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Introduction

This thesis is part of the project organised by Professor David Jackson entitled Nordic

Art. The Modern Breakthrough. The project sought to examine the interaction between

Nordic and non-Nordic art at the end of the nineteenth and begin ning of the twentieth

century. It culminated in two major exhibitions of Nordic art at Groningen in the

Netherlands and at Munich in Germany.* Although a significant majority of artworks at

both exhibitions was the same, Groningensubt i t | ed t hedil929bowndl 318 &
6018B6D206. T h asonepnavhich dlardicvart embraced external artistic

influences, and in turn was exhibited more widely and taken more seriously outside the

Nordic region. It became apparent that to cover such a broad temporal range of

artworks and artists in the detail required for a PhD thesis was impractical, and after

initial research two dates presented themselves as highly significant boundaries,

namely the Expositions Universellest Wor | do6s Fairs) in Paris tha
1889. It was also necessary to concentrate on oil painting, though success in pastels

and watercolours has not been overlooked.

These dates were significant for a number of reasons, not least because they provided
a substantial and prestigious showcase for Nordic art in Paris, which at that time was
the acknowledged art capital of the world. 1878 was also a signif icant date, because at
this time many Nordic artists were beginning to leave Germany i particularly Munich i
for Paris. They were drawn there by both the Expositionand the subsequent exposure
to French art at the International Art Exhibition in  Munich in 1879. This exposure,
albeit much of it from the Barbizon school from earlier decades, and also exposure to
teaching by French artists in the Paris ateliers, led to a profound alteration in the type
of art produced by young Nordic artists from the late 1870s onwards, with the 1880s a
particularly fertile period for significant paintings in a more modern style. These
paintings, to a greater or lesser extent, r ejected the dark tonalities of German-
influenced art and also the Romantic Nationalist Nordic art of the mid nineteenth
century. These new pictures were often painted in France by artists who trained at
French schools (particularly that of Léon Bonnat) and adopted French techniques. In
the early part of the period under consideration, from 1878 to the mid -1880s, the

subject matter painted was very often French also.

! Groninger Museum, Nordic Art 1880-1920, 9 December 2012-5 May 2013; Kunsthalle der
Hypo-Kulturstiftung, Munich, Nordic Art. The Modern Breakthrough 1860-1920, 30 May 2013-6
October 2013.
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This was due to two major factors, the first being that during the long summer break

away from the Paris art schools, artists would venture to the French coast and

countryside in order to sketch and find subject matter for their painting s. Sometimes

these excursions would become | ess transitor
at Concarneau, Cernay-la-Ville and particularly Grezsur-Loing, where artists would

often paint alongside those of their own nation, or those who spoke a language they

could comprehend. In Scandinavia, the colony at Skagen at the very northern tip of

Denmark was also highly significant. The second factor that pushed artists towards

French subject matter was that being successful in France necessitated producing work

t hat would please French judges and critics.
success were improved substantially by painting a French scene in a French style;

success in France led in turn to much greater prestige at home. Additionally, artists

were immersed in French art in Paris, both at the art schools and at the Louvre where

they found works t o study and copy. Pictures by the Spanish masters were also

popular, and frequently promulgated by French tu tors like Bonnat. In the 1880s Nordic

artists increasingly combined French techniques and themes with subject matter from

their own homelands, a synthesis that produced the finest works of the period in terms

of both contemporary critical acclaim and their subsequent positioning in the artistic

canon.

Much of the successful Nordic art of the period involved the representation of rural
people i agricultural labourers, fishermen, artisans i working at their allotted
occupations. These representations were unromanticised, and were not consciously
imbued with socio-political aspects; any such readings cannot be taken as indications
of t he ar.tThes roadsday in the weonk of Jean -Francois Millet, Gustave
Courbet, and Jules Breton, who had depicted sowers, stonebreakers and gleaneas in a
style now called Realism. These French works often did contain an implicit social, moral
or political message and were seen as being in opposition to the smoothly-finished
pictures of the official Sa/on However, the Nordic artists seemed more intent on
capturing the dignity and decency of rural work rather than conveying a message of

the undoubted hardships involved in nineteenth-century rural life. They placed the
workersé efforts of honest and unchanging to
industrialisation and urbanisation that increasingly pervaded European life. The Nordic
artists often painted in a Natura list style, one that took Realism as its basis and added
an imaginative or aesthetic note to their work. They were clearly interested in

portraying the dignity and even nobility of working people as a fitting subject, but also
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had aesthetic considerations at the forefront of their concerns. The artist who was the
prime instigator and role-model for Naturalist painting at this time was Jules Bastien-
Lepage (1848-84), whose breakthrough occurred at the Salonof 1878 with 7he
Haymakers(1877; fig. 49a). His qualities of rural subjects, high horizon lines, tilted
perspectives, clarity and a lyricism that bordered on the unworldly, made him the chief
inspiration for the many foreign artists who followed the juste-milieu, or middle way,

between Salonacademicism and the avant-garde of Impressionism.

The Exposition Universelleof 1889 proved to be a watershed for Nordic artists in Paris

with over five hundred oil paintings exhibited by over two hundred artists. Four Grand

Prixwere awarded, five L ® g / bonnewf @d innumerable gold, silver and bronze

medals (see Appendix 1). By this date, many Nordic artists had returned to their home

countries, secure in their status, and carrying their accumulated knowledge with them.

After 1889, many Nordic artists who had exhibited regularly at the Paris Salonstopped

doing so, perhaps feeling a sense of anti-climax after the exhilaration of the Exposition

They also knew by this time that the young a
the official art bodies in Scandinavia had borne fruit, with the founding in the 1880s of
artistsd own schools and exhibiting societie

control.

The aim of this thesis is therefore to add to our knowledge of Nordic art in Europe in
the period 1878-1889. To this end two artists were selected as case studies, using a
different approach to each. Erik Werenskiold was the only Norwegian painter at the
1889 Exposition Universelleto be awarded a Grand Prix It soon became apparent that
little research had been conducted into the origins of his most famous painting Peasant
Burial (1883-85; fig. 48), and that many scholars repeated previous assumptions.
Additionally, not only is the picture still to this day an iconic representation of
nineteenth-century Norway, but it differs from many other representations of the

period. Instead of showing the rural classes engaged in toil, it was intended by
Werenskiold to portray rural Norwegians as strong and noble citizens, inside the orbit
of European culture, at exactly the time that rural landowning farmers were gaining
political power in Norway. The discussion of Werenskiold is therefore based around this

key picture.

The other artist whose oeuvre appeared ripe for analysis was the Norwegian-born

Dane, P. S. Krgyer. Not only did Krgyer exhibit at both the 1878 and 1889 Expositions
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winning a Grand Prixat the latter, but he exhibit ed with great success at the Salon
between 1879 and 1889, winning third and second-class medals and being made a
Chevalier de l'ordre de la Légion d’honneurin 1888. Additionally, it is difficult to name

a Nordic artist whose technical virtuosity was equal to Krgyer in the period under
consideration. My research was aided significantly by the exceptional amount of factual
information contained in the catalogue for the exhibition Krayer: An International
Perspective® which was held at the Hirschsprung Collection and Skagens Museum in
2011-12. The meticulously-compiled exhibition information, the result of several
decades of research by Marianne Saabye (Hirschsprung Collection), provided a firm
basis from which to conduct aacarees inaghlsyespecs o f
the Krgyer catalogue differs significantly from the much smaller essay-based catalogue
that was produced for the major Erik Werenskiold exhibition that took place in 2011 at

the Nasjonalmuseet in Oslo (hereafter referred to as the Norwegian National Gallery),

in that it facilitated a ddtailed considerat

After these substantial case studies, two other areas presented themselves as
important areas for research. Firstly, an investigation into the careers of successful
Nordic women artists in the period under consideration. Three artists met with success
at the Salonduring this period, Harriet Backer, Bertha Wegmann and Emma Léwstadt-
Chadwick. Backer and Wegmann followed broadly similar career paths via Munich and
Paris, and both had painting partners who exhibited at the Sa/on Kitty Kielland and
Jeanna Baud respectively. Additionally, Backer, Kielland and Wegmann were three of
the four Nordic women artists who were awarded silver medals at the 1889
Exposition” | decided therefore that these two pairs of painters would make a
representative case study to investigate the problems encountered by Nordic women
painters, not least their lack of access to art schools and life classes and the antipathy

they encountered from the art establishment.

