heteronormative perspectives, and alerting us to other
meanings and to the fact that gender is not always clearly defined in art,
being instead something elusive that is open to interpretation.” He argues
that an approach that is unable to see beyond these norms risks missing
out on other important layers of meaning.

Associate Professor Bia Mankell, Senior Lecturer in Art History and
Visual Studies at the University of Gothenburg, examines how eigh-
teenth century portraiture became a place to play with different gender
identity roles. This focus enables us to make comparisons with our own



tid, som praglas av en uppluckring mellan det privata och offentliga,
och ddr konstillhorighet problematiseras inom konstnarlig gestalt-
ning, inte sillan pa ett lekfullt satt.

Fil.dr Viveka Kjellmer, universitetslektor 1 konst- och bildveten-
skap vid Goteborgs universitet, tar sin utgangspunkt 1 1700-talsrum-
met pa G6teborgs konstmuseum, dér Tobias Bernstrup 1r6d lackkor-
sett hanger bland de sirliga 1700-talsportrétten. I 1700-talsportrittens
stela, korsetterade kroppar, vitsminkade ansikten och artificiella po-
ser ser forfattaren en koppling till Bernstrups bild. Med fokus pa
korsetten, den manipulerade kroppen och materialens taktila uttryck
1 bilden, undersoker Kjellmer relationen mellan mode, kropp och
materialitetsaspekter 1 1700-talets portrattkonst 1 relation till nutida
konstuttryck.

Fil.dr Ritwa Herjulfsdotter, forskare vid Rohsska museet, un-
dersoker influenser fran Kina 1 vasterlandskt konsthantverk, sa kall-
lade kineserier, med utgangspunkt 1 Rohsska museets samling av
béade kinesiska och europeiska féremal. Uttrycken fér den estetiska
inspirationen fran Kina kom att fjirma sig alltmer fran de kinesis-
ka originalen och fick efter hand karaktir av europeiska fantasier.
Herjulfsdotter fragar sig om dessa objekt kan forstas som projek-
tionsytor for tidens fantasier och drémmar om det annorlunda. Hon
forsoker besvara fragor som till vilken publik kineserierna riktade sig
och vilka ideal de férmedlar.

Sjélv bidrar jag (forskningsledare fil.dr Kristoffer Arvidsson vid
Goteborgs konstmuseum) med en studie om 1700-talets landskaps-
maleri 1 granslandet mellan idealitet och romantik, med utgangs-
punkt 1 bland andra Carl August Ehrensvirds (1745-1800) och Elias
Martins (1739-1818) bilder. Jag underséker hur landskapsbilden
etablerades som en sjilvstindig genre, fran instrumentella bilder
och bakgrund till portritt, till ruinmotiv och férromantiska land-
skap med den vilda, nordiska naturen som motiv. Jag fragar vilka
forestéllningar som landskapsbilden speglar och skapar. For att ge
perspektiv pa denna historia, studeras dven tre nutida konstnirskap
som behandlat landskapstraditionen.
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times, which are characterized by a blurring of the private and the public
sphere and where gender is problematized within artistic creation, often
in a playful way.

Dr Viveka Kjellmer, Senior Lecturer in Art History and Visual Studies
at the University of Gothenburg, takes as her starting point Gothenburg
Museum of Art’s eighteenth century room, where Tobias Bernstrup
hangs, in his glossy red latex corset, among the ornate eighteenth century
portraits. She sees a link between the rigid corseted bodies, white pow-
dered faces and artificial poses of the eighteenth century portraits, and
Bernstrup’s image. Focusing on the corset, the manipulated body, and
the tactile expression of the material in the image, Kjellmer explores the
relationship between fashion, the body, and aspects of materiality in eigh-
teenth century portraiture in relation to contemporary artistic expression.

Dr Ritwa Herjulfsdotter, Researcher at the Réhsska Museum, ex-
plores the influence of China in the Western decorative arts known as
chinoseries, starting with the R6hsska museum’s collection of both Chinese
and European objects. Artistic expressions that took their aesthetic in-
spiration from China came increasingly to distance themselves from the
Chinese originals, eventually reflecting European fantasies of China.
Herjulfsdotter asks whether these objects can be understood as projec-
tions of the era’s fantasies and dreams of otherness. She attempts to an-
swer questions such as what audience the chinoiseries were targeting and
what ideals they conveyed.

I myself (Dr Kristoffer Arvidsson, Head of Research at Gothenburg
Museum of Art) contribute with a study of eighteenth century landscape
painting in the borderland between idealism and romanticism. Starting
with pictures of, among others, Carl August Ehrensvird (1745-1800)
and Elias Martin (1739-1818), I examine how landscape painting became
established as an independent genre, starting with its use as a contribu-
tory image and background to portraits, through to ruin motifs and pre-
Romantic landscapes with wild, Nordic nature as a motif. I ask what
perceptions the landscape imagery reflects and creates. To provide some
narrative perspective, I also study three contemporary artists from the
landscape tradition.



METOD

De olika delstudierna anvander sig av olika teoretiska perspektiv och
metodologiska angreppssitt. En gemensam metod for att ndrma sig
de problemkomplex som berdrts tidigare bestdr av jamforelser av
material fran 1700-talet med nutida visuella uttryck for att synliggéra
nagot 1 bada. Med ett anakront perspektiv kan konstverk tillfalligt
frigoras fran sitt historiska sammanhang och beréringspunkter med
objekt och foreteelser fran andra perioder framtrader. Det handlar
inte enbart om att peka pa yttre likheter utan ocksa om att visa pa
operationella drag och andra underliggande 6verensstimmelser eller
skillnander som annars inte skulle ha synliggjorts.

Den svenske konstvetaren Dan Karlholm lyfter 1 Kontemporalism.
Om samtidskonstens historia och_framtid (2014) fram begreppen anakron
och anakronism i relation till det paradoxala begreppet samtidskonst,
men ocksa till konsthistorieskrivningens praktik, for att peka ut en
potentiell samtidahet, dar konstverk kan goéras samtida med betrak-
taren eller med varandra.® Det ar ett perspektiv som bryter med en
hegeliansk férstaelse av konstens malinriktade, irreversibla utveck-
ling. Karlholm tar sin utgangspunkt 1 den franske filosofen och idé-
historikern Michel Foucaults begrepp heterokroni, som ér en tempo-
ral variant av hans heterotopibegrepp, som handlar om rum som 1
sig innehaller andra rumsligheter. Heterokronibegreppet pekar mot
alternativa, flerfaldiga samtider och urskiljs fran en mer homogen
tidsforstaelse. Anakronin har inte nagot nédvindigt samband med
en sadan tidsmultiplicering, skriver Karlholm. Traditionella berit-
telser skrivs utifrdn vad Karlholm kallar "kronologik”, det vill siga
utifran en férestallning om en successivt, i tiden linjért framskridande
berittelse.” Mot denna kronologik stélls alltsa heterokronin och ana-
kronin, som Karlholm beskriver pa féljande sitt:

Om (den ideala) kronologin &r monoman och envaldig, ar heterokronin en sorts liberal plura-
lism. Anakronin, daremot, 4r ngot som snarare liknar ett hologram: en "oméjlig” inbaddad
figuration. En anakron historieskrivning blir nagot djupt paradoxalt gentemot mallen av
en sekventiell kausalitet av varandra avlésande entiteter. Anakronin tycks ocksé beslaktad

med anamorfosen, dér perspektivets "omojliga” eller ”felaktiga” anblick fran en viss, skev
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METHOD

The different studies use different theoretical perspectives and methodo-
logical approaches. However, a common method for approaching the is-
sues addressed earlier consists in comparing eighteenth century material
with contemporary visual expressions in order to reveal something about
both. An anachronic perspective can temporarily free the artwork from its
historical context, so that points of contact with objects and phenomena
from other periods can emerge. The aim is not just to highlight external
similarities, but also to reveal operational features and other underlying
similarities or differences that would not otherwise have emerged.

In Kontemporalism: Om samtidskonstens historia och_framtid (‘Contempora-
lism: On the History and Future of Contemporary Art’, 2014), Swedish
art historian Dan Karlholm focuses on the concepts of anachronic and
anachronism in relation to the paradoxical notion of contemporary art,
but also in relation to the practice of writing art history, and points out
a potential contemporaneity, in which works of art can be contempo-
rary with the viewer or with each other.® This approach breaks with the
Hegelian understanding of the focused, irreversible development of art.
Karlholm builds on French philosopher and historian of ideas Michel
Foucault’s concept of heterochrony, a temporal variation of his concept
of heterotopia, which deals with spaces that themselves include other
spaces. The concept of heterochrony points to alternative, multiple types
of contemporaneity and differs from a more homogeneous understand-
ing of time. Karlholm argues that anachrony is not necessarily connected
with this type of multiplication of time. Traditional stories are written
from what Karlholm calls a ‘chronological’ perspective, that is based on
the notion of a gradual, linear-time progression of the narrative.” Against
this chronological perspective, Karlholm juxtaposes heterochrony and
anachrony, which Karlholm describes as follows:

Where (the ideal) chronology is monomaniacal and autocratic, heterochrony is a
kind of liberal pluralism. Anachrony, however, is something that looks more like a
hologram: an ‘impossibly’ embedded configuration. An anachronic historiography
becomes something deeply paradoxical when seen against the template of the se-

quential causality of entities that succeed each other. Anachrony also seems related to



vinkel konverterar "fel” till "rdtt”. En anakron historieskrivning leder till nya prismatiska
konstellationer utifran historikerns kalejdoskop, dar skeenden och objekt ar fore eller efter,

ur synk, aldrig tidsenliga, tidsegna eller samtida med sig sjdlva.?

I historiska vetenskaper som konstvetenskap ar anakronism, dven
om den betraktas som ett misstag, oundviklig, konstaterar Karlholm
vidare. Det 4r anakronismens projicering av fel temporalt samman-
hang pa verket som 6verbryggar avstand.” Anakronismens “miss-
tag” kan saledes ses som imte bara en oundviklig brist utan ocksa
en forutsittning for forstaelse. Den tyske konsthistorikern Erwin
Panofsky hivdar i sin ikonologiska tolkningsmodell att det historiska
avstandet mellan konstverket och forskaren ar en fordel, eftersom
konsthistorikern ar utrustad med historisk kunskap om det férflutna
som inte var tillgdnglig 1 verkets samtid." Att anldgga ett anakront
perspektiv innebéar dock att konsthistorikern pa ett mer aktivt sdtt
bryter upp en kronologisk forstaelse och liter konstverk, utsagor och
fenomen fran olika tider stillas 1 relation till varandra pa ovantade
sitt som kan generera nya tolkningar.

En konsthistoriker som anvant sig av detta perspektiv ar den hol-
lindska kulturteoretikern Mieke Bal. I Quoting Caravaggio. Contemporary
Art, Preposterous History (1999), analyserar hon relationen mellan
barocken och samtida konst."! Aven om fokus i Granslist. 1700-tal
speglat 1 nuet istéllet ar 1700-talet, 4r hennes angreppssitt produktivt
dven 1 detta sammanhang. Till skillnad frdn Bal, syftar dock ingen
av forskarna 1 det har projektet till att helt bortse fran den historiska
kontexten. Det &r snarare 1 jimférelsen mellan historiska och nutida
sammanhang som tolkningarna tar sin utgangspunkt. Utifran sitt
intertextuella perspektiv havdar Bal att citering av historiskt mate-
rial inte dr enkelriktad utan paverkar var forstaelse av det historiska
materialet.

Flera av studierna anvinder sig av maktkritiska perspektiv f6r
att analysera gestaltningar av genus och sexualitet. Till dessa hor
Michel Foucaults diskursanalys, och da framst som den anvands 1
arbetet Sexualitetens historia (1976-1984)."* Har analyserar Foucault
hur forestallningar om sexualitet skapas och reproduceras pa olika
omraden 1 samhillet, hur olika beteenden klassas som normala
eller onormala, friska eller sjuka. Dessa idéer har utvecklats inom
queerteorin, bland annat hos den amerikanska filosofen Judith Butler
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anamorphosis, in which an ‘impossible’ or ‘wrong’ perspective can be converted from
‘wrong’ to ‘right’ when viewed from a certain skewed angle. An anachronic historio-
graphy throws up new prismatic constellations from the historian’s kaleidoscope, in
which events and objects come before or after, are out of synch, never in keeping with

or of their time, or contemporary with themselves.®

Karlholm goes on to say that in historical sciences such as art, ana-
chronism, while regarded as a mistake, is inevitable. It is anachronism’s
projection of the wrong temporal context on the work that bridges the
distance.” Anachronism’s ‘mistakes’ can thus be seen as not just an in-
evitable shortcoming, but also a prerequisite for understanding. The
German art historian Erwin Panofsky argues in his iconological model
of interpretation that the historical distance between the artwork and the
researcher is an advantage, since the art historian is equipped with histori-
cal knowledge of the past that was not available at the time the work was
made."” Adopting an anachronic perspective, however, enables the art
historian to take a more active approach to breaking open a chronological
understanding and allowing artworks, assertions, and phenomena from
different times to be juxtaposed in unexpected ways that can generate
new Interpretations.

One art historian who has used this perspective is Dutch cultural the-
orist Mieke Bal. In Quoting Caravaggio: Contemporary Art, Preposterous History
(1999), she analyses the relationship between baroque and contemporary
art."! Although Unbounded: The Eighteenth Century Mirrored by the Present fo-
cuses on the eighteenth century, her approach is also useful here. Unlike
Bal, however, none of the researchers involved in this project aim to ig-
nore the historical context completely. Instead, their interpretations tend
to start with a comparison of the historical and contemporary context.
From her intertextual perspective, Bal argues that citation of historical
material is not a one-way street, since it affects our understanding of the
historical material.

Several of the studies use a power-critical perspective to analyse the
representations of gender and sexuality. These include Michel Foucault’s
discourse analysis, and primarily the way it is used in History of Sexuality
(1976-84)." Foucault analyses how notions of sexuality are created and
replicated in different areas of society, how different behaviours are clas-
sified as normal or abnormal, healthy or sick. These ideas have been
developed in queer theory, including by the American philosopher Judith



1 Genustrubbel. Feminism och identitetens subversion (1990), dar hon kritise-
rar heterosexualiteten som norm och hur den utesluter andra iden-
titeter.'”> Hon utvecklar den feministiska analysen av produktionen
av konsskillnad till att d&ven innefatta produktionen av heterosexu-
aliteten som norm. Kon, genus och sexualitet 4r inte givna kategorier
utan skapas genom handling, havdar Butler.

Den amerikanske historikern Thomas Laqueur ldgger 1 boken
Making Sex. Body and Gender from the Greeks to Freud (1990) fram teorin
att det 1 tidigare epoker fanns en forstaelse av kon som var radi-
kalt annorlunda dn var, och att denna forstdelse var féranderlig.** I
vad han kallar enkénsmodellen, som var férhirskande fran antiken
fram all slutet av 1700-talet, férstods kvinnan inte som ett kon som
hade sin motpol 1 mannen utan snarare som en ofullkomlig version
av mannen. Kvinnan och mannen sags som mer lika dn olika, och
det kvinnliga kénsorganet beskrevs som en inverterad version av
det manliga. Fran slutet av 1700-talet bérjade mannen och kvinnan
istillet att betraktas som varandras motpoler, och skillnader beto-
nades mer dn likheter. Laqueur bendmner detta tvakonsmodellen.
Forekomsten av enkénsmodellen visar hur kategorier som tenderar
att uppfattas som naturgivna forstatts pa radikalt skilda sdtt genom
historien.

Med utgangspunkt 1 teorier av Foucault, Butler och Laqueur, vill
forskarna 1 projektet begreppsliggora 6verlappande, mellanliggande
eller 6verskridande tendenser 1 det visuella material som studeras, ett
begreppsliggdrande som dven dterfinns inom queerfeministisk teori,
konst, konsthantverk och mode fran senare tid.

Den feministiska forskningen har inneburit att nya perspektiv an-
lagts pa 1700-talet, dar kvinnors historia har lyfts fram. Ett exempel
ar antologin Women, Gender and Enlightenment (2005), 1 vilken genus-
strukturer under 1700-talet studeras, hur konsroller sag ut 1 olika
samhaéllsklasser och hur de férandrades under d&rhundradets lopp.*s
Ett annat exempel dr den amerikanska historikern Elinor Accampos
essd "Class and Gender” (2002) som behandlar kénsroller och deras
omforhandling under revolutionsaren 1 Frankrike.'® Kvinnliga konst-
nirer verksamma under perioden lyfts fram 1 Stolhet & fordom. Kvinna
och konstndr t Frankrike och Sverige 1750-1860 (2012), en utstillning vid
Nationalmuseum med medf6ljande katalog.'” I den framhalls att det
fanns ett stort antal bade framstaende och framgangsrika kvinnliga
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Butler in Gender Trouble: Feminism and the Subversion of Identity (1990), in
which she criticizes heterosexuality as the norm and the fact that it ex-
cludes other identities.'* She extends the feminist analysis of the produc-
tion of gender difference to include the production of heterosexuality
as the norm. Butler claims that sex, gender, and sexuality are not given
categories but are created by deeds.

In Making Sex: Body and Gender from the Greeks to Freud (1990), the
American historian Thomas Laqueur posits the theory that previous eras
had a conception of gender that was radically different to ours, and that
this conception was variable.'* In what he calls the ‘one-sex” model, which
was predominant from ancient times until the end of the eighteenth cen-
tury, woman was not understood as a sex that had its counterpart in man,
but rather as an imperfect version of man. Men and women were seen
as more alike than different, and the female sex organ was described as
an inverted version of the male organ. From the late eighteenth century,
however, men and women began to be seen as opposites and their differ-
ences were emphasized more than their similarities. Laqueur calls this the
‘two-sex’ model. The existence of the one-sex model shows how catego-
ries that tend to be perceived as innate have been understood in radically
different ways throughout history.

Building on the theories of Foucault, Butler, and Laqueur, the project’s
researchers intend to conceptualize any overlapping, intermediate or tran-
scendent trends in the visual material studied, a conceptualization that is
also to be found within queer feminist theory, art, crafts, and fashion from
the recent past.

Feminist research has led to new perspectives on the eighteenth centu-
ry, shedding light on women’s history. The anthology Women, Gender and
Enhghtenment (2005), for example, studies gender structures in the eigh-
teenth century, what gender roles were like in different social classes, and
how they changed over the century.” Another example is the American
historian Elinor Accampos’ essay on ‘Class and Gender’ (2002), which
deals with gender roles and the way they were renegotiated during the
French Revolution.'® Female artists active during the period were the
focus of Pride & Prejudice: Female Artists in France and Sweden 1750-1860
(2012), an exhibition at Nationalmuseum in Stockholm with an accompa-
nying catalogue." It stresses that there were a large number of prominent
and successful female artists in France in the second half of the eigh-
teenth century, including portrait painter Louise Elisabeth Vigée Le Brun



konstnérer 1 Frankrike under 1700-talets senare hilft, bland dem por-
trittmalaren Louise Elisabeth Vigée Le Brun (1755-1842). Ett intres-
sant arbete inom konstvetenskapen ar den amerikanska konstvetaren
Abigail Solomon-Godeaus bok Male Trouble. A Crisis in Representation
(1993), dar hon studerar hur en viss typ av bildrepresentationer av
feminina mén férhaller sig till genusstrukturer 1 kulturen och samhal-
let under franska revolutionen.'®

DET GRANSLOSA

I 1700-talets konst och konsthantverk édterfinns vad som idag kan
uppfattas som koénsoéverskridande skildringar av bade kvinnor och
mén, men ocksa portitt av individer som antog en konséverskri-
dande identitet. Ett exempel pa det senare dr den franske diplomaten,
spionen och frimuraren Chevalier d’Eon de Beaumont (1728-1810),
som 1791 porritterades av den franske konstndren Jean-Laurent
Mosnier (1743-1808)." Efter att ha varit bosatt 1 London, ater-
viande Chevalier d'Eon 1777 till sitt hemland Frankrike, dir d’Eon
hidanefter kladde sig och levde som kvinna.?* I Mosniers portatt &r
d’Eon iférd en svart sidenklinning med vit spetskrage, svart hatt
med rosettband och en béljande strutsplym.

Vad man kan notera i 1700-talet ar en, utifran var tids horisont,
anmirkningsvird Oppenhet mellan det forestillt maskulina
och feminina som senare stingdes. Ett exempel pa detta dr den
osterrikiske konstndren Josef Kreutzingers (1757-1829) malning
Marie Antonette i riddrikt (1771) 1 Schonbrunn 1 Wien, dir den sexton-
ariga drkehertiginnan Marie Antonia av Osterrike, senare drottning
av Frankrike, portritteras 1 en rod jaktdrakt och moérk hatt. Hennes
framtoning dr pojkaktig 1 kontrast till senare portritt av drottningen.
Hir ar det arkehertiginnans status och utbildning, ddr ridning ingick,
som visas fram snarare an hennes kvinnlighet.

Klader som idag betraktas som manliga, som riddrakter och rust-
ningar, férekom under 1700-talet som statusmarkoérer 1 exempelvis
portritt av kvinnliga regenter. Aven attribut som senare kodats som
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(1755-1842). An interesting work in the field of art history is American
art historian Abigail Solomon-Godeau’s book, Male Trouble: A Crisis in
Representation (1993), in which she analyses how a certain type of image
representation of feminine men relates to gender structures in culture and
society during the French Revolution.'®

THE UNBOUNDED

The arts and crafts of the eighteenth century contain what can today be
seen as transgender depictions of both women and men, as well as por-
traits of individuals who adopted a transgender identity. An example of
the latter is the French diplomat, spy, and freemason, Chevalier d’Eon de
Beaumont (1728-1810), whose portrait was painted in 1791 by the French
artist Jean-Laurent Mosnier (1743-1808)."? After having lived in London,
in 1777 Chevalier d’Eon returned to France, where d’Eon dressed and
lived as a woman.?” In Mosnier’s portrait, we see d’Eon wearing a black
silk dress with a white lace collar, a black hat with ribbons, and a billow-
ing ostrich plume.

Seen from the standpoint of our own time, what is striking about the
eighteenth century is a remarkable openness between the supposedly mas-
culine and feminine—an openness that was to close. An example of this is
provided by the Austrian artist Josef Kreutzinger’s (1757-1829) painting
Marie Antownette in Hunting Attire (1771) in Schénbrunn Palace in Vienna,
where the sixteen-year-old Archduchess Maria Antonia of Austria, later
Queen of France, is portrayed in a red hunting attire and a dark hat. Her
appearance is boyish, in contrast to later portraits of the queen. Here it is
the Archduchess’ status and education, in which riding played a part, that
1s highlighted rather than her femininity.

During the eighteenth century, clothes that are now considered to be
male attire, such as riding coats and armour, appeared as status markers
in portraits of female rulers, for example. Even attributes that would later
be coded as female, such as long hair, silk, lace, and makeup, lacked such
gender-specific connotations. However, in the eighteenth century there
was a certain acceptance for people like d’Eon who adopted a different



kvinnliga, exempelvis ldngt har, siden, spets och smink, saknade sa-
dana konsspecifika konnotationer. Daremot fanns under 1700-talet
en viss acceptans for att som d’Eon anta en annan konsidentitet. Om
en man kladde sig som kvinna kunde han tas f6r kvinna, och om-
vént. Det betyder inte att det fanns en acceptans for eller medveten-
het om vad som idag benamns transuttryck eller transidentitet. Men
1 rollspel och portritt kan man likval se en 6ppenhet for att tillfalligt
anta andra identieter, bide med avseende pa kon och klass.

Exempel som dessa analyseras djupare i flera av essderna i denna
bok. Men redan hér kan konstateras att 1700-talets representation
av konsidentitet inte 6verensstimmer med senare perioders normer,
normer som fortfarande dr verksamma men som kommit att ifra-
gasittas alltmer. Om var tid pad detta omrade ofta ger uttryck at det
gransoverskridande, sd karaktdriseras 1700-talet snarare av en relativ
gransloshet, exempelvis 1 portritt eller kladedriktens utformning. I
manga fall var andra identiteter, som klass eller civilstdnd, viktigare
att manifestera dn kén. Dirmed inte sagt att konstillhorighet var
oviktig. Att den inte manifesteras kan bero pa att inget sidant behov
forlag, darfor att uppdelningen mellan en kvinnlig och manlig sfar
sags som sjalvklar.

Att uppdelningen mellan manligt och kvinnligt under 1700-talet
dnnu inte blivit sd skarp som 1 1800-talets borgerliga samhélle med
dess konsbindra paradigm, betyder inte nédvandigtvis att samhallet
var mer jamstallt. Abigail Solomon-Godeau har i sin tidigare ndmnda
studie av konst under franska revolutionen och den férsta franska
republiken, vid sidan av extremt maskulina, gudalika mansbilder,
uppmirksammat gestaltningar av feminina unga méin hos bland an-
dra Jacques-Louis David (1748-1825).2! Solomon-Godeaus slutsats
ar att narvaron av feminina mansbilder inte ska ses som ett tecken
pa ett mer jamstéllt samhille, avseende mans och kvinnors roller
och handlingsutrymme. Tvirtom kan det vara tecken pa motsatsen.
Inom en strikt homosocial grupp, vilken innehar makten 1 samhillet,
kan yngre mén inta en mer feminin roll i férhallande till dldre, mer
maskulina mén.

Da kvinnan under 1800-talet betraktades som en motpol till man-
nen, sags hon under 1700-talet snarare som en mindre fullkomlig
version av mannen. Samhillet hade en patriarkal struktur men med
vissa Oppningar och gransldsa zoner, bland annat just beroende pa
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gender identity. If a man dressed as a woman, he could be taken for a
woman, and vice versa. This does not mean that there was an acceptance
or awareness of what we now term transgender expression or transgender
identity, but in role play and portraits we can see an openness towards
temporarily adopting other identities, both in terms of gender and class.

Examples such as these are analysed in greater depth in several of
the essays contained here, but we can already say that eighteenth century
representations of gender identity do not conform to the norms of later
periods; norms that are still operational but which have come to be in-
creasingly questioned. Where nowadays we tend to talk about a crossing
of boundaries, the eighteenth century was characterized by a relative lack
of boundaries, for example in portraits or costume design. In many cases,
it was more important to highlight other identities, such as class or marital
status, than sex. This is not to say that sex was unimportant. Perhaps it
was not highlighted because there was no need to, because the division
between the male and female realm was seen as self-evident.

The fact that the division between the male and the female during
the eighteenth century was not so clear-cut as in nineteenth century bour-
geois society, with its gender binary paradigm, does not necessarily mean
that society was more equal. In addition to discussing extremely mas-
culine, godlike male images in her above-mentioned study of art during
the French Revolution and the First French Republic, Abigail Solomon-
Godeau also highlights portrayals of feminine young men by artists such
as_Jacques-Louis David (1748-1825).2! She comes to the conclusion that
the presence of images of feminine men should not be seen as a sign of a
more equal society, in terms of men’s and women’s roles and their scope
for action. On the contrary, it could indicate the opposite. Within a strictly
homosocial group that holds power in society, younger men can take on a
more feminine role in relation to older, more masculine men.

Where the nineteenth century female was seen in opposition to the
male, her eighteenth century counterpart was seen as a less complete
version of a man. Society was built on a patriarchal structure, but there
were some openings and border zones, precisely because the sexes were
not seen as the antithesis of each other. As Laqueur has shown, during
the eighteenth century the one-sex model was challenged by the two-
sex model that became prevalent in the nineteenth century.?? During the
French Revolution in particular, new boundaries were drawn up between
the sexes. As Laqueur notes, “The promises of the French Revolution



att konen inte sags som varandras absoluta motpoler. Som Laqueur
visat, utmanades enkonsmodellen under 1700-talet av den tvakons-
modell som blev forhirskande under 1800-talet.?? Inte minst under
franska revolutionen kom nya grinser att dras upp mellan kénen.
"Franska revolutionens l6ften [...] gav inte bara upphov till en ge-
nuint ny feminism utan ocksa till ett nytt slags antifeminism, en ny
fruktan fér kvinnor, och till politiska gransdragningar som féran-
ledde motsvarande konsliga rdgangar”, konstaterar Laqueur.?® Savil
antifeminister, som den schweizisk-franske upplysningsfilosofen och
forfattaren Jean-Jacques Rousseau (1712-1778), som feminister, som
den brittiska filosofen och forfattaren Mary Wollstonecraft (1759-
1797), argumenterade fran sina respektive positioner f6r tvakonsmo-
dellen, som ocksd understdddes av anatomiska unders6kningar.?*
Genom att skillnader mellan kénen betonades, kom kvinnans fram-
sta uppgift att bli reproduktion, och hennes plats 1 det offentliga livet
musstdnkliggjordes, eftersom det ansags vara mannens sfar.

EN HISTORISK BRYTPUNKT

1700-talet ar en omvialvande epok 1 den visterldndska kulturhistorien
med paralleller till var egen tid 1 form av snabb teknikutveckling och
politiska revolutioner. Under detta arhundrade framtriddde den r6-
relse som kallas upplysningen, som dyrkade férnuftet och ansédg att
vetenskapen och den empiriska kunskapen skulle frigdra manniskan
och utveckla samhillet. Under 1700-talet formulerades ocksa idén att
manniskan ar fo6dd fri, liksom idén om alla manniskors lika varde. I
anslutning till detta proklamerades dven tanken att individen har ritt
att fritt uttrycka sina idéer. 1766 antogs den svenska tryckfrihetsfor-
ordningen — den fOrsta 1 sitt slag — under den period 1 svensk politisk
historia som kallats frihetstiden.?

Upplysningsfilosoferna ansag att férnuftet maste vigleda man-
niskan och kravde atskillnad mellan religion och vetenskap. Gamla
traditioner och virderingar, inte minst kyrkans makt, ifragasattes.
Samtidigt tog industrialismen, och med den urbaniseringen, fart
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[...] gave birth not only to a genuinely new feminism but also to a new
kind of antifeminism, a new fear of women, and to political boundaries
that engendered sexual boundaries to match.?® Both anti-feminists, such
as the Swiss-French enlightenment philosopher and writer Jean-Jacques
Rousseau (1712-78), and feminists, such as the British philosopher and
writer Mary Wollstonecraft (1759-97), argued from their respective posi-
tions for the two-sex model, which was also supported by anatomical stud-
ies.2* As the focus switched to the differences between the sexes, woman’s
main task came to be seen as reproduction, and her place in public life was
viewed with suspicion since it was considered to be a male realm.

A HISTORICAL TURNING POINT

The eighteenth century is a revolutionary era in Western cultural his-
tory, with parallels to our own time with its rapid technological develop-
ment and political revolutions. The eighteenth century gave birth to the
movement known as the Enlightenment, which worshipped reason and
believed that science and empirical knowledge would liberate humankind
and lead to social development. It was also during the eighteenth century
that the idea was formulated that man is born free, as well as the idea that
all human beings are of equal worth. In this connection, the idea that the
individual has the right to freely express his ideas was also proclaimed.
The year 1766 saw the adoption of the Swedish law for a free press—
the first of its kind—during the period of Swedish political history that is
known as the Age of Liberty (Frihetstiden).?

Enlightenment philosophers believed that reason must guide man
and demanded the separation of religion and science. Old traditions and
values, not least the power of the Church, were called into question. At
the same time, industrialization and with it urbanization gained momen-
tum, starting in Great Britain. The eighteenth century was also charac-
terized by the rise of capitalism and the growth of world trade through
the colonies and the East India companies. Colonialism involved com-
prehensive exploitation of other parts of the world, its most loathsome
expression being the transatlantic slave trade. The notion of humankind’s



med boérjan 1 Storbritannien. 1700-talet priaglades ocksa av en ac-
celererande kapitalism och 6kad viarldshandel genom kolonierna
och de ostindiska kompanierna. Kolonialismen innebar en langtga-
ende exploatering av andra varldsdelar, vilken fick sitt mest avsky-
virda uttryck 1 den transatlantiska slavhandeln. Idén om méannis-
kans ratt till frihet var 1 praktiken férbehallen vita man. I Europa
vixte borgarklassen och fick 6kat inflytande ocksa pa konstens
omrade dir den utmanade hovens och aristokratins smakhege-
moni. De amerikanska och franska revolutionerna underblastes
av nya idéer om jamlikhet men i revolutionernas kolvatten foljde
vald och politisk oro.

Nar arhundradet inleddes var barocken den dominerande kon-
striktningen, men den f6ljdes av rokokon, nyklassicismen och ro-
mantiken. Kulturellt ar 1700-talet vitalt samtidigt som dessa stilar
ar tillbakablickande. I historien sokte tidens konstnérer efter former
som kunde bilda modell f6r nuet.?® P4 ett liknande sétt soker dagens
konstnarer inspiration 1 det férflutna och dteranvander tidigare stilar
och modeller, omtolkar och omarbetar dem for sina syften, 1 nya
medier och sammanhang,.

Var tids konst priaglas, liksom 1700-talets, av blandningar och
overskridande av grianser. Modernismens doktriner och starka
smakomdome har ifrdgasatts och alltmer kommit att betraktas som
overspelat. Konst, men dven mode och konsthantverk, praglas idag
istéllet av stillin och hybrider. Det som férut betraktades som kitsch
— det dekorativa, utsmyckade eller feminina — och starkt avvisades
av modernistiska kritiker darfor att det hotade konstens renhet, dess
stravan efter det universella, anammas idag pa nytt av konstnirer
som gdrna later sig inspireras av populdrkulturen.”’

I dagens grinsoéverskridande uttryck inom konsten — granséver-
skridande med hinseende till medier, smakhierarkier och 1 relation
till den tidigare upprittade grinsdragningen mellan konst och popu-
larkultur — finns paralleller till 1700-talets visuella kultur. Konstnarer
utforskar idag material som siden och porslin, iscensétter konséver-
skridande identiteter eller anvander sig av det dekorativa som ett
uttryck. Men da dagens konstndrer, modeskapare och konsthant-
verkare medvetet Overskrider modernismens uppdragna granser,
eller inte lingre ser dessa som relevanta, sag 1700-talets upphovsper-
soner sdllan dessa granser 6verhuvudtaget. 1700-talets visuella kultur
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right to liberty was in practice reserved for white men only. In Europe, the
middle class grew in size and also began to wield more influence in the
field of art, where it challenged the dominant taste of the court and the
aristocracy. The American and French revolutions were fuelled by new
ideas of equality, but violence and political unrest followed in their wake.

When the century began, the baroque was the dominant artistic
current, but it was followed by rococo, neoclassicism, and romanticism.
Culturally speaking, the eighteenth century was a vibrant force, despite
these styles being retrospective; the artists of the time looked back to
history in search of forms that could provide a model for the present.*
Similarly, today’s artists seek inspiration in the past, recycling earlier styles
and models, reinterpreting and reworking them for their own purposes in
new media and contexts.

Like the art of the eighteenth century, the art of our own time is
characterized by a blurring and crossing of borders. Modernist doctrines
and strong judgements of taste have been called into question and increas-
ingly come to be regarded as outdated. The current trend in art, but also
in fashion and handicraft, is for borrowed styles and hybrids. What was
previously seen as kitsch—the decorative, ornate, or feminine—and was
strongly rejected by modernist critics because it threatened the purity of
art and its quest for the universal, is now being embraced again by artists
who are happy to let themselves be inspired by popular culture.”

Today’s cross-boundary artistic expressions—crossing boundaries
in terms of the media, taste hierarchies, and in relation to previously
established boundaries between art and popular culture—contain par-
allels with eighteenth century visual culture. Contemporary artists are
exploring materials such as silk and porcelain, staging transgender iden-
tities or using the decorative as a means of expression. But where today’s
artists, designers, and craftspeople are deliberately transcending the
boundaries imposed by modernism, or no longer see them as relevant,
eighteenth century creatives rarely even saw those boundaries at all. In
this sense, eighteenth century visual culture is only cross-boundary in
relation to the boundaries that would later be established by the nine-
teenth century and modernism. During the eighteenth century, the field
was open between areas that later came to be subsumed within more or
less established frameworks.

Contemporary Western observers might perceive eighteenth century
art as affected because we are accustomed to different aesthetic ideals



ar 1 den meningen grinséverskridande enbart 1 relation till 1800-ta-
lets och modernismens senare etablerade granser. Under 1700-talet
var falten 6ppna mellan omraden som senare kom att inordnas inom
mer eller mindre fastlagda ramar.

Visterlandska betraktare av idag kan uppleva 1700-talskonsten
som tillgjord eftersom vi vant oss vid andra estetiska ideal inom kon-
sten — lat vara att dessa nu utmanas av en annan estetik som kanske
ligger narmare rokokons férkonstling och att vi 1 populdrkulturen
sedan lange lart oss njuta av andra sorters estetik dn de som rymdes
mom den modernistiska konsten. Men 1700-talet innehaller nu ocksa
en annan sida; det rymmer en konstnir som Jean-Baptiste-Siméon
Chardin (1699-1779), som med innerlig saklighet visar oss borger-
lighetens och tjénstefolkets vardag. Att Chardin var samtida med den
lekfullt ekivoke rokokomalaren Francois Boucher (1703-1770) fore-
faller ndrmast obegripligt om man inte betéinker hur inkluderande
smaken var under 1700-talet.

Vad som fran var egen horisont framstar som motsdgelser pa
det konstnérliga omradet, speglar kulturen 1 stort. Den svenske 1dé-
historikern Jakob Chirstensson skriver 1 "Smak for det storslagna”
(1998) att 1700-talet 6verlag, och inte minst den gustavianska eran,
ar rik pa motségelser som de mellan férnuftsdyrkan och mysticism,
materialism och religiés langtan, cynism och naivitet, framtidstro och
en bendgenhet att se virldens forfall.?®

Vad giller konsten, finner vi vid sidan av den strangaste klassi-
cism dven vardagsskildringen (Chardin) och den moraliserande, se-
deldrande bilden (Jean-Baptiste Greuze, 1725-1805), som bada utgor
en motpol till rokokons koketta elegans. Vardagen &r narvarande pa
ett nytt satt 1 konsten under 1700-talet. V1 maste ga till det hollandska
maleriet under det féregaende arhundradet for att finna en motsva-
righet. Carl Michael Bellmans epistlar forflyttar och berér oss, som
om Vi satt pa en krog i Stockholm mitt bland alla de personer han
diktar om. Vi far en levande bild av vardagslivet. Det samma giller
madnga av den svenske malaren Pehr Hillestroms (1732-1816) genre-
motiv och stilleben, for 6vrigt starkt influerade av Chardin.

1700-talets konstsmak kunde uppenbarligen omfatta saval Bou-
chers rokokofanatsier som Chardins vardagsrealism och Rembrandts
existentiellt koncentrerade portritt, till och med samtidigt av samma
individer. Ett tecken pa detta ar den beundran som samtiden hyste
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in art—although these are now being challenged by another aesthetic
that is perhaps closer to rococo artificiality, and in popular culture we
have long since learned to enjoy other kinds of aesthetics than those con-
tained in modernist art. But there is another side to the eighteenth cen-
tury, as evinced by the artist Jean-Baptiste-Siméon Chardin (1699-1779),
who gives us a completely objective picture of the everyday existence
of the middle classes and their servants. It seems almost unthinkable
that Chardin was a contemporary of the spirited, risqué rococo painter
Francois Boucher (1703-70), until we remember how inclusive taste was
during the eighteenth century.

Seen from our own standpoint, what might appear to be contradictions
in the artistic field are reflected in culture in the broad sense. The Swedish
historian of ideas Jakob Chirstensson writes in ‘Smak for det storslagna’
(1998) that the eighteenth century in general, and the Gustavian era in
particular, were rich in contradictions such as those between worship of
reason and mysticism, materialism and religious yearning, cynicism and
naivety, optimism and a tendency to see the world’s decay.?®

In the field of art, alongside the strictest classicism we also find por-
trayals of everyday life (Chardin), as well as moralistic, moralising imag-
ery (Jean-Baptiste Greuze, 1725-1805), both of which provide a coun-
terpoint to rococo coquettish elegance. Everyday life is present in a new
way in eighteenth century art. We have to go to the Dutch painting of
the previous century to find a counterpart. When we hear Garl Michael
Bellman’s epistles, we can feel moved and touched, as if we were sitting in
a restaurant in Stockholm surrounded by all the people he writes about.
We get a vivid picture of everyday life. The same applies to many of
Swedish painter Pehr Hillestrom’s (1732-1816) genre motifs and still-lifes,
which are, incidentally, strongly influenced by Chardin.

The artistic tastes of the eighteenth century were clearly able to in-
clude both Boucher’s rococo fantasies, Chardin’s everyday realism and
Rembrandt’s existentially concentrated portraits, even all at the same
time by the same individuals. An indication of this is provided by the
admiration for Rembrandt’s painting of The Conspiracy of Claudius Civilis
(1661-2), which art students could see in the Royal Swedish Academy of
Arts, where it was deposited from around 1780 to 1785. In Elias Martin’s
painting Gustav III's visit to the Academy of Arts (1782, Nationalmuseum)
The Conspiracy of Claudius Civilis occupies pride of place in the model
room. Rembrandt’s painting can, of course, be understood as primarily



for Rembrandts Batavernas trohetsed till Claudius Civilis (1661-1662),
som konststuderande kunde se 1 Konstakademien, diar den var de-
ponerad fran omkring 1780 till 1785. I Elias Martins mélning Gustav
1115 besok 1 Konstakademien (1782, Nationalmuseum) intar Batavernas
trohetsed hedersplatsen 1 modellsalen. Forvisso kunde Rembrandts
malning forstds som 1 forsta hand av historisk, inte samtida, relevans.
Men 1 Carl Gustaf Pilos (1711-1793) monumentala, oavslutade
kroningstavla, Gustav I11:s kroming (1782-1793, Nationalmuseum), kan
man 1 den upplésta kldrobskyren skonja paverkan fran Rembrandts
graderade ljusbehandling 1 Batavernas trohetsed.* Pilo var inte ensam
om denna beundran. Gustav III ansag att verket var for viktigt for
att hinga 1 Konstakademien och lit flytta det till slottet 1785, dar
malningen fanns fram till dess att den donerades till Konstakademien
av Anna Johanna Grill (gift Peill) 1798.3°

Av Eva Bielkes dodsbo férvarvade Gustav III 1779 Rembrandts
Koksprigan (1651, Nationalmuseum), som da varit i svensk dgo sedan
sent 1600-tal. Visserligen koptes dven andra verk ur dédsboet, men
forvarvet tyder dnda pa en hég uppskattning av Rembrandt, som
ytligt betraktad kan te sig som en motsédgelse mot kungens intresse
for tidens modestil rokoko och senare nyklassicism.*!

Den svenske politikern, diplomaten och konstsamlaren Carl
Gustaf Tessin képte Chardins Morgontoaletten (1741) men ocksa Bou-
chers Venus triumf (1740), badda nu 1 Nationalmuseum 1 Stockholm
- tva malningar tillkomna vid samma tid men skapade utifran vitt
skilda utgangspunkter. Tessin verkar inte ha sett ndgon motsattning
1 det.??

Hur var det mojligt for betraktare att omfatta och likvirdigt var-
dera sd skilda uttryck? Jag tror att fragan endast har mening inom ett
modernistiskt paradigm, for det &r med modernismen som banden
med traditionen bryts, som konsten maste uttrycka sin tid och da
konstens utveckling beskrivs som ett linjart framatskridande enligt
hegeliansk modell. I detta konsthistoriska férlopp kan diametralt oli-
ka uttryck, som exempelvis traditionell realism och abstraktion, inte
existera samtidigt utan att det ena forkastas som otidsenligt. Det var
ocksa med modernismen som original tydligare skildes fran kopior
och efterbildningar, dir de senare kraftigt nedvirderades. Under
1700-talet holls traditionen levande, inte minst genom att konstnérer
kopierade och studerade de gamla mastarna.
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of historical rather than contemporary significance. But in the tempered
chiaroscuro tones of Carl Gustaf Pilo’s (1711-93) monumental, unfin-
ished Coronation of Gustav III (1782-93, National Museum), the influence
of Rembrandt’s graduated use of light in The Conspiracy of Claudius Civilis
can be discerned.” Pilo was not alone in this admiration. Gustav III felt
that the work was too important to hang in the Academy of Arts and had
it moved to the Royal Palace in 1785, where the painting was kept until
it was donated to the Academy of Arts by Anna Johanna Grill (married
name Peill) in 1798.3°

In 1779, Gustav III acquired Rembrandt’s Kitchen Maid (1651,
Nationalmuseum) from Eva Bielke’s estate; the painting had been in
Swedish hands since the late 1600s. Admittedly, he also bought other
works from the estate, but the acquisition is nevertheless indicative of
the high esteem in which he held Rembrandt, something which might
mitially seem inconsistent with the King’s interest in the contemporary
fashion for rococo, and later neoclassicism.?!

The Swedish politician, diplomat and art collector Carl Gustaf Tessin
purchased Chardin’s The Morning Toilette (in 1741) but also Boucher’s The
Triumph of Venus (1740), both now in the Nationalmuseum in Stockholm—
two paintings that appeared at the same time but that were created from
very different starting points. Tessin seems not to have seen any contra-
diction in this.*

How was it possible for the viewer to embrace and value equally such
diverse expressions? I believe that the question is only significant within
a modernist paradigm, for it is with modernism that the link with tradi-
tion is broken, that art must be an expression of its time and the develop-
ment of art is described as a linear progression according to the Hegelian
model. In this art historical process, diametrically opposed expressions,
such as traditional realism and abstraction, cannot co-exist without one
of them being rejected as anachronistic. It was also with the advent of
modernism that the original was clearly separated from copies and imi-
tations, the latter being devalued sharply. The tradition was kept alive
during the eighteenth century, not least by artists who copied and studied
the old masters.

Generally speaking, originality and authenticity were not impor-
tant concepts; the effect was everything. The Italian Giovanm Battista
Tiepolo’s (1696-1770) illusion ceiling paintings, in particular in Wiirzburg
and in Venice, can be mentioned as an example of this. Playacting was a



Overlag var originalitet och autenticitet inte viktiga begrepp,
effekten var allt. Som exempel pa detta kan italienaren Giovanni
Battista Tiepolos (1696-1770) illusionistiska plafondmalningar 1
bland annat Wiirzburg och Venedig ndmnas. Skddespel var ett ut-
brett ndje vid hoven under 1700-talet. Marie Antoinette lat uppfora
den konstgjorda, lantliga byn Le Hameau de la Reine 1 nérheten av
Petit Trianon 1 Versailles. Dar kunde hon ikld sig rollen som bond-
kvinna och leva en imitation av lantligt liv. Gustav III hade ett stort
mntresse fOr teater men ldt ocksa uppfora historiska skadespel och
medeltida tornerspel. Historiska fakta var dé inte av stor betydelse,
det var dterigen effekten som efterstravades.*® Dessa iscensdttningar
kan jamforas med dagens levande rollspel (lajv). De ar uttryck {6r en
langtan efter att fly den egna tillvaron och préva en annan identitet
som 1700-talets hovmén och -kvinnor gérna levde ut.

NUTIDA PERSPEKTIV

Idag anvinder konstndrer ofta det konstlade och teatrala — just det
som skyddes under den sena modernismen, di renodling av konst-
nérliga medier och stravan efter det autentiska framhélls som ideal.
Konstnérer iklar sig roller, omskapar och iscensitter sig sjalva. Pa det-
ta satt finns en ny mottaglighet for 1700-talskonstens "férkonstling”.

Overensstimmelser mellan nutida konst och 1700-talets estetik
uppstar bade som utslag av allminna tendenser 1 konsten 1 var
tid och som medvetna referenser. Hos nordiska konstnirer och
konsthantverkare som Christian Pontus Andersson, Tobias Bernstrup,
Front, Jens Fange, Peter Johansson, Asajungnelius, Asa Lockner, Per
Sundberg, Alexander Tallén och Virpi Vesanen-Laukkanen finns
paralleller till 1700-talets estetik 1 farger, rollspel, det dekorativa, 6ver-
dadiga och grinslésa. Liknande teman berdrs av amerikanska Joan
Bankemper, belgiske Jan De Vliegher, brittisk-nigerianske Yinka
Shonibare och australiensiske Paul Wood. Aven den brittiska mode-
skaparen Vivienne Westwood kan ndmnas 1 sammanhanget. Jag
kommer hér ndrmare att berdra sju konstnérskap.
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common form of entertainment in the eighteenth century courts. Marie
Antoinette had an artificial, rural village, Le Hameau de la Reine, built
near the Petit Trianon in Versailles. There she could take on the role of the
peasant woman and play out an imitation of rural life. Gustav III had a
keen interest in the theatre, but he also allowed historical spectacle and me-
dieval jousting to take place. Historical facts were not hugely important;
once again, it was the effect that counted.?® These performances can be
compared with today’s live-action role play (LARP). They are expressions
of a desire to escape our own existence and try out a different identity,
as eighteenth century courtiers—men and women alike—were keen to do.

CONTEMPORARY PERSPECTIVES

Today, artists often use artificiality and theatricality—the very thing that
was shunned during late modernism, when refinement of artistic media
and the quest for the authentic were held up as ideals. Artists take on
roles, re-create, and stage themselves. In this respect, there is a new recep-
tiveness to the ‘artificiality’ of eighteenth century art.

Correspondences between contemporary art and eighteenth cen-
tury aesthetics appear both in expressions of general trends in the art
of our time, and in conscious references. The work of Nordic artists
and craftspeople such as Christian Pontus Andersson, Tobias Bernstrup,
Front, Jens Finge, Peter Johansson, Asa Jungnelius, Asa Lockner, Per
Sundberg, Alexander Tallén, and Virpi Vesanen-Laukkanen contain
parallels with eighteenth century aesthetics in terms of colour, role play,
the decorative, the extravagant and the boundless. Similar themes are
found in the work of the American Joan Bankemper, the Belgian Jan De
Vliegher, the British-Nigerian Yinka Shonibare MBA, and the Australian
Paul Wood. Even British fashion designer Vivienne Westwood can be
mentioned in this context. I will now take a closer look at seven different
types of artistry.

Jan De Vliegher (b. 1964) has produced a number of skilful paint-
ings of rococo interiors, including the Vieux-Laque Room in Schénbrunn
Palace in Vienna, which the Holy Roman Emperor Francis I used as his



Jan De Vliegher (f. 1964) har i en serie malningar med litt
handlag malat rokokointeriérer, diribland Vieux-Laque-rummet 1
Schénbrunn 1 Wien, den tysk-romerske kejsaren Frans Iis studie-
kammare. Forgyllningarna glimmar till 1 det dunkla rummet klatt
med kinesiska lackskarmar. I andra bildsviter har han malat porslins-
serviser fran 1700-talet, uppstéllda i museimontrar. Genom att knyta
an till rokokon, bade 1 motivval och 1 det schvungfulla malnings-
sittet, bryter De Vliegher med modernismens smakhierarkier och
aterupprattar en nedvérderad del av konsthistorien, férbunden med
inredning, konsthantverk och det dekorativa.

I installationer med dockor klddda i vdsterldndska hogrestands-
klader av 1700-talssnitt, sydda av fargstarka tyger, gestaltar Yinka
Shonibare MBE (f. 1962) kolonialismens komplexa relationer. I
Gungan (efler Fragonard) (2001, Tate), har Shonibare i tredimensio-
nell form aterskapat Jean-Honoré Fragonards (1732-1806) malning
Gungan (1767), dar en ung 6verklasskvinna 1 rosa sidenkldnning later
sig gungas av en man 1 ett parklandskap sa att skon flyger genom
luften, medan en ung herre ligger pa marken nedanfér henne, strate-
giskt placerad for att se in under hennes kjolar. I Shonibares installa-
tion dr kvinnan ensam och saknar huvud. Hennes kldnning 4r sydd
av fargstarka tyger som vanligen uppfattas som afrikanska, men som
1 sjdlva verket ingar 1 en global textilindustri — viavda 1 Manchester
efter hollaindsk modell men med afrikansk inspiration, direfter ex-
porterade till Afrika. Kvinnans ben édr klidda 1 vita strumpor medan
den blottade huden pa &verkroppen dr mork. Tradet som gungan
hénger ifran ar svart, dven 16ven. Den avsparkade skon hénger 1
luften. Liksom malningen, leder skulpturen in betraktaren 1 en voy-
eurposition samtidigt som en rad detaljer komplicerar bilden. Vi ar
inte vana att se morkhyade individer ikladda hogrestandsklidder fran
1700-talet. Tygernas starka farger bryter ocksa med var forestillning
om rokokomode. I kolonialismens efterfoljd blandas identiteter.
Maktrelationen mellan kolonisatér och koloniserad flatas in 1 kons-
och begirsstrukturer. Varfér saknar kvinnan huvud? Associationer
kan ledas till lynchning av svarta 1 USA savil som till franska revo-
lutionens giljotiner.

I modeskaparen och punkikonen Vivienne Westwoods (f. 1941)
Chaos Point Wedding Dress (2008) ur Gold Labelkollektionen, finns
ett drag av Oversvallande lyx, kombinerat med gatukultur och
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study. Here, the gilt décor gleams bright in the dark room, lined with
Chinese lacquer screens. In other pictorial suites he has painted eigh-
teenth century porcelain dishes, arranged in museum display cases. In
referencing the rococo period, both in the choice of subject and the verve
of the painting technique, Vliegher breaks with modernist taste hierar-
chies and rehabilitates an unappreciated slice of art history, connected
with interior design, crafts, and the decorative arts.

In his installations of dolls dressed in eighteenth century-style upper-
class western clothes fashioned from colourful fabrics, Yinka Shonibare
MBE (b. 1962) depicts the complex relationships of colonialism. In T#e
Swing (after Fragonard) (2001, Tate), Shonibare creates a 3D version of
Jean-Honoré Fragonard’s (1732-1806) The Swing (1767). The painting
is set in a garden in which an aristocratic young woman in a pink satin
dress is pushed on a swing by a man until her shoe flies off through the
air. Meanwhile, a young man on the ground below her is strategically
positioned to see up her skirts. In Shonibare’s installation, the woman
is alone and headless. Her dress is made of colourful fabrics that are
usually considered to be African, but which are, in fact, part of a global
textile industry: woven in Manchester after the Dutch model, but inspired
by—and subsequently exported to—Africa. The woman is wearing white
stockings, while the bare skin of her upper body is dark. The tree the
swing hangs from is black, as are the leaves. The shoe that she seems
to have just kicked off hangs in the air. Like the painting, the sculpture
leads the viewer into a voyeur position, while a host of details complicate
the picture. We are not used to seeing dark-skinned individuals dressed
in aristocratic clothes from the eighteenth century. The fabric’s strong
colours also break with our idea of rococo fashion. In the aftermath of
colonialism, identities became mixed. The power relationship between
the colonizer and the colonized was woven into gender- and erotic struc-
tures. Why is the woman’s head missing? The lynching of black people in
the United States or the guillotines of the French Revolution are possible
connotations.

In fashion designer and punk icon Vivienne Westwood’s (b. 1941)
Chaos Point Wedding Dress (2008) from the Gold Label collection, there is an
air of exuberant luxury, combined with street culture and the environ-
mental movement. The title refers to Ervin Laszlo’s 2006 book about the
global environmental threat. The light green, long dress with puff sleeves
and yellow detail includes rainforest motifs in bright colours, based on



miljérorelse. Titeln refererar till en bok om det globala miljéhotet
av Ervin Laszlos fran 2006. Pa den ljusgrona, langa kldnningen med
puffarmar och gula detaljer, finns regnskogsmotiv i klara farger, ba-
serade pa skisser av skolelever. Den amerikansk-6sterrikiska foto-
grafduon SEEK (Sarah Cooper f. 1974 och Nina Gorfer f. 1979) har
fotograferat klinningen i R6hsska museets Barockkammare 1 sugges-
tiv belysning, vilket synliggor en relation till barockens och rokokons
overdadiga formsprak.

I den svenske konstndren Jens Finges (f. 1965) sdaregna maleri
forenas surrealism med 1960-talets popkultur. Men har finns ock-
sa aterkommande referenser till 1700-talets estetik. Fargskalan ar
pastellaktigt ljus. De androgyna mansfigurerna har 1700-talsklader
samtidigt som den svingande rorelsen och litta rytmen kan leda
tankarna till rokokon. Fange skapar en dromvérld som férhaller sig
till de bilder fran populédrkultur och konsthistoria som cirkulerar
omkring oss.

Den svenske konstnédren Alexander Tallén (f. 1988) skapar pors-
linsfiguriner, en genre som ar starkt férknippad med 1700-talet. Det
litta, eleganta och ekivoka 1 rokokons figuriner dterkommer, men
istéllet f6r manniskor 1 1700-talskldder framstéller Tallén sig sjalv
som en nutida hipster, ofta genusnormbrytande med blinkningar till
orientalism och rokoko.

Aven hos den svenska konstniren Asajungnelius (f. 1975) finns
en smak for det 6verdadiga och fargstarka. Hon har arbetat med
motiv och farger som knyter an till det kvinnligt kodade, som lapp-
stift och stilettklackar, men beror 1 sina verk ocksa sexualitet och
det abjektala — det odefinierade, kroppsliga och motbjudande. I Akza
— annars kommer jag och tar dig (2008) har hon skapat en bild av det
kvinnliga kénet 1 form av en fran taket hotfullt hingande installa-
tion av kedjor, rep, pdls, har, gummi och krokar som stuckits genom
kroppsdelar och dildoar i glas. Hon kallar verket foér en abstrakt
Vagina Dentata och utgar fran hur monster 1 science fiction-filmer ofta
skildras som nagot hotfullt genitalt. Titeln signalerar att det hér inte
handlar om nagon timid skildring av det kvinnliga konet. Jungnelius
vill att kvinnokonet ska fa ta plats pd samma sitt som det manliga
gjort 1 konsten. Akta — annars kommer jag och tar dig ar en legering av
tortyrinstrument, kinky sex och nagot odefinierat som 6verskrider
etablerade kategorier som manligt och kvinnligt.
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sketches made by school pupils. The American-Austrian photographer-
duo SEEK (Sarah Cooper b. 1974 and Nina Gorfer b. 1979) have pho-
tographed the dress in atmospheric lighting in the Réhsska Museum’s
Baroque Chamber, revealing a connection with the sumptuous design
language of the baroque and the rococo.

Swedish artist Jens Fange’s (b. 1965) singular painting combines sur-
realism with 1960s pop culture, but there are also frequent references to
eighteenth century aesthetics. The colour scheme is bright pastel. The
androgynous male figures are dressed in eighteenth century clothes and
the swaying movement and light rhythm are reminiscent of the rococo.
Finge creates a dream world that relates to the images from popular cul-
ture and art history that circulate around us.

The Swedish artist Alexander Tallén (b. 1988) creates porcelain figu-
rines, a genre that is strongly associated with the eighteenth century. The
light, elegant, and risqué aspects of rococo figurines are present, but in-
stead of people in eighteenth century clothing, Tallén portrays himself as
a contemporary hipster, often breaking with gender norms and with a
nod to Orientalism and the rococo.

Swedish artist Asa Jungnelius (b. 1975) also shows a taste for the
opulent and the colourful. She has worked with motifs and colours that
tie in with female codes, such as lipstick and stiletto heels, but her work
is also concerned with sexuality and the abject—the indeterminate, the
bodily, and the off-putting. In Watch Out—I'm Out to Get You (2008), she
has created an image of the female sex in the form of a threatening hang-
ing roof installation of chains, rope, fur, hair, rubber, body parts pierced
with hooks and glass dildos. She calls the work an abstract Vagina Dentata
and posits that monsters in science fiction movies are often portrayed
as something genital and threatening. The title indicates that this is not
some timid portrayal of the female sex. Jungnelius wants the female sex
to be allowed to occupy the space that the male sex occupies in art. Watch
Out=I'm Out to Get You is an amalgam of torture instruments, kinky sex,
and something indeterminate that transcends established categories such
as male and female.

Swedish artist Peter Johansson (b. 1964) has worked with Swedish
identity and Swedish symbols in an often humorous way. The installation
Musique Royal: Maison des Anciens Combattants (2007, the Rohsska Museum),
is a blue and yellow tent modelled on Franco-Swedish architect and art-
ist Louis Jean Desprez’s (1743-1804) copper tents in Stockholm’s Haga



Den svenske konstniren Peter Johansson (f. 1964) har bearbe-
tat svensk identitet och svenska symboler pa ett ofta humoristiskt
sétt. Installationen Musique Royal/Maison des Anciens Combattants (2007,
Rohsska museet), ar ett blagult tilt med férebild 1 den fransk-svenske
arkitekten och konstnédren Louis Jean Desprez (1743-1804) koppar-
tilt 1 Haga, vilka var skapade pa uppdrag av Gustav III med inspira-
tion fran romerska militartilt. Koppartilten ar ett exempel pa den gus-
tavianska erans smak for illusion och effekt. Utifran dessa byggnader,
som pa framsidan 1 annat material imiterar romerska militartélt, har
Johansson latit sy upp verkliga télt och dirmed gatt varvet runt.

Exemplen visar hur rokokons formsprak, men ocksd intresset
for naturen, det granslosa eller gransoverskridande 1 1700-talet, pa
olika sitt aktiveras 1 nutida visuella uttryck, med eller utan medvetna
referenser till 1700-talet.

ROKOKO

1700-talets konstdiskussion préaglades av den langvariga striden mel-
lan de gamla och de moderna (Querelle des Anciens et des Modernes),
aven benamnd som striden mellan poussinister och rubenister, som
gar tillbaka till 1600-talet men som nu blossade upp pa nytt. Nicolas
Poussins (1594-1665) disciplin, dir teckning gar fore farg, stilldes
mot Peter Paul Rubens (1577-1640) mer expressiva farganvind-
ning. Med rokokon fick rubenisterna 6vertaget. Med inspiration
himtad fran Rubens gavs konsten en ny vitalitet och malerisk frihet.
Motreaktionen kom 1 nyklassicismens antikvurm, som istéllet sig
Poussin som foérebild. Den upprittade motsittningen ar férenklad
da Rubens studerade antiken och Poussins verk ar fyllda av rorelse;
Rubens ar en god tecknare och Poussin en finstamd kolorist.?*
Rokokon ter sig som en legering av en mingd olika influenser.
Barocken dr en utgiangspunkt. Inflytandet fran Kina, som ofta nad-
de Europa via andrahandskéllor och resulterade 1 fantasifulla tolk-
ningar och produktiva missférstind, dr en annan. Kanske ar det 1
dekorerade vaggpaneler, svingande mébelformer, rocailleornament,
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Park, commissioned by Gustav III and inspired by Roman military tents.
The copper tents are an example of the Gustavian era’s taste for illusion
and effect. Based on the design of these buildings, the facades of which
imitate Roman military tents but using different material, Johansson has
created a real tent, thus closing the circle.

These examples show how rococo design language, but also the eigh-
teenth century’s interest in nature, the boundless or cross-boundary, is
activated in various ways in contemporary visual expression, with or
without conscious references to the eighteenth century.

ROCOCO

The art discussions of the eighteenth century were characterized by a
prolonged battle between the old and the modern (Querelle des Anciens et
des Modernes), also known as the battle between the Poussinists and the
Rubenists, which dates back to the seventeenth century but had flared up
once again. The discipline of Nicolas Poussin (1594-1665), where draw-
ing takes precedence over colour, were set against Peter Paul Rubens’
(1577-1640) more expressive use of colour. With the advent of the ro-
coco, the Rubenists got the upper hand. Inspired by Rubens, art was
given new vitality and painterly freedom. The backlash came with the
neoclassical craze for antiquity, which looked to Poussin for its model.
This conventional contradiction is a simplification, since Rubens studied
antiquity and Poussin’s works are full of movement; Rubens was a skilled
draughtsman and Poussin was a subtle colourist.?*

Rococo appears to be an amalgam of a variety of influences. Baroque
is a point of departure. The influence of China, which often reached
Europe via secondary sources and resulted in imaginative interpretations
and productive misunderstandings, is another still. Perhaps the essence of
rococo is to be found in the decorative wall panels, sweeping furniture, ro-
caille ornament, silverware, and porcelain dishes rather than in Boucher
and Fragonard. Another rococo invention is the single-storey palace with
no imposing staircase. It is an architecture that portrays an openness be-
tween the outside and the inside, where the building’s boundaries tend



silverforemal och porslinsserviser vi finner rokokons kédrna snarare
an hos Boucher och Fragonard. En annan av rokokons uppfinningar
ar enplanspalats utan imposanta trappor. Det dr arkitektur som gestal-
tar en Oppenhet mellan ute och inne, dir byggnadens granser tende-
rar att 16sas upp, som 1 Fredrik den stores sommarresidens Sanssouci
1 Potsdam. I Potsdam finns ocksd hans “kinesiska” paviljong, som har
lite med det verkliga Kina att gora men desto mer med visterlandets
forestillning om denna avlagsna kultur. En svensk motsvarighet ar
Kina slott pa Drottningholm utanfér Stockholm.

I kontrast till barockslottet Drottningholm och den tuktade
barockparken bakom detsamma, framgar rokokons littare och 6pp-
nare karaktdr 1 Kina slotts ldga byggnad, omgiven av en boéljande
engelsk park. Lustslottet skidnktes som morgongava av kung Adolf
Fredrik till drottning Lovisa Ulrika 1753. Det ursprungliga Kina slott
ritades av Carl Harleman (1700-1753), men ersattes tio ar senare av
den nuvarande byggnaden, ritad av Carl Fredrik Adelcrantz (1616-
1796). Kina slott var inspirerat av William Chambers (1723-1796)
ritningar fran Kanton, da ingen av arkitekterna besokt Kina, och
ar pa detta satt typiskt fér hur de kinesiska influenserna verkade 1
den visterldndska kulturen.* Inredningen gjordes av Jean Eric Rehn
(1717-1793) 1 samarbete med Adelcrantz och dekormalningar utfor-
des av Johan Pasch (1706-1769).3

I sammanhanget kan nidmnas att dven andra kulturer blev pa
modet och utgjorde f6rebild f6r konst, inredning och konsthantverk.
Den brittiske konsthantverksexperten Haydn Williams har 1 boken
Turquerie. An Eighteenth-Century European Fantasy (2014) undersokt det
europeiska intresset for det turkiska under 1700-talet. Det turkiska
var en stilistisk influens som kommer till uttryck 1 allt fran rollspel
och talt till konsthantverk. Med delvis andra fértecken, 6vergick in-
tresset for det turkiska 1 1800-talets orientalism.

Vad ér da rokoko? Den brittiske konsthistorikern Michael Levey
inleder boken Rococo to Revolution. Major Trends in Eighteenth-Century
FPainting (1966) med konstaterandet att det kanske aldrig funnits na-
gon rokoko 1 maleriet — rokokons inflytande pa malarkonsten ar 1
vart fall begransad och stilen var 1 hég grad en vidareutveckling av
barocken, hiavdar han.*

Om nu rokokon endast med tveksamhet kan ségas existera som
en stil inom maleriet, sa ar dess manifestation i1 formhistorien desto
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to dissolve, as in Sanssouc—Frederick the Great’s summer residence in
Potsdam. Potsdam is also home to his ‘Chinese’ pavilion, which has little
in common with the real China, and rather more with the West’s concep-
tion of this distant culture. A Swedish counterpart is the Chinese Pavilion
at Drottningholm Palace outside Stockholm.

Standing in contrast to the baroque palace at Drottningholm and the
tame baroque park behind it, is the lighter, more open rococo appeal of
the low Chinese Pavilion, surrounded by a rolling English park. The lust-
schloss was a wedding gift from the Swedish King Adolf Fredrik to Queen
Lovisa Ulrika in 1753. The original Chinese Pavilion was designed by
Carl Harleman (1700-53), but was replaced ten years later by the current
building, designed by Carl Fredrik Adelcrantz (1616-1796). The Chinese
Pavilion was inspired by William Chambers’ (1723-96) drawings of
Canton, but none of the architects visited China, which is typical of the
way Chinese influences worked in Western culture.*> The interior was
designed by Jean Eric Rehn (1717-93) in collaboration with Adelcrantz
and the decorative paintings were the work of Johan Pasch (1706-69).%6

It is worth noting here that other cultures also became fashionable
and were used as a model for art, interior design, and decorative arts.
In Turquerie: An Eighteenth-Century European Funtasy (2014), the British dec-
orative arts expert Haydn Williams examines European interest in all
things Turkish during the eighteenth century. Turkish stylistic influences
were reflected in everything from role play to tents and handicrafts. With
slightly different overtones, this interest in Turkish styles matured into the
Orientalism of the nineteenth century.

What then is rococo? In Rococo to Revolution: Major Trends in Eighteenth-
Century Painting (1966), British art historian Michael Levey starts by argu-
ing that perhaps there never was a rococo in painting, and goes on to say
that, in any case, rococo influence on painting is limited and the style was
largely a development of baroque.”’

If rococo can only tentatively be said to exist as a style in painting, its
manifestation in design history is much more clear. The question here is
where the boundaries should be drawn. If, by rococo, we mean curved
lines, asymmetry, shell- and plant ornaments, the decorative, ornate, lav-
ish, light, latticework, gilded, exclusive, and pastel coloured, then the
rococo style can be said to have survived long after its peak in the mid-
eighteenth century. In Rococo: The Continuing Curve, 1730-2008, a book
and an exhibition at the Cooper-Hewitt, National Design Museum,



tydligare. Fragan ar ddr snarare var dess granser ska dras. Om vi
med rokoko avser den sviangande linjen, asymmetrin, snick- och
vaxtornament, det dekorativa, sirliga, 6verdadiga, litta och genom-
brutna, férgyllda, exklusiva och pastellfirgade, sa kan rokokostilen
sdgas leva vidare langt efter dess hojdpunkt 1 mitten av 1700-talet. I
Rococo. The Continuing Curve, 1730-2008, en bok och en utstillning vid
Cooper-Hewitt, National Design Museum, Smithsonian Institution
1 New York 2008, {6ljs rokokons svingande linjer in i jugendstilen,
1960-talets popdesign och psykedelika, 1980-talets postmodernism
och fram till var egen tid.*®

Visst kan man se drag av rokoko 1 jugendstilens béljande véxtor-
nament saval som 1 Frank Gehrys (f. 1929) Wiggle Side Chair (1972)
och Bubbles Chaise Longue (1987), uppbyggda av boéljande wellpapp,
men jamforelser av det slaget har anda sina begransningar. Det ror
sig om kvalitativt olika uttryck, skapade 1 vitt skilda sammanhang,
tider och kulturer. Vad vii det hir projektet finner mer intressant, ar
paralleller som gar bortom yttre likhet, som ber6r sensibilitet, en viss
stravan eller ett visst intresse, stilen inte enbart som ett utseende utan
som uttryck for attityder.

Rococo. The Continuing Curve 1730-2008 {6ljer ocksa rokokons
utbredning geografiskt, 1 motsats till tidigare undersékningar som
framst fokuserat pa enskilda lIander. Darigenom framgar hur rokokon
var en internationell stil, men ocksa hur den tog sig olika uttryck
pé olika platser.®® Penelope Hunter-Stiebel, en av bokens redaktérer,
beskriver rokokon som ett avvisande av det rena intellektet for det
som tilltalar sinnena, ett uppror mot ordning, ett omfamnande av
det bisarra och det omedvetna samt ett hivdande av det individuella
genom nyskapande. Hon ringar vidare in stilen till perioden mellan
aren 1730 och 1765, da den var dominerande. Att maleriet utelim-
nats motiveras med att stilen ar mindre tydlig dar.*’

Kanske ér det sa. Jag vill dock inte ga sa langt som Levey och ifra-
gasitta om det finns ndgon rokokostil 1 maleriet. Tiepolo, Boucher,
Fragonard och Jean-Antoine Watteau (1684-1721) skapade alla ett
maleri som varken ryms inom beteckningen barock eller nyklas-
sicism utan tillhér en egen kategori: rokokon. Att perioden sedan
mnefattar andra konstnarer, som Chardin och Greuze, vars verk inte
stilistiskt 6verensstimmer med rokokon och som ibland bendmns
antirokoko, motsédger inte utpekandet av rokokostilen 1 maleriet.
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Smithsonian Institution in New York in 2008, the curved lines of rococo
are traced through to Art Nouveau, 1960s pop design and psychedelics,
1980s postmodernism, right up to our own time.*

Rococo elements can of course be seen in Art Nouveau'’s billowing
floral ornaments as well as in Frank Gehry’s (b. 1929) Wiggle Side Chair
(1972) and Bubbles Chaise Longue (1987), made of undulating corrugated
cardboard, but comparisons of this kind still have their limitations. These
are qualitatively different expressions, created in widely differing con-
texts, times, and cultures. What those of us involved in this project find
more interesting are parallels that go beyond any external similarity, in-
volving sensibility, a certain pursuit or a particular interest; style not just
as appearance, but as an expression of attitude.

Rococo: The Continuing Curve 1730-2008 also follows the geographical
extension of rococo, in contrast to previous studies that focused primarily
on individual countries. It reveals that rococo was an international style,
but also that it took different forms in different places.** One of the book’s
editors, Penelope Hunter-Stiebel, describes rococo as a rejection of pure
intellect in favour of that which appeals to the senses, a rebellion against
order, an embrace of the bizarre and the unconscious, and an assertion
of the individual through innovation. She narrows the style down to the
period between 1730 and 1765, when it was dominant. The fact that
painting is omitted is justified by the fact that the style is less clear there.*

Perhaps that is so. However, I would not go so far as Levey and ques-
tion whether a rococo style of painting actually exists. Tiepolo, Boucher,
Fragonard, and Jean-Antoine Watteau (1684-1721) all created a type
of painting that does not fit with baroque or neoclassicism, but which
belongs to a category of its own: the rococo. The fact that the period
includes other artists such as Chardin and Greuze, whose works are not
stylistically consistent with rococo and are sometimes referred to as anti-
rococo, cannot gainsay the affirmation that there was indeed a rococo
style of painting.

Ever since outdoor painting and realism appeared during the nine-
teenth century, Western art has been characterized by a quest for the
authentic, a search for truth in or beyond the visible.* This modernist
ideology celebrated the spontaneous, fresh natural impression, the im-
mediate at the expense of the arranged. This approach has coloured the
way art historians look at older art. During modernism, art historians and
art critics found it easier to appreciate Chardin, with his rustic simplicity,



Alltsedan friluftsmaleriets och realismens framtridande under
1800-talet, har den visterlindska konsten praglats av en strivan ef-
ter det autentiska, ett s6kande efter sanning 1 eller bortom det syn-
liga.*! I denna modernistiska ideologi hyllades det spontana, friska
naturintrycket, det omedelbara pa bekostnad av det arrangerade.
Detta synsitt har fargat av sig pa hur konsthistoriker ser pa aldre
konst. Under modernismen hade konsthistoriker och konstkritiker
J4tt att ta till sig Chardin, med hans rustika enkelhet, men svérare
med Boucher. Bouchers svarmiska elegans passade inte med mo-
dernismens ideal om forenkling, direkthet och autenticitet. For att
uppskatta Bouchers konst bor man studera den utifran andra ut-
gangspunkter dn modernismens.

Att 1700-talets konst bést forstas 1 sitt historiska sammanhang,
ar utgangspunkten 1 den amerikanska konstvetaren Melissa Hydes
bok Making Up the Rococo. Frangois Boucher and His Critics (2006). Hon
undersoker dar den kritiska debatten runt Boucher och hur den ar
sammanfldtad med samtida sociala diskussioner. En stor del av forsk-
ningen har dgnats vad kritikerna vént sig emot 1 hans konst, men fa
forsok har gjorts for att férsta Bouchers verk pé dess egna villkor,
hévdar Hyde.** Det dr som att Diderots kritik dannu héftar vid hans
verk — men Diderot smak dr knappast var. Den konstnér han holl
allra hégst var inte den idag sa hogt dlskade Chardin utan Greuze
med sitt moraliserande och sentimentala maleri.

Rokokons inflytande avtog under andra halvan av 1700-talet. En
ny borgerlig publik efterfrigade en konst som speglade dess verklig-
het och utmanade aristokratins smakhegemoni.** En ny tid kravde
en ny konst, nagot som blev sarskilt tydligt 1 samband med franska
revolutionen. Da hade rokokon redan spelat ut sin roll och revolu-
tionens ledande konstnér blev nyklassicisten Jacques-Louis David.

PORTRATT

Rokokomaleriet nar stora triumfer 1 portrittmaleriet dar dess rytm
och elegans kommer till sin ritt hos bland andra Francois Boucher,
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than Boucher. Boucher’s dreamy elegance did not fit with the modern-
ist ideal of simplification, directness, and authenticity. An appreciation
of Boucher’s art needs a different starting point than that provided by
modernism.

The American art historian Melissa Hyde’s Making Up the Rococo:
Frangois Boucher and His Critics (2006) argues that eighteenth century art is
best understood in its historical context. She examines the critical debate
around Boucher and how it is intertwined with contemporary social dis-
cussion. According to Hyde, a great deal of research has been devoted to
what the critics objected to in his art, but little attempt has been made to
understand Boucher’s work on its own terms.*” It seems that Diderot’s
criticism still applies to his work, even though Diderot’s taste is hardly
the same as ours. The artist he thought most highly of was not today’s
beloved Chardin, but Greuze, with his moralizing, sentimental paintings.

The influence of rococo waned in the second half of the eighteenth
century. A new middle class audience required an art that reflected its
own reality and challenged the dominant tastes of the aristocracy.” A
new era demanded a new art—something that became particularly clear
during the French Revolution. By then, the rococo had already played
out its role and the leading artist of the revolution was the neoclassicist
Jacques-Louis David.

PORTRAITURE

Rococo painting triumphs in portraiture, where its rhythm and elegance
come into their own in works by artists such as Francois Boucher, Louise
Elisabeth Vigée Le Brun and the Swede Alexander Roslin. Rococo por-
trait painting strikes a balance between the lifelike and the staged. Roslin
manages to get his models to appear as they wish to be seen: distinguish-
edly-dressed in a symbolic context that indicates their role and position
in society; idealized but without sacrificing the requirement for a portrait
likeness.**

In portrait painting, we also find several successful female artists.
Besides Vigée Le Brun, who painted several portraits of Marie Antoinette,



Louise Elisabeth Vigée Le Brun och svenske Alexander Roslin.
Rokokoportrittet balanserar mellan naturtrohet och iscensittning.
Roslin formar fa modellerna att framsta som de vill bli sedda, repre-
sentativt klddda 1 ett symboliskt sammanhang som visar pa deras
yrkesroll och position 1 samhillet, idealiserade utan att ge avkall pa
kravet pa yttre portrittlikhet.**

I portrittkonsten finner vi ocksé flera framgangsrika kvinnliga
konstndrer. Férutom Vigée Le Brun, som malade flera portritt av
Marie Antoinette, tillhérde Adélaide Labille-Guiard (1749-1803)
och Anne Vallayer-Coster (1744-1818) de mest kdnda 1 Frankrike.*
Under sitt besok 1 Paris 1720-1721, gjorde venetianska Rosalba
Carriera (1673-1757) succé med pastell- och miniatyrportritt och
paverkade médnga andra konstndrer.*® Svenske Gustaf Lundberg
(1695-1786) tog upp pastelltekniken och hade stora framgingar.
Aven miniatyren var en viktig genre dir manga kvinnliga konstni-
rer var framstdende, som Pauline Augustin, Jeanne-Marie Doucet
de Surigny, Marie-Anne Gérard, Adélaide Labille-Guiard och Renée
Félice de Watterville.* Grunden f6r det svenska miniatyrmaleriet la-
des under 1600-talet da engelsmannen Alexander Cooper (omkring
1603-1660) anstdlldes av det svenska hovet med uppgift att mala
miniatyrportritt av regenten.*® Under 1700-talet vann genren storre
spridning och popularitet och utévades bland andra av Peter Adolf
Hall (1739-1793).

En inflytelserik representant f6r rokokon 1 England &r Sir Joshua
Reynolds (1723-1792), den forste presidenten f6r Royal Academy of
Arts och hovmalare under Georg III. Paverkad av italiensk rends-
sans malade Reynolds portritt av hogrestindspersoner 1 vad han
sjalv kallade ”"den hoga stilen”, dar modellerna idealiserades for ett
mer storslaget uttryck. Med Thomas Gainsborough (1727-1788) in-
tradde en storre dynamik och rorelse 1 den brittiska portrattkonsten.
I hans portritt avbildas modellerna ofta med landskapet som bak-
grund och inte séllan avslappnat sittande eller gdende. Maleriet blev
friare och mer inriktat pa att uttrycka stimningar och personlighet.
En svensk foretradare for detta mer romantiska portriattmaleri ar
Carl Fredrik von Breda (1759-1818), som under knappt ett decen-
nium var verksam 1 England. Brittisk-amerikanske Benjamin West
(1738-1820) star inte bara for en nyklassicistisk portrattkonst utan
ocksa for ett amerikanskt historiemaleri pa klassicistisk grund.
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Adélaide Labille-Guiard (1749-1803) and Anne Vallayer-Coster (1744-
1818) were among the most famous in France.*” During her visit to
Paris in 1720-1, the Venetian Rosalba Carriera (1673-1757) had some
success with her pastel and miniature portraits, and influenced many
other artists.*® The Swedish artist Gustaf Lundberg (1695-1786) took
up the pastel technique and had great success. Even miniature paint-
ing was an important genre in which many female artists excelled, such
as Pauline Augustin, Jeanne-Marie Doucet de Surigny, Marie-Anne
Gérard, Adélaide Labille-Guiard, and Renée Félice de Watterville.”” The
foundations for Swedish miniature painting were laid during the seven-
teenth century when the Englishman Alexander Cooper (circa 1603-60)
was hired by the Swedish court to paint miniature portraits of the mon-
arch.*® During the eighteenth century the genre became more popular
and reached a wider audience, and was practised by artists such as Peter
Adolf Hall (1739-93).