Secondly, | was aware that | could not ignore Nordic artists who exh ibited during the

period, but whose success and reputations were achieved after 1889. Edvard Munch
presented a particular problem, in that this thesis is concerned with the provision of

new information and 1 deas, wher eadsquitMunc hod s

thoroughly, with the result that more books have been produced about him than any

% Marianne Saabye, Krayer: An International Perspective, Exh. Cat: Hirschprung Collection,
Copenhagen and Skagens Museum, Narayana Press, 2011Hereafter referred to as Krayer
% Nils Ohlsen et al., Erik Werenskiold 18551938, Exh. Cat. Oslo: Nasjonalmuseet, 2011.

* The other was Anna Ancher.

(0]
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other nineteenth -century Nordic artist. This problem was solved by the time limitations
of the th esis, addressingonly the two pictures that Munch exhibited outside
Scandinavia during this period, in 1885 and 1889 respectively. Similarly, the
internationally-recognised Danish artist Vilhelm Hammershgi exhibited just four
pictures 1 at the 1889 Exposition Universellei and these likewise form the basis for

my research into his international exhibition oeuvre.

My final chapter concentrates on all other Nordic artists who met success at the Salon
from 1878 to 1889. While of necessity not as rich in analysis as the previous chapters,
it provides the first comprehensive account in any language of the Nordic art and
artists officially recognised in Paris during this period. It is based on the official records
as published in the Sa/oncatalogues, and has involvedi where possiblei the

matching up of French titles, often vague or generic, with extant Nordic artworks.

It should be noted that in this thesis | have used the correct contemporary name for
Oslo: Christiania up to 1876, Kristiania from 1877 to 1925, Oslo thereafter. Additionally
the term 6ScandwawyVvi BénmanvlkerandNo$Sweden,
Norway, Sweden, Denmark and Finland. Icelandic art was included in the project-

related exhibitions, but w as produced after the end of my relevant time period.

This thesis will demonstrate the origins of the Nordic art that was internationally
recognised in the period 1878-1889, discuss its critical reception, and additionally will
make original connections between Nordic and non-Nordic artworks, in order to

provide a better understanding of the place of Nordic art in the artistic canon.
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Chapter One 1 Erik Werenskiold:  Peasant Burial

| ntroduction

Er i k Wer en Bokdetmedrayélss(fig. 48, Peasant Burial 1883-85) is a popular
and much-considered work of Norwegian art from the second half of the nineteenth
century. Cited frequently in English-language assessments of art of the period, its
importance is stressed by both art historians and contemporary artists as a seminal
and inspirational work. It was highly praised at exhibitions in Oslo (1885), Berlin
(1886), Paris(1889) and Munich (1891), and its current recognisability in Norway is
demonstrated by the use of the picture to advertise the exhibition Erik Werenskiold
(1855-1938) at the Norwegian National Gallery (June-Sept. 2011): the Gallery

describest he wor k as O6an integral part of Nor way

In addition to a number of survey works of Scandinavian art, Clarence Sheffield Jr.
devoted a chapter of his 1999 Ph.D. to the picture . > However, | propose that previous
considerations have only scratched at the surface of our understanding of the painting,
and that a systematic investigation of a number of areas and approaches will give a
much fuller and richer comprehension of its meanings and significance. These areas

can be summarised as follows:

Firstly, the art that Werenskiold encountered in Munich in the period from 1875 to
1881, and in Paris from 1881 to 1883, and a concomitant discussion of his early works.
The i mpact of We Guhbradsdalenindl878 and hissconimissiom to
illustrate the 1879 edition of Peter Christen Asbjgrnsen and JeargenM o e &l@wegian
Folk Talesb(Norske Folkeeventyr) coupled with a close examination and analysis of the
preparatory drawings made by Werenskiold in 1878 that provide a purely

compositional basis for the later painting.

Secondly, the tradition of Romantic Norwegian Painting in the nineteenth -century, from
which emerge depictions of the ¢peasantryd(begnder) and the Norwegian stave churches
that are integral elementso f Wer ens ki ol d 6s .Alsoeddisecnssiormof y dr a
the social, cultural, economic and political circumstances in the period leading up to the

exhibition of Peasant Buriafin Oslo in 1885.

® Clarence Burton Sheffield Jr, 7he L ysaker Circle and the Development of Peasant Imagery in
Norwegian Painting (1880-1920). From Naturalism to Modernist Expressionism. Ph.D., Bryn
Mawr College, PA, 1999.
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Thirdly,achal |l enge to the tr adBwiaaOradns(d849&6Qy t hat (
Mus®e do6Orsay) provides a @dasastBurialagpthats ent at i
comparisonwith J a me s G WtFwmeral ebvee in the Highlands(1881-82;

Kelvingrove Art Gallery, Glasgow) is a far more productive exercise.

Finally, an examination of the whole genre of funeral and burial pictures in the period

prior to Peasant Buriaf and a brief discussion of the previously unconsidered parallels

bet ween &6The Gl asgow & thgrelévanapertd. Additiodallyca ar t i st
consideration of two Nordic works by Christian Skredsvig and Albert Edelfeltthat were

of a particularly high profile due to their success in France immediately prior to the

production of Peasant Burial

Erik Werenskiold from 1875 to 1885: Munich, Paris and Telemark

Erik Werenskiold was born in 1855, the year that the great Norwe gian Romantic

painter Adolph Tidemand attended the atefier of the French history painter Thomas

Couture in Paris® Werenskiold was born into a relatively prosperous family and was

gifted both academically and artistically. He attended the Royal Drawing School in

Christiania (now Oslo) and lodged with the family of the eminent conservative

philosopher Professor MarcusMonrad. The Monrad family were highly impressed with
Werenskioldds artistic abilities anfwhdeci ded

had been resident in Dusseldorf for many years.

Tidemand was equally impressed and advised Werenskiold to headfor Munich to

continue his studies. Tidemand recommended Munich for two reasons at this time

(1874). Firstly, Tidemand himself was in poor health both physically and mentally: his

only son, also Adolph, died in this year, as did Tidemand himself two years later. More
pertinently, Ti demand woul d have been aware of Munic
as a cultural centre and as the main centre of artistic education for foreign students in

Germany in the 1870s. Munich attracted a gamut of Norwegians, beginning with Eilif

Peterssen who had entered the Munich Academy in October 18732 and had in turn

become tutor to Harriet Backer (in 1874) and Asta Ngrregaard (1875) who, as women,

were not permitted to attend the actual Academy. The precocious Hans Heyerdahl had

® Siulolovao ChallonsLipton, The Scandinavian Pupilsof the Atelier Bonnat 1867-1894
(Queenston, Ontario: Edwin Mellen Press,2001), p. 172.

" Marit Werenskiold, Erik Werenskiold - utdypning. Store Norskeleksikon, 2011.
http://www.snl.no/.nbl_biografi/Erik_Werenskiold/utdypning , accessed 5 April 2011.

8 Matriculation Book, Munich Academy of Art. Matrikel AdBK Miinchen.
http://matrikel.adbk.de/050ordne r/mb_1841-1884, accessed 2May 2011.
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also entered the Academy aged seventeen in November 1874 and in 1875 Henrik

Ibsen arrived in the city from Dresden. Christian Skredsvig also arrived in 1875,

although he did not enrol at the Academy, quite possibly for financial reasons.

Werenskiold himself arrived in December 1875 in the company of an older painter,

Oscar Wergeland®°wh o was presumabl y t her, asWemelasch ow

had been registered at the Academy since April 1874.