An influential exponent of rococo in England is Sir Joshua Reynolds
(1723-92), the first president of the Royal Academy of Arts and court
painter for King George III. Influenced by the Italian Renaissance,
Reynolds painted portraits of the gentry in what he himself called ‘the
high style’, in which the models were idealized in order to give a grander
expression. Thomas Gainsborough (1727-88) introduced greater dyna-
mism and movement into British portraiture. His portraits often depicted
his models against a landscape background, often sitting or walking in a
relaxed fashion. This was a freer type of painting, more focused on ex-
pressing feelings and personality. A Swedish representative of this more
romantic portraiture is Carl Fredrik von Breda (1759-1818), who was
active in England for nearly a decade. The Anglo-American Benjamin
West (1738-1820) was an exponent of both neoclassical portraiture and
classicist-inspired American history painting.

Portraiture was also a prominent genre in sculpture during the
eighteenth century. For example, Frenchman Jean-Antoine Houdon’s
(1741-1828) sculptures of the elderly Enlightenment philosopher and
writer Voltaire—a full-length, seated Voltaire in 1778 and a portrait bust
of the same year—are noteworthy for their realistic expression. Like
Houdon, the big names in sculpture in the late eighteenth century, the
Italian Antonio Canova (1757-1822) and the Dane, Bertel Thorvaldsen
(1770-1844), worked in the neoclassicist style, using mainly ancient or

biblical subjects.



Aven i skulpturkonsten var portritt en framtridande genre under
1700-talet. Som exempel kan fransmannen Jean-Antoine Houdons
(1741-1828) skulpturer av den aldrade upplysningsfilosofen och
forfattaren Voltaire ndmnas for sitt realistiska uttryck: den sittande
Voltaire 1 helfigur 1778 och som portrittbyst samma ar. De stora nam-
nen inom skulpturkonsten 1 slutet av 1700-talet, italienaren Antonio
Canova (1757-1822) och dansken Bertel Thorvaldsen (1770-1844),
verkade liksom Houdon inom nyklassicismen med framst antika el-
ler bibliska motiv.

WATTEAU OCH ROKOKONS KOMPLEXITET

Rokokon anklagades redan 1 sin samtid for att vara lttsinnig, rent
av omoralisk, men det faktum att rokokon roade betyder inte att
den av nédvindighet var ytlig. Det frimsta exemplet pd motsatsen
ar Jean-Antoine Watteau, vars maleri férestillande eleganta kvin-
nor och médn som forlustar sig 1 parkmiljder samtidigt innehaller
djupt miénskliga teman om ldngtan och melankoli. Det &r just ge-
nom konstrasten mellan lek och allvar som Watteaus maleri far sin
sdregna, bitterljuva verkan. Watteau uppfann en genre som ter sig
som essensen av rokokons sensibilitet: fetes galantes (hovliga fester),
da den forkroppsligar rokokons smak for latta ndjen, flirt och kér-
lek. Termen myntades av den franska konstakademin 1717 for att
beskriva Watteaus variationer pa temat fete champétre (lantlig fest),
en populdr aktivitet under 1700-talet, framst vid det franska hovet,
ddr man 1kladd vackra drékter eller maskeradkostymer roade sig
1 parklandskap med follierer, paviljonger och tempel. Nar Watteau
lamnade in sitt receptionsstycke, for vilket han sjalv valt &mnet, fanns
ingen kategori for det. Hellre dn att avsld Watteaus ansékan om med-
lemskap, skapade akademin en ny kategori.

Ireceptionsstycket Avfarden till Cythera (1717) skildrar Watteau upp-
brottet fran ett besok 1 en fortrollad virld av erotik och karlek. I det
dromlikt vackra landskapet ligger den f6rgyllda baten f6rt6jd nere till
vanster med amoriner svavande 1 luften. Kérleksparen bryter upp.
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WATTEAU AND THE COMPLEXITY OF ROCOCO

Rococo was already accused in its own time of being frivolous, even im-
moral; but the fact that rococo was amusing does not necessarily mean
that it was shallow. The prime example of the contrary is Jean-Antoine
Watteau, whose paintings of elegantly attired men and women, placed in
a parkland setting and engaging in decorously amorous play, also contain
deeply human themes of longing and melancholy. It is precisely through
this contrast between playfulness and seriousness that Watteau’s paintings
achieve their singular, bittersweet effect. Watteau invented a genre that
would appear to be the essence of rococo sensibility: the fete galante (court-
ship party), as it embodies the rococo taste for light entertainment, flirting,
and love. The term was coined by the French Academy in 1717 to describe
Watteau'’s variations on the féte champétre (country party), a popular activity
during the eighteenth century, particularly at the French court, where peo-
ple would dress in beautiful clothing or fancy-dress costumes and amuse
themselves in parkland settings containing follies, pavilions, and temples.
When Watteau submitted his reception piece, for which he chose the sub-
ject himself, there was no category for it. Rather than reject Watteau’s
application for membership, the Academy created a new category.

In this reception piece, Pilgrimage to Cythera (1717), Watteau depicts the
end of a visit to an enchanted world of eroticism and love. In a beautiful,
dreamlike landscape, a gilded boat is moored to the bottom left of the
painting with cupids hovering in the air. The couples separate. A woman
turns around, as if hesitating, not really wanting to leave. She looks back
longingly at the place they are leaving. It is a picture of the conditions of
love. Succumbing to time, it is doomed to be ephemeral.** The touching
content is portrayed with an impressive painterly economy.

Watteau was not the only rococo artist who could be described as
serious and deep. The characters depicted by Italians Giacomo Ceruti
(1698-1767), Giuseppe Maria Crespi (1665-1747), and Giovanni Battista
Piazzetta (1683-1754) are far-removed from the French court. Ceruti
often portrayed beggars, as can be seen in the painting of a beggar in
patched clothes, stretching out his hat to ask for alms, in Gothenburg
Museum of Art.*® The depiction is not sentimental; it is a compassion-
ate, realistic painting in subtle grey tones. Crespi’s religious paintings are



En kvinna vinder sig om, som om hon tvekade, inte riktigt ville ge
sig av. Langtande blickar hon tillbaka mot den plats de ldmnar. Det
ar en bild av kérlekens villkor. Underkastad tiden dr den démd att
vara efemar.” Det gripande innehéllet gestaltas med en imponerande
malerisk ekonomi.

Watteau var nu inte den enda rokokokonstnir som kan till-
skrivas allvar och djup. De karaktirer som skildras av italienarna
Giacomo Ceruti (1698-1767), Giuseppe Maria Crespi (1665-1747)
och Giovanni Battista Piazzetta (1683-1754) befinner sig langt fran
det franska hovet. Ceruti skildrade ofta tiggare och just en sddan mal-
ning av en tiggargubbe 1 lappade klider, som stracker fram sin hatt for
att be om allmosor, finns 1 Géteborgs konstmuseum.” Skildringen ar
inte sentimental, snarare medménsklig och realistisk 1 ett maleri med
finstaimda gratoner. Crespis religiosa malningar priglas av enkelhet
och stillhet forenad med ljusdramatik och ett strak av melankoli som
férbinder honom med Watteau. Piazzetta, som var Crespis elev, ma-
lade kraftfulla bilder préiglade av skulpturala kvaliteter och reducerad
fargskala. Hér finns ett sldktskap med saval Tiepolo som Rubens,
men det dr frdga om en langtgdende férenkling och koncentration av
uttrycksmedlen.

Piazzetta var under sin tid den ledande malaren 1 Venedig.!
I Goteborgs konstmuseum finns malningen Kristus 1 Emmaus, som
skildrar en episod 1 Lukasevangeliet dir den uppstindne Kristus
visar sig for tva apostlar. Larjungarna bjuder honom till en maltid
men det dr forst nar Jesus bryter brodet som de kdnner igen honom
och da férsvinner han. Kristus till vinster bryter brédet och ser upp
mot den stdende aposteln, som liksom den sittande larjungen slar
ut med armarna 1 en kianslosam gest. Malningen, som &r en studie
till en altartavla, gar i en aterhallen fargskala som domineras av
vitt, brunt och gratt med inslag av bltt och rott 1 kladedrdkterna.
Scenen utstralar en rustik enkelhet dédr det dramatiska 6gonblicket
utgor fokus.*

En annan 1700-talskonstnir, som star for nagot som ter sig visens-
skilt fran Bouchers eleganta sensualism men som likvil forkroppsli-
gar rokokons litthet och berittarglddje, ar engelsmannen William
Hogarth (1697-1764). Hogarths bilder kan beskrivas som sedeldran-
de berittelser, djupt moraliska men samtidigt humoristiska. Hogarth
konstruerade scener eller tablder, ett karaktdrsdrag 1 rokokokonsten
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characterized by simplicity and serenity combined with dramatic lighting
and a streak of melancholy that connects him with Watteau. Piazzetta,
who was Crespi’s student, painted powerful images characterized by
sculptural qualities and a limited palette. There is a kinship here with both
Tiepolo and Rubens, but with considerable simplification and concentra-
tion of the means of expression.

Piazzetta was the leading painter of his time in Venice.”' Gothenburg
Museum of Art contains his Supper at Emmaus, which depicts an episode
from the Gospel of Luke in which the risen Christ appears to two apostles.
The disciples invite him to a meal but it is only when Jesus breaks the
bread that they recognize him, after which he disappears. Christ is on the
left, breaking the bread and looking up towards the standing apostle who,
like the seated disciple, stretches out his arms in an emotional gesture.
The painting, which is a study for an altarpiece, uses a restrained palette
dominated by white, brown, and grey with touches of blue and red in the
clothing. The scene exudes a rustic simplicity in which the focus is on the
dramatic moment.*

Another eighteenth century artist, whose work appears to be essen-
tially different from Boucher’s elegant sensuality, but which nonethe-
less embodies a rococo lightness and narrative fun, is the Englishman
William Hogarth (1697-1764). Hogarth’s pictures can be described as
‘improving’ stories; deeply moralistic, yet humorous. Hogarth designed
scenes or tableaux, a characteristic of rococo art that can be found in
Boucher, Fragonard, and Watteau, but also Chardin. In these scenes,
Hogarth pokes fun at human shortcomings and stupidity.”* He developed
his themes in a series of etchings and paintings, using a hilarious narrative
style reminiscent of seventeenth century Dutch genre painting. The most
famous is The Rake’s Progress (1735): eight paintings and etchings depicting
how a merchant’s son wastes his money on expensive clothes, prostitutes,
alcohol, and gambling, gets into debt, is thrown into prison, and ends his
life in an asylum. The Gothenburg Museum of Art collection contains the
etching, Tume Smoking a Picture, a subtle allegory of the effect of time on art.



som aterfinns hos Boucher, Fragonard och Watteau men dven hos
Chardin. I dessa scener driver Hogarth med ménniskors tillkorta-
kommanden och dumhet.®® Han utvecklade sina teman i serier av
etsningar och malningar med ett uppsluppet berittande som kan
leda tankarna till det hollindska genremaleriet under 1600-talet.
Mest kiand ar Rucklarens vdg (1735) som 1 atta malningar respektive
etsningar skildrar hur en képmannason slgsar bort sina pengar pa
dyra kldder, prostitution, alkohol och spel, drar pa sig skulder, fangs-
las och slutar sitt liv som sinnessjuk. I Géteborgs konstmuseum finns
etsningen Tume Smoking a Picture, en underfundig allegori 6ver tidens
verkan pa konsten.

ENGLAND OCH ROMANTIKENS FODELSE

England utmirker sig genom sin politiska rorlighet, industrialismens
forsta vag, som skoljde fram hir, och dess klasstruktur, som skiljer
sig fran den franska. Om Frankrike fram till revolutionen politiskt
och kulturellt dominerades av hovet och aristokratin, sa var England,
med sin vixande borgarklass, mer puritanskt. Aven om motsatsen
har hédvdats, slog rokokon igenom dven 1 England, inte minst 1 konst-
hantverk och inredning.”* Med upplysningen férdndrades konstens
forutsittningar. Religionens inflytande ersattes av en viaxande tilltro
till vetenskapen. Nyklassicismen fick snabbt en framtradande stall-
ning, da den forestdlldes gestalta vetenskapens ideal.”> En reaktion
mot detta framtriddde 1 det sena 1700-talets vixande intresse for det
bisarra, kusliga, depraverade och erotiska. Inom arkitekturen bor-
jade de antika idealen att utmanas av nygotikens intresse fér medel-
tiden. I den engelska parken infogades konstgjorda ruiner, garna
av medeltida kloster, 1 naturscenerier uppbyggda for att dterspegla
landskapsmaleri.”® I detta pittoreska betraktelsesitt fanns ett fr6 till
romantiken. Det var ocksa fran England som den romantiska rorel-
sen utgick i slutet av drhundradet.”

Det sena 1700-talets romantiker intresserade sig for landskapets
dramatik och stimningsverkan men ocksa for naturens skrimmande
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ENGLAND AND THE BIRTH OF ROMANTICISM

England had a distinctive identity in terms of its political mobility, the fact
that it was the birthplace of industrialization, which raced ahead there,
and its class structure, which differed from the French one. Whereas
France, until the revolution, was politically and culturally dominated by
the court and the aristocracy, England, with its growing bourgeoisie, was
more puritanical. Although the opposite has been claimed, the rococo
broke through in England too, especially in the decorative arts and fur-
nishings.>* With the Enlightenment, art operated in a new environment.
The influence of religion was replaced by a growing belief in science.
Neoclassicism quickly assumed a prominent position, as it was thought
to portray the scientific ideal.’> A reaction against this emerged in the
late eighteenth century’s growing interest in the bizarre, the eerie, the
depraved, and the erotic. In architecture, the ideals of antiquity began to
be challenged by a neogothic interest in the Middle Ages. English parks
became home to artificial ruins, often of medieval monasteries, set in nat-
ural scenery constructed to reflect landscape painting.*® This picturesque
approach contained a seed of romanticism. It was also in England that the
Romantic movement started at the end of the century.”

Late eighteenth century Romantics were interested in the drama and
emotional impact of the landscape, but also in the terrifying force of
nature. The experience of this force was called ‘the sublime’, borrowing
a concept from the rhetoric of late antiquity. In the romantic landscape,
nature reflects human fears, which were also explored in Gothic litera-
ture. In pictorial art it is perhaps the Anglo-Swiss Henry Fuseli (Johann
Heinrich Fiissli, 1741-1825) who comes closest to the literary horror
genre with his erotic, nightmarish pictures, which blend aspects of the
classical heritage with Gothic romance, for example in The Nightmare
(1781). Here, a monster sits on a sleeping woman'’s chest while a ghostly
horse with glowing eyes peers out in the background.’® There is an inter-
esting similarity here with the Spanish artist Francisco de Goya’s (1746
1828) etching The Sleep of Reason Produces Monsters (1797-8), in which
nocturnal animals inundate the room around the sleeping man in the
foreground. Here the rococo has definitely merged into the Romantic.
The subject is the inner life, as well as the unconscious. The visionary



kraft. Upplevelsen av denna kraft bendmndes ”det sublima” med ett
begrepp fran den senantika retoriken. I det romantiska landskapet
aterspeglar naturen manniskans radslor, som ocksa utforskades 1 den
gotiska litteraturen. Inom bildkonsten kommer kanske schweizisk-
brittiske Henry Fuseli (Johann Heinrich Fiissli, 1741-1825) nérmast
den litterdra skrackgenren med sina erotiska mardrémsbilder, som
legerar det klassiska arvet med det gotiskt romantiska, exempelvis
1 Nattmaran (1781). Har sitter ett monster pa den sovande kvinnans
brost medan en spoklik hést med lysande 6gon tittar fram i bakgrun-
den.”® Hér finns en intressant likhet med den spanske konstndren
Francisco de Goyas (1746-1828) etsning Fornuftets somn_foder monstren
(1797-1798), dér nattdjur éversvammar rummet runt den sovande
mannen 1 férgrunden. Har har rokokon definitivt 6vergatt 1 roman-
tik. Ménniskans inre, ocksa hennes omedvetna, utgér dmnet. Det
visiondra kan ocksd, som hos engelsmannen William Blake (1757-
1827), fa en religios betydelse. Romantiken kan beskrivas som ett s6-
kande efter en ny religiositet, en ny andlighet, 1 en fortingligad varld.
Denna andlighet gestaltas inte minst 1 det romantiska landskapet, dar
det gudomliga framstar som en kraft som genomsyrar naturen.

FORSJUNKENHET

Rokokon dr kanske det som framst férknippas med 1700-talet, men
inte nédvindigtvis den stil som bést representerar arhundradets konst-
nérliga upptackter. Rokokon har blivit en klichébild av 1700-talet,
flitigt exploaterad 1 senare tiders filmer, exempelvis 1 Sofia Coppolas
(f. 1971) Marie Antoinette (2006), men ocksa 1 1800-talskonsten, exem-
pelvis hos Garl Larsson.

Vid sidan av rokokons forforiska formsprak finns alltsa en konst
som skildrar enkla manniskors vardag, som bygger pa verklighets-
iakttagelse men som ocksa har ett moraliskt budskap. Denna kan ses
som en motreaktion mot eller motpol till den aristokratiska rokokon
och representeras av sa olikartade konstnérer som Chardin, Greuze
och Hogarth.
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can also have religious significance, as exemplified by the Englishman
William Blake (1757-1827). Romanticism can be described as a search
for a new religiosity, a new spirituality, in a reified world. This spiritual-
ity is depicted in particular in the Romantic landscape, where the divine
emerges as a force that permeates nature.

ABSORPTION

Rococo is perhaps the style that is most associated with the eighteenth
century, but not necessarily the one that best represents that century’s
artistic discoveries. Rococo has become a cliché image of the eighteenth
century, extensively exploited in the films of recent times, such as Sofia
Coppola’s (b. 1971) Marie Antoinette (2006), but also in nineteenth century
art, such as in that of Carl Larsson.?

Alongside rococo’s seductive design language, there is also an art that
portrays simple, everyday life, based on observation of reality but also
with a moral message. This can be seen as a backlash against or counter-
point to the aristocratic rococo, and is represented by artists as diverse as
Chardin, Greuze, and Hogarth.

Chardin reflected the world around him: still lifes of simple kitchen
utensils and food, self-portraits and genre scenes with children and ser-
vants. The style is characterized by rustic simplicity, concentration and
painterly commitment. A statement that has been attributed to Chardin
says a lot about his attitude: ‘I put paint on until it looks real’ The words
express a positivist approach to painting’s relationship with reality. But
Chardin’s paintings are hardly random impressions of the world; they
are staged and controlled. His art had a moral purpose, which was to
highlight diligence and a strict upbringing as virtues.®

A property already emphasized by Diderot is how the figures in
Chardin’s paintings often seem absorbed in various tasks such as reading
or work, or are simply lost in thought. This absorption in the paintings of
not only Chardin but also Greuze, Carl Van Loo, Louis Michel Van Loo,
Philippe-Jacques de Loutherbourg, Claude-Joseph Vernet, and David,
has been comprehensively thematized by American art historian and art



Chardin atergav virlden omkring honom: stilleben av enkla
koksredskap och livsmedel, sjdlvportritt och genrescener med barn
och ganstefolk. Stilen praglas av rustik enkelhet, koncentration och
malerisk fasthet. Det finns ett uttalande som tillskrivs Chardin och
som sdger en hel del om hans férhallningssatt: "jag ldgger pa farg
tills det blir likt”. Orden ger uttryck for en positivistisk syn pa male-
riets relation till verkligheten. Men Chardins malningar dr knappast
slumpvisa avtryck av varlden utan iscensatta och kontrollerade. Han
hade ett moraliskt syfte med sin konst som handlade om att lyfta
fram flit och strdng uppfostran som dygder.*

En egenskap som redan Diderot lyfte fram, &r hur figurerna 1
Chardins maleri ofta ter sig uppslukade av olika géromal som
ldsning, arbete, eller bara ar férsjunkna i tankar. Denna férsjunkenhet
1 mélningar av inte bara Chardin utan ocksa Greuze, Carl Van Loo,
Louis-Michel Van Loo, Philippe-Jacques de Loutherbourg, Claude-
Joseph Vernet och David, tematiseras pa djupet av den amerikanske
konstvetaren och konstkritikern Michael Fried 1 boken Absorption and
Theatricality. Puinting and Beholder in the Age of Diderot (1980).°!

Att figurerna ter sig ointagliga for betraktaren, ser Fried som ett
utslag av konstens férdndrade stéllning vid mitten av 1700-talet. Pa
Salongen métte konsten en ny offentlig publik med nya krav och f6r-
vantningar. Skedet utgdr en 6vergang fran den mer frivola rokokon
till den strangare klassicismen, strangare bade 1 moraliskt och konst-
nérligt hanseende. Skildringen av férsjunkenhet kan stillas i relation
till Diderots krav pa en hogre moral 1 konsten, en moral han fann 1
Greuze familjebilder.

Genom utstillningsvasendets etablering, uppstod en ny form av
konstbetraktande som satte sitt avtryck 1 konsten.® Konstverk blev
offentliga pa ett nytt sdtt, men riktade sig samtidigt till den individu-
ellt kontemplerande betraktare som beskrivs 1 den estetiska filosofin.
Konsten erévrade sin sjdlvstindighet fran andra omraden och det
estetiska omdoémet beskrevs av den tyske filosofen Immanuel Kant
(1724-1804) som intresselost. Det hade inget annat mal dn sig sjalvt.®
Konsten hade erdvrat sin sjalvstindighet men 1 gengéld forlorat de
sammanhang den tidigare varit knuten till.

68

FIG. 47

FIG. 47

FIG. 48

69

critic Michael Fried in Absorption and Theatricality: Painting and Beholder in the
Age of Diderot (1980).5

Friedman sees the fact that the figures seem impregnable to the viewer
as a sign of art’s altered status in the mid-eighteenth century. At the Salon,
art encountered a public audience with new requirements and expecta-
tions. This stage represents a transition from the more frivolous rococo to
a stricter classicism; stricter both morally and artistically. This portrayal
of absorption ties in with Diderot’s demands for a higher morality in art,
a morality he found in Greuze’s family paintings.

The establishment of the exhibition system led to a new type of view-
ing, which had an impact on the art itself.®> Artwork became public in a
new way, but it also targeted the individual contemplative viewer that is
described in aesthetic philosophy. Art gained its independence from other
areas and aesthetic judgment was described by the German philosopher
Immanuel Kant (1724-1804) as being without interest. It had no aim
other than itself.®* Art had won its independence but in exchange it had
lost the context to which it had previously been connected.

THE EVERYDAY, NEOCLASSICISM, AND LANDSCAPES

Alongside portraiture, genre painting—which often portrayed the daily
life of the urban bourgeoisie—gained prominence during the eighteenth
century. Swedish artists who painted such scenes of everyday life in-
clude Johan Petter Cumelin, Pehr Hillestr6m, Pehr Horberg, and Niklas
Lafrensen the Younger, as well as Per Nordquist (1771-1805). An in-
teresting example is Nordquist’s painting While the Wig 1s Being Powdered
(Nationalmuseum), in which a seated man in a dressing gown and red
slippers is receiving two Chancery officials. They have handed him some
documents containing a decision in some matter, while his wig is being
powdered and white powder is swirling around in the air.!

The eighteenth century was a time when new ideas broke through,
as reflected in caricature’s lampooning of power. Caricature played an
important political role in revolutionary France, but the genre also flour-
ished in Sweden, not least in correspondence between artists. Exponents



VARDAG, NYKLASSICISM OCH LANDSKAP

Vid sidan av portritt hade genremaleri, som ofta visar borgerska-
pets vardagsliv i stdderna, en framtradande position under 1700-talet.
Bland svenska vardagsskildrare finns konstnirer som Johan Petter
Cumelin, Pehr Hillestr6m, Pehr Hérberg och Niklas Lafrensen d.y.
men dven Per Nordquist (1771-1805). Ett intressant exempel ar
Nordquists malning En audiens medan peruken pudras (Nationalmuseum)
dér en sittande man, iklidd morgonrock och réda tofflor, tar emot
tva slottskanslibetjdnter som 6verrdcker honom handlingar med be-
slut 1 nagot drende, medan han far peruken pudrad sa att det vita
pudret yr 1 luften.®

1700-talet ar en tid da nya idéer bryter fram, vilket speglas 1 kari-
katyrens avvipning av makten. Karikatyren hade en viktig politisk
betydelse i revolutionens Frankrike. Men dven 1 Sverige frodades
karikatyrgenren, inte minst 1 brevkorrespondens konstnérer emel-
lan. Karikatyren foretrdds 1 Sverige av bland andra Johan Tobias
Sergel (1740-1814), Carl August Ehrensvird, Elias Martin och Per
Nordquist. Vilkdnd ér Sergels teckning Bellmans mdrgon sup, med smor-
gas 1 hand, trtt och trumpen (Nationalmuseum), liksom Carl August
Ehrensvdrds famosa karikatyr som visar hur greve Adolf Fredrik
Munck enligt ryktet ska ha varit behjilplig nér dktenskapet mellan
Gustav IIT och Sofia Magdalena fullbordades (Nationalmuseum).
Sergel och Ehrensvird utférde ocksa erotiska teckningar, inte séllan
med antika referenser. Erotiska bilder skapades ocksa av libertiner,
som ville befria manniskan fran samhillets sociala och moraliska
normer, inte minst kyrkans reglerande och skuldbeldggande syn pa
sexualiteten.%

Nyklassicismen var inte bara den franska revolutionens officiella
stil utan ocksa en modestil 6ver hela Europa. I Sverige tog den nya
vagen av antikvurm sin boérjan med Johan Pasch och Jean Eric Rehns
studieresa till Italien 1755-1756, dir de bland annat besokte utgrav-
ningarna som pabdrjats 1 Herculaneum 1738 och Pompeji 1748.%
Pasch och Rehns exempel f6ljdes snart av andra svenska konstnarer,

som Jonas Hoffman och Sergel. Sergel skriver i ett brev till publicis-
ten Carl Christoffer Gjorwell d.a. (1731-1811):
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of caricature in Sweden include Johan Tobias Sergel (1740-1814), Carl
August Ehrensvird, Elias Martin, and Per Nordquist. Famous examples
are Sergel’s drawing of Bellman’s Morming Tipple, Sandwich in Hand, Tired
and Sullen (Nationalmuseum), and Carl August Ehrensvird’s notorious
cartoon showing how Count Adolf Fredrik Munck was rumoured to have
assisted in the consummation of the marriage of Gustav III and Sophia
Magdalena (Nationalmuseum). Sergel and Ehrensvird also produced
erotic drawings, often with references to antiquity. Erotic images were also
produced by libertines, who wanted to liberate man from society’s social
and moral norms, especially the Church’s controlling, guilt-imposing
view of sexuality.®

Neoclassicism was not only the official style of the French Revolution;
it was also a style of fashion throughout Europe. In Sweden, the new an-
tique craze began with Johan Pasch’s and Jean Eric Rehn’s study trip to
Italy in 1755-6, where they visited the excavations that had begun in
Herculaneum in 1738 and in Pompeii in 1748.% Pasch and Rehn’s ex-
ample was soon followed by other Swedish artists such as Jonas Hoffman
and Sergel. In a letter to the publisher Carl Christoffer Gjorwell the Elder
(1731-1811), Sergel writes:

Antiquity is the selection of the most perfect Nature, which bears the name of Style.
So it is Antiquity and Nature that have been my real Masters; simply and solely from
them have I taken advice; I studied them and have continued to study them all my

life, so that I could call myself an Artist.”

For Sergel and many of his contemporaries, antiquity was the true Master
Teacher. This was also true of Sergel’s friend, the interior designer and
artist Louis Masreliez (1748-1810). Following Gustav III's own journey
to Italy in 1783-4, during which he acquired ancient antiques and casts of
ancient statues, the antique craze reached new heights. Rococo influences
gave way to classical ideals in both art and architecture. The Gustavian
interior style looked particularly to Pompeii for inspiration. The draw-
ings of Carl August Ehrensvard highlight ancient ideals, which also find
expression in other artists, including Louis Jean Desprez, Adolf Ulrik
Wertmiiller, and Jonas Akerstrom.

Landscape painting did not occupy a prominent position in Sweden
in the early eighteenth century, but landscape motifs occurred in decora-
tive painting, and the genre grew in importance during the second half



Antiken dr urvalet av den mest perfekta Naturen, vilket bar namnet Stil. Sa 4r det Antiken
och Naturen som har varit mina verkliga Mistare; endast och allenast fran dem har jag tagit

rad, jag studerade dem och har studerat dem hela mitt liv, sd att jag kunde kalla mig Artist.”

Antiken var for Sergel och méanga av hans samtida den sanna
laromistaren. Sa dven for Sergels vén, inredningsarkitekten och
konstniaren Louis Masreliez (1748-1810). Efter Gustav IIIis egen
Italienresa 1783-1784, under vilken antika antikviteter och av-
gjutningar av antika statyer férvirvades, nadde antikvurmen nya
hojder. Rokokoinfluenserna gav vika for klassiska ideal 1 savil
konst som arkitektur. I den gustavianska inredningsstilen hamta-
des inspiration inte minst fran Pompeji. I teckningar av Carl August
Ehrensvird framhalls det antika idealet som dven kommer till ut-
tryck hos bland andra Louis Jean Desprez, Adolf Ulrik Wertmiiller
och Jonas Akerstrém.

Landskapsmaleriet hade ingen framtriddande stéllning 1 Sverige
under det tidiga 1700-talet, men landskapsmotiv férekom 1 dekora-
tionsmaleriet och genren vixte 1 betydelse under andra halvan av
arhundradet. Under sin tid 1 England kom Elias Martin 1 kontakt
med det pittoreska landskapsmaleriet. Efter aterkomsten till Sverige,
bérjade han avbilda nordiska landskap med granar och forsar enligt
pittoreskt monster. Detta intresse for den nordiska naturen kulmi-
nerade 1 romantiken hos bland andra Carl Johan Fahlcrantz (1774~
1861) och Marcus Larson (1825-1864).%8

Det arhundrade som boérjade 1 barocken slutade 1 romantiken och
ett radikalt omdefinierat konstbegrepp. 1700-talet dr en avslutad his-
torisk period, men dess verkningar fortsatter. Vad 1700-talets konst
och kultur betyder ar 6ppet for fortsatta tolkningar. Kanske kan detta
arbete visa pa nagra forbindelser mellan 1700-talet och var egen tid
och ddrmed 6ppna for en fordjupad forstaelse for kulturella uttryck
fran bada dessa skeden, och samtidigt inspirera till fortsatta reflektio-
ner kring historiska processer, dterkomster och nyupptackter.
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FIG.55 of the century. During his time in England, Elias Martin came in contact

with picturesque landscape painting. On his return to Sweden, he began
to depict the Nordic landscape with fir trees and waterfalls, according to
picturesque patterns. This interest in Nordic nature culminated in the
Romantic painting of artists such as Carl Johan Fahlcrantz (1774-1861)
and Marcus Larson (1825-64).%

The century that had begun in the Baroque ended in the Romantic
and a radically redefined concept of art. The eighteenth century is a
completed historical period, but its effects continue to this day. What
eighteenth century art and culture mean is open to further interpreta-
tion. Perhaps these efforts can reveal some links between the eighteenth
century and our own time, paving the way for a deeper understanding
of cultural expressions from both of these periods, and at the same time
provide inspiration for further reflection on historical processes, revivals,
and new discoveries.

TRANSLATED FROM SWEDISH
BY KEVIN HALLIWELL

NOTES

1. Inaninfluential essay, Paul Oskar Kristeller argues that until the eighteenth century there
was no concept of art in the sense that we now understand it as something autonomous
and free. Previously, art was associated with handicrafts. The term used in antiquity was
Techne, which means craft or technique. Paul Oskar Kristeller, “The Modern System of the
Arts’, Journal of the History of Ideas 12, 1951.

2. Harrison White and Cynthia White use the term ‘dealer-critic system’ to describe this new
emerging art market’s relationship with the press. Harrison White and Cynthia White,
Canvases and Careers: Institutional Change in the French Faunting World, Wiley, 1965.

3. When art is sold in a free market, artists need to create a distinctive profile for themselves
and their brand. This happened earlier in the Netherlands and in Italy, where the art market
expanded during the seventeenth century, but in the rest of Europe it only really took off
in the eighteenth and nineteenth centuries, largely as a result of the establishment of the
exhibition system.

4. Gilles Deleuze and Félix Guattari, ‘Nomadology—The War Machine’, transl. Brian Massumi,
Semiotext(e), New York 1986.

5. A cisgender person is someone whose body, legal gender, gender identity, and gender
expression are consistent with the norm.
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Paul Oskar Kristeller argumenterar i en inflytelserik essé for att det fore 1700-talet inte fanns nagot
begrepp om konst i den mening som vi idag f6rstar den som autonom och fri. Dessférinnan var
konst férknippad med hantverk. Zedine, som betyder hantverk eller teknik, var termen under
antiken. Paul Oskar Kristeller, Konstarternas moderna system. En studie i estetikens historia ("The Modern
System of the Arts”, Journal of the History of Ideas nr 12 1951), 6vers. Eva-Lotta Holm, Skriftserien
Kairos nr 2, Kungl. Konsthogskolan, Stockholm 1996.

Med begreppet “dealer-critic system” pekar Harrison White och Cynthia White ut denna nya
framvixande konstmarknads relation till pressen. Harrison White och Cynthia White, Canvases
and Careers. Institutional Change in the French Pauinting World, Wiley, 1965.

Nir konsten siljs pa en fri marknad méste konstnérerna profilera sig och sitt varumérke. Denna
utveckling dgde rum tidigare 1 Nederldnderna och Italien, dér konstmarknaden expanderande
under 1600-talet, men i 6vriga Europa pa allvar forst under 1700- och 1800-talet, bland annat
genom utstillningsvisendets etablering.

Gilles Deleuze och Félix Guattari, 1227 - Traktat om nomadologin: krigsmaskinen” ("Traité de
Nomadologie: La machine du guerre”, ur Capitalisme et schizofréme. Mille Plateaux 1980), 6vers. Sven-
Olov Wallenstein, Nomadologin, Skriftserien Kairos nr 4, Kungl. Konsthdgskolan och Raster Forlag,
Stockholm 1998, s. 95, 97, 110 och 119.

En cisperson dr en person vars kropp, juridiska kén, kénsidentitet och kénsuttryck éverensstam-
mer med normen.

Dan Karlholm, Kontemporalism. Om samtidskonstens historia och framtid, Ax1 Books, Stockholm 2014
Karlholm 2014, s. 279.

Karlholm 2014, s. 280.

Karlholm skriver om detta med utgangspunkt i Keith Moxey, Georges Didi-Huberman och
Jacques Derrida. Karlholm 2014, s. 281.

Michael Ann Holly, Panofsky and the Foundations of Art History, Cornell University Press, Ithaca och
London 1984, s. 41-42.

Micke Bal, Quoting Caravaggio. Contemporary Art, Preposterous History, University of Chicago Press,
Chicago 1999. Just barockens relation till samtiden utforskades 4ven i utstéllningen Barockt (2014)
vid Kulturhuset i Stockholm i samarbete med Nationalmuseum. Barockt, red. Estelle af Malmborg,
Nationalmuseum, Kulturhuset och Art and Theory, Stockholm 2014.

Michel Foucault, Sexualitetens historia. Band 1: Viljan att veta, Band 2: Njutnmingarnas bruk, Band 3:
Omsorgen om sig, (Histotre de la sexualité. La volonté de savoir; L'usage des plasirs; Le souci de s0:1976-1984),
6vers. Britta Grondahl, Daidalos, Géteborg 2002.
Judith Butler, Genustrubbel. Feminism och identitetens subversion (Gender Trouble. Feminism and the Subversion
of Identity 1990), 6vers. Suzanne Almqvist, Daidalos, G6teborg 2007.

Thomas Laqueur, Om konens uppkomst. Hur kroppen blev kvinnlig och manlig (Making Sex. Body and Gender
from the Greeks to Freud 1990), 6vers. Ojevind Lang och Lars Eberhard Nyman, Brutus Ostlings
bokf{érlag Symposion, Stockholm 1994.

Women, Gender and Enlightenment, red. Sarah Knott och Barbara Taylor, Palgrave Macmillian,
Houndmills 2005.

Elinor Accampo, "Class and Gender”, i Revolutionary France 1788-1880, red. Malcolm Crook,
Oxford University Press, Oxford 2002.

Stolthet &: fordom. Kvinna och konstndir | Frankrike och Sverige 1750-1860, red. Eva-Lena Karlsson, Ingrid
Lindell och Magnus Olausson, Nationlamuseum, Stockholm 2012.

Abigail Solomon-Godeau, Male Trouble. A Crisis in Representation, University of Minnesota Press,
Minneapolis 1993.

En kopia av Mosniers portritt, utford av Thomas Stewart 1792, finns i National Portrait Gallery
i London.

Chevalier d’Eon 4tervinde till London 1785.

Solomon-Godeau 1993.

Laqueur 1994, s. 88, 181-183.

Laqueur 1994, s. 222.

Laqueur 1994, s. 222-236.
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Dan Karlholm, Kontemporalism: Om samtidskonstens historia och framtid, Ax] Books, Stockholm
2014.

Karlholm 2014, p. 279.

Karlholm 2014, p. 280.

Karlholm addresses this with reference to Keith Moxey, Georges Didi-Huberman, and
Jacques Derrida. Karlholm 2014, p. 281.

Michael Ann Holly, Pangfsky and the Foundations of Art History, Cornell University Press, Ithaca
and London, 1984, pp. 41-2.

Mieke Bal, Quoting Caravaggio: Contemporary Art, Preposterous History, University of Chicago
Press, Chicago 1999. The baroque’s relationship with the contemporary era was also ex-
plored in Barockt, an exhibition held in 2014 at Kulturhuset in Stockholm in cooperation
with Nationalmuseum. Barockt, ed. Estelle af Malmborg, Nationalmuseum, Kulturhuset
and Art and Theory, Stockholm 2014.

Michel Foucault, History of Sexuality. Volume 1: The Will to Knowledge; Volume 2: The Use of
Pleasure; Volume 3: The Care of the Self, (Histotre de la sexualité. La volonté de savoir; L'usage des plai-
sirs; Le souct de sor, 1976-1984), transl. Robert Hurley, Random House, New York 1978-86.
Judith Butler, Gender Trouble: Feminism and the Subversion of Identity, Routledge, New York 1990.
Thomas Laqueur, Making Sex: Body and Gender from the Greeks to Freud, Harvard University
Press, Cambridge, Massachusetts and London 1990.

Women, Gender and Enlightenment, eds. Sarah Knott and Barbara Taylor, Palgrave Macmillian,
Houndmills 2005.

Elinor Accampo, ‘Class and Gender’, in Revolutionary France 1788-1880, ed. Malcolm
Crook, Oxford University Press, Oxford 2002.

Stolthet &: fordom. Kvinna och konstnéir i Frankrike och Sverige 1750-1860, eds. Eva-Lena Karlsson,
Ingrid Lindell, and Magnus Olausson, Nationlamuseum, Stockholm 2012.

Abigail Solomon-Godeau, Male Trouble: A Crisis in Representation, University of Minnesota
Press, Minneapolis 1993.

A copy of Mosnier’s portrait painted by Thomas Stewart in 1792 hangs in the National
Portrait Gallery in London.

Chevalier d’Eon returned to London in 1785.

Solomon-Godeau 1993.

Laqueur 1990, pp. 5 and 150-4.

Laqueur 1990, p. 194.

Laqueur 1990, pp. 198-207.

Frihetstiden (‘the Age of Liberty’), 1718-72, refers to the time between the Caroline and
Gustavian autocracy when a party system of Hats and Caps emerged, along with an open-
ness to new ideas in science. The Royal Swedish Academy of Sciences was established in
1739, for example. See: Gunnar Broberg, ‘Att férena det nyttiga med det skona’, Signums
svenska konsthistoria: Frihetstidens konst, Bokforlaget Signum, Lund 1997, pp. 9, 19 and 24.

Cf. Pontus Grate’s assertion that “The past, that is History, occupied a central place in the
eighteenth century world of ideas” Pontus Grate, ‘Bildkonsten’, Signums svenska konsthistoria:
Den gustavianska konsten, Bokforlaget Signum, Lund 1998, p. 208.

For a modernist critic such as Clement Greenberg, the quality of art rather lay in the refine-
ment of artistic mediums, and he saw an abyss between popular culture and art. The term
‘kitsch’ is derived from Yiddish and usually refers to false sentimentality and superficial
decoration as a result of imitation and mass production. Modernism established a clear
demarcation between art and kitsch, since kitsch, which was associated with the capitalist
entertainment industry, was said to constitute a threat to true, that is modernist, art. Art
theorists who have written about kitsch from a critical perspective include Hermann Broch
and Clement Greenberg. More recently, the term has been used positively by the tradition-
alist Norwegian painter Odd Nerdrum, who sees himself as a kitsch painter rather than
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Frihetstiden, 1718-1772, betecknar tiden mellan det karolinska och gustavianska envildet da ett
partivisende med hattar och méssor véxte fram och det samtidigt uppstod utrymme fér nya idéer
inom vetenskapen. Bland annat instiftades Kungliga Vetenskapsakademien 1739. Se: Gunnar
Broberg, "Att férena det nyttiga med det skéna”, Signums svenska konsthistoria. Frihetstidens konst,
Bokforlaget Signum, Lund 1997, s. 9, 19 och 24.

Jfr: Pontus Grates formulering: "En central plats i 1700-talets tankevirld intog det forflutna,
Historien” Pontus Grate, "Bildkonsten”, Signums svenska konsthistoria. Den gustavianska konsten,
Bokférlaget Signum, Lund 1998, s. 208.

For en modernistisk kritiker som Clement Greenberg lag konstens kvalitet istallet i renodlingen av
konstnarliga medier och han sag en avgrund mellan popularkultur och konst. Begreppet kitsch har-
stammar frén jiddisch och betecknar vanligen en falsk sentimentalitet och ytlig dekoration som re-
sultat av imitationer och massproduktion. I modernismen upprittades en tydlig gransdragning mel-
lan konst och kitsch, dé kitschen, forknippad med den kapitalistiska underhéllningsindustrin, sades
utgéra ett hot mot sann, det vill siga modernistisk, konst. Bland de som skrivit om kitsch utifran
ett kritiskt perspektiv finns Hermann Broch och Clement Greenberg. P4 senare tid har begreppet
anvints bejakande av den norske traditionalistiske mélaren Odd Nerdrum, som ser sig som kitsch-
malare, inte som konstnir, och ddr "kitsch” férknippas med uttryck av kénslor, medan "konst”
forknippas med det moderna konstbegreppet, ironi och distans. Hermann Broch, "Kitsch”, Hiffen
Jor kritiska studier nr 21:4 1988; Clement Greenberg, ”Avantgarde och kitsch” (”Avant-Garde and
Kitsch”, Fartisan Review 1939), 6vers. Tom Sandqvist, Avantgardet. Faletten "00, red. Tom Sandqvist,
Paletten f6rlag, Goteborg 2000; Odd Nerdrum, Hva er kitsch?, Kagge, Oslo 2000.

Jakob Chirstensson, "Smak f6r det storslagna”, Signums svenska konsthistoria. Den gustavianska konsten,
Bokférlaget Signum, Lund 1998, s. 9.

Grate 1998, s. 208.

Gorel Cavalli-Bjérkman, "Hollindsk guldélder”, Holléndsk gulddlder. Rembrandt, Frans Hals och deras
samtida, red. Gorel Cavalli-Bjérkman et al., Nationalmuseum, Stockholm 2005, s. 69.
http://www.nationalmuseum.se/sv/Om-samlingarnal/Hojdpunkter-maleri/Kokspigan/,

himtad 2015-09-08.

Michael Levey, Rococo to Revolution. Major Trends in Eighteenth-Century Painting, Thames & Hudson,
London och New York (1966) 2000, s. 144; Vid Nationalmuseum pégér ett forskningsprojekt
om Tessins konstsamling som omfattar éver 870 nummer: http://www.nationalmuseum.se/sv
/Om-samlingarnal/Forskning/Forskningsprojekt/Carl-Gustaf-Tessins-konstsamling/,

himtad 2015-09-01.

Grate 1998, 5. 211-216.

Levey 2000, s. 18; Marta Edling, Om mdleriet i den klassicistiska konstteorin. Praktikens teoretiska position
under sjuttonhundratalets andra hdlfi, diss. Stockholms universitet 1999, Stockholm 1999.

Kina slott, red. Goéran Alm, Byggforlaget, Stockholm 2002.

Anna Greta Wahlberg, Fean Eric Rehn, Bokforlaget Signum, Lund 1983, s. 78.

Levey 2000, s. 15.

Rococo. The Continuing Curve 1730-2008, red. Sarah D. Coffin, Gail S. Davidson, Penelope Hunter-
Stiebel et al., Cooper-Hewitt, National Design Museum, Smithsonian Institution, New York 2008.
Rococo. The Continuing Curve 1730-2008 2008, s. 1.

"Historically, the importance of subject matter in the so-called "fine arts’ makes stylistic nuances
less obvious” Penelope Hunter-Stiebel, "The Continuing Curve”, Rococo. The Continuing Curve
1730-2008, red. Sarah D. Coffin, Gail S. Davidson, Penclope Hunter-Stiebel et al., Cooper-
Hewitt, National Design Museum, Smithsonian Institution, New York 2008, s. 3.

Torsten Gunnarsson, Frilufismdlert fore frilufismaleriet. Oljestudien i nordiskt landskapsmdler: 1800-1850,
diss. Uppsala universitet 1989, Almqvist & Wiksell, Stockholm 1989.

Melissa Hyde, Making Up the Rococo. Frangois Boucher and His Critics, Getty Research Institute, Los
Angeles 2006, s. 1.

Inflytelserika personer i konstlivet med sé olika inriktning som Denis Diderot, Sir Joshua Reynolds
och Johann Joachim Winckelmann, férde alla pé olika sétt fram krav pa att konsten skulle speglar
vanliga ménniskors intressen och erfarenheter, skriver Levey. Levey 2000, s. 10.

Inom 1700-talets portrittkonst fran rokokon och framat, finner vi i Sverige, forutom tidigare
nidmnda konstnérer, féretrddare som Olof Arenius, Per Krafft d.4., Per Krafft d.y., Martin von
Meytens, Lorenz Pasch d 4., Lorenz Pasch d.y., Johan Henrik Scheffel, Georg Engelhardt Schréder
och Lorentz Svensson Sparrgren.
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as an artist; for him, ‘kitsch’ is associated with the expression of feelings, whereas ‘art’ is
associated with the modern concept of art, irony, and distance. Hermann Broch, ‘Kitsch’,
Hifien for kritiska studier No. 21:4 1988; Clement Greenberg, ‘Avant-Garde and Kitsch’,
Partisan Review No. 6:5 1939; Odd Nerdrum, Hua er kitsch?, Kagge, Oslo 2000.
Jakob Chirstensson, ‘Smak fér det storslagna’, Signums svenska konsthistoria: Den gustavianska
konsten, Bokforlaget Signum, Lund 1998, p. 9.

Grate 1998, p. 208.

Gorel Cavalli-Bjérkman, ‘Hollandsk guldalder’, Holléindsk guldilder: Rembrandt, Frans Hals och
deras samtida, eds. Gorel Cavalli-Bjorkman et al., Nationalmuseum, Stockholm 2005, p. 69.
http://www.nationalmuseum.se/sv/Om-samlingarnal/Hojdpunkter-maleri/Kokspigan/,
accessed 8 September 2015.

Michael Levey, Rococo to Revolution: Major Trends in Eighteenth-Century Painting, Thames &
Hudson, London and New York (1996) 2000, p. 144; Nationalmuseum is currently run-
ning a research project on Tessin’s art collection, which includes over 870 items: http:/
www.nationalmuseum.se/sv/Om-samlingarnal/Forskning/Forskningsprojekt/Carl-Gustaf-
Tessins-konstsamling/, accessed 1 September 2015.

Grate 1998, p. 211-16.

Levey 2000, p. 18; Marta Edling, Om maleriet i den klassicistiska konstteorin: Praktikens teoretiska
position under sjuttonhundratalets andra hélff, diss. Stockholm University 1999, Stockholm 1999.
Kina slott, ed. Goran Alm, Byggforlaget, Stockholm 2002.

Anna Greta Wahlberg, Fean Eric Rehn, Bokforlaget Signum, Lund 1983, p. 78.

Levey 2000, p. 15.

Rococo: The Continuing Curve 1730-2008, eds. Sarah D. Coffin, Gail S. Davidson, Penelope
Hunter-Stiebel et al., Gooper-Hewitt, National Design Museum, Smithsonian Institution,
New York 2008.

Rococo: The Continuing Curve 1730-2008 2008, p. 1.

‘Historically, the importance of subject matter in the so-called “fine arts” makes stylistic nu-
ances less obvious. Penelope Hunter-Stiebel, “The Continuing Curve’, Rococo: The Continuing
Curve 1730-2008, eds. Sarah D. Coffin, Gail S. Davidson, Penelope Hunter-Stiebel et al.,
Cooper-Hewitt, National Design Museum, Smithsonian Institution, New York 2008, p. 3.
Torsten Gunnarsson, Frilufismdleri fore frilufismaleriet: Oljestudien i nordiskt landskapsméleri 1800
1850, diss. Uppsala University 1989, Almqvist & Wiksell, Stockholm 1989.

Melissa Hyde, Making Up the Rococo: Frangois Boucher and His Critics, Getty Research Institute,
Los Angeles 2006, p. 1.

Influential people in the art world as different in approach as Denis Diderot, Sir Joshua
Reynolds, and Johann Joachim Winckelmann, all in their different ways insisted that art
should reflect ordinary people’s interests and experiences. Levey 2000, p. 10.

In eighteenth century Swedish portraiture from the rococo onwards, we find, in addition to
the aforementioned artists, exponents such as Olof Arenius, Per Krafft the Elder, Per Krafft
the Younger, Martin von Meytens, Lorenz Pasch the Elder, Lorenz Pasch the Younger,
Johan Henrik Scheffel, Georg Engelhardt Schréder and Lorentz Svensson Sparrgren.

In addition to these, we can also mention Rose Adélaide Ducreux, Marguerite Gérard,
Marie Suzanne Giroust (married name Roslin), Marie Victoire Lemoine, and Marie-Denise
(Nisa) Villers. Among Swedish artists, Ulrika Pasch is worthy of mention.
http://www.metmuseum.org/toah/hd/18wa/hd_18wa.htm, accessed 8 September 2015; see
also: Pride & Prejudice 2012.

Magnus Olausson, ““D4 var det kvinnorna som hérskade”: Bland franska miniatyrister
och pastellmalare’, Stolthet &: fordom.: Kvinna och konstnér i Frankrike och Sverige 1750-1860, eds.
Eva-Lena Karlsson, Ingrid Lindell, and Magnus Olausson, Nationalmuseum, Stockholm
2012, p. 53.

Olausson 2012, pp. 56-67.



45.

46.
47.
48.
49.

50.

51.
52.
53.
54.

55.
56.

57.

58.

59.

60.
61.

62.

63.
64.
65.
66.
67.

68.

78

Utéver dessa kan man ndmna Rose Adélaide Ducreux, Marguerite Gérard, Marie Suzanne
Giroust (gift Roslin), Marie Victoire Lemoine, Marie-Denise (Nisa) Villers. Bland svenska konst-
nirer kan Ulrika Pasch ndmnas.

http://www.metmuseum.org/toah/hd/18wa/hd_18wa.htm, himtad 2015-09-08; se dven: Stolthet &
Jordom 2012.

Magnus Olausson, D4 var det kvinnorna som hérskade’. Bland franska miniatyrister och pas-
tellmélare”, Stolthet & fordom. Kvinna och konstnéir © Frankrike och Sverige 1750-1860, red. Eva-Lena
Karlsson, Ingrid Lindell och Magnus Olausson, Nationlamuseum, Stockholm 2012, s. 53.
Olausson 2012, s. 56-67.

Inga Lena Angstrém Grandien, "Det profana maleriet”, Signums svenska konsthistoria. Barockens konst,
Bokférlaget Signum, Lund 1997, s. 379.

Jir: Levey 2000, s. 63.

Se: Bjorn Fredlund, ”Aldre utlindsk konst. Introduktion”, Sumlingen. Giteborgs konstmuseum, red.
Kristoffer Arvidsson, Per Dahlstrom och Anna Hyltze, Géteborgs konstmuseum, Goteborg 2014,
s. 42.

Levey 2000, s. 135.

Se: Fredlund 2014, s. 40.

Jir: Levey 2000, s. 124.

Roy Strong, "Foreword”, Rococo. Art and Design in Hogarth's England, red. Michael Snodin och Elspeth
Moncrieff, Trefoil Books/Victoria and Albert Museum, London 1984, s. 7.

Levey 2000, s. 122-124.

For en studie av den engelska parken i Sverige, se: Magnus Olausson, Den engelska parken i Sverige
under gustaviansk tid, diss. Uppsala universitet 1993, Piper Press, Stockholm 1993.

Arnold Hauser, Konstarternas sociala historia 2. Fran denindustriellarevolutionen till var egen tid (Socialgeschichte
der Kunst und Literatur [11953), 6vers. Ulrika Wallenstrom, PAN/Norstedts, Stockholm 1972,s. 5, 9
och 21.

For svenskt vidkommande kan man nidmna att Henry Fuseli i Rom blev en ndra vén till Johan
Tobias Sergel. Den 6ppning mot férromantiken som vi finner hos Fuseli, som annars ér att be-
teckna som klassicist, aterfinns dock inte hos Sergel, som férblev de klassiska idealen trogen.
Nyrokokon under 1800-talet utforskas i utstéllningen Nyrokokon och Norden vid Serlachius Museum
i Finland under 2015 och i en medf6ljande bok. Maria Vainio-Kurtakko, Fokjoinen uusrokokoo —
Nyrokokon och Norden — Neo Rococo and the North, red. Laura Gutman och Laura Kuurne, Serlachius
Museum i Finland, Finska litteraturséllskapet, Helsingfors 2015.

Levey 2000, s. 140.

Michael Fried, Absorption and Theatricality. Painting and Beholder in the Age of Diderot, The University
of Chicago Press, Chicago och London 1980.

Om det moderna konstbegreppet och utstéllningssystemets etablering, se: Kristeller 1996. Om sa-
longens historia och betydelse for konstbegreppets forvandling, se: Thierry de Duves artikelserie
"The Invention of Non-Art” i Artforum 2014.

Immanuel Kant, Kritik av omdomeskrafien (Critik der Urtheilskrafi 1790), 6vers. Sven-Olov Wallenstein,
Thales, Stockholm 2003.

Grate anger titeln En man som under det att han liter pudra sig, fir besok av slotts-Cantzlibetjéinter, hvilka
medfora utslag pd honom. Grate 1998, s. 261-262.

Tva av de mer kénda foretradarna for den libertina ideologin 4r John Wilmot och férfattaren kiand
som markis de Sade. Om karikatyrer, se: Lena Johannesson, "Karikatyrens utveckling har varit
smirtsam”, Svenska Dagbladet 2006-02-12.

Grate 1998, s. 224-225.

Johan Tobias Sergel, brev till Carl Christoffer Gjorwell, citerat i: Bertil Palmqvist, F% Sergels tid.
Bilder ur ett 1700-talsliv, Albert Bonniers forlag, Stockholm 1982, s. 36.

Foretridare for landskapsmaleri i Sverige under 1700-talet 4r bland andra Augustin Ehrensvird,
Carl August Ehrensvird, Lorens Gottman, Johan Philip Korn, Jonas Carl Linnerhielm, Elias
Martin, Per Nordquist, Fredrik Adolf von Numers, Jean Eric Rehn och Johan Sevenbom. Inom
dekorationsmaleriet var Per Emanuel Limnell, Johan Pasch och Guillaume-Thomas-Raphaél
Taraval verksamma.
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Inga Lena Angstrom Grandien, 'Det profana méleriet’, Signurms svenska konsthistoria: Barockens
konst, Bokforlaget Signum, Lund 1997, p. 379.

Cf. Levey 2000, p. 63.

Cf. Bjérn Fredlund, ‘European Art 1400-1800: Introduction’, The Collection: Gothenburg
Museum of Art, eds. Kristoffer Arvidsson, Per Dahlstrom, and Anna Hyltze, Gothenburg
Museum of Art, Gothenburg 2014, p. 42.

Levey 2000, p 135.

Cf. Fredlund 2014, p. 40.

Cf. Levey 2000, p. 124.

Roy Strong, ‘Foreword’, Rococo: Art and Design in Hogarth’s England, eds. Michael Snodin and
Elspeth Moncrieff, Trefoil Books/Victoria and Albert Museum, London 1984, p. 7.

Levey 2000, pp. 122—-4.

For a study of an English park in Sweden, see: Magnus Olausson, Den engelska parken i Sverige
under gustaviansk tid, diss. Uppsala University 1993, Piper Press, Stockholm 1993.

Arnold Hauser, The Social History of Art II (Socialgeschichte der Kunst und Literatur II 1953),
Routledge and Kegan Paul, London 1962.

For a Swedish connection, it is worth mentioning that, in Rome, Henry Fuseli became a
close friend Johan Tobias Sergel. The opening to pre-romanticism that we find in Fuseli,
who would otherwise be considered a classicist, is not found in Sergel, who remained faith-
ful to classical ideals.

Nineteenth century neorococo was explored in the exhibition Neo-rococo and the Nordic Countries
at the Serlachius Museum in Finland in 2015, and in an accompanying book. Maria Vainio-
Kurtakko, Pofyoinen uusrokokoo—Nyrokokon och Norden—Neo Rococo and the North, eds. Laura Gutman
and Laura Kuurne, Serlachius Museums in Finland, Finnish Literature Society, Helsinki 2015.
Levey 2000, p. 140.

Michael Fried, Absorption and Theatricality: Puinting and Beholder in the Age of Diderot, The
University of Chicago Press, Chicago and London 1980.

On the modern concept of art and the establishment of the exhibition system, see: Kristeller
1996. On the Salon’s history and its significance to the transformation of the concept of art,
see: Thierry de Duve’s series of articles ‘The Invention of Non-Art’ in Artforum 2014.
Immanuel Kant, Critique of Fudgment (Critik der Urtheilskraft 1790), transl. J.H. Bernard,
Hafner Press, New York 1951.

Grate gives it the title En man som under det att han ldter pudra sig, fir besik av slotts-Cantzlibetjiinter,
hvilka medfora utslag pd honom (‘A man being powdered is visited by palace officials conveying
a judgment about him’). Grate 1998, pp. 261-2.

Tiwo of the better known exponents of libertine ideology are John Wilmot and the writer
known as the Marquis de Sade. On caricatures, see: Lena Johannesson, ‘Karikatyrens
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PATRIK STEORN

KONSOVERSKRIDANDETS ESTETIK
PORTRATTKONST OCH MODE | TIDIGMODERN VISUELL KULTUR

Portrittgallerier med 1700-talsmélningar erbjuder ofta modeller i ku-
16rta modekreationer, konstfyllda haruppsattningar, smycken, gester
och ansiktsuttryck som tycks kunna varieras 1 det odndliga - men
dndd inom ramen foér en gemensam skonhetsvarld. Med var tids
6gon ar det emellanat svart att urskilja modellerna fran varandra,
och man kan néstan undra om alla verkligen sdg likadana ut 1 dldre
tid? Men det handlar férstds mindre om hur modellerna i verklig-
heten sag ut och mer om hur de framstillts, och om hur tidens kon-
ventioner och skonhetsideal har format portritten.

Aven nir jag som betraktare tar den historiska distansen 1
beaktande slas jag &nda ofta av att det inte bara dr manliga modeller
som liknar andra mén och kvinnor som liknar kvinnor, utan kvinnor
och min liknar ocksad varandra. Den hir sortens portratt har kapa-
citet att f oss som nutida betraktare att reflektera 6ver de visuella
komponenterna 1 kdnets gestaltning, och faktiskt fa syn pa hur nor-
merna kring vad som uppfattas som maskulint och feminint standigt
férandras genom historien. Den éldre bildkonstens motiv, som inte
stimmer 6verens med moderna tiders konskategorier, erbjuder en
queer blick att istdllet destabilisera kénen och ta fasta pa glidningar
mellan kategorier som maskulinitet och femininitet.

Konsthistorien dr fylld av androgynitet och korsbefruktade kén
vilket pa olika sitt genom historien har férknippats med konstnarligt
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PATRIK STEORN

THE AESTHETICS OF GENDER TRANSGRESSION
PORTRAITURE AND FASHION IN EARLY MODERN VISUAL CULTURE

Portrait galleries with eighteenth-century paintings often present models
in colourful fashion creations, artistic hairstyles, jewellery, gestures, and
facial expressions that seem infinitely varied—yet within the framework
of a common aesthetic. With our contemporary eyes, it is sometimes dif-
ficult to distinguish between the models, and you could almost wonder
whether everyone really looked alike in olden times. However, it is of
course less about how the models looked in reality, and more about how
they were depicted, and how the period’s conventions and beauty ideals
shaped the portraits.

As a viewer, when taking this historical distance into consideration, I
am nevertheless often struck not only by male models resembling other
men and female models resembling other women, but also by men and
women resembling each other. This type of portrait has the capacity to
make us, as contemporary viewers, reflect on the visual components of
gender portrayal, and actually see how the norms around what is per-
ceived as masculine and feminine are constantly changing across history.
The subjects of earlier visual arts, which do not correspond to the gender
categories of modern times, offer a queer gaze a chance to instead de-
stabilize gender and consider shifts between categories such as masculinity
and femininity.

Art history is full of androgyny and hermaphroditism, which have in
various ways been associated across history with artistic creation. This
essay discusses how concepts of sex, gender, masculinity, femininity, erot-
ic and sexual desires have influenced creation and observation, with a



skapande. Den hir texten handlar om hur férestillningar om kon,
genus, maskulinitet, femininitet, erotiska och sexuella begir paverkat
skapande och betraktande, med sarskilt fokus pa 1600- och 1700-talets
visuella kulturer. Hur kan vi frsta periodens androgyna ideal utifran
dagens forestillningar om maskulinitet och femininitet? Vad stod det
for 1 den datida samtiden, 1 termer av makt och kategoriseringar?

PORTRATTKONSTEN OCH SKONHETENS MAKT

Densvenske konstniren Alexander Roslins (1718-1793) Dubbelportritt ria.79

(1754) bjuder in betraktaren till 1700-talets androgyna rollspel. Bade
kvinnan och mannen ar uppsminkade och uppkladda, de agerar med
gester och blickar gentemot oss som betraktar. Pudrad peruk, vit-
sminkade ansikten, markerade 6gonbryn och réda kinder tillh6érde
ett skonhetsideal som omfattade bade kvinnor och mén. Det giller
aven kldderna, med spetsar, siden, brokader, sammet och de prakt-
fulla broderierna med parlor, guld- och silvertradar. Det var ett privi-
legium f6r aristokratin och den férmoégna borgerligheten att avbildas
1 sin lyx och att visa upp sin rikedom 1 form av vackra saker. Kénet
avgjorde inte vem som kunde bara fargstarka klader, smink och pe-
ruk, det var istéllet en fraga om status.

Skonhet var ett synligt bevis pa modellens sociala framgéng, men
det kravdes en sirskild férméga att iscensdtta kén enligt social posi-
tion. Langtan efter skonhet kunde dven tolkas som ett uttryck for fa-
fanga; 6nskan att sjalv férvandlas till ett masterverk, stéllas ut och bli
beundrad.! Det var forst i och med 1800-talet som skénhet kom att
kodas som nagot "typiskt kvinnligt”, vilket sammanfaller med att den
borgerliga kulturen etablerades 1 vastvarlden. Mode som fenomen
kom 1 och med detta att uppfattas som en angeldgenhet f6r kvinnor.
Modevetaren Barbara Vinken sitter skiftet i relation till de omvil-
vande strukturella fordndringar som parallellt pagick 1 Europa nér
den borgerliga strukturen stegvis ersatte den dldre regimen. Maktens
man lade av sig de prasslande, glansiga och i6gonenfallande kladerna
och valde istallet diskreta drikter i morka farger, styva material och
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particular focus on seventeenth- and eighteenth-century visual cultures.
How can we understand the androgynous ideal of that period on the basis
of today’s concepts of masculinity and femininity? What did it represent
at that time, in terms of power and categorizations?

PORTRAITURE AND THE POWER OF BEAUTY

The Swedish artist Alexander Roslin’s (1718-93) Double Portrait (1754)
mvites the viewer to the androgynous role play of the eighteenth cen-
tury. Both the man and the woman are wearing make-up and elegantly
dressed. They address the viewer with their gestures and gaze. Powdered
wigs, white-powdered faces, accentuated eyebrows, and red cheeks be-
longed to a beauty ideal for both men and women. This is also true of the
clothing, with its lace, silk, brocade, velvet, and magnificent embroidery
with pearls, and gold and silver thread. It was a privilege of the aristoc-
racy and the wealthy bourgeoisie to be depicted in their splendour, and
to demonstrate their wealth in the form of beautiful things. Gender did
not determine who could wear colourful clothing, make-up, and a wig; it
was instead a question of status.

Beauty was visible proof of the model’s social success, but it required
a particular ability to stage gender according to social position. A longing
for beauty could even be interpreted as an expression of vanity; the desire
to be transformed into a masterpiece, exhibited and admired.! It was not
until the nineteenth century that beauty was coded as something ‘typi-
cally feminine’, coinciding with the establishment of bourgeois culture in
the western world. Fashion as a phenomenon was thereafter perceived
as a matter for women. The fashion historian Barbara Vinken places
the shift in relation to the revolutionary structural changes taking place
in parallel in Europe, as the bourgeois structure gradually replaced the
older regime. Men of power discarded rustling, lustrous, and striking
clothing, instead choosing discreet dress in dark colours, stiff materials,
and close-fitting cuts, which represented the democratic ideals of the new
era. The magnificent clothing of the aristocracy lived on through the
bourgeoisie’s elegantly dressed women, who may thus be interpreted as



sndva snitt som stod fér den nya tidens demokratiska ideal. Den
aristokratiska kladprakten levde kvar genom borgerlighetens upp-
kladda kvinna, vilken darmed kom att tolkas som en symbol fér den
kastrerade aristokratin.” Kén, mode och samhillssystem &r pa detta
sitt intimt sammanfldtade 1 det djupgdende regimskifte som sker
kring sekelskiftet 1800, och som format var egen tids uppfattning
om maskulinitet och femininitet. Klader har tilldelats en central roll
1 konets iscensittning, som ett verktyg for att skapa skillnad. Vinken
foreslar istallet att mode 1 sjalva verket dr den plats dér svagheterna
avslojasidenpolitik somligger bakom de kategoriska uppdelningarna
som skapar skillnader inom kon och klass.

Rollspel och maskerad fascinerade 1700-talets éverklass. Over-
skridningar av granser och konventioner f6r hur min och kvinnor
sdg ut utnyttjades 1 det sociala livet, sdsom 1 teater, spel och lekar.?
Den hir konsteatern sdtter sig ocksa 1 kroppen, och pa sa vis inkor-
poreras den omgivande kulturens konventioner. Resonemanget gar 1
linje med den amerikanska queerteoretikern Judith Butler som sager
att konens framstéllning har mer med det yttre att gora &n det inre.
Det dr genom imitationer och genom stindiga anpassningar till om-
givande forebilder och ideal som kroppen formligen modelleras till
gestaltningar av kon. Att iscensdtta kon ar en performativ praktik och
det har aldrig existerat nagot sidant som “riktiga mén”, ”dkta kvin-
nor” och ”sanna kén”.* Resonemanget kan appliceras pa dubbelpor-
trattet av Roslin, ddr kvinnans raka héllning och mannens eleganta
gester berdttar ndgot om hur kropp och rérelsemdnster bade direkt
och indirekt formats av epokens ideal. Under 1700-talet var det ex-
empelvis korsetter, ceremoniella ritualer och obligatoriska évningar 1
balett f6r bade mén och kvinnor vid hovet som priglade kropparnas
rérelseménster. Overskridningarnas estetik ir sammanflitat med £6-
restdllningar om bade kon, klass, utseende och visuell kultur.

For Gustav III och kretsarna kring honom var portrattkonsten
dock inte bara en del av en lekfull och grinséverskridande social
praktik, i allra hogsta grad fyllde bruket av portritt dven strategiska
syften. Fa andra svenska monarker har blivit sa rikt avbildade un-
der sin livstid.” Roslins portritt av Gustav III 4r ett intressant ex-
empel 1 detta sammanhang. Den mjuka blicken och det idealiserade
ansiktet for kanske tankarna till salongernas skénhetsvarld, men
aret innan portrittet malades hade den svenske kungen gjort sig till
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a symbol of the castrated aristocracy.? Gender, fashion, and social system
are thus intimately intertwined in the profound regime change which
occurred around the turn of the nineteenth century, and has shaped our
own period’s perception of gender, masculinity, and femininity. Clothing
has been allocated a central role in staging gender, as a tool for creating
difference. Vinken suggests instead that fashion is in actual fact the place
where vulnerabilities are exposed in the politics underlying the categori-
cal divisions that create gender and class differences.

Role play and masked balls fascinated the eighteenth-century upper
classes. Transgressions of boundaries and conventions for male and fe-
male appearance were exploited in social life, such as in theatre, role play,
and games.? This gender theatre also leaves its mark on the body, incor-
porating the conventions of the surrounding culture. This argument is in
line with the American queer theorist Judith Butler, who says that the rep-
resentation of gender has more to do with the external than the internal. It
1s through imitations and constant adjustments to surrounding models and
ideals that the body is actually modelled into gender portrayals. Staging
gender is a performative practice, and ‘real men’, ‘genuine women’, and
‘true genders’ have never existed.* This argument can be applied to the
double portrait by Roslin, in which the woman’s upright posture and the
man’s elegant gestures tell us something about how body and movement
patterns were both directly and indirectly shaped by the era’s ideals. In
the eighteenth century, for example, corsets, ceremonial rituals, and com-
pulsory ballet exercises for both male and female courtiers left their mark
on the body’s movement patterns. The aesthetics of transgressions are
mtertwined with concepts of gender, class, appearance, and visual culture.

For the Swedish King Gustav III and his circles, portraiture was, how-
ever, not only part of a playful and transgressive social practice; the use
of portraits fulfilled strategic purposes to a very great extent. Few other
Swedish monarchs have been so richly depicted during their lifetime.’
Roslin’s portrait of King Gustav III is an interesting example in this con-
text. The gentle gaze and the idealized face may be reminiscent of the
world of beauty of the salons, but the Swedish king had proclaimed him-
self autocratic ruler of Sweden the year before the portrait was painted.
The model’s claims to power may seem discreet, but it is probably in this
same gentle address that its effect actually lies. The portrait’s androgyny
is an idealized beauty ideal, which elevates the model to a divine position,
raised above all the physical limitations of gender.



envaldshérskare 1 Sverige. Modellens ansprak pa makt verkar kanske
diskret, men det ar férmodligen just 1 det mjuka tilltalet som dess
effekt 1 sjdlva verket ligger. Portrittets androgynitet &r ett idealiserat
skonhetsideal som upphdjer modellen till en gudomlig position, hojd
over konets alla fysiska begransningar.

Portrittet som forestiller Gustav Mauritz Armfelt, malat av den
svenske konstndren Adolf Ulrik Wertmiiller (1751-1811), ar ett av
den hir tdsperiodens kanske mest fascinerande portritt ur detta
perspektiv. Armfelt var en av Gustav III:s frimsta gunstlingar och
utndmndes till flera héga hov- och militirbefattningar, och ledamot
1 Svenska Akademien. Han beundrades av sin samtid f6r sin skon-
het, vilken var omtalad vid flera europeiska hov. Nar detta portratt
malades tillhérde Armfelt den yttersta makteliten 1 Sverige, men vi
finner inte nagra konventionella statussymboler. Genom den gula
tunikan anas hans ena bréstvarta. Det lockiga haret, den ljusa hyn
och de mulliga armarna gér honom till en sensuell man, 1 enlighet
med tidens androgyna skdnhetsideal. Med sin milda blick upprittar
han kontakt med betraktaren. Portrittet visar Armfelt 1 teaterkos-
tym. Det antas vara malat 1 samband med hans bréllop 1785, da en
teaterforestallning dir brudparet sjdlva agerade ingick 1 firandena.

En mer officiell version av portrittet finns ocksa, dar Armfelt béar
uniform.® Aven om drikten ir mer auktoritir och strikt finns fortfa-
rande det behagfulla och lekfulla tilltalet i modellens blick. Ytterligare
en version av portrittet existerar, dar modellen endast ar if6rd pals-
drikten och ddrmed visar upp mer av sin nakna hud och brostvarta.’
Portrattet lar ha viackt en mindre skandal vid det svenska hovet, och
den genomskinliga tunikan ska ha lagts till. Hovmannens framstall-
ning hade alltsa flera fasetter, och tycks ha avpassats for olika typer av
sammanhang, fran de intima till de mer publika. Blicken, hallningen
och frisyren fran portrittet av Armfelt dterfinns 1 ytterligare ett annat
portritt som malats av Wertmiiller. Det forestiller operasangerskan
och skadespelaren Charlotta Eckerman (1784).® Konstndren tycks
alltsa ha anvént en viss formula, ett framstallningssitt oavsett model-
lens kon. Portrittkonsten hade utrymme f6r glidningar mellan kon-
ventioner f6r kén och status, och var intimt férknippad med makt 1
Sverige under senare delen av 1700-talet.
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The portrait depicting Gustav Mauritz Armfelt, painted by the

FIG.56 Swedish artist Adolf Ulrik Wertmiiller (1751-1811), is perhaps one of

this period’s most fascinating portraits from this perspective. Armfelt
was one of King Gustav III’s absolute favourites, and was appointed
to several high court and muilitary posts, and a member of the Swedish
Academy. He was admired by his contemporaries for his beauty, which
was talked about at several European courts. When this portrait was
painted, Armfelt belonged to the extreme power elite in Sweden, but we
do not find any conventional status symbols. One of his nipples is hinted
at through the yellow tunic. His curly hair, light skin, and plump arms
make him a sensual man, in accordance with the period’s androgynous
beauty ideal. With his gentle gaze, he establishes contact with the viewer.
The portrait shows Armfelt in theatre costume. It is assumed to have
been painted in connection with his wedding in 1785, when a theatrical
performance in which the bridal couple themselves acted formed part of
the celebrations.

A more official version of this portrait also exists in which Armfelt is
wearing uniform.® Although the dress is more authoritarian and strict, the
charming and playful address is still present in the model’s gaze. Another
version of the portrait exists in which the model is wearing only the fur
garment, showing more of his naked skin and nipple.” This portrait is said
to have created a minor scandal at the Swedish court, and the transpar-
ent tunic is thought to have been added. The courtier’s portrayal thus
had several facets, and seems to have been adapted for various types of
context, from the intimate to the more public. The gaze, posture and hair-
style from the portrait of Armfelt are found in another portrait painted by
Wertmiller. It depicts the opera singer and actress Charlotta Eckerman
(1784).8 The artist thus seems to have used a certain formula, a style of
portrayal irrespective of the model’s gender. Portraiture had scope for
shifts between gender and status conventions, and was intimately associ-
ated with power in Sweden during the latter part of the eighteenth century.



MODEKULTUR SOM ARENA FOR KONSOVERSKRIDNINGAR

Fascinationen for konsoverskridningar fanns dven 1 populér-
kulturen och den tidigmoderna kéndiskulturen. Sarskilt genomslag
fick en fransk adelsman med uppdrag inom militiren, Chevalier
d’Eon de Beaumont (1728-1818). Historien Gversattes till svenska
och den svenske gravoren Johan Snack (1756-1787) gjorde en egen
version av riddarens portritt som illustration.? Enligt historien bor-
jade d’Eon de Beaumont alltmer g 6ver till att bara kvinnoklider,
dven 1 sin militdra yrkesroll. S& smdningom blev d’Eon skickad till
det engelska hovet som diplomat, men hon ska dven ha fungerat
som spion for den franske kungen. Vid det ryska hovet ska kvin-
nokldderna ha varit ett anvdandbart verktyg for att kunna komma
nira kejsarinnan Elisabeth. Under vistelsen 1 England 6vergick
hon helt till att bara kvinnoklader och blev en kidnd person som
figurerade 1 1700-talets media. Klddd 1 kvinnoklidder fiktades hon
mot min infér betalande publik — och vann ofta. Vil tillbaka 1
Frankrike bestimdes det att Chevalier d’Eon de Beaumonts kons-
tillhérighet en ging for alla skulle redas ut — hon fick inte bara
manskldder om hon var en kvinna, trots positionen inom milité-
ren. Juridiskt beslot man sig f6r konet kvinna, vilket framgick av
de officiella pappren. Vid dédstillfillet kunde dock konstateras att
d’Eon de Beaumont hade manliga genitalier. Bilder och historier
som cirkulerade framstiller denna granséverskridare som en sorts
ikon inom popularkulturen.

"Den moderiktiga mannen” blev alltmer uppfattat som ett kon-
troversiellt motiv, bade visuellt och pa gatan, och kom vid 1700-talets
slut att framstd som en icke 6nskvird typ av maskulinitet. Genom
den franska “kvinnopressens” framgangar blev mode alltmer fo6r-
knippat med femininitet under slutet av 1700-talet.'” Samtidigt ansags
mans intresse fér mode alltmer som tecken pa snobbighet och femi-
ninitet, bade bland personer som var kritiska till mode och bland de
som hade en positiv instdllning till industrin.! Den moderiktiga man-
nen 6verskred onekligen forestillningen om en stabil uppdelning 1
tva atskilda kon, som ldngsamt etablerats 1 Europa under 1700-ta-
let. Extravaganta och i6gonfallande klider och gestik tillhérde
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FASHION CULTURE AS AN ARENA FOR GENDER TRANSGRESSIONS

The fascination for gender transgressions was also found in popular
culture and early modern celebrity culture. A French nobleman with a
military commission, Chevalier d’'Eon de Beaumont (1728-1818), had a
particular impact. The story was translated into Swedish and illustrated
by the Swedish engraver Johan Snack’s (1756-87) own version of the
knight’s portrait.” According to the story, d’Eon de Beaumont began in-
creasingly to wear women’s clothing, even in her professional military
role. Later on she was sent to the English court as a diplomat, but is
also thought to have acted as a spy for the French king. At the Russian
court, women’s clothing would have been a useful tool for getting close to
Empress Elisabeth. During the Chevalier’s stay in England, she switched
entirely to wearing women’s clothing and became a well-known figure in
eighteenth-century media. Dressed as a woman, she fenced against men
before a paying audience—and often won. Back in France it was decided
that Chevalier d’Eon de Beaumont’s gender should be investigated once
and for all-she was not allowed to wear men’s clothing if she was a
woman, despite her military position. The legal verdict was the female
gender, which was seen from the official papers. However, at the time of
her death it was established that d’Eon de Beaumont had male genitals.
Images and stories that circulated portray this gender transgressor as a
sort of popular culture icon.

“The fashionable man’ was increasingly perceived as a controversial
subject, both visually and on the street, and came to be seen as an un-
desirable type of masculinity at the end of the eighteenth century. As a
result of the successes of the French ‘women’s press’, fashion became
increasingly associated with femininity in the late eighteenth century.”
At the same time men’s interest in fashion was increasingly considered a
sign of dandyism and femininity, both among people critical of fashion
and those with a positive attitude to the industry.!’ The fashionable man
undeniably transgressed the concept of a stable division into two sepa-
rate genders, which was slowly established in Europe in the eighteenth
century. Extravagant and striking clothing and gestures belonged, for
example, to the description of a ‘macaront’, a type of urban figure talked
about in England during this period. These men shaped a different view



exempelvis beskrivningen av "Macaroni”, en sorts urban figur som
var omtalad 1 England under denna period. Dessa mén gestaltade en
annorlunda uppfattning om manlig identitet i termer av kon, sexuali-
tet och klass.' Den australiensiske modevetaren Peter McNeil menar
att dven stabila forestillningar om nationell identitet utmanades av
Macaronins persona. Motsvarande bendmningar existerade dven pa
andra sprak: Spritthok, Petit Maitre, Spradebassen och Spark fram-
star som lokala varianter av en och samma manstyp. Deras feminina
framstallning tycks betona idén att en moderiktig man egentligen var
en kosmopolitisk typ av internationellt snitt, och fraimmande fér den
inhemska traditionen.