However, Erik was unable to begin for a few months as the Academy classes were

full;*° his date of admission is recorded as 4 May 1876 Theodor Kittelsen, later to be

We r e n s k i-ibustrdtd@r sf the folk tales of Asbjgrnsen and Moe, registered in

October 1876, Gerhard Munthe arrived in 1877 and Eyolf Soot registered in January

1881, just before Werenskiold left Munich. Like Backer, Kielland and Ngrregaard,
Werenskioldés future wife Sophie Thomesen
of fellow Norwegians in Munich, despite the Academyban on female members. Thus

the majority of a whole generation of significant Norwegian artists were concentrated

for a few brief years in the capital of Bavaria, in contrast to earlier generations who

had favoured Dusseldorf, Karlsruhe, Dresden and Berlin.

Werenskiold was successfulimmediately as a pupil in Munich, and was awarded a
silver medal for drawing at t héUdilkecademyos
Dusseldorf (Tidemand) and Karlsruhe/Berlin (Hans Gude), the tutors at Munich were
German, and for Werenskiold the most influential was the history painter Wilhelm von
Lindenschmit, who began to tutor him in October 1876. Lindenschmit was an admirer

of the French Barbizon schoo| and of Gustave Courbet who had been much-féted

when he spent six weeks in Munich on the occasion of the first International Art

Exhibition held there in 1869.* It is instructive to look at the art that was seen by

Lindenschmit and the other Mcinchnerat that exhibition .

® Marit Werenskiold, 6 Er i k Wer ens ki o-ll 88 Kdnstistonsk ticskrift/Iodiriab of

Art History, 68,2,1999, p. 83. Oscar Wergelandbés father
Norwegian literature in the first half of the nineteenth century, Henri k Wergeland, who in turn
knew Eri kbés f at-under Nicol® ¥ergelanl,svasgcloselnitvolved in the drafting

of the Norwegian constitution of 1814, a subject that provided Oscar with his most famous

work National Constituent Assembly Eidsvoll 1814(1885; Riksforsamlingen pa Eidsvoll 181%.

19 pid.

1 Matrikel AdBK Miinchen.

12 Marit Werenskiold, 1999, p. 83

3 bid., p. 84.

wa

an
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French works included an early Manet, Spanish Singerand a ver si on of Del
Chiron and Achilles ** More pointedly, the Barbizon Schoolwas represented by the
recently-deceased TheodoreRousseay™® and by two landscapesand a loosely-painted

small study of St. Sebastianby Corot.*® Lindenschmit would also have noticed Charles

Daub i gadlitgrpicture Gypsy Camp*’ hisgreate nt husi asm for the Fr
work was to be inherited by Werenskiold. Courbet was the chief attraction at the show

and made a great impression on Lindenschmit Courbet exhibited at least five works

including the psychological picture 7he Sleepwalker a bucolic idyll The Rest during the
Haymaking Season Landscape atMézieres and the provocative nude Woman with a

Parrot However,itseems | i kely that it was Cdherbet 6s
Stonebreakers® (1849; fig. 1) that drew the most attention, with its simple and

dignified rendition of two men, one young one old, working hard in the blazing sun,

trousers covered in mud and surrounded by the various tools of their trade. Clarence

Sheffield sees affinities between The Stonebreakersandthe 6 si mpl e, di rty sh
trousers and randomly placed wooden spades]| of Wer ens ki ol ddke f i gur ¢
combination of young and old figures [...] a
young and ol d sTotheseobsereationsd cas &dd the intense heat of

the day in both pictures. However, the backbreakingtoilo f Cour bet,fvith peasan
their badly-torn dirty clothing , is far removed from the sturdy, upright and smartly-

attired (albeit dusty) farmers in We r e n s Kinabphimtidggfig. 48).

Finally, two historical works were on display by noted Professors from the Academy,
Karl von Piloty and Lindenschmit himself. Piloty, who was to become director of the
Munich Academy in 1874, submitted Mary Stuart® He was particularly fond of great
historical death scenes, and his oeuvre included Seni before the Body of Wallenstein
(1855), The Death of Caesar(1865) and The Death of Alexander the Great (1884 i

unfinished).

 No. 1384 (1860, Metropolitan Museum of Art, New York); No. 1328

' No. 207, Landscape after the Rain.

' No. 1327, No. 1329; No. 1165 (c.1850-55, Louvre, Paris).

" No. 1165 (c.1850-55, Louvre, Paris).

'8 No. 253 (c.1855, Musée desBeaux-Arts, Besancon; No. 1392 (1867); No. 1299; No. 1304,
(1866, Metropolitan Museum of Art, New York); No. 1305 (1849, formerly Staatliche
Gemaldegalerie, Dresdeni destroyed).

19 Sheffield, 1999, p. 68.

?° No. 972.
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Fig. 1. Gustave Courbet,7he Stonebreakers 1849 (destroyed),
ex-coll. Staatliche Gemaldegalerie, Dresden, 165 x 238cm.

Fig. 2. Wilhelm von Lindenschmit Ulrich von Hutten, 1516, 1869.
Medium, size, location, unknown.
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Piloty had been the tutor of Hans Makart, who Wer ens ki ol d descri bed a
col ouri st ? andwBelatenkecaynd a major influence on Gustav Klimt.

Lindenschmit was obviously a man who paid thorough attention to detail (just like

Werenskiold) as his submission had by far the longest title in the exhibition (thirty -four

words) best abbreviated as Ulrich von Hutten, 15167 In addition to painting episodes

from British history, such as John Knox and the Scottish Iconoclastsand Sir Walter

Raleigh in the Tower visited by his Family( 18 73) , Li ndenschmitds ot
possessa similarly strong Protestant emphasis. A number of pictures depict the

struggles of Martin Luther, and the aforementioned Ulrich von Hutten portrays a man

of anti-Catholic, Lutheran opinions. Li ndensa&lhut h drsamastr eak
predominantly Catholic area of Germany, would have resonated well with the religious

upbringing of the Norwegian artists.

Werenskiold initially accepted Lindaevassc hmit o
6with a thick s auéadevidencedby hisedly veork Study ofa wn 6 ,
Woman, Sem£Nude (fig. 3). The ambitious and impatient Hans Heyerdahl, nearly thirty

years younger than Lindenschmit, disliked this method thoroughly and was soon at

loggerheads with the professor, leadingt o Heyerdahl 6s depparitt ur e f
Werenskiold suggests that it may have been Heyerdahl who eventually dissuaded Erik

from continuing to prime his canvas with a dark undercoat.?* This removal of the

inherent dark colouration of academic painting, which sought to add the gravitas of the

6ol d mastersd t o cipardcrenptoemeadunng this period in £884
theFrench writer Joseph PridAbsinthe Dridkerél858-0;bye d Man
Carlsberg Glypotek, Copenhagen)as 6 pai nt ed t hroughout in the
motiveless reds and yellows which will soon be eliminated from [his] palette when his

brush makes a hol &Byil882in Narvey, Bdwarddlurclewas a r 6 .

rebeling against o6the controlled image washed in
v ar ni % Foeydudg artists, highly-finished works on a dark background were giving

way in favour of a looser, less-finished style, reflecting a flight from the retardataire

2L Marit Werenskiold, 1999, p. 85.

22 No. 733: Ulrich von Hutten, in einer Herberge von adeligen Franzosen im Streit iiber Kaiser

und Reich angefallen, sticht den Nédchsten nider und jagt, selbst nur and der Wange verwundet,

die Uebrigen in die Flucht, 1516.

% Marit Werenskiold, 1999, p. 84.

2 |bid., pp. 90-91.

“Joseph P®l adan, o6L6artiste: fAManetods Mdmamrodso, |
A Retrospective(New York: Haugh Lauter Levin, 1988), p. 228.

% Sue Prideaux, Edvard Munch: Behind the Scream(New Haven and London: Yale Univasity

Press, 2009, p. 47.
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history painting of the German tutors and the old precepts of the traditional French

Salon

It is somewhat ironic thereforet h at H e yAsamaadhEvedegpelled from Paradise

(fig. 4), which received a third -class medal at the 1878 Exposition Universellein Paris i

a fantastic achievement for a twenty -one-year-old Scandinaviani was painted before

he left the Munich Academy” A French critic wrot:@Thhfe Heyer
model [...] has a general appearance of something wild, combined with a sense of

stark reality, which contrasts with the mystery of its sinister essence, menacing and
uncertain, as the two exiles ar & Heyerdah away .
painted a decidedly modern-looking long-haired couple, whose realistic flesh colour

contrasts with the paler and morrudecl|l assi cal

Fig. 3. Erik Werenskiold, Study of a Woman, SemFi-Nude,
1877, Bergen Kunstmuseum, oil on canvas, 88 x 64.5cm.

?Jan von Bonsdorff, 6Skandinavische Maler in M¢nc
Gerhart, Walter Grasskamp, Florian Matzner, 200 Jahre Akademie der Bildenden Kiinste

Miinchenry (Munich, 2008), p. 292.

26 L e slesf£tcangeresd e P e i Gazerte de$beaux-arts, 1878, No. 2, p. 160.
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Fig. 4. Hans Heyerdahl The Expulsion of Adam and Eve from Paradise
1877, Norwegian National Gallery, Oslo, oil on canvas, 257 x 183cm.

Another important artist in Munich at this time was Wilhelm Leibl. A close friend of Eilif
Peterssen?® Leibl had also been inspredby Courbet 6s vi s,andhiso Muni
unsentimental depictions of peasants in the Bavarian countryside possess a naturalism

that is indebted to the Frenchman. L e i bbjeétige approach to peasant life has strong
parall el s with tMeasantBufial awedr elLnesikbi|odl sd Opharest r ai t u |
the naturalistic and affectionate feel of Werenskiold. Werenskiold would have seen

L e i Whe®&diticising Farmers(fig. 5; Die Dorfpolitiker), which portrays German men

of a similar class to the Norwegian bgnderof PeasantBuriall n Lei bl gthe depi ct
group of men can be seen discussing a land document, and it was this ownership of

land that made the Norwegian banderan important political class in relation to their

actual numbers. Werenskiold would also have noticed thatLeibl 6 s pi ctur e appe
derived fr om A dRolitipgsing Faimers(frg.e6n Rolitiserende bande: *°

2 Marit Werenskiold, 1999, p. 85.
% Sold by Grev Wedels Plass, Oslo, 27 November 2007, Lot No. 23, NKR 3,300,000.
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the titles are identical and in both cases a group of five seated men is discussing a
document, with the leftmost figure s itting on a bench under a window. It is interesting
tonotethe French-i nf |l uenced Natpratusem obmparbtddoso Ti

6 dtmanticcRe al i s mo .

Fig. 5. Wilhelm Leibl, Politicising Farmers(Die Doripolitiker), 1877,
Museum Oskar Reinhart am Stadtgarten, Winterthur, Switzerland,
oil on wood, 76 x 97cm.

Fig. 6. Adolph Tidemand, Politicising Farmers(Politiserende bondey,
1849, sold by Grev Wedels Plass,Oslo, 27 November 2007,
lot no.23, material unknown, 67 x 85cm.
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Werenskiold was given the prestigious task of providing illustrations for Asbjgrnsen and
Mo e Nmwegian Folk Tales(Norske Folkeeventyri published 1879), and spent the
summer of 1878 away from Munich sketching in the northern reaches of the
Gudbrandsdalen, a 150-mile-long valley in north central Norway. This visit provided the
original concept for Peasant Burialand there is therefore a discussion of the art from
this trip in the next section. Werenski old drew sketches of many individual figures on
his Norwegian odyssey, as he had done on a Bavarian trip with Skredsvig the previous
year, and was now able to compose a picture, Berrypickers(fig. 7), based on
combining individual portraits from the Bavari an trip into a unified composition. This
picture is the first painted example of the compositional method that Werenskiold
utilised to create Peasant Burial By the end of 1878, Heyerdahl was not the only
Norwegian to have left Munich. Backer, Kielland, Sredsvig and Peterssen had all
departed, amongst other reasons attracted by the Exhibition Universellein Paris, where
Heyerdahl was to find success. However, Werenskiold was doing wellin Munich and

continued to study there.

Fig. 7. Erik Werenskiold, Berrypickers (Kinderscherzg,
1878, private collection, oil on canvas, 81 x 97cm.
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Berrypickershas a feel of the influence of Wilhelm Leibl in its depiction of Bavarian
peasantry, but also a slightly syrupy, engagingly sentimental mood in its portrayal of
the peasant children as lively and carefree. It proved a hit when exhibited in Munich in
the summer of 1878 and in Kristiania in October, where it brought Werenskiold to the
attention of the Norwegian critics. ** The following year there was a further major
international art exhibition in Munich, and Werenskiold was now able to observe at fi rst
hand a huge variety of European artworks, with over 2,200 exhibits catalogued. This
art exhibition was crucial to We r e n s Kutuceladisbicsdevelopment and made him

feel6a j oy t h at*itisltherefsetdisdussad in&ome detail.

The Munich tutors were r eprpetsresofthistaticaby Li nden
religious and mythical scenes*® Piloty did not exhibit this time, but a former student of

his, Wilhelm von Diez i who had taught Eilif Petersseni showed three works,** and

Wer enski ol dés first tut orentered oMU rwillelm LeibLhadd wi g
but one work, and this only in the addendum along side the late-arriving French

pictures, entitled Portrait of a Young Bavarian® Its title suggests an affinity with

We r e n s kBerg/pickeissf the previous year.

The Norwegians themselves were well represented. Hans Gude, in the year before he
finally left Karlsruhe for Berlin, showed three landscapes.®” No-one was more
convinced than Gude that living in Germany left o n e 6 s -féleNerwégian character
unaffected, but on this occasion he showed two views of Scotland and one of Austria.
Gudebs f or nHans Dahlt used thenancient Norse myth of the goddess Ran
and her daughters as a subject for A Game inthe Waves, in which bare-breasted

maidens frolicked in the choppy surf. %

Gerhard Munthe showed three pictures of
Norway; Dawn breaking in the Suburbs i Winter and two works both entitled Autumn
Evening in Norway. *° Frits Thaulow, also a former pupil of Gude and brother-in-law of

Paul Gauguin, sent two Norwegian depictions from his studio in Paris, Against the

31 Marit Werenskiold, 1999, p. 86.

%2 |bid. p. 89.

% No. 617-21, including Ulrich von Hutten again.
% No. 2001-3.

% No. 629-632.

% No. 2099.

3" No. 352-4.

% No. 197.

% No. 756; No. 757 and No. 758.
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Coastand Norwegian Coast and a view of the Basin de la Villette in the French

.** The Swedish history painter Carl Gustav Hellqvist wasalso represented.**

capital
Menti on must be made of the Finn Al Deket
Karl Insulting the Corpse of Klaus Fleming(1878; Ateneum, Helsinki), as the picture
had an underlying agenda that supported t he cause of Finnish Nationalism.* Its
dramatic nature, large scale and fine technique would surely have aroused the envy
and admiration of Lindenschmit. The cosmopolitan nature of the exhibition was further
illustrated by the inclusion of threeBr i t i s h wa e Eripe okBetjdmai s 0
Seizing the Daughter of Shiloh(1847) and a pair of unspecified portraits by George

Frederick Watts. *3

The French contingent was late in arriving at Munich, and their pictures had to be
included in the substantial addendum to the first edition of the catalogue. However, it
was the French works in this section that really excited Werenskiold and had a
profound effect on him, particularly the landscapes by Corot and Daubigny and the
work of the Paris-based Hungarian Mihaly Munkéacsy** Corot had died in 1875 and two
works by him were submitted, 7#e Row of Willows and Riverbank® These pictures
have proved hard to identify, *° but are exemplified by Saint-Nicholasles Arras: Willows
on the Bank of the Scarpe (1871-72; fig. 8).

4% No. 1038 and No. 1039; No. 2187.
4l No. 402 and No. 403.

Edel

“petja Hovinhei mo, OHi st or y Albea Edelfelt 185¢-4995 Jubiee T i mo

Book (Helsinki: Ateneum Art Gallery, 2004), p. 38.

3 No. 2118; No. 2198 and No. 2199.

4 Marit Werenskiold, 1999, pp. 89-90.

> No. 1977 and No. 1978.

®Al fred Radiogue Raissméseems not to have noted the 1879 Munich exhibition:
L'oeuvre de Corot: catalogue raisonné et iflustré par Alfred Robaut (Paris: H. Floury, 1905).