Trots detta hade diskussionen om ideal maskulinitet en viss tra-
dition 1 Skandinavien. Kungliga Teatern 1 Stockholm satte ar 1737
upp en pjas med namnet Swenska Spritthoken, skriven av diploma-
ten och politikern Carl Gyllenborg.”® Den handlar om det fran-
ska inflytandet 1 Stockholms hovkretsar, bade nér det géllde sprak
och seder. Manuskriptets titelsida innehaller en satirisk bild av en
uppkladd man omgiven av vackra foremal, till exempel ett deko-
rerat bord med teservis och kakfat och en spegel med tillhérande
utensilier férmodligen fran en necessiar. Motivet blandar bildkon-
ventioner fran portritt, karikatyr och handelskort och framstaller
en man som fangats 1 populdrkulturens och modets heterogena
konsumtionsmonster.

Den svenske historikern Jonas Liliequist har noterat att moderik-
tiga min uppfattades som en omanlig och mindre viril typ av man
och anvéandes konsekvent 1 den offentliga debatten 1 Sverige som en
retorisk motsats till manliga dygder."* Under loppet av 1700-talet f6r-
andrades de positiva attityderna gentemot mén som uttryckte kéns-
lor och sensibilitet genom raffinerat tal och artiga manér till f6rmén
for en ny typ av manlig respektabilitet som bestod dels av ett forakt
for det lattsinniga, dels av att uppvisa styrka och kontroll 6ver bade
kropp och sjél. Liliequisthdvdar att de tidigmoderna forestallningarna
om omanlighet i Sverige dr relaterade till en brist pa fysisk och mental
styrka, till skillnad fran sédra Europa dir de mer forknippats med
otillriacklig potens och brist pa penetrerande sexualitet.” Mot bak-
grund av dessa teorier kan det konstateras att ”spratthéken” férmod-
ligen skulle diskvalificeras fran den ideala maskuliniteten 1 bade norr
och séder. Den hanade, moderiktiga mannen var varken idrottsman
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of male identity in terms of gender, sexuality, and class.'? The Australian
fashion historian Peter McNeil is of the opinion that even stable concepts
of national identity were challenged by the macaroni persona. Equivalent
names existed in other languages: Spratthok, Petit Maitre, Spradebassen,
and Spark are seen as local variants of one and the same male type. Their
feminine portrayal seems to emphasize the idea that a fashionable man
was really a cosmopolitan character of an international type, and foreign
to the domestic tradition.

Nevertheless the discussion of ideal masculinity had a certain tradi-
tion in Scandinavia. In 1737 the Royal Theatre in Stockholm staged a play
entitled Swenska Spritthoken (“The Swedish Dandy’), written by the diplo-
mat and politician Carl Gyllenborg." It is about the French influence in
Stockholm court circles, with regard to both language and manners. The
manuscript’s title page contains a satirical image of an elegantly dressed
man surrounded by beautiful objects, such as a decorated table with a tea
service and cake plate, and a mirror with matching accessories probably
from a dressing case. The subject mixes visual conventions from portraits,
caricature, and trade cards, depicting a man caught in the heterogeneous
consumption patterns of popular culture and fashion.

The Swedish historian Jonas Liliequist has noted that fashionable
men were perceived as an unmanly and less virile type of man, and were
consistently used in public debate in Sweden as a rhetorical contrast to
manly virtues.'* During the course of the eighteenth century, positive at-
titudes towards men who expressed their feelings and sensibility through
refined speech and courteous manners changed in favour of a new type of
manly respectability, which consisted of both contempt for the frivolous,
and of demonstrating strength and control of body and soul. Liliequist
asserts that early modern concepts of unmanliness in Sweden were re-
lated to a lack of physical and mental strength, in contrast to southern
Europe where they were more associated with insufficiently potent and
penetrative sexuality.” In the light of these theories, it may be stated that
the dandy would probably be disqualified from ideal masculinity in both
northern and southern Europe. The derided fashionable man was neither
a sportsman nor a seducer, but he nevertheless attracted a European audi-
ence from France to Scandinavia in his role of counterpart.

The role was perhaps mainly associated with the nouveaux riches,
who were social climbers and unsuccessful in their imitations of the ar-
istocracy, but it was also adopted by men who loved men, as an early



eller forforare, men 1 rollen som motbild lockade han d4nda en euro-
peisk publik, fran Frankrike till Skandinavien.

Rollen férknippades kanske framst med nyrika borgare som tog
sig uppat 1 samhéllet och misslyckades 1 sina imitationer av aristo-
kratin, men den anammades d4ven av min som dlskade mén, som
en tidig sorts bogidentitet. Det var under senare delen av 1700-talet
som de forsta europeiska subkulturerna utvecklades med mén
som alskade man, framforallt 1 storstider som London, Paris och
Amsterdam.’® Ménnen uttryckte sig med klader och blev ett synligt
inslag 1stadsbilden, de blev hanade 1 karikatyrer och observerades av
polisen. Efter en rdd i ett sa kallat Molly house, dar dessa mén holl
till noterade polisen 1 sina protokoll att de burit klader som tillhérde
senaste mode.”” Den visuella kulturen skapade bilder av koénens
mangfaldiga versioner och iscensdttningar, dir modet var en vik-
tig komponent. Kénsoverskridningar fanns bade 1 populédrkulturen,
portrattkonsten och vardagslivet.

ANDROGYNITETENS PRIVILEGIUM

Det androgyna idealet har djupa historiska rotter 1 den europeiska
kulturen, och var starkt aven 1 hovkulturen under 1600-talet. Under
denna epok tycks konens sfarer ha varit tydligt dtskilda genom det
ceremoniella hovlivets strikta uppdelning, men det var ocksd en
tid som var fixerad vid status. For personer med en upphdjd po-
sition fanns det mojligheter att omférhandla den egna rollen och
rorligheten.

Jakt var under 1600-talet ett vanligt ndje férbehéllet mannen
mom den hogsta aristokratin. Den tysk-svenske hovmalaren David

Klocker Ehrenstrahls (1628-1698) portritt av Hedvig Sofia, syster Fie. 59

till Karl XII, visar en ung smért jigare som med en graciés men
dnda bestamd gest haller i ett elegant dekorerat gevir. Jaktdrakten
ar av enkelt karolinskt snitt 1 brungront klide med réda detaljer,
vita plymer och pélsapplikationer. Drakten paminner om tjadertup-
pens fjaderskrud, som ocksd skymtar mellan traden 1 bakgrunden.
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type of gay identity. The latter part of the eighteenth century saw the
development of the first European subcultures of men who loved men,
particularly in cities such as London, Paris, and Amsterdam.'® These men
expressed themselves through their clothing and became a visible feature
of the urban scene. They were mocked in caricatures and observed by the
police. Following a raid on a molly-house frequented by these men, the
police noted in their report that they wore clothing of the latest fashion."”
Visual culture created images of the multiple versions and stagings of
gender, in which fashion was a key component. Gender transgressions
were found in popular culture, portraiture, and everyday life.

THE PRIVILEGE OF ANDROGYNY

The androgynous ideal has deep historical roots in European culture,
and was strong even in seventeenth-century court culture. During this
epoch gender spheres may seem to have been clearly separated by the
strict division of ceremonial court life, but it was also a period fixated with
status. For people with an elevated position, there were opportunities for
renegotiating their own role and mobility.

In the seventeenth century, hunting was a common pastime reserved
for men in the upper aristocracy. The German-Swedish court painter
David Klocker Ehrenstrahl’s (1628-98) portrait of Princess Hedvig
Sofia, sister of Charles XII of Sweden, shows a young slender huntsman
holding an elegantly decorated gun with a graceful but nevertheless de-
termined gesture. The hunting dress is of a simple Caroline cut in brown-
ish green broadcloth with red details, white plumes, and fur appliqué.
The dress is reminiscent of the plumage of a male capercaillie, which
is also glimpsed among the trees in the background. Male capercaillies
were perceived in the seventeenth century as animals with an unusually
strong mating instinct. The face is distinguished by the pale skin and
pure features, which challenge all simplistic divisions into ‘male’ and
‘female’ appearance.

According to contemporary sources, Princess Hedvig Sofia loved
hunting. As an 11-year-old, she is said to have accompanied her father



Tjadertuppar uppfattades under 1600-talet som djur med en ovan-
ligt stark parningsdrift. Ansiktet utmérks av den bleka huden och
de rena dragen, som utmanar alla férenklade uppdelningar 1 "man-
ligt” och "kvinnligt” utseende.

Enligt samtida killor dlskade Hedvig Sofia att jaga. Redan som
11-aring ska hon ha foljt med sin far Karl XI pa jaktturer.’® Det var
inte ovanligt att kvinnor ur aristokratin framstélldes 1 sddana hér jakt-
portratt. Samtiden sag paralleller till den antika jaktgudinnan Diana;
jaktens och kyskhetens gudinna. Ehrenstrahls portrétt av Okdnd dam
som Diana kanske ar kanske nagot mer konventionellt 1 framstillning-
en av kvinnlig skonhet, men det kan dnda konstateras att de antika
gudarna anvindes som forebilder inte bara for att skapa idealiserade
identiteter, utan dven for att gestalta personligheter med koénséver-
skridande drag.

Maktens iscensattning foreskrev att man skulle béara plymer, spet-
sar och rosetter i ljusa farger, peruk med ldnga moérka lockar tillsam-
mans med rustning, hjalm och hérférarstav. 1600-talets maskulinitet
hade plats f6r dessa uttryck som alla uttryckte makt och social status.
Portrittet som Ehrenstrahl malat av Karl XI som Apollo Phytias
(1670) har enbart med makt och social position att géra. Motivet
ar taget fran en teaterforestillning, och format efter monster fran
Versailles och Ludvig XIV:s hov.”? Sex mellan min l4r inte ha varit
nagot som Karl XI ska ha intresserat sig for i ndimnvérd utstrackning.
Den androgyna framtoningen tjinade snarare till att bekrafta honom
som kung 1 stormaktstidens Sverige.

Portritten av drottning Kristina préaglas 1 hog utstrackning av hen-
nes motvilja infér de konventionella kénsuppdelningarna. Hon be-
traktade sig sjalv som ett slags manlig individ 1 kvinnoskepnad, utan
méannens laster och utan kvinnors svagheter. Kristina ar avportrit-
terad som krigskonstens gudinna Minerva 1 portrdttet av den tyske
konstnaren Justus von Egmont (1602-1674). Med rustning, brynja,
harfoérarstav och hjdlm med lagerkrans och drake 4r det en bild av en
kvinna 1 maktposition. Det finns ett propagandistiskt anslag 1 bilden
av Kristina, som anvindes for att legitimera den personliga politiken
och hennes stallning.?’ Portréttet r tillkommet strax efter att hon ab-
dikerat fran den svenska tronen, och signalerar att hon inte avsagt sig
fortsatta ansprak pa inflytande i det europeiska maktspelet. Kristinas
gransoverskridande iscensdttning av kén skapade bade férvirring,
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Charles XI of Sweden on hunting trips.' It was not unusual for women
of the aristocracy to be depicted in such hunting portraits. The period saw
parallels to the Roman hunting goddess Diana; goddess of the hunt and
chastity. Ehrenstrahl’s Unknown Lady Portrayed as Diana (1653) is perhaps
slightly more conventional in its portrayal of female beauty, but it may
nevertheless be stated that the ancient gods served as models not only
for creating idealized identities, but also for shaping figures with gender-
transgressing characteristics.

The staging of power prescribed that men should wear plumes, lace,
and bows in pale colours, a wig with long dark curls together with a suit
of armour, helmet, and commander’s staff. Seventeenth-century mascu-
linity had room for all these manifestations, all of which expressed power
and social status. The portrait painted by Ehrenstrahl of Charles XI of
Sweden as Apollo Phytias (1670) is solely about power and social posi-
tion. The subject is taken from a theatre performance, and shaped on
models from Versailles and the court of Louis XIV." Sex between men
was probably not something that Charles XI of Sweden was mnterested
in to an appreciable extent. The androgynous image served rather to
endorse him as king of Sweden during the Great Power era.

The portrait of Queen Christina of Sweden is highly marked by her
dislike of conventional gender divisions. She regarded herself as a kind
of male individual in the guise of a woman, without men’s vices and
women’s weaknesses. Queen Christina is portrayed as the goddess of
the art of war, Minerva, in the portrait by the German artist Justus von
Egmont (1602-74). With armour, a coat of mail, commander’s staff, and
helmet with a laurel wreath and dragon, this is an image of a woman in
a position of power. There is a propagandist element in this image of
Queen Christina, which was used to legitimize her personal politics and
position.?’ The portrait was painted shortly after she had abdicated from
the Swedish throne, and signals that she had not relinquished continuing
claims to influence in the European power game. Queen Christina’s trans-
gressive staging of gender created confusion, admiration, and disgust in
her own age.” She seems to have used the reactions strategically to create
a platform for influence. Referring back to Judith Butler, we could say that
Queen Christina used the potential in the performative practice of gen-
der, the gap between gender imitation and its model, to create subversive
versions of categories such as male and female, a kind of queer activist
before her time.



beundran och avsky 1 hennes egen samtid.** Hon tycks ha anvant
reaktionerna pa ett strategiskt vis, for att skapa en plattform fér in-
flytande. For att aterknyta till Judith Butler skulle vi kunna séga att
Kristina anvinde potentialen 1 kénens performativa praktik, glappet
mellan koénsimitationen och dess férlaga, for att skapa subversiva
versioner av kategorier som manligt och kvinnligt, en sorts queerak-
tivist fore sin tid.

ANDROGYNITET | KONST OCH POPULARKULTUR

Androgynen dr en viktig figur inom alkemin som symbol f6r mot-
satsernas forening, comjuncto oppositorum. Den antika myten om andro-
gynen aterfinns 1 Platons Symposion dir Aristofanes berdttar om kér-
lekens ursprung. Under en forhistorisk tid, 1 ett sorts Arkadien var
méanniskor sammansatta och hade tva huvuden, fyra armar och fyra
ben. Tre sorters kombinationer fanns — man-man, kvinna-kvinna och
kvinna-man. Den sistndmnda var androgynen. Ménniskorna blev
dock alldeles for sjalvupptagna och delades i tva av gudarna, och allt
sedan dess letar manniskorna efter sin forlorade hélft.>* Det 4r en
myt om kérlekens ursprung, om passionens och de starka kanslornas
héirkomst, och om ett idealiserat tillstand utan splittring eller delning.
Androgynen har sedan dess férknippats med formagan att transcen-
dera, frigora sig fran och 6verskrida verklighetens férutsittningar,
villkor och begransningar. Men figuren tycks dnda beroende av en
heteronormativ komplementaritet.

Fran ett queerperspektiv dr det inte alls sjalvklart att det ar just
blandningen av man och kvinna som utgdr den kompletta individen,
inte man-mannen och kvinn-kvinnan. Androgynen blir symbolen fér
den kompletta individen, som omfattar allt - sammansmaltningen av
tva till synes diametralt motsatta poler; kvinna och man. Men dven
om forestéllningen om tva stabila, atskilda och ursprungliga kon finns
1kdrnan av androgynen, handlar symboliken ocksa om nédvandighe-
ten 1, och lusten till att 6verskrida uppdelningen. Genom att kombinera
androgynens status, skonhet och estetiska effekter med dess erotiska,
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ANDROGYNY IN ART AND POPULAR CULTURE

The androgyne is an important figure in alchemy as a symbol of the union
of opposites, conjuncto oppositorum. The ancient myth of the androgyne is
found in Plato’s Symposion in which Aristophanes discusses the genesis of
love. In prehistoric times, in a kind of Arcadia, human beings were com-
posite and had two heads, four arms, and four legs. There were three types
of combination—man-man, woman-woman, and woman-man. The latter
was the androgyne. However, human beings became far too self-centred
and were divided into two by the gods, and they have been searching for
their lost half ever since.? It is a myth about the genesis of love, about the
origin of passion and strong feelings, and about an idealized state without
disunion or division. Since then the androgyne has been associated with
the ability to transcend, liberate itself from, and transgress the prerequi-
sites, conditions, and limitations of reality. Yet the figure seems dependent
on heteronormative complementarity.

From a queer perspective, it is not at all self-evident that it is this mix
of man and woman that makes up the complete individual, not man-man
and woman-woman. The androgyne becomes the symbol of the complete
individual, who embraces everything—male and female in its symbolic
sense—a fusion of two apparently diametrically opposed poles: man and
woman. But even though the concept of two stable, separate, and original
genders is found in the heart of androgyny, the symbolism is also about
the necessity and the desire to transgress this division. Combining the
androgyne’s status, beauty and aesthetic effects with its erotic, sexual, and
physical counterparts opens up the potentials for creating new, subversive
forms of multiple gender expressions.

Concepts of gender transgression have also been productive for vi-
sual culture, with regard to both the supposed scientific and the artistic
visual worlds. Since antiquity hermaphrodite bodies have been depicted
as medically aberrant and have often been assigned a role as deviant
and outside the norm. They are found, for example, in sixteenth-century
‘monster books’, in which malformed beings and fantasized crosses be-
tween a human and an animal are described in word and image.*® The
tradition of revealing and exoticized images continued in the eighteenth
century, despite the zeitgeist’s increasing emphasis on rationality and



sexuella och kroppsliga motsvarigheter 6ppnas potentialerna for att
skapa nya och subversiva former av kénens méngfaldiga gestaltningar.

Forestallningarna om kénséverskridande har ocksa varit produkti-
va for den visuella kulturen, bade nér det giller de férment vetenskap-
liga och de konstnirliga bildvirldarna. Tvdkonade kroppar har sedan
antiken avbildats som medicinskt avvikande, och har ofta tilldelats en
roll som avvikande och utanfér normen. Bland annat férekommer de
1 sa kallade "monsterbdcker” fran 1500-talet dar missbildade varelser
och fantiserade korsningar mellan médnniska och djur beskrevsiord och
bild.* Traditionen av utelimnande och exotiserande framstéllningar
fortsatte aven under 1700-talet, trots tidsandans tilltagande betoning av
rationalitet och vetenskap. Publikationen Gargon et Fille Hermaphrodites
(1772-1773) tllhér tidens pseudovetenskapliga trycksaker 1 dmnet,
med illustrationer av den franske tecknaren och gravéren Jean-Michel
Moreau le Jeune (1741-1814) som var en av tidens mest uppskattade
modeillustratdrer. Motiven paminner om bade ndrgangna anatomiska
planscher, de erotiska bildernas boudiorscener samt mytologiska och
genremotiv ur periodens figurmaleri. 1700-talets bildkultur ar full av
ekivoka, tillgingliga poser och androgyna kroppar med hullighet och
rosighet som potentiellt dr erotiskt laddade.

Konsoéverskridning var ocksa en del av periodens konstnérliga
praktiker. Det dréjde dnda in pa 1800-talet innan det blev accepte-
rat for kvinnor att posera nakna pd konstakademierna, och kvinno-
kroppar fick ofta modelleras utifran studier av poserande mén.** Den
stdende figuren i Tidens spegel (1628) av den hollindske konstnéren
Cornelis Cornelisz. van Haarlem (1562-1638) sitter sig emot enkla
uppdelningar mellan maskulint och feminint. Likartade kroppar finns
aven tidigare 1 konsthistorien, bland annat 1 Michelangelos skulpturer
Natten och Grymingen (1527) 1 Medicikapellet 1 kyrkan St Laurentius i
Florens. Det ar patagligt hur skulpturerna ser ut som manskroppar
som tillfalligtvis givits kvinnobrdst. Samtidigt som kombinationen av
manliga och kvinnliga karaktirsdrag gér dem till férskénade figurer,
tillhérande idealvérlden blir de ocksa mer erotiska och sexualiserade
an de idealiserade androgynerna 1 portrittkonsten. Den hdr typen
av gestalter har genom historien fyllt en funktion f6r man som élskat
mén och kvinnor som élskar kvinnor, manniskor som inte ként sig
hemma 1 sin kropp, som inspiration och bekriftelse fér egna 6ver-
skridningar 1 vardagslivet.
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science. The publication Gargon et Fille Hermaphrodites (1772-3) 1s one of the
period’s pseudoscientific publications on the subject, with illustrations by
the French artist and engraver Jean-Michel Moreau le Jeune (1741-1814),
who was one of the most popular fashion illustrators of the time. The
subjects are reminiscent of intrusive anatomical plates, the boudoir scenes
of erotic images, and mythological and genre subjects from the period’s
figure painting. Eighteenth-century visual culture is full of risqué, acces-
sible poses and plump, rosy, androgynous bodies, which are potentially
erotically charged.

Gender transgression was also part of the period’s artistic practices.
It was not until the nineteenth century that it was acceptable for women
to pose in the nude at academies of art, and female bodies were often
modelled on studies of male models.?* The standing figure in The Mirror
of Time (1628) by the Dutch artist Cornelis Cornelisz. van Haarlem
(1562-1638) is at variance with simple divisions between masculine and
feminine. Similar bodies are also found earlier in art history, including
Michelangelo’s sculptures Night and Dawn (1527) in the Medici Chapel in
San Lorenzo, Florence. It is noticeable that the sculptures look like male
bodies that have only casually been given female breasts. While the com-
bination of male and female characteristics makes them into beautified
figures belonging to the ideal world, they are also more erotic and sexual-
ized than the idealized androgynes found in portraiture. Across history
this type of figure has fulfilled a function for men who have loved men
and women who have loved women, and individuals who have not felt
at home in their body, as inspiration and validation for their own trans-
gressions in everyday life.

CONCLUSION

In her essay 4 Room of One’s Own (first published in 1929), Virginia Woolf
expresses how the combination of male and female qualities is the pre-
requisite for real creative work. She visualizes an inner union of charac-
teristics that liberate creativity. In the 1970s feminists protested that the
androgynous position denied the specific female experience, and that the



AVSLUTNING

Virginia Woolf formulerar i1 essan Eft eget rum (org. utgiva 1929)
hur kombinationen av manliga och kvinnliga egenskaper ar forut-
sattningen for ett riktigt skapande. Hon forestiller sig en inre for-
ening av karaktirsdrag som frigdr kreativitet. Under 1970-talet
reagerade feminister emot att den androgyna positionen férnekade
den specifika kvinnliga erfarenheten, och att kroppen ofta uteslots
ur skapandet. I den postmoderna populdrkulturen har dock andro-
gynitet ater kommit att symbolisera en position dar kropp och kén
kan kombineras pa ovdntade sitt 1 en instabil, stindigt omférhand-
lingsbar 1dentitet.

Androgynitet star for en harmonisk blandning av manligt och
kvinnligt som stravar efter jamvikt, helhet och enhet, och som be-
grepp vilar det egentligen pa en konventionell bindr kénsuppdel-
ning. Men begreppet har ocksd en potential f6r en nomadisk, av-
vikande, subversiv, oférutsigbar identitet som later ambivalenta
begdr genomkorsa kroppens konstndrliga eller visuella framstall-
ning. Kénsoverskridningens betydelser och konsekvenser dr bero-
ende av vem som utfér den och kunde innebédra vald och utstétning.
Samtidigt kan korsningen fungera som en plattform for inflytande
eller personlig karridr. Som estetik och motiv har den visuella kultu-
rens androgyna figurer dnda fyllt en funktion fér samlare och konst-
nirer och betraktare med begir som inte passat in 1 heteronormen.
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body was often excluded from the creative process. In postmodern popu-
lar culture, however, androgyny has again come to symbolize a position
in which body and gender can be combined in unexpected ways in an
unstable, constantly renegotiable identity.

Androgyny represents a harmonious mix of male and female, striv-
ing for equilibrium, completeness, and unity. As a concept, it is actually
based on a conventional binary gender division. But the concept also
has a potential for a nomadic, deviant, subversive, unpredictable identity,
which allows ambivalent desires to intersect the body’s artistic or visual
representation. The meanings and consequences of gender transgression
depend on who it is performed by, and could involve violence and ex-
pulsion. At the same time, the transgression may act as a platform for
influence or personal advancement. As an aesthetic and subject, the an-
drogynous figures of visual culture have nevertheless fulfilled a function
for collectors, artists, and viewers with desires outside the heteronorm.

TRANSLATED FROM SWEDISH
BY JANET COLE
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BIA MANKELL

IDENTITETSLEKAR | PORTRATTKONST

Sommaren 2015 visades pa Instagram ett mérkligt 1700-talsportritt.
Det var Nationalmuseum som med anledning av Stockholm Pride
Festival lagt ut en bild ur sina samlingar. Var det en man eller kvinna
som portritterats? En sjdlvklar fraga kanske nér det giller portritt,
men en fraga som haft olika betydelse under olika arhundraden.
Bilden pa Instagram var ett portritt forestillande den svens-
ke friherren, hovmannen och generalen Gustaf Mauritz Armfelt
(1751-1814). Det ar signerat 1785 av den svenske konstnaren Adolf
Ulrik Wertmiiller (1751-1811). I en blick, praglad av den vister-
landska 1900-talskulturen och dess konventionellt dualistiska kons-
uppfattning, framtrider i portrittet en kvinna iklidd gul armlos
klanning med en boa &ver axlarna som glidit ned &ver den ena
mjukt sluttande axeln. Den kvinnliga apparitionen bryts emeller-
tid av inslag 1 gestaltningen av ansikte och kropp som férknippas
med manliga drag. En tvetydighet uppstiar. Och kanske var det
detta som var meningen med portrittet. I sin tid var detta portratt
ett bland manga som ingick 1 en portrittdiskurs déar leken med
olika roller var central och dér inspiration till detta kom fran opera
och teater. Konstformer som utmanade konstens komplexa rela-
tion till verklighet och dér den teatrala férhdjningen var ett viktigt
instrument. Att befinna sig pa gransen mellan verklighet och konst
och balansera dar uppluckrar till slut gransen och det konstnérliga
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BIA MANKELL

PLAYING WITH IDENTITY IN PORTRAITURE

In the summer of 2015, an odd eighteenth-century portrait came up on
Instagram. It was the Swedish Nationalmuseum’s way of marking the
Stockholm Pride Festival with an image from their collections. Was the
sitter a man or woman? An obvious question to ask about a portrait, but
one that has had different meanings down the centuries.

The Instagram post was a portrait from 1785 of the Swedish baron,
courtier, and general Gustaf Mauritz Armfelt (1751-1814) by the Swedish
artist Adolf Ulrik Wertmiiller (1751-1811). To the modern eye, schooled
by twentieth-century Western culture and its conventional, dualistic no-
tion of gender, the portrait appears to be of a woman wearing a yellow
sleeveless tunic and a tippet, which has slipped to show the gentle slope of
a shoulder. Yet there is a disconnect between this female presence and the
clements of the face and body that are associated with maleness. There
is ambiguity. And perhaps that was the point of the portrait. In its day,
it was one of many that made up a discourse which played with the idea
of people’s roles in life, and which drew its inspiration from opera and
theatre—art forms that challenged the complex relationship between art
and reality, and where a heightened theatricality was an important tool.
The fine line trodden between reality and art eventually petered out; the
limits to art fell away. This is something we can recognize in our own time.

In this essay, I would like to show how the portrait was a site where,
then as now, one could play with different identities, whether gender or
social position, and which came to play a significant part in eighteenth-
century art—art in the form of theatre, opera, poetry, and literature. This



rummet tenderar att bli grianslost. Hari ligger nagot som kénns igen
1 var egen tid.

I denna artikel vill jag visa hur portrittet da som nu blir en plats
for lek med olika roller som har att géra med saval kon som so-
ciala positioner. Fér denna genus- och rollek kom under 1700-talet,
som ovan namndes, konsten att spela en betydelsefull roll, konsten
1 form av teater, opera, dikt och romaner. Vid den hér tiden hade
dnnu inte uppdelningen mellan offentligt och privat blivit sa skarp
som 1800-talets borgerliga samhalle aktualiserade. I detta tilldelades
man och kvinnor vasensskilda roller utifrdn paradigmet offentlighet
kontra det privata. Med fokus pa leken med identitetens skiftande
skepnader framstdr dven var egen tid som en plats f6r det granslosa.
Idag spelar dock inte opera och teater lika stor roll 1 samhéllskulturen
som pa 1700-talet utan istdllet ser vi en férblandning mellan media,
populdrkultur och vardagsverklighet. I 2000-talets samhallskultur
har privata och offentliga sfarer luckrats upp, till {6rman f6r en hogre
grad av intimisering inte minst pa grund av den alltmer framtriadan-
de individualiseringen 1 samspel med utvecklad digitalisering. Media
och den digitala kommunikationens 6kade betydelse och méjligheter
ar avgorande for var tids nya offentliga arenor priglade av indivi-
duella nétverksstrukturer och globala perspektiv. Konstillhérighet
problematiseras och diskuteras i1 konsten inte sdllan pa ett lekfullt
sitt genom den konstnérliga gestaltningen.

PORTRATTDISKURSEN

Portritt som genre anknyter till grundliggande fragestéllningar
kring konstens vara: som avbildande, som symboliserande och som
estetisk upplevelse. Oavsett var tyngdpunkten ldggs 1 definitionen
av portritt handlar det om att ett portritt férmedlar nagot av den
avbildades ndrvaro. Det dr denna nirvaro som ar vasentlig 1 upple-
velsen av portritt. Narvaron forstirks ju mer likt portrittet dr den
avbildade. Med likhet menas da att igenkdnningsgraden ar hog. Det
mnebdr inte alltid att avbildningen 4r exakt och detaljrik, snarare
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was an era when the division into public and private was not yet as abso-
lute as it would become in nineteenth-century middle-class society, where
men and women were accorded completely different roles according to
the paradigm of public versus private. Look at the way people play with
shifting guises and identities, and ours too is a time of boundless possibil-
ity. Today, however, it is not opera and theatre that set the pace as they
did in the eighteenth century; instead, it is the media, popular culture,
and everyday life together. In twenty-first century society, the private and
public spheres are no longer hard and fast, and there is a greater degree
of intimization, driven in part by an ever more strident individualization
and advancing digitization. The increasing importance of the media and
digital communication, and the opportunities they bring, are crucial for
our new public arenas, which are characterized by individual networks
married with global perspectives. Gender is problematized and discussed
in art, often in a way that is distinctly playful.

THE PORTRAIT DISCOURSE

The genre of portraiture speaks directly to the fundamental questions of
the nature of art. Is it a reproduction, a symbolization, an aesthetic expe-
rience? Regardless of where one puts the emphasis in one’s definition, a
portrait conveys something of the presence of the sitter. It is this presence
which is essential to the experience of a portrait. The more like the sitter
it 1s, the greater the presence, by which I mean that the recognizability
is high, not necessarily that it is accurate and detailed; in fact, it is more
likely to be taken as a good likeness if there are ‘gaps’ in the portrayal
that leave it open to viewers insert their own memories of the sitter into
the portrait. In this way, a portrait is almost always open to a degree of
co-creation with the viewer.

When we look at older portraits, such as those from the eighteenth
century, they sometimes appear highly idealized, and very much of the
common mindset about how ideal looks should be portrayed; they seem
composed in the prescribed manner to provide a certain immediacy and
movement, albeit limited, with obvious props and attributes designed



upplevs likheten mer pataglig om det finns "glipor” 1 avbildningen
som mojliggor for betraktaren att leva sig in 1 portréttet med sin egen
minnesbild av den avportratterade. Pa sa vis Oppnar néstan alltid ett
portritt for ett visst medskapande fran betraktaren.

Nar vi idag betraktar dldre portritt, som exempelvis de fran
1700-talet, framstar de ibland som starkt idealiserade och forskona-
de, vdl inpassade 1 en gemensam férestillningsram om hur utseende-
idealet skulle gestaltas. Portratten tycks komponerade pa foreskrivna
sétt for att dstadkomma viss 6gonblicklighet och rérelse, om 4n be-
gransad, men ocksa med uppenbara inslag av rekvisita och attribut
som ska associera till gudar, gudinnor, allegorier eller andra identite-
ter. Det dr hir som dagens betraktare kan fa problem 1 upplevelsen
och forstaelsen av portrittet, eftersom var tids forestallning om ett
portritt 1 hogre grad ar grundat 1 1800-talets portrattkonvention, det
psykologiska portrittet. Dagens betraktare ser kanske 1700-talets
portritt mer som teater, performance eller iscensdttning dn som in-
trdngande personskildring. Pa samma sitt som idag var det emeller-
tid viktigt att ett portritt skulle likna den avbildade. Snarare ar det
1 detta begrepp, likhet, som problemet tycks ligga. Begreppet likhet
ar synnerligen komplext och mangtydigt.! Hur likhet uppfattas kan
skilja sig mellan olika drhundraden. Under 1700-talet bedémdes lik-
het utifrdn individens sociala tillhérighet och karaktér 1 hégre grad
an den fysiska. Det fanns naturligtvis olika uppfattningar om huru-
vida ménniskans yttre speglade dess inre, men en allmén forestall-
ning radde att mdnniskans fysionomi uttryckte hennes personliga
egenskaper.? Dessa egenskaper dar esprit och det sjélsliga var av stor
betydelse skulle 1 sin tur ocksa férmedla bord och dygd. Likhet hand-
lade helt enkelt om social likhet i f6rsta hand.

I upplevelsen av portritt ligger implicit en forestillning om att
det skapats 1 samrad och 1 ndrvaro av den avbildade, att konstniren
upplevt den avbildade i verkligheten. Det dr den personupplevelsen
som ligger till grund for portrittet och som uttrycks genom det.
Denna tanke bidrog ocksa till idén om att betraktaren av portrittet
kunde uppritta en relation till den avbildade utifrdn sina minnen
och upplevelser. Detta blir en konvention 1 betraktandet av portratt
och skapar mojligheter till inlevelse. Emellertid var det pa 1700-talet
inte ovanligt att konstnédren utférde ett portritt med ett annat por-
tritt som utgangspunkt, eller kopierade ett redan befintligt portratt.?
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to bring to mind gods, goddesses, allegories, or other identities. This
is where modern audiences can find it tricky to experience and under-
stand a portrait, because our conception of portraiture owes so much to
nineteenth-century convention in the shape of the psychological portrait.
We are given to seeing eighteenth-century portraits as theatre—as per-
formances or stagings—rather than as penetrating studies of character.
Then as now, though, it was still important for a portrait to be a likeness
of its subject. Rather, it is this term, ‘likeness’, that is at the heart of the
problem. The concept of likeness is especially complex and ambiguous.'
What similitude might be differs from century to century. During the
eighteenth century, it was judged according to the sitter’s social position
and character, far more than any individual physical attributes. Of course,
views differed on whether outward appearance mirrored the soul, but
there was a general belief that human physiognomy did indeed express
personal characteristics.> And in turn, these characteristics, of which wit
and intellect were crucial, were tokens of birth and virtue. In the first in-
stance, similitude was simply a question of social conformity.

In experiencing a portrait, there is an implicit notion that it was cre-
ated in the presence of the sitter, and in consultation with him or her—that
the artist experienced the reality so depicted. It is that personal experience
which is fundamental to the portrait; that is what it expresses. It also
fuelled the notion that viewers could establish a relationship with the
portrait’s subject, based on their own memories and experiences. This
became the convention for how to view portraits, and created opportuni-
ties for empathy. However, in the eighteenth century it was not unusual
for artists to paint from another portrait rather than from life, or indeed
to copy an existing portrait.?> The viewer’s part in co-creating is discussed
in portrait theory, and in particular by the English painter and writer,
Joshua Reynolds, who in his Discourses on Art (1797) said that an exact re-
semblance could equally well be thought quite unlike the subject if there
was no co-creation with the viewer. Instead, the portrait would be thought
lifeless and rigid. Therefore, a good many portraits in the eighteenth cen-
tury were designed in a way that is sometimes seen as somewhat oblique.*

The eighteenth-century view was that the idealized portrait was a
higher form of art, far above the physiognomically exact portrayal, as
is borne out in a number of contemporaneous texts. Appearance was
associated with social class, and social identity was reinforced by the sit-
ter’s clothes, accessories, props, and attributes. Cosmetics also played a



Betraktarens medskapande funktion diskuterades inom portritteori,
déribland den brittiske konstndren och akademiledamoten Joshua
Reynolds, som 1 sin Discourses on Art (1797) menade att ett detaljerat
portritt lika vil kunde uppfattas som totalt olikt om den medska-
pande funktionen saknades. Portrittet blir da 1stallet livldst och stelt.
Darfor kommer en hel del portritt under 1700-talet att utformas pa
ett satt som ibland uppfattas som nagot diffust.*

1700-talets uppfattning om det férskénade portrittet som uttryck
for en hogre stiende konst dn det fysionomiskt lika kom till uttryck 1
en rad texter vid tiden. Utseendet férknippades med samhéllsgrupp.
Den sociala likheten forstarktes med kldder, detaljer, rekvisita och att-
ribut. I detta sammanhang spelade ocksa smink en central roll. Smink
var en konvention f6r bada kénen och levde kvar langt in 1 det sena
1700-talet. Det skapade en forskoning som var atravard och levande
mom aristokratins ideal. Alexander Roslins (1718-1793)popularitet
ar ett exempel pa detta dir genom sminkningen bade ménnen och
kvinnorna ar starkt forskonade.” Se exempelvis Roslins portritt av
ett okédnt par 1 G6teborgs konstmuseums dgo. Sminket utgdr ocksa
hirigenom en grund 1 férestdllningen om ”det kvinnliga 1700-talet”.
Kvinnorna sminkade sig mer dn mén. Sminket var vittonat och tjockt
palagt med kraftig rouge pa kinderna som skulle accentuera det artifi-
ciella, inte det naturliga. Fargen pa sminket var dven symboliserande.
Det vita stod f6r ungdom, renhet och upplysthet medan den réda f6r-
medlade hédlsa och livskraft.® Eftersom kvinnorna sminkade sig mer
dn mannen raljerades det ibland om att det kvinnliga portrattet egent-
ligen var ett portritt av hennes eget portratt astadkommit genom
smink.” Det starka rouget mot det vitsminkade ansiktet var ocksa
vanligt pa teatern. En konstnir som fingade upp det starka rouget i
sina portritt var fransmannen Jean-Marc Nattier (1685-1766). I hans
portratt av Madame de Maison-Rouge som Diana ér de rougesmin-
kade kinderna tydligt accentuerade. Vidare forknippades portritt-
konsten 1 hég grad med kvinnan dels genom att det var ett maleri
som kvinnor sjilva ofta praktiserade, dels genom att de stindigt var
féremal f6r avbildning. Idén att sminka sig och darigenom skapa en
bild av sitt eget ansikte var ocksa en bidragande faktor till genrens
férknippning med det kvinnliga konceptet.® I rokokons maleri kom
konsskillnaden 1 bilduttrycket att minska, nagot som 1 sin tur inne-
bar en mer tydlig identifikation med det kvinnliga f6r gestalternas
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key part here. Make-up was the convention for both sexes well into the
late eighteenth century. It beautified and enlivened the wearer in a way
that was desirable, according to aristocratic ideals. Alexander Roslin’s
(1718-93) popular portraits are an example of this, where both men
and women are heavily made-up to enhance their appearance.” Hence
Roslin’s portrait of an unknown couple in Gothenburg Museum of Art’s
possession, to which I will return. Make-up was also very much part
of the notion of ‘the feminine eighteenth century’. The women made
themselves up more than men. The make-up was whitish in tone and
applied with a heavy hand, with brightly rouged cheeks accentuating the
artifice of it all, not the naturalness. The colour of the cosmetics was also
symbolic. The white stood for youth, purity, and enlightenment, while
the red signalled health and vitality.® Since women wore more make-up,
there were jokes that women’s portraits were actually portraits of portraits
that had been painted in cosmetics.” Heavy rouge on a whitened face was
also common on the stage. One artist who captured the effect of rouge in
his portraits was the Frenchman Jean-Marc Nattier (1685-1766). In his
portrait of Madame de Maison-Rouge as Diana, her rouged cheeks show
clearly. Further, portraiture was largely associated with women—it was a
genre that women themselves often practised, and they were so often the
subjects—and the idea of making oneself up and so creating an image of
one’s own face was a contributory factor in the genre’s association with all
things female.® In the rococo era, the gender differences were to decrease,
which in turn brought a clearer identification with the feminine in the
sitters’ appearance in the paintings. Because of the gracefulness of his fig-
ures, but also his palette and brushwork, an artist such as the Frenchman
Francois Boucher (1703-70) came to be closely associated with this ‘femi-
nine’ mode. Critics of the rococo idiom, such as Denis Diderot, saw in
it the reality of a frivolous life made possible by wealth. Diderot speaks
of the subjects as little women, ‘petites femmes’, and the feminine men
as ‘petites-maitres’.’ The so-called feminization seen in the rococo period
has not been explored as much as the masculinization brought by neo-
classicism, which the American art historian Melissa Hyde attributes to a
nineteenth-century contempt for femininity."

The importance of the theatre, opera, and literature for the notion
that the body and face convey meaning is considered by many historians,
including Carolina Brown and Melissa Hyde, be central to the eighteenth-
century portrait discourse. On the stage, gesture and body language are



framtrddande 1 bilden. En konstndr som fransmannen Francois
Boucher (1703-1770) kom ofta, genom det gracefyllda uttrycket hos
gestalterna men ocksa genom kolorit och penselarbete, att férknip-
pas med denna mer “kvinnliga” framstéllning. Rokokons kritiker,
som exempelvis Denis Diderot, sag dessa konstnidrliga gestaltningar
som reella uttryck for ett frivolt leverne méjliggjort genom rikedom.
Diderot talar om de smé kvinnorna, petites femmes, och de feminina
mannen som petites-maitres.’ Den sa kallade "femininiseringen” inom
rokokon har inte utforskats lika mycket som maskuliniseringen inom
nyklassicism, vilket den amerikanska konstvetaren Melissa Hyde
hanfor tll 1800-talets forakt for femininitet.'

Teatern, operan och romanens betydelse for forestallningar om
kropp och ansikte som meningsbdrare 1 portrittkonsten anses av
flera forskare, som exempelvis Carolina Brown och Melissa Hyde,
vara centralt fér 1700-talets portréttdiskurs. Inom teatern spelar ges-
tik och kroppssprak en central roll 1 skadespelarnas kommunikation
pa scenen. I aristokratins livsstil, dar grianserna fl6t mellan teater,
amatorteater, dans, musikaliska framtradanden och social samvaro,
kom dédrmed kroppens uttryck i rérelse och sprak att bli ett med-
vetet inslag 1 sdttet att vara.'' Den behagfulla rorelsen och gracen blir
tecken pa klasstillhorighet. Intressant 1 sammanhanget ar att reflek-
tera 6ver huruvida var egen tids digitala och globala visuella kom-
munikation, dir mediabilder, selfies, och 6vriga bilder, formar vart
kroppssprak och hur detta vardesatts 1 perspektiv av var kroppsliga
traningskultur.

GRACEN OCH DEN BEHAGFULLA RORELSEN

I Alexander Roslins dubbelportritt av ett okant par, eventuellt arki-
tekten Jean-Rodolphe Perronet och hans hustru, framtrider efter en
stunds betraktande en for tiden inte ovanlig rorelseaspekt 1 1700-talets
bildkonst: en gracil, litt boljande rorelse igangsatt av diagonala linje-
spel 1 bildkompositionen. Den framstér tydligast 1 det bla sidentyget
som placerats invid foénstret. Genom ljuset som trénger sig in tycks
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central to how an actor communicates. An aristocratic lifestyle, with its
fluid boundaries between theatre, amateur theatre, dance, musical per-
formance, and social intercourse, took physical expression in movement
and language and made it a conscious form of behaviour.!! Poise and
grace were marks of social rank. It is interesting to pause and reflect on
whether the digital and global communications of our own day, where
media images, selfies, and other pictures abound, are just as given to
shaping our body language, and what this might mean for our culture of
physical exercise.

GRACEFUL MOVEMENT

A moment’s consideration of Alexander Roslin’s double portrait of an
unknown couple (possibly the architect Jean-Rodolphe Perronet and his
wife) reveals that sense of movement so common to eighteenth-century
art, here as a delicate rise and fall following the diagonal lines of the com-
position. It appears most clearly in the blue silk curtain at the window.
The light falling on the fabric seems to set it billowing into the room in a
gentle diagonal line. This movement also divides the room into two sides,
one for the woman and one for the man. The two spaces are brought
together, however, in their hands and arms, which meet over the desk
that divides them. In a similar manner, a diagonal counter-movement is
set up on the man’s side, up through the embroidered coat-skirt of his
brown velvet coat and on to his wide, richly embroidered cuff. It draws
the gaze to the architectural model in his hand, and just below it the tray
of shells that the woman is holding. Her dress, with its voluminous silk
skirts and articulated folds, amplifies the graceful movement, faint echoes
of which carry over into the wallhangings. The artist, by carrying the
continuous movement through the painting’s composition and configura-
tion, reinforces both the portrait’s and the subjects’ air of grace, elegance,
and charm—prized qualities so often found in the portraiture of the day.
The gentle movement, brushing against a kind of continuous present first
here, then there, can also be read as a paradigm, as can its supposedly
feminine fickleness. This graceful movement in both imagery and body



tyget fa fart och ror sig indt rummet 1 en latt diagonal linje. Denna
rorelse delar ocksa rummet 1 tva sidor, en f6r kvinnan och en for
mannen. De tva sfiarerna sammanbinds emellertid med varandra
genom kvinnans och mannens hiander och armar som pa skilda satt
mots 6ver skrivbordet, vilket de befinner sig pa varsin sida om. Pa
ett liknande sdtt dras en motsatt diagonal rorelseriktning 1 bildens
andra dnde upp genom mannens broderade rockskoért 1 den bruna
sammetsjackan, och den far sin fortsattning i jackans breda och ut-
stofferade drmslag. Har uppmiarksammas den arkitekturmodell som
mannen haller 1 och snett nedanfér lddan med snickor som kvin-
nan haller 1. I hennes klanning med det béljande sidentyget och det
artikulerade veckfallet, forstirks den behagfulla rorelsen som likt ett
skugglikt eko aterklingar 1 tapetens monster. Genom att pa detta vis
1 bildens komposition och gestaltning arbeta med ett genomgaende
rorelsetema stirker konstndren portrittets och de avportritterades
uttryck av grace, elegans och behagfullhet, uttryck som uppskattades
av tiden och som sa ofta dterfinns 1 tidens portrittkonst. Den latta
rorelsen, 1 ett slags standigt pagaende nu och som berdr nagot dn har
dn ddr, kan ocksa uppfattas som en livshéllning, en flyktighet som
inte sillan liknades vid en kvinnlig aspekt. Denna gracefyllda rorelse
1 saval bildsprak som kroppssprik handlade inte om att uttrycka ak-
tivitet eller 6gonblicklighet utan istéllet forfining och kultivering.'
Forfining och kultivering lag dven till grund f6r hur kladedrikten
framhévde kroppen, ndgot som var sarskilt viktigt 1 forklddnads- och
rollportritt. I dessa kunde den aristokratiska kroppen, den ideala,
med dess grace litt avsloja den avbildades verkliga status. Har
spelade ocksa hiandernas utformning och rérelse en central roll. De
skulle vara synliga och genom sittet att halla nagot accentuerades den
kroppsliga gracen.”® Gracen var 6verordnad kén och fran och med
1745, da den svenske portrattmalaren Gustaf Lundberg (1695-1786)
aterkom till Sverige fran Frankrike, blir den kdnsoverskridande gra-
cen inom portrittkonsten aktuell 1 Sverige.'
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language had nothing to do with expressing activity or immediacy, but
rather refinement and cultivation.'” The same refinement and cultivation
also lay behind the way in which dress emphasized the body. This was
particularly important in disguise portraits and role-portraits, for it was in
them that the aristocratic body, the ideal in all its grace, easily betrayed the
sitter’s real status. Here too the hands’ form and movement were central.
They were on show, and the way they held anything was designed to
accentuate the sitter’s physical grace.'® Ultimately, grace eclipsed gender,
and from 1745, when the Swedish portraitist Gustaf Lundberg (1695-
1786) returned to Sweden from France, agendered elegance first began to
appear in portraits in Sweden.*

ROLE-PORTRAITS

Grace in movement and in facial expression thus communicated high
social rank as it then was. What mattered was social position, and this
was what was primarily reflected in the portraits. This is very obvious
from the role-portraits that were enduringly popular among the upper
classes. In Gustaf Lundberg’s portrait of Juliana Dorothea Henck, later
Schroder, she is portrayed as a shepherdess. Here it is the hat, the bergere
or shepherdess’s straw hat, which reveals her chosen role. In this portrait,
too, graceful movement is a central theme. It is found in the motion of
her arms and the dexterity of her hands, poised to catch a butterfly and
then release it. The woman’s attention, fixed on the branch, the budding
leaves, and the butterflies close to her hands, gives the painting a more
profound theme, to do with the reality of the present and transience. The
elegant bit of business with the butterflies signals carefreeness, but also,
because of the impermanence they symbolize, it creates another, more
ethereal movement in the portrait. The elegance of the movement is un-
derscored by the liveliness of the pink fabric, which in the play of light
creates depth and surface, and reinforces the sense of transience and in-
stantaneity about the portrait. It is the fabric that created this movement.
Its original function as a scarf is long gone. It has become a visual mark
with a purely aesthetic function.



ROLLPORTRATT

Genom gracen 1 kroppsrorelserna och 1 ansiktets uttryck kommuni-
cerades sdledes den hoga sociala rangen 1 klassamhillet. Det var den
sociala positionen som var det vdsentliga och det var denna som 1
forsta hand skulle uttryckas 1 portratten. Detta blir sarskilt tydligt 1
de olika rollportritt som blev populdra i de hégre klasserna. I Gustaf
Lundbergs portritt av Juliana Dorothea Henck, gift Schroder, ar
kvinnan framstilld som herdinna. Har 4r det hatten, den sd kall-
lade herdinnehatten av halmflita, som avsléjar rollen som kvinnan
antagit. Aven i detta portritt framstir den gracila rérelsen som ett
centralt tema 1 bilden. Det aterfinns 1 armarnas rorelse och hander-
nas litta handlag som skulle kunna fanga en fjaril {or att sedan lata
den flyga vidare. Kvinnans uppmirksamhet mot tradstammen, de
spirande bladen och fjarilarna i ndrheten av hinderna ger bilden
ocksa ett djupare tema som har med nuets ndrvaro och forganglighet
att gora. Den behagfulla leken med fjarilarna uttrycker en sorglos-
het som genom fjirilssymboliken, férgéngligheten, skapar en annan
mer forandligad rorelse 1 portrittet. Den gracila rorelsen forstarks
ocksa av det rosa tygets lekfulla rérelse som genom ljuset skapar djup
och yta och stirker upplevelsen av det tillfalliga, det 6gonblickliga 1
portrittet. Tygets funktion ar just detta att skapa rorelse. Kontakten
med dess ursprungliga funktion som sjal ar bruten. Den har blivit ett
visuellt tecken med enbart en estetisk funktion.

Att genom rollspel synliggéra den egna identitetens klasstillhérig-
het var ett bevis pa klassens seger dver det yttre. Den adliga tillhorig-
heten, som tidigare namnts, kunde aldrig d6ljas utan fanns alltid med
genom sittet att rora sig och den sjdlsliga upphdjdhet som kom till ut-
tryck 1 den kroppsliga apparitionen. Sa blir det tydligt hur Christina
Margareta Augusta Tornflycht, 1 ett portritt av Gustaf Lundberg fran
1739, avslojar sin sociala rang genom sin stolta och eleganta kropps-
héllning men ocksa genom hénderna dér fingrarnas elegans ar 1 fard
med att 6ppna en vdska. Den skira sjaletten antyder motivet f6r rol-
leken, en bondflicka. Sjaletten tycks sa ldtt och genomskinlig att den
knappt berér huvudet och den ar sa 16st knuten sa att halsen och det
behagfulla ansiktet framtrdder. Den har framstillts som ett attribut,
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The use of role-play to exhibit their identity and social class was a tes-
tament to the upper class’s victory over appearances. Nobility, as we have
seen, could never be disguised; it was always there in the way they moved
and in their nobleness of character, which was borne out in their demean-
our. Thus Christina Margareta Augusta Tornflycht, in a portrait by Gustaf
Lundberg from 1739, makes her social rank plain in her proud and elegant
pose, but also in her hands, fingers poised elegantly in the process of opening
her valise. Her diaphanous kerchief hints at the subject matter of the role-
play: she is a peasant girl. The kerchief seems so light and transparent that
it barely touches her head, and it is loosely tied, not to obscure her elegant
neck and face. This is not a headscarf, worn to protect her head, but an at-
tribute; the attribute of a peasant girl that shows the woman to be even more
graceful, in a way that only a member of the upper classes could aspire to.

Identification between the sitter and his or her chosen role was never
a likely prospect. Instead, this kind of portrait was about throwing the
sitter’s true identity into relief. The women who sat as shepherdesses
or peasant girls were part of a visual convention that held these types of
roles suitable for wedding portraits. The portraits in which they appear as
goddesses—Diana, for example, or Flora—were not about being portrayed
as goddesses, identifying with them, but rather about being compared
with them and their characters.'® A role-portrait should be seen as a kind
of constructed narrative about the subject’s dreams and ideas about life
behind the social facade.

Another type of role-portrait that was very popular was the ancient
god or goddess. By taking on the role of an ancient goddess, the sitter
underlined a character trait she wanted to convey in addition to her ac-
tual appearance. It was not a question of identification. The mythological
goddesses became popular portrait motifs because of the sublimity they
embodied. There was a certain appeal in being portrayed as Venus, god-
dess of love, or Diana, the goddess of the hunt. Especially Diana, who
according to the myth was the chaste and decorous goddess of the moon,
and for which reason became a popular role for portraits commissioned
by the husband or parents of the sitter.' In these paintings, animals and
nature are little more than attributes, toned down in order to keep the
focus on the modern hairstyle, makeup, jewellery, and graceful body
language that pointed up the woman’s high social rank. Diana portraits
became extremely popular. One example is Nattier’s portrait of Madame
de Maison-Rouge, mentioned earlier.



inte en sjalett som ska skydda huvudet. Genom bondflickans attribut
framstar ddrmed kvinnan som dn mer fylld av den grace som endast
overklassen kunde uttrycka.

Identifikationen mellan modell och roll var egentligen aldrig ak-
tuell. Istallet handlade den har typen av portritt om att rollen gav re-
lief till identiteten. Modellerna som agerar som herdinnor eller bond-
flickor ingick 1 en bildkonvention dér dessa rolltyper ansags passande
for portritt 1 samband med giftermal. De portritt dédr modellerna
agerar gudinnor som exempelvis Diana eller Flora ska inte heller ses
som att de avbildade &r dessa gudinnor, att de vill identifiera sig med
dem, istéllet handlar det mer om att jamféras med dem och deras ka-
raktdrer."” Rollportritten kan snarare ses som ett slags konstruerade
berittelser om modellens drommar och tankar om livet bortom den
sociala fasaden.

Att avportrittera sig som antikens gudar och gudinnor var ocksa
en typ av rollportritt som var mycket populdra. Genom att gd iniden
antika gudinnans roll férstérktes ett karaktdrsdrag man 6nskade for-
medla och lagga till sin apparition. Det handlade som tidigare ndmnts
inte om identifikation. De mytologiska gudinnegestalterna blev po-
puldra portréttposer genom den upphojdhet som gudagestalten inne-
bar. Att lita sig portritteras som karleksgudinnan Venus eller jakt-
gudinnan Diana var attraktivt, sarskilt Diana som enligt myten var
den kyska och anstindiga mangudinnan. Av denna anledning blev
dianarollen populdr {6r portritt bestéllda av dkta mian eller féraldrar
till den avbildade.'*I dessa framstallningar blev djur och natur attribut
som gdrna tonades ner till {6rman for ett tydligare fokus pa modern
frisyr, smink, smycken och det gracefyllda kroppsspraket som skulle
framhéva den hoga sociala klasstillhorigheten. Dianaportrétten blev
synnerligen populdra och ett exempel ar Nattiers tidigare nimnda
portratt av Madame de Maison-Rouge som Diana.

Rosornas och blommornas betydelse 1 portrittkonsten som attri-
but och symboler f6r kvinnans skénhet och fruktbarhet var en vanlig
bildkonvention. De utslagna rosorna star féor den mogna kvinnan
och knopparna fér flickan. Rosorna spelar bade en dekorativ och
symboliserande roll i den franska konstniren Louise Elisabeth Vigée
Le Bruns (1755-1842) portrittet av en okdand dam som Flora. Flora
var blomstrens, frukternas och vinstockarnas gudinna och koppla-
des samman med varen da allt bérjar vaxa. Hon var en ldnk till
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The significance of roses and other flowers as attributes, the symbols
of a woman’s beauty and fecundity, was a standard portrait convention.
Roses in bloom stood for the mature woman, roses in bud for the girl.
Roses played both a decorative and symbolic role in the portrait of an
unknown lady as Flora by the French painter Louise Elisabeth Vigée Le
Brun (1755-1842). Flora was the goddess of flowers, fruit, and vines, and
was associated with the spring, when everything starts to grow, so she
was a link to fertility too, hence the bare bosom. This also meant that sit-
ters could be portrayed like the goddess, bare-breasted, without it being
considered offensive.

The fact that portraiture was strongly associated with the theatre and
opera was of great importance for the role-portrait. In the operas and plays
of the day, which frequently revolved around disguise and intrigue, shep-
herdesses and country girls often had prominent roles. In an aristocratic
portrait, the peasant girl persona, unassuming and pastoral, brought to
mind intimacy and informality.” Role-portraits had a conscious duality,
the two poles being the sitter’s aristocratic character and the chosen role
in its fictional setting. The portraits operated on several levels at once: a
simplicity and modesty of pose spoke of the woman’s virtue, morals, and
spiritual character; the aristocratic elegance of certain details and a refine-
ment of body and gesture demonstrated her social rank. These had to be
emphasized, regardless of how incompatible they were with the role.'®

The hands’ significance in role-portraits has been touched on earlier,
but their importance for the portrait’s quality and values is confirmed
by the fact that an artist such as Gustaf Lundberg would paint the hands
himself, while leaving the clothing and the rest to his assistants. In other
genres of portrait painting, the hands are not as prominent.'® The range
of roles grew and became associated with different types of portraits,
such as the betrothal portrait, where the shepherdess or peasant girl were
thought appropriate, and the same was true of the so-called masquerade
portraits. These became extremely popular in Sweden after 1753, when
there was a sudden surge in interest in masquerades following the found-
ing of Queen Ulrika Eleonora’s theatre company and the reinstitution of
the public masquerade balls in the old Bollhuset theatre in Stockholm.?’
The masquerade’s popularity as a social event in the 1770s was not lim-
ited to the royal court, but extended to all the upper classes.?! In opera,
theatre, poetry, and novels, the masquerade’s tropes of disguise and mis-
taken identity were constant themes. This was much appreciated, and



fruktbarhet, ddarav det nakna brostet. I det har fallet innebar detta
ocksa att den avportritterade kunde avbildas sd, som gudinnan med
det blottade brostet, utan att detta ansags anstotligt.

For rollportritten har portrattgenrens foérbindelse med teatern
och operan stor betydelse. I tidens operor och teaterstycken, dir
forklddnadsintriger gérna férkom, spelar herdinnor och bondflickor
mte sdllan framtrddande roller. Bondflickan som aristokratisk
portrittpose, ansprakslos och pastoral, associerade till intimitet och
ndgot informellt.”” Rollportritten bar pa en medveten dubbelhet
synliggjord genom bade modellens hogre staindskaraktidr och en
specifik rollkaraktdr i en fiktiv milj6. I portritten fanns da flera nivaer
parallellt: enkelhet och anspraksloshet 1 posen som skulle anknyta
till kvinnans dygd och moral och sjilsliga karaktidr, aristokratisk
elegans 1 vissa detaljer samt den férfinade kroppen och gestiken som
visade social tillhérighet. Dessa maste accentueras hur oférenliga de
dn var med rollen."®

Héndernas betydelse irollportritten diskuterades tidigare men att
detta ocksa fick betydelse for portrittets kvalitet och virde visar att en
konstnar som Gustaf Lundberg sjalv utférde dem, medan drikt och
annat kunde utféras av medhjalpare. I andra portritt an rollportratt
ar handerna inte lika framtrddande.” Rollerna i portritten utokas
och de férknippas med olika typer av portritt, som exempelvis tro-
lovningsportritt dar just herdinnerollen eller bondflickan var aktuell
men hdr aterfinns ocksd de sd kallade maskeradportratten. Dessa
blir synnerligen populdra 1 takt med det stora intresset for maskerad
som vaxer fram i Sverige efter 1753 da Ulrika Eleonoras teatertrupp
etablerats och de sa kallade Bollhusmaskeraderna &terinférdes.?
Maskeradens popularitet som umgzngesform under 1770-talet gallde
inte bara inom hovet utan dven utanfér bland de hogre standen.?' I
opera, teater, dikter och 1 romaner anviandes maskeradens forklad-
nads- och férvaxlingstema standigt. Detta uppskattades mycket och
sammanblandningen mellan livet pa teatern och livet 1 verklighe-
ten tenderade att bli alltmer niarvarande.?* Upplevelserna pd tea-
tern handlade ocksd om skadespelarnas elaborerade kroppssprak
och gestik. I samtida teaterbilder och kostymskisser, exempelvis de
av Jean-Antoine Watteau, finns detta bevarat. Poserna och gester-
na aterkommer 1 maleriet och ekon av detta finns dven 1 portritt-
konsten.?® Dansen ansags beframyja ett kroppsligt rérelsemonster som
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there was a growing willingness to confuse life on stage for life in reality.?*
The theatrical experience also encompassed the actors’ elaborate body
language and gesture, as can be seen in theatrical designs and costume
sketches by Jean-Antoine Watteau and others. The same poses and ges-
tures are found in the paintings of the day, and of course in portraiture.?
Dancing was considered to cultivate the deportment thought desirable in
an aristocrat—it was far from easy to move elegantly in an often elaborate
costume. And this interplay of dress and body language served to accen-
tuate and reproduce gender constructs.**

Lundberg’s studio was filled with masquerade portraits of this sort,
and the genre acquired its own look, as in his portrait in pastels of an
unknown lady. The palette, as so often, tends to pink on a greyish-green
background, unlike the portraits of shepherdesses and peasant girls,
which in Lundberg’s hands kept to a blue palette. With the body facing
forwards and the face slightly to the side as she glances in another direc-
tion, the picture has a certain immediacy of movement. The facial features
are idealized and firmly under control—hers is a pleasant but distant smile,
typical of the artistic convention. It is the stillness that the portrait projects
that illustrates the notion of the soul’s beauty; a stillness which in purely
iconographic terms survived well into the eighteenth century, despite be-
ing a convention from previous centuries. She holds her mask in one
hand, in the elegant fashion that only slender fingers can achieve, in an
expression of gracefulness. The mask was a mark of the masquerade’s
joyful festivities, with its opportunities to give full rein to their feelings
and to be playful in a way otherwise forbidden to people of their rank.
Masquerade portraits did not refer to specific events, however; they be-
came a portrait convention that demonstrated the sitter’s social standing.
As Carolina Brown has noted, the masquerade portrait, with its allusions
to a fashionable lifestyle and to literary and historical themes, was a sign
of their interaction with the social elite.*



var efterstrdvansvirt inom aristokratin. Roérelsemonstrens samspel
med en ofta komplicerad drikt blev inte séllan krivande. Driktens
samspel med kroppsspraket accentuerade och reproducerade kon-
struktionen av kon.**

Lundbergs ateljé fylldes av den hér typen av maskeradportritt och
genren skapar ett sarskilt framtradande, som exempelvis 1 ett portratt
av okdnd dam i pastell av Gustaf Lundberg. Koloriten ar som sa ofta
hallen rosatonad mot en gragron bakgrund, till skillnad mot de tidi-
gare nimnda herdinne- och bondflicksportritten, vilka girna holls
1 en blatonad kolorit, vad galler Lundbergs portritt. Med kroppen
frontalt och ansiktet nagot snedstélld dar blicken riktas at ett annat
hall framstar en viss 6gonblicklig rérelse 1 bilden. Ansiktsdragen &r
idealiserade och vilkontrollerade. Det vinliga men avstandstagande
leendet ar en typisk bildkonvention. Den stillhet som portrittet ut-
trycker askadliggjorde den forestillning om sjdlens skonhet som
rent ikonografiskt fortfarande levde kvar under 1700-talet, trots att
det var en portrattkonvention fran stormaktstiden. Genom att halla
maskeradmasken 1 sin ena hand pa det ytterst eleganta vis som en-
dast finlemmade fingrar kan mdjliggora, uttrycks gracen. Masken
blev ett attribut f6r den gladjefyllda fest som en maskerad innebar da
mojligheten att leva ut kinslor och vara lekfull annars inte tilléts av
standstillhérigheten. Maskeradportritt anknét inte till ndgon specifik
hindelse utan blev en konvention inom portréttkonsten som visade
till vilken social sfar den avbildade hérde. "Maskeradportrittrollen
med dess alluderingar pa savil fashionabel livsstil som litterdra och
historiska teman, var ett uttryck for interaktionen med den om-
givande sambhillseliten”, skriver Carolina Brown.*

DEN PASTORALA SCENEN

Genusleken var en vélkand foreteelse fran teatern och Opera comique
till umginget 1 salongerna. I férskéningen av herdar och herdinnor
mom bildkonsten framstilldes de som vore de ett och samma kon,
ndgot androgynt. Francois Boucher kom att foérknippas med starkt
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THE PASTORAL SCENE

Gender play was a well-known trope in theatres and opéra comigue and in
elegant salons alike. In art, prettified shepherds and shepherdesses were
portrayed as if they were one and the same sex, distinctly androgynous.
Francois Boucher is the artist most associated with such highly ideal-
ized portraits. He also developed genre painting, especially the eroticizing
motifs that included many of the pastoral themes, as in his famous Are
They Thinking about the Grape? (1747). In another painting, The Wooden Shoes
from 1768, it is interesting to note how the shepherd’s and shepherdess’s
gender is difficult to make out. A visual expression of masculinity and
femininity is not something that emerges from the painting. The two
figures are done in such a way as to make their gestures, their pleasing
expressions and posture, central to the image. It is worth dwelling on the
artist’s portrayal of their legs and feet. The man’s seem only slightly larger
than the woman’s. Otherwise, they are similarly elegant. So too are their
hands. The man’s face is only slightly darker than the woman’s. The
idiom is instead one of a shared game; an erotically charged atmosphere
with their eyes meeting, the red cherry the woman is holding to the man’s
mouth, the way he holds up a glossy cherry just above her belly, his finger
pointing up to her breast. The rose in her décolletage and the loose spray
of roses frame the young man. The composition is accentuated by the
painting’s oval form, which is also repeated in the loving couple’s pose.
There is no superordination or subordination here, whether based on
gender or power. In their roles and positions, Boucher’s shepherdesses are
often conventionally male; his shepherds are more female-coded. “The in-
terchangeability of Boucher’s figures effectively disrupts the formal codes
in a way that confuses normative distinctions between the very categories
of masculine and feminine’, writes Melissa Hyde.?® This lack of distinction
between masculine and feminine behaviour in many of his works instead
creates a gender equality of sorts. In these paintings, individuals not only
behave in the same way, regardless of their gender, but they are also
similar to one another, and especially their faces. There are reports that
Boucher actually used the same model for both shepherd and shepherd-
ess. Evidently, gender differences were not thought of sufficient interest
to draw attention to them in the paintings.” For Melissa Hyde, this stems



forskonande portratt. Han utvecklade ocksad genremaleriet, sarskilt
de erotiserande motiven till vilka de manga herde- och herdinne-
motiven hor, som exempelvis den vilkinda Zanker han pé druvorna?
(1747). 1 en annan malning, Triskorna frén 1768 dr det intressant att
iaktta hur gestaltningen av herdens och herdinnans kénstillhorighet
ar svar att uppfatta i bilden. Visuella uttryck f6r manligt respektive
kvinnligt dr inte ndgot som framtrdder 1 bilden. De tva gestalterna ar
framfor allt utférda sa att gestiken, gracen och det behagfulla 1 deras
1ansikten och kroppsuttryck, spelar huvudrollen. Se exempelvis hur
konstndren gestaltat deras ben och fotter. Mannens tycks endast
nagot storre an kvinnans. I 6vrigt bar de liknande eleganta uttryck,
sa aven handerna. Mannens ansikte dr endast ndgot morkare dn
kvinnans. Uttrycket koncentreras istéllet till den gemensamma le-
ken, den erotiserande atmosfaren med blickarna som moéts, det réda
korsbéaret som kvinnan lockar med strax intill mannens mun och
hur hans hand haller fram ett glansande korsbar strax ovanfor hen-
nes skote och med fingret pekande upp emot hennes brost. Rosen
vid hennes decoltage och de pa ett hinge spridda rosorna ramar in
den unge mannen. Aven vad giller komposition forstirks en helhet
genom malningens ovala form som likasa upprepas 1 karleksparets
gemensamma utformning. Hér finns ingen 6ver- eller underordning
utifran koén eller makt. Bouchers herdinnor antar ofta roller och
positioner som dr konventionellt manliga och hans herdar ar mer
kvinnligt kodade 1sina roller och positioner. " The interchangeability
of Boucher’s figures effectively disrupts the formal codes in a way
that confuses normative distinctions between the very categories of
masculine and feminine”, skriver Melissa Hyde.?® Genom avsakna-
den av skillnad mellan maskulint och feminint beteende och roller
skapas istdllet en likhet mellan kénen 1 manga av hans maélningar.
I dessa bilder beter sig individer inte bara pa samma sitt oavsett
konstillhorighet, de liknar ocksd varandra, sdrskilt ansiktena. Det
finns uppgifter om att Boucher visserligen anvinde samma modell
for bade herden och herdinnan. Det visar det faktum att olikheten
mellan kénen uppenbarligen inte var av sa stort intresse att markera
1 bilderna.?” Melissa Hyde hanfor detta till den vid tiden vélutveck-
lade traditionen av konsrollslekar. Harigenom ar sillan sjdlva be-
rattelsen framtrddande 1 Bouchers pastoraler, det ar leken som &r 1
centrum.”
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from the well-established tradition of gender role-play. Narrative is largely
conspicuous by its absence from Boucher’s pastorals; the focus is entirely
on play.?

The pastoral ideal dominated the aristocratic self-image in the eight-
eenth century, while it can also be seen as a reflection of the philosophi-
cal and ideological beliefs of the day. Nature as a place of recreation for
humankind, a humankind that yearned for freedom, was the ideal taken
up by the French Enlightenment thinker, Jean-Jacques Rousseau. Nature
and the countryside appeared to be free of artifice, and thus authentic
and simon-pure, in stark contrast to the city.” And by extension it was
thought true of the people who lived in the country. Those who lived by
the land were supposedly closer to their human instincts and unaffected
naturalness—which was why they tended to be eroticized in art. A sitter’s
choice to be portrayed as a rustic communicated this eroticizing playful-
ness, closeness to nature, purity, and simplicity on several levels, but also
the opposite through the sitter’s innate physical grace and nobility of
expression. Together, they brought home to the viewer the sheer differ-
ences in social rank.

PLAYING WITH GENDER IN DISGUISE PORTRAITS

Much as eighteenth-century gender play was general among the elite,
whose members might appear disguised or even en travests, it was also typi-
cal not only of elite circles and the court, but also of the theatre and court
entertainment.*” In French society, it was far more common for men and
women to mix than in other parts of Europe. This was a milieu in which
material success was not valued as highly for men as was reputation and
status, for it was taken for granted that it followed with aristocratic birth.
Similarly, this was a milieu in which women were not solely confined
to domestic roles in the home, isolated from the men. Rather the op-
posite. Out in society, the relationship between the sexes was not rigidly
hierarchical, and was more dependent on gregariousness and an ability
to converse—refined conversation with esprit required mutual exchange.
Social equality between men and women and a belief in their intellectual



Det pastorala herde- och herdinneidealet dominerade aristo-
kratins sjalvbild under 1700-talet samtidigt som det ocksa kan ses
som en reflektion av tidens filosofiska och ideologiska férestéllningar.
Naturen som en plats f6r rekreation for den frihetslingtande man-
niskan var ideal som diskuterades inte minst av den franske
upplysningsforfattaren Jean-Jacques Rousseau. Naturen och landet
framstod som fria fran férkonstling och darfér dkta och urspungliga
1 motsats till staden.” Idealen smittade av sig pa ménniskorna som
bodde pa landsbygden. De som levde av jorden framstod som om
de var ndrmare en sjilvklar naturlighet och manskliga drifter, dér-
for kom de ocksa girna att erotiseras. Att framstilla sig 1 roller som
landsbygdens folk kom da att pa flera plan kunna kommunicera dels
den erotiserande lekfullheten, nirheten till naturen, renheten och det
ursprungliga men ocksd det motsatta genom kroppens och ansik-
tets uttryck av aristokratisk grace. Samtidigt synliggjordes skillnaden
mellan de olika sociala positionerna tydligt.

GENUSLEK | FORKLADNADSPORTRATTEN

Pa det satt som 1700-talets genuslek férekom rent generellt inom eli-
ten, exempelvis genom travesti och férklddnadsintrig, var detta ocksa
typiska drag inom savil teater och underhéllning som mom societe-
ten och hovet.** Inom den franska societeten var det sarskilt vanligt
att min och kvinnor blandades thop 1 hogre grad dn 1 andra delar av
Europa. Detta var en miljé dir materiell framgang inte virderades
sarskilt hogt som betydelse och status f6r mén, det var ju ndgot som
redan fanns som en sjdlvklarhet 1 den aristokratiska bakgrunden. I
denna milj6 var inte heller kvinnor hianvisade till en roll 1 hemmet
isolerad fran ménnen. Snarare tvartom. I sociala sammanhang var
relationen mellan kénen inte alls stelt hierarkisk utan mer beroende
av sillskaplighet och férmaga att konversera, en bildad konversation
med esprit, som involverade 6msesidigt utbyte. Den sociala likheten
mellan mén och kvinnor och évertygelsen om deras intellektuella
likhet sags som tecken pa civilisation, och hdr spelade salongen en
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equality were thought to betoken civilization, and here the salon played
an important role in civilizing process.*" All this meant that disguises were
not frowned on, even those that flouted the conventions of gender.

One type of portrait in which gender appears to be treated more
freely 1s the sort in which a young woman is portrayed in a riding habit.
Horse riding called for something different than the conventional, femin-
ized response. In these portraits, women are therefore depicted in a more
androgynous fashion than in the other types of role-portrait. The 1771
portrait by the Austrian artist Josef Kreutzinger (1757-1829) of Marie
Antoinette wearing hunting pink, now in Schénbrunn Palace in Vienna, is
a fine example of this. Another is Gustaf Lundberg’s portrait of Baroness
Ulrika Fredrika Cedercreutz, shown seated facing forwards, her head
turned to one side while gazing steadily out at the viewer. Her aqua-
marine riding habit is done in great detail. Her posture, firm gaze, and
elegant but secure grip on her cocked hat, shown in all its triangularity, all
serve to tone down the conventional visual codes for femininity.

In the theatre, gender confusion was then very much the thing, not
only in the plotting but also in terms of performance, when men played
women and vice versa, not to mention the then waning enthusiasm for
castrati. This open switching of appearance and identity was not limited
to artistic performances. It was common for women to pass as men, which
might go some way in explaining why there were complaints from some
quarters, although not all, that men too much resembled women. The fact
that the renowned soldier and diplomat, Chevalier d’Eon de Beaumont
(1728-1810), lived as a woman for many years is proof that it was possi-
ble.32 The Chevalier d’Eon was born in France, but moved to London in
1762 where he lived as a man until 1777. From 1786 until d’Eon’s death in
1810, the Chevalier d’Eon lived as a woman both in private and in public,
and d’Eon’s portrait was painted by Jean-Laurent Mosnier in 1792.

Among the upper classes, it was therefore possible for women to
wear trousers and men to appear in the trappings of womanliness, as in
Boucher’s art or indeed Armfelt as painted by Wertmiiller. In this cultural
milieu, status symbols were far more important than gender symbols.
Upper-class women and men had more in common with one another
than did women from the lower classes.* It was not until the end of the
eighteenth century that a two-gender model arose; a gender construct that
would prove crucial for views on male and female, especially in the nine-
teenth century.** Before this, men and women were seen as two versions



viktig roll 1 civilisationsprocessen.?’ Detta innebar att utkladnings-
scener lockade och dven sadana som stod 1 ett friare férhallande till
genuskonventionen.

En typ av portritt dar genuskonventionen framstar som mer &p-
pen dr de dir den unga kvinnan avportritteras i riddrikt. Aktiviteten
att rida var nagot som krivde en annan uppmérksamhet dn den kon-
ventionellt kvinnliga. I dessa portratt framtrader darfér de avbildade
kvinnorna pa ett mer androgynt vis dn 1 de andra rollportritten.
Portrittet av Marie Antoinette 1rdd jaktdrakt 1771 av den Osterrikiske
konstndren Josef Kreutzinger (1757-1829) som finns pa Schénbrunn
1 Wien ar ett fint exempel pa detta. S aven Gustaf Lundbergs por-
tratt av friherrinnan Ulrica Fredrika Cedercreutz, framstalld sittande
nagot frontalt men med huvudet vridet at ett hall och blicken at mot-
satt, klar och bestamd, fastad vid en tankt betraktare. Den bldgrona
jaktdrikten dr detaljerat atergiven. Genom kvinnans kroppshallning,
tydliga blick och eleganta men bestdimda sitt att hélla 1 hatten, som
visas fram 1 sin trekantighet, har konventionella bildkoder f6r kvinn-
lighet tonats ned.

Forvixling av kon pa teatern var aktuell inte bara 1 intrigen utan
dven vad giller framtradandet da médn kunde spela kvinnoroller och
vice versa, for att inte tala om den tidigare uppskattningen av kastrat-
sangare. Denna uppenbara sammanblandning mellan apparition och
identitet begransades inte enbart till artistiska uppsattningar. Det var
vanligt att kvinnor passerade som man och detta kan kanske bidra
till en forstdelse for varfor det aven fran vissa hall, men inte alla,
klagades pa médn som fér mycket liknade kvinnor. Den vilkénde
franske militaren och diplomaten Chevalier d’'Eon de Beaumonts
(1728-1810) manga ar som kvinna visar 4nda att detta var mojligt.**
Chevalier d’Eon var fodd i Frankrike men kom till London 1762 dar
han levde fram till 1777 som man. Fran 1786 fram tll sin déd 1810
levde Chevalier d’Eon som kvinna i sdvil det offentliga som det pri-
vat livet och portritterades av Jean-Laurent Mosnier 1792.

Inom de hogre stinden var det saledes mdjligt att f6r kvinnor kla ut
sig1byxor och mdn att framtrada med kvinnliga drag som 1 Bouchers
konst eller som Armfelt i portrittet av Wertmiiller. I denna kulturella
milj6 var, som tidigare framhallits, klassens symboler viktigare pa
ett 6vergripande sitt d4n konets. Kvinnor och min inom 6verklas-
sen hade mer gemensamt dn kvinnor inom kategori kvinna utanfér
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of the same gender. (Not as equals, mind.) This strengthened the social
logic of the day, which after all was far more important than gender.?
Agendered role-portraits were increasingly common after Gustaf
Lundberg’s return to Sweden in 1745. Wertmiiller’s 1785 portrait of
Gustaf Mauritz Armfelt in Scythian dress is a case in point. His costume
alludes to the Scythians, a warrior group in ancient times known for their
bellicosity. That Armfelt chose this over other types of costume may also
be an allusion to an opera that he had seen with Gustav III, in which
Scythians featured large. Originally, Armfelt was painted naked except
for a fur tippet, but this first version did not meet with approval.** The
naked body still makes its presence known, though—his nipple, plainly
visible under the yellow sleeveless tunic, is a sign of vulnerability or sen-
suality, or perhaps both. Another example of ambiguous gender is Gustaf
Lundberg’s painting of the actor Andreas Widerberg. This half-length
portrait shows him bare-chested except for a simple wreath of flowers on
the one shoulder; his naked upper body signals neither masculinity nor
femininity. His upwards gaze is indeterminate, and the sense of ambiva-
lence is strengthened by the friendly smile demanded by convention.

STAGING PORTRAITS, THEN AND NOW

As I 'suggested earlier, it is in limitlessness that we can find a certain corre-
spondence between the games played with identity in eighteenth-century
portraits and in the late twentieth-century, early twenty-first-century vis-
ual arts. Staging and appropriation are now very much artistic means to
an end—that end being an exploration of the meaning of identity and the
visual forms it takes—albeit on different grounds than in the eighteenth
century.