I.
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Fig. 8. Jean-Baptiste-Camille Corot,
Saint-Nicholasles Arras: Willows on the Bank of the Scarpe,
1871-2, oil on canvas, private collection, 38 x 47cm.

Werenskiold would have related to C o r dresh, sinsentimental depiction of peasants

inhabiting their natural | andscape The background is in complete contrast to the dark

Munich style, and the brushworkis| o os e and fadamposition la®affinitted s

with the seventeenth-century Dutch landscape tradition, typified by Jacob van Ruisdael

and Aelbert Cuyp, which Werenskiold would have known and enjoyed. Corot, however,

came a close second i n Wer amtd panterdoftlte 6 Fr enc h
Barbizon School, CharlesFrancois Daubigny, who had died in February 1878

Daubigny was represented by three works, On the Banks of the Oise, The Herd and

Moonrise®® On the Banks of the Oise (fig. 9) typifies the Barbizon approach in its

portrayal of the gentle effects of light and shadow based on direct observation from

nature, and this proved inspirational to Werenskiold.

““A fact clearly unknown to the compilers of the
*® No. 1980, No. 1981, No. 1982.
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Moonrise(fig. 10) is a nocturne that depicts two small figures resting under a tree
watching the bright full moon rise. *° Its subject is highly-reminiscent of Samuel
Palmer during his Shoreham period, but with a finer brushwork technique. Both of
these works by Daubigny contain a stillness of atmosphere i one of day and one of
night 1 that would have reminded Werenskiold, based in urban Munich, of the peace
and tranquillity of the Norwegian countryside. It is noticeable that in the cities of

Munich, Paris and Christiania, Werenskiold always made excursions to the surrounding

countryside and clearly preferred rural to urban life.

- ~ ™

Fig. 9. CharlesFrancois Daubigny, On the Banks of the Oisg 1859,
Musée des Beauxarts, Bordeaux, oil on canvas, 90 x 182cm.

Fig. 10. CharlesFrancois Daubigny, Moonrise 1877,
Sold at Christies, London, 26 June 2007, No. 209, oil on canvas, 134 x 227cm.

9 Sold at Christies, London, 26 June 2007 for £90,000, No. 209. (Exhibited: Paris Salon1877,
Exposition Universelle1878).
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Fig. 11. Mihaly Munkacsy,
The bl ind M/l ton dlilodisBatghterg188BP a r
New York Public Library, oil on canvas, dimensionsunknown.

Fig. 12. Jules Breton, The Gleaner 1877,
Musée des Beauxarts, Arras, ex Musée
d 6 Or s a yajl onRanvas, 830 x 125cm.
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For Werenskiold, the most magnificent painting he had ever seen was Mihély
Munk§8creewbisnd Milton di ctt@ahsiDaughtes @ig.2113.89Thee Lost
balance of the figures in the composition 7 so important to Werenskiold in Peasant

Buriali the quiet stoicism of Milton and the emotional undertones clearly struck a

chord with the young Norwegian artist. Werenskiold would also have seen Portrait of

Victor Hugo by his future tutor Léon Bonnat, ** but would assuredly have paid more

attentiontot he t ower i ng f i g uhesGleantr(fig. 112),%8 whictBliket on 6 s
Daubi d/oprseshad been shown at the Paris Salonof 1877 and Exhibition

Universelleof 1878. Thi s woul d have been Werenski ol do:s
monumental larger-than-life figure at the forefront of the picture plane in a style tha t

was being popularised by Jules BastierrLepage (unrepresented at Munich). Bastien

Lepage was soon to become a great favourite with painters and critics across Europe,

praised by influential people such as the art historian and curator Jens Thiis and
Werenskioldés cl ose fr i ewhaaccompardedlimtothdé ¢ Andr e
Munich exhibition. Wer ens ki ol dés pi ct uAE€onfessianffig.13he s a me
gives an indication of figures filling the picture plane, without possessing the

monumental ity or psychol ogical O-bepage Aswor | dI i
exemplified by Peasant Burial Wer ens ki ol d 6 s fopreatifg digureeirda met h o

landscape was to frame them in a traditional man ner using natural vegetation.

As Nis Messel has noted, despite the claims of Werenskiold and Jens Thiis, there were
no French Impressionists at Munich in 1879, no Monet, Pissarro or Caillebotte.* It

seems that memories of the exhibition were later i nformed by subsequent events and

repute, and that later viewings became conflated with earlier ones. The Barbizon

School wasthe most significant and influential proponents of French art at the

exhibition, and can be considered as the forebear of Peasant Burial Siulolovao

Challons-Lipton saysthat Wer ens ki ol d 6 s e piropted hiselecision6tt loi s ar

go to Paris to learn this innovative French

0 Marit Werenskiold, 1999, p. 90; No. 2129.

°1 No. 1944.

*2 No. 1949.

3 Nils Messel,6 Nor wegi an | mpressionso ilmpreSsiomssamthe Gunnar s
North: Late 19th Century French AvantGarde Art in the Nordic Countries 1870-1920 (Stockholm:
Nationalmuseum, 2002), pp. 207-8.

* Sjulolovao ChallonsLipton, Léon Bonnat and his Sandinavian Pupils University of Oxford,

D.Phil. thesis, 1998, p. 100.
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Fig. 13, Erik Werenskiold, A Confession 1879,
private collection, oil on canvas, 97 x 82cm.

With many of his Norwegian friends already in the French capital, it is inferred that he

headed swiftly in that direction. However, there was actually a gap of eighteen months

before Werenskiold finally arrived in Paris in February 1881 and | propose a number of

reasons for this. Unlike the impetuous Heyerdahl, Werenskiold was a patient man, as

evidenced by the painstaking care that he put into his artworks, both drawing and

painting: Peasant Buria/ not overlarge in size, took three summers to complete.

Indeed, it was this attentio n to detail that endeared him to the Munich professors , with

whomhe had a good working relationship. Weren
Munich and he was getting a name for himself: two of his works, Sunshine, Pijpping

(1879; private collection) and The Meeting in the Fieldswere well received at the

Munich Art Society exhibition in the spring of 1880. >

%5 Marit Werenskiold, 1999, pp. 91-92.
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Additionally, Werenskiold had his relationship with Sophie Thomesen to consider and

they became engaged near the end of his Munich sojourn in November 1880. What is

definitely know is that Werenskiold, ahard-wor ki ng and sensitive man
rheumati ¢ di $880a°Hes 8ymptams, A pumb tbngue and right arm, were
symptomatic of a calcium deficiency,®” but, whatever the cause, he spent the summer

recovering in various mountain resorts in the Alps and the Tirol. Marit Werenskiold

discusses the importance of the two paintings mentioned above: Sunshine, Pjpping

was considered byErkWe r ens ki ol d to be O6the first greer
and a later en plein-air version of The Meeting in the Fields (1880-81), with m any of

the background trees removed, was sold to the top Bavarian art-dealer Wimmer & Co.,

which enhanced We r e n s kgiowirg depusation in Norway. >° In these two pictures,

we witness the origins of the green grass that occupies much of the centre ground in

Peasant Burial and provides a natural foil to the darkly -clad figures.

In February 1881, just as Werenskiold was achievinghis greatest success in Munich,

he left for Paris, arriving in time to see the sixth Impressionist exhibition which began

on 2 April. Here, Werenskiold would have seen paintings by Degas, Raffaélli, Gauguin

and Morisot, and he had a particular liking for the work of the first two named. €0 Monet,

Renoir and Sisley did not exhibit, but he could have seen theminsteadatt hat year 6s
Salon Werenskiold also made contact with the art dealer Theo van Gogh around this

time. 5!

My theory that Wer enski odvidencedbuyd itehde Pbi bsrsnasrtrdosd
maj or wor k fheAuals Hasvesters(d381; private collection), ® as

Pissarro exhibited 7he Potato Harvest(1880; location unknown) at th at same

Impressionist exhibition. ® Pissarro was also known to be the most generous of the

Impressionists in his willingness to discuss his methods. However, although there is a

%5 |bid., pp. 92 -93.

Marit Werenskiold informed the author that this
advised him to drink plenty of milk at this time. Interview with Marit Werenskiold, September

2011.