The connection that then existed between the performing arts and the
visual arts in the eighteenth century was important for different reasons,
both during the rococo period and in the second half of the century, when
changing tastes brought a more austere, linear style. The later eighteenth
century ushered in far a greater theatricality in the use of light that had
consequences for the depiction of the human body, pushing it towards



klassen.® Forst mot slutet av 1700-talet uppstod tvikonsmodellen, en
genuskonstruktion, som blev synnerligen betydelsefull f6r synen pa
manligt och kvinnligt framéver, och sarskilt under 1800-talet.?* Innan
denna modell var etablerad sags mén och kvinnor som tva versioner
av samma kon. Inte likvardiga emellertid. Pa detta vis starktes ocksa
den sociala tillhdrigheten som ju var av storre betydelse dn konet.?

De koénséverskridande rollportritten blev alltmer vanliga efter
Gustaf Lundbergs aterkomst till Sverige 1745. Wertmiillers portritt
av Gustaf Mauritz Armfelt 1 skytisk drékt (1785) ar ett exempel. Med
den skytiska drdkten anspelas pa skyterna som var ett krigande folk
under antiken och kinda fér sin aggressivitet 1 krig. Att Armfelt valt att
portrittera sig 1 skytisk drakt kan méjligen vara en annan anspelning
pa den operaforestillning som Armfelt sig tillsammans med Gustav
IIT och dir skyterna uppméarksammades. Ursprungligen lar Armfelt
ha atergivets som naken sa ndr som pa palsskinnet vid en férsta ver-
sion av portrittet men detta ogillades starkt.** Den nakna kroppens
nérvaro synliggors trots allt genom den tydligt markerade bréstvartan
som anas under den gula drikten och blir tll ett tecken for sarbar-
het och/eller sinnlighet. Ett annat portritt av tvetydig konskaraktir
ar Gustaf Lundbergs portritt av skadespelaren Andreas Widerberg. I
detta ses skadespelaren 1 brostbild med bar 6verkropp sd nér som pa en
enkel blomsterkrans hingande vid ena axeln. Den nakna 6verkroppen
signalerar varken mans- eller kvinnokropp. Den uppatriktade blicken
ar nagot obestimd och den avbildades ambivalens férstirks av det 1
portrattkonsten konventionsstyrda vanliga leende.

ISCENSATTNING DA OCH NU

Som inledningsvis antyddes kan begreppet grinslés mojligen skapa
viss korrespondens mellan 1700-talets identitetslekar inom portritt-
och bildkonst och det sena 1900-talets samt tidiga 2000-talets bild-
konst. I denna utgjorde iscensittning och appropriering ocksa konst-
nérliga medel 1 utforskandet av identitetens betydelse och visuella
gestaltning men utifrdn andra bevekelsegrunder an under 1700-talet.
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something more sculptural and thus more artificial in its construction. At
the same time, there were the surviving strains of the baroque allegorical
portrait to be found in the role-portrait. A role-portrait is a composite of
allegories, with individual elements brought together in one motif. It is
never a reproduction of a visual reality; rather, it is a visualization con-
structed from an assemblage of ideas. A kind of tableau. Portraiture thus
emerged as all the more complex, with both tenacious older conventions
and newer forms of representation.

The theatrical element is equally important to twentieth-century art.
By theatrical I mean here a heightened portrayal of reality. Frequently, an
image can seem rather forced, given that it belabours the obvious and is
overly theatrical, all in the guise of authenticity. The essence of the stag-
ing, whether a role-portrait in the eighteenth century or a picture in the
twentieth century, is that the viewer sees it as both theatre and representa-
tion at the same time. The shift towards both portrayal and representation
serves to distance the viewer from it. This distance, this duality of experi-
ence, impacts on the reception of the staging.

In the 1990s, a number of female photographers chose to work with
this, inspired particularly by feminist art theory. Among the historians
of art and film who singled out the importance of the male gaze and the
female body’s prominence in art historical motifs, film, and the media
were Laura Mulvey, Griselda Pollock, Lynda Need, and Tamar Garb, to
name a few. Yet herein is a fundamental difference in approach to visual
role-play in the eighteenth century’s portraits and the twentieth century’s
staged portraits: gender awareness. Another obvious difference is that
most are now staged by the artists themselves, as in Cindy Sherman’s
photographs. The thing that role-portraits in both the different centuries
have in common is found on the plane of art historical ideas: a belief that
an image 1is an image, and not reality. Before the advent of the lifelike,
realistic styles of the nineteenth century, sparked by the invention of pho-
tography if nothing else, the visual arts were not thought of in terms of
realism, but rather as something that adhered to a series of clear-cut visual
conventions that were assembled into an imagined aesthetic whole. The
premodern notion of the image can thus speak to the postmodern, it too
an assemblage of excerpts and fragments.

One Swedish artist who in the 1990s was interested in this type of im-
agery is Maya Eizin Ojjer (b. 1946). In a series of photo compilations with
fragments from famous late eighteenth-century paintings by Jean-Antoine



Den forbindelse mellan scenkonst och bildkonst som framtradde
under 1700-talet har betydelse pa olika satt, dels under rokokon, dels
under 1700-talets andra halft, da ett mer stramt och linjart uttryck
efterstravades 1 gestaltningen. I denna senare 1700-talskonst skapades
en mer scenisk [jussattning som far konsekvenser for den manskliga
kroppens gestaltning 1 riktning mot nagot mer skulpturalt och ddrmed
mer artificiellt, konstruerat. Samtidigt aterfinns dven kvarvarande
strak av barockens allegoriska portritt 1 rollportratten. Portritten
byggs upp som allegorier dér bildelement fran skilda aspekter stlls
samman 1 ett motiv. Det dr aldrig en visuell verklighet som aterges
utan en visualisering som bygger pa idésammansattningar. Ett slags
tablder. Pa sa vis framtrider portrittkonsten mer komplex genom
bade kvardrdjande konventioner och nyare framstallningsformer.

Det teatrala ar centralt dven 1 1900-talets iscensittningar. Med
teatral menar jag hir en f6rhéjning av skildringen av det verkliga.
Inte séllan framstar bilden som néagot ”"skruvad” genom 6vertydlig-
heten och det teatrala, som forklatts 1 ett sken av autenticitet. Det
visentliga 1 en iscensdttning, oavsett om det ar ett rollportritt fran
1700-talet eller en bild fran 1900-talet, dr att betraktaren upplever
bilden som bade teater och avbild samtidigt. Genom férskjutningen
mot bade framstéllning och avbild uppstér en distans i betraktarens
upplevelse. Denna distans, den dubbla upplevelsen, dr av betydelse 1
receptionen av en iscensittning.

Under 1990-talet kommer en rad kvinnliga fotografer att arbeta
med detta och sérskilt med utgidngspunkt 1 feministisk bildteori.
Konst- och filmvetare som uppmirksammat den manliga blickens
betydelse, den kvinnliga kroppens framtradande i konsthistoriska
motiv, film och massmedia var exempelvis Laura Mulvey, Griselda
Pollock, Lynda Need och Tamar Garb, for att nimna nagra. Men héri
ligger ocksa en grundliaggande skillnad 1 utgangspunkterna till den
visuella rolleken for 1700-talets portréatt och 1900-talets iscensatta
portritt, genusmedvetenheten. En annan skillnad som ar uppenbar
ar att de flesta dr iscensittningar av konstnéren sjilv som exempelvis
1 Cindy Shermans fotografier. Det som framstar som gemensamtide
olika darhundradenas rollportritt ligger snarare pa ett bildteoretiskt
idéplan, overtygelsen om att bild ar bild och inte verklighet. Fore
1800-talets verklighetsnéra och realistiska maleri, inte minst igang-
satt av fotografins framtradande, tinktes inte bildkonsten som en
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Watteau and Jean-Honoré Fragonard, she confronted them with more
modernist fragments of images and forms. One of her best-known works
is the diptych The Mind of a Fool from 1988. It consists of a box-shaped,
rectangular, black-painted form to which two photographs have been at-
tached. One, which takes up most of the surface, is a picture of brightly lit,
gleaming bolts of cloth, stacked up on one another. Next to this horizon-
tally elongated representation is a black-and-white reproduction. More
square in shape, it is a fragment of Watteau’s painting Prerrot (formerly
Gilles) from 1719. It shows Pierrot’s sad, blank face. Alongside the black
rectangle that contains the two image fragments is a single red square.
Confronted with this disconnected whole, in which no bones are made
about putting various fragments together, the viewer nevertheless casts
about for an understanding that might give a sense of the whole. The
stillness of the shiny bolts of cloth creates a paradoxical sense of motion
through their accentuated creases, which can be likened to the ever-wid-
ening waveforms of an EEG as they slow to a halt. Lars O Ericsson talks
of the bolts of cloth and the movement running through their folds as an
illustration of Pierrot’s tragic unconsciousness, his ‘mental blankness’*’
It is this approach to the creative process, analogous to allegory,
that challenges the one genre that throughout the modern era has been
linked to the theme of portrayal in the visual arts, namely the portrait.
Postmodernism has seen women artists the most active in playing with the
portrait as a form of art. They have used the genre to zero in on artistic
convention and gender convention alike. The difference from eighteenth-
century role-portraits is that in our day they are rarely straightforward
portraits, in which someone other than the artist is depicted. It is largely
the artists who stage themselves, in a conscious act in which the artist’s
individual ego is pushed aside. Thus, they are not autobiographical in na-
ture, for the artists instead use their own selves in a conscious, distanced
role-play, using a theatrical clarity and ambiguity of purpose to make the
underlying structures visible—gender positions, power situations, artistic
conventions. The staged portraits of the 1980s and 1990s stood out for
their accentuated role-play, which saw attributes become even more im-
portant because of their sign-like character, signalling the role in question,
just as in the eighteenth century. An early and particularly interesting
example is the Swedish artist Lena Crongvist (b. 1938) and her paint-
ing The Mother (1975), in which her self-representation, with its clothing,
position, and spatiality, alludes to the Renaissance’s complex Madonna



verklighetsforeteelse utan snarare som nagot som féljde en rad tyd-
liga bildkonventioner som sattes samman till en ténkt estetisk hel-
het. Den premoderna bilduppfattningen kan saledes samsprika med
den postmoderna, vilken ocksa genom citat och fragment stéller
samman bilden.

En svensk konstnar som under 1990-talet talet intresserade sig for
den hir typen av bildsprak var Maya Eizin Oijer (f. 1946). I en rad
bildsammanstéllningar med fragment fran 1700-talets kinda malning-
ar av Jean-Antoine Watteau och Jean-Honoré Fragonard konfronte-
rade hon dessa med mer modernistiska bild- och formfragment. Ett
av hennes mer vilkidnda konstverk ar diptyken The Mind of a Fool frén
1988. Verket bestér av en ladformad rektangulér svartmalad form pa
vilken tva fotografier ar fastade. Det ena, som ocksa tar upp storre
delenav ytan, utgor en bild forestallande starkt ljussatta och glansfyllda
tygbalar som lagts pa varandra. Intill denna horisontellt utbredda
framstéllning har en reproduktion 1 svartvitt placerats. Den dr mer
kvadratisk 1 formen och utgér ett bildfragment av Watteaus malning
Gilles (Pierrot) frén 1719. Det som visas dr Pierrots tomma och sorgsna
ansikte. Bredvid den svarta formen med de tva bildfragmenten har
placerats en enhetlig r6d kvadratisk form. I den uppbrutna helheten
dar de olika bildfragmenten helt oférblommerat tycks sammanstillda
soker vi som betraktare trots allt en férstaelse som praglas av en tanke
om helheten. De glédnsande tygbalarnas stillhet skapar paradoxalt en
rorelseupplevelse genom de accentuerade veck som bildats och som
kan liknas vid de utbredda vagrorelserna i ett EEG som ér pa vag att
stillna. Lars O Ericsson talar om tygbalarna och den genom veckbild-
ningen uppkomna rérelsen som en illustration till Pierrots tragiska
omedvetenhet, liknande en "mental blankhet”.”

Genom detta bildskapande forhéllningssatt som kan liknas vid
allegori utmanas den genre som under hela den moderna epoken
kopplats samman med bildkonstens avbildningstema, namligen por-
trattet. Inom postmodernismen utgdr de kvinnliga konstnarerna de
som mest aktivt lekt med portrattet. De har anvint genren for att
uppmirksamma saval bildkonventioner som genuskonventioner.
Skillnaden gentemot 1700-talets rollportritt ligger 1 att var tids iscen-
sattningar sillan ar regelratta portratt dar nagon annan dn konstna-
ren sjilv avbildas. Det dr framst konstnérerna sjilva som iscensatter
sig, som en medveten handling, dir konstnirens individuella jag
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motifs. Cronqvist experimented with staging as a method in her self-
representations in order to be able to discuss identity, gender concepts,
and social roles.

Staging also has some definite points of contact with allegory, cour-
tesy of its theatrical structure, a degree of objectification with clear roles,
and linguistic structure. Allegory is often defined as a story that can be
mnterpreted in order to reveal a hidden meaning. Allegory coheres in an
image: its figures and attributes are marshalled and articulated in a way
that is comparable to a linguistic statement. The figures are presented
as personifications, distinguished from one another by their attributes.
There is often a didactic or moral purpose to allegory. In eighteenth-
century portraits, it would thus seem that the story, the moral quintes-
sence, was one of the realization of ideal beauty—regardless of the visual
image of the role—through a grace and poise consistent with each sitter’s
station, as determined by their class.

The staged art of our day is also based on assemblages similar to
montages, which create a fragmentary structure in the image. The parts
of the picture are pieced together. The American art critic Craig Owens
suggests that postmodern art is allegorical, not only by dint of the frag-
mentation of the image (as in its appropriations from art history and the
media), but also because of the idea of bringing stylistic norms together.*®
The staged portraits become a kind of apparition, whose function is to
refer to a parallel story. Stylization and heightened gesture are there on the
surface. It is the allegorical structure of the picture that thus opens for the
mythical dimensions, as argued by the American art theorist, Hal Foster.?

In the 2000s, fashion photography too has moved closer to the visual
complexity of the staged photo, with its apparent dimensions of fiction
and reality. In eighteenth-century art, and especially portraiture, these
dimensions were brought together in a very conscious manner, conjuring
up the called-for ambiguity.



skjuts at sidan. De ar saledes inte sjalvbiografiska till sin karaktér.
Konstndren anvander istdllet den egna gestalten 1 ett medvetet och
distanserat rollspel 1 syfte att, genom den teatrala 6vertydligheten
och tvetydigheten, synliggéra underliggande strukturer 1 form av
genuspositioner, maktsituationer och bildkonventioner. 1980- och
1990-talens iscensattningar préaglas av ett accentuerat rollspel. I detta
blir attributen viktiga genom sin teckenartade karaktdr som signaler
till rollen, precis som pa 1700-talet. Ett tidigt och synnerligen intres-
sant sidant exempel dr den svenska konstnéren Lena Crongqvists (f.
1938) malning Modern (1975), dér hon i sin sjalviramstillning utifran
kladedrakt, position och rumslighet anspelar pa rendssansens kom-
plexa madonnamotiv. Cronqvist laborerade med iscensdttningen
som metod 1 sina sjalvframstéllningar 1 syfte att diskutera identitet,
genusforestillningar och sociala roller.

Iscensittningen har ocksa, som tidigare nimndes, klara berdrings-
punkter med allegorin genom den teatrala strukturen, viss avpersoni-
fiering med tydliga roller och den sprakliga strukturen. Allegori be-
skrivs ofta 1 lexika som en berittelse som dskddliggér nagot annat dn
vad som konkret visuellt dr synligt. Allegorin dr sammanhallen som
bild. Gestalterna och attributen stélls samman till en utsaga jamfor-
bar med en spraklig sats. Gestalterna framstdlls vanligen som perso-
nifikationer och sérskiljs fran varandra genom sina attribut. Det finns
ofta ett didaktiskt eller moraliskt syfte med allegorin. Nar det géller
1700-talsportratten skulle de ddrmed kunna ses som att utsagan, den
moraliska kvintessensen, var den om den ideala skonhetens framtra-
dande, oavsett visuell framtoning i rollen, genom den standsmaissiga
gracen, praglad av klasstillhoérigheten.

Viar tids iscensittningar bygger ocksd pa sammanstillning, lik-
nande montage, som skapar en fragmentarisk struktur 1 bilden.
Bilddelar sdtts samman. Den amerikanske konstkritikern Craig
Owens menar att den postmoderna konsten ar allegorisk inte bara
genom den fragmentariserande bilden som 1 approprieringar fran
konsthistoria och massmedia utan 1 idén att sitta samman stil-
normer.* Iscensittningarna blir till ett slags skenbilder vars funktion
ar att referera till en parallellberittelse. Stiliseringen och den férhéjda
gestiken ligger som pa ytan. Genom den allegoriska strukturen 1 bil-
den bryts dirmed mytiska dimensioner upp menar en annan konst-
teoretiker, amerikanen Hal Foster.*
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THE FEMALE MASQUERADE

The ‘feminine mask’ was first discussed in the twenties by the English
psychoanalyst Joan Riviere—hence her 1929 essay, ‘Womanliness as a
Masquerade’. Rivieére equates the notion of femininity with a cultural
mask, behind which the women can hide who are not specifically in-
cluded in the term ‘woman’, and therefore would otherwise be regarded
as masculine.”” Femininity as a masquerade was also a great concern of
the burgeoning feminist movement in the seventies.

A number of female photographers explored this feminine position
and drew attention to the structures in society. A photographer such
as the American Cindy Sherman (b. 1954) was already working with
staged compositions in the seventies. In Sweden, it was in the early 1990s
that a number of women photographers began working in this way with
tableau photographs: Annica Karlsson-Rixon, Annika von Hausswolff,
and Lotta Antonsson, to name but a few. Marianne Lindberg de Geer
(b. 1946) used a long sequence of works, I Am Thinking about Myself
(1993-carly 2000s), to paraphrase famous pictures from books and art,
into which she then inserted her face in a range of visual performances.
Using ‘girlish’ attributes such as tights, soap, beads, bows, and toys, the
likes of Elin Wikstrom, Carin Ellberg, and Katarina Norling created
installations, self-representations, and art objects. Their works and oth-
ers’ went beyond long-established genre boundaries in order to com-
municate their thinking, and a sense of the limitlessness of art became
part of the artistic method.

Lotta Antonsson (b. 1963) studied facial expressions from a gender
perspective in the early 1990s, when she portrayed herself with a range of
highly exaggerated attributes, which in their absurdity opened up a gap
in the notion of ‘woman’. She called the resultant series of photographs
Anyway You Want Me (1994), in an allusion to the male gaze, the cultur-
al concept coined by Laura Mulvey in her essay ‘Visual Pleasure and
Narrative Cinema’ (1975). Mulvey makes the case that the way in which
gender roles are structured in cinema locks men into the subject position,
driving the plot, with women as images, their role being to be looked at.*!
As she describes the male gaze in more specific terms:



Under 2000-talet har dven modefotografin ndrmat sig den visu-
ella komplexiteten som en iscensatt bild innebar med uppenbara di-
mensioner av fiktion och verklighet. I 1700-talskonsten och sérskilt
portratten samsades dessa dimensioner pa ett ytterst medvetet sitt,
vilket skapade den tvetydighet som efterstravades.

DEN KVINNLIGA MASKERADEN

Denkvinnliga masken diskuterades redan under 1920-taletav den eng-
elska psykoanalytikern Joan Riviere 1 hennes artikel "Kvinnligheten
som maskerad” fran 1929. Forestillningen om kvinnlighet liknar
Riviére vid en kulturell mask som déljer det hos kvinnorna som inte
specifikt ingdr 1 begreppet "kvinna” och dérfér snarare betraktas som
manligt.*’ Kvinnlig maskerad kom ocksa att diskuteras mycket 1 sam-
band med den feministiska rorelsen framviaxt under 1970-talet.

En rad kvinnliga fotografer utforskade den kvinnliga positio-
nen och uppmirksammade strukturer i samhallet. En fotograf som
amerikanska Cindy Sherman (f. 1954) var redan under 1970-talet
aktuell med det iscensatta fotografiet. I Sverige kom forst det tidiga
1990-talet att innebéra att en rad kvinnliga fotografer arbetade pa
liknande sitt med iscensdttningar. Annica Karlsson-Rixon, Annika
von Hausswolff och Lotta Antonsson fér att ndmna ndgra. Marianne
Lindberg de Geer (f. 1946) kom 1 sin omfattande svit Fag tinker pa
mag sjilv (1993-2000-talets borjan) att parafrasera kdnda bilder fran
bocker och konst, 1 vilka hon malar in sitt ansikte 1 en rad visuella
framtradanden. Med attribut for "det flickaktiga” sdsom strump-
byxor, tvilar, pérlor, rosetter och leksaker skapades installationer,
sjalvframstillningar och konstnirliga objekt av bland andra Elin
Wikstrom, Carin Ellberg och Katarina Norling. I dessa arbeten 6ver-
skreds tidigare upprattade genregranser i syfte att kommunicera, och
granslosheten som attityd blev en del 1 den konstndrliga metoden.

Lotta Antonsson (f. 1963) undersokte ansiktets uttryck utifran ett
genusperspektiv 1 borjan pa 1990-talet da hon portritterade sig sjalv
med en rad synnerligen 6verdrivna attribut som pa sitt absurda vis
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The determining male gaze projects its phantasy on to the female figure which is
styled accordingly. In their traditional exhibitionist role women are simultaneously
looked at and displayed, with their appearance coded for strong visual and erotic

impact, so that they can be said to connote fo-be-looked-at-ness.**

The Anyway You Want Meseries canbe seen as a continuation of Antonsson’s
examination of the female masquerade, as she developed it in the pho-
tographic series Take it as a Man and Lady Lovely Look. In Anyway You Want
Me, the photographs are presented together with a number of ‘text paint-
ings’ done in pink, yellow, and green icing. The excerpts, taken from
Elvis Presley songs, included “Ireat me mean and cruel’ and ‘Put a chain
around my neck. In the portraits, Antonsson disrupts the viewer’s expe-
rience of them, using her own female figure and confronting it with the
exaggerated attributes applied to her face, as in the soft toy elephant’s ears
and trunk. The confrontation between the figure and attribute creates an
effect that is brutal to say the least! The duality of it, but also the deliber-
ate elusiveness in the photographic image, with its stridently prominent
figure and blindingly obvious attributes, creates a profound ambiguity
in the viewer’s experience of the picture. In her handling of figure and
background, similar to a studio portrait’s treatment, the photographs are
emphatically portraits and thus work within the classic portrait tradition.

Cindy Sherman’s Untitled # 397 (2000), a staged composition of her-
self as a young woman in an electric blue and cerise shellsuit, signals
the body’s importance in our time. The woman’s bright, beatific look
strengthens the impression of people today who find themselves and their
inner harmony through their bodies. In exercising her body, she has cre-
ated her own body. The well-trained body moves with a particular body
consciousness, reminiscent of an ideal- and idea-based body language,
which in an intellectual exercise could translate to the aristocratic body
ideals of the eighteenth century. Her face’s cosmetically glossy surface
hints at recognition. Haven’t we seen this woman before—at the campsite,
at the gym, in the shops?

This vague sense of recognition is equally conspicuous in Sherman’s
portrait-like staged composition, with herself “The Artist’ as an older ac-
tress, posing in a room with walls covered in portraits of artists, in Untitled
# 474 (2008). The portrait genre stages people, who want to convey some
of their presence through images of themselves. For the actor, the portrait
becomes a visual reminder of her own importance. For the viewer, it



skapade en glipa 1 forestillningen om begreppet kvinna. Sviten av
fotografier kallade hon Anyway You Want Me (1994), och anspelade
péa den manliga blicken, den kulturella féreteelse som Laura Mulvey
uppmarksammat 1 artikeln ”Visuell lust och narrativ film” (1975). I
denna driver Mulvey tesen om att kdnsrollsstrukturen 1 film skapar
forestallningar om mannen som berittelse, han driver alltid hand-
lingen framat, och kvinnan som bild, hennes roll ar att bli betraktad.*!
Hon beskriver mer specifikt den manliga blicken enligt f6ljande:

Den bestdmmande manliga blicken projicerar sin fantasi pa den kvinnliga gestalten, som
stiliseras 1 enlighet med den. I sin traditionella exhibitionistiska roll ar kvinnorna pé en gang
uppvisade och betraktade, deras utseende dr kodat for att ge en stark visuell och erotisk

verkan, sd att det kan sédgas konnotera egenskapen att-vara-betraktad.**

Sviten Anyway You Want Mekan ses som en fortsittning pa Antonssons
undersokning av den kvinnliga maskeraden sd som hon utvecklat
den i de fotografiska serierna Take It as a Man och Lady Lovely Look.
I Anyway You Want Me presenterades fotografierna tillsammans med
ett antal “textmdlningar” utférda i rosa, gul och grén kristyr som
spritsats till text. Texterna var utskurna citat ur Elvis Presley latar
som exempelvis "Treat me mean and cruel” och "Put a chain around
my neck”. I portritten skapar Antonsson forskjutningar i upple-
velsen av dem genom att anvdnda sin egen kvinnliga gestalt och
konfrontera den med de 6verdrivna attributen som applicerats pa
hennes ansikte som 1 bilden, mjukdjurselefantens 6ron och lilla sna-
bel. Konfrontationen mellan gestalt och attribut ger en effekt som
blir minst sagt brutal! Dubbelheten 1 framstallningen, men ocksa det
medvetet oklara 1 den fotografiska bilden vars klart framtradande
gestalt med de 6vertydliga attributen, skapar en djup tvetydighet 1
bildupplevelsen. I behandlingen av gestalt och bakgrund, likt studio-
portritt, blir fotografierna tydliga portritt och samverkar darmed
med den klassiska portrittraditionen.

Cindy Shermans iscensattning, Untitled # 397 (2000), av sig sjalv
som ung kvinna 1 bla- och cerisfargad triningsdress signalerar krop-
pens betydelse 1 var tid. Kvinnans ljusa och saliga framtoning forstar-
ker bilden av var tids manniska som finner sig sjalv och sin inre har-
moni genom kroppen. I traningen av sin kropp skapar hon sjélv sin
kropp. Den viltranade kroppen ror sig pa ett sarskilt kroppsmedvetet
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becomes a kind of idolized portrait. Sherman’s exaggerated make-up,
almost slapped on, signposts the constant presence of the mask and its
importance to human appearance. The made-up face draws attention to
the limitlessness of the constant role-play on film, in the cinema, and in
life itself.

One artist working in Sweden today who is interested in this bound-
lessness is Nathalia Edenmont (b. 1970). In her photographs she explores
a range of phenomena by breaking cultural taboos, not least in the por-
trait genre. In the photograph Forget Me Not (2011), flowers have gone far
beyond being decorative, associative signs, having taken over the entire
collection, in this case swathed like a gown around the artist’s body. The
blond, mop-headed boy is a child, and the androgyny of his appearance
is accentuated. The dark background makes him stand out even more,
and at the same time forms a dark abyss, an emptiness. It is one of the
portrait’s primary functions to ensure the subject is not forgotten.

In fashion photography, the idea of gender plays a large role, so that
fashion photographs can be used to study gender in different periods.
One of the most interesting fashion photographers working today is the
Swede Carl Bengtsson (b. 1952), whose work challenges both the fashion
photograph as a genre and portrait photography. He works with an ex-
tremely sensual approach—a kind of materiality in the treatment not only
of the image of the model, but also of the photo portrait. There is almost
always only one model, who is found in a space, whether natural or built,
which is indistinct, boundless, and melancholic. The model is always
named—part of the portraiture meme—but above all the images are staged
fantasies. Not necessarily Bengtsson’s own fantasies, but certainly far fre-
er interpretations than usually found on ordinary advertising hoardings
or in fashion photography, or indeed in cinema or other forms of popular
culture.” In the fashion portrait chosen here, there is in the gossamer-thin
fabric and the model’s androgynous or ambiguous gender more than a
little of the eighteenth century’s grace of movement, charm, ethereality,
and playfulness. The space is open and limitless, timeless, and completely
unreal. The grey palette spreads out in smoky tendrils across the en-
tire image. It is reminiscent of the portraits of the Baroque, such as the
Wertmiiller copy that harkens back to a portrait of Frederick I as a child.
Yet Bengtsson’s fashion photographs seem imbued with melancholia.

TRANSLATED FROM SWEDISH BY CHARLOTTE MERTON



sitt som for tankarna till ett ideal- och idébaserat kroppssprak, tanke-
massigt 6verforbart till den aristokratiska kroppens ideal pa 1700-talet.
Ansiktets vilsminkade blanka yta ger en vink om igenkdnning. Har
vi mnte sett denna kvinna tidigare — pa campingplatsen, pa gymmet,
eller 1 varuhuset?

Denna vaga igenkénning blir pafallande daven i Cindy Shermans
portrittliknande iscenséttning av sig sjalv, "The Artist”, som aldre
skadespelerska poserande i ett rum fyllt av artistportritt pa vaggarna
1 Untitled # 474 (2008). Portrittet som en genre iscensitter en man-
niska, som genom sin bild vill férmedla en bit ndrvaro av och ge-
nom sig sjalv. For skadespelare blir portrittet som bild en paminnelse
om den egna betydelsen. For publiken blir det ett slags idolportritt.
Shermans éverdrivna sminkning, pa grinsen till kletighet, synliggor
maskens stindiga nirvaro och betydelse f6r miansklig apparition.
Det sminkade ansiktet uppmirksammar det grinslosa rollspel som
stdndigt pagar inom film, teater och 1 livet sjalvt.

En konstnir verksam 1 Sverige idag som intresserat sig for det
grinslosa dr Nathalia Edenmont (f. 1970). I sina fotografier utforskar
hon en rad fenomen genom att bryta mot kulturella tabun och deco-
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rum, inte minst vad géller portrattgenren. I fotografiet Forget Me Not ria.76

(2011) har blommorna tagit 6ver fran att vara dekorativa associativa
tecken till hela samlingar, 1 det har fallet likt en klddedréikt som arrang-
erats runt den avbildades kropp. Den blonde skonlockige pojken ar
ett barn och det androgynaihans utseende ar accentuerat. Den moérka
bakgrunden fir gestalten att framtrada mer patagligt. Samtidigt utgor
den en moérk avgrund eller tomhet. Att férhindra den avbildade fran
att glommas bort dr en av portrittets primira funktioner.

I modebilder kommer inte sillan férestallningar om kon att spela
stor roll och via modebilder kan olika tidsepoker studeras utifran
detta. En intressant modefotograf idag dr svenske Carl Bengtsson
(f. 1952) som 1 sina modeportritt utmanar bade modebilden som
genre och portrittbilden. Han arbetar med sina modebilder pa ett
synnerligen sensuellt sitt, ett slags materialitet 1 saval bilden som
det som den avbildar men ocksa som portritt. I dessa férekommer
néstan alltid endast en person och denna befinner sig 1 en rumslighet,
natur eller arkitektur som ar diffus, granslés och melankolisk till sin
karaktdr. Modellerna dr namngivna och dari ligger nagot av por-
trattanken men bilderna 4r framfor allt ett slags iscensatta fantasier.
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Inte nédvindigtvis Carl Bengtssons egna utan snarare friare tolk-
ningar av vanliga annonsbilder och modefotografi men dven film och
populdrkulturella former.*® I det modeportritt som jag valt aterfinns
1700-talets graciésa rorelse, behagfullheten, skirhet och lekfullheten
1 det luftiga tygets rorelselek och modellens androgyna eller tvety-
diga konstillhorighet vilken dr accentuerad. Rummet dr 6ppet och
granslost, obestdmt tidlost och totalt overkligt. Den graa koloriten
sprider sig likt rokiga slingor 6ver hela portréttet. Har dterfinns ocksa
reminiscenser fran barockens portratt, som exempelvis den kopia av
Wertmiiller som gar tillbaka till ett portrdtt av Fredrik I som barn.
Men 1 Carl Bengtssons modeprotritt tycks melankolin som tillstand
impregnerad.
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VIVEKA KJELLMER

FRAN ROSLIN TILL BERNSTRUP
IDENTITET, KROPP OCH KOSTYM UR ETT MULTISENSORISKT PERSPEKTIV

Denna studie tar sin utgangspunkt i 1700-talsrummet pa Goteborgs
konstmuseum, diar den svenske konstndren 'lobias Bernstrup
(f. 1970) 1 r6d latexkorsett hanger bland de sirliga 1700-tals-
portratten. Hiangningen fascinerar — ett sdllsamt slaktskap framtra-
der mellan Bernstrups Re-Animate Me (2002-2005) och den svenske
konstnédren Alexander Roslins (1718-1793) Dubbelportréitt fran 1754.
Det dr nagot med de stela korsetterade kropparna, de vitsminkade
ansiktena och de artificiella poserna som skapar ett tydligt strak
genom tid och rum.

Lever 1700-talets gestaltande av identitet och kén genom kropp
och klader kvar 1 var egen tid, om @n 1 annan form? Vad hin-
der om vi betraktar 1700-talsportrittet med en nutida blick? Kan
Bernstrups portrittbild rentav hjilpa oss att uppfatta nya aspekter
av Roslinportrittet? Jag vill undersoka bildens dialog mellan nu och
da och viljer att fokusera pa mode/kostym, kropp och materialitet
for att ringa in ett antal faktorer som jag finner signifikativa: korset-
ten och den manipulerade kroppen, den pudrade huden och ma-
terialens taktila uttryck 1 bilden ur ett multisensoriskt perspektiv. I
skarningspunkten mellan mode, konst och multisensorisk upplevel-
se framstar Bernstrup och Roslin som jamférbara, sina uppenbara
skillnader till trots.

150

FIG. 78
FIG. 79

FIG. 78
FIG. 79

VIVEKA KJELLMER

FROM ROSLIN TO BERNSTRUP
IDENTITY, BODY, AND DRESS FROM A MULTISENSORY PERSPECTIVE

The point of departure for this study is the Eighteenth Century Gallery
at the Gothenburg Museum of Art, where a self-portrait of Swedish artist
"Tobias Bernstrup (b. 1970), dressed in a red latex corset, hangs among
the dour eighteenth-century portraits. The juxtaposition is fascinating—
an odd kinship emerges between Bernstrup’s Re-Animate Me (2002-05)
and a portrait by another Swedish artist, Alexander Roslin’s (1718-93)
Double Portrait of 1754. There is something about the stiff, corseted bodies,
the white-powdered faces, and the artificial poses that creates a clear line
of connection through time and space.

Does the eighteenth century’s expression of identity and gender
through body and clothes live on in our own time, if in another form?
What happens if we view the eighteenth-century portrait with a contem-
porary eye? Can Bernstrup’s picture even help us to perceive new aspects
of the Roslin portrait? I want to explore the pictorial dialogue between
past and present, and I choose to focus on fashion/dress, body, and ma-
teriality in exploring a number of factors I find significant: the corset and
the manipulated body, the powdered skin, and the tactile expression of
materials in the picture from a multisensory perspective. In the conflu-
ence of fashion, art, and multisensory experience, Bernstrup and Roslin
appear comparable in spite of their obvious differences.



TEORETISKA UTGANGSPUNKTER

For att komma forbi betraktandet som en rent visuell angelagenhet
och tringa djupare in 1 upplevelsen av konstverken anligger jag ett
multisensoriskt perspektiv och analyserar dven den kroppsliga upp-
levelsen av materialitet och objekt.

I undersékningen utgér jag fran perspektiv formulerade av den
irlandsk-brittiska teatervetaren Aoife Monks som konstaterar att kos-
tymen dr paradoxal eftersom den bdde 4r en icke separerbar del av
skadespelarens kropp 1 gestaltningsprocessen ock en avtagbar drikt
som kan betraktas separat, men fortfarande utgér en del av roll-
karaktdren.! Detta formulerar hon som att kostymen &r en avtagbar
kropp, "Costume is a body that can be taken off”.* Monks anvinder
begreppet kroppshig empati (visceral empathy) for att beskriva den kropps-
liga reaktion som kldder kan férmedla till betraktaren. Med korsetten
som exempel visar hon hur ett kladesplagg kan kommunicera pa flera
nivder, symboliskt for att signalera instaingdhet och fingenskap, men
ocksa rent kroppsligen genom att betraktare forestdller sig hur det
kanns 1 den egna kroppen att bira en hart snérad korsett.? Kroppslig
empati gor att publiken ldttare kan identifiera sig med skddespelaren,
bade som skadespelare och som rollkaraktdr 1 den gestaltade situatio-
nen. Kostymen blir en férmedlare av fysisk upplevelse, en koppling
mellan det vi ser och kdnner 1 den egna kroppen. Monks diskus-
sion om kostym som avtagbar kropp belyser hur kostymen ar mer
an bara drikt och hur den skapar en visuell men ocksa kroppslig
koppling mellan det betraktade och det upplevda. Detta resonemang
blir anvandbart nir vi betraktar de uppstillda portrittbilderna dar
kladseln valts likt teaterkostymer for att kommunicera nidgot om de
avportratterade personernas karaktir, status och identitet — saval un-
der 1700-talet som 1 nutid.

Ytterligare ett perspektiv som jag tillimpar ar den nordamerikan-
ska filmvetaren Laura Marks diskussion om hur en fysisk upplevelse
kan erfaras genom betraktande, hur vi genom minnet av tidigare
sinneserfarenheter kan kénna nagot som vi ser 1 vira egna kroppar.
Hon kallar detta fenomen {0r haptiskt betraktande (haptic visuality). Marks
forklarar att haptiskt betraktande framst handlar om bildens materiella
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THEORETICAL FOUNDATIONS

In order to get beyond observation as a purely visual matter and pen-
etrate deeper into the experience of a work of art, I establish a multi-
sensory perspective that includes an analysis of the bodily experience of
materiality and object.

I approach this study from a perspective formulated by the Irish-
British theatre expert Aoife Monks, who asserts that a costume is para-
doxical because it is both an inseparable part of the actor’s body in forming
the character and a removable cloak that can be considered separate from
the actor’s body and also part of the character.! She writes, ‘Costume
is a body that can be taken off’* Monks uses the term visceral empathy to
describe the physiological reaction that clothing can convey to an ob-
server. With the corset as an example, she demonstrates how an article
of clothing can communicate on different levels—symbolically to signal
confinement and imprisonment, but also viscerally as the observer senses
in his or her own body how it might feel to wear the tightly laced corset.?
Visceral empathy makes it easier for the audience to identify with the ac-
tor, both as an actor and in the role of the character played on stage. The
actor’s costume becomes a conveyor of physiological experience, a link
between what we see and what we feel in our own bodies. This line of
reasoning becomes useful when we examine the portraits on display, with
their clothing chosen—like theatre costumes—to communicate something
about the subject’s character, status, and identity, both in the eighteenth
century and in the present.

Another perspective that I make use of is that of North American film
critic Laura Marks, who discusses how observing can give us a physical
experience, how memories of prior sensory experiences can allow us to
feel in our bodies something we see with our eyes. She calls this phe-
nomenon Aaptic visuality. Marks explains that haptic visuality is primarily
about the material presence of the picture, which activates the body and
the senses beyond just sight. Its opposite, she says, is optic visuality, which
1s more about mastery and representation. This kind of observation does
not affect the body as much as haptic visuality.* It is not necessarily a
matter of either/or: in most cases both types of observation are involved



nérvaro och att det aktiverar kroppen och sinnena utéver synen. Det
haptiska betraktandets motsats kallar hon optiskt seende och menar att
det senare har mer att goéra med 6verblick och mening. Hér paverkas
inte kroppen 1 samma utstrackning som vid haptiskt betraktande.* Det
handlar inte heller nédvindigtvis om antingen/eller — 1 de flesta fall &r
béda typerna av seende involverade i processen. Optiskt seende be-
hovs for att skanna av helheten pa distans, medan det haptiska kréavs
for att uppfatta textur och materialitet pd narmare hall.

Men ett haptiskt betraktande ar inte ett enkelt val. Det kan vara
plagsamt eftersom det innebér att utsitta sig for den visuella upp-
levelsen, att bokstavligen upplata sin kropp at det betraktade.’ Det
handlar om ett empatiskt betraktande diar den egna kroppen genom
kroppsminne och inlevelse levandegér det betraktade sa att upplevel-
sen blir en stark inomkroppslig erfarenhet, 1 motsats till ett distanserat
synintryck. Hér vill jag aterknyta till Monks begrepp kroppslig em-
pati som pekar just pa det empatiska 1 det inlevelsefulla betraktandet.

Sammanfattningsvis innebar detta att jag med hjalp av Monks
och Marks tillampar ett betraktelsesitt ddr jag genom empatiskt be-
traktande av konstverken aktiverar den haptiska blicken och nér-
ldser objekten genom min egen kropp. Detta blir ett sétt att utmana
det visuella paradigmet och utforska betraktandet som en kropps-
lig erfarenhet, eller som Laura Marks uttrycker det: "It is timely to
explore how a haptic approach might rematerialize our objects of
perception, especially now that optical visuality is being refitted as a
virtual epistemology for the digital age.”® Det ér alltsa dags att under-
soka huruvida ett haptiskt synsatt skulle kunna dterge de betraktade
objekten deras materialitet.

BERNSTRUP OCH ROSLIN - MOTE MED TVA PORTRATT

Re-Animate Me forestiller en person portritterad 1 klarréd latexdrakt
bestdende av en tajt, baddraktsliknande korsett, blanka larhoga la-
texstrumpor och hogklackade pumps med spetsiga tar samt korta,
roda handskar. Kroppen uppvisar tydligt kvinnliga attribut med en
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in the process. Optic visuality is needed for scanning the whole from a
distance, while haptic is needed for comprehending texture and material-
ity from closer range.

But a haptic visuality is not a simple choice. It can be unpleasant
because it entails exposing oneself to that visual experience—to literally
putting the body through what the eyes are seeing.’ It is about an em-
pathic observation in which one’s own body through body memory and
empathy brings to life that observation so it becomes a powerful bodily
experience, in contrast to a distanced visual perception. And here I want
to reconnect with Monks’s concept of visceral empathy, which points
specifically to the empathic in the empathetic observation.

In summary, I make use of Monks and Marks in applying a way of ob-
serving in which I make an empathic observation of artworks to activate
the haptic visuality and get a close reading of the objects through my own
body. This becomes a way to challenge the visual paradigm and explore
observation as a corporeal experience, or as Laura Marks expresses it, ‘It
1s timely to explore how a haptic approach might rematerialize our objects
of perception, especially now that optical visuality is being refitted as a vir-
tual epistemology for the digital age.® Thus it is time to explore whether
a haptic approach could return to the observed objects their materiality.

BERNSTRUP AND ROSLIN: A MEETING WITH TWO PORTRAITS

The photograph represents a person dressed in a bright-red latex suit con-
sisting of a tight swimsuit-like corset, shiny thigh-length latex stockings,
glossy high-heeled pumps with pointed toes, and short red gloves. The
subject’s body has clearly feminine attributes, with a full bust pressed up
by the corset’s plunging neckline. The subject’s head, however, is the male
artist’s own. The white-powdered skin is jarringly opposed to the slick,
glossy surface of the clothing. The whole figure stands out in sharp con-
trast to a completely black background. The subject sits with bent, parted
knees and feet pointed up and out, gazing unwaveringly at the observer.
The pose, with right hand resting on right breast and left hand over geni-
tals, is a gesture that could be seen as either modest and defensive or



fyllig byst som pressas upp 1 korsettens urringning. Huvudet 4r den
manlige konstndrens eget. Den vitpudrade huden star 1 bjart kontrast
mot klddselns skinande, blanka yta. Hela figuren framtrader skarpt
mot en helsvart bakgrund. Personen sitter med bojda, sirade kndn
och fétterna vinklade snett uppat/utat. Blicken moéter stadigt betrak-
tarens. Hoger hand vilar pa det hogra brostet och vanster hand ar
placerad 6ver konet 1 en gest som kan upplevas antingen skyddan-
de eller demonstrativt utpekande. Den portritterade personen har
kraftfullt markerade 6gon med l6s6gonfransar och mérkt sotig ma-
ke-up. Ogonen halvslutna och blicken riktad nedat, mot betraktaren.
Det moérka héret dr bakatkammat 1 en stram frisyr som endast anas
som en ram kring ansiktets konturer. Det kantiga ansiktet med fram-
tridande kindben och kakvinklar uppvisar en allvarlig och sluten
min. Re-Amimate Me (2002-2005) &r ett fotografi 1 formatet 150x120
cm, monterat utan ram.

1700-talsportréttet forestdller en man och en kvinna grupperade
kring ett laderklatt skrivbord. Kvinnan sitter till vénster i bild, vind
mot betraktaren. Vinster arm ar bojd och vilar mot skrivbordet. I
handen haller hon en liten snicka. Héger arm faller ned 1 knéet, dér
hon haller en lada med snackor och korallbitar. Hon dr kladd i en rik-
ligt dekorerad kldnning av blankt rosaménstrat siden med silverbro-
derier. Klanningen har fyrkantig urringning med en ljusrosa ros vid
barmen. Armarna ir halvlanga, de slutet titt kring 6verarmen och
vidgas vid armbdgen 1 ett trumpetformat spetskras 1 flera lager. Hon
har en rosett runt halsen och en stram haruppsattning prydd med
blommor. Huden ér blekpudrad och kinderna distinkt rédsminkade.

Mannen star upp till héger 1 bild med vanster sida vind mot be-
traktaren. Han vrider pa huvudet och méter betraktarens blick éver
sin vanstra axel. Mannen haller fram ett féremal, en arkitekturmodell,
1 hdnderna. I héger hand haller han upp en utfilld passare, som vore
han 1 fird med att mita ndgot pa modellen. Han ar kladd 1 en moérk-
rod, rikt utsirad drikt av ett sammetsliknande brokadmaterial med
breda guldbérder. Rockens skort fladdrar till av rérelsen och avslojar
att det ar fodrat med kramvitt siden. Armarna avslutas med breda,
guldkantade slag och vid handlederna och 1 halsen syns vitt spetskras.
Till rocken bar han kndkorta byxor 1 samma morkroda sammets-
tyg. P4 huvudet har han en gra peruk med lockar éver 6ronen och
héstsvans med svart rosett. Hans ansiktsfarg ar nagot rosigare &n
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overtly provocative. The subject has dramatically articulated eyes with
fake lashes and darkly sooty make-up. The eyes are half closed, gazing
down at the viewer. The dark hair is combed back in a severe setting that
can only be sensed, a frame for the contours of the face. The angular face
with its prominent cheekbones and assertive jawline conveys a sombre
and reserved expression. Re-Animate Me (2002-05) is a photograph with
the dimensions 150 x 120 c¢m, and is mounted without a frame.

Double Portrait shows a man and a woman posed together around a
leather-clad desk. The woman is seated at left, turned to face the viewer.
Her left arm is bent and rests on the desk. In her hand she holds a little
shell. Her right arm falls across her knee, where she holds a box of shells
and bits of coral. She is dressed in a richly embellished gown of shim-
mering, rose-patterned silk with silver embroidery. Her gown has a deep,
squared neckline with a pale rose at the breast. The arms are three-quarter
length, tight-fitting across the upper arm and wider around the elbow,
which is adorned with trumpet-shaped lace frills in several layers. She
wears a rosette around her neck, and her hair is pulled back into a tight
setting with flowers. Her skin is powdered white with distinctly rouged
cheeks.

The man stands up to the right in the picture with his left side facing
the viewer. He turns his head and looks over his left shoulder to gaze
at us. He holds before him an architectural model. In his right hand is
a measuring compass, as though he were about to take a measurement
on the model. He is clothed in a dark red and ornately decorated cloak
of a velvet-like brocade material with broad golden embellishment at the
hems. The coat’s tails billow with his movement to reveal a lining of
cream-coloured silk. He wears a grey wig with locks around the ears and
a ponytail with a black rosette. His complexion is somewhat ruddier than
the woman’s, though he still appears to be powdered, his cheeks rouged
with make-up. The portrait is an oil painting with the dimensions 161.5
x 202 cm. The canvas is surrounded by richly ornamented gilded frame
more then 40 cm wide.



kvinnans men han forefaller anda mattpudrad och kindernas réda
kulor kan vara forstiarkt med smink. Portrittet dr en oljemalning som
miter 161,5 x 202 cm. Duken ar omgiven av en drygt 40 cm bred
rikt ornamenterad guldram.

TAKTILITET OCH TEXTUR - KROPPEN SOM ANALYSVERKTYG

En kroppslig lasning av bilderna sitter fokus pa materialaspekter
och kroppslig upplevelse. Laura Marks haptiska seende hjilper mig
att komma ndrmare bilderna, att uppfatta det avbildade pa detalj-
nivd. Den omedelbara materialiteten 1 bada bilderna ar sldende.
Konstndrerna later den matta pudrade huden kontrastera mot den
blanka lackkorsetten respektive det glatta sidentyget, plaggens mate-
riella aspekter har en hog pataglighet 1 bilderna. Som betraktare vill
jag stracka ut handen och lata fingrarna glida 6ver det frasande side-
net eller kinna latexmaterialets hogblanka yta mot fingertopparna.

Genom att betrakta bilderna med vad Aoife Monks kallar kropps-
lig empati kommer jag ytterligare ett steg 1 en kroppslig lasning av
konstverken. Plaggens paverkan pa de avportritterade personernas
kroppar dr tydlig. De tranga korsetterna pressar samman midjeparti
och byst, ryggen ritas upp 1 en stram pose. Jag kan uppleva ett litt
obehag 1 min egen kropp genom att betrakta Bernstrups alter ego 1
latexkorsetten — hér uppfattar jag kdnslan av att magen pressas thop
och den instdngda kdnslan av hud som inte kan andas 1 ett tatt, plast-
liknande material.

Nar jag vander blicken mot Roslinportrittet dras midjan at yt-
terligare ndr jag betraktar den rosaklddda kvinnan. Hennes korsett
ar stel och oelastisk, den trycker mte bara in midjan utan haller
samman hela brostkorgen och trycker mot revbenen sd att dven jag
som betraktare far svart att andas. Jag kdnner hur anstringd rygg-
muskulaturen blir av att hela tiden stricka pa ryggen och inte kunna
sjunka ned pa ett bekvamt sitt 1 stolen.

Drikterna dr en visuell upplevelse men kan ocksa fungera som
férmedlande lank till en kroppslig.
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TACTILITY AND TEXTURE: THE BODY AS AN ANALYTIC TOOL

A corporeal reading of the two pictures focuses on material aspects and
bodily perception. Laura Marks’s haptic visuality helps me to get closer
to the pictures, to perceive the subject matter in greater detail. The im-
mediate materiality in both pictures is striking. The artists let the matte
powdered skin contrast with the glossy corset and the shimmering silk
fabric, making the material aspects of the clothing highly tangible in the
pictures. Looking at them, I want to reach out my hand and let my fingers
glide over the rustling silk or the slick glossy surface of the latex.

By examining the pictures with what Aoife Monks calls bodily em-
pathy, I advance one step closer in a bodily reading of the artworks. The
mfluence of the clothing on the portrayed subjects is quite clear. The tight
corsets press together their midsections and busts, stiffening their backs
into a rigid pose. I feel a slight discomfort in my own body just looking at
Bernstrup’s alter ego in a latex corset. It gives me the feeling that my stom-
ach is being squished and the stifling sense that my skin cannot breathe
through the tight, plastic-like wrapping.

When I turn to Roslin’s portrait, my gut constricts yet further at the
sight of the woman in pink. Her corset is stiff and inelastic. It does not just
hold in her waist, it squeezes together her entire rib cage, pressing on her
ribs so that just looking at it makes it hard for me to breathe. I can feel the
strain on the muscles of her back from having to maintain that erect posture,
from not being able to sink back into a comfortable position in the chair.

The clothing offers a visual experience that can also provide a com-
municative link to a bodily experience.

STIFFENED UP AND LACED TOGETHER: THE BODY AS A MALLEABLE OBJECT

The range of the corset’s role—from invisible shaper of the body to visible
attribute for provocation and sexuality, or to fashion accessory—makes it



STRAMA UPP OCH SNORA AT - KROPPEN SOM FORMBART OBJEKT

Korsettens roll som osynlig kroppsformare till synligt attribut f6r pro-
vokation och sexualitet eller accessoar med hég modegrad gor den
till ett mangfacetterat plagg. Den snérade midjan signalerar kontroll,
kanske tvang och plaga, men korsettens harda skal kan dven ses som
ett skydd eller en rustning f6r den mjuka kroppen. Korsetten som
ett fetischistiskt attribut har kittlat fantasin och inspirerat modet un-
der lang tid, exempelvis i Jean Paul Gaultiers, Vivienne Westwoods,
Thierry Muglers och John Gallianos kollektioner. Gaultiers (f. 1952)
korsettliknande plagg har blivit nagot av ett signum fér hans form-
givning och de aterkommer 1 saval klddesplagg som pa hans parfym-
flaskor — ett tydligt exempel pa hur korsettens roll forflyttats fran
osynligt underplagg till en stark visuell markor.”

I konstvirlden hittar vi stdndigt spar av korsetten 1 objekt och
konstnarliga modekollektioner. Nagra svenska exempel ar plagg som
Helena Horstedts (f. 1977) médosamt handveckade korsettliknande
drakter och kldnningar eller Fifth Avenue Shoe repairs skulpturalt
symboliska korsett av kopparplat som lindats runt kroppen 1 breda
band (2009).

Korsetten som ett medel for att ifrdgasitta normer och virde-
ringar aterfinns 1 Minna Palmqvists (f. 1980) vadderade ldderkorset-
ter ur projektet Intimately Social dér korsetten deformerar och fyller ut
kroppen istéllet for att halla in den, eller 1 Bea Szenfelds (f. 1972) in-
stallation pa Rohsska museet med temat Flickrumsfeminism (2007), dar
en klassisk herrskjorta sytts om till en korsett och ddirmed omvandlas
fran en manlighetssymbol till en markor f6r den kvinnliga kroppen.

Korsetten har bytt skepnad 6ver tid. 1700-talet typiska snorliv
med platt framsida skapade en konformad 6verkropp med smal
midja. Formen tryckte ihop bade midja och byst. Kring sekelskiftet
1800 forsvann snoérlivet med nyklassicismen och empiremodets in-
trdde. Korsetten kom ater pa 1830-talet, dd med en ny siluett: brosten
atskilda. Istéllet for 1700-talets platta framsida accentuerades nu en
timglasform med markerad byst.?

Pa Stadsmuseet 1 Goteborg finns ett snorliv fran sent 1700-tal 1
draktsamlingen. Detta snorliv ar av gul sidenrips. Strukturen ar tydlig,
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a multidimensional item of clothing. The laced-up waist signals control,
and perhaps restraint and torment as well, but a corset’s hard shell can
also be seen as protection or armour for the soft body within. As a fetish
attribute the corset has long tickled the imagination, and has inspired
collections by fashion designers such as Jean Paul Gaultier, Vivienne
Westwood, Thierry Mugler, and John Galliano. Gaultier’s (b. 1952)
corset-like pieces have become something of a signature for his work,
and can be seen on perfume bottles as well as articles of clothing—a clear
example of how the role of the corset has evolved from invisible under-
garment to a powerful visual symbol.”

In the art world we are always finding traces of the corset in ob-
jects and in artistic fashion collections. Swedish examples include Helena
Horstedt’s (b. 1977) painstakingly hand-pleated corset-like gowns and
dresses, or Fifth Avenue Shoe Repair’s sculpturally symbolic corset made
from wide strips of copper sheet metal wrapped around the body (2009).

The corset can also be used to question norms and values, as in
Minna Palmqvist’s (b. 1980) padded leather corsets from her project
Intimately Social, in which the corset deforms and fills out the body instead
of holding it in. Another example is Bea Szenfeld’s (b. 1972) installation at
the Réhsska Museum with the theme Little Gurl’s Bedroom Femmism (2007),
in which a traditional men’s shirt has been remade into a corset, and
thereby transformed from a symbol of masculinity to an emblem of the
female body.

The form of the corset has evolved over time. In the eighteenth cen-
tury, flat-fronted stays created a cone-shaped upper body with a narrow
waistline. The form pressed together both the waist and the bust. At
about the turn of the nineteenth century, the stays disappeared with the
emergence of neoclassicism and the Empire style in fashion. The corset
returned in the 1830s, now with a new silhouette that parted the breasts.
Instead of the flat front of the eighteenth century, it created an hourglass
form with accentuated bust.?

Museum of Gothenburg’s collection of gowns includes stays of yel-
low silk from the late eighteenth century. The structure is clear, and it flat-
tens the front of the body, pressing the bust up and squeezing the waist to-
gether. The garment is reinforced with metal rods sewn into it all around
to maintain the form and distribute the pressure. Stays were worn over a
protective undergarment, often of linen, rather than in direct contact with
the skin. Nevertheless, it is easy to imagine how such a garment must



det plattar ut kroppens framsida, trycker upp bysten och pressar thop
midjan. Plagget ar forstiarkt med insydda metalltenor runt hela livet
for att behdlla formen och férdela trycket. Snérliv bars inte direkt mot
huden utan med en skyddande undersérk, ofta av linne. Trots detta ar
det latt att forestdlla sig hur plagget maste ha skurit in 1 hullet. Det var
sdkert mycket obekvamt att bara snorliv under 1700-talet, men som
den amerikanska modehistorikern och curatorn Valerie Steele konsta-
terar i The Corset. A Cultural History (2001) &r upplevelsen av bekvamlig-
het hogst relativ och just bekvamligheten har sillan haft sarskilt hog
prioritet genom modehistorien.’ Det skulle dock vara dnnu mer obe-
kvamt for en kvinna idag att snéra pa sig ett 1700-talsliv, dels for att
hon inte vants sedan barnsben vid att bara ett hart snorat liv, dels for
att vara kroppar idag ser annorlunda ut. Vi ér idag betydligt langre
och kraftigare 4n en 1700-talsperson. Dessutom dr kvinnors naturliga
midjor inte lika smala 1 férhéllande till byst och hoftmatt idag, krop-
pens proportioner har dndrats mot en rakare, mindre kurvig siluett.”

Pa ryggsidan syns en rad med hal, placerade 1 sicksack-monster.
Halens placering ar typiska for snorliv, som snérades med ett enda
band som I6pte 1 sicksack. Med 1800-talets korsett inférdes dubbel
snorning 1 kryss med hélen placerade parallellt, en metod som var
starkare och mojliggjorde annu hardare snérning."* Att bara snorliv
eller korsett kravde hjilp av ndgon som kunde dra at snérningen 1
ryggen, helst med starka nypor.

Snorlivet var en dyrbarhet. Berit Eldvik skriver:

Detblev ett fristaende plagg som sedan under ett par &rhundraden var ett maste f6r kvinnor
ur de hogre samhillsklasserna. De satt under 1600-talet synligt men blev under 1700-talet ett
underplagg som klanningen fastes mot. Det gjordes av sérskilda korsettskridddare och fanns
1 olika material, inte sallan lader. De finaste var av siden och var det dyrbaraste plagget i en

kvinnas garderob.12

Snorliv var statusplagg eftersom de férknippades med aristokratin.
De symboliserade den erotiska kvinnokroppen da formerna accen-
tuerades men fungerade samtidigt som ett tecken pa respektabilitet.
Eftersom kroppen kontrollerades och holls 1 schack av snorlivet sags
detta som ett symboliskt tyglande av kvinnors fysiska lust.'
Bernstrups baddréktsliknande korsettliv héller in kroppen utan
snorning. Det dr istdllet materialets elastiska kvaliteter som verkar
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have cut into the flesh. It was surely extremely uncomfortable to wear
stays during the eighteenth century but, as the American fashion historian
and curator Valerie Steele asserts in The Corset: A Cultural History (2001),
the perception of comfort is highly relative and comfort in particular has
seldom been a very high priority in the history of fashion.® However, it
would be even more uncomfortable for a woman today to lace herself
into an eighteenth-century corset, in part because she would not have
become accustomed to it since childhood and in part because our bodies
are different today. We are substantially taller and larger than we were
three centuries ago, and a woman’s natural waistline is not as narrow in
relationship to her bust and hip measurements today—the body’s propor-
tions have evolved into a straighter, less curvy silhouette."

On the back we see a row of holes in a zigzag pattern. The placement
of the holes is typical for stays, which were laced together back and forth
with a single lace. In the nineteenth century, double crossed lacing was
introduced to the corset with two parallel rows of holes, a method that
was stronger and allowed even tighter lacing.!! Wearing stays or a corset
required the help of someone who could pull the laces tight from behind.

Stays were luxury items. Berit Eldvik writes:

It became a freestanding garment that was for a couple of centuries a must-have item
for women of higher social standing. In the seventeenth century it was meant to be
visible, and in the eighteenth evolved into an undergarment to which a dress was at-
tached. Corsets were made by specialized corset tailors, and were available in various
materials, frequently including leather. The finest were of silk, and were the most

expensive item in a woman’s wardrobe.'

Stays and corsets conferred status upon the wearer because it was associ-
ated with the aristocracy. It symbolized the eroticism of the female body
by accentuating its forms, but at the same time served as a sign of respect-
ability. Because it controlled the body and held it in check, corsets were
seen a symbolic subjugation of women’s physical desires.'®

Bernstrup’s bathing suit-like corset encases the body without lacing;
it is instead the material’s elastic qualities that provide the compression.
The breasts are not separated with cups, but because the material is much
more flexible it does not flatten the bust the way eighteenth-century stays
would. In Roslin’s portrait, the woman wears stays with the flat form typi-
cal of the eighteenth century. The bust is either hidden away or pressed up



thopdragande. Brosten ér inte separerade med uttalade kupor men
materialet ar mycket flexiblare an 1700-talets snérliv och plattar dar-
med inte ut bysten som ett sadant. I Roslinportrittet bar kvinnan ett
snorliv och uppvisar det typiska platta 1700-talslivet. Bysten goms
undan eller pressas upp mot halsen. Det betydelsefulla med korsetten
som koncept f6r mitt perspektiv 1 denna undersokning dr dock inte om
det dr midja eller byst som betonas, utan manipulationen som sadan
— att kroppen maste omformas for att leva upp till tidens ideala form.

Carla (2006) av den finska textilkonstndren Virpi Vesanen-
Laukkanen (f. 1957) ar ett konstnérligt objekt som anvinder en tra-
ditionell korsettform for att ifragasitta hur normer styr synen pa
modets uttryck och ideal kroppsform.'* Carla dr en korsett 1 natur-
lig storlek som uppvisar bade 1800-talskorsettens tydligt markerade
byst och snorlivets stela och rigida materialkvaliteter. Carla dr inkladd
med hundratals godispapper, omslagspapper till Fazerkonfekt 1 blatt
och guld. De palimmade lagren av godispapper bildar en gldnsande
yta med skrynklad textur. Pa ryggen finns en snérning av smala guld-
fargade sidenband. Korsettens stela skal laser kroppen 1 en given
form. Bararens figur formas efter en mall, en socialt och kulturellt
acceptabel kropp visas upp. Samtidigt blir det harda skalet ett pansar,
ett skydd mot omvirldens blickar. Med godispapper som metafor for
det forbjudna sotsaksbegdret vicker konstnéren frigor om vad en
kvinna far unna sig och vilka férvintningar som styr hur hon skall
se ut. Vesanen-Laukkanens godispapperskorsett sitter fingret pa hur
bilden av kroppen styrs av kulturella konventioner.

Den svenska modeskaparen Linnéa Bach Gérde (f. 1980) utveck-

FIG. 84

lar tanken om plagget som kroppsformare 1 sin kollektion Kameleont ric. 85

(2004), dér varje plagg dr multifunktionellt och innehéller stora tyg-
stycken som kan bdras som slap, kapuschong eller vingliknande ut-
véxter pa axlarna — alternativt rullas thop och petas ned 1 en ficka pa
plagget for att istéllet bli en utfyllnad for storre bak eller byst.

Bach Girdes kollektion dr dessutom flexibel — bararens kropps-
form kan anpassas och modifieras pa olika sitt med hjélp av sam-
ma plagg. Plaggen dr sydda av tunt syntettyg — lattviktigt, skryn-
kelfritt och enkelt att rulla thop. Principen paminner om regnjackor
déar kapuschongen kan rullas ihop till en smal rulle som stoppas
in under kragen. I Bach Gérdes version kan en svepande kappa
vid behov férvandlas till ett kortare plagg som fyller ut siluetten.
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toward the woman’s neck. From my perspective in this study, however,
what is significant about the corset as a concept is not whether the waist
or the bust is accentuated, but rather that they are manipulated—that the
body needed to be reshaped to live up to the form that was considered
ideal in that era.

The Finnish textile artist Virpi Vesanen-Laukkanen’s (b. 1957) Carla
(2006) is an art object that makes use of a traditional corset form to ques-
tion how norms control the way we view fashion styles and body image
ideals." Carlais a life-sized corset that shows both the clearly accentuated
bust of the nineteenth century and the stiff and rigid material character
of the stays. It is covered in hundreds of blue and gold Fazer candy wrap-
pers. The glued-on layers of candy wrapping form a shiny surface with
a crinkled texture. The back is laced with slender golden ribbons of silk.
The corset’s stiff shell locks the body into a given form. The wearer’s
figure is formed after a template in order to display a body that is socially
and culturally acceptable. At the same time, the hard shell serves as a kind
of armour, protection against the stares of the surrounding world. Using
candy wrappers as a metaphor for forbidden cravings, the artist raises
issues of what a woman can allow herself and what expectations control
how she is supposed to look. With her candy wrapper corset, Vesanen-
Laukkanen puts her finger precisely on the way a woman’s body image
is governed by cultural conventions.

The Swedish fashion designer Linnéa Bach Gérde (b. 1980) develops
the idea of the corset as a body shaper in her Chameleon collection (2004),
in which each garment is multi-functional and includes large pieces of
fabric that can be worn as a train, a hood, or wing-like shoulder append-
ages—or they can be rolled up and stuffed into a pocket, where they serve
as padding to augment the size of the bust or buttocks.

Bach Gérde’s collection is also flexible: the wearer can adapt and mod-
ify the shape of her body in a variety of ways using a single garment. Each
1s sewn from thin synthetic fabric—lightweight, wrinkle-free, and easy to roll
up. These principles are reminiscent of raincoats with hoods that can be
rolled up into a pocket under the collar. In Bach Gérde’s version, a sweep-
ing cloak can be transformed when needed into a shorter garment that fills
out the wearer’s silhouette. The Chameleon collection makes it possible to
manipulate the shape of one’s body without resorting to a corset or other
intrusion on the physical body. Instead the body is reshaped by fillers built
into the garment and overlaid onto the outside of the natural body.



Kameleontkollektionen mdjliggér en manipulerad kroppsform utan
korsett eller ingrepp 1 den fysiska kroppen. Istdllet finns utfyllnaden
potentiellt inbyggd i plagget och laggs utanpa den naturliga kroppen.

Kvinnor (och ibland mén) har burit korsetter av olika slag under
de senaste fyra hundra aren for att forma sina kroppar efter modets
foreskrifter. Aven om korsetter inte tillhér vardagskliadseln for de
flesta kvinnor idag fortsitter vi att forma kroppen med hjalp av skape-
wear av annat slag, som strumpbyxor med elastisk gordel, eller un-
derkldder som haller in magen. Ett mer permanent sitt att omforma
kroppen ar forstas plastikkirurgiska ingrepp dar kroppens former
férandras genom exempelvis inplantat eller fettsugning. Trots att vi
idag ar langt fran snoérlivens kraftfulla omformande av kroppen ar
det fortfarande kulturellt accepterat att kroppen anpassas efter mo-
det, inte tvartom.

KOSTYM/KLADER, ATTRIBUT OCH IDENTITETSSKAPANDE

Den brittiska konst- och modehistorikern Alice Mackrell pekar pa
kurviga linjer, i6gonenfallande ornamentik, klara pastellfarger och
latta, boljande tyger som typiska for rokoko-tidens kladsmak. Hon
diskuterar ocksa kladernas symboliska betydelse, hur tidens intresse
for vetenskap och natur kom att ldmna tydliga avtryck 1 klidmodet
— och ddrmed 1 portrittkonsten. Istillet for barockens strama, tunga
brokader favoriserades littare tygkvaliteter med ett naturligt fall, mer
1linje med den lekfulla och asymmetriska naturen.”” Tidens populdra
portrittkonstnirer excellerade 1 stoffmaleri och 1 att avbilda miljéer
for att visa pa de avportritterades status samt intresse for kultur och
vetenskap. Kladerna utgjorde en lika betydelsefull del av helheten for
att signalera smak och raffinemang som de iscensatta miljéerna och
de avbildade attributen.

Lekfull, dekorativ och 6verdadigt — rokokostilen fortsétter att in-
spirera modeformgivare dn idag. Ett exempel pa inspiration kan vara
ett klanningsliv fran tidigt 2000-tal av den brittiska modeskaparen

Vivienne Westwood, déar 1700-talsformen ar tydlig 1 urringningens Fic. 86
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Women (and sometimes men) have worn various kinds of corsets
throughout the past four hundred years to reshape their bodies accord-
ing to the fashion ideals of the day. Even though the corset is not part of
the everyday wardrobe for most women today, we continue to form the
body with the help of shapewear, including stockings with an elastic girdle
and underwear that flattens the belly. A more permanent way to reshape
the body, of course, is plastic surgery, which changes the human form
through procedures such as implants or liposuction. Although we have
now come a long way from the corset’s forceful reshaping of the body;, it
is still culturally accepted that we adapt the body to fashion, rather than
the other way around.

COSTUME/CLOTHING, ATTRIBUTES, AND THE CREATION OF IDENTITY

The British art and fashion historian Alice Mackrell identifies curva-
ceous lines, ostentatious ornamentation, bright pastel colours, and
lightweight, billowing fabrics as typical of the taste in clothing during
the Rococo era. She also discusses the symbolic meaning of clothing—
how that era’s interest in science and nature made a clear impression on
clothing fashion, and therefore also on portrait art. Instead of the strict,
heavy brocades that dominated the Baroque era, the Rococo preferred
lighter fabrics with a natural fall that was more in line with the playful
and asymmetrical forms found in nature."” The popular portrait artists
of the day excelled at accurately representing different substances and
capturing environments that conveyed the subject’s status and his or
her interest in culture and science. Clothing was as important in indi-
cating taste and refinement as the surrounding scene or the subject’s
physical attributes.

Playful, decorative, and extravagant, the Rococo style continues to
inspire fashion designers to this day. One example of such inspiration is
a bodice from the early 2000s by the British fashion designer Vivienne
Westwood, the eighteenth-century form clear in the proportions of the
neckline, the flat and quilted front with its V-shaped wedge over the stom-
ach and the halflength arms’ skewed hems. The bodice has been updated



proportioner, det platta, quiltade livet med sin v-formade kil &ver
magen och de halvldnga drmarnas snedstdllda avslutning. Livet har
uppdaterats till ett nutida plagg genom materialval och farger, det
randiga tyget 1 skarpt lila, svart, rott och gult dr enkel bomullstrika,
alltsa samma sorts tyg som anvinds till vanliga t-shirts. En dragkedja
av plast 1 ryggen istdllet f6r hyskor och hakar 4r en annan detalj som
flyttar fram plagget till nutid, liksom plastskenornas férstairkningar 1
livstycket istallet f6r metall eller valben.

Som en jamforelse kan en damdrikt, en robe 1 randig taft, fran
Goteborgs stadsmuseum fungera — dven om jag inte menar att den
ar en exakt forlaga dr den typisk for en vanligt férekommande drakt-
typ som bor ha ispirerat Westwood till den randiga trikdtoppen. De
formmissiga likheterna ar uppenbara och Westwoods anammande
av 1700-talets klanningsmodell 1 nytappning framstar som en hogst
medveten stilstudie.

FIG. 87

I Vivienne Westwoods klinning fran kollektionen Chaos Point ric.ss

(2008) aterfinns element ur det expansiva 1700-talsmodet uppdate-
rade till nutid, utan att den, som kldnningslivet jag diskuterar ovan,
till formen &r direkt hénférbar till en 1700-talsférlaga.

Klanningen bestar av tva delar. En stor och tygrik underkjol ar
fast vid en snérad gordel for att bara upp kjolens tyngd. Underkjolen
bestar av flera lager langa slap samt tva forstirkta utbyggnader dver
hofterna. Over denna underkjol birs en ytterklinning med bade liv
och kjol. Tyget 4r monstrat 1 gront och brunt med réda och bla in-
slag, det ar tryckt och sedan handmalat med stora bladformationer
och blommor i en naivistisk stil. Klanningen ar mycket lang. Under
visningen av kollektionen bar modellen styltor pa catwalken for att
visa upp kjolen i hela sin langd. Om den bérs utan styltor blir tygmas-
sorna istillet ill ett veckat slip. Overdelen bestar av ett snivt rynkat
liv 1 svart med stora, monstrade puffarmar som slutar vid armbégen.
Livet dr djupt urringat och avslutas med en liten volang langs kanten.
Denna klanning utstralar tyngd och nirvaro - det ér ett praktplagg
och ett verkligt blickfang.

Den 6verdadiga formen och kjolens dekorativt svepande linjer ar
ett slags nutida rokoko som svarar val mot det granslosa 1700-talets
estetik. Den manipulerade kroppen blir hir 6verdrivet markerad ge-
nom styltorna och kjolens veckade tygvolymer for tankarna till det
frasande sidenets materialitet som vi har sett 1 1700-talsdrakterna.

168

FIG. 87

FIG. 88

169

into a contemporary garment with the choice of materials and colours—
bold stripes in purple, black, red, and yellow on simple cotton jersey, the
same kind of fabric used in common t-shirts. A plastic zipper on the back,
instead of hooks and eyelets, is another detail that brings the garment into
the present time, along with the use of plastic rods as stiffeners mstead of
metal or whalebone.

We can compare the item to a woman’s dress, a robe of striped taf-
feta, found in the Museum of Gothenburg. I do not mean to suggest that
it is a direct antecedent, but it is typical of a common form of dress that
must have inspired Westwood in her design of the striped jersey top.
The design similarities are obvious, and Westwood’s adaptation of an
cighteenth-century dress pattern in new form appears to have been quite
intentionally a stylistic study.

In another Westwood design, a dress from her Chaos Foint collection
(2008), we find elements of broader eighteenth-century fashion updated
for the present, though like the previous example without being a direct
formal descendant of a specific eighteenth-century item.

The dress comprises two parts. A large and voluminous underskirt is
attached to a laced girdle that supports the weight of skirt. The underskirt
1s made up of several layers of long trains and two reinforced extensions
over the hips. On top of this underskirt is worn an outer gown with both
bodice and skirt. The fabric is patterned in green and brown with red
and blue elements, which has been printed and then hand-painted with
large leaf formations and flowers in a naivistic style. It is a very long dress.
When the collection was first shown on the runway, the model walked
on stilts in order to show the full length of the skirt. When worn without
the stilts, the fabric masses become a creased train. The top portion of
the dress consists of a tightly pleated bodice in black with large, puffy,
patterned elbow-length sleeves. The bodice has a plunging neckline and
is finished with a little frill along the edge. This dress oozes gravity and
presence—it is a splendid garment and a real eye-catcher.

The extravagant form and the decorative, sweeping lines of the skirt
amount to a kind of contemporary Rococo with a close kinship to the
grandiose aesthetic of the eighteenth century. The manipulated body here
becomes exaggeratedly accentuated through the stilts, and the pleated
volumes of the skirt recall the materiality of rustling silk we have seen
in eighteenth-century gowns. The cut of the dress is based on children’s
drawings, which were then incorporated into the print of the fabric as well.



Moénstret bygger pa barnteckningar som sedan anvéandes 1 tygets de-
sign. Den broderade brokadens budskap om rikedom och status blir 1
Westwoods tappning ett exklusivt handmalat tyg — betydelsebarande
men 1 detta fall med ett milj6- och fredsbudskap.

Den amerikanska historikern Jennifer M. Jones framhaller att
1700-talet innebar en vandpunkt f6r hur man betraktade kldders be-
tydelse och hur betydelsefull kladseln var for att signalera genus och
social status. Hon skriver:

Eighteenth-century French men and women were concerned about the ways in which identi-
ties were constructed by clothing, by the ways in which one’s gender and social identity were

marked and constructed by what one wore in an emerging ”society of taste”,10

Mannen 1 Roslinportrittet dr kladd 1 mérkréd sammet, en rock med
overdadiga guldbroderier ldngs de breda slagen péa drmarna och rock-
ens skort. I halsen och vid armsluten syns spetskras. En matchande
knibyxa 1 samma vinréda sammetstyg, kndppt med guldknappar,
kompletterar utstyrseln. Hans drékt ar i sjalva verket mer i6gonenfal-
lande och utsmyckad &n kvinnans, d@ven om hennes klanning ar tackt
med silverbroderier sa dr de mer diskreta och sticker inte ut visuellt
pd samma sitt som hans. Dessa materialval, farger och broderier hade
knappast signalerat herrplagg idag och visar hur konventioner och
smak forskjuts 6ver tid. Vem far bara vad? Detta hanger uppenbarli-
gen mer thop med vilken tid vi lever 1 4n vilket genus vi identifierar
oss med. Om v1 jamfér med den avportritterade personen 1 Re-Animate
Me framtrider intressanta likheter. Bada forestaller mén kladda i drakt-
element, material och attribut som viidag kodar som typiskt kvinnliga —
skall det tolkas som manligt, kvinnligt, androgynt, konsoverskridande,
medvetet genusproblematiserande eller provokativt — allt beror pa hur
vi kodar tecknen f6r genus 1 kldder, smink och frisyr.

Jennifer Jones konstaterar att den klidda kroppen har haft stor
betydelse for att signalera kvinnlighet allt sedan konsumtionskultu-
rens framvaxt 1 1700-talets Europa. Intresset for kropp, kldder och
genustillhorighet gick hand 1 hand med naturvetenskapens intresse
for anatomi och den fysiska kroppen. Hon skriver:

Since the beginnings of the consumer revolution in eighteenth-century Europe, femininity

has been performed within a theater in which living bodies are fused with material objects.
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Embroidered brocade exudes wealth and status, and in Westwood’s in-
terpretation it becomes an exclusive, hand-painted fabric—still conveying
meaning, but in this case the message is about peace and the environment.

The American historian Jennifer M. Jones maintains that the eight-
eenth century brought a turning point in how the meaning of clothing
was viewed and in how meaningful clothing was in signalling gender and
social status. She writes:

Eighteenth-century French men and women were concerned about the ways in
which identities were constructed by clothing, by the ways in which one’s gender
and social identity were marked and constructed by what one wore in an emerging

‘society of taste.'¢

The man in Roslin’s portrait is clothed in dark red velvet, a cloak with
extravagant golden embroidery adorning the broad cuffs of the arms as
well as the tails. At the neck and the wrist we see lace frills. Matching
breeches cut from the same burgundy velvet, fastened with gold buttons,
completes the outfit. His attire is in fact more ostentatious and decorated
than the woman’s: her dress may be covered in silver embroidery, but
the ornamentation is more discreet and does not stand out visually as
much as his. One would hardly expect to find such materials, colours,
and embroideries on men’s clothing today, and they show just how much
convention and taste has shifted over time. Who is allowed to wear what?
This is obviously more a matter of the time we live in than the gender
we belong to. If we compare to the subject portrayed in Re-Animate Me,
interesting similarities emerge. Both portraits show men wearing clothing
articles, materials, and features that we today define as typically feminine.
Should we read Bernstrup’s subject as masculine, feminine, androgynous,
transsexual, consciously gender-defiant, or provocative? It all depends on
how we define the signs of gender in clothing, make-up, and hairstyle.
Jennifer Jones asserts that the clothed body has been extremely im-
portant in signalling femininity ever since the emergence of consumer
society in eighteenth-century Europe. The interest in body, clothing, and
gender identification went hand in hand with the growing interest in the
natural sciences for anatomy and the physical body. Jones writes:

Since the beginnings of the consumer revolution in eighteenth-century Europe, femi-

ninity has been performed within a theater in which living bodies are fused with



Complementing the new medical science of the eighteenth century, which articulated dif-
ferences bettween the male and the female body through engravings of anatomical cross-
sections and skeletons, the the emerging fashion culture fixed gender identities through

fashion engravings and embodied femininity through clothing."

Mode var mer dn bara ett intresse, det handlade om att faststilla
social position och samhillelig struktur genom klédsel och konsum-
tion. I Roslins dubbelportritt dr det uppenbart att kladerna ar ett
slags kostym 1 en iscensatt tabld dir bade moderiktigt snitt och dyr-
bara materialval medverkar for att visa fram det avbildade paret som
férmébget och framgangsrikt. De dekorerade plaggen samspelar med
en lika 6verdadig rumslig milj6 och ramar in kropparna i1 dyrbara
material och objekt.

Den yttre inramningen av bilden talar samma sprak. Den bre-
da guldramen kring malningen svarar mot den gyllene barden pa
mannens rock. Han stir upp och visar fram sin arkitekturmodell.
Mannen avbildas som den aktive 1 bilden och utgdér mer av ett blick-
fang genom sin pose. Kvinnan sitter ned, passiv och avvaktande.
Snicksamlingen vilar 1 sin ldda 1 hennes knd, hon héller en snicka 1
sin hand men utan att egentligen visa fram den. Bada méter betrak-
tarens blick, de dr subjekt snarare &n betraktade objekt men mannen
intar en mer aktiv och central position 1 portrittet.