%8 Marit Werenskiold, 1999, pp. 91-93.

*9 |bid.

® SeelivValmestad, The F/ eskum Group, tfeEmergBwewéNatonaksknér a n d
Norwegian Art, Ki ngst on, Ontario: Queenods 21)Ghallorstigan,t vy, MA ,
1998, p. 154.

81 Marit Werenskiold, email to the author, 26 April 2011.

62 yvalmestad, 1990, p. 29.

% See Charles S. Moffett, The New Painting: Impressionism 1874-1866 (Oxford: Phaidon, 1986),

p. 345.
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mild similarity with the br ushwigthlikprassonidini que
exhibition works, La Sente du Choux en Mars(fig. 14), the Impressionist technique
that Werenskiold displays around the graveside of Peasant Burial(fig. 15) i loosely-

applied translucent colour using a broad brush i seems closer to me to James Guthrie

(fig. 16) than the more painterly dabs of the French painter.

Fig. 14. Camille Pissarro,
La Sente du Choux en Mars(Pathway at Choux in March) 1878,
Musée des Beauxarts, Douai, (detail), oil on canvas.

Fig. 15. Erik Werenskiold, Peasant Burial(En Bondebegravelse), 1883-85,
Norwegian National Gallery, Oslo, (detail), oil on canvas.

Fig.16. James Guthrie, A Funeral Service in the Highlands 1881-82,
Kelvingrove Art Gallery, Glasgow, (detail), oil on canvas.

Werenskiold made his debut at the Paris Sa/onthat year with some drawings, and at
the Salonhe was much taken with P. S.K'r Ry Kaltiad Billage Hatters (fig. 17). The
honesty of the picture and the balance of the composition, with a little humanity added
by the boy looking directly at the viewer, appealed to Werenskiold in a similar manner
to Mu n k 8§ cW&/ignptiss time with two very young boys working with their fathe r. It

is interesting that KrRByeroés Odéextreme verisrm
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in both st vyl®Krggenhhd shavn & smilar work at the Salonin The

Smithy at Hornbaek (1878; fig. 64 ) thre e years previously, but in the Hatters the

extreme heat emphasised by the lack of any clothing above the waist, the scrawny
appearance of the hatter himself, and the extreme youth of his child assistants, upset
bourgeois sensibilities. The heat, the very hard physical labour, and the contrast

between age and youth provide strongp ar al | el s wihhe StondbreakarsoTeet 0 s
bourgeoisie saw /talian Village Hatters as a statement on the conditions of working

people, and by inference an attack on themselves.®® However, the picture won a medal

at the Salon and Werenskiold, who saw the picture a number of times, believed that

Krgyer had tried to be truthful rather than political and that the painting provided an

object lesson in bringing figures together to form a cohesive whole. Every time he saw

Kr Byer 6s wor k hhee hraeda Inioste d etahiravtithe totality Bteadily c h 0
and de f% This vioeld pyode.to be a lesson well-learnt when Werenskiold came

to compose Peasant Burial

% Challons Lipton, 2001, p. 107.
65 H

Ibid.
% Marit Werenskiold, 2009, p. 94.
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Fig. 17. P. S. Krayer /talian Village Hatters,
(/talieneske Landsbyhattemagero,
1880, Hirschsprung Collection, Copenhagen
oil on canvas, 135.3 x 107cm.

Although Werenskiold resided for two-and-a-half years in Paris, he did not remain in
the city for long periods. He returned to Christiania, visited Krohg and Skredsvig at
Grezsur-Loing, and spent the summer of 1882 north of Paris at Villiers -le-Bel *” where
Thomas Couturei tutor to both Tidemand and Olaf Isaachsen® i had died three years

previously. Werenskiold confessed that he found the ParisSaloné c | ever , but awil

®7 Leif @stby, Erik Werenskiold(Oslo: Dreyer, 1977), p. 89.

% |saachsen had studied under Johannes Flintoe (see fig. 31), a Danish-born Romantic
painter who had also taught Hans Gude before he studied under Couture. After

Coutur e, | saachsen samkemt time in Courbetds
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unar t® She primacy which the Salongave to French art is reflected in the

Gazette des Beaux-arts, which at that time devoted large sections to its native painters,
and then added later /es écoles étrangeres in smaller geographical sections. It made
brief comments about individual pictures and often amalgamated foreign artists
together in a single reference. It may be that Werenskiold reacted against this
chauvinistic and Franco-centric milieu, particularly as, while his German was excellent,
he struggled with the French language.” In general, it is fair to say that Werenskiold

felt a closer affinity to the Ge rmans than the French as a people, despite his love of the

Barbizon artworks.

It was during a return to Kristiania that Werenskiold was instrumental in organising the

Norwegian artistsostrike of 1881/2. He and other young artists had long dislik ed the

control exerted by the Kristiania Art Association (Kunstforeningen), and the

Associ ateifawrs@d t o accephd Caursptearnvt eWedigt 42y rokss h o p
their annual exhibition was the final straw. "* A group led by Werenskiold, Frits

Thaulow and Christian Krohg'? organised the year-long strike,”>whi ch |l ed t o t he
own annual Autumn Exhibition in 1882, where there was Oartisiom f or
v o i ¢*eWedenskiold had been inspired by the example of the French Salonof 1881,

where government control had been relinquished and the artists themselves took over

the Salonorganisation. "> Subsequently in 1885 he set up an Academy of Drawing and

Painting in Christiania with Krohg and Heyerdahl.”®

%9 Marit Werenskiold, 1999, p. 94.

0 Marit Werenskiold, email to the author, 26 April 2012.

" Sheffield, 1999,p. 161. See also Bo Lindwall, O6Artistic R
Varnedoe (ed.) Northern Light: Realism and Symbolism in Scandinavia Painting 18861910

(New York: Brooklyn Museum, 1982), p. 37; Neil Kent, 7The Triumph of Light and Nature. Nordic

Art 1740-1940 (London: Thames & Hudson, 1987), p. 128: Patricia Gray Berman in Kirk

Varnedoe (ed.)Northern Light: Nordic Art at the Turn of the Century (New Haven and London:

Yale University Press, 1988), p. 252.

2 Thaulow and Krohg were the two major Norwegian artists of the period who did NOT study in

Munich. They had both studied under Hans Gude in Karlsruhe and then spent time together in

the Danish artistsécolony at Skagen. Thaulow was often based in Paris, and Krohg was in Paris

from 1881-82 at the same time as Werenskiold.

“Sue Prideaux suggests that the strike was actual
and infers that ntemaasaublicity fottheid causa See Prideaux, 2005, p. 44.

" Challons-Lipton, 2001, p. 162. In 1884 the new government gave financial support to this

annual exhibition.

“L®on Bonnatoés popularity with his héoahdtapef art i st ¢
the election for the painting committee of the Salon in both 1881 (1,670 votes) and 1882

(1,121 votes). See Art Journal, 1881, pp. 237 and 371. Bonnat taught Werenskiold in 1888-89.

’® Challons-Lipton, 2001, p. 163.
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In March 1882, prior to his wedding to Sophie Thomesen, Werenskiold saw the
seventh Impressionist Exhibition. Gauguin, Morisot and Pissarro exhibited again, but
this time there was no Degas or Raffaélli. However, Renoir, Monet, Sisley and
Caillebotte had all returned and it was the latter artist who ma de a substantial impact
on Werenskiold, and also on Christian Krohg, who painted a portrait at Grez of the
Swedish artist Karl Nordstrém on a balcony basedon Cailld ot t e 85 wor k.
Wer ens ki ol tedesporisenion@aillebaite was literary: he published an article
entitled /mpressionisterne in Nyt Tidsskrift in the autumn of 1882, in which he

di scussed the dabsurdityé of Caill ebotteds v
Parisian building. The viewpoint in Peasant Burialis a comparatively conventional one,
but Werenskiold extracted from Caillebotte the knowledge that Impressionism was a
broad church, and that in its broader context it could also include the Realism of
Cailkebotte and the loosely-painted Naturalistic works of Manet. Werenskiold would
have been awar e o-knowd word MheRboorsctamed(4es Rabateurs
de Parquet 1875; Mu s ® e d, Bans) and ryoted its truthful portrayal of working
people, albeit from an unusual viewpoint. Additionally, he would have noticed parallels
with Krayerd #/atters, three males, naked from the waist up, engaged in ha rd manual

work.

Werenskiold wrote /mpressionisterne on the island of Tatay, near Kragerg, and at this
same juncture he painted the impressionistic work Herders at Tatay / (fig. 18).
ChallonsLipton points out that there were three important characteristics of
Impressionism that Werenskiold categorised in his article: the creation of luminosity by
the colour blue, a rendering of the transitory nature of things, and a boldness of

composition.”®

" Christian Krohg, The Swedish Painter Karl Nordstrom(1882), Norwegian National Gallery,

Osl o. Edvard Munch was also inspired by-Ligfoai | | ebot
2001, p. 132.

"8 Challons Lipton, 2001, p. 132.



Fig. 18. Erik Werenskiold, Herders at Tatay I, 1882,
private collection, oil on canvas, 40 x 60cm.
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Fig. 19. Erik Werenskiold, Herders at Tatay I/, 1883,
Norwegian National Gallery, Oslo, oil on canvas, 59 x 65.5cm.

This gentle and reflective portrait of three young children lost in their own thoughts
possessesa luminous quality, and it could be argued that there is a mood of
ephemerality to the work , in the capture of a fleeting moment of reflection. The
boldness of composition is nearly as far as Werenskiold goes in his use of an

Impressionist technique for rock and vegetation. However, one could argue that the
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actual subject of the composition is anything but bold in its depiction of a rural idyll. In
a re-working of the same theme the following year (fig. 19), Werenskiold adopted a
more distant viewpoint, with a greater emphasis on the orthogonal created by the rock
formation. There is a greater emphasis on the clarity of the blue sky, and he uses
touches of red to represent small flowers reminiscent, in a less-concentrated manner,
of Mo n e Path # the lle Saint-Martin, Vétheuil/ (1880; Metropolitan Museum, New

York), which he would have seen at the 1882 Impressionist Exhibition.

Although hard to tell from a black and white reproduction,”” We r e n s kSawril/d 6 s

Tatay from this same period (1882; Sagbruk Tatay) appears particularly redolent of

Monet 6s | arge, painterly, swirling brushstro
misty, smoky background. It seems highly likely that Werenskiold would also have

seen the work of Monet at the exhibition at the Dur and-Ruel Gallery in Paris in March

1883, as we know his first child, Werner, was born in Paris in April. 80 E r i fliedds

Andreas Aubert certainly saw the exhibition and it was particularly influential also for

Harriet Backer ! who had been at Munich with Werenskiold and was later one of the

select OFl eskum Summer d group of 1886.

Aubert, an influential critic, published a major article on Monet in Norway in December

1883, inwhichhes poke of 6an il lusion that one woul d
such a tangled heap, f roosewingthat boloas thatewere of c ol o
normally mixed on the palette were now mixedi n t he v i %Aubertdmildey e .
assuredly have discussed the subject of colour theory with Werenskiold,although

Werenskiold was not prepared to use unrealistic or unnatural colours. The following

year Aubert reviewed the Parisian art of 1883 and singled out Jules Breton, Bastien-

Lepage andthe deceasedMilletas 6t he most s® Therd afeidistacht art i s
indications of the influence of Bastien-Lepagei n We r e nHedddrsdfig.dl®),such

as the placement of figures at the forefront of the picture plane, the dreamy, red -

cheeked appearanceof the girl on the left, a feeling of stillness and transience, the

® Torsten Svedfelt, £rik Werenskiold(Oslo: J. W. Cappelens, 1948, 6" illustrative plate.

8 Werner Werenskiold (1883-1961). Geographer and geologist, father of art historian Professor

Marit Werenskiold (g.v.).

81 Challons Lipton, 1998, p. 158.

8 Andreas Aubert, &unstudstillinger i Pari s. I 11 . Afempostemd Decentdéroni st 6,
1883, quoted in Nils Messel, dNorwegi an | mpressior
Impressionism and the North: Late 19" Century French AvantGarde Art in the Nordic Countries
1870-1920 (Stockholm, Nationalmuseum, 2002), pp.212-213 ( Messel 6s footnote
should read 696 on p-Liptdh11998,p.1&Fee al so Chall ons
8¥Andreas Aubert, OFra dVertlisk Fidskif 3, 8884, N 878,iqubtedna | er i 06,
Sheffield, 1999, p. 58.
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low-angle perspective and high horizon line, and the loose | mpressionism of the non-

figurative elements.

By the summer of 1883, Werenskiold was staying at Gvarv in Telemark, on a farm
called Lindheim. SophieWe r e n s kuncke,|Ot dromesen, was the magistrate there,
and also the local representative in the Norwegian parliament in the 1870s and 1880s.
Here Werenskiold began to work on Peasant Burial which took him three summers to
complete. In 1883, however, Werenskiold completed his other major work of this
period, Girls From Telemark (fig. 20).%* It is interesting to compare this picture with

Peasant Burial painted in the same immediate area.

Fig. 20. Erik Werenskiold, Girls from Telemark/Telemarksjenter
(Also known as From Telemark (Fra Telemark) 1883,
Norwegian National Gallery, Oslo, oil on canvas, 80 x 98cm.

8 Another version of this picture is in Géteborgs Konstmuseum. See Varnedoe, 1988,pp. 252-
254,
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Lief @stby recounts how Werenskiold wrote in August 1883 that the parents of these
girls were fine Telebonder (upper-class Telemark farmers) and that they wore plenty
of silver.® In other words, these were from the same class, the bonder, as the
unknown person being buried in Peasant Burial( En Bondebegravelsg. Compositionally,
there is the same grassy mid-ground and mountainous background as Peasant Burial
but not the muddy for eground or snow-capped peaks. In Peasant Burial the houses
are specks on the horizon, but here they are more prominent and smoke gives a sign
of human habitation. In Girls From Telemark the skigard (rail fence) gives a structural
basis to the picture, and in Peasant Burial the wicker fence and stone wall perform a
similar function. Werenskiold utilises the skigard later as a framing device in Evening
on Lindem (1884, Aften pa Lindem, Private Collection). Girls From Telemark does not
possess the blazirg sunshine of Peasant Buriaf but instead portrays a more temperate
and equitable climate. It is also of interest that the girls 6clogs are very similar to those

worn by the mainc har act er [ Sonelteakers bet 0 s

Patricia Gray Bermanseesthe muted tones of Grez-sur-Loing in the sister painting to

this one (On the Plain (P4 Sletten) 1883; Goteborgs Konstmuseum), and that the girl

depictedi s 6t he Norwegi an depaigr 6cf FIefiddh Baatsiae
Girls From Telemarkdoes not have its substantial figures at the very front of the

pictorial plane, and there is no hint of the
Lepage. This is a much more Realist than Naturalist work, with no emphasis on the

importance of the eyes as communicators of human emotion. The figures pictured

from the side and rear looking into the distance have parallels with the two girls in

Wil |l i am St otThe Ferfy(18BR; figh 2031 ppsinted at Grez and exhibited at

the 1882 Paris Salon and also with the fi gures who look wistfully towards the horizon

in works by Caspar David Friedrich, a painter whose popularity Andreas Aubert was

instrumental inreviving. Fr i edr i chés pupi | , CDahlealsodmployee gi an
this Riickenfigurapproach in his Mother and Child by the Sea(1840; Barber Institute,

Birmingham).

% @sthy, 1977, p. 89.
% patricia Gray Berman inVarnedoe (ed.), 1988, p. 254.
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Fig. 21. Erik Werenskiold, Rustic Funeral( En Bondebegravelsg, 1878,
Norwegian National Gallery, Oslo. Title as per @stby 1977).

ANRACH 90 qdn

En fattig Begravelse i en norsk Fjmldbygd., Teguing af Erik Werenskiold.

L8

Fig. 22. Erik Werenskiold A Poor Burialin a Norwegian Mountain Hamlet, 1878,
(En fattig Begravelse i en Norsk Fjeeldbygd as published in
Ude og Hjemme (Copenhagen) 22 June 1879.
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Gudbran dsdalen , Folk Tales, Preliminary Drawings.