I Re-Animate Me portritteras personen som aktiv med hjalp av
gester, blick och pose. Blicken méter betraktarens, hdnderna ar pla-
cerade 6ver kroppen pa ett medvetet sitt. Posen dr uppratt med bojda
knin, avvaktande. Det ér inte en avslappnad position. Personen ar
portrdtterad 1 en helt avskalad milj6, ett morkt mntet utan visuella
ledtradar. Inramningen av sjilva bilden ar lika avskalad. Fotografiet
ar monterat utan ram, bildens kant skapar ett snitt, en rit linje mot
museiviggens vita yta. Bristen pa inramning skapar ett abrupt slut
som paradoxalt nog lyfter fram bilden dnnu tydligare.

Moblemanget och den 6verlastade och symboltyngda sceno-
grafin 1 Roslinportrittet talar sitt tydliga sprak om social position.
Om jag jamfér med den svarta tomheten som omringar personen
1 Bernstrups portritt finner jag den lika symboltyngd: ett svart in-
tet som talar om individens position som kontextlés, utan samman-
hang eller hemvist. Inramningen av bilderna svarar upp mot detta.
Roslinportrittet hade varit ofullstindigt utan sin tunga ram som
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material objects. Complementing the new medical science of the eighteenth century,
which articulated differences between the male and the female body through en-
gravings of anatomical cross-sections and skeletons, the emerging fashion culture
fixed gender identities through fashion engravings and embodied femininity through
clothing."

Fashion was more than just an interest; it was about clarifying social
position and the structure of society through clothing and consumption.
In Roslin’s double portrait, it is clear that the clothing is a kind of cos-
tume for a staged tableau in which both fashionable styling and exclusive
materials combine to present the couple as wealthy and successful. The
decorated garments work in harmony with an equally extravagant spatial
environment, framing the bodies with lavish materials and objects.

The outer framing of the picture speaks the same language. The
broad gilded frame that surrounds the painting corresponds to the golden
trimmings on the man’s coat. He stands up and holds out his architectural
model. The man is portrayed as the active one in the picture, and his
pose makes him more of a focal point. The woman is seated—passive and
waiting. She holds a collection of shells in a box on her lap, and a shell in
her hand without actually displaying it. Both figures gaze at the viewer,
subjects rather than objects under observation, but the man assumes a
more active and central position in the portrait.

In Re-Animate Me, gestures, expression, and pose help portray the sub-
ject as active. He/she gazes at the viewer, hands placed on the body in a
deliberate way. The pose with bent knees is one of waiting, but it is not
a relaxed position. The subject is portrayed in an environment that is
stripped bare, a darkened void empty of visual cues. The framing of the
picture is itself equally minimal. The photograph is mounted without a
frame, and the edge of the picture creates a cut line, a straight edge stand-
ing out against the white wall of the museum. The lack of framing creates
an abrupt finish that paradoxically accentuates the picture even more.

The furnishings and the overloaded and symbol-laden staging for
Roslin’s portrait speak clearly the language of social position. Comparing
to Bernstrup’s work, it is easy to see the black emptiness that surrounds
the subject as equally charged symbolically: a darkened void that speaks
to the position of the individual as without context, surroundings, or habi-
tat. The framing of the pictures supports this interpretation: the Roslin
portrait would have been incomplete without a heavy frame to balance



balanserar scenografin i motivet, Bernstrups avskalade bild framstar
lika sjalvklar utan en dekorativ inramning.

I Roslinportrittet finns skorna inte med, bilden &r beskuren 1 h6jd
med vaderna pa det avbildade paret. Det ar dock latt att forestilla sig
den nitta sidensko som horde till kvinnans rosa kldnning, 1 match-
ande tyg med en liten sviangd klack. Accessoarer var betydelsefulla,
en integrerad del av helheten. En elegant sko som tittar fram under
kjolfallen kompletterar drakten och ldgger till ett element av span-
ning — nagot som kan anas men inte ar fullt exponerat. Kvinnoben
och -fétter var dnnu inte nagot som visades upp offentligt.'®

Ett par sma damskor fran 1700-talet 1 Rohsska museets samling lar
enligt en historia ha tillhért Ulla Winblad. De ér klidda med blommig
brokad, med monster 1 gratt, beige och ljusblatt. Ett metallspanne pry-
der fronten och skon har en svingd klack, kladd med Jjusgratt skinn.
Formen ar sirlig, hantverket detaljerat och dven om skorna idag ar
mycket slitna ser vi hur utsokta de maste ha varit néir de var nya. For
en betraktare idag ser skorna sma ut, néstan som barnskor 1 storleken;
jamforelsevis har vi betydligt storre fétter idag. Precis som vi ar langre
och kraftigare an 1700-talsménniskan, har vi ocksa storre fotter. ™

I Re-Animate Me har de réda skorna en framskjuten position 1 bil-
dens férgrund. Den tunna réda latexen ticker benen som en andra
hud och vixer ned 6ver skorna. Pumpsen med de vassa klackarna ar
sammanvixta med strumporna och utgor en organisk del av drak-
ten. De dr en icke separerbar del av helheten, en f6rlangning av krop-
pen. Fotternas position, vinklade snett uppat-utat, vrider klackarna
som tva snedstillda taggar ut fran kroppen. Dessa klackar dr mer &n
dekoration - de kan lika girna tolkas som potentiella vapen.

1700-talsmannens ben var en symbol f6r maskulinitet och en be-
tydelsefull kroppsdel att visa upp. Den ideala vaden var slank och
smidig, varken for smal eller 6verdrivet muskulds.? I kndkorta byxor
och silkesstrumpor blev vaderna ett blickfing i den manliga drakten.
I Roslinportrittet anas mannens underben 1 gra silkesstrumpor. Ett
litet veck och en glansdager 1 materialet antyder vadens rundning
dér den skymtar 1 bildytans nederkant. I Bernstrupbilden exponeras
underbenen helt, férstirkta av det roda latexmaterialets hoga glans.
De strumpkliadda manliga vadernas symbolik blir en intressant dub-
beltydighet 1 Re-Animate Me, ddr ett par elegant slanka ben exponeras
1 avslojande strumpor.
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the staged setting for the scene, and the barren setting for Bernstrup’s
picture is quite naturally devoid of decorative framing.

In the Roslin portrait the couple’s shoes are not visible, the picture
cropped at the height of the subjects’ calves. However, it is not hard to
imagine the delicate silk shoe that went with the woman’s pink dress, with
matching fabric and a gently curved heel. Accessories were an important,
integrated part of the whole. An elegant shoe that peeks out from beneath
the skirt complements the dress and adds an element of excitement—
something that can be sensed but is not fully exposed. Women’s legs and
feet were still not to be shown in public.'®

A pair of small women’s shoes from the eighteenth century in the col-
lection of the R6hsska Museum once belonged, according to one story, to
Ulla Winblad, a semi-fictional character in the songs of the Swedish song-
writer Carl Michael Bellman. They are covered in a flowery brocade, with
an underlying pattern in grey, beige, and pale blue. A metal buckle deco-
rates the front, and the shoe has a curved heel clad with pale grey leather.
The form is elaborate, full of handmade details, and even if the shoes today
are extremely worn, we can still see how extraordinary they must have
been when they were new. Just as we are taller and heavier now than we
were in the eighteenth century, we have considerably larger feet, and for
today’s viewers the shoes look small, almost the size of children’s shoes."

In Re-Animate Me the red shoes take up a prominent position in the
foreground of the picture. The thin layer of red latex is stretched over the
legs like a second skin and grows down over the shoes as well. With their
high, pointy heels, the shoes have grown together with the stockings to
form an organic part of the costume. They are an inseparable part of the
whole, an extension of the body. The position of the feet, angled diago-
nally up and out, turns the heels like two oblique thorns sticking out from
the body. These heels are more than mere decoration; they can just as
easily be interpreted as potential weapons.

In the eighteenth century, a man’s legs were symbolic of masculinity
and an important part of the body to display. The ideal calf was slender
and flexible, neither too skinny nor overly muscled.?’ In knee-length pants
and silk stockings, the calves became a focal point in a man’s clothing. In
Roslin’s portrait, we can barely glimpse the man’s lower legs in stockings
of grey silk. A little wrinkle and a hint of shimmer in the material suggest
the rounded form of the calf peeking from the bottom edge of the picture.
In Bernstrup’s portrait, the lower legs are on full display, and emphasized



Den sminkade huden &r ett annat sétt att iklada kroppen en drakt,
att lyfta fram 6nskviarda drag och ticka 6ver andra. Under 1700-talet
etablerades en syn pa huden som en markor for karaktdaren; det yttre
som en spegel av det inre.

Signifikativt &r hur synen pa kosmetika dndrades, fran comotica ars
(kosmetisk konst) till cosmetica medicamenta (kosmetisk medicin) under
1700-talet. Fran att under 1600-talet och det tidigal700-talet ha hand-
lat om att ficka orenheter, drr, missprydnader och skapa ett rent, vitt
ansikte pd vilket ett nytt, perfekt kunde malas, 6vergick kosmetikan
successivt till att bli vardande under 1700-talet. Nu skulle krdmer istal-
let lika de defekter som fanns, malet var att fa ett rent, mjukt, trans-
parent och naturligt ansikte. Den naturliga rodnaden skulle synas,
inte malas 6ver. Detta utvecklades samtidigt som fysionomiken blev
pa modet. Inte bara ansiktsuttryck och ansiktsform studerades, aven
humor och kinslor tillskrevs sina egna fargtoner 1 huden.?!

I Roslinportrittet dr kvinnans hudton jamn och ljus. Bade an-
sikte, dekolletage och hinder lyser bleka och skimrande 1 bilden.
Hennes kinder dr markerade med rouge, en ditmaélad klddsam rod-
nad. Hennes lappar gldnser rosa, méjligen framhavs fargen av smink,
1 ett litet leende. De rosiga kinderna och ldpparna forstarks av en ro-
sarandig rosett runt hennes hals och av det rosa sidenet 1 klanningen.
Hennes har ar bakatstruket 1 en stram frisyr med haret uppsatt 1
nacken. Haret ligger 1 sma vagor vid 6ronen och ansiktet ldmnas
fritt, endast dekorerat av en blomstergirland pa hjassan. Hennes har
ar gratt och mattpudrat. Det framgar inte av portrittet om hon bar
peruk eller om det dr hennes eget hér, konstnaren har valt att inte
aterge nagon synlig kant 1 harfastet.

Mannens hy ar rosigare och ser ut att ha en mer naturlig fargton.
Huden ar matt men inte lika blek och en skugga av mork skdggvixt
kan anas 6ver haka och kinder. Han bér gra peruk med lagda lock-
ar 6ver Oronen och harpiska 1 nacken ombunden med svart rosett.
Perukkantens linje 4r skarpt markerat och harfastet gar ned 1 en liten
snibb &ver pannan. Hérets matta lyster tyder pa en vél pudrad peruk.
Han méter var blick 6ver axeln och ler svagt. Bade ansikte och han-
der har en mer ojamn kuldr, ndsan och kinderna &r rédare dn pan-
nan, knogarna dr rodare dn handryggen. Har har konstnaren marke-
rat en gradskillnad 1 hudkuldr pa samma sétt som 1 klddernas farger
och mannen har fatt en nagot moérkare fargséttning &n kvinnan.
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by the glossy surface of the red latex. The symbolism of a man’s calves in
stockings takes on an interesting double meaning in Re-Animate Me, where
a pair of elegantly slender legs is exposed in revealing stockings.

The subject’s skin is covered in make-up, another way to clothe the
body in a costume, and to highlight desirable features and mask over oth-
ers. During the eighteenth century skin began to be seen as an indication
of a person’s character—the exterior reflecting the quality of the interior.

It is significant in this regard how the view of cosmetics changed from
comotica ars (the art of cosmetics) to cosmetica medicamenta (cosmetic medi-
cines) during the eighteenth century. In the seventeenth and the early part
of the eighteenth centuries, it had been about concealing blemishes, scars,
and disfigurations and creating a clean white foundation on which a new,
perfect face could be painted. But cosmetics gradually evolved into the
role of skin care: lotions were meant to heal defects instead of hiding them,
and the objective was to achieve a clean, soft, transparent, and natural
face. The natural rosy glow should be visible rather than painted over.
This development was occurring at the same time that physiognomy be-
came fashionable. Facial expressions and facial forms were studied, and
each mood and feeling was associated with a different a skin colour tone.*!

In the Roslin portrait, the woman’s skin tone is even and fair. Her
face, her décolletage, and her hands all have a pale and shimmering glow
in the picture. Her cheeks are accentuated with rouge, a painted-on but
becoming rosiness. Her lips are glossy pink, the colour perhaps augment-
ed by make-up, as she smiles faintly. Her rosy cheeks and lips are brought
out by a pink-striped rosette around her neck and by the pink silk of her
gown. Her hair is combed back and lifted off her neck in a taut setting.
Hair falls in small waves around her ears but leaves her face free, deco-
rated only by a garland of flowers on the crown of her head. Her hair is
gray and powdered matt. It is not clear from this portrait whether what
we see is a wig or her own hair; the artist has chosen not to show a visible
edge at her hairline.

The man’s skin is ruddier and looks to have a more natural colour
tone. His skin is matt but not as pale, and a slight shadow of beard stub-
ble can be detected over his throat and cheeks. He wears a grey wig with
locks arranged over the ears and a braid at the back fastened by a black ro-
sette. The line at the edge of the wig 1s sharply articulated and his hairline
descends to a small peak over his brow. The low lustre of his hair indicates
a well-powdered wig. He looks over one shoulder to gaze directly at us,



Ansiktet 1 Re-Animate Me ar vitpudrat 1 en jamnvit ton, inklusive
munnen. Skarp, frontal belysning tvingar fram skuggor och mar-
kerar ansiktets form. Ogonen i#r kraftigt sminkade och framtrider
svarta 1 det bleka ansiktet. Det morka hdret dr bakatkammat som
en slit hjdlm och flyter samman med bakgrundens svarta. Endast
hérfastets ojimna linje markerar 6vergangen. Minen ar allvarlig och
blicken intensiv under sankta 6gonlock. Som betraktare av detta por-
tritt far man finna sig 1 att ocksa sjdlv bli betraktad.

Om vi jamf6r bagge portritten framtrdder bade likheter och skill-
nader. Lika dr den mjuka, pudriga hudytan, vl belyst 1 bade an-
sikte och dekolletage. En skillnad ér ansiktets linjer, som 1 Re-Animate
Me ar kantigt och baserat pa kontraster mellan ljusa och skuggade
partier. Roslinportrittets ansikten dr bada uppbyggda av mjuka for-
mer, trinda kinder och rundade haklinjer. Haret ramar i ansiktena 1
bégge bilderna men kontrasterna ar inte lika starka 1 Roslinportrattet.
Hér markeras en gradvis 6vergang, speciellt 1 kvinnans ansikte. I
Re-Animate Me finns en liknande gradvis 6vergang men hdr dr det
haret som sémldst 6vergar 1 bakgrundens morker. Bada portritten
fokuserar pa pudrad hud men anvinder olika strategier for att lyfta
fram den visuellt. Roslin baddar in sina personer 1 ett mjukt puder-
skimmer och later de rundade ansiktena ramas in av ett pudrat har,
en likhetsstrategi dar ett disigt skimmer siétter tonen 1 hela portrittet,
underbyggt av ett mjukt [jus. Bernstrup valjer istillet kontraster som
sitt verktyg, har stalls hudens matta yta mot det blanka latexmaterialet
och bakgrundens svirta. Det skarpa ljuset lyfter fram skuggor 1 an-
siktet och tydliggdér kdkvinklarnas kantiga former. Oavsett strategi
framstar hudens materialitet som betydelsefull 1 bilderna.

Den pudrade huden dr central 1 bada portritten genom sin visu-
ella signifikans. Puder dr ocksa barare av sensoriska egenskaper; det
hjalper béararen att uppvisa en perfekt sliat, mjuk och len hy. Den mju-
ka, vita huden som skénhetsmarkér handlade under 1700-talet om
en estetisk preferens men ocksd om social status och hélsa. Endast
den som hade rad att 4ta vil, halla sig frisk och avsta fran hart kropps-
ligt arbete utomhus kunde uppvisa en blek och felfri hy — detta gillde
savil méan som kvinnor.?> Mjuk, vit hy var alltsd en statussymbol pa
flera sétt. Mjuk och vit betyder fokus pa tva egenskaper; bade den
taktila som 1 hudens yta och textur och den visuella som i den bleka
kuloren. Bada dessa egenskaper kunde forstirkas med puder.

178

179

smiling quietly. Both his face and his hands have a more uneven colour:
his nose and cheeks are redder than his forehead, and his knuckles redder
than the backs of his hands. Here the artist has marked a gradation in
skin tone that corresponds to the colours in the clothing, giving the man
a somewhat darker colouration than the woman.

The face in Re-Anmimate Me is powdered to a uniform white tone,
including the mouth. Sharp frontal lighting squeezes out shadows and
marks the shape of the face. The eyes are heavily made up, and appear
black set within such a pale face. The dark hair is combed back like a slick
helmet, blending into the darkness of the background, defined only by
the irregular path the hairline makes around the face. The expression is
sombre and the gaze intense beneath lowered lids. Observers of this por-
trait must tolerate the sense that they are themselves under observation.

If we compare the two portraits, we find both similarities and differ-
ences. They are alike in the soft, powdery surface of the skin, which is well
lit in both face and décolletage. The lines of the faces are different, angular
in the case of Re-Animate Me and full of contrasts between the brightly illu-
minated parts and those in shadow. The faces in Roslin’s portrait are both
built up from soft forms, with chubby cheeks and rounded jawlines. The
hair frames the faces in both pictures, but the contrasts are not as stark in
the Roslin portrait. Here the line between face and hair 1s a subtle transi-
tion, particularly in the case of the woman. In Re-Animate Me the face is
surrounded by a subtle transition too, but here it is the outline of the hair
blending with the background. Both portraits focus on powdered skin,
but they use different strategies to emphasize it visually. Roslin bathes
his subjects in a soft lustre of powder and frames their round faces in
powdered hair, an equalizing strategy that allows a foggy lustre to set the
tone for the entire portrait, supported by a soft general light. Bernstrup
chooses instead to work with contrast, juxtaposing the matt surface of the
skin with the glossy latex and the darkness of the background. The hard
lighting heightens the shadows of the face and accentuates the angular
forms of the jawline. Despite the differences in strategy, the materiality of
the skin comes across as important in both pictures.

The powdered skin is central to both portraits due to its visual signifi-
cance. But powder can also convey sensory attributes: it allows the wearer
to display a perfectly smooth, even, and soft complexion. During the
eighteenth century, soft white skin was a sign of beauty that was preferred
on aesthetic grounds but also conveyed social status and health. Only



MATERIALITET OCH EMPATISKT BETRAKTANDE
EN NUTIDA LASNING AV 1700-TALSKROPPEN

Poser, scenografi och kroppens position i rummet samverkar 1 bilder-
na. Kroppen som ett dekorerat objekt bland flera i Roslinportrittets
overlastade interior kan jamforas med kroppen som en enskild entitet
1 ett svart universum i Re-Animate Me. Bada portritten uppvisar anda
samma sak: klidda och koreograferade kroppar 1 utstuderade poser,
valda for att kommunicera identitetsaspekter.

Bilderna bygger 1 h6g utstrackning pa blanka ytor - sidentyg, lack
- mot kontrasterande matt, pudrad hud. Samspelet mellan den stela
korsettformen och det glatta sidentyget eller den skinande lackroda
ytan dr betydelsefulla for bildframstéllningen. Laura Marks menar
att inte bara blicken kan vara haptisk, ocksa sjdlva mediet kan ha
haptiska kvaliteter och skapa en upplevd kroppslig kontakt mellan
betraktaren och bilden.?® Med andra ord, haptiska bilder har kva-
liteter som lockar flera sinnen och inbjuder till en upplevelse dar
bilden kan férstas genom en kombination av sensoriska minnen och
betraktande.

Bildens materialitet dr atkomlig pa flera nivaer. I sjalva konstver-
kets yta, oljemaleriets kraftfulla textur och spar av penseldrag och
fotografiets perfekt glatta yta. Fargens aldrade och krackelerade yta
1 Roslinsportrittet bestar av ett finmaskigt ndt av sprickor som ger
ytan liv om man kommer riktigt ndra. Bernstrupportrittets blanka
finish far karaktir av minimala dammpartiklar som bryter glansen pa
néra hall. Materialitetsaspekter spelar in 1 valet av avbildade material:
textila kvaliteter, trd, lader, minsklig hud. Och detsamma giller var
upplevelse av bilden i1 den egna kroppen, kdnslan av en korsett som
pressar samman midjan eller kdnslan mot fingertopparna niar handen
stryker 6ver ett sidentyg ér patagliga och har med kroppsliga minnen
av materialets egenskaper att géra. Genom kroppslig erfarenhet kan
vi fd en annan typ av forstaelse for nagot vi ser. Véra sensoriska erfa-
renheter hjalper oss att uppfatta det vi ser som kroppsliga referenser
- materialens egenskaper talar till oss genom betraktandet.

Jag finner att det for mig sa fascinerande sléktskapet mellan Bern-
strups portritt och Roslins framstér én tydligare efter mina analyser.
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those—both men and women—who could afford to eat well, stay healthy,
and avoid hard physical work outdoors could maintain a pale and flawless
complexion.?” A soft, white complexion was therefore a status symbol in
several different ways. Soft and white focused on two attributes: the tactile
quality of the skin’s surface and texture and the visual quality of its pale
colour. Both of these attributes could be enhanced with powder.

MATERIALITY AND EMPATHIC OBSERVATION
A CONTEMPORARY READING OF THE EIGHTEENTH-CENTURY BODY

Poses, stage sets, and the body’s position in space all work together in
these pictures. The appearance of the body as one decorated object among
many in the lavish interior of Roslin’s portrait can be compared with the
body as an independent entity in a darkened universe in Bernstrup’s.
Nevertheless, both are pictures of the same thing: clothed and choreo-
graphed bodies in carefully arranged poses chosen to communicate as-
pects of identity.

Each picture builds to a great extent on shiny surfaces—silk fabric,
lacquer, latex—juxtaposed with matt, powdered skin. The interplay be-
tween the stiff corset form and the slick silk fabric or the glossy nail-polish
red surface is important to the composition of the pictures. Laura Marks
asserts that our way of looking can be haptic, but that the medium itself
can have haptic qualities and create an experience of bodily contact be-
tween the observer and the picture.?® In other words, haptic pictures have
qualities that trigger multiple senses and offer an experience in which the
picture can be understood through a combination of sensory memories
and observation.

The materiality of the picture is accessible on several levels. On the
surface of the artworks themselves, we have the heavy texture of an oil
painting on one, with its traces of brushstrokes, and the perfectly slick
surface of a photograph on the other. In Roslin’s portrait, the aged and
crackled surface of the paint is a fine-grained web of cracks that gives life
to the surface when viewed from very close range. The glossy finish on
Bernstrup’s portrait is given character by tiny particles of dust that disrupt



Roslinportrittet kombinerar naturlig portrittlikhet med idealise-
rad framtoning. Dubbelportrittet utgjorde 1 sin tid en tydlig gestalt-
ning av en man och en kvinna, avbildade med f6r tiden typiska attri-
but. I vara 6gon ar dessa koder inte langre lika tydliga, materialval,
smink och poser signalerar inte nédvandigtvis genus for en nutida
betraktare pa det satt Roslin avsag. Paret iscensétts som intellektuellt,
framgangsrikt, féormoget genom attribut som mannens arkitektur-
modell och kvinnans naturaliesamling. De dyrbara guldkantade och
broderade tygerna framstir kanske med dagens betraktarblick som
praliga eller teatrala, poserna kan verka utstuderade och tillgjorda.
Det ar tydligt hur dagens kroppar knappast pa ett naturligt sitt pas-
sar in 1 ett rorelsemonster iscensatt for 1700-talsnobless. Genom jam-
forelsen med Bernstrups lika uppenbart iscensatta, koreograferade
och manipulerade portritt framstdr dessa aspekter 1 dn skarpare
belysning.

"Tobias Bernstrups Re-Animate Mekan lasas som ett dubbelportritt
1flera lager. Har avbildas konstnaren och hans scenpersona i samma
bild, konstnérsjaget lanar ut sin kropp till en fiktiv personlighet som
iscensitts med hjélp av pose, smink och kostym — precis som 1 Roslins
portritt. Istdllet for att halla fram féremal visar Bernstrup pa sina
attribut med hénderna: kénet och brosten markeras med de behand-
skade hianderna. Med dessa gester markeras en problematiserande
identitet dir givna normer ifragasitts. Men med dagens blick skulle
personerna 1 Roslinportrittet pa samma sétt kunna uppfattas som
identitets- och genusambivalenta i sina praliga drékter. Man, kvinna,
individ - gestaltningen av kén framstar som ointressant vid en jamfo-
relse, det handlar uppenbart om att framstélla identitet enligt visuella
koder som tiden forstar.

Trots att Bernstrup inte forefaller direkt inspirerad av 1700-talet,
kan hans portritt belysa flera aspekter av Roslins portritt pa ett
for mig nytt sitt. Jag finner alltsa att ldsningen av Roslin genom
Bernstrup tydliggor det teatrala, anvindningen av mode/drakt som
kostym 1 bemadrkelsen scenklader infor ett upptradande. De utstude-
rade poserna, valet av farger och material for att se bra ut 1 bild {6r-
tydligas ocksa. Kontrasterna mellan det blanka sidenet/latexen och
den matta huden later mediet tala: konstndrens virtuositet 1 att aterge
materialet 1 olja (Roslin) eller den knivskarpa postproduktionen av
fotografiet (Bernstrup) som later materialeffekterna framtrada i all
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the shine under close inspection. Materiality aspects come into play in the
choice of materials included in each scene: different fabrics, wood, leather,
human skin. And the same is true of how we experience our own bod-
ies—the feeling of how a corset squeezes our waist together is tangible, or
the feeling in our fingertips when they graze over a silk fabric, and it has
to do with the body’s own memories of a material’s attributes. Through
bodily experience we can gain another kind of understanding for what we
see. Our sensory experiences help us understand what we see as bodily
references—the material’s attributes speak to us through our observation.

The kinship between Bernstrup’s portrait and Roslin’s that I find so
fascinating becomes all the more clear to me after my analyses.

Roslin’s portrait combines naturalistic portraiture with idealizing em-
phasis. In its era, the double portrait offered a clear rendition of a man
and a woman portrayed with attributes that were typical of the day. In
our eyes these codes are no long so clear: the choice of materials, make-
up, and pose do not necessarily signal gender to today’s observer in the
way Roslin intended. The staged setting shows the couple to be intel-
lectual, successful, and wealthy through attributes such as the man’s ar-
chitectural model and the woman'’s collection of nature finds. The lavish
gold-edged and embroidered fabrics may appear tawdry or theatrical to
today’s observer, and the poses may come across as affected and preten-
tious. It is clear that today’s bodies do not fit naturally into patterned
movements staged for eighteenth-century nobility. The comparison with
Bernstrup’s equally obviously staged, choreographed, and manipulated
portrait makes these aspects even more clearly illuminated.

Re-Animate Me can be read as a double portrait with multiple layers.
It is a portrayal of both the artist and his stage persona in a single im-
age. The artist lends his body to a fictive personality that is staged—just
as in Roslin’s portrait—with the help of posing, make-up, and costume.
Rather than holding objects, Bernstrup uses his hands to display his at-
tributes, calling attention to genitals and breast with gloved hands. These
gestures demonstrate a provocative sense of identity that questions the
established social norms. But today’s viewer might find the figures in
Roslin’s portrait, with their flamboyant dress, to be similarly ambivalent
in their gender and identity. Man, woman, individual: our comparison
shows that neither picture is really interested in expressing gender; they
are obviously both about portraying identity through visual codes their
own era can understand.



sin prakt. Bada tillvigagangssitten talar om en tydlig medvetenhet
om mediet som sadant. Det visar pa en annan botten 1 bildskapandet
dér det inte bara handlar om motivet utan om effekten, bildspraket
och upplevelsen av det fardiga konstverket. Detta, menar jag, hand-
lar om att skapa en haptisk bild.

Min utgangspunkt 1 denna undersékning var att se huruvida
det med hyélp av haptiskt seende och ett multisensoriskt perspektiv
skulle ga att aterge det betraktade nagot av sin materialitet for att dér-
med bredda bildupplevelsen till att bli en kroppslig, snarare 4n rent
visuell erfarenhet. Driktens paverkan pa hallning och figur, poser
och upplevelsen av kroppen 1 rummet tranger igenom den visuella
analysen och ger ett eko 1 betraktarens fysiska kropp. Jag finner att
det multisensoriska betraktelsesittet har bidragit till att jag har kun-
nat gora en nylasning av 1700-talsportrattet genom det nutida. En
dialog har skapats mellan da och nu som belyser hur identitets- och
genusuttryck aldrig dr givna utan att vi styrs av tidens smak, mode
och konventioner i var bedémning av identitet.

184

185

Although Bernstrup does not appear to be directly inspired by the
eighteenth century, his portrait can shed light on several aspects of the
Roslin portrait in a way that is new for me. Thus I find that reading
Roslin’s portrait through Bernstrup’s clarifies the theatrical, the use of
fashion/clothing as costume in the sense of an outfit worn for a perfor-
mance on stage. It also brings clarity to the carefully intentioned poses,
and the colours and materials chosen to look good in a picture. The con-
trast between the shiny clothing material and the matt softness of the skin
in the two portraits brings out the evocative in each medium—Roslin’s
virtuosity in capturing the fabric’s qualities in oil paint, and Bernstrup’s
in the flawless post-production of his photograph, allow the material ef-
fects to come to the fore in all their glory. Both artists’ approaches suggest
a clear awareness of the medium as such. It is an indication of another
depth in the creation of visual arts, one in which the work is not just
about the subject but also about the effect, the visual language and the
perception of the finished work of art. This, I suggest, is about creating a
haptic picture.

My point of departure for this study was to see whether using haptic
visuality and a multi-sensory perspective could give back to the object
under observation something of its materiality in order to broaden the
viewer’s experience of a picture to become a bodily experience rather
than a merely visual one. Clothing’s effect on posture and figure, pos-
ing, and the perception of a body in space all come through with a visual
analysis of these works and create a kind of echo in the physical body of
the viewer. I find that this multisensory approach to viewing has contrib-
uted to my ability to give a new reading of an eighteenth-century portrait
through one from our own time. A dialogue has been established between
past and present that sheds light on how identity and gender expression
are not fixed, but rather that we are governed by the taste, fashion, and
conventions of the day in how we judge identity.

TRANSLATED FROM SWEDISH
BY JOHN KRAUSE
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RITWA HERJULFSDOTTER

KINESERIET
GRANSOVERSKRIDANDE GRANSMARKOR

INLEDNING

Bendmningen kineseri (chinoiser)) omndmns forsta gangen i Frankrike
runt mitten av 1700-talet. Med ordet kineseri menas oftast vister
landsk efterlikning av kinesiska konstformer, speciellt under 1700-
talet, men ordet har ocksd anvints synonymt, med pejorativa kon-
notationer, for formalism, meningsldsa regler, onddigt krangel och
petighet. Under 1900-talet har kineseri ocksa anvants om féremal
gjorda pa bestéllning i Kina fér europeiska kopare. Det rader delade
meningar om det dr ritt eller fel.! I den hir artikeln anvinder jag
bendmningen kineseri om hela den Kinavurm som under 1700-talet
drabbade Sverige med full kraft.

Jag ser kineseriet som en hyperintressant hybrid av europeisk och
ostasiatisk kultur som ar vird betydligt mer uppmérksamhet &n det
hittills har fatt. Paradoxalt nog ar det férmodligen kineseriets karak-
tar av gransoverskridande hybrid som orsakat dess daliga rykte och
brist pa forskares uppmarksamhet.

Problemet ar att kineserier ldnge ansetts ointressanta att utforska
utifran ndgot annat perspektiv an det stilmdssiga eftersom de huvud-
sakligen uppfattats som ett charmigt men innehallslést mode med
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RITWA HERJULFSDOTTER

CHINOISERIE
CROSSING BOUNDARIES TO DEFINE THE BOUNDARY

INTRODUCTION

The term chinoiserie, first mentioned in mid-eighteenth century France, is
most commonly used when referring to western imitations of Chinese
art forms, especially during the eighteenth century, but the word has also
been used synonymously, with pejorative connotations, to mean formal-
1sm, senseless rules, unnecessary fuss and pedantry. During the twentieth
century chinoiserie has furthermore been used as a term to describe ob-
jects made to order in China for European buyers. Opinions are divided
as to whether this is right or wrong.! In this article I use the term chinoi-
serie to describe the passion for everything Chinese that impacted so
emphatically on eighteenth century Sweden.

I see chinoiserie as a hyper-interesting hybrid of European and east
Asian culture, worthy of considerably more attention than it has previ-
ously had. Paradoxically, it is probably its description as a cross-boundary
hybrid that has given chinoiserie its poor reputation, and led academics
to pay less attention.

The problem is that chinoiserie has long been thought lacking in
substance as a subject for research, other than from a stylistic perspective,
since it has chiefly been regarded as a charming yet vacuous fad with
its roots in a deeply held admiration for the ‘Far East’ The prevailing
view of China in the eighteenth century was still that of an exotic and



ursprung 1 en djup beundran fér "fjarran 6stern”. Fortfarande dr den
allmdnt radande bilden att Kina under 1700-talet sags som ett fraim-
mande ouppnaeligt rike, odndligt langt borta, och att kineserierna
var européernas bildmassiga uttryck f6r drommarna om detta dven-
tyrens sagoland.? Fa forskare har tagit kineserierna pa allvar. Annu
farre har forsokt forsta dem som ett komplext kulturellt fenomen.?
Med utgangspunkt 1 bade immateriella och materiella kéllmaterial
vill jag darfor utifran ett kulturanalytiskt perspektiv analysera och
diskutera kineseriernas funktioner utéver den stilmassiga aspekten.

Kineserierna har med ritta betraktats som en bred kulturstrém-
ning, ett kinesiskt inflytande pa alla mgjliga omraden. De har kallats
for "ett kulturmode, en statussymbol for 6verklassen och ett efterstra-
vansvart mal for den bildade medelklassen”* Men fa forskare har fun-
derat 6ver varfor kineseriet kom att bli s3 annorlunda gentemot det ki-
nesiska konsthantverk som ursprungligen inspirerade strémningen.®

Aven om kineseriet ofta hade mycket litet att géra med Kina
sa spelade handelskontakterna mellan Europa och Kina en stor
roll. Svenska Ostindiska kompaniet betydde nagot mer &n bara ett
framgangsrikt affirsforetag. Till en bérjan var det enstaka kinesiska
originalféremal som introducerade ett spinnande inslag av exotism 1
de svenska hogrestaindshemmen. Dérefter blev det allt mer kineserier.
Under bérjan av 1700-talet var den holldndsk-engelska stilen och
overgangsformerna fran barocken dominerande. Men under de tva
sista decennierna var det den spirande rokokon som satte sin pragel
pa modet inom savil interiérer, malningar, klider och tridgardar.
Smaken behérskades helt av franska férebilder och genom franska
forebilder gjordes Kinas konst och kultur levande 1 Sverige.

Kineserierna fick séledes féste under en period da rokokon var
férharskande. Stilarna passade bra ihop och stundtals smilte de helt
samman. Men kan kineserierna forsts som ndgot mer an enbart en
exotisk tvist pa rokokostilen?

Mitt undersékningsmaterial bestar av féremal ur Réhsska muse-
ets samlingar. Utifrdn museets 1700-talssamlingar av porslin, kakel,
bordspendyler, golvur, franska gravyrer, sekretdrer, skdp, sidentack-
en, mirkdukar och glasmalningar kommer jag att géra nedslag bland
ndgra utvalda kineserier. Genom ett kulturanalytiskt angreppssitt
vill jag visa hur rddande tankebanor, grundliggande virderingar
och férhallningssatt om Kina under 1700-talet kan sdga nagot om
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unattainable kingdom, infinitely far away. Chinoiserie was the European
pictorial expression of the dream of this land of fairy tale and adventure.?
Few academics have taken the study of chinoiserie very much further than
that. Fewer still have tried to understand it in terms of a complex cultural
phenomenon.? Making use of both material and non-material sources I
shall therefore, from a cultural and analytical perspective, examine and
discuss the function of chinoiserie beyond the mere aspect of style.

Chinoiserie has rightly been interpreted as a broad cultural tendency,
a Chinese influence that extended to all kinds of areas. It has been de-
scribed as ‘a mode of culture, a status symbol for the upper classes, and
a worthy object of study for the educated middle classes’* But few aca-
demics have pondered the question of why chinoiserie came to differ so
greatly from the Chinese art forms that inspired the movement at first.>

Even if chinoiserie often had very little to do with China, trade rela-
tions between Europe and China played a big role. The Swedish East
India Company was more than merely a successful business enterprise. It
began with single, original Chinese objects that introduced an exciting el-
ement of exoticism to well-heeled homes in Sweden. Thereafter chinoise-
rie became increasingly important. At the start of the eighteenth century,
the Dutch-English style and the transitional forms from the baroque were
predominant. But in the last two decades the burgeoning Rococo style
was most influential as a fashion trend in interior decorating, painting,
clothes and gardens. The movement was entirely dependent on French
models, and it was through these French models that the art and culture
of China came to Sweden.

Chinoiserie therefore had its breakthrough at a time when Rococo
dominated. The styles complemented each other and occasionally com-
pletely merged. But can we see chinoiserie as something more than simply
an exotic twist on the Rococo style?

My research material consists of pieces from the collection at the
Rohsska Museum. Among the museum’s eighteenth century collection of
porcelain, tiles, mantel clocks, longcase clocks, French engravings, secre-
taires, sideboards, silk covers, samples, and glass paintings, I will select spe-
cific objects of chinoiserie. By reliance on a cultural analytical approach I'in-
tend to demonstrate how prevailing modes of thought, fundamental values,
and attitudes to China in the eighteenth century say something about the
functions of chinoiserie. This is largely about interpretation, and attempt-
ing to grasp people’s ideas of themselves, as well as considering how people,



kineseriets funktioner. Det handlar om att tolka och férsoka forsta
manniskors egna forestallningar om sig sjalva och om andra och hur
manniskor bade medvetet och omedvetet klassificerade sin verklig-
het. Jag diskuterar bdde immateriella och materiella spar 1 form av de
svenska Kinaresenirernas berittelser och féremal, fran saval Kina
som Sverige, 1 syfte att belysa dmnet. Sarskild vikt ldggs pa vasterlan-
dets syn pa Kina och hur férestéllningar om vi och den andre, fantasi
och verklighet gestaltades.

KINASVARMERIET

Kina hade lockat Europa langt innan 1700-talet. Den huvudsakliga
drivkraften till kineseriet kan tillskrivas de jesuitiska missionédrernas
skrifter. Ar 1735 publicerades det sammanfattande verket Description
de la Chine som anses vara hojdpunkten 1 jesuiternas Kinalitteratur.®
Verket fick ett oerhort genomslag i samtidens Europa och formade
bilden av Kina under generationer framat. Det kom att anvandas av
framstaende filosofer och forfattare 1 upplysningstidens debatter om
filosofi, moral, religion och samhiille.

I Sverige vixte under 1700-talets andra halft ett mer allmadnt Kina-
intresse fram som sarskilt kom att manifestera sigikonst och konsthant-
verk, 1 synnerhet keramik, textilier och tradgardsarkitektur men dven
inom sociala, nationalekonomiska och politiska omraden dér kinesiskt
tankegods medforde flera nya uppslag och reformstrdvanden. Detta
hade inte varit mgjligt sa snabbt om inte inflytelsekéllorna flyttats nar-
mare och till en viss grad destillerats innan de nddde fram till vart lands
granser. Detta skedde 1 Paris genom vad konsthistorikern Osvald Sirén
bendmner, "franco-kinesiska idéstréomningar”.”

I synnerhet Kina hade en sarstéllning 1 vastvarlden i férhallande
till andra utomeuropeiska ldnder men det var férst under rokokon
som vists forestillningar om Kina blev ett mode. Till en bérjan var
kinasvirmeriet uttryck fér den vésterlandska kulturens djupa be-
undran, istillet for som s ofta férakt, infér en annan fraimmande
civilisation. Intresset tog sig uttryck 1 akademiska avhandlingar,
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both consciously and unconsciously, classified their own reality. In order to
elucidate the subject, I discuss material and immaterial traces in China and
Sweden alike, in the form of the narratives and objects of Swedish China
travellers. Particular weight is given to western beliefs on China and the
articulation of an idea of ‘them and us’, and fantasy and reality.

THE PASSION FOR CHINA

China had intrigued Europe long before the eighteenth century. The prin-
cipal driving force for chinoiserie may be ascribed to the writings of the

FIG.90 Jesuit missionaries. The year 1735 saw the publication of the comprehen-

sive work Description de la Chine which is seen as the high-water mark of Jesuit
China literature.® The book made an enormous impact on contemporary
Europe and formed the basis for how China was viewed for generations
to come. It came to be used by prominent philosophers and writers in the
Enlightenment discourse on philosophy, ethics, religion and society.

In Sweden, the second half of the eighteenth century saw the growth of
a more general interest in China that especially manifested itself in the arts
and handicraft, in particular ceramics, textiles, and garden architecture, but
also within social, national economic, and political areas where Chinese
ways of thinking led to new schemes and endeavours for reform. It could
not have happened so quickly had not the sources of influence moved so
close, and to a very large extent been fully formed, before they reached
our nation’s borders. This occurred in Paris through what the art historian
Osvald Sirén has termed the ‘Franco-Chinese current of thought’”

China, in particular, held a unique position in the Western world in
comparison to other non-European countries, but it was only during the
Rococo that Western ideas of China turned into a fashion. Initially this
orientation to China was an expression of the high esteem in which China
was held in the Western cultural sphere, rather than the contempt that
was quite commonplace when dealing with other, unknown civilizations.
It found its expression in academic papers, scientific exploratory travels,
and, not least, mercantile connections in the form of the Swedish East
India Company (1731-1813) importing Chinese goods, which were at



naturvetenskapliga forskningsresor och inte minst merkantila férbin-
delser 1 form av Svenska Ostindiska kompaniets (1731-1813) inforsel
av kinesiska varor som samtidigt innebar en direkt éverféring av
kulturella kinesiska impulser till Sverige.® Det ostindiska kompaniets
betydelse for kineseriets spridning runt om pa de svenska herresa-
tena och slotten kan férmodligen inte Gverskattas. Dessutom kom
allt fler Kinaresenirer, genom kompaniets handelsresor, att med egna
6gon se det land som jesuiterna beskrivit 1 sd beundrande ordalag.

1700-talet var en period fylld av samhallsférdndringar pa flera plan.
Samtidigt som adeln of6rtrutet odlade sin disciplinerade civilisations-
ordning och f6rfining och fyllde salongerna med kineserier kom den
kinesiska utopin till anvandning 1 debatten om lika social jamlikhet
som flammade upp under frihetstidens sista ar. Det framholls 1 vart
land att det 1 Kina inte existerade ndgon &rftlig adel. Borgare, bonder
och prister gjorde gemensam sak mot adelns privilegier. Man tyckte
exempelvis att de borde sanda sina barn till allmidnna skolor, privat-
undervisning 1 hemmen ansags ineffektivt. Jamforelser gjordes med
det kinesiska systemet av landsomfattande examinationer f6r blivande
mandariner. Ar 1772 héll Gustav III:s fortrogne vin och radgivare
Carl Fredrik Scheffer ett tal 1 vetenskapsakademien dér Kina fram-
holls som féredéme. Kina siags som det upplysta envildets rike med
en oegennyttig kejsare, en dlskad fader for sina undersatar. Och talaren
fastslog att Gustav III var lik den kinesiske kejsaren.” Men efterhand
som vast kom att mota ett avsevart motstand fran st som strikt be-
griansade vists tilltride till Kina for att hélla imperiet fritt fran europe-
iska influenser, kom tongangarna att dndras. Fran och med slutet av
1700-talet andrades vasterlanningarnas instillning till Kina. Kineser
och kinesiska foreteelser borjade skildras 1 féraktfulla termer.*

KINABILDEN FORMEDLAD AV DE SVENSKA KINARESENARERNA

Enorma miéngder kinesiskt gods kom till Europa genom de ostin-
diska kompaniernas férsorg. Dessa handelskontakter var av stor
betydelse for kineseriets imitations- och bearbetningsprocesser. Det
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the same time a direct transfer of culturally Chinese impulses to Sweden.®
The East India Company’s importance for the spread of chinoiserie in
the Swedish manor houses and castles can probably not be exaggerated.
Increasingly, China travellers came along on the company’s trade voy-
ages, to see with their own eyes the land that the Jesuits had described in
such admiring terms.

The eighteenth century was a time of social change on many levels. As
the nobles tirelessly continued cultivating their disciplined version of the
social order and refinement, filling the salons with chinoiserie, Chinese
ideas of utopia were a useful device in the debates on social equality that
flared up during the last few years of freedom. It was claimed in Sweden
that China lacked a hereditary nobility. Burghers, peasants, and priests
made a common enemy of the privileges of the nobility. It was thought,
for example, that they should send their children to public schools, pri-
vate tuition in the home was judged to be ineffective. Comparisons were
made with the Chinese system of nationwide examinations for prospec-
tive mandarins. In the year 1772 Gustav III’s trusted friend and advisor
Carl Fredrik Scheffer held a speech at the Academy of Science, in which
he praised China as a model country. China was held to be an enlightened
autocracy with an altruistic emperor, a beloved father figure to his sub-
jects. And the speaker determined that Gustav III was like the Chinese
emperor.” But in time, as the West encountered a determined resistance
from the East, which strictly curtailed Western access to China in order
to keep the empire free of European influence, the tone began to change.
By the end of the eighteenth century Western attitudes to China were
quite different. Chinese people and the affairs of China were increasingly
described in a language of contempt.'’

IMAGE OF CHINA AS MEDIATED BY SWEDISH TRAVELLERS IN CHINA

An enormous amount of Chinese goods came to Europe through the
agency of the East India trading companies. This trade network was of
great importance for the process of imitation and adaptation of work
that occurred in chinoiserie. The non-physical ideological ethos brought



immateriella tankegodset som Kinaresendrerna férde med sig hem
var inte mindre betydelsefullt. Reseberittelserna ger vardefulla
upplysningar om vists syn pa 6st. Historikern Kenneth Nyberg
lyfter fram hur reseskildringarna fargas av en rad faktorer, till ex-
empel yrkesinriktning. Flera var praster eller prastsoner, och av att
de ofta liste sina féregangares reseskildringar innan de sjilva gav
sig ivdg. Deras forkunskaper byggde dels pa jesuiternas idealise-
rande verk om Kina, dels pa de mer kritiskt samtida skildringarna
av besittnings- och handelsmin. De varken forkastade eller godtog
den rddande Kinabilden. I deras egna texter utgick de omedvetet
eller medvetet, fran sina egna intryck och erfarenheter av métet
med "det fraimmande”.!!

Skeppsprasten Pehr Osbeck spenderade omkring fyra manader
1 Kina och vittnar 1 Dagbok dfwer en ostindisk resa dren 1750, 1751, 1752
om kinesers ovilja mot framlingar, ddr han konstaterar att det var
omdjligt att fa bes6ka en kinesisk tradgard. Varken boner eller peng-
ar hjalpte. Han fick endast glutta genom en grind och skymtade dar
nagra Pompelmos-triad (ett slags apelsiner) och lotus.!* Kineserierna
innehaller ofta fantasifulla vixtinslag, dverdimensionerade blommor
och exotiska naturscenerier, vilket kanske har sin grund i att fa euro-
péer pa 1700-talet verkligen hade besokt en kinesisk tradgard.

Den unge skeppsprasten Jacob Wallenberg, som reste med
skeppet Finland till Kanton ar 1769, kritiserar kinesernas onatur-
liga smak for sodomitisk dlskog, deras lagar, som inte forpliktigade
mannen att besoka sin hustru mer 4n en gang om aret, deras rit-
tighet att kasta ut sina barn, deras kvinnors hastiga dlderdom, som
antingen sdtter dem ur stand att avla efter trettionde dret eller ocksa
skrammer mdnnen fran dem, detta tillika med krig och uppror, som
néstan alltid vankas 1 nagon av deras avldgsna provinser. Och han
ar starkt kritisk mot polygamin.’® Kaptenen Carl Gustav Ekeberg,
deltog 1 samma resa som Wallenberg, och beskriver 1773 kineser-
nas enkelhet men kritiserar deras bendgenhet for spel och 6verflod
av hustrur."* Skeppspredikanten och botanikern Olof Torén som
reste med skeppet Go6tha Leijjon omnédmner férutom egenskaperna
hamndgirighet och l6mskhet ocksa kinesernas utbredda "brutala
l6saktighet”.!> Men det fanns svenska Kinaresendrer som hade en
motsatt uppfattning. Pristsonen Israel Reinius dgnar 1 Journal hallen
pa resan till Canton 1 China 1746-1748, ett helt kapitel om kinesernas
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home by the China travellers was no less meaningful. Travellers’ tales
give us valuable information on Western attitudes to the East. The his-
torian Kenneth Nyberg highlights the way in which descriptive accounts
are coloured by a range of factors, for example vocation. Many travellers
were pastors, or the sons of pastors, and they often read the travelogues
of their predecessors before setting out for themselves. The knowledge
they brought along with them was based partly on idealized Jesuit texts
on China, and partly on the more critical, contemporary descriptions of
sailors and merchants. They neither rejected, nor wholly accepted, the
prevailing image of China. In their own writings they began to pursue,
either consciously or unconsciously, their own impressions and experi-
ences of meeting ‘the unknown’"

Chaplain Pehr Osbeck spent around four months in China, and
reports in Diary of an East Indian fourney Anno 1750, 1751, 1752 of the
Chinese antipathy for foreigners, stating that it was impossible to get in
to visit a Chinese garden. Neither prayers nor money helped. He could
only peer in through a gate and glimpse some pomelo trees (a citrus fruit)
and lotus flowers.'” Chinoiserie often depicts imaginative plant arrange-
ments, oversized flowers, and exotic natural scenes, which is perhaps a
result of so few Europeans ever having visited a Chinese garden in the
cighteenth century.

The young chaplain Jacob Wallenberg, who voyaged with the ship
Finland to Canton in 1769, criticized the unnatural Chinese taste for sod-
omy in lovemaking, their laws, under which men were obligated to visit
their wives no more than once a year, their right to expel children from the
home, the early onset of old age in the women, which either makes them
unable to carry children beyond the thirtieth year or else frightens the men
away, this along with war and rebellion, which is almost always brewing
in some of their far-flung provinces. He is intensely critical of their polyg-
amy."” Captain Carl Gustav Ekeberg, on the same voyage as Wallenberg,
describes in 1773 the simplicity of the Chinese, and then criticizes their
propensity for gambling and the superabundance of wives."* The ship’s
preacher and botanist Olof Torén, who travelled with the ship Gétha
Leijon, mentions, along with the qualities of vengefulness and guile, that
there is a widespread and ‘brutal moral laxity’.!> However, some Swedish
travellers to China were of the opposite opinion. The pastor’s son Israel
Reinius in fournal kept on a Voyage to Canton in China 1746-1748, devotes a
whole chapter to the Chinese physical and spiritual character, their dress,



kropps- och sinnesbeskaffenhet, deras kladsel och sedvanjor. Reinius
ansag kineserna vara belevade, eftertinksamma, kvicka, nyktra och
skotsamma. '

Pa grund av att fa svenska min fick méjlighet att stifta ndrmare
bekantskap med kinesiska kvinnor sd dgnas kinesiskornas utseende
stor uppmérksamhet. Prastsonen Johan Brelin skriver 1758 med in-
levelse om de kinesiska kvinnornas utseende. Han beskriver dem
som korta till vixten och att deras skonhet bestod 1 det svarta haret,
héga pannan, de sma 6gonen, den lilla ndsan, lagom stor mun,
blek hy, langa 6ron samt litet ansikte, sma brost och nitta hénder.
Dessutom visade de "alltid en sardeles glad min, och hava behageligt
tycke.” Johan Brelin spanade till och med in "fullkomliga skénheter”
1 "fruentimbers-staden” Kanton, ddr de svartsjuka kineserna, enligt
Brelin, gémde sina savil gifta som ogifta kvinnor.”” Per Osbeck sag
ddremot aldrig till ndgra kinesiska kvinnor eftersom de hélls instang-
da och "som straff for att de en gang velat férrada sina man” fatt sina
fotter sammanpressade. De kinesiska kvinnornas stympade fotter ar
ett aterkommande tema, som dels speglar en skillnad 1 kvinnosyn
och dels tydligt definierar "de andra”.

De svenska lutheranska skeppspristerna hade mnte mycket till
overs for andra trosforestallningar. Olof Torén beskriver en manlig
buddha som tjock och fet, halvnaken liksom storskrattande, 1 en ovar-
dig "posture” med ena benet under sig och det andra knit 1 vidret.
En kvinnlig buddha beskrivs sitta med benen 1 kors under sig, med
nedslagna 6gon och ett "modest mysande”.'® Barnen 1 Kina far lara
sig en "wanvettig och hednisk Gudsdyrkan” enligt Osbeck.” Men
endast en av dem, bondsonen och skeppsprasten Bengt Svenonius
stiller ett Gverlagset "vi”, mot ett underldgset "de”.*

Flera av de som reste med Svenska Ostindiska kompaniet, till ex-
empel skeppspristen Jacob Wallenberg, tar tydligt avstand fran kolo-
nialismen. Det betyder inte att 1700-talets svenska resenirer helt kan
befrias fran att ha varit del 1 den process som ledde till kolonialism
av icke-europeiska kulturer. De svenska Kinaresendrerna praglas av
bade positiva och negativa omdémen. De diskuterar aldrig kineser
1 termer av hudfirg eller ras. De beundrar kinesernas arbetsamhet,
kopslagenhet och odlingskunskaper men saknar forstaelse f6r den
kinesiska byrdkratin, synen pa manniskovirde och den kinesiska re-
ligionen, som enhalligt {6rd6ms.*

198

199

and customs. Reinius thought the Chinese well-mannered, considerate,
quick, sober, and conscientious. '

Owing to the fact that few Swedish men had the opportunity to make
any close acquaintance with Chinese women, they pay a lot of attention
to their appearance. The pastor’s son Johan Brelin writes in 1758 with
great feeling of his impression of Chinese women. He describes them as
short in stature and says their beauty rests on their black hair, high fore-
heads, the small eyes, the little nose, well-proportioned mouth, pale skin,
long ears and little face, small breasts and dainty hands. Furthermore
they show ‘always an exceedingly delighted expression and pleasant fan-
cy. Johan Brelin even spied ‘perfect beauties’ in the ‘ladies town’ Canton,
where the jealous Chinese, according to Brelin, hid away both their mar-
ried and unmarried women."” Per Osbeck on the other hand never saw
any Chinese women because they were kept locked-up ‘as punishment
for once desiring to betray their men’ with their feet pressed together.
The mutilated feet of the Chinese women 1is a recurrent theme, partly
reflecting the different view of gender and partly giving a clear outline
of ‘the other’

The Swedish Lutheran chaplains had little time for other faiths. Olof
Torén describes a male Buddha as large and fat, half-naked and laugh-
ing out loud, in an undignified ‘posture’ with one leg beneath him and
the other knee up in the air. A female Buddha is described as sitting
cross-legged, with lowered eyes and ‘modestly smiling’*® The children
in China are certainly learning a ‘senseless and heathen worship of God’
according to Osbeck.” But only the farmer’s son and naval chaplain
Bengt Svenonius proposes the superiority of ‘us’ against the inferiority
of ‘them.

Many of those who travelled with the Swedish East India Company,
such as the chaplain Jacob Wallenberg, do quite clearly distance them-
selves from colonialism. This does not mean that eighteenth century
Swedish travellers can be completely absolved of responsibility for having
been part of a process that led to the colonization of non-European cul-
tures. The Swedish China travellers make a range of positive and negative
assessments. They never discuss the Chinese in terms of skin colour and
race. They admire the Chinese for their industriousness, bargaining skills
and knowledge of cultivation, yet they lack an understanding of Chinese
bureaucracy, Chinese ideas on the value of a human being, and Chinese
religion, which is universally condemned.



De svenska Kinaresendrernas skildringar kidnnetecknas av for-
enklingar, generaliseringar och sinsemellan en rad motsdgelser. De
kan knappast kallas homogena utom 1 en mycket allmdn mening.
Manga forestillningar delas av resendrerna men det gar inte att ur-
skilja ndgra for svenska resendrer gemensamma varderingsmonster.
Moétet mellan de svenska resenirerna och Kina ér individuellt format
utifrdn den resandes upplevelser och erfarenheter. Bilden av Kina,
férmedlat av Ostindiska kompaniets resenirer utgdr ett komplext
monster av missuppfattningar, egna upplevelser, stereotyper och
férdomar. Det forekommer trots allt nagra centrala och dterkom-
mande teman. Manga beskriver ett byrakratiskt krangel. Att ordet
kineser1 1 Sverige kommit att beteckna just petighet och krangel ar
talande. Exotismen, dar kineserna ses som det frimmande och an-
norlunda, innebér ofta ett avstindstagande och en negativ virde-
ring, men inte alltid. 1700-talets resendrer beskriver séllan kineser
1 rasistiska ordalag utan oftare som "folk” i en diffus mening dar
nationalkaraktdren betraktades som bade medfédd och féranderlig
pd samma gang, det vill séga inte biologiskt férutbestdmd. 1700-talets
svenska Kinaresendrer hade en 6ppen hallning och tvekade inte att
uttrycka sin beundran inf6ér Kina nér det tycktes befogat. Forst un-
der 1800-talet dndrades tongangarna. De negativa inslagen blev
allt starkare och schablonerna alltmer framtridande, en trend som
kulminerade runt sekelskiftet 1900.2

Vid en genomldsning av de svenska Kinaresendrernas berttelser
framtrader en klarsynthet nar det giller europeisk kolonialism och
en vilja att dverviga mojligheten att de egna referensramarna inte
alltid var de 6verligsna. Visst finns det exotiserande inslag i reseskild-
ringarna men att lyfta fram olikheter och beskriva det frimmande
lag 1 reseskildringens natur under 1700-talet. Det intressanta &r inte
att dst beskrevs som ndgot annorlunda utan vilka exotiska foreteelser
som skildrades och hur de beskrevs utifran radande normer. Det
kulturella avstandet mellan Kinaresendrerna och den varld de be-
sokte och skrev om var patagligt men framlingskapet innebar inte
nodvandigtvis en nedvirdering eller f6rdémande, férutom nér det
gillde religionen. Det som skilde vist fran 6st och ledde till ett "vi”
och ”de” var det faktum att kineserna inte delade den kristna tron.*
Denna skillnad 1 trosférestéllning har legitimerat en nedvarderande
syn pa den andre.
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The writings of the Swedish China travellers are characterized by
simplifications, generalizations, and an ongoing series of contradictions.
They can hardly be called homogeneous, except in a very broad sense.
Many notions are common to all the travellers, yet no specifically Swedish
patterns of evaluation can be discerned among them. These travellers
encountered China on an individual basis, according to what they had
experienced and seen. The image of China, as mediated by travellers with
the East India company, is constructed on the basis of a complex pattern
of misunderstandings, personal experiences, stereotypes, and prejudices.
There are nonetheless some central and recurrent themes. Many describe
a bureaucratic nuisance. That the Swedish word %ineseri has come to mean
pedantry and fuss is indicative of this. Exoticism, in which the Chinese
are portrayed as alien and different, many times implies a repudiation
and negative judgement, but not always. Eighteenth century travellers
rarely describe the Chinese in racist terms, rather just as ‘people’ in a dif-
fuse sense, with national character viewed both as something bestowed
at birth and yet also changeable; that is, not biologically determined.
Swedish travellers to China in the eighteenth century had open minds
and did not hesitate to express their admiration for China whenever this
seemed well deserved. These attitudes did not change until the nineteenth
century, when negative elements became stronger and the stereotypes
more conspicuous, a trend that reached its height at the turn of the cen-
tury in 1900.%

On reading through the journals of the Swedish travellers to China
there emerges a clear-sightedness in relation to European colonialism and
a willingness to consider the possibility that one’s own frame of reference
may not necessarily be superior. Of course there are exotifying elements
in the travellers’ accounts, but highlighting difference and describing the
unfamiliar was in the very nature of eighteenth century travel journals.
What is of interest is not that the East was portrayed as different, rather
the way in which the exotic phenomena were discussed and described
in the context of prevailing norms. The cultural distance between the
China travellers and the world they visited and wrote about is obvious,
but the alien status did not necessarily lead to disparagement or condem-
nation, except in the case of religion. That which divided West and East
and created an ‘us’ and ‘them’, was the fact the Chinese did not share
the Christian faith.?® This difference in religious belief has legitimated a
deprecatory view of the other.



KINESERI SOM TRANSKULTURELL DIFFUSION

De europeiska fabrikerna gjorde generellt goda imitationer, fullgoda
kopior, innan de bérjade dekorera porslin 1 Kakemonostil snarare dn
att kopiera det. Den brittiske historikern Oliver Impey skrev redan
pa 1970-talet i Chinoiserie. The Inpact of Oriental Styles on Western Art and
Decoration, att essensen av kineseriet inte var att imitera rakt av, utan
att omarbeta 6sterlindska stilar och tekniker utifran sina egna vister-
ldndska behov.?* Det dr en analys som star sig val idag.

Kineserierna utvecklades under hela den tid de existerade.
Kineserierna kan beskrivas som en mottagande kulturs imitation
av en annan kulturs konstuttryck och konsthantverk. Denna imita-
tion omarbetades for att passa in 1 den nya kulturens kontext for
att slutligen ersittas av ndgot helt nytt som inte langre hade mycket
gemensamt med det som den mottagande kulturen férst imiterade.
Processen bestdende av imitation, bearbetning och ersittning har
ocksa bendmnts transkulturell diffusion. Den amerikanske antropologen
Alfred L. Kroeber, som myntade begreppet stimulus diffusion, definiera-
de processen pa foljande sitt: den mottagande kulturen tar upp idéer
och ménster fran en yttre killa men ger dem ett nytt, inhemskt inne-
héll som driver idéerna 1 riktningar de annars inte skulle ha tagit.?

Aven om imitation var ett betydande inslag i kineseriet stod det
fér ndgot mer @n ren kopiering. Trots att imitation utgor en viktig
del av kineseriet behover det inte betyda att resultatet enbart bestar
av degenererade versioner av Ostasiatiskt konsthantverk, noterade
Honour och Impey. Impey lyfte vidare fram betydelsen av att imitera
och menade att processen inte kan ses som en férenkling av kinesiska
meningsbarande symboler och motiv till meningslésa dekorer utan
ar betydligt mer komplex.?

Genom att tanka pa kineseriet som transkulturell diffusion far
vl ett bra tankeredskap for forstaelsen av kineseriet. De ostindiska
kompaniernas handelskontakter 6ppnade upp for en rad processer
och forindrade attityder. Det var exempelvis forst 1 samband med
Svenska Ostindiska kompaniets import pa 1730-talet som porslins-
serviser 1 Sverige kom att betraktas som bruksféremal och inte
samlarkuriosa att sdtta 1 skdp och pa vaggar. Nya dryckesvanor fran
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CHINOISERIE AS TRANSCULTURAL DIFFUSION

The European factories generally made good imitations, satisfactory cop-
ies, even before they began to decorate porcelain in the style of kakemono
rather than simply copying it. The British historian Oliver Impey wrote
already in the 1970s—Chinoiserie: The Impact of Oriental Styles on Western Art
and Decoration—that the essence of chinoiserie was not to be found in mere
imitation, but rather in the reinvention of Eastern styles and techniques, in
accordance with Western needs.** It is an analysis that holds up even today.

Chinoiserie evolved throughout the whole period that it existed.
Chinoiserie may be described as a recipient culture’s imitation of another
culture’s artistic expression and handicraft. This imitation was reworked
to fit into the new cultural context, finally to be replaced by something
entirely new that no longer had much in common with the source of
what the recipient culture was at first imitating. This process consisting of
imitation, reinvention, and replacement has also been termed transcultural
diffusion. The American anthropologist Alfred L. Kroeber, who coined the
notion of stimulus diffusion, defined the process in the following way: the
recipient culture absorbs ideas and patterns from an outside source, but
gives them a new indigenous content, driving the ideas in directions they
would not otherwise have taken.?

Even if imitation was a significant element in chinoiserie it represent-
ed more than simply copying. In spite of imitation playing an important
part in chinoiserie, this does not necessarily mean that its results consist
entirely of degenerate versions of East Asian handicrafts, according to
Honour and Impey. Impey develops this further to throw light on the
meaning of imitation, and argues that the process cannot be seen purely
as a simplification of Chinese significative symbols and motifs into mean-
ingless decorative pieces—it is far more complex.?®

By viewing chinoiserie as transcultural diffusion we access a useful
mental tool for our understanding of it. The trade relations of the East
India companies opened up a series of processes and stimulated changing
attitudes. For example, it was through the Swedish East India Company’s
mmportation in the 1730s that sets of china came to be seen in Sweden as
articles of everyday use, as opposed to collectors’ curiosities, to be kept
in cupboards or displayed on walls. New drinking habits from China



Kina genererade helt nya former pa kinesiskt porslin for att europé-
erna skulle kdnna sig bekvima med att dricka te, kaffe och choklad.
Nyskapade féremal 1 porslin fran 1700-talet ar sockerskalen, gradd-
och mjolkkannan, alla gjorda efter visterlandska modeller 1 silver,
som tidigare till sin form och funktion varit okidnda 1 Kina. Designen
var europeisk men produktionen skedde 1 Kina.

Att sy pa sin brudutstyrsel och brudticke ingick 1 adelsdamer-
nas ldnga tradition av fardigheter med nél och trdd. Den finlandska
historikern Johanna Ilmakunnas skriver 1 sin studie av familjen von
Fersens livsstil pa 1700-talet, hur viktigt det var for adeln att utat
kommunicera sin makt genom att exponera sitt materiella valstand
pé flera plan.”” Att arbeta med textilt konsthantverk, dér bade mate-
rial och konstinfluenser hamtats fran Kina, var ett extremt synligt ut-
tryck for familjens vélstdnd och att vederborande dgde ett kulturellt,
socialt och ekonomiskt kapital. Sidenbroderierna kan ses som exem-
pel pé transkulturell diffusion, dar kinesiska motiv inspirerat och 1
vist kommit att imiteras och bearbetas. Nar det Svenska Ostindiska
Kompaniet hade etablerat sig 1 Kina, boérjade omedelbart en direkt-
import av siden till Sverige. Trots skatter, tullar och tidvis totalt im-
portférbud kom betydande kvantiteter av olika sidenprodukter att
importeras till Sverige. Adelns konsumtionsvanor styrde till stor del
valet av varor. Utbudet 1 Kanton var obegrinsat. Redan det forsta
skeppet Friedericus Rex Sueciae medférde 23 355 sidenstycken 1las-
ten. I Kina koptes, forutom sidentyger, uppsydda och broderade kla-
der och olika accessoarer; band, gehdng, moéssor, strumpor och tick-
en.”® De hemforda sidentygerna varderades hogt. Nar de slitits ut,
ateranvindes de och syddes ofta om till betydelsefulla, rituella plagg,
till exempel dopkappor och dopmdssor som drvdes fran generation
till generation. Helt nya spridningsvagar och former for kinesiska in-
fluenser kom att uppsta. Kinesiska sidenbroderier utgjorde en viktig
mspirationskélla for utévarna av textilt konsthantverk, som huvud-
sakligen bestod av kvinnor som aldrig varit 1 Kina. Textilutévarna
kom sedan att utfora kinesiskt influerade arbeten men utifran en
europeisk smak. Flera folkliga 1700-talstextilier som vaggbonader,
dynor och técken, har detaljer som troligen blivit till efter intryck
av de mmporterade kinesiska sidentygerna. Blommor hoérde till de
mest uppskattade kinesiska motiven dven om visterldnningarna

sillan uppfattade deras ursprungliga symbolinnehall. Blekingska
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generated entirely new designs in Chinese porcelain, this conferring a mea-
sure of comfort to Europeans in their drinking of tea, coffee, and chocolate.
Newly created pieces from the eighteenth century include the sugar bowl,
the cream and milk jug, made in accordance with Western silver models,
that had earlier, both in form and function, been unheard of in China. The
design was European, but the manufacture took place in China.

The sewing of one’s own trousseau and bridal cover was part of a
long tradition, and the women of noble families were expected to be
accomplished with needle and thread. The Finnish historian Johanna
Ilmakunnas, in her study of the von Fersen family’s lifestyle in the eigh-
teenth century, refers to the importance for the nobility of communicating
their power and flaunting their material wealth on several different levels.?
Working with textile handicrafts, in which both the material and artistic
inspiration was derived from China, was an extremely visible expression
of the family’s wealth and showed that the parties concerned owned a
certain cultural, social, and economic capital. The silk embroideries can
be seen as an example of transcultural diffusion, in which the Chinese
motif has stood as inspiration, to be worked on and imitated in the West.
Once the Swedish East India Company had established itself in China,
there immediately began a direct importation of silk to Sweden. In spite
of taxes, customs duties and, at times, a total prohibition on imports, large
quantities of various silk products were imported to Sweden. Mostly, the
consumer habits of the nobility determined the choice of goods. The sup-
ply in Canton was unlimited, and already the first ship, the Fredericus
Rex Sueciae, transported 23 355 pieces of silk in its hold. In China, apart
from silk cloth, finished and embroidered clothes and a variety of acces-
sories were purchased: bands, sword belts, hats, socks, and blankets.?®
The imported silk cloth was highly valued. When it was worn out, it was
often recycled and resewn into important ritual garments, such as chris-
tening robes and caps that were passed from generation to generation.
Wholly new routes and forms for the spreading of Chinese influence was
thereby established. Chinese silk embroidery was an important source
of inspiration for the practitioners of textile handicrafts, mainly wom-
en who had never been to China. The textile workers began to create
Chinese-influenced pieces, but from the perspective of European tastes.
Many eighteenth century textiles made according to the folk tradition,
such as hanging tapestries, cushions and blankets, have details originally
inspired by impressions of Chinese silk cloth. Flowers were among the



broderade hiangkliden med fritt broderi av blomsterslingor och fag-
lar samt norska folkdrakter, fran till exempel Gudbrandsdalen, med
broderade blomsterbarder, uppvisar tydliga likheter med kinesiskt
sidenbroderi.* Motiven har europeiserats men dnda syns paralleller
till det 6stasiatiska asymmetriska formspraket. Ocksa 1 gamla mons-
terbocker och pa markdukar gar det att finna kineserier som funnit
sin vdg in 1 svenskt kvinnligt konsthantverk. I R6hsska museets sam-
lingar forvaras en mérkduk fran 1789.%° Den ar bland annat sydd
med korsstygn och halva korsstygn i silke pa yllebotten. En flicka har
prydligt broderat ’ANNO 1789” och en rad monogram. Markduken
ar ovanlig sa till vida att den uppvisar exotiska inslag 1 form av en
liten elefant, en liten leopard och en 6verdimensionerad larv.

I Rohsska museets samlingar finns sidenticken av bade kinesiskt
ursprung och sddana som tillverkats med kinesiska forebilder, vars
dekor huvudsakligen hémtats ur den kinesiska floran. Ett kinesiskt
sidentécke av vit sidensating med kulort silkebroderi 1 plattsém och
klyvsém pryds 1 mitten av en storre lotus, omgiven av vaxtslingor
och tradpioner.®! I sidentdckets hérn ar pafaglar broderade. Tacket
ar forvarvat fran adjunkt Anders Nilssons samling 1 Skara. Det kom-
mer troligtvis fran nagon vind pa ndgot av de vastgotska herresiten
Nilsson besokte under sina insamlingsresor vid tiden kring sekel-
skiftet 1900. Goteborgs stadsmuseum forvaltar ett liknande ticke 1
vit sidensating med kulort silkebroderi, utan mellanlager av vadd,
vilket indikerar att det kan ha anviants som sangoverkast, och dar-
med var ett statusobjekt som gérna visades.

I samlingarna finns ocksd ett broderat europeiskt ticke fran
1700-talets f6rra halft som paminner om de kinesiska hogkvalitativa
silkebroderier som kunde bestéllas 1 Kanton.** Técket bestér av tre
delar, broderatiylle med inslag av silke och metalltrad med plattsom,
schattérsom, stjialk- och knutsém. Téacket dr 6versallat med blom-
mor, varav pion, nejlika och blaklint kan urskiljas och djur 1 form
av pafaglar, skalbaggar, fjarilar och sma kaniner. Har och var upp-
trider en ménniskofigur med en allongeperuk pa huvudet och ett
parasoll 1 handen, ridande pé elefant. Tacket ar av halvlinne och
broderierna huvudsakligen av ylle. Det kinainspirerande ticket kan
knytas till en familj med kopplingar till England och till Emanuel
Swedenborg. Slakten har bott pa flera olika vastsvenska herrgardar.®
Ett kinesiskt broderat sidenticke har férmodligen utgjort férlagan
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most appreciated of Chinese motifs, although it was true that westerners
seldom understood the original symbolic content. Embroidered wall de-
cors from Blekinge with freeform embellishments of flowering branches
and birds, as well as Norwegian folk costumes, for example those from
Gudbrandsdalen with embroidered floral borders, show clear similarities
to Chinese silk embroidery.” The motifs may have been Europeanized,
but there are parallels with the East Asian asymmetrical idiom. Also in old
pattern books and samples it is possible to find chinoiserie that has made
its way into the handicraft of Swedish women. In the collections of the
Rohsska Museum there is one sample from 1789.%° It is sewn partly in a
cross stitch and semi-cross stitch, in silk on a wool base. A girl has neatly
embroidered ‘ANNO 1789’ and a number of monograms. The sample is
unusual in that it exhibits exotic elements in the form of a little elephant,
a little leopard, and an oversized caterpillar.

In the collections of the Réhsska Museum there are silk blankets of
both Chinese origin and those created from a Chinese stereotype, with
decorations largely fetched from the Chinese flora. One is a Chinese silk
blanket of white satin with colourful silk embroidery, satin stitch and split
stitch in the middle depicting a large lotus flower, surrounded by plant
tendrils and peony trees.*’ Peacocks are embroidered in the corners of
the blanket. The blanket was acquired from assistant headmaster Anders
Nilsson’s collection in Skara. It probably came from an attic of one of the
manor houses of western Sweden that Nilsson visited during his collect-
ing trips in about 1900. The Museum of Gothenburg has a similar blan-
ket of white silk satin with colourful silk embroidery, without the layer
of quilt wadding, which indicates it may have been used as a bedspread,
and was therefore a high-status object that the owner would have been
keen to display.*

In the collection there is also an embroidered European blanket
from the first half of the eighteenth century, which is reminiscent of the
Chinese high-quality silk embroidery that could be ordered in Canton.?®
The blanket consists of three parts, embroidery in wool thread with fea-
tures in silk and metal thread, satin stitch, and chain, stem, and French
knot stitch. The blanket 1s covered in flowers, among them peonies, car-
nations, and cornflowers, as well as animals in the form of peacocks,
beetles, butterflies, and small rabbits. Here and there a human figure
crops up with a crown on the head, holding a parasol and riding an el-
ephant. The blanket is half linen and the embroidery is mainly in wool.



for den kvinna som sedan fritt komponerat ett monster for sitt tacke.
Broderistygnens olikartade karaktdr antyder att flera kvinnor va-
rit involverade 1 tickets tillkomst. Kanske har kvinnor ur en famil
med ndra anknytning till det Svenska Ostindiska kompaniet brode-
rat tacket. Det &r ett exempel pa hur kineserier kommit att paverka
kvinnliga praktiker 1 vast, samtidigt som det visar hur svart det ar
att spara influenserna till en design, stil eller till ett enskilt féremal.
Imitation och kopiering var viktiga inslag 1 kineseriet. Men kineseriet
var uttryck fér ndgot mer dn en stil inspirerad av 6st. Kopierandet
var nddvindigt for forstdelsen for en teknik eller stil men nér den
forstatts kunde den kombineras med andra inslag och omarbetas till
nagot eget och nytt.

ATT ISCENSATTA JAGET

Gransoverskridande lekar med lanade identiteter var ett populart
ndje for aristokratin under 1700-talet. Fér adeln handlade det mycket
om att forestilla sig hur andra levde, vilket av dem utanfér aristo-
kratin kunde uppfattas som forstallning. I adelns s kallade galanteri
underholl man varandra.®

En aterkommande tes under 1900-talets andra hélft 4r att ki-
neserierna skapats av vist for att uppfylla vasterldnningars begir.
Antagandet stdds av att det pafallande ofta ar européer och inte ki-
neser, som figurerar i kinesiska kldder och 1 6sterlandsk kontext, pa
franska etsningar och gravyrer. Den amerikanska konsthistorikern
Misti Justice menar att kineseriet inte enbart kan ses som ett mode el-
ler en samlarvurm utan bor forstas 1 relation till 1700-talets globalise-
ring och pagdende forandringar inom europeisk kulturpolitik mellan
upptickaranda och kolonialism.?

Till adelns obligatoriska galanteriutstyrsel horde solfjadern.
Skeppet Fredericus Rex Sueciae medférde inte mindre dn 3 760
solfjidrar till Goteborg for vidare forsdljning. Fran Kina importe-
rades kompletta solfjadrar med etui eller enbart solfjaderkroppar
som sedan paférdes bemalat siden eller papper 1 Europa. Nagra av
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The Chinese-inspired blanket can be traced to a family in England, and
to Emanuel Swedenborg. The family had lived in various West Swedish
mansions.** A Chinese embroidered silk blanket was probably used as
a model by a woman, who then freely composed a pattern for her blan-
ket. The variations in the embroidery stitch suggests that several women
were involved in the creation of the blanket. It may possibly have been
women of the same family, with a close connection to the Swedish East
India Company, who embroidered the blanket. It is an example of how
chinoiserie affected female practitioners in the West, at the same time il-
lustrating the difficulty of tracing influences to a design, style or specific
object. Imitation and copying were important elements in chinoiserie. But
chinoiserie was an expression of something more than a style inspired
by the East. The copying was necessary in order to grasp a technique or
style, but once it had been fully grasped it could be combined with other
elements and reworked into something personal and new.

INTRODUCING THE SELF

Crossing boundaries by experimenting with borrowed identities was a
popular pastime among the aristocracy in the eighteenth century. For the
aristocrats it had a great deal to do with imagining how others lived, a
pursuit which, among those who were not part of the aristocracy, might
have been viewed as dissembling. Within the so-called gallantry of the
nobility, the idea was to entertain one another.*

A recurrent idea throughout the second half of the twentieth century
has been that chinoiserie was created in the West in order to fulfil the
desires of westerners. The assumption is given weight if one considers
that in French etchings and engravings it is predominantly western rather
than Chinese figures that are depicted, robed in Chinese dress and in an
Eastern context. The American art historian Misti Justice argues that
chinoiserie cannot solely be viewed as fashion or an enthusiasm for col-
lecting; rather, it should be seen in relation to eighteenth century global-
ization and ongoing changes within European cultural politics, between
the spirit of exploration and colonialism.?



motiven innehéller en intressant kinesisk-europeisk mix som antyder
att kineserierna knappast handlade om att narma sig en fOrstielse
av det kinesiska utan mer var ett sitt for vast att definiera sig sjalv
genom att uttrycka sina egna fantasier 1 en fantasifull dsterldndsk
kontext. I Rohsska museets samlingar finns en intressant solfjader-
dekoration markt: La Paris Gardiéditeur Rue Aumaire No 51 Gard No
356 Gestalterna pd gravyren har omisskannligt europeiska drag
och ér ikladda nagot som liknar medeltida gycklardrakter. De andro-
gyna figurerna har avrakade huvuden med utsparade harsvansar, 4
la chinois. Attributen dr himtade fran st och bestar av bérstol, pipor
och klockor. Motivet kan inte beskyllas for att vara trakigt men dar
finns knappast nagot som kan kallas autentiskt kinesiskt. Den ameri-
kanska konsthistorikern Katie Scott menar att kineserierna var ett an-
vandbart psykosocialt redskap for aristokratin att 16sa sina problem
och forma sin egen sjalvbild.*® Solfjadermotivets maskeradliknande
klichéer inrymmer en dubbeltydighet med inbjudan till en lustig lek
med identiteter, inramat av exotiska ornament, men det berittar
knappast ndgot om Kina.

Ett hogklassigt exempel pa rokoko 1 férening med kineseri utgérs
av en fransk bordspendyl i1 brannférgylld och brunpatinerad brons,
signerad Fques Gudin AFaris, det vill siga Jacques Jérome Gudin.*
Bordspendylen koptes in 1949 pa Bukowskis auktion 1 Stockholm
och 6verldmnades som en géva till R6hsska museet. Klockans runda
urhus inramas av slingrande vegetativa former och flankeras av en
man och en kvinna som bir likartade, 16st sittande Kinainfluerade
klader. Figurerna ger intryck av att vara européer, utkladda till kine-
ser. Bordspendylen kréns av en "kines” med det 1 vdst mest seglivade
kinesiska attributet, parasollen.

Klass-, kons- eller raséverskridande karaktirer gav mojligheten
att spela rollen som nagon helt annan. 1700-talets 6verklass stod for
forfining och disciplin medan det kinesiska stundtals fick represen-
tera nagot mer odisciplinerat. "Kinesen” sags som en mojlig karaktar
bland flera; "den enkla bondhustrun”, "herden” eller "den eldiga zi-
generskan”. Kineserierna speglar ofta frimmande miljéer men inte
alltfér annorlunda for 1700-talets aristokrati. Naturen var ett ater-
kommande tema. Promenader 1 naturen var en standsmaissig och
populér sysselsittning. Adelsfroknar och -herrar strosade garna om-
kring, utkladda till herdinnor eller bénder och upplevde naturen.
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Among the obligatory accoutrements of noble gallantry was the fan.
The ship Fredericus Rex Sueciae brought no fewer than 3 760 fans to
Gothenburg for resale. The importation from China included both com-
plete fans in cases, and the frames of fans to which painted silk or paper
could be attached in Europe. Some of the motifs feature an interesting
Sino-European mixture that suggests chinoiserie was hardly an attempt
to attain a closer appreciation for the Chinese, but much more a way
for the West to define itself by exploring its own fantasies in an imagi-
nary Eastern context. In the collection of the R6hsska Museum there is
an interesting fan decoration marked: La Faris Gardiéditeur Rue Aumaire
No 51 Gard No 356" The figures on the engraving have unmistakably
European features and are dressed in something similar to Medieval jest-
ers’ costumes. The androgynous figures have shaved heads and teased-
out ponytails, 4 la chinois. The props are fetched from the East and consist
of palanquins, pipes, and clocks. The motifs cannot be criticized for being
dull, but there is hardly anything that might be described as authentically
Chinese. The American art historian Katie Scott argues that chinoiserie
was a useful psycho-social tool for the aristocracy to solve its problems
and shape its self-image.*® The fan motif, representative of a masquerade-
like cliché, embraces an ambiguity with an invitation to an amusing play
on identity, all within the framework of an exotic ornament, but it says
almost nothing of China.

A high-quality example of Rococo combined with chinoiserie is to
be found in a French mantel clock, in burnished gold plate and brown
patinated bronze, signed Fques Gudin AParss, that is to say Jacques Jérome
Gudin.* The mantel clock was bought in 1949 at Bukowskis auctioneers
in Stockholm and donated as a gift to the R6hsska Museum. The round
clock face is framed by sinuously twisting plants and flanked by a man
and a woman bearing similar, loose-fitting Chinese-style clothing. The
figures give the impression of being Europeans, dressed-up as Chinese.
The mantel clock is crowned by a ‘Chinaman’ with that most tenacious
of Chinese attributes from a Western perspective: the parasol.

Characters that transcended class, gender, or race, offered an oppor-
tunity to play the role of someone wholly different. The upper class in
the eighteenth century represented refinement and discipline, while the
Chinese would often symbolize something rather less disciplined. The
‘Chinaman’ was viewed as one potential character among others; ‘the
simple peasant wife’, ‘shepherd’, or ‘fiery gypsy woman’. Chinoiserie often



Aven om det exotiska inslaget lockade, forefaller det som om
aristokratin indd huvudsakligen valde de foreteelser fran st som agde
en viss innebord dven fér dem och var nagorlunda begripliga 1 deras
egen forestillningsvirld. Musicerandet ar ett sadant dterkommande
tema 1 kineserierna. Musikaliska upptriddanden var ett passande
sitt att rikta uppmérksamheten till sig, sarskilt f6r flickor. Det var
ett spontant sitt att umgas, flickor kunde till och med tillatas spela
tillsammans med unga mian. Det var helt enkelt ett satt att motas.*’

Pa Kina slott vid Drottningholm 1 Stockholm finns en serie
av tolv malningar, 1 mindre format, forestillande elegant kladda
kinesiska kvinnor som trakterar olika instrument; sona, en sorts
oboe, xiao, lojt, pipa, luta, di, tvarflojt av bambu, yunluo, ett sorts
slaginstrument, pengling, sma maissingsklockor, bo, cymbaler, zhaz-
heng, en sorts cittra, sanxian, en sorts gitarr, bangu och paiban, hand-
trumma och kastanjetter, sheng, munorgel och erfu, tvastrangad fiol.
Skeppspredikanten Gustaf Fredrik Hjortberg deltog 1748-1749 1
tre resor till Kanton och tecknade av en rad kinesiska instrument
1 sin handskrivna reseberittelse. Hjortbergs uppfattning om hur
de kinesiska instrumenten lit speglas av foljande kommentar:
"For en Europeé Klingar denna Musique ] sdrdeles vil.” Gustaf
Hjortbergs reseberittelse fanns tillgénglig f6r hovet 1 biblioteket pa
Drottningholm. Flera av de beskrivna instrumenten férekommer
pé glasmélningarna.*! Det faktum att den svenska adeln visade
intresse for en foreteelse som forefoll dem delvis fraimmande och
dessutom klingade falskt 1 deras 6ron visar att det kan ha funnits
andra bevekelsegrunder f6r kineseriet.

Forutom de beskrivningar som finns fran de kungliga maske-
radupptagen under denna tid omnamns en typ av inredningsdetalj,
spegelmalningarna, som utgjorde en viktig del 1 den rekvisita som
den rollspelande 1700-talsaristokratin girna anvinde sig av 1 sina
lekar.*> Malningarna pé glas ar ett bra exempel pa kinesernas for-
méga att tilligna sig frimmande tekniker. Ar 1751 blev italienaren
Giuseppe Castiglione (1688-1766) hovmalare 1 Peking och introdu-
cerade da kineser for konsten att méla pa glas. En europeisk teknik
upptogs 1 st vilket gav till upphov att en helt ny produkt utformades.
Trots att tekniken ursprungligen kom fran Europa ledde de kinesiska
konstniarernas skicklighet till att miniatyrmalaren Lorentz Sparrgren
(1763-1828) ar 1788 f6ljde med Ostindiska kompaniet till Kina for att
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reflects unknown milieus, but not so different as to be beyond the under-
standing of eighteenth century aristocracy. Nature was a recurrent theme.
Wialking in nature was an elegant and popular pursuit. Aristocratic maid-
ens and gentlemen were keen to stroll, dressed-up as shepherdesses or
farmers, and to experience nature.

Even though the exotic was an attractive element, it seems that aris-
tocrats still had a general preference for Eastern phenomena that held a
certain significance by their own perspectives and in their own conceptual
universe. Music-making is one such recurrent theme in chinoiserie.
Musical performance was a suitable pastime for drawing attention to
oneself, especially for girls. It was a spontaneous way of socializing, girls
were even permitted to play accompanied by young men. It was simply a
means by which to meet.*’

In the Chinese Pavilion at Drottningholm Palace in Stockholm, there
is a series of twelve small-format paintings depicting elegantly-dressed
Chinese women playing various instruments: sona, a kind of oboe, xiao,
flute, pipa, lute, di, a bamboo transverse flute, yunluo, a percussive instru-
ment, pengling, small brass bells, bo, cymbals, zkazheng, a kind of zither,
sanxian, a type of guitar, bangu and paiban, handheld drum and castanets,
sheng, mouth organ, and erhu, two-stringed violin. The naval chaplain,
Gustaf Fredrik Hjortberg, who made three journeys to Canton between
1748 and 1749, sketched a series of Chinese instruments in his journal.
Hjortberg’s opinion of the sound of these Chinese instruments can be
gleaned in the following comment: “Io a European this Music does not
chime particularly well” Hjortberg’s travelogue was made available to the
court at Drottningholm. Several of the instruments described are depicted
in the glass paintings.*' The fact that the Swedish nobility took mnterest
in a phenomenon that must have seen in part remote and, further, even
chimed il to their ears, implies that there may have been other motives
for the chinoiserie.

In addition to existing descriptions of the frolics of royal masques,
another type of interior decor known as mirror painting was mentioned
in contemporary accounts, because of its importance as a role-playing
prop used by the eighteenth century aristocrats in their games.*? Paintings
on glass were a good example of the Chinese ability to assimilate foreign
techniques. In the year 1751 the Italian Giuseppe Castiglione (1688-1766)
was installed as a court painter in Peking, where he introduced to the
Chinese the art of painting on glass. A European technique was thereby



ldra sig den gamla europeiska konsten att mala pa glas. I spegelmal-
ningarna, ofta med kinesiska landskap eller portritt av bade kineser
och européer 1 6sterldndska kldder, kunde betraktaren se sig sjilvien
exotisk kontext. Skeppsprasten Brelin skriver att spegelmalningarna
kallades "lapp-lapp” och inte sillan var férsedda med nagon kérleks-
historia, dar det "forestdllas pa tydeligaste sitt deras mangfaldiga
och obeskrifveliga dlskogs-manierer.”* Den Goteborgsfodde arkitek-
ten William Chambers (1723-1796) omnamner i Designs of Chinese
Buildings att han anvint glasmélningar utférda av méstaren Siou
Sing Saang, forestallande kinesiska kladedrékter, som férlaga till fi-
gurscenerna pa vaggarna i Gula rummet pa Kina slott. Vid auktio-
nen i G6teborg hosten 1749 pa foremal ur lasten fran Gotha Leijon,
Hoppet och Freden finns antecknat tio stycken malade speglar “som
representera Chinesiska Kldde-Drakten.” William Chambers var su-
perkargor pa skeppet Hoppet och det dr déarfoér sannolikt fraga om
samma spegelmalningar med olika kinesiska drikter som han siger
sig ha bestillt 1 Kina. Tullreglerna var sadana att han maste ropa in
dem vid auktionen hemma i Géteborg. Vid tiden fér uppforandet
av Kina slott 1 borjan av 1760-talet var kinesiska spegelmalningar
hogsta mode 1 England. Fran de engelska kineseriinteriérerna spred
sig modet vidare till Danmark och Sverige, linder ddr man inte hade
en egen glasmaleritradition.*

Den vist-stliga fusionen mirks tydligast 1 de spegelmalningar
fran 1700-talets andra halft som uppvisar en kinesisk imitation av
europeiska herdescener. Motivet bestar ofta av unga, vackra tra-
ditionellt klidda kineser i en mixad kinesisk-europeisk kontext.*
Spegelmalningarnas upphingning avsldjar att de sags som inrednings-
detaljer och en mdjlig rekvisita for skadespel och inte enbart som
konstverk.*

Rohsska museet forvaltar en ovalformad polykrom glasmalning
fran 1700-talets slut. Glasmélningen foérestéller en ung flicka i kost-
bar bla sidendrikt, med elegant haruppsittning och smycken av
korall och jade.” Dar finns ingen antydan till glattighet eller ut-
kladningsupptdg. Hennes blick moéter allvarligt betraktarens. Det
ar oklart om flickan, som har en kinesisk flikta 1 ena handen, ar
av vasterlandsk eller osterlaindsk harkomst. Just denna otydlighet ar
signifikativ f6r 1700-talets fallenhet f6r granséverskridande lekar och
gav spelrum for fantasi och drommar.
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taken up by the Chinese, which gave rise to a wholly new product.
Although the technique originated in Europe, the skill of the Chinese
painters led the painter of miniatures, Lorentz Sparrgren (1763-1828), to
travel to China in 1788 with the East India Company in order to learn the
old European art of painting on glass. In the mirror paintings, which often
feature Chinese landscapes or portraits of both Chinese and Europeans
in eastern dress, the observer was able to see himself in an exotic context.
Brelin, a naval chaplain, writes that the mirror paintings, referred to as
‘lapp-lapp’, often had the theme of some kind of love story, in which one
could see ‘portrayed with the utmost clarity the variety and indescribable
manner of their lovemaking.** The Gothenburg-born architect William
Chambers (1723-96) mentions in Designs of Chinese Buildings that he has
used glass paintings by the master Siou Sing Saang, depicting Chinese
dress costumes, as the model for the figurative scenes on the walls of
the Yellow Room at the Chinese Pavilion. At the 1749 autumn auction
in Gothenburg of objects from the cargos of Gétha Leijon, Hoppet, and
Freden, the auction notes enter ten items of painted mirrors ‘representa-
tive of the Chinese dress costume. William Chambers was supercargo
on Hoppet, and it therefore seems likely that these paintings of various
Chinese costumes are those that he claimed to have ordered in China.
Customs rules were such that he had to put them up for auction in
Gothenburg. At the time of the construction of the China Pavilion at
the beginning of the 1760s, Chinese mirror paintings were the height of
fashion in England. From English chinoiserie interiors, the fashion spread
to Denmark and Sweden, both of which lacked their own glass painting
traditions.**

The West-East fusion is most clearly noticeable in the mirror paint-
ings of the second half of the eighteenth century that portray Chinese
mmitations of European shepherd scenes. The motif is often of young,
beautiful, and traditionally dressed Chinese in a mixed Sino-European
context.”” The hanging of the mirror paintings reveals that they were
viewed as items of interior decor and potentially also as theatrical props
as opposed to pieces of art.*®

The Roéhsska Museum holds on permanent loan an oval-shaped,
polychromatic mirror painting dating from the end of the eighteenth cen-
tury, the motif of which is a young girl in an exclusive blue satin dress,
with elegantly set hair and jewellery of coral and jade.” There is nothing
suggestive of gaiety or the tomfoolery of dressing up. Her gaze meets that



KINESERIET SOM GRANSMARKOR

Kineserierna 1 form av dekor pa porslinet kan te sig harmlésa for
ett ovant 6ga men avsldjar, vid en mer ingdende undersokning, ny
information. I Réhsska museets magasin férvaras nagra delar ur en
Meissenservis, daterade till forsta delen av 1700-talet med motiv a la

chinois.*® Den tillhorande koppen med fat utgdr ett intressant exempel ~FiG. 96-97

pa symbiosen mellan 6st och vast, eller rokokons foérkarlek for iden-
titetsvaxlingar. Koppens och fatets utsida pryds av kineserier medan
msidan dr dekorerad med vésterlandska motiv. Porslinsfatets scha-
blonartade "kinesiska” gestalter framtrader omgivna av gigantiska
vegetativa slingor, 1 guldsilhuett mot brun botten, med toppiga hattar,
nagon med fagel pa huvudet och parasoller. Gestalterna dr alla aktivt
upptagna med en rad bestyr; djupt bugande, servera te 1 en exotisk
omgivning med kokospalmer. Insidan av fatet dr ett "misch-masch”
bestaende av en fiskande kines 1 en bati ett kinesiskt landskap. Medan
bramet runt om dr dekorerat med ett miniatyrslott och europeiskt
kladda mén och kvinnor 1 en typisk vasterldndsk tradgard. Koppens
utsida dr prydd med flera stereotypa kineser 1 silhuett som bér en
annan kines 1 en gyllene barstol, omgivna av méarkliga faglar och pal-
mer. P4 koppens andra sida syns dansade och musicerande exotiska
gestalter 1 silhuett medan koppens insida dekorerats med europeiska
slott och tradgdrdsscener.

De 6vriga delarna har enbart vasterlindskt fantasifulla "kine-
siska” motiv 1 guld mot vit botten, musicerande och fagelfingande
kineser 1 exotisk milj6, parasoller, fanor och palmer. Samtliga delar
daterade till omkring 1730, Meissen, Tyskland. Genom att mixa
till synes harmlésa komponenter som exotiska kokospalmer, éver-
dimensionerade vaxter, konstiga faglar och ansiktslosa gestalter med
rasstereotypa inslag av lustiga hattar och parasoller 1 ett fullstandigt
verklighetsfrimmande sammanhang, blir de avbildade bade férmin-
skade, latt forlojligade och nagot att fascineras av och skratta at vid
tedrickandet.

Pa ett tyskt krus med 1700-talsmotiv, troligen utfért under
1800-talet, figurerar jonglerande och tekokande “kineser” i stereotyp

rasidentifierande stil.*” Att kineserierna gav utrymme for europeiska Fi. 98
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of the observer in serious mood. It is unclear if the girl, who has a Chinese
fan in one hand, is of Western or Eastern origin. This vagueness is itself
significative of an eighteenth century tendency for boundary-transgressive
play, which gave free rein to fantasy and dreams.

CHINOISERIE AS A MARKER OF BOUNDARIES

Chinoiserie in the form of decor on porcelain may appear insignificant
to the untutored eye, but on more thorough investigation it reveals new
information. The storage of the Réhsska Museum includes some pieces
of a Meissen china set, dated to the early parts of the eighteenth century
with the motif a la chinois.*®* One cup and its saucer from the set present
an interesting example of the symbiosis between East and West, or the
fondness of Rococo in order to exchange one identity for another. The
outside of the cup and saucer is adorned with chinoiserie, whereas the
inside is embellished with a Western motif. The stereotypical ‘Chinese’
figures on the porcelain saucer, surrounded by gigantic coiling plants, are
shown in gold silhouette against a brown base, in pointed hats, one with
a bird on their head, and parasols. The figures are occupied with a range
of activities: bowing deeply, serving tea in an exotic environment with
coconut palms. The inside of the saucer is a ‘mish-mash’ consisting of a
Chinese fisherman in a boat in a Chinese landscape. The rim is adorned
with a miniature castle and men and women in European attire, in a west-
ern garden. On the outside of the cup are several stereotypical Chinese in
silhouette, carrying another Chinese on a golden palanquin, surrounded
by strange birds and palms. On the other side of the cup are exotic danc-
ing and music-making figures in silhouette, while the inside of the cup is
decorated with European castles and garden scenes.

The other parts of the pieces have singularly westernised, fantastical
‘Chinese’ motifs in gold against a white background, and feature music-
making and bird-catching Chinese people in exotic milieus, with parasols,
banners and palm trees. All the pieces are dated to around 1730, Meissen,
Germany. By juxtaposing apparently innocuous components such as ex-
otic coconut palms, oversized plants, strange birds and faceless figures



fantastiska dromskapelser vittnar dven en bevingad tigerdrake pa en
tallrik 1 R6hsska museets samlingar om.>

Kineserierna har forklarats som en del av en komplex orientalis-
tisk agenda 1 vilken europeiska ldnder sig pa sig sjalva som sjalvklara
erovrare av Ost savil handelsmissigt, som politiskt och religiost.!
Tankegangarna har paralleller till den palestinsk-amerikanske
litteraturvetaren Edward Saids pastaende att Vasterlandet lagt beslag
pa och uppfunnit Osterlandet for att med denna motbild framhiva
den egna gruppens likheter och anspraket pa varldsomfattande och
politisk dominans.*?

Konsthistorikern Madeleine Jarry som har studerat kinesiska in-
fluenser pa europeiskt konsthantverk, skriver att 1700-talets kineseri
var en kombinerad produkt av kolonial exploatering och exotism.
Hon exemplifierar sitt pdstdende genom en analys av ett fajanskakel
fran Delft. "The seafaring Dutch, always great explorers, had no
diffculty with imagery in which African-like Indians appeared in a
Chinese setting. Such a mixture simply satisfied their rather naive
notion of the exotic.”* Justice noterar stereotypa avbildningar av "ki-
neser” 1 kineserierna och hdvdar att forlojligandet av kineser motive-
rades av en kolonial, huvudsakligen misslyckad, expansionsagenda.
Europa métte ett avsevart motstand fran 6st som strikt begransade
vists tilltrade till Kina. Det ledde enligt Justice dven till att kineseriets
dragningskraft avtog vid slutet av 1700-talet.

Nar det giller de svenska Kinaresenérernas skildringar fram-
kommer inte ndgon kolonial agenda, vilket kan bero pa att Sverige
inte var en kolonialmakt pa samma sitt som till exempel England,
Frankrike och Holland. Flera av svenskarna uppvisar en starkt kritisk
hallning gentemot andra europeiska nationer, sarskilt utpekas engels-
méinnen som vallande till de langtgaende kinesiska restriktionerna.
Det ar hollaindarna som genomgdende beskrivs som ett ohederligt
och girigt folk utan skrupler och som fértrycker olyckliga infédingar.
Den svenske Kinareseniren Jacob Wallenberg ger uttryck fér en lik-
nande uppfattning nir han reflekterar 6ver europeisk kolonialism och
skriver om hur ”stora talrika folkslakter trila 1 Europeiska bojor”.>*

I R6hsska museets samlingar finns en gravyr av P.P. Bacquevilles
Livre d’Ornements propre. .. graverad 1 Paris omkring 1720, forestallan-
de en rasstereotyp bild av "kinesen” jimsides med ekorrar, parasoller
och papegojor. "Kinesen” degraderas har till ett dekorelement bland
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with racially stereotyped elements of peculiar hats and parasols in a con-
text entirely removed from reality, the depicted figures are diminished,
slightly ridiculous, something to be fascinated by and laugh over, whilst
drinking tea.

On a German pitcher with eighteenth century motifs, probably man-
ufactured in the nineteenth century, juggling and tea-making ‘Chinese’
figures appear in stereotypical, racially identifiable style.*” Chinoiserie
gave scope for fantastic European dream creations, as exemplified by
a winged tiger dragon on a plate in the Réhsska Museum’s collection.>

Chinoiserie has often been explained as part of a complex orien-
talist agenda, in which European countries saw themselves as natural
conquerors of the East, not only in terms of trade but also politically
and religiously.®* This way of thinking has parallels in the Palestinian
American literary historian Edward Said’s theory that the West has taken
over and invented the East in order to use this contrasting counterpart
to assert its own cohesive identity and a claim to worldwide and political
domination.*

The art historian Madeleine Jarry who has studied Chinese influence
on European handicrafts, writes that eighteenth century chinoiserie was
the combined product of colonial exploitation and exoticism. To illustrate
her statement she uses the example of a glazed tile from Delft. “The sea-
faring Dutch, always great explorers, had no difficulty with imagery in
which African-like Indians appeared in a Chinese setting. Such a mixture
simply satisfied their rather naive notion of the exotic.”® Justice emphasiz-
es stereotypical depictions of the ‘Chinese’ in chinoiserie and claims that
holding up the Chinese to ridicule was motivated by a colonial, largely
unsuccessful, agenda of expansion. Europeans met stiff resistance in the
East, which strictly limited western access to China. According to Justice
this also meant that the attraction of chinoiserie dwindled at the end of
the eighteenth century.

When it comes to the descriptions of the Swedish travellers to
China there 1s no colonial agenda forthcoming, possibly for the reason
that Sweden was not in the same way a colonial power, as for exam-
ple England, France, and Holland were. Many of the Swedes maintain
a strongly critical attitude to the other European nations, the English in
particular are blamed for provoking the severe Chinese restrictions. The
Dutch are consistently described as a dishonest and greedy, a people lack-
ing in scruples and oppressive to the poor natives. The Swedish China



andra, ett inslag 1 ett lode av mer eller mindre betydelselosa oster-
lindska symboler. Aven de sé spridda och populira dekorerna ”dod
fagel under parasoll” och kineseriets ledmotiv sittande kines under
parasoll” hor till samma kategori. Det senare forestillande en ensam
man iférd hatt vid en damm med en 6verdimensionerad lotusblomma
1 blatt mot vit bakgrund, harstammar fran en etsning av Francois
Boucher (1703-1770): Autre musicien chinois. Motivet blev oerhort
populért pa svenska kakelugnar, antingen ensamt som dekor 1 kakel-
ugnens nisch eller som motiv pa flera kakel. Dekorelementet "sittande
kines under parasoll” 1 dess nisch finns att beskada pa Drottning
Kristinas jaktslott 1 Goteborg. Kinesens parasoll kom till och med att
fa faste 1 det svenska dalmaleriet precis som byggnader med karaktir
av kineserier ibland férekommer pé smélédndska viggbonader.5

KINESERIER SOM STATUSMARKORER

Overklassen var av forklarliga skil de som forst kom i kontakt med
kineserierna. I kvarter i Goteborg dir superkargérer levde under
1700-talet, har arkeologer funnit kinesiska tekannor, koppar, fat och
tallrikar. Skdrvor av kinesiskt porslin har ocksa hittats 1 kvarteret
Stadsméklaren, dar familjen Chambers bodde fran 1723. Att kunna
omge sig med kineseri var en tydlig gruppmarkor som bade marke-
rade tillhorighet till den egna gruppen och distans till andra. Men
aven vanliga besittningsman ombord pa skeppen hade méjlighet att
som l6neférman medfora varor hem, till exempel porslin och siden.
Pa sa vis kom kineseriet att uppvisa ovantade spridningsmonster.
Spridningsbilden kan ocksa sittas i samband med modets vixlingar.
Vid 1700-talets mitt intrdffade en stilférandring 1 Sverige. Rokokons
former, vagiga britten pa tallrikarna och hénklar pa kopparna blev
synliga 1 porslinets former. Allteftersom modet forandrades spred
sig det kinesiska porslinet till de lagre klasserna. Nar porslinet blev
omodernt gavs det bort eller saldes, vilket férklarar arkeologernas
fynd av bade blavitt och mer exklusivt polykromt kinesiskt porslin 1
hantverkarnas avfallsbingar 1 G6teborg.*
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traveller Jacob Wallenberg expresses similar opinions when reflecting on
European colonialism and writes of how ‘Populous races of people slave
in European shackles’**

In the Rohsska Museum collection there is an engraving by P.P.
Bacqueville’s Livre d Ornements propre. .. made in Paris around 1720, depict-
ing a racial stereotype of the ‘Chinaman’ alongside squirrels, parasols, and
parrots. The ‘Chinese’ is here degraded into one element of decor among
others, a feature in a stream of more or less meaningless Eastern symbols.
Even the widespread and popular adornment ‘dead bird under parasol’
and the recurrent theme of chinoiserie ‘seated Chinese under parasol’ is
part of this same category. The latter, depicting a lone man in a hat by a
pond with an oversized lotus flower in blue against a white background,
originates from an etching by Francois Boucher (1703-70): Autre musicien
chinois. The motif became extraordinarily popular on Swedish tiled stoves,
either as a single feature in the niche of the stove or as a motif on several
tiles. The decorative feature ‘seated Chinese under parasol’ in its niche can
be viewed at Queen Kristina’s hunting lodge in Gothenburg. The Chinese
parasol even caught on in Swedish Dala painting, just as buildings with a
character of chinoiserie might feature on wall tapestries in Sméland.*

CHINOISERIE AS A MARK OF STATUS

The upper classes were for obvious reasons the ones who first came into
contact with chinoiserie. In the part of Gothenburg where the supercar-
goes lived in the eighteenth century, archaeologists have found Chinese
teapots, cups, saucers, and plates. Shards of Chinese porcelain have also
been found in the locality of Stadsméaklaren, where the Chambers fam-
ily lived from 1723. To be able to surround oneself with chinoiserie was
a clear social marker indicating not only identification with one’s own
group, but also distance to others. But even ordinary crew on board the
ship had the opportunity as a benefit of their employment to transport
goods home, for example porcelain and silk. In this way chinoiserie was
to show unexpected patterns of dispersal. The image of dispersal can be
put into context with changing fashion. In the middle of the eighteenth



Av en helt annan karaktér, men del av kineseriets stroémningar, och
ett uttryck for granséverskridande vist-Ostlig produktutformning,
var det kinesiska bestéllningsporslinet som bland annat utgjordes
av vapenporslin. Det var framst mén som bestéllde vapenporslin.
Men bland den ldnga raden av manliga bestillare och subskriben-
ter pa flera expeditioner under forsta oktrojen, fanns dven grevin-
nan Christina Piper, friherrinnan Eva Christina Horn, grevinnan
Eleonora Wachtmeister, grevinnan Anna Christina Bentzelstierna
och president Drakes dnka. Ur ett genusperspektiv indikerar det att
bestallning av vapenporslin kunde vara en angeldgenhet for bade
kvinnor och min. Traditionellt d&rvdes dock porslinsserviserna av
de gifta sonerna medan déttrarna fick smycken och annat arvegods.
Ogifta och barnldsa arvingar blev i regel ocksa utan vapenporslin.

Mellan 1732 och 1806 tillverkades omkring 300 serviser med
adelsvapen for Sveriges rikning. I England uppskattas antalet servi-
ser med familjevapen till mer dn 1 200 stycken. Inledningsvis deko-
rerades de efter kinesiska monster men framéver alltmer efter euro-
peiska standardmonster.” For de som inte hade ett slaktvapen fanns
pseudo-heraldiska standarddekorationer att ta till. I och med att den
kinesiska handeln koncentrerades till Kanton under 1700-talet 6kade
snabbt de visterldndska bestéllningarna 1 form av gravyrer, teck-
ningar och skisser riktade till kinesiska hantverkare. Vapenporslin
ar sallsynt forekommande 1 Rohsska museets samlingar, eftersom
museet inte aktivt samlat sddant. I samlingarna finns emellertid en
tallrik, fran 1700-talets senare del, som har tillhért den svenska grev-
liga atten Gyllenborg.’® Tallriken ar av vitt porslin med dekor 1 blatt,
rott, svart och guld och dess mitt pryds av det Gyllenborgska vapnet.
Enligt en skrona feltolkade den kinesiska porslinsmalaren en fuktska-
da pa skissen man sint fran Sverige och fuktskadans utbredda flack
blev 1 kinesens 6gon till moln runt vapnet. Férvaningen var stor vid
uppackningen 1 Sverige.” Hur det férhéller sig med historiens verk-
lighetsférankring far betraktaren sjalv avgora. Berattelsen lyfter fram
det faktum att varken den kejserliga kinesiska regeringen eller nagra
andra kineser visste ndgonting om Europa fram till omkring 1750 da
Hong-handelsminnen besokte Europa. Det fanns under lang tid gott
om utrymme fér émsesidiga missforstand och feltolkningar.

I Réhsska museets samlingar finns ett litet oansenligt porslinsfat
av danskt ostindiskt bestallningsporslin, tillverkat 1 Kanton omkring

222

223

century a stylistic change occurred in Sweden. The forms of Rococo,
swirling edges to plates and in the ears of cups began to be seen in porce-
lain design. As fashions changed the Chinese porcelain began to spread
to the lower classes. When porcelain became unfashionable it was given
away or sold, which explains the archaeological finds of both blue and
white and the more exclusive polychromatic Chinese porcelain in the
refuse of artisan households in Gothenburg.*

Of a completely different character, but part of the current of chinoi-
serie, and an expression of boundary-crossing, West-East product design,
was the Chinese porcelain made to order that partly consisted of porce-
lain with heraldic crests. It was largely men who ordered crested china.
But the long line of male purchasers and subscribers, on several expedi-
tions of the first charters, also included the Duchess Christina Piper, Lady
Eva Christina Horn, Countess Eleonora Wachtmeister, Countess Anna
Christina Bentzelstierna, and President Drake’s widow. From a gender
perspective this indicates that the order of crested china was important
for both men and women. Traditionally the porcelain sets were, however,
inherited by married sons, while the daughters received jewellery and
other heirlooms. Unmarried and childless heirs generally did not inherit
crested china either.

Between 1732 and 1806 around 300 sets of crested china were manu-
factured for Swedes. In England the number of china sets with heraldic
crests are estimated at around 1200. To begin with they were adorned
with Chinese designs, but increasingly as time went by there were more
standard European patterns.” For those who lacked an heraldic symbol
pseudo-heraldic standard patterns were used. With the concentration of
Chinese trade to Canton in the eighteenth century, western orders in the
form of engravings, drawings, and sketches quickly increased and were
aimed at Chinese craftsmen. Crested china is rare in the collections of
the Rohsska Museum, since the museum does not actively collect it. In
the collection there is, however, a plate from the late eighteenth century,
which has belonged to the Earls of the family Gyllenborg.”® The plate is of
white porcelain with a decor in blue, red, black, and gold, and the centre
is adorned with the Gyllenborg heraldic crest. According to rumour, the
Chinese porcelain painter misinterpreted a damp patch on the drawing
sent from Sweden, and the spread of the stain became, to the Chinese
painter’s eyes, clouds around the crest. There was a great sense of sur-
prise when the package was opened in Sweden.”® As for the truth of the



1760.%° Dekoren ar utford 1 starka emaljfarger, kanten pryds med
tusch och gulddekor. I fatets nedre kant syns ett skepp med dansk
flagg, och en pafigel 1 dess 6vre kant. Fatets mitt pryds av en he-
raldisk dekoration: tva ovaler med den danska drottningen Juliana
Maries portritt samt ett monogram omgivet av rosa rokokokartu-
scher, flankerade av Neptun och Venus som haller 1 en adlig krona.
Allt inramas av blommor. Vid ett olyckligt tillfdlle har fatet glidit na-
gon ur hinderna, fallit 1 golvet och gatt 1 kras. Men porslinsfatet har
varit sa betydelsefullt f6r dgaren att skarvorna tagits om hand och
ndgon har darefter lagat det med ett kopparbleck.

Gustav III fick ar 1776 en mycket kostbar gava av Ostindiska
kompaniet, hemférd med skeppet Terra Nova, 1 form av en ser-
vis omfattande hela 700 pjéser av ett fyrtiotal olika slag. Idag finns
spridda delar av servisen pa Gripsholms slott, Nationalmuseum och
Rohsska museet. Till de delar av Gripsholmsservisen som bevarats
till eftervarlden hor ett snackformat skélfat med europeisk dekor.®
Skalfatet &r dekorerat med kronor 1 blitt under glasyren medan den
stofferade kanten, lagerkransen, kartuschens kronor och namnet
GRIPS HOLM ir férgyllda. Samtliga delar har europeiska former
och édr dekorerade med lilla riksvapnet 1 en rund kartusch som inte
ar krént men istillet omgivet av en gyllne lagerkrans.

Ostindiska kompaniets handelskontakter paverkade den trans-
kulturella diffusionsprocessen pa flera sitt. Genom handeln introdu-
cerades former och funktioner, som tidigare varit helt okdnda i Kina.
Motiv och moénster paverkades och utvecklades konstant genom
imitation, anpassning och ersattning. Enskilda kineseriers ursprung
kan emellertid vara svéarsparade. Delvis beroende pa att kineseriet
stod for nagot mer &n ren imitation. Handelskontakterna med Kina
utloste en egen stil. Européernas syfte var inte att imitera utan mer att
omarbeta Osterldndska stilar och tekniker som passade f6r de egna
smakidealen och dndamalen. De kinesiska autentiska féremélen som
niddde Europa genom de Ostindiska kompaniernas férsorg imitera-
des och ersattes varefter med liknande féremal, anpassade efter vists
behov, eller med helt nya objekt, med fa likheter med de autentiska
kinesiska objekten. Kineseriet kan ses som en sddan ny skapelse.

Kineserierna kunde vara hogkvalitativt konsthantverk, de var ofta
statusmarkorer, ibland komponenter 1 en underhallningskultur, ofta
gransoverskridande och for sin tid nyskapande. Men de handlade
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tale, that is for the observer to decide. The story reveals that neither the
Imperial Chinese government, nor any other Chinese, knew anything of
Europe until around 1750, when the Hong businessmen visited Europe.
For a long time there was plenty of scope for mutual misunderstandings
and misinterpretation.

The collection of the Réhsska Museum includes a modest dish of
Danish East India made-to-order porcelain, manufactured in Canton
around 1760.% The decor is produced in bright enamel colours, the edge
adorned in Indian ink and gold detail. In the lower section of the dish is a
ship with the Danish flag, while a peacock decorates the upper edge. The
centre of the dish features an heraldic crest: two ovals with the Danish
Queen Juliana Marie’s portrait along with a monogram surrounded by
rococo cartouches, flanked by Neptune and Venus holding a noble crown.
It is all framed in flowers. On some unfortunate occasion the dish has slid
out of someone’s hands and smashed on the floor. But the porcelain dish
must have meant so much to the owner that the shards were gathered up,
and somebody has mended it with copper glue.

In 1776, Gustav III received a very valuable gift from the East India
Company, transported back home on Terra Nova, in the form of a set of
china with 700 pieces of 40 different kinds. Today the set is on display
in various constellations in Gripsholm Castle, Nationalmuseum and the
Roéhsska Museum. The pieces preserved in the Gripsholm set contain
a shell-shaped bowl dish with a European decoration.®® The bowl dish
1s adorned with blue crowns under the glaze while the raised edge, the
laurel wreath, crowns on the cartouche, and the name GRIPS HOLM
are gilded. All the pieces have a European design and are decorated with
the smaller national heraldic symbol in a round cartouche which is not
crested, but rather encompassed in a golden laurel wreath.

The East India Company’s trade connections influenced the trans-
cultural process of diffusion in several ways. Through the trade, forms
and functions were introduced that had earlier been completely un-
known in China. Motifs and patterns were influenced and constantly
developed through imitation, adaptation, and replacement. And yet the
specific origins of chinoiserie is hard to ascertain. In part this is because
chinoiserie was something more than imitation. The trading partnership
with China gave rise to new, home-grown styles. The intention of the
Europeans was not to imitate, but to rework Eastern styles and tech-
niques to suit their own tastes and needs. The authentic Chinese pieces



egentligen aldrig om det autentiska Kina, férutom mgjligen under
vasts period av upptickarlust av 6st under 1700-talets forsta arti-
onden. Framfor allt var kineseriet ett redskap 1 konstruktionen av
vists egen roll under 1700-talet, for att férhalla sig sjdlva till andra.
Upprittandet och konstruerandet av skillnader mellan méanniskor 1
fraga om normer, utseende, sociala koder och kulturella praktiker
ar anviandbara redskap for den egna gruppens sammanhéllning.
Konstruktionen innebar inte nddvandigtvis ett férdémande eller
exkluderande av de andra, kineserna, sa som de uppfattades och
gestaltades. Men skapandet av den andre hade en viktig funktion 1
konstruktionen av visterlandets identitet genom att halla isdr hem-
ma och borta, det osiakra och det trygga, och darigenom uppratthalla
granser och nationella sérdrag.

Behovet av sammanhang ér storre 4n nagonsin och en av muse-
ernas viktigaste uppgifter dr att géra var samtid mer begriplig genom
att koppla ithop nutid med datid. Att befinna sig mellan olika kulturer
ar en av var tids stora fragor. Darfor ér alla historiska erfarenheter
vérdefulla. I den hér artikeln har jag fokuserat pa kineseriet, pa ytan
en harmlés modestrémning men vid en ndrmare granskning mer
komplex 4n sa. En av kineseriets uppgifter var att forma och profilera
bilden av vists egen identitet 1 en tid av globalisering och féréndring.
Visterlandets konstruktion av Kina styrdes av den forestillning eu-
ropéerna redan gjort av sig sjdlva. Kanske kan det sdga ndgot om oss
och den andre och hur vi konstruerar bilden av oss sjilva idag.
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that reached Europe through the agency of the East India companies
were imitated and thereafter replaced with similar objects, adapted to the
needs of the West, or wholly new objects, with few similarities with the
authentic Chinese objects. The chinoiserie style can be viewed as a part
of this new creative output.

Chinoiserie was often high-quality handicraft, it was frequently an
indicator of status, sometimes a part of an entertainment culture, often
crossing boundaries. In its own time it was innovative. But it was never
really concerned with authentic Chinese culture, except perhaps for a
phase in the first decades of the eighteenth century, which was marked by
the western spirit of discovery of the East. Above all chinoiserie was a tool
for the construction of a Western role in the eighteenth century, a way of
orienting oneself to others. The establishment and construction of differ-
ences between people in the question of norms, appearances, social codes,
and cultural practices, are useful tools for creating cohesion in one’s own
group. The construction did not necessarily involve a rejection or exclu-
sion of the other—the Chinese—in the way that they were understood or
interpreted. But the creation of ‘the Other’ had an important function in
constructing Western identity by imposing a separation between home
and away—the uncertain and the safe—by which boundaries and national
characteristics could be upheld.

The need for context is greater than ever and one of the most im-
portant tasks of the museum is to make the current state of affairs more
comprehensible by connecting the past with the present. To find oneself
between two cultures is one of the great questions of our age. All histori-
cal experiences are therefore valuable. In this article I have focused on
chinoiserie, on the surface a harmless current of fashion, but on closer
inspection more than that. One of the tasks of the chinoiserie style was
to shape and profile the Western identity in a time of globalization and
change. The guiding hand of the West in its construction of China was
the idea that Europeans already had of themselves. Perhaps this may say
something about how we view ourselves and ‘the other’—and how we
construct the image of ourselves today.

TRANSLATED FROM SWEDISH
BY HENNING KOCH
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KRISTOFFER ARVIDSSON

FRAN IDEALITET TILL ROMANTIK
LANDSKAPSBILDER | 1700-TALETS SVERIGE

This view, which is one of the grandest on the river, I should not scruple to call correctly
picturesque; which is seldom the character of a purely natural scene.!

- William Gilpin

Saken ar avgjord, man kan séga farvil folk pa andra sidan om Appeninerna, farval styrka och
helsa, orsak till skonhet och smak, farvil vackra natur, Norden nalkas, vilkommen oreda.?

- Carl August Ehrensvird

Ordet landskap har en tvetydighet som dr kdnnetecknande for ett
nytt sdtt att férhélla sig till naturen som vixte fram under 1700-talet.
"Landskap” betecknar bade en bildgenre och ett stycke natur. Den
forsta betydelsen syftar pa bilder av naturscenerier. Den andra avser
naturen som den framstar nar ett estetiserande betraktelseséitt, ham-
tat fran konsten, anldggs pa den.

Med utgangspunkt 1 ett urval bilder diskuterar jag 1 denna text
synen pa naturen och landskapet under 1700-talet och hur detta syn-
sitt forandrades. Hur forhaller sig landskapsbilden till en ny syn pa
naturen? Vilka nationella eller andra fortecken har den natur som
avbildas eller gestaltas?
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KRISTOFFER ARVIDSSON

FROM IDEALISM TO ROMANTICISM
LANDSCAPE PICTURES IN EIGHTEENTH-CENTURY SWEDEN

This view, which is one of the grandest on the river, I should not scruple to
call correctly picturesque, which is seldom the character of a purely natural scene.!

- William Gilpin

The matter is concluded: one can bid farewell to folk on the other side of the
Alps, farewell to strength and health, source of beauty and taste, farewell to
beautiful nature, the countries of the North draw near, welcome disorder.?

- Carl August Ehrensvird

The ambiguity associated with the word ‘landscape’ is characteristic of
a new way of relating to nature which developed during the eighteenth
century. ‘Landscape’ refers both to a genre of graphic art and to a slice of
nature. The first meaning refers to pictures of nature scenes. The other
relates to nature as it appears when an aestheticizing approach towards it,
one borrowed from art, is adopted.

Starting with a selection of pictures, I discuss in this text the view of
nature and landscape prevalent during the eighteenth century and how
this view changed. How does landscape painting connect to a new view of
nature? What national or other characteristics are possessed by the nature
portrayed or represented?



Genom bildanalyser vill jag visa hur en ny férestéllning om na-
turen kom till uttryck 1landskapsgenren och omvént, hur landskaps-
bilder paverkade ménniskans sitt att férhalla sig till naturen. Jag
diskuterar bade inomkonstnérliga och externa férutsittningar for
denna férandring. Texten fokuserar pa det svenska landskapsmaleri-
et, men detta ar en avgransning som halls 6ppen. Det dr knappast me-
ningsfullt att betrakta det svenska landskapsmaleriet som ett ensidigt
nationellt fenomen under 1700-talet, da det stér 1 intensiv relation till
utvecklingen pé kontinenten och 1 England. Flertalet av de svenska
konstnérerna utbildades delvis, och var periodvis verksamma, 1 ut-
landet och himtade avgérande impulser och centrala motivkretsar
fran Italien, Frankrike och England. Vidare dr avgrinsningen till ma-
leri inte heller den sérskilt meningsfull, da landskapsbilden lika gdrna
kan ta form av laverade teckningar eller grafik. Granserna mellan
genrer som landskap, portritt och instrumentella bilder ar inte alltid
sa tydliga 1 den svenska konsten under perioden. Dessutom stiar ma-
leriet i néra relation till tridgardskonsten och arkitekturen, inte minst
1 utformningen av den engelska parken, som vi ocksa finner svenska
exempel pa.

Jag kommer att diskutera bilder av Louis Belanger, Carl Fredrik
von Breda, Augustin och Carl August Ehrensvdrd, Carl Johan
Fahlcrantz, Carl Gustaf Gillberg, , Pehr Hillestrém, Johan Philip Korn,
Elias Martin och Jean Eric Rehn. Det svenska materialet stlls 1 rela-
tion till utlindska konstnarer som Claude Lorrain, Nicolas Poussin,
Giovanni Battista Piranesi och Johann Wilhelm Tischbein. Som av-
slutning behandlas tre nutida exempel pa konstnérer som forhaller
sig till landskapstraditionen fran Claude och framat: Ann Béttcher,
Frida Fjellman och Matts Leiderstam.

TEORI OCH METOD

Med ett perspektivinfluerat av performativitetsteort, vill jag uppmaérk-
samma en aktiv komponent 1 landskapsgenren, vad den gor snarare
an vad den betyder. Det ar alltsa inte enbart sa att landskapsmaleriet
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By analysing pictures I shall show how a new representation of na-
ture found expression in the genre of landscape painting, and vice versa
how landscape pictures influenced people’s way of relating to nature. I
discuss conditions necessary for this change, both those from within art
and others external to it. My text focuses on Swedish landscape painting,
but not exclusively. It hardly makes sense to regard Swedish landscape
painting as a one-sided national phenomenon of the eighteenth century,
as it is intensely bound up with its development on the Continent and
in England. Most of the Swedish artists were partly trained, and periodi-
cally worked, abroad, and drew crucial inspiration and central motifs
from Italy, France, and England. Furthermore, the restriction to painting
1s not particularly significant, either, since landscape portrayal may just
as well take the form of wash drawings or graphics. The boundaries
between genres such as landscape, portrait and instrumental pictures is
not always so clear in Swedish art of the period in question. In addition,
painting stands in close relationship to landscape gardening and archi-
tecture, particularly in the development of the English park, of which we
also find Swedish examples.

I'shall discuss pictures by Louis Belanger, Elias Martin, Augustin and
Carl August Ehrensvird, Pehr Hillestom, Jean Eric Rehn, Johan Philip
Korn, Carl Gustaf Gillberg, Carl Fredrik von Breda and Carl Johan
Fahlcrantz. The Swedish examples are compared to works by foreign art-
ists such as Claude Lorrain, Nicolas Poussin, Giovanni Battista Piranesi
and Johann Wilhelm Tischbein. In conclusion I deal with three contem-
porary artists who are connected to the landscape tradition from Claude
and onwards: Ann Béttcher, Frida Fjellman, and Matts Leiderstam.

THEORY AND METHOD

Taking a viewpoint influenced by performative theory, I will focus on an
active component in the landscape genre: what it does rather than what it
means. It is therefore not merely the case that landscape painting reflects
a new view of nature that precedes the genre of painting. The reverse
also comes into play: landscape painting creates a new form of nature,



speglar en ny syn pa naturen som féregar bildgenren. Det omvianda
ar ocksa 1 spel: landskapsmaleriet skapar en ny form av natur, av
manniskan ordnad som 1 den engelska parken, och en ny syn pa
naturen, dir naturen inte enbart ses som en resurs utan ocksd som
ett utflyktsmal.

Performativitetsbegreppet har sitt ursprung 1 en féreldsning av
den brittiske sprakfilosofen John Langshaw Austin som gavs ut pos-
tumt 1962 under titeln How fo Do Things with Words.> Austins teori om
talakter lyfter fram en tidigare forbisedd aspekt av spraket, ndmligen
att sprak kan anvindas for att utféra handlingar.

Att fokusera pa sprakets performativa funktion 6ppnar f6r nya
typer av analyser dven pa andra omraden. Inom konstvetenskapen
har performativitetsbegreppet anvints for att analysera inte vad
konstverk forestiller eller betyder utan vad de gor, hur de skapar
mening, vilka effekter de far pa betraktare 1 de sammanhang dér de
visas, diskuteras och cirkulerar.

Den svenska konstvetaren Margaretha Rossholm Lagerléf har
utvecklat det performativa tolkningsperspektivet 1 relation till bild-
konst.* Hon tar sin utgdngspunkt 1idén om en implicit betraktare, det
vill sdga att en relation till en tinkt betraktare finns inskriven 1 verket,
till exempel genom att konstnéren leder blickens rorelse 1 bilden. Har
ses verkets mening inte som statisk utan som ndgot som skapas 1
betraktarens tolkning, ddr betraktare och verk samspelar och verket
genom tolkningen spelas upp eller iscensatts.’

For den hir textens vidkommande, anvinds performativitets-
perspektivet, med inspiration fran Austin och Rossholm Lagerlof, for
att uppmarksamma hur landskapsbilder inte bara avbildar naturen
utan iscensatter en fiktiv natur, riktar sig till betraktaren och bjuder in
denne att genom inlevelse uppleva landskapet. Den andra aspekten
handlar om att uppmarksamma hur landskapsbilder paverkade man-
niskors sitt att férhélla sig till naturen. Den tredje funktionen &r att
visa hur bilder paverkar andra bilder, dér tolkningen av ett landskap
1hog grad styrs av tidigare bilder.
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arranged by human beings as in the English park, and a new view of na-
ture, where nature is seen not only as a resource but also as a destination.

The performative concept originated in a lecture given by the British
linguist John Langshaw Austin, published posthumously in 1962 under
the title How to Do Things with Words.> Austin’s theory of speech acts takes
off from an aspect of speech previously overlooked, namely that language
can be used to perform actions.

Focusing on the performative function of language also paves the
way for new types of analysis in other areas. Within art history the per-
formative concept has been used to analyse not what art works represent
or signify but what they do, how they create meaning, what effects they
have on the viewer in the contexts where they are displayed, discussed
and circulate.

The Swedish art historian Margaretha Rossholm Lagerof has devel-
oped the performative approach to interpretation in relation to visual art.*
She starts with the idea of an implicit viewer, that is to say, a relation to an
Imaginary viewer 1s written into the work, for example, by the artist di-
recting the viewer’s eye movement in the picture. From this point of view
the meaning of the work is seen not as static but as something that is cre-
ated through the viewer’s nterpretation, where viewer and object work
together, and through the interpretation the work is enacted or staged.’

In the case of the present text, a performative approach is employed,
inspired by the work of Austin and Rossholm, to highlight how landscape
pictures not only copy nature but produce a fictitious nature, address
themselves to the viewer and invite him or her to experience the land-
scape through empathy. The second aspect is about drawing attention
to how landscapes influenced what attitude human beings have taken
towards nature. The third is about showing how pictures affect other
pictures, where the interpretation of a landscape is governed to a great
extent by earlier works.



LANDSKAPSMALERIET

Ordetlandskap betecknade ursprungligen kultiverade landomraden.
Under 1500-talet uppstod den moderna betydelsen av ordet som en
beteckning pa naturscenerier 1 relation till en sarskild genre inom
maleriet. Landskap fick ddrmed betydelsen av ett stycke natur att
kontemplera eller en framstallning av detta naturutsnitt 1 bild.

Det férekommer landskap 1 konsten alltsedan antiken men da
framst som bakgrund till andra motiv eller som dekorativa vagg-
malningar. Forst under 1500-talet erkédndes landskapet som en egen
genre med borjan 1 Flandern och Italien. Till Italien kom tyska och
hollandska konstndrer som saknade kontakter med presumtivabestal-
lare f6r storre verk. Istallet specialiserade de sig pa den privata konst-
marknaden ddr landskapsmotiv efterfragades.® Landskapsmaleriet
vixte 1 popularitet under 1600-talet, framf6r allt i Holland dér konst-
marknaden praglades av specialisering 1 en rad genrer. I Holland
finner vi ocksa en foéregangare till ett romantiskt landskapsmaleri hos
bland andra Jacob van Ruisdael (1628-1682) 1 mélningar som visar
omkullvilta trad, forsar och ovadershimlar.

Giorgiones (1477/78-1510) Fastroal konsert (cirka 1510, Louvren),
som fardigstilldes av hans elev Tizian (1477-1576), betraktas som
ett av de forsta ideala landskapen. Under 1600-talet utvecklades
det ideala landskapet 1 Italien och Frankrike, med Claude Lorrain
(vanligen forkortat Claude, cirka 1600-1682) och Nicolas Poussin
(1594-1665) som de framsta foretrddarna. Det ideala landska-
pet, som ibland bendmns pastoralt, arkadiskt eller heroiskt, ar ett
kultiverat landskap mellan civilisation och vild natur, men ocksa
mellan dag och natt, da det ofta dr belyst av ett mjukt, stimnings-
skapande kvills- eller morgonljus. Det kan beskrivas som ett fantasi-
landskap med férebild fran Norditalien, en frodig, béljande natur
av idngar och vattendrag. Aven om konstnirerna baserade sina
landskap pa naturstudier, karaktériseras det ideala landskapet av
en idealiserad naturframstdllning. Det ideala landskapet framstil-
ler ett idealtillstand fore civilisationen dar herdar lever ett bekvamt
liv 1 samklang med naturen. Det kan ocksa innehalla figurscener
ur den antika mytologin eller Bibeln med erotiskt eller dramatiskt
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LANDSCAPE PAINTING

The word ‘landscape’ originally signified areas of cultivated land. During
the sixteenth century the modern meaning of the word arose signifying
scenes of nature in relation to a specific genre of painting. ‘Landscape’
thereby took on the meaning of a piece of nature to be contemplated or a
representation of this segment of nature in a picture.

Landscapes have been portrayed in art ever since ancient times but
primarily as backgrounds to other motifs or as decorative wall paintings.
It was not until the sixteenth century that landscape painting was recog-
nized as a genre in itself, beginning in Flanders and Italy. German and
Dutch artists. who came to Italy, lacked contact with prospective buyers
of major works. Instead, they specialized in the private art market, where
there was a demand for landscape subjects.® Landscape painting grew in
popularity during the seventeenth century, especially in Holland, where
the art market was characterized by specialization in a range of genres. In
Holland we also find a precursor to romantic landscape painting in the
work of Jacob van Ruisdael (1628-82) among others, in paintings that
show fallen trees, waterfalls and stormy skies.

Giorgione’s (1477-1510) Fastoral Concert (circa 1510, Louvre), which
was completed by his pupil Titian (circa 1488-1576), is regarded as one
of the first ideal landscapes. During the seventeenth century the ideal
landscape was developed in Italy and France, with Claude Lorrain
(by tradition shortened to Claude, circa 1600-82) and Nicolas Poussin
(1594-1665) as the leading representatives. The ideal landscape, some-
times called pastoral, Arcadian or heroic, is a cultivated landscape be-
tween civilization and wild nature, but also between day and night, when
it is often lit by a soft, atmospheric, evening or morning light. It can be
described as an imaginary landscape modelled on the luxuriant, rolling
countryside of meadows and watercourses found in northern Italy. Even
if the artists based their landscapes on studies of nature, the ideal land-
scape is characterized by an idealized representation of nature. The ideal
landscape represents an ideal state preceding civilization, where shepherds
live a comfortable life in harmony with nature. It may also contain scenes
of figures from ancient mythology or the Bible with erotic or dramatic
content. The representation of figures, however, is of lesser significance.



innehall. Figurframstéllningen dr dock av underordnad betydelse.
Ibland forekommer arkitektur i bilderna, inte sillan 1 form av antika
tempel, ruiner eller gravar.”

Landskapsmaleriet var fortsatt populart 1 Italien men spred sig
under 1700-talet till Frankrike och England. Med sina stimnings-
fulla grynings- eller skymningsbilder paverkade Claude Lorrain inte
minst den engelska tradgardskonsten under 1700-talet med dess sikt-
perspektiv och skenbart naturliga utformning. Det dramatiska hos
Ruisdael och det stimningsfulla hos Claude férdes av de romantiska
landskapsmalarna 1 slutet av arhundradet samman till en ny bildtyp
dar landskapet 1 sig var huvudaktor. Landskapet framstir som en av
de viktigaste genrerna 1 den romantiska bildkonsten och utvecklades
hos konstnédrer som Joseph Mallord William Turner (1775-1851),
John Constable (1776-1837) och Caspar David Friedrich (1774-
1840). I landskapsmaleriet kunde ménskliga kdnslor av hénférelse,
lingtan och skrick uttryckas och landskapet kom pa detta satt att
spegla madnniskans inre snarare 4n att avbilda en yttre natur.?

Landskapets framvaxt som en konstnirlig genre 1 egen ratt har
en rad historiska foérutsittningar. En dr den fria konstmarknadens
etablering, vilken 1 sin tur &r ldnkad till borgarklassens framvaxt 1
den 6kande handelns och den framvixande industrialismens kol-
vatten. Konsten gick fran att vara en bestdllningsvara, utférd for
sarskilda platser och rum, till att bli mobil, en tavla eller skulptur
som kan stdllas ut pa olika platser, kdpas och sdljas och placeras 1
privata hem. Med borgarklassens framvaxt framtradde ocksa en ny
kundkrets, en publik som ville se sig sjalv och sina ideal speglade 1
konsten. Denna marknad expanderade 1 Holland under 1600-talet
men samma sak skedde 1 bland annat England och Frankrike under
1700-talet. Genremotiv, stilleben och landskap blev populira. Aven
1 portrattkonsten fick naturen en mer framtradande plats. I portratt
av bland andra engelsmannen Thomas Gainsborough (1727-1788),
avbildas godsfamiljer med sina dgor som fond.

Under 1700-talet bérjade adelsmin och 1 viss mdn dven bor-
gerskapet att resa 1 storre omfattning an tidigare. Till detta bidrog
forbittrade vagar och lattade reserestriktioner. En adelsman férvan-
tades under sin utbildningstid géra en Grand Tour, en lingre resa
som innefattade studier av antikens Italien. I utbildningen ingick att
teckna vackra vyer som diskuterades 1 termer av landskapsmaleri.
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Occasionally architecture occurs in the pictures, quite often in the form
of ancient temples, ruins, or tombs.”

Landscape painting continued to be popular in Italy but during the
eighteenth century spread to France and England. With his atmospheric
dawn or dusk pictures, Claude Lorrain influenced English landscape gar-
dening during the eighteenth century with its perspectives and seemingly
natural appearance. The dramatic in Ruisdael and the atmospheric in
Claude were brought together by the romantic landscape painters at the
end of the century to produce a new type of picture in which the land-
scape itself was the principal actor. The landscape is represented as one
of the most important genres in romantic painting and was developed in
the work of artists such as Joseph Mallord William Turner (1775-1851),
John Constable (1776-1837), and Caspar David Friedrich (1774-1840).
In landscape painting human feelings of rapture, longing, and fear could
be expressed, and in this way the landscape came to reflect the inner man
rather than reproduce an external nature.?

The development of the landscape as an artistic genre in its own right
was dependent on a set of historical preconditions. One was the establish-
ment of the free art market, which in its turn was connected to the growth
of the middle-class in the wake of increasing trade and developing indus-
trialism. Art went from being commissioned items, created for particular
places and spaces, to being mobile, a picture or sculpture that could be
exhibited in different places, be bought and sold and placed in private
homes. Along with the growth of the middle-class there also came a new
circle of buyers, a public who wanted to see themselves and their ideals
reflected in art. This market expanded in Holland during the seventeenth
century but the same thing happened in England and France during the
ecighteenth century. Genre motifs, still lifes, and landscapes became popu-
lar. In portrait art, too, nature was given a more prominent place. In por-
traits by the Englishman Thomas Gainsborough (1727-88), for example,
landed families were painted with their estates as background.

During the eighteenth century aristocrats, and also to some extent
members of the middle-class, started to travel more widely than before.
Contributing to this were improved roads and an easing of travel restric-
tions. An aristocrat was expected to undertake the Grand Tour as part
of his education, a lengthy journey that included studies of classical Italy.
The education included the sketching of beautiful views which were dis-
cussed in terms of landscape painting. Inspiration was taken from Claude



Inspiration hamtades bland annat fran Claude Lorrain. Dessa idéer,
som manifesterades 1 begreppet det pittoreska, kom dven till uttryck 1
tradgardskonsten. 1600-talets symmetriska, strikt planerade parkan-
laggningar, dir naturen tuktades inom rita vinklar, ersattes av den fri-
are engelska parken, som formgavs som en skenbart vild natur, med
boljande grasslitter, lundar och vattendrag. Arkitekten William Kent
(cirka 1685-1748) borjade fran 1730-talet och framat att anldgga land-
skapstridgardar med maleriska effekter. Aven i Sverige utformades
tradgardsarkitektur enligt det engelska idealet med Fredrik Magnus
Piper (1746-1824) som den ledande introduktéren och arkitekten.’

I den engelska parken méter betraktaren sekvenser av bilder,
skapade med inspiration fran landskapsmaleriet. Natur och konst
byter plats. Den ordnade naturen blir en bild av konsten istéllet for
tvartom. Med kdnnedom om landskapsmaleriet, kunde bestkare
ocksa kédnna igen och uppskatta bilder fran konsthistorien. For att
gora parken dn mer spiannande, infogades konstgjorda ruiner, garna
av medeltida snitt.

CLAUDE LORRAIN

Eftersom Claude Lorrains landskapsbilder ligger till grund for
idéerna om det pittoreska, kan det har vara pa sin plats med nagra
ord om denne 1600-talsmalare. Claude Lorrain (Gellée) foddes 1
Frankrike men var storre delen av sitt liv verksam 1 Italien. Det ar
ocksa antikens italienska landskap han skildrar 1 sitt maleri - inte
genom naturalistiska avbildningar av naturen utan som idealiserade
fantasilandskap inspirerade av Italien, liksom av myten om arkadiska
landskap befolkade av herdar, antika gudar och bibliska gestalter.
Gemensamt for dessa scener ar det dynamiska bildrum som skapar
enhet och lugn. Claude arbetar ofta med en moérkare férgrund som
ramar 1 motivet, en ljusare mellangrund och en bakgrund med ett
perspektiv mot fjarran, med berg, kullar eller en havshorisont in-
svept1idis. Viktiga verkningsmedel 4r det stimningsskapande ljuset —
ofta ett grynings- eller skymningsljus som genererar morka skuggor
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Lorraine among others. Claude’s ideas, manifested in the concept of the
picturesque, also found expression in landscape gardening. The sym-
metrical, strictly laid-out parks of the seventeenth century, where nature
was confined within right angles, were replaced by the freer English park,
which was designed as an apparently wild piece of nature, with rolling
grassy plains, groves, and water features. From the 1730s onwards the
architect William Kent (circa 1685-1748) began to design landscaped
gardens with picturesque effects. In Sweden, too, landscape architecture
was being designed in accordance with the English ideal, with Fredrik
Magnus Piper (1746-1824) as the leading proponent and architect. *

In the English park the viewer comes upon sequences of scenes in-
spired by landscape painting. Nature and art change places. Ordered na-
ture becomes a picture of the art instead of the other way round. With
a knowledge of landscape painting, the visitor can also recognize and
appreciate pictures from the history of art. To make the park even more
exciting, artificial ruins were inserted, often on the mediaeval pattern.

CLAUDE LORRAIN

Since Claude Lorrain’s landscapes provide the basis for the ideas about
the picturesque, it may not be out of place to say a few words about this
seventeenth-century painter. Claude Lorrain (Gellée) was born in France
but spent the major part of his working life in Italy. He also depicts clas-
sical Italian landscapes in his paintings—not as naturalistic reproductions
of nature but as idealized fantasy landscapes inspired by Italy, Arcadian
landscapes populated by shepherds, classical gods, and biblical characters.
What these scenes have in common is the dynamic space of the picture,
creating unity and calm. Claude often works with a darkish foreground
framing the subject, a lighter middle ground, and a background looking
into the distance, with mountains, hills, or a sea with its horizon veiled in
mist. Important means of creating the effects are the atmospheric light—of-
ten a twilight that generates dark shadows and moods—and the carefully
inserted figures. The landscapes are idealized in the sense that the artist
arranges nature and architecture for aesthetic effects.



och atmosfir — och de varsamt inplacerade figurerna. Landskapen ar
idealiserade 1 den meningen att konstniren ordnar natur och arkitek-
tur fOr olika estetiska effekter.

Aven Annibale Carracci (1560-1609) och Nicolas Poussin
malade ideala landskap, men hos dem tenderar figurerna att vara
mer dominerande.'’ Poussin dr ocksa striktare 1 sitt sétt att kompone-
ra och mala bilden, 1 kontrast till en annan barockmalare, Peter Paul
Rubens (1577-1640), som vid sidan av figurmaleri ocksa dgnade
sig at landskap. Medan Poussins kontrollerade maleri influerade
nyklassicismen, paverkade Rubens flédigare stil rokokomalare och
romantiker. Uppdelningen ar inte entydig men gav upphov till en
langlivad strid inom den franska konstakademin mellan poussinis-
ter och rubenister, aven bendmnd striden mellan de gamla och de
moderna (Querelle des Anciens et des Modernes), som handlade om huru-
vida linjen eller fargen var huvudsaken 1 maleriet. Man kan skoénja
inflytande fran Poussin i nyklassicismens landskapskonst liksom fran
Rubens 1 en del av det romantiska landskapsmaleriet, exempelvis
hos John Constable. Under 1700-talet var det dock framst Claude
Lorrains landskap som stod 1 centrum f6r diskussionen om land-
skapsmaleriet, inte minst 1 relation till begreppet det pittoreska.

DET PITTORESKA

Det romantiska landskapet &r nira férbundet med idén om det pit-
toreska — ett centralt begrepp f6r den engelska parken och landskaps-
maleriet 1 slutet av 1700-talet. Ordet hdrstammar fran italienskans
pittoresco, som betyder "pa malares sétt”. Det pittoreska, pa engelska
the picturesque, som ordagrant betyder "som 1 en bild; lamplig att goras
till en bild”, betecknar ett nytt sétt att betrakta naturen estetiskt uti-
fran sarskilt tilltalande vinklar. Det handlade om att 1 naturen finna
vyer som paminner om konstens landskapsmalningar, féretradesvis
av Claude.

Termen lanserades av den brittiske konstnéren, angelikanske prés-
ten, lararen och forfattaren William Gilpin (1724-1804) 1 Observations
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Annibale Carracci (1560-1609) and Nicolas Poussin also painted
ideal landscapes, but in their case the figures tend to be more dominant.*
Poussin is also stricter in the way he composes and paints pictures, in
contrast to another baroque painter, Peter Paul Rubens (1577-1640),
who alongside figure painting also devoted himself to landscapes. While
Poussin’s controlled painting influenced neoclassicism, Rubens’ more
fluid style had an influence on rococo painters and romantics. The dis-
tinction is not clear-cut but gave rise to a long-lasting dispute within the
French Royal Academy of Painting and Sculpture between Poussinists
and Rubenists, also known as the quarrel between the ancients and the
moderns (La querelle des Anciens et des Modernes), which was about wheth-
er the line or colour was the main thing in painting. One can discern
an influence from Poussin in neoclassical landscape art as well as from
Rubens in some romantic landscape painting, for example, in works by
John Constable. During the eighteenth century, however, it was above
all Claude Lorrain’s landscapes that took central place in the discus-
sion of landscape painting, particularly in relation to the concept of the
picturesque.

THE PICTURESQUE

The Romantic landscape is closely bound up with the idea of the pictur-
esque—a central concept for the English park and landscape painting at
the end of the eighteenth century. The word comes from the Italian pit-
toresco, which literally means ‘like a picture; suitable for being made into
a picture’, and signifies a new way of looking at nature aesthetically from
particularly pleasing angles. It was a question of finding views in nature
reminiscent of landscape paintings in art, especially of Claude’s.

The term was first used by the British artist, Anglican priest, and
author William Gilpin (1724-1804) in Observations on the River Wye, and
Several Farts of South Wales, etc. Relative Chiefly to Picturesque Beauty; Made in
the Summer of the Year 1770 (1728), a sort of guidebook instructing tourists
to explore the nature of the countryside following rules of picturesque
beauty.!!



on the River Wye, and Several Parts of South Wales, etc. Relative Chiefly to
Picturesque Beauty; Made in the Summer of the Year 1770 (1782), en form av
guidebok som instruerade turisten att utforska landsbygdens natur
utifran regler om pittoresk skonhet.!

Det pittoreskabetraktandet var1thég grad en produkt av bildnings-
resan till Italien och andra platser, the Grand Tour. Har larde sig adels-
mén att se pa naturen inte som en resurs eller ett hot utan som ett
féremal for estetisk kontemplation. Med sin publikation utmanade
Gilpin Grand Tour-praktiken, da han visade att en estetisk utforskning
av den brittiska landsbygden kunde konkurrera med klassiskt orien-
terade resor pa kontinenten. Ett populdrt besoksmal var medeltida
ruiner, vilket visar att det klassiska arvet borjade utmanas av andra
estetiska ideal.

Resendrerna gjorde skisser med hjélp av sa kallade Claudeglas,
sma, morka, litt konvexa speglar, som ramade in motivet och dim-
pade ljuset, forvandlade det till en landskapsscen av Claude Lorrain.
Det fanns dven fargade glas som gav den ritta skymningsstim-
ningen. Gilpin sag namligen Claudes verk som synonyma med det
pittoreska.

Observations on the Riwer Wye illustrerades med grafiska bilder base-
rade pa Gilpins skisser, etsade med akvatint av hans brorson William
Sawrey Gilpin (1762-1843). P4 denna bok f6ljde flera publicerade
"observationer”. Bade textur och komposition ér viktigt 1 en korrekt
pittoresk scen, havdar Gilpin. Texturen bor vara ra, intrikat, varie-
rad utan raka linjer. Kompositionen ska fungera som en helhet, och
innehélla element som en moérk férgrund, en ljusare mellangrund och
en mindre detaljerade bakgrund. En ldg blickpunkt tenderar att lyfta
fram det sublima och &r att féredra framfér en hég, skriver han. Gilpin
menade att naturen tillhandahaller odndlig variation av texturer och
farger, men séllan perfekta kompositioner. Konstnaren bor dérfor for-
béttra kompositionen genom nagra varsamt inplacerade trad, klippor
eller andra detaljer.'* Konstnéren valjer tilltalande vyer men bearbetar
det sedda och komponerar motivet till en fungerande helhet.

Att ett konstverk ar nagot annat dn ett stycke natur, var en sjilv-
klarhet 1 konstteorin alltsedan rendssansen. Naturen maste formas
sd att den motsvarar estetiska ideal. Detta synsitt dr grunden f6r det
ideala landskapet liksom f6r den klassicistiska konstteori som levde
vidare langt in pa 1700-talet."”® Med idén om det pittoreska far det vilda
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The picturesque way of looking was to a great extent a product of the
educational journey to Italy and other places, the so-called Grand Tour.
In undertaking this, aristocratic men learnt to look upon nature not as a
resource or a threat but as an object of aesthetic contemplation. With his
publication Gilpin challenged the Grand Tour practice, as he showed that
an aesthetic exploration of the British countryside could compete with
classically oriented journeys on the Continent. One popular destination
was a place with mediaeval ruins, which shows that the classical heritage
was beginning to be challenged by different aesthetic ideals.

Travellers made sketches with the help of so-called Claude glasses:
small, dark, convex mirrors which framed the subject and softened the
light, transforming it into a landscape scene by Claude Lorrain. There
was also coloured glass that gave the right twilight mood. Gilpin clearly
saw Claude’s work as being synonymous with the picturesque.

Observations on the River Wye was illustrated with drawings based on
Gilpin’s sketches, etched using aquatint by his nephew William Sawrey
Gilpin (1762-1843). After this book a number of published ‘observa-
tions’ followed. Both texture and composition are important in a strictly
picturesque scene, Gilpin maintains. The texture should be raw, intri-
cate, varied with no straight lines. The composition should function as a
whole and contain elements such as a dark foreground, a lighter middle
ground, and a less detailed background. A low focus tends to emphasize
the sublime and is to be preferred to a high one, he writes. Gilpin believed
that nature provides endless variation in textures and colours but seldom
perfect compositions. The artist should therefore improve the composi-
tion by means of a few carefully positioned trees, cliffs, or other details."
The artist selects pleasing views but works on what he sees and puts the
subject together as a functioning whole.

The fact that a work of art is something other than a piece of nature
had been seen as self-evident in art theory since the Renaissance. Nature
must be fashioned so that it corresponds to aesthetic ideals. This ap-
proach is the basis for the ideal landscape, just as it was for the classical art
theory that survived long into the eighteenth century.’* With the concept
of the picturesque, the wild and irregular is given greater prominence,
even if a certain amount of composing continued to be seen as necessary
for transforming a slice of nature into beautiful art.

For Swedish artists the journey to Italy was an important part of
their education. Ancient architecture and sculpture were the focus, but



och oregelbundna stérre utrymme, dven om viss komposition fortsatt
ses som nodvandig for att forvandla ett naturutsnitt till skon konst.

For svenska konstndrer ingick resan till Italien som en viktig del
1 utbildningen. Antikens arkitektur och skulptur stod i fokus, men
dven landskapet vickte de svenska Italienresendrernas intresse.'* En
skildring av detta naturstudium finner vi 1 den svenske arkitekten
och konstnéren Jean Eric Rehns (1717-1793) laverade pennteckning
Man som tecknar i naturen (1756, Goteborgs konstmuseum). Sittande
pa en stor stenbumling, tecknar en man av landskapet. En & rinner
framf6r honom i dalsdnkan. Férgrunden — som &r mérkare enligt det
manér som Gilpin senare beskrev men som lidnge varitibruk — ramar
in motivet med nagra stenar och grasstran.

Rehn ar mest kdnd som stilbildande svensk arkitekt och gravor
men var dven verksam som tecknare och malare. I sin mangsidiga
verksamhet arbetade han med ménsterritning f6r manufaktur, rit-
ningar for konstindustrin, daribland fér Rérstrands porslinsfabrik,
och utférde kartonger for tapetvavnad. Han var verksam vid hovet
som ldrare f6r kronprins Gustav (senare kung Gustav III) och hans
broder, och senare f6r kronprins Gustav IV Adolf, och utférde dess-
utom inredningsarbeten vid flera slott, daribland Drottningholms
slott och Kina slott.

Man som tecknar i naturen har tillkommit under den resa till Italien
1755 som Rehn genomférde tillsammans med Johan Pasch (1706-
1769), bekostad av drottning Lovisa Ulrika. Enligt en paskrift &r teck-
ningen utférd 1 Piemonte i nordvistra Italien 1756. Om Rehn i sin
verksamhet vid hovet férordade den antikinspirerade gustavianska
stilen, och dessférinnan tog intryck av rokokon och Ludvig XVI-
stilen, sd &r denna teckning i sitt enkla tilltal ett utslag av en friare typ
av bildskapande i form av studier som tecknades ute 1 landskapet un-
der resor. Sddana teckningar utférdes dven av samtida kollegor som
Elias Martin (1739-1818), Carl August Ehrensvird (1745-1800) och
Johan Tobias Sergel (1740-1814). Bilden visar inte bara en pittoresk
scen med en figur 1 ett landskap utan ocksa den praktik som det

pittoreska betraktelsesattet innefattade: att studera det omgivande
landskapet och férvandla det till bild.
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the landscape also aroused the Swedish travellers’ interest.* We find a
description in the Swedish architect and artist Jean Eric Rehn’s (1717-93)
tinted line drawing, Man Drawing out in Nature (1756, Gothenburg Museum
of Art). Sitting on a large boulder, a man is sketching the landscape. A
stream flows in front of him down into the valley. The foreground—which
is darker according to the style that Gilpin later described but which had
long been in use—frames the subject with a number of rocks and blades
of grass.

Rehn is best known as a style-creating Swedish architect and engraver
but also worked as a draughtsman and painter. In his diverse range of
activity he worked as a pattern designer for manufacturers, produced
designs for the art industry, including Rorstrand’s china factory, and de-
signed cartons for tapestries. He was employed at the court as a teacher
to the Crown Prince Gustav (later King Gustav III) and his brothers,
and later to the Crown Prince Gustav IV Adolf, and carried out interior
decoration work for a number of castles, including Drottningholm Palace
and the Chinese Pavilion.

Man Drawing out in Nature was acquired during the journey to Italy
that Rehn undertook with Johan Pasch (1706-60) in 1755, financed by
Queen Lovisa Ulrika. According to an inscription, the drawing was ex-
ecuted in Piemonte in north-west Italy in 1756. If Rehn in his work at
court recommended the classically inspired Gustavian style, and before
that was influenced by the rococo and Louis XVI style, this drawing in
its simple address is a manifestation of a freer type of picture-making in
the form of studies drawn outdoors in the countryside while travelling.
Sketches of this kind were also made by contemporary colleagues such
as Elias Martin (1739-1818), Carl August Ehrensvird (1745-1800), and
Johan Tobias Sergel (1740-1814). The picture not only shows a pictur-
esque scene with a figure in a landscape but also illustrates the practice
embraced by the picturesque way of viewing: the study of the surround-
ing landscape and its transformation into a picture.



DET SUBLIMA

Det pittoreska kan stéllas 1 relation till andra estetiska ideal som
diskuterades under 1700-talet, ndmligen de om det skéna och det
sublima. Det skona stir for harmoni med klassiska forebilder och
perfekta proportioner. Det sublima ar istillet férbundet med det stor-
slagna, dunkla och skrammande. Liksom det pittoreska, skjuter det
sublima fokus fran regler och kontroll mot ménniskans instinkter och
oppnar for romantikens mer kansloinriktade konst. Det pittoreska
forestilldes férbinda kvaliteter 1 de bada andra begreppen och ut-
trycker det individuella, rustika, variation och oregelbunden form.
Det pittoreska var ett sitt att tygla det vilda 1 naturen och paketera
det 1 en estetiskt tilltalande form.

Det skona stod 1 centrum for konstdiskussionen alltsedan anti-
ken, medan det sublima borjade diskuteras forst under andra halvan
av 1700-talet. Bada begreppen hidrstammar fran antiken men hade
ursprungligen delvis andra betydelser. Fér Pythagoras var skonhet
forknippad med ideala talférhédllanden och det gyllene snittet, en
tanke som aterkommer under rendssansen. Det sublima kan spa-
ras tillbaka till ett traktat av den romerske forfattaren Longinos,
FPeri hypsous ("Om den sublima stilen”), dar det betecknar den héga
stilens mest effektiva retoriska figurer 1 diktkonsten, en intensitet
nira extasen, vilken han finner prov pa hos Homeros och i Forsta
Moseboken. Traktatet Gversattes till franska under 1600-talet av
Nicolas Boileau 1674 och kom pa detta sitt in 1 en modern estetisk
diskussion, dir det under 1700-talet kom att definieras 1 relation till
det skona.'®

Irlaindaren Edmund Burke (1729-1797), verksam 1 England, be-
skriver 1 Filosofisk undersokning av ursprunget till vdra begrepp om det sub-
lima och det skona (1757) det sublima som en kinsla som infinner sig i
motet med ett hot upplevt fran en siker plats, vilket ger upphov till
en form av estetisk njutning som skiljer sig fran upplevelsen av det
skona.’ I den tyske filosofen Immanuel Kants (1724-1804) estetik
framtrader det skona och det sublima 1 relation till det estetiska om-
domet, tva olika sorters erfarenhet da vi stills infor vissa naturfo-
remal eller konstverk. Dar det skéna dr begransat och harmoniskt
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THE SUBLIME

The picturesque can be set alongside other aesthetic ideals that were dis-
cussed in the eighteenth century, namely those of the beautiful and the
sublime. The beautiful stands for harmony, with classical models and
perfect proportions. The sublime, on the other hand, is bound up with
the grand, dark, and fearful. Like the picturesque, the sublime shifts the
focus from rules and control towards human instincts and opens the door
to the more feeling-oriented art of romanticism. The picturesque was
seen as combining qualities in the other two concepts and expresses the
individual, the rustic, variation, and irregular form. The picturesque was
a way of restraining the savage in nature and packaging it in an aestheti-
cally pleasing form.

The beautiful had been the central point of discussion in art ever
since classical times, while the sublime did not begin to be discussed
until during the second half of the eighteenth century. Both concepts ex-
isted in classical antiquity but originally had somewhat different mean-
ings. For Pythagoras beauty was associated with ideal proportions and
the golden mean, an idea that returns during the Renaissance. The
sublime can be traced back to a treatise by the writer Longinos, Feri fiyp-
sous (‘On the Sublime’), where it designates the most effective rhetorical
figures of the high style in the art of writing, an intensity approaching
ecstasy, of which he finds evidence in Homer and Genesis. The treatise
was translated into French during the seventeenth century by Nicolas
Boileau, in 1674, and in this way took its place in modern aesthetic
debate, where during the eighteenth century it came to be defined in
relation to the beautiful.'®

The Irishman Edmund Burke (1729-97), working in England, de-
fines the sublime in A4 Philosophical Enquiry into the Origin of Our Ideas of
the Sublime and Beautiful (1757) as a feeling that arises in encountering a
threat experienced in a safe place that brings about a form of aesthetic
pleasure different from the experience of the beautiful.'® In the German
philosopher Immanuel Kant’s (1724-1804) aesthetics, the beautiful and
the sublime appear in relation to aesthetic judgment, two different kinds
of experience we have when placed in front of certain natural objects or
works of art. Kant maintains that, whereas the beautiful is limited and



ar det sublima férbundet med erfarenheten av nagot granslost som
utmanar vara sinnesférmagor, havdar Kant.”

Snarare dn mot det skdna och det pittoreska, dr det romantiska
landskapet inriktat mot det sublima: det gestaltar en upplevelse av
naturens grinsléshet och manniskans bracklighet. Aven om det forst
1 slutet av 1700-talet framtradde romantiska landskap 1 denna me-
ning, kan man tidigare se tecken pa att det skona férlorade sin privi-
legierade stéllning som kriterium fér konsten och utmanades av en
mer dynamisk estetik, med plats fér kénslouttryck férknippade med
det pittoreska och nostalgiska. Ruinmotivet spelade en viktig roll 1
denna férandring. Ytterligare en noterbar férandring ar att konsten
fylldes av rorelse — en rorelse som inte ar berdknad som 1 Poussins
kompositioner utan ter sig mer spontan. Konsten blev mer realistisk.
Denna rorelse var 1 rokokon litt och forférisk men fylldes mot slutet
av 1700-talet av dramatik. Utvecklingen var inte linjar. Mellan roko-
ko och romantik, och delvis parallell med desamma, fanns nyklassi-
cismens antikideal och krav pa string ordning och balans. Men dven
nyklassicismen 6ppnade emellandt f6r en mer realistisk konst, vilket
man finner ett exempel pa 1 Jacques-Louis Davids (1748-1825) fo6r-
visso starkt arrangerade portritt av den déende revolutionshjilten
Marat 1 Marats dod (1793). Att vardagen och verkligheten tranger
in 1 konsten beror pa nya estetiska ideal men kan ocksa vara ett
resultat av bildens olika funktioner, varav vissa dr mer instrumen-
tella till sin karaktir och tjanar politiska, militdra eller andra syften
knutna till den framvaxande vetenskapen, industrin och den statliga
administrationen.

INSTRUMENTELLA LANDSKAPSBILDER

Under stérre delen av 1700-talet var landskapsbilden inte sjalvklart
ett fritt och autonomt konstverk i var mening. Den hade funktio-
ner inom till exempel marinen och fortifikationen, och teckning
ingick som en del i officersutbildningen. Den tidigare behandlade
Jean Eric Rehn var en mangsidig arkitekt, formgivare, gravor och
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harmonious, the sublime is associated with the experience of something
boundless, which challenges the powers of our senses."”

Rather than towards the beautiful and picturesque, the romantic land-
scape is directed towards the sublime: it produces an experience of nature’s
boundlessness and humanity’s fragility. Even if it was only at the end of
the eighteenth century that romantic landscapes in this sense emerged, it
is possible to see signs earlier of the beautiful losing its privileged position
as a criterion for art and is challenged by a more dynamic aesthetic, with
space for the expression of feelings associated with the picturesque and
nostalgic. The motif of the ruin played an important role in this change.
A further notable change is that art was filled with movement—a move-
ment that is not calculated as in Poussin’s compositions but appears more
spontaneous. Art became more realistic. This movement in the rococo
was light and seductive but towards the end of the eighteenth century was
filled with drama. The development was not linear. Between rococo and
romanticism, and partly parallel to them, there were the classical ideals
inherent in neoclassicism and demands for strict order and balance. But
sometimes neoclassicism also opened its doors to a more realistic art, of
which there is an example in Jacques-Louis David’s (1748-1825) portrait
of the dying revolutionary hero, Marat, in The Death of Marat (1793), an
indisputably powerful composition. The fact that both the everyday and
reality penetrate art is the result of new aesthetic ideals but can also be a
consequence of the various functions of the picture, some of which are
more mnstrumental to its character and serve political, military, or other
purposes associated with the increasing developments in science, indus-
try, and public administration.

INSTRUMENTAL LANDSCAPE PICTURES

For a large part of the eighteenth century the landscape picture was not
self-evidently a free, autonomous work of art in our sense. It had func-
tions within, for example, the navy and in military engineering, and draw-
ing was included as an element in an officer’s training. The previously
mentioned Jean Eric Rehn was a versatile architect, designer, engraver



konstnar 1 det svenska 1700-talet. Den svenska konstvetaren Anna
Greta Wahlberg skriver i sin bok om konstniren att det "kan vara
vért att beakta att Rehn fick sin forsta konstndrliga utbildning vid
Fortifikationen, dven han kan ha fatt lara sig att studera och avbilda
svensk natur fran férsvarssynpunkt” med anspelning pa faltmarskal-
ken Augustin Ehrensvird (1710-1772).'® Det &r ett pdpekande som
sdger nagot inte bara om Rehns konstnirliga utgangspunkter utan
aven om tecknandets niara band till den militdra utbildningen 1 mitten
av 1700-talet.

Augustin Ehrensvard har utfért landskapsbilder som ar beskri-
vande till sin karaktdr och som visar terring och militdra anlagg-
ningar. P4 kungens uppdrag skapade han Sveaborgs fastning pa
6arna utanfér Helsingfors som Sveriges 6stliga befdstning gentemot
Ryssland. Tillsammans med sin elev, Elias Martin, utférde han de-
taljerade dokumentationer av skeppsvarvet 1 Sveaborg. Deras bilder
av Sveaborg fran omkring 1765 4r mycket lika varandra.!® Det dr en
form av instrumentell bild som tycks motséga en samtida tendens
mot stilistiskt individuella och romantiska framstallningar av natu-
ren, som dr markbara i Martins senare bilder. Denna motségelse kan
forklaras av att det ror sig om bilder med olika syfte, malgrupp och
funktion @ven om granserna mellan dessa olika bildtyper inte alltid
ar entydiga.

Aven hos Pehr Hillestrom (1732-1816) — en mangsidig konstnir
och den svenska 1700-talskonstens framste vardagsskildrare 1 genre-
motiv och stilleben — finner vi en typ av delvis instrumentella bilder
som skildrar gruvor och industrianldggningar, vilka han utférde un-
der sin tid som hovmalare under Gustav III.

I Goteborgs konstmuseum finns de tre malningarna Gustav I11:s
besok 1 Falu gruva (cirka 1788), Kanongjuteri (cirka 1790) och Smedja.
De ar detaljerade skildringar av miljéer viktiga for svensk industri
men saknar f6r den skull inte konstnarlig inlevelse. Gustav I11:s besok ¢
Falu gruva dokumenterar kungens besok 1 radsalen den 20 september
1788. I en nyktert beskrivande stil skildras hur kungen skriver under
privilegiebrev medan gruvarbetare 1 férgrunden skéter en pump och
en malmtransport. Det varma ljuset faller 6ver personerna som sitter
eller star vid de langa borden uppstéllda utmed rummets vaggar.

Kanongjuteri visar en interidr fran en masugn i ett svenskt kanon-
gjuteri (styckebruk). Det smalta tackjarnet, som rinner mot en gjut-
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and artist in eighteenth-century Sweden. The Swedish art historian Anna
Greta Wahlberg, in an allusion to Field Marshal Augustin Ehrensvard
(1710-72), writes in her book on the artist that it ‘it may be worth noting
that Rehn received his first artistic training in the Royal Engineers; he too
may have had the opportunity to study and draw Swedish nature from
the point of view of defence’!® That is an observation that says something
not only about what Rehn’s artistic starting points were but also about
the close ties that drawing had to military training in the middle of the
eighteenth century.

Augustin Ehrensviard produced landscape pictures which are descrip-
tive of its character and which depict terrain and military installations.
At the King’s request he created the fortress of Sveaborg on the islands
off Helsingfors as Sweden’s eastern fortification against Russia. Together
with his pupil Elias Martin, he produced detailed documentations of the
dockyard in Sveaborg. Their pictures of Sveaborg from around 1765 are
very similar to one another.” They are a form of instrumental picture
that seems to contradict a contemporary tendency towards stylistically
individual and romantic representations of the natural world, such as are
noticeable in Martin’s later pictures. This contradiction can be explained
by the fact that it is a question of pictures having different purposes, target
group, and function, even if the boundaries between these different types
of picture are not always clear-cut.

Also in the art of Pehr Hillestrom (1732-1816)—a versatile artist and
the foremost Swedish eighteenth-century painter of everyday genre sub-
jects and still lifes—we find pictures of a partially instrumental type por-
traying mines and industrial plants, which he produced during his time
as court painter under Gustav IIL

In Gothenburg Museum of Art there are the three paintings Gustav
IIT’s Visit to Falu Mine (circa 1788), Cannon Foundry (circa 1790), and Forge.
They are detailed portrayals of milieus important to Swedish industry but
do not lack artistic insight on that account. Gustav III's Visit to Falu Mine
documents the King’s visit to the council chamber on 20 September 1788.
In a soberly descriptive style the King is signing letters patent while mine
workers in the foreground are attending to a pump and an ore conveyor.
The warm light falls over people sitting or standing at the long tables
placed along the walls of the room.

Cannon Foundry shows the interior of a blast furnace in a Swedish can-
non foundry (artillery works). The molten pig-iron, which flows towards



form 1 mitten, lyser upp det vilvda rummet med sitt réda sken.
Arbetarna dr sysselsatta med att stopa kanonkulor. Vid tvd gjutna
kanoner 1 férgrunden star en man i r6d rock och inspekterar arbetet.
Till vanster har en gjutare satt sig ner {or att sldcka torsten 1 hettan.?
Med sin karaktér av stimningsfull reportagebild, ger mélningen en
levande vittnesskildring av arbetet och miljon.

Aven i Smedjalyses det dunkla rummet upp av skenet fran elden
och det glédgade jarnet som hiamtas fran dssjan, dir det hettats upp,
och bankas mot stidet av en vattendriven hammare.

Pehr Hillestrom vixte upp pa Vaddo och senare 1 Stockholm
under enkla férhallanden. Fadern var kapten och satt en tid 1 rysk
fangenskap efter Karl XII:s filttag. Hillestroms konstnirliga bana
inleddes ndr han blev lirling hos landskaps- och tapetmalaren
Johan Philip Korn (1728-1796) samtidigt som han besokte Kungliga
Ritarakademien. Dér fick han kontakter och erbjods att ga 1 ldra
hos den franske vivaren Jean Louis Duru. Hillestrom utférde
utsmyckningsuppdrag fér det nya kungliga slottet. P4 slottsdmbetets
bekostnad skickades han till Paris, dar han en tid studerade for den
franske rokokomaélaren Frangois Boucher (1703-1770), konstnarlig
ledare vid gobeldngfabriken Les Gobelins.

Pa Parissalongen sag Hillestrom den franske konstniren Jean-
Siméon-Baptiste Chardins (1699-1779) genre- och stillebenmaleri
och inspirerades till att inrikta sig mot maleri.?! Aven om han som
hovmalare skildrade kungliga miljéer och festligheter, utmarker sig
Hillestrom framfér allt som en skildrare av vardagsliv 1 alltifran stil-
leben och interidrer till industriskildringar. Hans produktion var
mangsidig och mycket omfattande — den katalog han sjalv forfattade
omfattar mer an tusen malningar.**

Mangsidigheten dr betecknande foér 1700-talets konstndrsroll.
Med en dnnu liten konstmarknad krivdes bade kontakter och an-
passningsformdga. Det gillde att kunna rikta in sin begdvning mot
de omrdden dar efterfrigan fanns, om det sa gillde utsmyckningar
av de kungliga slotten, manufaktur eller den framvixande privata
konstmarknaden.

Fredrik Adolf von Numers (1745-1792), miltar, tecknare och
malare, f6dd pa Lundsholm 1 Véarmland, har 1 den akvarellerade
pennteckningen Gruvschakt (1786, Nationalmuseum) skildrat jarn-
gruvan vid Nordmark. Pd en trakonstruktion 1 forgrunden skéter
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a mould in the centre, lights up the vaulted room with its red glow. The
workers are busy casting cannon balls. Beside two cast cannons in the
foreground a man in a red coat is standing, inspecting the work. To the
left a foundry worker has sat down to slake his thirst in the heat.? In its
character of an atmospheric reportage image, the painting provides living
testimony to the work and the environment.

In Forge the dark space is also illuminated by the glow from the fire
and the red-hot iron being taken from the forge, where it has been heated
up, to be beaten on the anvil by a hydraulic hammer.

Pehr Hillestrém grew up on Viddo and later in Stockholm in simple
circumstances. His father was a captain and spent some time in Russian
captivity after the campaign of the Swedish King Charles XII. Hillestrém’s
artistic career started when he became apprenticed to the landscape and
wallpaper painter Johan Philip Korn (1728-96) at the same time as he at-
tended Kungliga Ritarakademien (the Royal Design Academy). There he
made contacts and was offered an apprenticeship with the French weaver
Jean Louis Duru. Hillestrém worked on ornamentation assignments for
the new royal palace. At the palace’s expense he was sent to Paris, where
for a time he studied under the French rococo painter Francois Boucher
(1703-70), artistic head at the tapestry factory Les Gobelins.

At the Paris salon Hillestrém saw the genre paintings and still-life
paintings of Jean-Siméon-Baptiste Chardin (1699-1770) and was inspired
to concentrate on painting.”! Even if as court painter he depicted royal
milieus and festivities, Hillestrom distinguishes himself above all as a por-
trayer of everyday life in everything from still lifes and interiors to indus-
trial scenes. His production was diverse and very comprehensive—the cat-
alogue he drew up himself comprises more than a thousand paintings.?

The diversity is characteristic of the role of the eighteenth century
artist. With an art market still small, both contacts and adaptability were
essential. It meant being able to direct one’s talent towards those areas
where the demand was—if need be, to the production of adornments for
the royal palace, manufacture, or the growing private art market.

Fredrik Adolf von Numers (1745-92), soldier, draughtsman,
and painter, born in Lundsholm in Virmland, has depicted the iron
mine at Nordmark in the watercolour line drawing Mine Shaft (1786,
Nationalmuseum). On a wooden structure in the foreground, a number
of figures are attending to a lift. In the background cliffs rise up round
the pit, with rickety wooden constructions and lifts further on into the



nagra arbetare en hiss. I bakgrunden reser sig klippor runt gruvhalen
med vingliga trakonstruktioner och hissar langre in 1 bilden.?® Bilden
ar beskrivande men samtidigt konstnarligt levande. Gruvschaktets
braddjup frammanas av det stdende formatet och de sma figurer-
na som anger skalan. De olika schaktavsnitten har grupperats som
teaterkulisser inskjutna fran sidan, vilket bidrar till djupillusion.
Aven om detta ir en reportagebild, saknas det inte beréringspunkter
med det romantiska landskapsmaleriet, exempelvis 1 de svindlande
skaleffekterna.

Ett annat exempel dr Carl Gustaf Gillbergs (1774-1855) sakliga
skildring av en gruva, med ndgra mén som diskuterar 1 férgrunden
medan arbetet med att hissa malmen pagar 1 bakgrunden, med dess
djupa schakt, nivaer och tunna stegar. (Den akvarellerade teckningen
finns 1 Goteborgs konstmuseum.)

I Goteborgs konstmuseum finns ett antal teckningar av Gillberg,
ndgra av dem akvarellerade, forestéllande ryttare, trad, stugor, hun-
dar som angriper ett vildsvin, antika och bibliska motiv samt figu-
rer fran etruskiska vaser. Teckningarna dr ndgot valhdnt utférda;
Gillberg ar inte nagon betydande konstnir. Men en bild sticker ut
genom sin dokumentdra exakthet och sitt braddjup: den nimnda
bilden av en gruva. Den kan leda tankarna till den schweiziske land-
skapsmalaren Caspar Wolf (1735-1783), kénd for sina malningar av
alptoppar, glacidrer, grottor, vattenfall och kanjoner. Wolf tog intryck
av Sturm und Drang-rorelsens betoning av kinsla och dramatik 1
valet av de landskap han malade, samtidigt som han f6rho6ll sig nar-
mast vetenskapligt beskrivande 1 sitt sitt att skildra naturen, med
ett starkt intresse for den geologiska vetenskapen. Ibland satter han
in smd figurer som anger skalan men som ocksa skapar bavan och
svindel infér de miktiga naturformationerna. Den vetenskapligt be-
skrivande bilden och det dramatiska romantiska landskapet ingar
hér 1 en intressant férening.

Gillberg dr en tamligen okand gestalt i svensk konsthistoria men
for den skull inte mindre intressant som exempel pa en konstnérstyp
langt ifran férestallningen om det romantiska geniet. Gillberg var en
yrkesmilitdr som samtidig studerade konst, skapade uniformsverk
och verkade som ldrare 1 teckning.

Gillbergs lirare, fransmannen Louis Belanger (1756-1816),
var betydelsefull f6r landskapsmaleriets etablering och utveckling
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picture.”® The picture is descriptive but at the same time artistically alive.
The sheer depth of the shaft is evoked by the vertical format and the small
figures that indicate the scale. The various sections of the pit have been
grouped like theatre wings inserted from the sides, which contribute to
the illusion of depth. Even if this is a reportage picture, it does not lack
points of similarity with romantic landscape painting, for instance, in the
dizzying scale effects.

Another example is Carl Gustaf Gillberg’s (1774-1855) realistic de-
piction of a mine, with a number of men talking in the foreground while
the work of hoisting the ore goes on in the background, showing the
deep shaft, levels, and narrow ladders. (This watercoloured drawing is in
Gothenburg Museum of Art.)

In Gothenburg Museum of Art there are a number of Gillberg’s
drawings, some of them watercolours, portraying riders, trees, cottages,
dogs attacking a wild boar, classical and biblical subjects, along with
figures from Etruscan vases. The drawings are somewhat clumsily ex-
ecuted; Gillberg is not an especially important artist. But one picture
stands out thanks to its documentary precision and its precipice: the
picture of a mine mentioned above. It may make one think of the Swiss
landscape painter Caspar Wolf (1735-83), known for his paintings of
Alpine peaks, glaciers, caves, waterfalls, and canyons. In his choice of
landscapes, Wolf was influenced by the Sturm und Drang movement
and its emphasis on emotion and drama, at the same time as he was
almost scientifically descriptive in the way he depicted nature, reveal-
ing his strong interest in geology. Sometimes he puts in small figures
to show the scale but which also create fear and giddiness in the pres-
ence of the powerful formations of the natural world. The scientifically
descriptive image and the dramatic romantic landscape come together
here in an interesting union.

Gillberg is a relatively unknown figure in the history of Swedish art,
though a no less interesting one on that account, as an example of a type
of artist far removed from the conception of the romantic genius. Gillberg
was a professional soldier who studied art at the same time, depicted mili-
tary uniforms, and worked as a teacher of drawing.

Gillberg’s teacher, the Frenchman Louis Belanger (1756-1816), was
significant in the establishment and development of landscape painting in
Sweden, including being teacher to Carl Johan Fahlcrantz (1774-1861).
Belanger was born in Paris. After working as a landscape painter in



1 Sverige; bland annat var han ldrare till Carl Johan Fahlcrantz
(1774-1861). Belanger f6ddes 1 Paris. Efter att ha varit verksam som
landskapsmalare 1 Frankrike, Italien, Schweiz och England, flyttade
Belanger till Stockholm 1798. Dér gjorde han snabb karridr, valdes
in 1 Konstakademien och utndmndes till f6rste hovmalare. Belanger
malade landskap, ofta med motiv fran Savojen och med dramatiska
inslag som klippor och vattenfall.

I Géteborgs konstmuseum ar Belanger representerad med tusch-
laveringen Landskap med lada (1803). Det dr en skildring av lantliv,
med en bondkvinna och hennes barn, omgivna av getter, far, kor
och en hund pé planen framfér en stor lada med halmtak. I bak-
grunden finns ett landskap med 16vtrdd och en stor, krokig ek som
reser sig bakom ladan. Konstnéren har arbetat med punktbelysning
som kan leda tankarna till Rembrandt. Scenen ar arrangerad som en
stimningsbild, med en moérkare forgrund dér en tridstock leder in
blicken mot den ljusare mellangrunden. Aven om bilden ir tillkom-
men efter ar 1800, har den en kvardréjande ton av rokoko. Belanger
har ocksa utfort ett flertal teckningar som dokumenterar kanaler
och andra anldggningar. I Nationalmuseum finns flera av Belangers
dokumentationsbilder som Trollhditte kanal, Ingéng till Forsgruvans ruin,
men ocksa bilder fran Rom, italienska och romantiska landskap och
vedutateckningar.

Ett exempel pa en instrumentell landskapsbild 4r Johan Philip
Korns Sala silvergruva (Nationalmuseum). Oljemélningens nedre tva
tredjedelar utgdrs av ett tvarsnitt som visar gruvans schakt och gang-
ar. Den 6vre tredjedelen visar vad som finns ovan gjord och formar
sig till ett stimningsfullt landskap, s som vi kdnner det fran Korns
6vriga produktion inom landskapets genre.

Johan Philip Korn féddes 1 Uddevalla och inledde sin konst-
nédrsbana som dekorationsmalare. Efter att ha gatt 1 ldra hos Johan
Sevenbom (1721-1784) 6vergick han till landskapsmaleri, ofta med
forlaga fran hollandska kopparstick eller malningar av Boucher. Korn
vixlade mellan malningar 1litet format och dekorationsuppdrag. I de
pittoreska landskapen, som ofta gar i en guldbrun ton och har manen
eller eldar som ljuskélla, placerar han 1 regel in staffage. Har finns
en rod trad fran det hollindska landskapets mastare, som Aeclbert
Cuyp, Jan van Goyen, Philip de Koninck och Jacob van Ruisdael,
via Boucher och rokokon till det pittoreska och férromantiska
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France, Italy, Switzerland, and England, Belanger moved to Stockholm
in 1798. There his career progressed rapidly: he was elected to the Royal
Swedish Academy of Arts and appointed principal court painter. Belanger
painted landscapes, often with subjects from Savoy, and with dramatic
features such as cliffs and waterfalls.

In Gothenburg Museum of Art Belanger is represented by the Indian
ink drawing Landscape with Barn (1803). It is a portrait of rural life, with a
farmer’s wife and her children surrounded by goats, sheep, cows, and a
dog on the open space in front of a large barn with a thatched roof. In the
background there is a landscape with deciduous trees and a large crooked
oak rising up behind the barn. The artist has worked with local lighting
which can make one think of Rembrandt. The scene 1s arranged as a
mood picture, with a darker foreground in which a tree log guides the eye
towards the lighter middle ground. Even if the picture was produced after
1800, it has a lingering tone of rococo. Belanger also created a number of
drawings that document canals and other structures. There are many of
Belanger’s documentary pictures in Nationalmuseum, such as Trollkitte
Canal, Entrance to Forsgruvan’s Ruin, but also pictures from Rome, Italian
and romantic landscapes, and veduta drawings.

An example of an instrumental landscape picture is Johan Philip
Korn’s Sala Silver Mine (Nationalmuseum). The lower two thirds of the
oil painting are made up of a cross-section of the mineshaft and walkways.
The upper third shows what is done above and comprises an atmospheric
landscape, as we have come to know it from Korn’s other works within
the landscape genre.

Johan Philip Korn was born in Uddevalla and started his artistic career
as a decorative painter. After having been apprenticed to Johan Sevenbom
(1721-84), he turned to landscape painting, often taking Dutch copper-
plate engravings or paintings by Boucher as his models. Korn alternated
between small-scale paintings and decorative commissions. In the pictur-
esque landscapes, which often have a golden-brown tone and the moon
or fires as light source, he regularly places figures. Here there is a principal
thread from the masters of Dutch landscape painting such as Aelbert
Cuyp, Jan van Goyen, Philip de Koninck, and Jacob van Ruisdael, via
Boucher and the rococo to the picturesque and pre-romantic landscape.
Sala Silver Mine is both instrumentally descriptive, as per the requirements
of the art of the engineer, and artistically free in a tradition from Dutch
landscape painting.



landskapet. Sala silvergruva ar bade instrumentellt beskrivande enligt
ingenjorskonstens krav och konstndrligt fri 1 en tradition fran det
holldndska landskapsmaleriet.

Vad kan man dra for slutsatser av dessa exempel pa mer eller min-
dre instrumentell anvandning av landskapsbilden? Ett konstverks
granser och status var inte desamma pa 1700-talet som idag. Vad vi
idag menar med fri konst var da dnnu 1 sin linda. Visserligen utbilda-
des det moderna konstbegreppet under 1700-talet, men det skedde 1
en lang process och med efterslédpning 1 Sverige jamfért med England
och kontinenten.?* Det var alltsa inte sjalvklart att landskapsbilder
var konstverk som stélldes ut pa salonger och museer, som sildes och
som manniskor satte upp pa vaggarna i sina hem.

Den svenske konstvetaren Mikael Ahlund har beskrivit hur en
marknad for landskap tog form 1 Sverige under 1700-talet. Bilder
borjade hiangas pa vidggar i herrgardshem sdvil som stadsvaning-
ar.*® Gravyrer spelade en stor roll i denna spridning av bilder. Langt
in pa 1700-talet var hogrestindshemmen fortfarande relativt bild-
fattiga milj6er, konstaterar Ahlund. Mgjligen fanns ndgra portritt.
Tavelgallerier fanns framst pa de kungliga slotten och ett fatal herre-
siaten. Genom bland annat Konstakademiens utstallningar, 6kade till-
gangligheten pa landskapsmaleri, vilket banade vigen f6r en mark-
nad {or bildtypen, hivdar han.?

Konsten flyttade in 1 hemmen, men sittet att hdnga den skilde
sig fran vad vi 4r vana vid. Bilder arrangerades 1 sarskilda rum eller
pa tavelviaggar. Med inspiration fran England skapades sd kallade
print rooms med gravyrer klistrade pa viggen med malade ramar.”
Man kan hér ana ett kvardréjande ménster, eller sparberoende, fran
dekorationsmaleriet.?® Det var genom dekorationsmaleri utfért di-
rekt pa vagg, alternativt pa duk eller tapet som klistrades pa viggen,
som landskapskonsten férst tog plats 1 hgrestaindshemmen. Nér en
konstmarknad for fristaende bilder borjade vixa fram, var det inled-
ningsvis inte givet hur dessa bilder skulle hanteras. De fogades inien
etablerad ordning innan den mer flexibla tavelhdngningen tog 6ver.

Under1700-talet finns tendenser som pekar fram motdetromantiska
landskapsmaleriet, men under stérre delen av arhundradet blandades
mer staimningsfulla landskapsskildringar med instrumentella beskriv-
ningar. Detta dr 1 sin tur ett tecken pd att den instrumentella bilden
dnnu inte professionaliserats: den tekniska ritningen, den beskrivande
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What conclusions can be drawn from these examples of a more or
less instrumental use of the landscape picture? The limits and status of a
work of art were not the same in the eighteenth century as they are today.
What we mean by free art today was then still in its infancy. It is true that
this modern concept of art was developed during the eighteenth century,
but it was a long drawn-out process and lagged behind in Sweden com-
pared to England and the Continent.?* It was therefore not self-evident
that landscape pictures were works of art which could be displayed in
salons and museums, which could be sold and which people could hang
on walls in their homes.

The Swedish art historian Mikael Ahlund has described how a mar-
ket for landscapes took shape in Sweden during the eighteenth century.
Pictures began to be hung on walls in country houses as well as in town
flats.” Engravings played an important role in this spreading of pictures.
Far into the eighteenth century, the walls of middle-class homes were still
relatively bare when it came to pictures, according to Ahlund. There were
possibly a few portraits. Picture galleries existed principally in the royal
palaces and a few stately homes. He maintains that through exhibitions
organised by the Royal Academy of Art accessibility to landscape paint-
ing increased, which led to a market for this type of picture.?

Art moved into the home, but the way of hanging it was different
from what we are accustomed to nowadays. Pictures were arranged in
special rooms or on picture walls. Taking inspiration from England, so-
called print rooms were created with etchings glued to the wall in frames
painted round.” One may suspect a lingering pattern here, or path de-
pendency, from decorative painting.?® It was through decorative painting
done straight on to the wall, or on canvas or wallpaper stuck to the wall,
that landscape art first found a place in upper-class homes. When an art
market for free-standing pictures started to develop, it was not clear at the
beginning how these pictures should be handled. They were fitted in to
an established order before the more flexible method of picture hanging
took over.

During the eighteenth century there were tendencies that point for-
wards towards romantic landscape painting, but for most of the century
more atmospheric landscape portrayals were mixed with instrumental
depictions. This in its turn is a sign that the instrumental picture had
still not yet been professionalized: technical drawing, descriptive instruc-
tion drawing, the pedagogical cross-section sketch—these were developed



instruktionsritningen, den pedagogiska tvarsnittsskissen utvecklades
vidare under 1800-talet. I Carl August Ehrensvirds anteckningar
tycks alla genrer blandas: klimatlara, konsthistoria, militira ange-
lagenheter, arkitektur, jordbruk, snabba skisser, utkast till ritningar,
landskapsstudier, antikstudier och rena karikatyrer. Man frestas att
anvanda beteckningen "rendssansminniska”, som syftar pa rens-
sansens individer med bred bildning men som ocksa speglar en av-
saknad av professionalisering av omrdden som arkitektur, konst och
vetenskap till autonoma falt.?

HERRGARDSPORTRATT

I herrgardsportrittets genre, vil etablerad 1 England, utférde konst-
nérer pa bestallning landskapsbilder 6ver ett gods och dess dgor, ofta
med Agarfamiljen som staffage. Elias Martin utférde sidana mal-
ningar under sin tid 1 England.?** Men landskapsbilden kunde ocksa
fungera som en bakgrund for portritt, som 1 Martins laverade och
akvarellerade penselteckning Studie till portréttet av bruksigaren Samuel
of Ugglas med familj (1795). Det dr en typ av iscensatta portratt dar
detaljer visar pa familjens dygder, men dér de avportritterade ocksa
intar ett avslappnat forhallningssitt till naturen omkring dem.?!

Martins portritt dr paverkade av Thomas Gainsborough, som
férnyade portrittkonsten med sin mer lediga och samtidigt elegan-
ta stil. Gainsborough avbildar sina modeller 1 deras grevskap och
later naturen bilda en levande omgivning till portritten. Den av-
portratterade skildras ledigt sittande pa en bank, pa marken eller
fangad mitt 1 ett steg. Modellerna tycks vara ett med sin omgivning.
Gainsboroughs barnskildringar utgdr nagot nytt, dér barn inte avbil-
das som sma vuxna utan som barn 1 egen ritt 1 enlighet med en ny
syn pa barndomen som ett tillstand av lekfullhet och oskuld, nagot
vart att virna, vilket forfattaren Jean-Jacques Rousseau (1712-1778)
forfaktade.

Elias Martin var en betydelsefull aktér 1 landskapskonstens for-
andring 1 Sverige under 1700-talet genom de influenser han férde med

264

FIG. 111

FIG. 111

265

further during the nineteenth century. In Carl August Ehrensvérd’s notes
all genres seem to be combined: climatology, art history, military instal-
lations, architecture, agriculture, quick sketching, draft drawings, land-
scape studies, classical studies, and pure caricatures. One is tempted to
use the term ‘Renaissance Man’, which alludes to Renaissance individuals
with a broad education but which also reflects a lack of professionaliza-
tion in areas such as architecture, art, and science as autonomous fields
of study.”

COUNTRY HOUSE PORTRAITS

In the country-house portrait genre, well established in England, artists
painted landscape pictures of a country house and its grounds to order,
often with the owner and his family as figures in the picture. Elias Martin
painted such pictures during his time in England.?” But the landscape pic-
ture could also function as a background to portraits, as in Martin’s wash
and watercolour brush sketch, Study for the Portrait of Mill Owner Samuel af
Ugglas with Family (1795). This is a type of staged portrait where details
point up the family’s virtues, but where those portrayed assume a relaxed
attitude to the natural world around them.?!

Martin’s portraits are influenced by Thomas Gainsborough, who re-
newed the art of portraiture with his more free and easy and at the same
time elegant style. Gainsborough paints his models in their county and
lets nature form a living environment for the portrait. The person por-
trayed is pictured sitting on a bench, on the ground, or caught in mid-step.
The models seem to be at one with their surroundings. Gainsborough’s
portrayals of children in particular comprise something new, where chil-
dren are not pictured as small adults but as children in their own right, in
accordance with a new attitude to childhood as a state of playfulness and
mnocence, something worth preserving, which no less a figure than the
author JeanJacques Rousseau (1712-78) advocated.

Elias Martin played a significant role in the change in landscape art in
Sweden during the eighteenth century, especially through the influences
he brought back with him from overseas, above all from England, where



sig fran sin vistelse 1 utlandet, framf6r allt da England dér han var
verksam 1768-1780. Martin f6ddes 1 Stockholm 1739 som son till en
alderman 1 snickardmbetet, Olof Martin, och Ulrika Haupt, syster
till mébelsnickaren Georg Haupt. Martin utbildades inledningsvis
av fadern. Efter att ha visat talang som tecknare skickades han for
utbildning hos dmbetsmalaren F.C. Schultz, genom vilken Martin
fick anstéllning hos batbyggaren Fredrik Henrik af Chapman (1721-
1808) som arkitekturritare och teckningslirare for officerarna i finska
Sveaborg. I Sveaborg handleddes Martin av Augustin Ehrensvird och
undervisade i sin tur dennes son, Carl August Ehrensvird, i teckning.

1766 reste Martin till Paris och antogs, pa den framgangsrike
portrattmalaren Alexander Roslins (1718-1793) rekommendation,
till konstakademin, dir han undervisades av landskaps- och marin-
malaren Joseph Vernet (1714-1789) och troligen dven av Boucher.
Influenser fran Vernets férromantik kan anas 1 Martins senare pro-
duktion. Likvil fann sig Martin inte tillritta 1 den franska klassicis-
men utan sokte sig istillet till London 1768. Tack vare kontakter
med bland andra den svenskfédde arkitekten William Chambers
(1723-1796), blev Martin framgéangsrik som portritt- och landskaps-
malare 1 England och upptogs redan tva ar efter ankomsten som
associate member av Royal Academy. Under tiden 1 England utveck-
lade Martin akvarelltekniken. Han samarbetade med brodern Johan
Fredrik Martin (1755-1816) som ocksa flyttat till England och som
var verksam som grafiker.

Infér dterkomsten till Sverige 1780, skrev Martin till Gustav 111
och bad om understéd. Med st6d fran kungen gjorde Martin gravyr-
serien Svenska vuer tillsammans med brodern som dven han atervint
till Sverige. Aret dirp valdes Martin in i Konstakademien. Martin
forsokte applicera de marknadsféringsmetoder han lért sigi England
pa den svenska, dnnu e utvecklade konstmarknaden, men de pas-
sade inte 1 Sverige och gav liten utdelning. Mot slutet av sitt liv var
Martin mindre efterfragad och dog utfattig. Hans sena produktion &r
préglad av religiésa motiv snarare dn landskap. Men det &r som land-
skapsmalare han fick sitt storsta inflytande dd Martin banade vig for
ett romantiskt landskapsmaleri pa svensk mark med den inhemska
naturen som motiv.

Ett av de mer kidnda exemplen dr Romantiskt landskap med gran
fran slutet av 1770-talet (Nationalmuseum). Har har Martin 1 en
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he spent the years 1768-80. Martin was born in Stockholm in 1739 as the
son of a guildmaster in the carpentry bureau, Olof Martin, and Ulrika
Haupt, sister of the furniture maker Georg Haupt. Martin was educated
in the beginning by his father. After displaying talent as a draughtsman he
was sent for training to the bureau painter F.C. Schultz, through whom
Martin gained a post with the boat-builder Fredrik Henrik af Chapman
(1721-1809) as architectural draughtsman and drawing teacher for the
officers in Sveaborg in Finland. In Sveaborg Martin was tutored by
Augustin Ehrensvird and, in his turn, instructed the latter’s son, Carl
August Ehrensvird, in drawing.

In 1766 Martin travelled to Paris and, on the recommendation of the
successful portrait painter Alexander Roslin (1718-93), was accepted by
the Academy of Art, where he was taught by landscape and marine paint-
er Joseph Vernet (1714-89) and probably also by Boucher. Influences
from Vernet’s proto-romanticism can be detected in Martin’s later works.
Nevertheless, Martin did not feel at home in French classicism but moved
to London in 1768. Thanks to contacts with the Swedish-born architect
William Chambers (1723-96) and others, Martin became successful as
a portrait and landscape painter in England, and only two years after
his arrival was admitted as an associate member of the Royal Academy.
During his time in England Martin developed his watercolour technique.
He worked with his brother, Johan Fredrik Martin (1755-1816), who had
also moved to England, where he was active as a graphic artist.

Before his return to Sweden in 1780, Martin wrote to Gustav III
and asked for financial support. With support from the King, Martin
made a series of engravings, Swedish Views, with his brother, who had
also returned to Sweden. A year later Martin was elected to the Swedish
Royal Academy of Arts. Martin tried to apply the marketing methods he
had learnt in England to the Swedish market, which was not yet devel-
oped, but they were not successful in Sweden and yielded little dividend.
Towards the end of his life Martin found himself less in demand and died
destitute. His late works feature religious motifs rather than landscapes.
But it was as a landscape artist that he achieved his greatest influence, as
Martin paved the way for romantic landscape painting in his homeland
with scenes of Swedish nature as the motif.

One of the better known examples is Romantic Landscape with Spruce
from the end of the 1770s (Nationalmuseum). Here in a dramatic chiar-
oscuro Martin has portrayed a spiny spruce in direct light between a



dramatisk klarobskyr skildrat en taggig gran i motljuset mellan nagra
branta klippor. Som Mikael Ahlund papekat, exemplifierar bilden
det vixande intresse f6r den vilda och otdmjda naturen, som kom att
prigla Martins bildvirld under 1790-talet.?

Det romantiska landskapet framtridder som en bakgrund 1 nagra
av Carl Fredrik von Bredas (1759-1818) portritt. Liksom Martin
var han paverkad av Gainsborough och liksom Martin nddde von
Breda framgang 1 England innan han dtervande till Sverige. Den latta
rorelse som intrader 1 Gainsboroughs portritt togs upp av von Breda
som dock forstirkte det romantiska draget ytterligare. Konstnéirens far,
dispaschoren Lucas von Breda (Nationalmuseum) ér fylld av dramatik,
med den morka slangkappan, piskan och hatten som ramar in model-
lens fran sidan belysta ansikte. Det méleriska penselarbetet bidrar till
intrycket av rorelse och rytm. S& dven i Zeresa Vandoni, italiensk singer-
ska vid Kungl. Operan i Stockholm fran samma ar (Nationalmuseum), dar
landskapet 1 bakgrunden spelar en mer framtradande roll. Kvinnan
med den tunna, elegant fallande draperingen och den lilla hunden
1 famnen, avtecknar sig mot ett landskap som till héger 6ppnar ett
djupt perspektiv &ver solbelysta dngar. Portrittet ger ett levande in-
tryck av atmosfdr, dramatik och elegans.

ANTIKEN SOM FOREBILD

Alltsedan renidssansen har antiken utgjort ett rittesnore for den
vasterlandska konsten. Fragan var aldrig om antiken skulle utgora
en sadan privilegierad mattstock utan hur antiken skulle tolkas.
Saledes utgdr rendssansen, barocken och rokokon olikartade tolk-
ningar av det antika arvet. Nyklassicismen under andra halvan av
1700-talet féresprakar en strangare tolkning dn den som tidigare va-
rit gillande; den vill efter rokokons lekfulla ideal fora oss tillbaka
till antikens regler och harmoniska balans. For arkeologen Johann
Joachim Winckelmann (1717-1768) utgjorde den antika skulpturen
en oovertriffad forebild for samtidens konstnérer att f6lja, om &n
inte slaviskt kopiera.*® I Frankrike blev nyklassicismen uttryck for
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number of steep cliffs. As Mikael Ahlund has pointed out, the picture
exemplifies the growing interest in wild, untamed nature, which came to
dominate Martin’s picture world during the 1790s.%

The romantic landscape appears as a background in some of Carl
Fredrik von Breda’s (1759-1818) portraits. Like Martin he was influ-
enced by Gainsborough and, like Martin, von Breda achieved success in
England before he returned to Sweden. The gentle movement that enters
mto Gainsborough’s portraits was adopted by von Breda, who, however,
gave this romantic trait even greater prominence. 7he Artist’s Father, Average
Adjuster Lucas von Breda (Nationalmuseum) is full of drama, with the dark
cape, whip, and the hat which frame the model’s face, illuminated from
the side. The picturesque brushwork contributes to the impression of
movement and rhythm. Thus also in Teresa Vandoni, Italian Singer at the
Royal Opera in Stockholm, from the same year (Nationalmuseum), where the
landscape in the background plays a more prominent role. The woman
with the thin, elegantly falling drapery and the little dog in her lap stands
out against a landscape, which to the right opens up a deep view over
sunlit meadows. The portrait gives a living impression of atmosphere,
drama, and elegance.

THE CLASSICAL AS MODEL

Since the Renaissance the classical world has been a guiding principle for
western art. The question was never whether classicism should constitute
such a privileged yardstick but how the classical should be interpreted.
Thus the Renaissance, the baroque, and the rococo constitute different
interpretations of the classical heritage. During the second half of the eight-
eenth century neo-classicism advocates a stricter interpretation than what
had previously been in vogue; after rococo’s playful ideals it will lead us
back to the rules and harmonious balance of classicism. For the archae-
ologist Johann Joachim Winckelmann (1717-68) classical art provided an
unsurpassed model for contemporary artists to follow, if not to slavishly
copy.* In France neoclassicism became an expression for the Revolution’s
ideals while rococo was connected to kingly power and the aristocracy.



revolutionens ideal medan rokokon férknippades med kungamakten
och aristokratin.

IJohann Heinrich Wilhelm Tischbeins (1751-1829) Goethe pa den
romerska campagnan (1787) 1 Stadel Museum i Frankfurt am Main, por-
tritteras den berémde forfattaren ledigt utstrackt med den romerska
campagnan och antika reliefer och ruinmotiv 1 bakgrunden. Har gors
det tydligt vilket landskap och vilket kulturarv som Goethes garning
ska ses som en forlangning av.

Aven svenska konstnirer lit sig inspireras av antiken, daribland
Johan Tobias Sergel, Carl August Ehrensvard och Louis Masreliez
som alla tecknade antika motiv. Vad giller landskapsmaleriet, kom
antikvurmen till uttryck 1 en fabless for Italiens natur framfér den
svenska. Antiken var fortsatt det hogsta idealet under den gustavi-
anska perioden men utmanades genom den engelska parken och
det romantiska landskapet av andra historiska forebilder. Inte minst
framtrader denna forskjutning i intresset f6r medeltida ruiner.

RUINMOTIVET

I senbarocka verk av Claude Lorrain, Salvatore Rosa (1615-1673)
med flera férekommer avbildningar av ruiner, vilka framtrider som
spar av en svunnen guldélder eller har funktion som memento mort. 1
Claudes etsning Landskap med kor och getter (1651) finns exempelvis delar
av en tempelruin som ett element 1 landskapet. Under storre delen av
1700-talet var ruinmotivet fortsatt framst knutet till antika lamningar.
Ruinmotivet speglar ett vixande intresse for arkeologi och histo-
ria. Under 1700-talet upptéicktes Herculaneum (1738) och aterupp-
tacktes Pompeji (1748). Pompeji hade visserligen hittats redan 1599,
men det var forst 150 dr senare som staden borjade gravas ut. Det
gjorde att nya konstféremal och skulpturer fran antiken blev kénda.
Under det sena 1700-talet och tidiga 1800-talet, vixte ocksa ett nytt
historiemedvetande fram: forestéllningen att historien irreversibelt
utvecklas 1 en viss riktning, vilken fick sin mest inflytelserika formu-

lering 1 Georg Wilhelm Friedrich Hegels (1770-1831) filosofi.
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Johann Heinrich Wilhelm Tischbein’s (1751-1829) Goethe in the Roman
Campagna (1787) in the Stidel Museum in Frankfurt am Main shows the
famous author stretched out taking his ease with the Roman Campagna
and classical reliefs and ruin motifs in the background. Here it is made
clear of what kind of landscape and cultural heritage Goethe’s achieve-
ment should be seen as an extension.

Swedish artists were also inspired by classical antiquity, among them
Johan Tobias Sergel, Garl August Ehrensvird, and Louis Masreliez, all
of whom made use of classical motifs. In the case of landscape painting,
the craze for the classical came to be expressed as a weakness for Italy’s
scenery rather than the Swedish. The classical continued to be the highest
ideal during the Gustavian period but was challenged by the English park
and the romantic landscape inspired by other historical models. This shift
is especially apparent in the growing interest in mediaeval ruins.

THE RUIN MOTIF

In the late baroque works of Claude Lorrain, Salvatore Rosa (1615-
1673), and others, representations of ruins occur that appear as vestiges
of a bygone golden age or function as mementos mori. In Claude’s etch-
ing Landscape with Cows and Goats (1651) there are, for example, parts of
a temple ruin as an element in the landscape. During the larger part of
the eighteenth century the ruin motif continued to be mainly linked to
classical remains.

The ruin motif reflects a growing interest in archaeology and history.
During the eighteenth century Herculaneum was discovered (1738) and
Pompeii was rediscovered (1748). Pompeii had, it is true, been found back
mn 1599, but it was not until 150 years later that the city began to be exca-
vated. It resulted in new works of art and sculptures from classical times
becoming well-known. During the latter years of the eighteenth century
and the early nineteenth century a new historical awareness arose: the
idea that history proceeded irreversibly in a certain direction, an idea
that attained its most influential formulation in Georg Wilhelm Hegel’s

(1770-1831) philosophy.



Under 1700-talet blev det populdrt med sammanstillningar av
ruiner, sarkofager, skulpturer, urnor, kolonner och entablement, sa
kallade "capricci con rovine”, kapriser med ruiner.®* Av dessa fram-
stillningar av ruinmotiv under 1700-talet, hér Giovanni Battista
Piranesis (1720-1778) etsningar med motiv fran Rom till de mer val-
kanda. I Piranesis etsningskonst kan man se en forskjutning fran
klassicismens intresse for antikens ideala proportioner till en mer
individuell, emotionell tolkning av det antika arvet som leder 6ver 1
rena fantasibilder. I sina etsningar kunde han lagga till saknade delar
liksom vaser, altare och gravar som inte fanns dar i verkligheten.?

Aven i italienaren Antonio Canals (Canaletto, 1697-1768) vedu-
tamalningar férekommer antika ruiner. I Arkitekturfantasi med motiv

frén Padua (cirka 1756) skildras ett stadspanorama med vatten och en
strandlinje 1 férgrunden till vanster och antika sarkofager, skulpturer
och fragment till hoger. Over dessa reser sig en ruin av en bygg-
nad med spetsbdgiga valv. Bakom denna finns byggnader av en mer
antikiserande karaktdr. Vid stranden och runt ruinerna finns figurer
upptagna med vardagliga bestyr, men ocksd manniskor som pekar
mot eller betraktar monumenten. Scenen ar insvept 1 ett gyllene gry-
nings- eller kvillsljus som faller in fran hoéger. Canaletto, som var
verksam 1 Venedig, skapade vedute (stadsvyer) som souvenirer for
Grand Tour-turister. I denna veduta fran Padua, har Canaletto kombi-
nerat existerande byggnader med péhittade element pa ett sétt som
ar typiskt for den ruinromantiska bildtypen.®

Flera svenska konstnérer under den gustavianska tiden har avbil-
dat antika ruiner 1 Rom, som Carl August Ehrensvard, Martin, Rehn
och Sergel. Har handlar det dock mer om att anspela pa ett estetiskt
ideal 4n om att suggerera romantiska stimningar. De svenska konst-
nérerna férhaller sig pa lite olika sitt till det antika arvet.

Ehrensvard hyllar det antika arvet férbehallslost. Han ser an-
tikens hogtstaende konst 1 Grekland och Rom som ett utslag av
klimatet, som dr idealt vid Medelhavet men blir bistrare ju langre
norrut man kommer, med resultatet att det hir knappast finns nagon
konstkultur. Mer dn en renodlad konstnar dr Ehrensvard sjomulitar,
arkitekt, tecknare, konstteoretiker, agronom med mera. Han relate-
rar alla dessa omraden till varandra for att skapa sig en bild av ett
land, dess landskap, folk och konst. Nér han efter sin italienska resa
aterviande till Sverige hade han lart sig att dlska det sydeuropeiska
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During the eighteenth century it became popular to combine ruins,
sarcophagi, sculptures, urns, columns, and entablature, so-called ‘capricci
con rovine, caprices with ruins.** Of these representations of ruin mo-
tifs during the eighteenth century, Giovanni Battista Piranesi’s (1720-
78) etchings with motifs from Rome are among the better known. In
Piranesi’s etchings one can see a shifting from classicism’s interest in ideal
proportions to a more individual, emotional interpretation of the classical
heritage, which transfers into images of pure fantasy. In his etchings he
might add missing items such as vases, altars, and tombs, which were not
there in reality.®

Ancient ruins also occur in the Italian Antonio Canal’s (Canaletto,
1697-1768) veduta paintings. Architectural Fantasy with Motifs from Fadua
(circa 1756) shows an urban panorama with water and a shoreline in the
foreground on the left and ancient sarcophagi, sculptures and fragments
on the right. Above these rises the ruin of a building with pointed arches.
Behind this there are buildings of a more ancient-looking appearance.
On the river bank and round the ruins there are figures occupied with
everyday jobs, but also people pointing at or looking at the monuments.
The scene is bathed in a golden dawn or evening light which falls in from
the right. Canaletto, working in Venice, created vedute (panoramic views
of the city) as souvenirs for travellers on the Grand Tour. In this veduta
from Padua, Canaletto has combined existing buildings with invented ele-
ments in a way that is typical of romantic-type pictures displaying ruins.*

A significant number of Swedish artists during the Gustavian period
painted ancient Roman ruins, such as Carl August Ehrensvard, Martin,
Rehn, and Sergel. Here, however, it is more a question of hinting at an aes-
thetic ideal than suggesting romantic moods. The Swedish artists respond
in somewhat different ways to the classical heritage.

Ehrensvird embraces the classical heritage without any reservations.
He sees the high art of ancient Greece and Rome as a manifestation of the
climate, which is ideal by the Mediterranean but becomes more forbid-
ding the further north you go, with the result that here there is hardly any
art culture. More than just an artist, Ehrensvard is, inter alia, a naval man,
architect, draughtsman, art historian, and agronomist. He combines all
these areas of interest to create a picture for himself of a country and its
landscape, people and art. When he returned to Sweden after his trip to
Italy he had learnt to love the south European landscape and complained
about the ugliness of the woods in Smaland with their spiky spruces and



landskapet och klagade 6ver fulheten 1 de smaldndska skogarna med
sina taggiga granar och nakna stenar som sticker upp som rumpor
ur marken.”” "Jag skall dnnu i afton bese granar, tallar, dalar och
knallar och vara svinska berg monotona, runda, sldta, liknar stus-
sar och folket likna sine trackter”, skriver han 1 ett brev.*® I enlighet
med klimatldran sdg han folkets karaktir som en produkt av miljon.
Nordens landskap tedde sig for honom oordnat, och svensken sak-
nade foljaktligen smak.*

I de arkitekturprojekt Ehrensvard skisserade, som inventarie-
kammaren i Karlskrona, af Chapmans bostille pa Skdrva och diverse
outférda, mer eller mindre fantasifulla projekt, 4r han trogen antika
formelement med en férkérlek f6r den doriska ordningen.*” Han {6r-
sokte med antiken som grund finna en genuin stil som skulle limpa
sig for Nordens klimat och materiella férutsittningar.*!

I en lavering 1 G6teborgs konstmuseum fran mitten av 1780-talet
har Ehrensvard placerat en klassisk tempelruin av dorisk ordning1 ett
nordiskt skargardslandskap (Nordiskt landskap med klassisk tempelruin) .**
Bakom det raserade templet sticker tva granar upp sina spetsiga top-
par mot himlen. I bakgrunden finns en timmerstuga och 1 férgrun-
den en antik staty. Det dr en anakronistisk och méjligen ironisk bild.
Nagon antik kultur fanns aldrig i Norden, och skulle aldrig ha kunnat
existera hir enligt Ehrensvards synsitt. Kanske kan man se bilden
som en utopisk fantasi, men ocksad som ett forsok att ligga grunden
for en civilisation 1 den nordiska vildmark dar den ménskliga prag-
lingen har sa svart att hivda sig, enligt Ehrensvard. Som ett utslag
av dessa 1déer, utférde Ehrensvird ett flertal teckningar av klassiska
tempel 1 en nordisk natur, som Rlassiskt rundtempel stillt pa granithill och
"Hyperkaraktiriserade” doriska tempel med nordiska kojor 1 forgrunden (bada
1 Nationalmuseum).*

Ehrensvard ar alltsa klassicist och han doljer inte sitt forakt for
den morka och oordnade nordiska naturen. Endast Skanes boljan-
de, 6ppna landskap finner ndd hos honom: ”Skane dr en samman-
sattning av Smaln och Italien, 1 litet Blekingen, 1 stort Skane.”** I
Nationalmuseum finns ett flertal akvarellerade landskapsskisser fran
Skane, daribland Backiga dkrar med plijande bonder i trakten av Tosterup
(1795). Intresset riktas har dock mer motjordbruksmetoder, jordman,
landskaps- och folktyper 4n mot romantiskt stimningsskapande.*
Likvil finns det bilder av Ehrensvird som snarare leder tankarna till
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bare stones that stuck up out of the ground like buttocks.*” “This evening
I shall look at spruces, pines, valleys and hills and our Swedish moun-
tains, monotonous, round, smooth, resembling behinds, and the people
resembling their neighbourhoods,” he writes in a letter.*® In accordance
with climate theory, he saw the people’s character as a product of their
environment. The Nordic landscape appeared to him disordered, and
Swedes consequently lacked taste.*

In the architectural projects Ehrensvird sketched, as, for example, the
stockroom in Karlskrona, af Chapman’s home on Skirva, and various
incomplete, more or less imaginary projects, he sticks to classical elements
of form, with a predilection for the Doric order.** With the classical as his
basis, he tried to find a genuine style amenable to the Nordic climate and
material conditions.*

In a wash drawing in Gothenburg Museum of Art from the middle
of the 1780s, Ehrensviard has placed a classical ruined temple in the Doric
style in a Nordic skerries landscape (Nordic Landscape with Classical Ruined
Temple).** Behind the ruined temple two spruce-trees raise their pointed
tops skywards. In the background there is a timber-built cottage and in
the foreground an antique statue. It is an anachronistic or possibly ironic
mmage. No classical culture ever existed in Scandinavia and would never
have been able to arise here in Ehrensvird’s view. One might be able to
see the picture as a utopian fantasy, but also as an attempt to create the
basis for a civilization in the Nordic wilderness, where the human imprint
has such difficulty in making its mark, according to Ehrensvird. Based
on these ideas, Ehrensvird executed a number of drawings of classical
temples in Nordic nature settings, such as Classical Round Temple Placed on
Slab of Granite and ‘Hyper-characterized’ Doric Temples with Nordic Cabins in the
Foreground (both in Nationalmuseum).*

Ehrensvérd is therefore a classicist and he does not hide his contempt
for the dark, disordered nature of the north. Only Skane’s open, rolling
landscape finds any favour with him: ‘Skdne is a mixture of Smaland
and Italy, to a small degree Blekingen, to a larger extent Skéne.** In the
Nationalmuseum there are a number of watercoloured landscape sketch-
es from Skane, among them Undulating Fields with Farmers Ploughing near
Tosterup (1795). Interest is directed here, however, more towards agricul-
tural methods, soil, types of landscapes, and people than towards the
romantic creation of atmosphere.*> Nevertheless, there are pictures by
Ehrensvird that make one think rather of romanticism, where Nordic



romantiken, ddr den nordiska naturen lyfts fram 1 sin egen ritt. Trots
sin avsmak, skildrar Ehrensviard 1 sina teckningar det svenska land-
skapets granar och runda klippor. Aven om antikens konst och arki-
tektur dr oovertraffad, inser Ehrensviard att Norden maéste utveckla
en egen konst och arkitektur som passar det nordiska klimatet och
kynnet. Detta synsitt ligger 1 linje med klimatlaran hos den politiska
filosofen Charles-Louis de Secondant Montesquieu (1689-1755) lik-
som férromantikern Johann Gottfried Herders (1744-1803) tankar
om hur konsten tar sig olika uttryck i olika lander.

Med sin dramatik, med vagorna som reser sig och stormen som
piskar mot fyrtornet pa sin klippa ute 1 branningarna, ter sig lave-
ringen Fyriorn i storm (1767, Goteborgs konstmuseum) mer roman-
tisk. Kanske ska man se den som ett utslag av Ehrensvards méng-
fasetterade intressen och rastldsa temperament, men laveringen
utgor ocksa en foéraning om Marcus Larsons (1825-1864) senare
skildringar av skeppsbrott.

Som redan patalats kommer antikvurmen till uttryck 1 ruin-
romantiska motiv, men det ar ocksa har som antikens foretrade ut-
manas. Ett exempel pa ett svenskt arbete 1 ruinromantikens genre, ar
en liten malning av Jean Eric Rehn kallad Ruiner (Nationalmuseum).
Till vénster 1 féorgrunden finns en halvt 6vervuxen ruin, kanske en
basilika med delvis gotiska drag. Tva figurer vilar mot en balustrad.
Till hoger syns en antikiserande byggnad med en absid, valvopp-
ningar, kolonner och balustrader i1 perspektiv. Framfor denna finns
en fontdn, och lingre in i bilden aterfinns ytterligare tva staffagefi-
gurer. Med sin varierade komposition och suggestiva ljussittning,
6verensstimmer scenen med det pittoreska idiomet.

I en lavering i Goteborgs konstmuseum har Rehn skildrat en
delvis 6verbyggd och 6vervuxen antik ruin. Nedanfér en byggnads-
kropp med antikiserande inslag, promenerar tva figurer. Framfor
ruinen finns en mur, och bakom denna vegetation med buskar och
cypresser. En utskjutande tempelgavel kastar en slagskugga 6ver den
murade fasaden. Scenen ramas in av ett morkare parti 1 férgrunden
nere till vinster, dar en figur star uppkliven pa en klippa. Med ljuset
skapar konstniren stimning och atmosfar och figurerna ar ditsatta
for en effekt. Detta dr langt ifran nagon arkitektritning av antikens
ideala proportioner. Istéllet méter vi en vardaglig scen kring en antik
ruin 1 Rom, 6verbyggd sedan medeltiden.
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nature comes into its own. Despite his distaste for it, Ehrensvird does
depict the spruce-trees and rounded rocks of the Swedish landscape
in his pictures. Even if classical art and architecture are unsurpassed,
Ehrensvérd realizes that Scandinavia must develop an art and architec-
ture of its own that suit the northern climate and character. This view is
in keeping with the climate theory of the political philosopher Charles-
Louis de Secondant Montesquieu (1689-1755) as well as the pre-romantic
Johann Gottfried Herder’s (1744-1803) thoughts on how art finds differ-
ent types of expression in different countries.

With its drama, with its towering waves and storm whipping against
the lighthouse out among the breakers, the wash drawing Lighthouse in
Storm (1767, Gothenburg Museum of Art) appears more romantic. Perhaps
the work should be seen as an expression of Ehrensvird’s multifaceted in-
terests and restless temperament, but the drawing also provides a foretaste
of Marcus Larson’s (1825-64) later depictions of shipwrecks.

As already mentioned, the craze for the classical comes to be expressed
in the romantic ruin motif, but it is also here that classical precursors are
challenged. One example of a Swedish work in the romantic ruin genre
1s a little painting by Jean Eric Rehn entitled Ruins (Nationalmuseum). In
the foreground to the left there is a half-overgrown ruin, perhaps a basilica
with partly Gothic features. Two figures are leaning on a balustrade. To
the right, a classical building with an apse, vaulted openings, columns, and
balustrades in perspective. In front of it there is a fountain, and further
into the picture there are another two figures. With its varied composition
and suggestive lighting, the scene accords with the picturesque idiom.

In a wash drawing in Gothenburg Museum of Art Rehn has por-
trayed a partially overbuilt and overgrown ancient ruin. Below the shell
of a building with classical features, two figures are walking. In front of
the ruin there is a wall, and, behind this, vegetation with bushes and
cypresses. A projecting temple gable casts a shadow over the wall facade.
The scene is framed by a darker part in the foreground down to the left,
where a figure stands on a rock he has climbed. With the light the artist
creates a mood and atmosphere, and the figures are placed there to create
an effect. This is a far cry from any architectural drawing of ideal classi-
cal proportions. Instead we are treated to an everyday scene around an
ancient ruin in Rome, overbuilt since the Middle Ages.

The line and ink wash drawing Classical Architectural Motif and Statue of
Rider (circa 1756, Gothenburg Museum of Art) gives a more constructed



Pennteckningen och tuschlaveringen Klassiska arkitekturmotiv och
ryttarstaty (cirka 1756, Goteborgs konstmuseum) ger ett mer konstru-
erat intryck. Hér har konstndren samlat antika fragment 1 en kom-
position: en ryttarstaty, kolonner som bar upp ett entablement 1 en
delvis raserad byggnad till hger, som motsvaras av ett hérn av en
annan antik byggnad till vénster. I férgrunden finns en figur som
pekar 1 samma riktning som ryttaren. Pa en omkullvalt kolonn sitter
tva figurer som studerar en antik relief, som delvis skuggas av ryttar-
statyn pa sin sockel. I bakgrunden framtridder tvd andra byggnader,
ett rundtempel till héger och centrerat 1 bilden en pyramid. Liksom
madnga andra skildrare av antiken, mélade eller tecknade Rehn séllan
av ruiner som de sag ut 1 verkligheten utan komponerade dem till
effektfulla scener, vilket denna lavering ar ett illustrativt exempel pa.

Pyramider forekommer ofta i skildringar av antika ruiner fran
Rom, exempelvis hos Piranesi. I regel dr det Cestiuspyramiden 1
Rom som utgjort forebilden. Cestiuspyramiden 4r ett gravmonu-
ment 1 nirheten av Porta San Paolo 1 sédra Rom som uppfordes at
Gaius Cestius Epulonius (déd 12 fKr.). Pyramiden, som dr murad
1 tegel och klidd med vit marmor, har en brantare stigning 4n de
mest kdnda egyptiska pyramiderna i Giza.*® Pyramider var ocksa ett
aterkommande motiv 1 den nyklassicistiska arkitekturen, inte minst 1
revolutionsarkitekten Etienne-Louis Boullées (1728-1799) pyramid-
formade kenotafer.

Cestiuspyramiden avbildas 1 en tuschlavering av Jean Eric Rehn
(Nationalmuseum), vilken dr en kopia efter en teckning av Johan
Philip Lemke (1631-1711). Aven i laveringen Romerska antikviteter
(Nationalmuseum) finns bland tempelruiner och sarkofager en pyra-
mid med stor likhet med Cestiuspyramiden.”

En pyramid férekommer dven 1 Elias Martins malning Landskap
med pyramid och figurer (G6teborgs konstmuseum). Inspirationen kan
ha kommit fran Cestiuspyramiden, fastin stigningen 1 denna pyramid
ter sig an brantare. Dessutom har Martin férsett pyramiden med en
asymmetriskt placerad ingang 1 form av en portik med en segment-
bége buren av tva korintiska kolonner. Fran etsningen Cestiuspyramiden
ur Vedute di Roma II (1778) av Piranesi, kan vi fi en bild av hur
Cestiuspyramiden kan ha tett sig pa 1700-talet, &ven om Piranesi kan
ha lagt till och dragit ifran element i bilden. Intill tvd av pyramidens
horn reser sig kolonner men de saknar all likhet med Martins portik.
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mmpression. Here the artist has collected ancient fragments together to
form a composition: the statue of a rider, columns that support an entab-
lature in a partly demolished building to the right, which is balanced by
a corner of another ancient building to the left. In the foreground there is
a figure that points in the same direction as the rider. On a fallen column
sit two figures studying an ancient relief, partly in the shadow cast by the
statue of the rider on its plinth. In the background two other buildings fea-
ture, a round temple to the right and a pyramid in the centre of the picture.
In common with many other portrayers of the ancient world, Rehn sel-
dom painted or drew ruins as they appeared in reality but composed them
as striking scenes, of which this wash drawing is an illustrative example.

Pyramids often appear in depictions of ancient ruins from Rome,
for example, in Piranesi’s works. As a rule it is the Pyramid of Cestius
in Rome that provides the model. The Pyramid of Cestius, a tomb in
the vicinity of Porta San Paolo in the south of Rome, was erected to
Gaius Cestius Epulonius (died 12 BC). The Pyramid, which 1s built of
bricks and clad in white marble, has a steeper incline than the best-known
Egyptian Pyramids of Giza.*® Pyramids were also a recurrent motif in neo-
classical architecture, particularly in the revolutionary architect Etienne-
Louis Boullée’s (1728-99) pyramid-shaped cenotaphs.

The Pyramid of Cestius is depicted in an ink wash drawing by Jean
Eric Rehn (Nationalmuseum), which is a copy of a drawing by Johan
Philip Lemke (1631-1711). Also in the wash drawing Roman Antiquities
(Nationalmuseum) there is, among the temple ruins and sarcophagi, a
pyramid which has a strong resemblance to the Pyramid of Cestius.”

A pyramid also occurs in Elias Martin’s painting Landscape with Pyramid
and Figures (Gothenburg Museum of Art). The inspiration may have come
from the Pyramid of Cestius, although the incline in this pyramid appears
even steeper. In addition, Martin has provided the pyramid with an asym-
metrically placed entrance in the form of a portico with the segment of
an arch borne by two Corinthian columns. From the etching The Pyramid
of Cestius from Vedute di Roma II (1778) by Piranesi we can get a picture of
how the Pyramid of Cestius may have appeared in the eighteenth century,
even if Piranesi may have added to and taken away elements in the pic-
ture. Columns rise up next to two of the pyramid’s corners, but they lack
any resemblance to Martin’s portico.

Nor can one glimpse in Martin’s picture the integration of the Pyramid
of Cestius in the Aurelian Walls, which were built in the third century.



I Martins bild kan man inte heller skymta Cestiuspyramidens
integrering 1 Aureliusmuren, som tillkom pa 200-talet. Martin har
knappast avbildat nagon verklig plats. Istallet har han sammanfogat
en rad fragment till en ny, effektfull helhet. Pyramiden ingar som
ett element 1 landskapet tillsammans med gravstenar, ett joniskt
kapitil, en jattelik gravurna, en antik kvinnostaty och en gigantisk
medaljongrelief. Férgrunden dr morkare och ramas in av ett gron-
skande trdd som lutar in fran hoger. Tva kvinnor med parasoll
betraktar ett lekande barn. Bakom dem men narmare betraktaren,
vrider sig en halvliggande man 1 réd turban 1 riktning mot en hund.
Figurernas klddsel ter sig orientalisk, och parasollet betraktades som
ett kinesiskt attribut.*® Langre in i bilden finns ytterligare tva figurer
1vita draperingar.

Har finns en parallell till Poussins malning De arkadiska herdarna
(Et in Arcadia ego) (1637-1638, Louvren), dir en herdinna och tre
herdar studerar en gravinskription med orden "Et in Arcadia Ego”
("aveniArkadien finns jag”) som syftar pa déden. Poussins bild fung-
erar som ett memento mor.** Sa kan man aven betrakta Martins scen.
Att det ideala landskapet har en teatral komponent, illustreras av det
faktum att Poussin anvinde sig av vaxfigurer som modell {f6r sina
malningar. Han tdnkte sig bilden som en teaterscen.’® Det roman-
tiska lanskapet fungerar ofta pa ett liknande sétt. Scenen 1 Martins
bild ter sig mer pittoresk med en romantisk stimningsverkan. Vi ar
langt fran Norden. Antiken star 1 fokus d&ven om konstndren infogat
orientaliska kladesdetaljer. Har finns ocksd en kvardréjande ton av
rokoko och Jean-Antoine Watteaus (1684-1721) fete galante.

Martins malning Ruinlandskap (Nationalmuseum) dterger ett ro-
mantiskt landskap med en antik ruin bestdende av en kolonn, ett
fragment av ett entablement, en vagg och en grav med figurreliefer.
Under ett valv till hger om ruinen samtalar nagra figurer vars drak-
ter ter sig kinesiska. Férgrunden, som ramar in bilden med ett hogt
trad till vénster, ir mérkare enligt receptet fran Claude. Aven denna
malning kan beskrivas som en fantiserad ruinscen.

1 Svensk landskapskonst. Fran rendissans till romantik ser Gunnar Berefelt
forebilder till Martins romantiska naturstycken hos Claude, Joseph
Vernet, engelsmédnnen Richard Wilson och Gainsborough, samt vad
giller ruinmotivet Giovanni Paolo Pannini (1691-1765) och Hubert
Robert (1733-1808).
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Martin hardly reproduced an actual place. Instead he combined a series of
fragments to create a new, effective whole. The pyramid appears as an ele-
ment in a landscape, together with gravestones, an Ionic capital, a gigantic
burial urn, the antique statue of a woman and an enormous medallion
relief. The foreground is darker and is framed by a tree in early leaf lean-
ing in from the right. Two women with a parasol are watching a child at
play. Behind them but nearer the viewer a semi-recumbent man in a red
turban is turning towards a dog. The Figures’ clothes appear oriental, and
the parasol is regarded as a Chinese attribute.*® Further into the picture
there are another two figures, in white drapery.

There is a parallel here to Poussin’s painting The Arcadian Shepherds
(Et in Arcadia ego) (1637-8, Louvre), where a shepherdess and three shep-
herds are studying the inscription on a tomb, ‘Et in Arcadia ego’ (‘Even
in Arcadia, there am I'), which refers to Death. Poussin’s picture functions
as amemento mori.*” Martin’s scene can be viewed in the same way. That
the ideal landscape has a theatrical component is illustrated by the fact
that Poussin procured wax figures as models for his paintings. He imag-
ined the picture as a stage.”’ The romantic landscape often functions in a
similar way. The scene in Martin’s picture appears more picturesque, with
a romantic mood effect. We are very far away from the Nordic countries.
Focus is on the classical world, even if the artist has included oriental
clothing details. Here there is also a lingering tone of rococo and Jean-
Antoine Watteau’s (1684-1721) fete galante.

Martin’s painting Ruin Landscape (Nationalmuseum) presents a ro-
mantic landscape with an ancient ruin consisting of a column, a fragment
of an entablement, a wall and a tomb with figures in relief. Beneath an
arch to the right of the ruin there are a number of figures in conversation,
whose attire looks Chinese. The foreground, which has a tall tree on the
left framing the picture, is darker, just as Claude prescribes. This painting
can also be described as an imagined ruin scene.

In Svensk landskapskonst: Fran rendissans till romantik (‘Swedish Landscape
Art: From Renaissance to Romanticism’) Gunnar Berefelt sees proto-
types of Martin’s romantic landscape works in Claude, Joseph Vernet, the
Englishmen Richard Wilson and Gainsborough, and, in the case of the
ruin motif, Paolo Pannini (1691-1765) and Hubert Robert (1733-1808).

In the Réhsska Museum there is a painting by Pannini that connects
with the romantic idiom. At the foot of an overgrown architectural ruin
there is a sepulchral monument surrounded by two broken columns. Two



Av Pannini finns en malning i1 R6éhsska museet som ansluter till
det romantiska idiomet. Vid foten av en 6vervuxen arkitekturruin
finns ett gravmonument omgivet av tva brutna kolonner. Tva figurer
ar mplacerade runt graven: den ena ligger pa kné vid en trappa, den
andra vilar pa en omkullvalt kolonn.

I Roberts malning Antikt rundtempel i ruiner med Apollo di Belvedere
(1799, Nationalmuseum), bildar det antika rundtemplet en scen, be-
lyst av ett punktljus som faller 6ver den antika skulpturen Apollo di
Belvedere. Mellan kolonnfragmenten pa marken finns nagra figurer: en
man1férgrunden och langre in tva kvinnofigurer i fard med att teckna
av statyn. I Bakgrunden finns ett vattendrag med nagra figurer i en
roddbét som avtecknar sig mot skogens morka fond. Arrangemanget
paminner om det ideala landskapet. Arkitekturruinen fungerar som
ett scenrum for det ménskliga drama som utspelar sig i bilden.

Efter Gustav I1I:s dod 1792, forlorade det klassiska arvet sin lock-
else bland svenska konstndrer. Antika ldmningar ersattes av verkliga
eller fantiserade medeltida ruiner.’! Ett exempel 4r en liten malning
av Carl Johan Fahlcrantz 1 G6teborgs konstmuseum, férestallande en
borgruin. Aven i laveringen Vattenfall och ruiner (Goteborgs konstmu-
seum) forefaller dessa byggnadskonstruktioner med rundvalv vara
mer romanska dn klassiska. Sitt stipendium fran Konstakademien
for att studera 1 Italien, ansokte Fahlcrantz om att fi anvianda for
resor inom landet, da det svenska landskapet ”genom sin rikedom
pé naturskonhet af alla slag tillbjuder konstnéren sa ymniga tillfallen
att idka och uppéfva sig 1 landskapsmalning”.** Hadanefter kom den
nordiska naturen att std i fokus fér Fahlcrantz alltmer dramatiska
landskapskonst.

Ruinmotivet blev ett populirt element 1 den romantiska konsten.
Genom ruinen kommer ménniskan i1 kontakt med det forflutna, men
enbart 1 form av brottstycken, fragmentariska tecken som hon maste
tolka och sammanfoga till en bild, vilket ger utrymme for fantasin.
Ruinen kan ocksa ses som en bild av det romantiska verket, som inte
sillan tar formen av fragment av en férlorad helhet. Romantikerna
fascinerades av det forflutnas ldmningar, inte minst fran medeltiden
med dess fantasieggande kloster- och slottsruiner, oregelbundna
byggnader, till synes o6verblickbara och fulla av 6verraskningar.
Ruinmotivet kan ocksa laddas med mystik och kusliga stimningar
1 skrickgenren och den gotiska konsten. "Gotik” far hiar en annan
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figures are positioned round the grave: one is kneeling by steps, the other
resting on a fallen column.

In Robert’s painting Ancient Round Temple in Ruins with Apollo di Belvedere
(1799, Nationalmuseum), the ancient round temple forms a scene illumi-
nated by a point of light falling on the classical sculpture Apollo di Belvedere.
Between the column fragments on the ground there are a number of
figures: a man in the foreground and further in two female figures busy
sketching the statue. In the background there is a watercourse with some
figures in a rowing boat, which stands out against the dark backdrop of
the forest. The arrangement is reminiscent of the ideal landscape. The
architectural ruin functions as a stage space for the human drama being
played out in the picture.

After Gustav III’s death in 1792, the classical heritage lost its attraction
for Swedish artists. Classical remains were replaced by real or imagined
mediaeval ruins.”' An example is a little painting by Carl Johan Fahlcrantz
in Gothenburg Museum of Art, featuring a ruined castle. Also in the wash
drawing Waterfall and Ruins (Gothenburg Museum of Art) these build-
ing constructions with rounded arches appear more Romanesque than
classical. Fahlcrantz applied for permission to use the grant he had been
awarded by the Academy of Art for studies in Italy for travels within his
own country instead, as the Swedish landscape ‘with its wealth of natural
beauty of all kinds offers the artist such an abundance of opportunities
to practise and develop his skills in landscape painting’5> From now on
the Nordic countryside came to be the focus for Fahlcrantz’s increasingly
dramatic landscape art.

The ruin motif became a popular element in romantic art. Through
ruins one comes into contact with the past, but only in the form of bits
and pieces, fragmentary tokens that one must interpret and fit together
to form an image that will provide scope for the imagination. The ruin
may also be seen as an image of the romantic work, which regularly takes
the form of fragments of a lost whole. The romantics were fascinated by
the remains of the past, especially from the Middle Ages with its fantasy-
arousing ruins of monasteries and castles, asymmetrical buildings, seem-
ingly vast and full of surprises. The ruin motif can also be packed with
mystery and gruesome types of atmosphere in the horror genre and
Gothic art. ‘Gothic’ takes on a different meaning from the concept as
used in the history of style. The concept now refers to mystical or horrify-
ing pictures and tales in which features of Gothic architecture are used as



innebord dn det stilhistoriska begreppet. Begreppet syftar nu pa mys-
tiska eller skrackfyllda bilder och berittelser dar gotisk arkitektur
anvinds som rekvisita. Horace Walpoles (1717-1797) Borgen i Otranto
(1764) raknas som den forsta gotiska skrackromanen och innehaller
dess klassiska element som slott, spdken och rustningar. Han lit
dven uppfora slottet Strawberry Hill 1 nygotisk stil 1 kontrast till de
radande klassiska idealen.

Ruinen utgdr inte bara en killa till kunskap om éldre tider utan
ocksa ett memento mori riktat till betraktarens tid. Liksom det antika
Grekland och Romarriket {611, kommer ocksa det narvarande att for-
gas och ersittas av nagot annat. Fantasin om undergangen aterkom-
mer 1 den romantiska konsten. Ett exempel dr Thomas Coles (1801~
1848) exposé dver civilisationens utveckling fran det vilda stadiet, via
det arkadiska eller pastorala, till bildandet av imperiet, férédelse och
odelaggelse 1 fem stora malningar i New York Historical Society med
titeln Imperiets gang (1833-1836). Mark vl att det har inte 4r fraga om
skildringar av bibliska undergingsberittelser om syndafloden eller
yttersta domen. Cole ar upptagen av historiens processer.”

For romantikerna ter sig ruinens imperativ inte ldngre lika mora-
liskt som tidigare. Under 1600-talet pAminde ruinen om déden och
alltings forganglighet. I nyklassicismen var den antika ruinen snarare
en erinran om en odiskutabel hogkultur, ett féreddme och en matt-
stock for konsten. Om nyklassicisterna férsokte skapa en ny ordning
baserad pa antikens efterlimnade rester, sa anvinde romantikerna
istéllet ruinen som ett fantasieggande element 1 landskapet.

VAD GOR LANDSKAPSBILDEN?

Utifran exemplen kan vi konstatera att landskapsbilder inte bara
avbildar ett existerande stycke natur. Deras relation till naturen ar
mycket mer aktiv. Under barocken, rokokon, nyklassicismen och
romantiken var landskapet inte en naturalistisk representation av
naturen utan en gestaltning av ett ideal. Ofta utgor landskapsbilden
en sammansattning av element till en ny helhet. Det kan handla om
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stage properties. Horace Walpole’s (1717-97) The Castle of Otranto (1764)
is considered to be the first Gothic horror novel, containing such classical
elements as castles, ghosts, and coats of armour. He also had the castle
Strawberry Hill built in neo-Gothic style in contrast to the prevailing
classical ideals.

The ruin constitutes not only a source of knowledge of bygone times
but also a memento mori intended for the viewer’s time. Just as ancient
Greece and the Roman Empire collapsed, the present will also perish and
be replaced by something else. The fantasy about destruction returns in
romantic art. One example is Thomas Cole’s (1801-48) exposé of civili-
zation’s development from the savage state via the Arcadian or pastoral
to the consummation of empire, decline, and desolation, in five large
paintings in the collection of the New York Historical Society entitled The
Course of Empire (1833-6). Note that this is not a question of portrayals
of Biblical end-of-the-world accounts of the Flood or Doomsday. Cole is
concerned with historical processes.*

For the romantics the ruin’s imperative does not appear any longer to
be as moral as it once was. During the seventeenth century the ruin is a
reminder of death and the transience of everything. In neoclassicism the
ruins of classical antiquity were, rather, the reminder of an indisputable
high culture, a model and yardstick for art. If the neoclassicists tried to
create a new order based on the classical world’s left-over remains, the
romantics used the ruin as a fantasy-inducing element in the landscape
instead.

WHAT DOES THE LANDSCAPE PICTURE DO?

These examples demonstrate that landscape pictures not only depict an
existing slice of nature. Their relation to the countryside is much more
dynamic. In the case of the baroque, rococo, neoclassicism, and romanti-
cism, the landscape was not a naturalistic representation of the country-
side but the creation of an ideal. The landscape picture often constitutes a
combination of elements in a new whole. It may be a question of uniting
sketches to form a new composition, or of allowing ancient ruins to be



att sammanfoga skisser till en ny komposition, eller att lata placera
ut antika ruiner 1 ett nordiskt landskap. Med romantiken blev land-
skapsbilden dn mer fantasifull och dramatiserad. Landskapet fram-
tradde som teater, dar konstnérer utvecklade olika retoriska grepp
for att skapa effekter som fangade in dskddaren: skalférskjutning,
dramatisk belysning, formupplésning med flera. Landskapsbilden
riktar sig till en implicerad betraktare som bjuds in i bildrummet,
exempelvis genom figurer som betraktaren kan identifiera sig med
och vars position han eller hon kan inta. Ofta kan det vara svart att
skilja det beskrivande fran det fantiserade och inte sillan blandas
olika metoder 1 samma bild. Men landskap ar inte bara bilder av
naturen eller produkter av inre forestallningar. De férhaller sig ocksa
till andra bilder, inte minst andra landskapsbilder.

Av det material som studerats hir framgar Claude Lorrains om-
fattande inflytande pa landskapskonsten. Detta inflytande begransas
inte till andra landskapsmalare, som 1 det svenska materialet exem-
pelvis Elias Martin och Carl Johan Fahlcrantz. Claude férdndrade
dven manniskors sitt att betrakta och forhélla sig till landskapet 1
vidare mening. Genom bland annat William Gilpins skrifter, ldrde
sig resendrer att se naturen som en malning, det vill sdga att anlagga
en estetisk blick pa landskapet, kontemplera och beundra vyer som
paminde om landskapsmalningar, dér just Claude utgjorde den fram-
sta forebilden. Det tillverkades till och med tekniska hjalpmedel for
att underlitta denna férvandling.

I det svenska 1700-talet var intresset fér den nordiska naturen
inledningsvis litet. Konstnarer reste till Italien {6r utbildning och hian-
fordes av antikens landskap. I enlighet med klimatlaran forestillde
man sig att stor konst endast kan skapas dar. Det dr framst detta
landskap som skildras i nyklassicismen under den gustavianska eran.
Men successivt blev skildringar av nordisk natur vanligare — dels
genom beskrivande, instrumentella bilder 1 militdra, industriella el-
ler agrara sammanhang, dels som bakgrund till portritt och alltmer
dven som rena landskapsbilder.

Elias Martin var den forste betydande svenske landskapsmalaren.
Han tog intryck av utlindska, inte minst engelska, forebilder. Hans
elev, Carl August Ehrensvird, har i brev och teckningar ironise-
rat 6ver det svenska landskapet som framstar som fult 1 jamforelse

med Italiens skonhet. Carl Johan Fahlcrantz férebild ar Claudes
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placed in a northern landscape. With romanticism the landscape picture
became still more fanciful and dramatized. The landscape appeared as
theatre, where artists developed various rhetorical approaches towards
creating effects that captured the spectator: scale displacement, dramatic
lighting, decomposition, and so on. The landscape picture is directed at
an implicit viewer who is invited to enter into the picture space, for exam-
ple, through figures the viewer can identify with and whose position he
or she can assume. It may often prove difficult to separate the descriptive
from the fantasized and quite often different approaches are combined in
the same picture. But landscapes are not just images of nature or products
of inner representations. They also connect to other pictures, especially
to other landscape pictures.

Claude Lorrain’s extensive influence on landscape art is evident
from the works under study here. This influence is not confined to other
landscape painters, such as, for instance, Elias Martin and Carl Johan
Fahlcrantz among the Swedish. Claude also transformed people’s way of
looking at and relating to the landscape in a wider sense. Through the
writings of William Gilpin and others, travellers learnt to see the natural
environment as a painting, that is to say, to cast an aesthetic eye over the
landscape, contemplate and admire views that reminded them of land-
scape paintings, where it was precisely Claude himself who constituted
the foremost model. Even technical means were produced to facilitate this
transformation.

Early on in eighteenth-century Sweden there was scant interest in the
natural scenery of the Nordic countries. Artists travelled to Italy to extend
their knowledge and were thrilled by the classical landscape. In accor-
dance with the theories of climatology, one imagined that great art could
be created only there. It is this landscape above all that is portrayed in
neoclassicism during the Gustavian era. But depictions of Nordic country
scenes gradually became more frequent—partly in descriptive, instrumen-
tal pictures in military, industrial, or agrarian contexts, partly as the back-
ground to portraits and also more and more as pure landscape pictures.

Elias Martin was the first important Swedish landscape painter. He
was influenced by foreign, particularly English, models. His pupil, Carl
August Ehrensvird, has portrayed the Swedish landscape in letters and
drawings in ironic terms: for him, it appears ugly in comparison with
the beauty of Italy. Carl Johan Fahlcrantz’s model is Claude’s ideal land-
scape, but Fahlcrantz nevertheless depicts Nordic landscapes. Martin,



ideala landskap, men Fahlcrantz skildrar likvél nordiska landskap.
Gemensamt har Martin, Ehrensvird och Fahlcrantz ett nyvaknat
intresse fér den nordiska naturen — om dn med ett kvardréjande
forakt hos Ehrensvird. Italiens landskap utmanas av den nordiska
naturens gran- och tallskogar, forsar och fjill. I Martins, Ehrensvards
och Fahlcrantz intresse fér den svenska naturen kan vi se fréet till
romantikens storslagna skildringar av en vild nordisk natur hos ex-
empelvis Marcus Larson. Upplysningens ambition att kartldgga och
kategorisera star har mot en ny strivan mot inlevelse och en ny fas-
cination for det otyglade. Under stérre delen av 1700-talet var dock
gransen otydlig mellan nyktert beskrivande bilder av instrumentell
karaktdr och inlevelsefulla naturskildringar som férebadar det ro-
mantiska landskapet.

Under 1700-talet skedde en 6kad specialisering, dir landskap suc-
cessivt skildes fran andra motiv. Detta ska, hivdar jag, ses 1 relation
till en framvaxande konstmarknad, nya bildpraktiker och en profes-
sionalisering av konstnérsrollen. Landskapsmaleriets etablering ska
ocksa ses 1 relation till en ny syn pa naturen. Nar allt fler ménniskor
genom industrialism, handel och vixande statsadministration flyt-
tade till stiderna, férlorade de den produktiva relationen till naturen
och boérjade se pa den med andra 6gon. Naturen och landsbygden
blev en tillflyktsort f6r rekreation och kom att representera drémmen
om det naturliga och ursprungliga, som odlades 1 samtidens filosofi
och litteratur av bland andra Rousseau. Borgerskapet borjade som
ett resultat av denna foridndring efterfraga bilder av landsbygden,
ett for dem 1 en mening férlorat, 1 en annan mening nyupptickt,
landskap.

Ett nytt intresse for det vilda och naturliga skapade en efterfragan
pa landskapsmaleri. Men det omvanda ar ocksad sant. Landskaps-
bilderna skapade eller underblaste ett estetiskt forhallningssitt till na-
turen. Detta férkroppsligas 1 den engelska parkens till synes naturliga
utformning skapad med foérebild 1 landskapsmaleriet. Nar naturen
boérjade betraktas som ett foremal f6r kontemplation kunde ocksa en
rad egenskaper, till och med ménskliga kinslor, tillskrivas naturen
och dess nycker. Det vidcktes ett intresse inte bara for det ideala,
pastorala landskapet utan ocksa fér vildmarkens storslagna landskap
med hotfulla naturfenomen som stormar, blixtnedslag och vulkan-
utbrott. Darmed har vi trétt in 1 romantikens forestallningsvarld.
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Ehrensvérd, and Fahlcrantz share a newly aroused interest in Nordic
scenery—even if, in Ehrensvird’s case, with a lingering contempt.

Italy’s landscape finds itself challenged by Nordic nature’s spruce
and pine forests, waterfalls and mountains. In the interest that Martin,
Ehrensvird, and Fahlcrantz show in Swedish nature we can see the
seed of romanticism’s great depictions of the northern wilds in works
by Marcus Larson, for example. The ambition of the Enlightenment to
map and categorize is here replaced by a new effort to achieve emotional
insight and a new fascination with the unbridled. During much of the
eighteenth century, the boundary between soberly descriptive images of
an instrumental character and insightful portrayals of nature that presage
the romantic landscape was, however, blurred.

During the eighteenth century there occurred an increase in special-
ization, where landscapes were gradually being separated from other
motifs. This should, I maintain, be seen in relation to a developing art
market, new picture practitioners and a professionalization of the art-
ist’s role. The establishment of landscape painting should also be seen
in relation to a new view of nature. When, through industrialism, trade
and growing state administration, ever more people were moving into
the towns and cities, they lost the productive relationship they had with
nature and began to see it through different eyes. The world of nature
and the countryside became a place of refuge for recreation and came to
represent the dream of the natural and original that was being cultivated
in the contemporary philosophy and literature of Rousseau and others.
As a result of this shift, the urban middle-class began to want pictures of
the countryside, a landscape which for them was, in one sense, lost, in
another, newly discovered.

A new interest in the wild and natural created a demand for landscape
painting. But the reverse is also true. Landscape pictures created or added
fuel to an aesthetic way of relating to nature. This was embodied in the
shaping of the English park, apparently by natural processes, but created
on the model of landscape painting. When nature began to be seen as an
object of contemplation, a series of attributes, even human feelings, could
also be ascribed to Nature and her whims. This aroused an interest not
only in the ideal, pastoral landscape but also in the magnificent landscape
of the wilderness, with its menacing natural phenomena such as storms,
strokes of lightning, and volcanic eruptions. At this point, we have now
stepped into the conceptional framework of romanticism.



NUTIDA TOLKNINGAR

Framstillningen har sa hdr langt begransats till ett historiskt under-
sokningsmaterial. Som avslutning vill jag analysera nutida konstverk
som forhaller sig till den landskapstradition som hir behandlats:
landskapet som det foérvaltades och utvecklades fran barocken till
romantiken.

En svensk konstnidr som arbetat 1 dialog med det romantiska
landskapet dar Ann Béttcher (f. 1973). I sin konst behandlar hon
landskapets ideologiska laddning, hur naturen anvénts i nationalis-
tiska projekt, som skogarna 1 den tyska romantiken, Yosemites natio-
nalpark 1 den amerikanska romantiken och Alperna 1 Nazityskland.
Med forskjutningar 6ppnar Bottcher f6r nya tolkningar av historiska
landskapsbilder.

I Den svenska serien (ett urval) (2003-2005) har Béttcher sparat gran-
motivets olika framtradanden och skiftande innebérder 1 Sverige fran
Erik Dahlberg (1625-1703) till nutida frimédrken. Verket r en vagg-
installation med konstnirens egna teckningar uppsatta lings en tids-
linje tillsammans med fotostatkopior ur bocker och arkivdokument,
fotografier, vykort, frimdrken och post-it-lappar. Tillsammans bildar
de en karta 6ver konstnirens kultursociologiska utforskningar av
granmotivet, med egna kommentarer till fynden. Hér ingdr mor-
kare upptickter som ett svenskt nationalsocialistiskt vykort fran
1930-talet med tva héga granar och en strdlande svastika. Men
hir finns ocksé material och citat av 1700-talskonstnarer som Carl
August Ehrensvird, Jacob Gillberg, Pehr Hillestrém, Johan Philip
Korn, Jonas Carl Linnerhielm, Elias Martin, Johan Pasch och Jean
Eric Rehn.

"Teckningen Lovrikauddar (2005, Moderna Museet), somingari Den
svenska serien (ett urval), ligger till grund for det textila offentliga konst-
verket Ramverk (de lovrika uddarnas stittepelare) 1 Tandvardshogskolans
aula vid Odontologiska fakulteten 1 Malmé 2008. Vid papperets
kanter och fran alla hall har konstniren med omsorgsfull precision
tecknat granar hamtade fran svenska bilder fran 1600- till 1800-tal av
bland andra Dahlberg, Korn, Martin och Arthur Hazelius. Hogresta

granar samsas med vajande grantoppar och spréda ris. I nederkanten
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PRESENT-DAY INTERPRETATIONS

My presentation has so far been limited to a historical set of examples.
In conclusion I shall analyse present-day art works that connect with the
landscape tradition treated here: the landscape as it was managed and
developed from the baroque to the romantic.

One Swedish artist who has worked in dialogue with the romantic
landscape is Ann Boéttcher (born 1973). In her art she shows how the land-
scape 1s ideologically charged, how nature has been used in nationalistic
projects, such as the forests in German romanticism, Yosemite National
Park in American romanticism and the Alps in Nazi Germany. With her
shifts, Bottcher provides a key to new interpretations of historical land-
scape pictures.

In The Swedish Series (2003-5) Bottcher has tracked the various ap-
pearances and shifting meanings of the spruce motif in Sweden from Erik
Dahlberg (1625-1703) to the present-day postage stamp. The work is a
wall installation with the artist’s own drawings posted along a time-line
together with photocopies of book pages and archive documents, photo-
graphs, picture postcards, letters, and Post-it notes. Together they form a
map of the artist’s cultural-sociological researches into the spruce motif,
with her own commentaries on the finds. Here darker discoveries are
included, such as a Swedish National Socialist picture postcard from the
1930s featuring two tall spruce-trees and a shining swastika. But there are
also material and quotations here of eighteenth-century artists such as
Carl August Ehrensvird, Jacob Gillberg, Pehr Hillestrom, Johan Philip
Korn, Jonas Carl Linnerhielm, Elias Martin, Johan Pasch, and Jean Eric
Rehn.

The drawing Leafy Capes (2005, Moderna Museet) is the basis of the
textile public artwork Framework (Mainstay of the Leafy Capes) in the audito-
rium of the School of Dental Care, the Faculty of Odontology in Malmé,
2008. At the edges of the paper and from every direction the artist has
drawn, with great precision, spruce trees taken from Swedish pictures from
the seventeenth to the nineteenth century by artists including Dahlberg,
Korn, Martin, and Arthur Hazelius. Tall spruces share the space with the
swaying tops of spruces and brittle twigs. In the lower corner there are a
number of spiky stumps. The picture’s cultural-sociological pattern-card



finns nagra taggiga stubbar. Bildens kultursociologiska provkarta
6ver granens plats 1 svensk kultur bildar samtidigt en finstaimd vy,
paminnande om den man ser om man ligger pa marken och tittar upp
mot himlen med granar omkring sig.

Vurmen f6r den storslagna naturen 1 det romantiska landskaps-
maleriet har hos Boéttcher en moérkare skugga. Hon avticker hur
granen anvints som symbol av olika ideologier, fran 1800-talets na-
tionalister till 1930-talets nazister. Bottchers konst kan ytligt uppfat-
tas som ett misstankliggérande av det romantiska landskapet for dess
kopplingar till nationalism och nazism. Samtidigt finns det en stor
omsorg, inte minst 1 hennes teckningar. Genom sin tyska bakgrund
och uppvixten 1 Smaland, har konstniren en néra relation till denna
natur och bilderna av den. Hennes konst kan dérfér ses som en un-
dersokning av forhéllandet mellan bild, natur och ideologi, dar hon
sjalv ar djupt involverad 1 motivet.

Den svenske konstniaren Matts Leiderstam (f. 1956) harisin konst
bearbetat landskapstraditionen fran Claude Lorrain och Nicolas
Poussin. Hans arbete kan beskrivas som en kritisk undersékning
av landskapet och hur det hanterats av museer och konsthistoriker.
I sin kritiska omlédsning av landskapshistorien, uppmarksammar
Leiderstam dolda betydelselager, inte minst knutna till homoerotik.
Det ideala landskapet hos Claude och Poussin kopplas samman med
nutida cruisningkultur, den subkultur bland homosexuella mén dar
de traffas och raggar 1 stidernas parker, parker som ar skapade med
forebild 1 landskapsmaleriet.** Leiderstam ar intresserad av seendet
och visuella teknologier som Claudeglaset, kikare och andra instru-
ment som ramar in och styr blicken. Han har ocksa arbetat med f6r-
flyttningar, dar exempelvis kopior av historiska landskapsmalningar
"aterbordas” till parker som utgdr samlingspunkter i cruisingkulturen
och ldmnas dar for den som hittar malningen. Det dr kontextbyten
som ger en ny tolkningsram at bilderna.

I Goteborgs konstmuseum finns fotosviten The Eruption of Vesuvius  Fic. 131

(2000), bestaende av tre fotografier 1 vilka en malning av den franske
konstndren Pierre-Jacques-Antoine Volaire (1729-1799) figurerar.
Malningen, som har titeln Vesuvius utbrott och malades 1771, finns idag
1 Art Institute of Chicago. I denna avbildas adelsmén som klattrat
upp pa klipporna for att beskada vulkanens maktiga utbrott, dér den
sprutar glédande lava mot himlen 1 manskenet med Neapelbukten 1
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of the spruce’s place in Swedish culture simultaneously forms a finely-
tuned view, similar to the view one may have when lying on one’s back
on the ground and staring up at the sky with spruces all around.

The passion for magnificent scenary in romantic landscape painting
has a dark side in the case of Bottcher. She reveals how the spruce has
been used as a symbol by various ideologies, from the nineteenth cen-
tury’s nationalists to the nineteen-thirties’ Nazis. Bottcher’s art may be
superficially understood as casting suspicion on the romantic landscape
for its connections to nationalism and Nazism. At the same time there is
great care shown, not least in her drawings. Through her German back-
ground and upbringing in Smaland, the artist has a close relationship
with this scenery and the pictures of it. Her art can therefore be seen as
an investigation of the relationship between picture, nature, and ideology,
where she herself is deeply involved in the motif.

The Swedish artist Matts Leiderstamm (born 1956) has, in his work,
pursued the landscape tradition begun by Claude Lorrain and Nicolas
Poussin. His work can be described as a critical investigation of the land-
scape and how it has been treated by museums and art historians. In his
critical re-reading of the history of the landscape Leiderstam perceives
hidden layers of meaning, particularly ones connected to homo-eroticism.
The ideal landscape for Claude and Poussin are bound up with present-
day cruising culture, the subculture among homosexual men where they
meet and pick up casual partners in urban parks, parks modelled on
those in landscape painting.>* Leiderstam is interested in the way we see
and visual technologies such as the Claude glass, telescope and other
mstruments that frame and control what we see. He has also worked
with transplantations, where, for example, copies of historical landscape
paintings are moved out into parks to mark meeting places in the cruising
culture. It is the change of context that provides the pictures with a new
frame of interpretation.

In Gothenburg Museum of Art there is a photo suite entitled The
Eruption of Vesuvius (2000), consisting of three photographs in which a
painting by the French artist Pierre-Jacques-Antoine Volaire (1729-99)
figures. The painting, under the same title, executed in 1771, hangs today
in the Art Institute of Chicago. Noblemen are portrayed in this climb-
ing up the cliffs to watch the volcano’s powerful eruption, where it is
shooting out glowing lava into the moonlit sky with the Bay of Naples
in the background. The motif is typical of pre-romanticism’s attraction



bakgrunden. Motivet dr typiskt f6r férromantikens dragning till det
dramatiska och kan beskrivas som ett typexempel pa det sublima,
men hér finns ocksd drag av det ideala landskapets uppdelning av
férgrund, mellangrund och bakgrund. Leiderstams fotografier visar
malningen 1 tre olika sammanhang. Den forsta bilden &r ett svartvitt
fotografi fran de tidigare dgarnas hem i1 G6teborg, taget under krigs-
aren pa 1940-talet, dar malningen hénger pa viaggen med den deko-
rerade julgranen intill.> I den andra bilden har Leiderstams malade
kopia fotograferats vid Vesuvius brant.”® Det sista fotografiet visar
originalmalningens nuvarande hingning pa Art Institute of Chicago.

Forutom att utgora en undersékning av ett konstverks forflytt-
ningar och kontextens betydelse fér hur vi tolkar malningen, rik-
tar Leiderstam uppmédrksamheten mot andra betydelseskikt &n de
som tidigare lyfts fram. Vid sidan av det romantiska temat kring
kontemplation och det sublima, kan man ldsa in en homoerotisk
understrom, sarskilt om verket ses 1 ljuset av Leiderstams konstnér-
skap 1 stort. Malningen skildrar en homosocial situation med mén
som tillsammans betraktar en fallisk symbol: den lavasprutande
vulkanen. Genom subtila férskjutningar antyder Leiderstam nirva-
ron av en annan blick 1 konsthistorien, en blick som fértrangts men
som finns diar om man letar efter den. Vidare pekar Leiderstams
kopia mot 1700-talets avsaknad av en modern forestallning om ori-
ginalitet som garant for kvalitet. Leiderstam gor det som konstnarer
under 1700-talet dgnade sig it, att kopiera andra konstnérers verk.
Denna praktik har visserligen fortsatt in 1 vara dagar, men kom att
nedviarderas under 1800-talet.

Det ér inte bara 1 mdlningar, teckningar och fotografier som
1700-talets pittoreska och romantiska landskap turneras. Hos den
svenska konsthantverkaren Frida Fjellman (f. 1971) tar vulkaner,
som hamtade fran en romantisk landskapsmalning, plats i tre dimen-
sioner 1 rummet. I Volcanoes (2006) har Fjellman skapat rok- respek-
tive en lavasprutande vulkaner 1 keramik och glas, dér den stelnade
lavans gra, matta yta kontrasteras mot den flytande lavans fargrika
glans. Det naturens destruktiva skadespel som fascinerade roman-
tikerna, har hir tdmjts till ndgot mer dekorativt men inte mindre
storslaget och visuellt utmanande. I ett ovantat méte mellan det
romantiska landskapsmaleriet, forknippat med den (manlige) konst-
nédrens genialitet, och konsthantverket, férknippat med hemmet,
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to the dramatic and may be described as a typical example of the sub-
lime, but there are also features of the division of the ideal landscape into
foreground, middle ground, and background. Leiderstam’s photographs
show the painting in three different contexts. The first picture is a black-
and-white photograph from the former owners’ home in Gothenburg,
taken during the war years in the 1940s, where the painting hangs on the
wall with the decorated Christmas tree next door.”® In the second picture
Leiderstam’s painted copy has been photographed by the steep side of
Vesuvius.>® The last photograph shows the original paintings’s present
hanging in the Art Institute of Chicago.

Besides carrying out an investigation of the movements of an artwork
and the significance of the context, Leiderstam directs attention to other
layers of significance than those that were highlighted earlier. Alongside
the romantic theme of contemplation and the sublime, a homoerotic
undercurrent can also be detected. The painting portrays a homo-social
situation with men watching a phallic symbol together: the lava-spewing
volcano. The interpretation is not made obvious. Instead, Leiderstam
hints, through subtle shifts, the presence of a different way of perceiving
in art history, a way that has been repressed but is there if you search for
it. Further, Leiderstam’s copy points towards the eighteenth century’s
lack of a modern representation of originality as a guarantee of qual-
ity. Leiderstam does what artists during the eighteenth century devoted
themselves to: to copying other artists” work. This practice has certainly
continued into our own times but came to be disparaged during the nine-
teenth century.

It is not only in paintings, drawings, and photographs that eighteenth
century picturesque and romantic landscapes are toured around. Swedish
craftswoman Frida Fjellman (born 1971) takes volcanoes from a roman-
tic landscape painting and turns them into three dimensional objects in
space. In Jolcanoes (2006) Fjellman has created smoke and lava-spewing
volcanoes in ceramic and glass, where the dull grey surface of the solidified
lava is contrasted with the colourful sheen of the flowing lava. Nature’s
destructive drama that fascinated the romantics has been tamed here to
something more decorative but no less grand and visually challenging. In
an unexpected meeting between the romantic landscape painting, associ-
ated with the (male) artist’s genius, and artistic craftwork, associated with
the domestic sphere, interesting shifts occur that make us consider both
these traditions in a new light.



uppstdr intressanta forskjutningar som far oss att se pa bada dessa
traditioner pa ett nytt sitt.

I métet mellan nutida konstverk och 1700-talets landskapsbilder
understryks landskapsbildens 6vergang fran antika forebilder till an-
dra teman som den nordiska naturen och en mer kdnslosam och dra-
matisk tolkning av landskapet, ett intresse for naturens krafter som
hotar ménniskan. Béttcher, Leiderstam och Fjellman antyder genom
sin konst det som utgoér hypotesen 1 denna text, att det romantiska
landskapet inte bara avbildar naturen utan ocksa skapar var bild av
den och ddrmed vart sitt att férhalla oss till naturen. For ménniskan
finns ingen ren natur bortom bilderna av den.
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In the encounter between present-day works of art and eighteenth-
century landscape pictures, I have highlighted the transition of the land-
scape picture from classical models to other themes such as Nordic nature
and a more emotional and dramatic interpretation of the landscape, an
interest in the forces of nature that threaten humankind. Through their
art Bottcher, Leiderstam, and hint at what constitutes the hypothesis in
this text, that the romantic landscape not only models nature but also
creates our picture of it and, in so doing, our way of relating to nature.
For us human beings there is no pure nature apart from our images of it.

TRANSLATED FROM SWEDISH
BY MARTIN AND ANNA-LISA MURRELL
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Eklund utférd av bada. Hans Eklund, dugustin Ehrensvird. Malaren, upplysningsmannen, ménnisko-
vénnen, byggaren, sjoy och flaggmannen, Nationalmuseum, Stockholm 1997, s. 68-73.
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Kuojérvi-Nérhi, Konstmuseet Sinebrychoff, Finlands Nationalgalleri, Helsingfors 2014a, s. 111.
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Kring nagra svenska 1700-talskonstndirer, Trellis forlag, Solna 2009, s. 24-36.

Forteckningen finns i Konstakademiens arkiv, Stockholm. Publicerad i: Gerda Cederblom, Pehr
Hillestrom som kulturskildrare, vol. 1, Uppsala 1927; se dven: Ahlund 2014b, s. 21-22.

Se: Pontus Grate, "Bildkonsten”, Signums svenska konsthistoria. Den gustavianska konsten, Bokforlaget
Signum, Lund 1998, s. 273.
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NOTES

William Gilpin, Observations on the River Wye, and Several Farts of South Wales, etc. Relative Chiefly
to Picturesque Beauty; Made in the Summer of the Year 1770 (1782), second edition, R. Blamire, in
the Strand, London 1789, pp. 30-1.

Carl August Ehrensvird, Resa till Italien, 1780, 1781, 1782, Stockholm 1786, quoted in: Ulf
Cederldf, ‘Ehrensvird—tecknaren’, Carl August Ehrensvéird: Tecknaren och arkitekien, ed. UL
Cederlof, Nationalmuseum, Stockholm 1997, p. 92.
J-L. Austin, How to Do Things with Words, Oxford University Press, Oxford 1962.
Margaretha Rossholm Lagerlof, Inlevelse och vetenskap: Om tolkning av bildkonst, Atlantis,
Stockholm, 2007, pp. 19-20. In formulating her interpretive approach, Rossholm
Lagerlof takes as her base-point the German art historian Wolfgang Kemp’s theories.
Wolfgang Kemp, Der Betrachter ist im Bild: Kunstwissenschaft und Rexeptionsisthetik, Reiner,
Berlin 1992.

Rossholm Lagerl6f 2007, pp. 11-24.

Margaretha Rossholm Lagerlof, Ideal Landscape: Anmibale Carracci, Nicolas Poussin and Claude
Lorrain, Yale University Press, New Haven and London 1990, pp. 1-4.

Rossholm Lagerlof 1990, pp. 7-11.

Landscape painting was often based on studies of nature. For a summary of the history of
the study of oil-painting, see: Torsten Gunnarsson, Frilufismdleri fore frilufismaleriet: Oljestudien
i nordiskt landskapsmaleri 1800-1850, diss. Uppsala University 1989, Almqvist & Wiksell,
Stockholm 1989, pp. 21-42.

For a study of the influence of the English park on Swedish landscape gardening, see:
Magnus Olausson, Den engelska parken i Sverige under gustaviansk tid, diss. Uppsala University
1993, Piper Press, Stockholm 1993.

For an analysis of the three types of artistry, see: Rossholm Lagerl6f 1990.

Gilpin 1789, pp. 1-2.

Gilpin 1789, pp. 31-2 and 34.

Cf: Marta Edling, Om mdleriet i den klassicistiska konstteorin: Praktikens teoretiska position under
sjuttonhundratalets andra hélff, diss. Stockholm University 1999, Stockholm 1999.

The Swedish artists’ study trips to Italy in particular are described by Anna Greta Wahlberg.
Anna Greta Wahlberg, ‘Studieresorna’, Signums svenska konsthistoria: Den gustavianska konsten,
Bokforlaget Signum, Lund 1998a.

Longinos, Longinus On the Sublime: the Greek Text Edited after the Paris Manuscript with Introduction,
translation and appendices by W.Rhys Roberts (Peri hypsous), trans. W.Rhys Roberts, Cambridge
University Press, Cambridge 1907.

Edmund Burke, 4 Philosophical Inquiry into the Origin of Our Ideas of the Sublime and Beautiful ,
London (1757) 1801.

Immanuel Kant, T%e Critique of Judgement (Critik der Urtheilskraft 1790), transl. James Creed
Meredith, Clarendon Press, Oxford (1952) 1980.

Anna Greta Wahlberg, Jean Eric Rehn, Bokforlaget Signum, Lund 1998b, p. 178.

There are a number of pictures of Sveaborg in Gothenburg Museum of Art. Three of
the museum’s paintings attributed to Elias Martin have been attributed, instead, by Hans
Eklund to Augustin Ehrensvird: Sveaborg: Galley Dock under Construction: View from the West
(GKM 0858), Sveaborg: Vargin with Shipyard Area (GKM 0859) and Sveaborg: Galley Dock
under Construction. On the other hand, according to Eklund, View from the South (GKM 0856)
was executed by both of them. Hans Eklund, dugustin Ehrensvéird: Malaren, upplysningsman-
nen, mdnniskovdnnen, byggaren, sjo en och flagg n, Nationalmuseum, Stockholm 1997,
pp. 68-73.
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Paul Oskar Kristeller, Konstarternas moderna system. En studie i estetikens historia, Gvers. Eva-Lotta Holm,
Skriftserien Kairos, Kungl. Konsthégskolan, Stockholm 1996.

Mikael Ahlund, Landskapets roster. Studier i Elias Martins bildvérld, diss. Uppsala universitet 2011,
Atlantis, Stockholm 2011, s. 367.

Ahlund 2011, s. 214 och 234.

Ahlund 2011, s. 235.

Sparberoende (“path dependency”) dr en term som anvénts fOr att beskriva hur nya foreteelser
eller férhallanden till en bérjan fogas in i etablerade monster. Vad som i ett skede 4r framgéngsrikt

kan i ett senare skede visa sig hindra utvecklingen. Jeff Werner har tidigare anvént begreppet i
en konstvetenskaplig kontext. Jeff Werner, Medelviigens estetik. Sverigebilder i USA del 1, Gidlunds,
Hedemora/Moklinta 2008, s. 34, 158-159, 167, 386 samt del 2 s. 97, 112, 167-169, 195, 237,
312-314.

Andra svenska landskapsmalare under 1700-talet dr Carl Peter Hillestrom (1760-1812), son till
Pehr Hillestr6m, Anders Fredrik Skjoldebrand (1757-1834), Jonas Carl Linnerhielm (1745-1792),

Johan Petter Cumelin (1764-1820), Martin Rudolf Heland (1765-1812) och Per Nordquist
(1771-1085).

Ahlund 2011, s. 77.

Ahlund 2011, s. 11 och 14.

Ahlund 2011, s. 85. Se dven: Grate 1998, s. 246-258.

Johann Joachim Winckelmann, Tankar om imitationen av de grekiska verken inom méleriet och skulpturen
(Gedanken iiber die Nachahmung der griechischen Werke in der Malerei und Bildhauerkunst 1764) 6vers. Sven-
Olov Wallenstein, Daidalos, Géteborg 2007.

Wahlberg 1998b, s. 162.

29 foliovolymer med omkring tvé tusen blad gavs ut i Paris 1835-1837, och det 4r troligen dessa
som finns i G6teborgs konstmuseums samling.

Bjorn Fredlund, » Aldre utliindsk konst”, Samlingen. Goteborgs konstmuseum, red. Kristoffer Arvidsson,
Per Dahlstrom och Anna Hyltze, G6teborgs konstmuseum, Géteborg 2014, s. 40.

Cederlof 1997, s. 142.
Carl August Ehrensvird citerad i: Sten Ake Nilsson, 1700-talets ansikte. Carl August Ehrensviird,

Norstedts, Stockholm 1996, s. 79.

Ragnar Josephson, Carl August Ehrensvird, Norstedts, Stockholm 1963 s. 122-123.

Sten-Ake Nilsson, "Ehrensvird - arkitekten”, Car/ August Ehrensvird. Tecknaren och arkitekien,

Nationalmuseum, Stockholm 1997, s. 231-275. Aven om det var den grekiska och romerska anti-
ken Ehrensvird holl hogst, har han i négra skisser till aldrig utf6rd tillfallig arkitektur till drottning
Lovisa Ulrikas begravning infogat egyptiska pyramider. Ibid., s. 242-245.

Nilsson 1997, s. 263.

Sten-Ake Nilsson anger en annan titel for laveringen: Dorisk ruin insatt i ett mellansvenskt landskap.

Nilsson 1997, s. 262.

Nilsson 1997, s. 263-265.

Nils-Olof Olsson, Skdne genom konstnéirens iga, Fargtrappan AAA, Malmé 1999, s. 70.

Se: Carl August Ehrensvéird. Tecknaren och arkitekten, red. UIf Cederldf, Nationalmuseum, Stockholm
1997, s. 145-148; Olsson 1999, s. 70-71.

I nuvarande Sudan finns nubiska pyramider i Napata och Meroé fran omkring 1 000 £Kr. till
omkring 300 e.Kr. som dven dessa har en brantare stigning 4n Gizapyramiderna.

Anna Greta Wahlberg, "Pa resa soderut”, Signums svenska konsthistoria. Frihetstidens konst, Bokf6rlaget
Signum, Lund 1997, s. 157. Se dven: Grate 1998, s. 224.

I vaggmalningar av Johan Pasch pé Kina slott pd Drottningholm i Stockholm bér “kinesiska”
figurer parasoll. Jir: Ritwa Herjulfsdotters text i detta nummer av Skiascope.

Rossholm Lagerlof 1990, s. 10-11; se dven: Erwin Panofsky, ”Et in Arcadia Ego’: Poussin and
the Elegiac Tradition” (1936) och Louis Marin, "Toward a Theory of Reading in the Visual Arts:
Poussin’s "The Arcadian Shepards’™ (1980), bada i The Art of Art History. A Critical Anthology, red.
Donald Preziosi, Oxford University Press, Oxford och New York 1998.

Rossholm Lagerlsf 1990, s. 159.

Gunnar Berefelt, Svensk landskapskonst. Frén rendissans till romantik, Sveriges Allmanna konstférening
och P.A. Norstedt & Soner, Stockholm 1965, s. 137.
Carl Johan Fahlcrantz citerad i: Svenskt konstndirslexikon. Tiotusen svenska konstnéirers liv och verk. II

Dahlbeck—Hagstrom, red. Gosta Lilja et al., Alhelms forlag, Malmé 1953, s. 178.
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Mikael Ahlund, ‘Katalog’, Fehr Hillestrom.: 1700-talet ¢ blickpunkien, eds. Kirsi Eskelinen and
Reetta Kuojarvi-Narhi, Konstmuseet Sinebrychoff, Finlands Nationalgalleri, Helsingfors
2014a, p. 111.

Mikael Ahlund, ‘Att se vardagen: 1700-talet genom Pehr Hillestroms 6gon’, Pehr Hillestrom.:
1700-talet © blickpunkten, eds. Kirsi Eskelinen and Reetta Kuojarvi-Narhi, Konstmuseet
Sinebrychoff, Finlands Nationalgalleri, Helsingfors 2014b, pp. 28-33; see also: Torsten
Westlund, Avspeglingar: Kring nagra svenska 1700-talskonstnéirer, Trellis forlag, Solna 2009, pp.
24-36.

The catalogue can be found in the archive of the The Royal Swedish Academy of Arts,
Stockholm. Published in: Gerda Cederblom, P Hillestrim som kulturskildrare, vol. 1,
Uppsala 1927; see also: Ahlund 2014b, pp. 21-2.

See: Pontus Grate, ‘Bildkonsten’, Signums svenska konsthistoria: Den gustavianska konsten,
Bokforlaget Signum, Lund 1998, p. 273.

Paul Oskar Kristeller, Konstarternas moderna system: En studie i estetikens historia, trans. Eva-Lotta
Holm, Skriftserien Kairos, Kungl. Konsthégskolan, Stockholm 1996.

Mikael Ahlund, Landskapets roster: Studier i Elias Martins bildvérid, diss. Uppsala University
2011, Adantis, Stockholm 2011, p. 367.

Ahlund 2011, p. 214 and 234.

Ahlund 2011, p. 235.

‘Path dependency’ is a term that has been used to describe how, to begin with, new phe-
nomena or circumstances are fitted into an established pattern. What at one stage is suc-
cessful may at a later stage prove to hinder development. Jeff Werner has previously used
the concept in an art history context. Jeff Werner, Medelviigens estetik: Sverigebilder t USA del 1,
Gidlunds, Hedemora/Moklinta 2008, pp. 34, 158-9, 167, 386, and del 2, pp. 97, 112, 167-9,
195, 237, 312-14.

Other Swedish landscape painters of the eighteenth century include Carl Peter Hillestr6m
(1760-1812), son of Pehr Hillestrom, Anders Fredrik Skjoldebrand (1757-1834), Jonas
Carl Linnerhielm (1745-1792), Johan Petter Gumelin (1764-1820), Martin Rudolf Heland
(1765-1812), and Per Nordquist (1771-1085).

Ahlund 2011, p. 77.

Ahlund 2011, pp. 11 and 14.

Ahlund 2011, p. 85. See also: Grate, pp. 246-58.

Johann Joachim Winckelmann, Tankar om imitationen av de grekiska verken inom méleriet och
skulpturen (Gedanken iber die Nachahmung der griechischen Werke in der Malerei und Bildhauerkunst
1764), trans. Sven-Olov Wallenstein, Daidalos, Gothenburg 2007.

Wahlberg 1998b, p. 162.

29 folio volumes comprising around two thousand leaves were published in Paris in 1835-
7, and it is probably these that are in the Gothenburg Museum of Art collection.

Bjorn Fredlund, ‘European Art1400-1800, The Collection: Gothenburg Museum of Art, eds.
Kristoffer Arvidsson, Per Dahlstrém, and Anna Hyltze, Gothenburg Museum of Art,
Gothenburg 2014, p. 40.

Cederlof 1997, p. 142.

Carl August Ehrensvird quoted in: Sten Ake Nilsson, 1700-talets ansikte: Carl August
Ehrensvéird, Norstedts, Stockholm 1963, p. 79.

Ragnar Josephson, Carl August Ehrensvird, Norstedts, Stockholm 1963, pp. 122-3.
Sten-Ake Nilsson, ‘Ehrensvird—arkitekten, Carl August Ehrensviird: Tecknaren och arkitekten,
Nationalmuseum, Stockholm 1997, pp. 231-75. Even if it was the classical Greek and
Roman he held in highest esteem, in some sketches Ehrensvird included Egyptian pyra-
mids as temporary architecture for Queen Lovisa Ulrika’s funeral, but never constructed.
Ibid., pp. 242-5.

Nilsson 1997, p. 263.
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Verket var inspirerat av Lord Byrons dikt Childe Harold’s Pilgrimage (1812-1818).

Leiderstam refererar till en guidebok som riktar sig till homosexuella mén: Spartacus International
Gay Guide, som givits ut drligen sedan 1970.

Volaires Vesuvius utrbott séldes pa 1930-talet av Gunnar Tradgardh till dr Sven Langert i G6teborg.
Familjen Langert 4gde malningen fram till 1971, d Langerts hustru, Majken Langert salde den i
London. Mélningen séldes vidare till Art Institute 1 Chicago 1978, dér den finns idag. Fotografiet
dr taget 1 Langerts hem under 1940-talet. Se proveniens pa Art Institute of Chicagos webbplats:
http://www.artic.edu/aic/collections/artwork/57996?search_no=1&index=0, hamtad 2015-12-14.
Den malade kopian finns idag i Magasin III, Stockholm.
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Sten-Ake Nilsson mentions a different title for the wash drawing: Doric Ruin Set in a Landscape
in Central Sweden. Nilsson 1997, p. 262.

Nilsson 1997, pp. 263-5.

Nils-Olof Olsson, Skdne genom konstnéirens iga, Fargtrappan AAA, Malmé 1999, p. 70.

See: Carl August Ehrensviird: Tecknaren och arkitekten, ed. Ulf Cederlof, Nationalmuseum,
Stockholm 1997, pp. 145-8; Olsson 1999, pp. 70-1.

In present-day Sudan there are Nubian pyramids in Napata and Meroé from circa 1000 BC
to circa AD 300, these also having a steeper incline than the Giza pyramids.

Anna Greta Wahlberg, ‘Pa resa soderut’, Signums svenska konsthistoria: Frihetstidens konst,
Bokforlaget Signum, Lund 1997, p. 157. See also: Grate 1998, p. 224.

‘Chinese’ figures carry parasols in murals by Johan Pasch in the Chinese Pavilion at
Drottningholm in Stockholm. Cf: Ritwa Herjulfsdotter’s text in this issue of Skuscope.
Rossholm Lagerl6f 1990, pp. 10-11; see also: Erwin Panofsky, “Etin Arcadia Ego”: Poussin
and the Elegiac Tradition’ (1936) and Louis Marin, “Toward a Theory of Reading in the
Visual Arts: Poussin’s “The Arcadian Shepards™ (1980), both in The Art of Art History: A
Critical Anthology, ed. Donald Preziosi, Oxford University Press, Oxford and New York 1998.
Rossholm Lagerlof 1990, p. 159.

Gunnar Berefelt, Svensk landskapskonst: Fran rendissans till romantik, Sveriges Allménna konst-
forening and P.A. Norstedt & Séner, Stockholm 1965, p. 137.

Carl Johan Fahlcrantz quoted in: Svenskt konstnéirslexikon: Tiotusen svenska konsindirers liv och
verk: II Dahlbeck—Hagstrom, eds. Gosta Lilja et al., Alhelms férlag, Malmé 1953, p. 178.
The work was inspired by Lord Byron’s poem Childe Harold’s Pilgrimage (1812-18).
Leiderstam refers to a guidebook aimed at homosexual men: Spartacus International Gay
Guide, which has been published annually since 1970.

Volaire’s The Eruption of Vesuvius was sold in the 1930s by Gunnar Tradgérdh to Dr. Sven
Langert in Gothenburg. The Langert family owned the painting until 1971, when Langert’s
wife, Majken Langert sold it in London. The painting was sold to the Art Institute of
Chicago in 1978, where it remains today. The photograph was taken in Langert’s home
during the 1940s. See the provenance of the Art Institute of Chicago’s website: http://www.
artic.edu/aic/collections/artwork/57996 ?search_no=1&index=0, accessed 2015-12-14.

The painted copy is today in Magasin III, Stockholm.



TIDIGARE NUMMER AV
GOTEBORGS KONSTMUSEUMS SKRIFTSERIE SKIASCOPE:

PREVIOUS ISSUES OF
GOTHENBURG MUSEUM OF ART PUBLICASTION SERIES SKIASCOPE:

SKIASCOPE 1
Hiingda och utstéllda — om hingningarnas och utstéllvingarnas historia pé Goteborgs
konstmuseum | Permanent Hangings — Temporary Exhibitions: On the History of Collection Display
and Exhibitions at Goteborg Museum of Art, red./eds. Kristoffer Arvidsson & Jeff Werner,
Goteborgs konstmuseum/Gothenburg Museum of Art, Goteborg/Gothenburg
2009, 384 sidor/pages, ISBN 91-87968-64-9.
[ ]

SKIASCOPE 2
Upp med rullgardinerna! Konsten i Goteborg under 1960- och 1970-talet! Open the Shades!
Art in Gothenburg During the 1960s and 1970s, red./eds. Kristoffer Arvidsson &
Jeff Werner, Goteborgs konstmuseum/Gothenburg Museum of Art, Géteborg/
Gothenburg 2009, 382 sidor/pages, ISBN 91-87968-65-7.
°

SKIASCOPE 3
Omskakad spelplan. Konsten © Goteborg under 1980- och 1990-talet/ A Disarranged Playing
Board: Art in Gothenburg During the 1980s and 1990s, red./eds. Kristoffer Arvidsson
& Jeff Werner, Goteborgs konstmuseum/Gothenburg Museum of Art, Géteborg/
Gothenburg 2010, 310 sidor/pages, ISBN 91-87968-70-3.
°

SKIASCOPE 4
Konstpedagogik | Art Education, red./eds. Kristoffer Arvidsson & Jeff Werner, Goteborgs
konstmuseum/Gothenburg Museum of Art, Géteborg/ Gothenburg 2011, 287
sidor/pages, ISBN 91-87968-73-8.
°

SKIASCOPE 5
Fadda och forsmadda. Samlingarnas historia vid Goteborgs konstmuseum/Recetved and Rejected:
The History of the Collections at the Gothenburg Museum of Art, red./eds. Kristoffer
Arvidsson & Jeff Werner, Géteborgs konstmuseum/Gothenburg Museum of Art,
Goteborg/ Gothenburg 2012, 583 sidor/pages, ISBN 978-91-87968-79-2.
[ ]

SKIASCOPE 6
Blond och blaogd. Vithet, svenskhet och visuell kultur/Blond and Blue-eyed: Whiteness,
Swedishness, and Visual Culture, red./eds. Kristoffer Arvidsson & Jeft Werner,
Goteborgs konstmuseum/Gothenburg Museum of Art, Géteborg/ Gothenburg
2014, 393 sidor/pages, ISBN 978-91-87968-87-7.
[ J

SKIASCOPE 7
Konstmusetarkitektur / Art Museum Architecture, red./ed. Kristoffer Arvidsson, Goteborgs
konstmuseum/Gothenburg Museum of Art, Géteborg/Gothenburg 2015,
392 sidor/pages, ISBN 978-91-87968-92-1.



FIG. 54 FIG.56
.-/ F
F 4
s {
-
Adolf Ulrik Wertmdiller, svensk 1751-1811, Gustaf Mauritz  Adolf Ulrik Wertmiiller, Swedish 1751-1811, Gustaf
Armfelt, 1751-1814, friherre, hovman, general, i skytisk Mauritz Armfelt, 1751-1814, Baron, Courtier, General,
Jonas Akerstrém, svensk 1759-1795, Elymas slagen med  Jonas Akerstrém, Swedish 1759-1795, Elymas Struck d’: akt, 178?- olj , a duk, 73 x 58,5 cm, omférd 195:‘ in Scythian Costume, 1785, f’"_O" canvas., 73x585
blindhet, laverad pennteckning i brunt, 18,8 x 31,9 cm, Blind slagen, washed pen-and-ink drawing in brown, 18.8 fran Malerisamli , NM 1037 (Gustav llI:s samling), cm, transferred from the Painting collection 1951, NM
Géteborgs konstmuseum, inképt 1913, T 50/1913. x 31.9 cm, Gothenburg Museum of Art, purchased 1913, Nationalmuseum, Stockholm, NMGrh 2350, 1037 (collection of King Gustav Ill), Nationalmuseum,
T50/1913. i photo: Nationalmuseum. Stockholm, NMGrh 2350, photo: Nationalmuseum.
r
FIG. 55 FIG. 57
-
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Elias Martin, svensk 1739-1818, Kustlandskap, ca 1775, Elias Martin, Swedish 1739-1818, Coast Landscape, Vinjettbild ur De La Fortelle, Riddarinnan d’Eons Frontispiece to De La Fortelle, Riddarinnan d’Eons
olja pa duk, 91,5 x 137,5 cm, gava av Werner Lundqvist ¢.1775, oil on canvas, 91.5 x 137.5 cm, gift of Werner militariska, politiska och enskilta lefverne, Joh. Chr. militariska, politiska och enskilta lefverne, Joh. Chr.
1919, Géteborgs konstmuseum, WL 31. Lundqvist 1919, Gothenburg Museum of Art, WL 31. Holmberg & L.W., Stockholm 1781, Holmberg & L.W., Stockholm 1781,

foto: Kungliga biblioteket, Stockholm. photo: the Royal Library, Stockholm.
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Vinjettbild till Carl Gyllenborg, Swenska sprétthGken,
comédie, Stockholm, 1740,
foto: Kungliga biblioteket, Stockholm.

Frontispiece to Carl Gyllenborg, Swenska sprétthéken,
comédie, Stockholm, 1740,
photo: the Royal Library, Stockholm.

FIG. 60

David Klécker Ehrenstrahl, tysk-svensk 1628-1698, David Klécker Ehrenstrahl, German-Swedish 1628-98,

Oké&nd dam portrétterad som Diana 1653, olja pa duk, Unknown Lady Portrayed as Diana 1653, oil on canvas,
112 x 87,5 cm, Goteborgs konstmuseum, inkopt 1925, 112 x 875 cm, Gothenburg Museum of Art, purchased
GKM 0804. 1925, GKM 0804.

FIG. 59

David Klécker Ehrenstrahl (hans ateljé), svensk 1628-
1698, Hedvig Sofia, 1681-1708, prinsessa av Sverige,
hertiginna av Holstein-Gottorp, olja pa duk, 120 x 146 cm,
Nationalmuseum, Stockholm, inképt 1962, NMGrh 2906,
foto: Nationalmuseum.

David Klécker Ehrenstrahl (his studio), svensk 1628-98,
Hedvig Sofia, 1681-1708, Princess of Sweden, Duchess
of Holstein-Gottorp, oil on canvas, 120 x 146 cm,
Nationalmuseum, Stockholm, purchased 1962, NMGrh
2906, photo: Nationalmuseum.

FIG. 61

David Klécker Ehrenstrahl, tysk-svensk 1628-1698, Kar/ David Klocker Ehrenstrahl, German-Swedish 1628-98,
Xl, 1655-1697, kung av Sverige, som Apollo Pythias, olja Charles XI, 1655-97, King of Sweden, as Apollo Pythias, oil
pa duk, 107 x 84,5 cm, Nationalmuseum, Stockholm, on canvas, 107 x 84.5 cm, Nationalmuseum, Stockholm,
overtagande fran Drottningholm 1866, NMDrh 179, transferred from Drottningholm 1866, NMDrh 179,

foto: Nationalmuseum. photo: Nationalmuseum.



FIG. 62

Justus van Egmont, flamlandsk 1601-1674, Kristina,
1626-1689, drottning av Sverige, som Minerva, 1654, olja
pa duk, 114 x 87,5 cm, Nationalmuseum, Stockholm, gava
av envoyé Herman Wrangel, NMGrh 1853,

foto: Nationalmuseum.

Justus van Egmont, Flemish 1601-1674, Christina, 1626~
1689, Queen of Sweden, as Minerva, 1654, oil on canvas,
114 x 875 cm, Nationalmuseum, Stockholm, gift of Envoy
Herman Wrangel, NMGrh 1853,

photo: Nationalmuseum.

FIG. 64

Cornelis Cornelisz. van Haarlem, hollandsk 1562-1638,
Tidens spegel, 1628, olja pa koppar, 29 x 38 cm,
Nationalmuseum, Stockholm, géva av kanslirddet Fredrik
Sander 1892, NM 1433.

Cornelis Cornelisz. van Haarlem, Dutch 1562-1638,
The Mirror of Time, 1628, oil on copper, 29 x 38 cm,
Nationalmuseum, Stockholm, gift of deputy assistant
undersecretary Fredrik Sander 1892, NM 1433.

FIG. 63

Jean Michel Moreau, fransk 1741-1814, illustration ur
Garcon et fille hermaphrodites vus et dessinés d’aprés
nature par un des plus célébres artistes et gravés avec
tout le soin possible pour I'utilité des studieux, Paris
1772-1773, foto: Hagstromerbiblioteket.

Jean Michel Moreau, French 1741-1814, illustration from
Garcon et fille hermaphrodites vus et dessinés d’aprés
nature par un des plus célébres artistes et gravés avec
tout le soin possible pour I'utilité des studieux, Paris
1772-73, photo: Hagstromerbiblioteket.

FIG. 65

Jea-Marc Nattier, fransk 1685-1766, Madame de Maison-
Rouge som Diana, 1756, olja pa duk, 136,5 x 105,1 cm,
Metropolitan Museum of Art, New York, Rogers Fund,
1903, inv. nr 03.37.3, foto: Metropolitan Museum of Art.

Jean-Marc Nattier, fransk 1685-1766, Madame de Maison-
Rouge as Diana, 1756, oil on canvas, 136.5 x 105.1 cm,
Metropolitan Museum of Art, New York, Rogers Fund,
1903, inv. nr 03.37.3, photo: Metropolitan Museum of Art.



FIG. 68

Louise Elisabeth Vigée Le Brun, fransk 1755-1842,
Portrétt av ung dam som Flora, 1811, olja pa duk, 72 x 60
cm, Nationalmuseum, Stockholm, gava av direktor Ernst
Davidssons arvingar 1919, NM 2187,

foto: Nationalmuseum.

Louise Elisabeth Vigée Le Brun, French 1755-1842,
Portrait of a Young Ladey as Flora, 1811, oil on canvas,
72 x 60 ¢m, Nationalmuseum, Stockholm, gift from the|
heirs of Director Ernst Davidsson 1919, NM 2187, d
photo: Natignalmuseum.
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FIG. 66
Gustaf Lundberg, svensk 1695-1786, Juliana Henck, Gustaf Lundberg, Swedish 1695-1786, Juliana Henck,
pastell pa papper pa duk, 67 x 53 cm, Géteborgs pastel on paper on canvas, 67 x 53 cm, Gothenburg
konstmuseum, ink6pt 1932, WL 83. Museum of Art, purchased 1932, WL 83.

I\
FIG. 67

Gustaf Lundberg, svensk 1695-1786, Christina Margareta Gustaf Lundberg, svensk 1695-1786, Christina Margareta

Augusta Tornflycht, grevinna Wrede-Sparre av Sundby Augusta Tornflycht, Wrede-Sparre Countess of Sundby
(1714-1780), 1739, pastell, 82 x 64 cm, privat dgo. (1714-80), 1739, pastel, 82 x 64 cm, private collection.

FIG. 69

Gustaf Lundberg, svensk 1695-1786, Portrétt —

forestallande Lovisa Amalia von Kochen, fodd von Diiben

(1745-1773), pastell pa papper, 65 x 50 cm, privat dgo,
foto: Uppsala Auktionskammare.

Gustaf Lundberg, Swedish 1695-1786, Portrait -
Depicting Lovisa Amalia von Kochen, Born von Diiben

(1745-73), pastel on paper, 65 x 50 cm, private collection,

photo: Uppsala Auktionskammare.



FIG. 72

Gustaf Lundberg, svensk 1695-1786, Portréitt av \, Gustaf Lundberg, Swedish 1695-1786, Poﬂrait’grt;r:
Francois Boucher, fransk 1703-1770, Trétofflorna, 1768, Frangois Boucher, French 1703-1770, The Clogs, 1768, oil skadespelaren Andreas Widerberg (1766-1810) behédngd * Actor Andreas Widerberg (1766-1810) frung with garland
olja pa duk, 62,2 x 52,1 ct;-Art Gallery of Ontario, inv. nr on canvas, 62.2 x 52.1 cm, Art Gallery of Ontario, inv. no. med blomstergirlang - bréostbild, pastell pa papper fast pa  of flowers - half-length portrait, pastel on\paper on
78/6, foto: Wikimedia Commons. 78/6, photo: Wikimedia Commons. duk, 48,5 x 39,5 cm, forgylld och bronserad ram i rokoko, canvas, 48.5 x 39.5 cm, private collection.

privat &go.
FIG. 71 FIG. 73 &

N

Gustaf Lundberg, svensk 1695-17886, Friherrinnan Ulrica Gustaf Lundberg, Swedish 1695-1786, Baroness Ulrica Lotta Antonsson, svensk f. 1963, Elephant ur Anyway You  Lotta Antonsson, Swedish b. 1963, Elephant from Anyway
Fredrika Cedercreutz (1730-1784), pastell, 67 x 51 cm, Fredrika Cedercreutz (1730-1784), pastel, 67 x 51 cm, Want Me, 1994, fargfotografi, Skévde konstmuseum. You Want Me, 1994, colour photograph, Skévde Museum

privat &go. private collection. of Art.



FIG. 74

Cindy Sherman, amerikansk f. 1954, Untitled #397, 2000,
fargfotografi, 91,4 x 61 cm, MP# CS—397,
foto: Metro Pictures.

Cindy Sherman, American b. 1954, Untitled #397, 2000,
chromogenic colour print, 91.4 x 61 cm, MP# CS—397,
photo: Metro Pictures.

FIG. 76

Nathalia Edenmont, svensk-ukrainsk f. 1970, Forget Me
Not, 2011, c-print monterad pa glas i svart traram, upplaga
om 6, © Nathalia Edenmont, courtesy Wetterling Gallery/
BUS 2016.

Nathalia Edenmont, Swedish- Ukrainian b. 1970, Forget
Me Not, 2011, c-print mounted to glass in a black wooden
frame, edition of 6, © Nathalia Edenmont, courtesy
Wetterling Gallery/BUS 2016.

FIG. 75

Cindy Sherman, amerikansk f. 1954, Untitled # 474, 2008,
fargfotografi, 230,5 x 152,4 cm, MP# CS—474,
photo: Metro Pictures.

Cindy Sherman, American b. 1954, Untitled # 474, 2008,
chromogenic colour print, 230.5 x 152.4 cm, MP# CS—474,
photo: Metro Pictures.

FIG. 77

Carl Bengtsson, svensk f. 1952, Kiera Gormley, 2009,
fargfotografi: pigment tryck, 70 x 50 cm.

Carl Bengtsson, Swedish b. 1952, Kiera Gormley, 2009,
colour photograph: pigment print, 70 x 50 cm.



FIG. 78 FIG. 80

Jean Paul Gaultier, French b. 1952, perfume bottles with

Jean Paul Gaultier, fransk f. 1952, parfymflaskor med
corsets, photo: Hossein Sehatlou.

Tobias Bernstrup, Swedish b. 1970, Re-Animate Me,
korsetter, foto: Hossein Sehatlou.

2002-5, chromogenic colour print, 150 x 120 cm,
purchased 2010, Gothenburg Museum of Art, GKM 2010-6,
© Tobias Bernstrup/BUS 2016.

Tobias Bernstrup, svensk f. 1970, Re-Animate Me, 2002-
2005, fargfotografi laminerat lambda print 150 x 120 cm,
ink6pt 2010, Goteborgs konstmuseum, GKM 2010-6,

© Tobias Bernstrup/BUS 2016.

FIG. 79 FIG. 81

Helena Horstedt, svensk f. 1977, drékt ur kollektionen The  Helena Horstedt, Swedish b. 1977, dress from the
Black Whole, SS2008, Stockholm, 2007, siden och bomull, collection The Black Whole, SS2008, Stockholm, 2007,
Rohsska museet, Goteborg, RKM 3-2012, silk and cotton, the Rohsska Museum, Gothenburg,
foto: Rohsska museet. RKM 3-2012, photo: the Rohsska Museum.

Alexander Roslin, Swedish 1718-93, Double Portrait,
1754, oil on canvas 161.5 x 202 cm, purchased 1947,
Gothenburg Museum of Art, WL 85.

Alexander Roslin, svensk 1718-1793, Dubbelportréitt,
1754, olja pa duk 161,5 x 202 cm, inképt 1947, Géteborgs
konstmuseum, WL 85.



FIG. 82 FIG. 84

Bea Szenfeld, polsk-svensk f. 1972, Flickrumsfeminism, Bea Szenfeld, Polish-Swedish b. 1972, Little Girl’s Virpi Vesanen-Laukkanen, finlandsk f. 1957, Carla, Virpi Vesanen-Laukkanen, Finnish b. 1957, Carla, Candy
2007, installation, Rohsska museet, Goteborg, RKM 55:1- Bedroom Feminism, 2007, installation, the R6hsska Godispapperskorsett, 2006, Karamellpapper fran Fazer, Wrapper Corsets, 2006, caramel Paper from Fazer, the
4-2007, foto: Rohsska museet. Museum, Gothenburg, RKM 55:1-4-2007, Rohsska museet, Goteborg, RKM 69-2009, Rohsska Museum, Gothenburg, RKM 69-2009,

photo: the Rhsska Museum. foto: Mikael Lammgard. photo: Mikael Lammgard.
FIG. 83 FIG. 85

Snorliv, 1700-tal, gul sidenrips, Goteborgs stadsmuseum,  Eighteenth century corset, yellow silk rep, the Gothenburg Linnea Bach Garde, svensk f. 1980, Kameleont, Sverige Linnea Bach Garde, Swedish b. 1980, Chameleon,
GM-7704, City Museum, GM-7704, 2004, R6hsska museet, Géteborg, gava av Réhsska Sweden 2004, the R6hsska Museum, Gothenburg, gift of
foto: Goteborgs stadsmuseum. photo: the Gothenburg City Museum. Konstsl6jdmuseets Vanner, RKM 26:1-5-2007, Rohsska Konstsléjdmuseets Vanner, RKM 26:1-5-2007,

foto: Mikael Lammgaérd. photo: Mikael Lammgaérd.



FIG. 88

Vivienne Westwoods klénning i museets interior,
Barockkammaren, foto: Seek (Cooper and Gorfer),
2009. Vivienne Westwood, engelsk f. 1941, Chaos Point

Vivienne Westwood'’s Dress in the Interior of the Museum,
the Baroque Chamber, photo: Seek (Cooper and Gorfer),
2009. Vivienne Westwood, English b. 1941, Chaos

brudklénning, ca 2008, handsydd och malad textil, Gold
Label-kollektion: AW 08 09 Chaos Point, London, R6hsska
museet, Géteborg, inkopt,

RKM 16-2009.

Point Wedding Dress, ¢.2008, hand-sewn and painted
textiles, the Gold Label collection: AW 08 09 Chaos Point,
London, the R6hsska Museum, Gothenburg, purchased,
RKM 16-2009.

Vivienne Westwood, engelsk f. 1941, Dréktdel, korsetterad
overdel och strumpor, London 1970-1999, Rohsska
museet, Goteborg, RKM 151-2009,

foto: Rohsska Museet.

Vivienne Westwood, English b. 1941, Part of a Dress,
Corset Top and Stockings, London 1970-99, the R6hsska
Museum, Gothenburg, RKM 151-2009,

photo: the Rohsska Museum.

FIG. 87 FIG. 89

Okand, Sko, Frankrike 1760-1780, siden med foder och
klack av skinn, spanne av jarn, 12 x 23,5 cm, Rohsska
museet, Goteborg, RKM 76-1923,

foto: Rohsska museet.

Unknown, Shoe, France 1760-1780, silk with lining and
heel leather, iron buckle, 12 x 23.5 cm, the R6hsska
Museum, Gothenburg, RKM 76-1923,

photo: the Rohsska Museum.

Okand, Damdrékt, sent 1700-tal, robe av randig taft,
Goteborgs stadsmuseum, GM-7703,
foto: Goteborgs stadsmuseum.

Unknown, Dress for a Lady, late eighteenth century, gown
of striped taffeta, the Gothenburg City Museum, GM-7703,
photo: the Gothenburg City Museum.



FIG. 90
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Okénd, Tekanna med lock av s& kallat jesuitporslin, Unknown, Teapot with cover of so-called Jesuit porcelain, Okénd, Kinesiskt sidentécke av vit sidensatdng med kulért Unknown, Chinese silk blanket of whitc; W
Jingdezhen och Kanton 1750-1770, porslin med malad Jingdezhen and Canton 1750-70, porcelai h painted silkebroderi i plattsém och klyvsém, Rohsska museet, coloured silk embroidery in satin stitch and split seam, the
dekor i svart sepia och nagot guld, detaljer i metall, héjd decoration in black and sepia and sliﬂ-g'ilt. metal parts, Goteborg, férvarvat fran adiupkt Anders Nilssons samling Rohsska Museum, Gothenburg, acquired from Lecturer
13,9 cm, Rohsska museet, Géteborg, RKM 110-1985, height 13.9 cm, the R6hsska Museum, Gdﬂ‘:enburg, RKM i Skara, RKM 977-1906, Anders Nilsson’s collection in Skara, RKM 977-1906,
foto: Frida Lonnberg. 11 0:[,1 985, photo: Frida Lénnberg. " » foto: Mikael Lammgard. photo: Mikael Lammgaérd.
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Okénd, Markduk (detalj), 1789, Sverige, korstygn och Unknown, (detail), Sweden 1789, cross stich [ Okand, Tacke, 1700-talets andra hélft, England, broderi Unknown, Duvet, second half of the eighteenth century, 4
petits points, silke pa ylle, 38,3 x 32 cm, Réhska museet, and petits p , Silk on wool, 38.3 x 32 cm, the R6hsska & i ullgarn och silke, R6hsska museet, Géteborg, England, embroidery of wool and silk, the Rohsska ]
_Gateborg, RKM 10-1917, —z Museum, Gothenburg, RKM 10-1917, " - RKM 716-1949, Museum, Gothenburg, RKM 716-1949,
" foto: Mikael Lammgard. - photo: Mikael Lammgard. _f i foto: Mikael Lammgard. photo: Michael Lammgard.
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diteur Rue Aumaire No 51 Gard No
solfjaderdekoration, Rohsska No 356,

954, foto: Carl Ander. Museum, Go
—

nknown, Young Girl in Blue Silk Dress, stained glass,
second half of the eighteenth century, the R6hsska Tyskland, porslin med gul
- Museum, Gothenburg, RKM 19-1982, - och graverat silver, Rohsska m
photo: Mikael Lammgaérd. el foto: Mikael Lammgard.
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Okand, Krus, 1800-tal, Tyskland, Meissenstil, kopia i vitt Unknown, Ju,:l]yleteenth century, Germany, hithbstyle = - cqueville, Livre d Orlnements propre.., ur svit om nio Bacqueville, Livre de’Ornaments propre ... from a suite
porslin med dekor i guld och farger, lock i tenn signerat G.  of Meissen, copy in white porcelain with gold and colour = "'- WI.II b qﬁnd i Pari_s ca 1720 av F.l. Spaett, Rohsska of nine prints, engraved in Paris ¢.1720 by F.. Spaett, the
Lock, R6hsska museet, Géteborg, RKM 14-1928, decorations, tin lid signed G. Lock, the R6hsska Museum, _— ™ Mi ibliotek, Goteborg, foto: Carl Ander. Réhsska Museum Library, Gothenburg, photo: Carl Ander.
foto: Mikael Lammgard. Gothenburg, RKM 14-1928, photo: Mikael Lammgard. - a i '
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Okand, Tallrik, omkri:g 1750, Meissen, Tyskland, porslin. }'l..n}
- med dekor i guld och farger, Rohsska museet, Géteborg,
~  RKM 09-1954-2630,
' foto: Mikael Lammgard.

- f
nown, Plate, about 1750, Meissen, Germanﬁg‘pelain
with'gold and colour decorations, the Rohsska Museum,
Gothenburg, RKM 09-1954-2630,

photo: Mikael Lammgard.

foto: Mikael Lammgaérd.

4

Okand, Fat, 1760-1770, Guangzhou, Kina, Porslin
med dekor i emaljfarger, runt kanten tusch och

gulddekor, diameter 13 cm, R6hsska museet, Géteborg,
testamentarisk gava av Hjalmar Wijk, RKM 93-1965, . -

=

-
Unknown, Dish, 1760-1770, Guangzhou, China, porcelain

with decoration in enamel colors, around the edge ink
and gold decor, diameter 13 cm, the R6hsska Museum,
othenburg, Hjalmar Wijk bequest, RKM 93-1965,




FIG. 102 FIG. 104

Okand, Snéckformat skalfat ur vapenservis, porslin med Unknown, Heraldic Service, porcelain with gold and colour Jean Eric Rehn, svensk 1717-1793, Man som tecknar i Jean Erik Rehn, Swedish 1717-1793, Man Drawing in the
dekor i farg och guld, Rohsska museet, Goteborg, RKM decorations, the Rohsska Museum, Gothenburg, RKM naturen, 1756, blyertsteckning och lavering, 16,4 x 22 cm, Open, 1756, pencil drawing and washes, 16.4 x 22 cm,
94-1965, foto: Mikael Lammgaérd. 94-1965, photo: Mikael Lammgard. Goteborgs konstmuseum, T 10/1916. Gothenburg Museum of Art, T 10/1916.

-

FIG.103 FIG. 105

Okand, Vikskdrm med kineserier, 1800-tal, malad, Unknown, Folding Screen with Chinoiserie, nineteenth Pehr Hillestrom, svensk 1732-1816, Gustav lll:s bes6k i Pehr Hillstrom, Swedish 1732-18186, Gustav /ll, King of
Rohsska museet, RKM 154-1979, century, painted, the R6hsska Museum, RKM 154-1979, Falu koppargruva, olja pa duk, 49,5 x 61,5 cm, Géteborgs Sweden, visiting the Falun Copper Mine, oil on canvas,
foto: Carl Ander. photo: Carl Ander. konstmuseum, Gava av Oscar Dickson 1872, GKM 0102. 49.5 x 61.5 cm, Gothenburg Museum of Art, gift of Oscar

Dickson 1872, GKM 0102.



FIG. 106

Pehr Hillestrém, svensk 1732-1816, Kanongjuteri, olja
pa duk, 49 x 61,5 cm, Géteborgs konstmuseum, Gava av
Oscar Dickson 1872, GKM 0104.

Pehr Hillstrom, Swedish 1732-1816, Cannon Foundry, oil
on canvas, 49 x 61.5 cm, Gothenburg Museum of Art, gift
of Oscar Dickson 1872, GKM 0104.

FIG. 108

rg, svensk 1774-1855, Gruva, Carl Gustaf Gillberg, Swedish 1774-1855, Mine,
d pennteckning, 28 x 18 cm, watercolour, washes and pen drawing, 28 x 18 cm,
, T 224/1906. Gothenburg Museum of Art, T 224/1906.

FIG. 107

Fredrik Adolf von Numers, svensk 1745-1792, Gruvschakt,
1786, blyerts, penna, svart black och akvarell pa papper,
59,5 x 45 cm, Nationalmuseum, Stockholm, NMH 3/1930,
foto: Nationalmuseum.

Fredrik Adolf von Numers, Swedish 1745-1792, Mine
Shaft, 1786, pencil, pen, black ink, and watercolour on
paper, 59.5 x 45 cm, Nationalmuseum, Stockholm, NMH
3/1930, photo: Nationalmuseum.

FIG. 109

Louis Belanger, fransk 1756-1816, Landskap med Louis Belanger, French 1756-1816, Landscape with
lada, 1803, tuschlavering, 31 x 46 cm, Goteborgs Barn, 1803, wash in Indian ink, 31 x 46 cm, Gothenburg
konstmuseum, T 754/1906. Museum of Art, T 754/1906.



FIG.110 .‘\1'!
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Johan Philip Korn, svensk 1727-1796, Sala silvergruva,

olja.pa duk, 80 x 115,5 cm, Nationalmuseum, Stockholm,

géva av Statens Industriverk 1 985,_NM 6753,
foto: Nationalmuseum. =

Johan Philip Korn, Swedish 1727-96, The Sala Silver
Mine, oil on canyas, 80 x 115.5 crh, ationalmuseum,
Stockholm, gift-of the National Industrial Department
1982 NM G75."£ photo: Nationalmuseum.

FIG. 112

Elias Martin, svensk 1739-1818, Romantiskt Iandskab
med gran, 1768-1780, olja pa duk, 115 x 89 cm,
Nationalmuseum, Stockholm, gava av-Nationalmusei
Vanner med bidrag av direktér Bengt Bernstrom 1950,
NM 4629, foto: Nationalmuseum.

#

Elias Martin, Swedish 1739-1818, Romantic Landscape
with Spruce, 1768-80, oil on*canvas, 115 x 89 cm,
Nationalmuseum, Stockholm, gift of the Friends of the
Nationalmuseum with the contribution of the Director
Bengt Bernstrom in 1950, NM 4629,

photo: Nationalmuseum.

FIG. 111

Thomas Gainsborough, engelsk 1727-1788, Maria,
Lady Eardley (1743-1794), olja pa duk, 215 x 149

cm, Nationalmuseum, Stockholm, gdva 1966 av
Nationalmusei Vanner och enskilda givare till minne av
drottning Louise, NM 5893, foto: Nationalmuseum.

%

4

Thomas Gainsborough, English 1727-88, Mary, Lady
Eardley (1743-94), oil on canvas, 215 x 149 cm,
Nationalmuseum, Stockholm, gift of the Friends of the
Nationalmuseum and individual donors in memory of

Queen Louise 1966, NM 5893, photo: Nationalmuseum.

FIG. 113

Carl Fredrik von Breda, svensk 1759-1818, Konstné‘re_ns

far, difpaschb'ren Lucas von Breda, 1797, olja pa duk, 127 x

102 cm, Nationalmuseum, Stockholm, NM 941,
foto: Nationalmuseum.

Carl Fredrik von Breda, Swedish 1759-1818, The Artist’s
Father, Average Adjuster Lucas von Breda, 1797, oil on
canvas, 127 x 102 cm, Nationalmuseum, Stockholm,

NM 941, photo: Nationalmuseum.



FIG. 114

Carl Fredrik von Breda, k 1759-1818, Teresa
Vandoni, italiensk sangerska vid Kungl. Operan
i Stockholm, 1797, olja pa duk, 178 x 150 cm,
Nationalmuseum, Stockholm, NM 1429,

foto: Nationalmuseum.

Carl Fredrik von Breda, Swedish 1759-1818, Teresa
Vandoni, Italian Singer at the Royal Opera, Stockholm,
1797, oil on canvas, 178 x 150 cm, Nationalmuseum,
Stockholm, NM 1429,

photo: Nationalmuseum.

FIG.116

Claude Lorrain, fransk 1604-1682, Landskap med kor
och getter (Herde som atervénder under en storm), 1651,
etsning, 15,7 x 21,7 cm, G6teborgs konstmuseum,

G 9/1948.

Claude Lorrain, French 1604-1682, Landscape with cows
and goats (The Herd Returning in Stormy Weather), 1651,
etching, 15.7 x 21.7 cm, Gothenburg Museum of Art,

G 9/1948.

FIG. 115

Johann Heinrich Wilhelm Tischbein, tysk 1751-1828,
Goethe pa den romerska campagnan, 1787, olja pa duk,
164 x 206 cm, Stadel Museum, Frankfurt am Main, gava
av baronessan Salomon von Rothschild 1887, Inv. No.

1157, foto: Wikimedia Commons, Google Cultural Institute.

Johann Heinrich Wilhelm Tischbein, 1751-1828 German,
Goethe in the Roman Campagna, 1787, oil on canvas,

164 x 206 cm, Stadel Museum, Frankfurt am Main, gift

of Baroness Salomon von Rothschild 1887, Inv. No. 1157,
photo: Wikimedia Commons, the Google Cultural Institute.

FIG. 117

Antonio Canal (Canaletto), italiensk 1697-1768,
Arkitekturfantasi med motiv frén Padua, (cirka 1756), olja
pa duk, 63,5 x 75,5 cm, Géteborgs konstmuseum, gava av
Osvald Arnulf-Olsson 1949, GKM 1367.

Antonio Canal (Canaletto), Italian 1697-1768, Imaginary
Architecture with Motifs from Padua, oil on canvas, 63.5
X 75.5 cm, Gothenburg Museum of Art, gift of Oswald
Arnulf-Olsson 1949, GKM 1367.



Carl August Ehrensvard, svensk 1745-1800, Nakna
klippor. Nidbild 6ver Sméland, 1798, penna och brunt
black pa papper, 21,3 x 30,5 cm, Nationalmuseum,
Stockholm, NMH 241/1882, foto: Nationalmuseum.

g C_arl_A_ugust Ehrensvérd, Swedish 1745-1800, Naked
rocks: Caricature of Sméland, 1798, pen and brown ink
on paper, 21.3 x 30.5 cm, Nationalmuseum, Stockholm,
Stockhol:R.WH 241/1882, photo: Nationalmuseum.

Carl August E &rd, svensk 1745-1800, Backiga
akten av Tosterup, 1795

akrar med plc':'jaﬁ de bénd
penna, gratt bléck o
Nationalmuseum,

foto: National

=

| pa papper, 20,2 x 32,3
,NMH 164/1866,

arl August Ehrensvard, Swedi , =
-armland with Plowing Fari in the Area of Tosterup,
1795, pen, gray ink, and ercolour on paper, 20.2 x 32.3

cm, Nationalmuseum, Stockholm, NMH 164/1866,
photo: Nationalmuseum.

FIG. 119

1)

FIG. 121

Carl August Ehrensvard, svensk 1745-1800, Nordiskt
landskap med klassisk tempelruin, 1780-talets mitt,
tuschlavering pa papper, 27,8 cm x 43 cm, Goteborgs
konstmuseum, T 11/1922.

Carl August Ehrensq ard, svensk 1745-1800, Nordic
Landscape with Classical Temple Ruin, mid-eighteenth
century, Indian ink on paper, 27.8 cm x 43 cm, Gothenburg
Museum of Art, T 11/1922.

storm, 176
Goteborgs

Carl August Ehrensvéard, Swedish 1745-1800, Lighthouse
in the Storm, 1767,16.7 x 26.5 cm, drawing and washes of
ink, Gothenburg Museum of Art, T 308.



FIG. 122

FIG. 124
Jean Eric Rehn, svensk 1717-1793, Ruiner, olja pa panna, Jean Eric Rehn, Swedish 1717-93, Ruins, oil on panel, Jean Eric Rehn, svensk 1717-1793, Klassiska Jean Eric Rehn, Swedish 1717-93, Classical Architectural
28 x 27 cm, Nationalmuseum, Stockholm, NM 3118, 28 x 27 cm, Nationalmuseum, Stockholm, NM 3118, arkitekturmotiv och ryttarstaty, ca 1756, pennteckning och  Motifs and Equestrian Statue, c.1756, pencil drawing and
foto: Nationalmuseum. photo: Nationalmuseum. lavering i tusqh, 22,3 x-2:_i cm, Goteborgs konstmuseum, washes of Indian ink, 22.3 x 23 cm, Gothenburg Museum
Ti2/1916. — e of Art, T 12/1916.
FIG. 123 FIG.125

Jean Eric Rehn, svensk 1717-1793, Romerska ruiner, 1752, Jean Eric Rehn, Swedish 1717-93, Roman Ruins, 1752, Elias Martin, svensk 1739-1818, Landskap med pyramid Elias Martin, Swedish 1739-1818, Landscape with
pennteckning och lavering i tusch, 20 x 29 cm, Géteborgs  pencil drawing and washes of Indian ink, 20 x 29 cm, och figurer, olja pa duk, 93 x 64,5 cm, Géteborgs Pyramids and Figures, oil on canvas, 93 x 64.5 cm,
konstmuseum, T 542/1906. Gothenburg Museum of Art, T 542/1906. konstmuseum, WL 70. Gothenburg Museum of Art, WL 70.



FIG. 126 FIG. 128
i I Sl
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Hubert Robert, fransk 1733-1808, Antikt rundtempel Hubert Robert, French 1733-1808, Ancient Round Temple
Giovanni Battista Piranesi, italiensk 1720-1778, Giovanni Battista Piranesi, Italian 1720-78, The Pyramid of i ruiner med Apollo di Belvedere, 1799, olja pa duk, in Ruins with Apollo di Belvedere, 1799, oil on canvas, 288
Cestiuspyramiden, etsning ur Vedute di Roma I, 1778. Cestius, etching from Vedute di Roma II, 1778. 288 x 139 cm, Nationalmuseum, Stockholm, géava av x 139 cm, Nationalmuseum, Stockholm, gift of the Friends
Nationalmusei Vanner 1948, NM 4508, of the Nationalmuseum 1948, NM 4508,
_' foto: Nationalmuseum. photo: Nationalmuseum.
FIG. 127 FIG. 129
Elias Martin, svensk 1739-1818, Ruinlandskap, olja pa Elias Martin, Swedish 1739-1818, Ruin Landscape, oil Carl Johan Fahlcrantz, svensk 1774-1861, Vattenfall och Carl Johan Fahlcrantz, Swedish 1774-1861, Waterfall and
duk, 53 x 43 cm, Nationalmuseum, Stockholm, NM 1543, on canvas, 53 x 43 cm, Nationalmuseum, Stockholm, NM ruiner, lavering och pennteckning i tusch, 20,2 x 14 cm, Ruins, washes and pen drawing in Indian ink, 20.2 x 14 cm,
Goteborgs konstmuseum, T 311. Gothenburg Museum of Art, T 311.

foto: Nationalmuseum. 1543, photo: Nationalmuseum.



FIG. 130 FIG. 132

Ann Béttcher, svensk f. 1973, Lovrika uddar, 2005, ur Ann Béttcher, Swedish b. 1973, Leafy Surroundings, 2005,
Den svenska serien (ett urval), 2003-2005, blyerts pa from The Sweden Series (a selection), 2003-05, pencil
papper, Moderna Museet, Stockholm, ink6pt 2005, on paper, Moderna Museet, Stockholm, purchased 2005,
MOM/2005/86. MOM/2005/86.

FIG. 131

Matts Leiderstam, svensk f. 1956, The Eruption of Matts Leiderstam, Swedish b. 1956, The Eruption of Frida Fjellman, svensk f. 1971, Volcanoes, 2006, keramik Frida Fjellman, Swedish b. 1971, Volcanoes, 2006, ceramic
Vesuvius, 2000, fotografi, Goteborgs konstmuseum, Vesuvius, 2000, photography, Gothenburg Museum of Art, och glas, foto: Patrik Johansson, © Frida Fjellman/ and glass, photo: Patrik Johansson. © Frida Fjellman/
Fo 6a-c/2002, © Matts Leiderstam/BUS 2014. Fo 6a-c/2000, © Matts Leiderstam/BUS 2014. BUS 2016. BUS 2016.