Werenskiold was based in Munich in 1878, but on a visit home to Christiania he
received the prestigious commission to illustrate a new edition of the Norwegian Folk
Tales (Norskfolkeeventyr) collected by Peter Christen Asbjgrnsen (181285) and Jgrgen
Moe (1813-82). These fairy tales, in the same tradition as the Brothers Grimm in
Germany,arehighl y i mportant in Nor way 0 sandctauhlert ur al an
sense of national identity.?” Werenskiold decided to visit Gudbrandsdalen, a long and
fertile valley in the county of Oppland, and more specifically Vaga, a small community
in the north of the valley, in the vicinity of which were three ancient stave churches, at
Vaga, Lom and Garmo. Werenskiold was following in a long tradition by visiting this
area for sketching purposes. Tidemand went there in 1843, just prior to meeting Hans
Gude. The Norwegian Romantic painter Johan Frederick Eckersberg later a tutor to
both Christian Skredsvig and Gerhard Munthei followed Gude and August Cappelen
on a study trip to Gudbrandsdalen in the summer of 1846, where they visited V 4ga and

Lom.®® Asbjgrnsen himself had visited the area in 1874.

Werenskiold visited the old farms in the area: Bjglstad, Sve, Hakenstad, Blessom,

Sandbu® He reminisced late: 6 . . . and i n t fwas] thadndieatyelvbty t t o m
brown stave church with its carved portals and lovely proportions [...] Here petty

kinglets |ived on their manor f°Waresskiolhnd t he
felt he had entered a timeless world where he could capture the essence of Norwegian

culture. Unlike the many coastal settlements in Norway, both Gudbrandsdalen and

Telemark were inland and thus less susceptible to outside cultural influences. It was

felt therefore that these areas were where the true heritage of Norwegian culture

resi ded, and Werenskiold himself said 6I hav
more Norwegi an t% Weareaskiblhabways Nag an-eye for people who

looked or acted a little peculiarly, so that he could incorporate these traits into h is

folktale drawings. In his mind he had made the connection between the kings in the

old fairy tales and the wealthier farmers in the valley, the begnder, perhaps the very

class represented in Peasant Burial 6 When | was at Bj RBlteatad, ar

rich old buffer, [ . . . ] [ was reminded ,hésaitFfe king in t

¥ The best-known tale in the English-speaking world is the story of the Three Billy Goats Gruff.
8 Glenny Alfsen, Johan Fredrik Eckersbergi utdypning. Store Norske Leksikon 2011.
htto.//www.snl.no/.nbl_biografi/Johan Fredrik Eckersberg/utdypning , accessed 10April 2011.
8 @sthy, 1977, pp. 267-8.

% |bid.

°% |bid., p. 268.

%2 |bid., p. 267.
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As can be seen from the comparisons that follow, Werenskiold has used some of the
fairy-tale characters to inhabit his final preparatory drawing for Peasant Burial The
sexton (klokkeri fig. 24) is not so much an officer of the church as an odd -job man
who rings the church bell, digs graves, officiates in the absence of the priest, and has
other sidelines, such as a spot of fishing envisaged by Bjgrnstjerne Bjgrnson. He is a
more sober version of the charcoal burner pictured talking to the king , who is, of
course, a fat jovial bonde (fig. 23). The young man on the right of the preparatory
drawing is the typical askeladden(ash lad i fig. 25), the good -natured, open-faced
young fellow who, despite suffering at the hands of his two older brothers, comes
good in the end through a combination of cleverness and kindness Askeladdencomes
from the same source as Cinderellg both are the put-upon youngest of three children.
Though their menial job is to tend the cinders or ashes of the family hearth, they

triumph where their siblings fail. Norwegians are happy to claim this as a metaphor in

respect of its older brothers, Sweden and Denmark.

Fig. 23. Erik Werenskiold, 7he Charcoal Fig. 24. Erik Werenskiold
Burner and The King, 1879, Detail of fig. 22, The Klokker
Norwegian National Gallery, Oslo,
See Marit Werenskiold (1999), p. 89.




Fig. 25. Erik Werenskiold

The Ash Lad and the Princess
(Askeladden og Prinsessen,

1878, Norwegian National Gallery,
Oslo.

See Marit Werenskiold (1999), p. 89.
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Fig. 26. Erik Werenskiold,
Detail of fig. 22,
The Proud Young Mourner

Firstly, what can we discern from the transition f r o m We r e n @lkdughlskeétéhs i ni t

(fig. 21) to his final published version (fig. 22)? All the figures are now fully -developed

characters, with the exception of the woman on the left whose face is still shrouded.

The tidily-clad original sexton has evolved into a baggy-clothed and rougher-looking

character, while a gravestone has appeared, bottom left,to car ry t he

sextono:

stick that is used to mark the grave prior to the jorapdkastelse i the final sprinkling of

earth by an ordained priest i has grown in height and thickness, and the two wheel -

shaped gravemarkers at the right have migrated to the centre, front and rear. Of

particular significance to the final painting of Peasant Burialis the background. In the

first drawing (fig. 21), there is what is generally agreed to be the stave church at Vaga ;

as Marit Werenskiold says of the later painting: dnstead of Vaga church, his first

thought was to use Heddal Stave Church [in Telemark] as background, but he
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abandoned this in favour of the magnificent scenery of Gvarv 8 As can be seen when

comparing figures 27 and 28, the first drawing is indeed based on the church at Vaga.
However, in the final drawing he has replaced the square-topped doorway with an
arched one, and a lattice window has appeared to the right of the door. | propose that
the final drawing is based on the nearby stave church at Lom, ** where just such a
circular doorway exists (figures 29 and 30).%® Although restoration to the church has
occurred since 1878, the surround of the doorway is identical, including the protruding
sections at the base of the arched area. There is also a lock in a similar position,
halfway down on the left -hand side, and a casement window identical in style to the
ones at Lom, where one would hope that the restorers have remained faithful to the
original style. In the follow ing section, | will explain why the stave church is so
significant in these early drawings, and therefore the great importance of

Wer ens ki ol doéssicha @éijrah astaibackground for Peasant Burial.

Secondly, what can a detailed examination of the final published drawing (fig. 22) tell

us? The published drawing has in very small capitals at its base F. HENDRIKSEN X. I. V.

BJHME. This shows thatthe woodcut was created by V. Bahme at the Frederik
Hendriksen Xylographiske Institut in Copenhagen Hendriksen, as well as being the

publisher of Ude og Hjemme, was a great friend to Norwegian painters. He was at the

dinner in Copenhagen a decadelaterwhen Wer ens ki ol d was made

st ufyhsfriendsf or going to Par i stelerm 1888 U@nythe a t

reverse of the drawing held by Statens Museum for Kunst, Copenhagen it says
@drawing by Erik Werenskiold, painter, sent from Munich to me in 1878. Printed in ude
og hj emme No. 9i@the cbpy bf.Udelog Fjémime, there is an
accompanying poem written by Bjgrnstjerne Bjgrnson, who was responding to
OWer enski ol d &% pribta trashslatioa af the fslimdision below, as the first
written indication that this is nothing like a bonde burial, a fact already indicated

visually by the motley assemblage at the graveside. *®

93 Marit Werenskiold, 2011. d&rik Werenskioldi utdypningd Store Norske Leksikon.
http://www.snl.no/.nbl_biografi/Erik_Werenskiold/utdypning , accessed 5 April 2011.
% Nobelprize winning author Knut Hamsun was born near Lom in 1859.

% Marit Werenskiold agrees with this i conversation with the author September 2011.
% Challons Lipton, 2001, p. 86.

" The museum bought the drawing fromengi neer H. S. H e Mdnrmighk 8#8rira i n
Munchen sendt. Tegning af Erik Werenskiold Maler. Anvendt i ude og hjemme N:9OF. H 187 90
®istby, 1977, p. 15. Bj Br ns ehisibwnandistnetbasedert at i on

Werenskioldoés ideas.
% Translation by Birgitte R@eggen, edited by Jan Cox.

to f
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ON THE CHURCH YARD (To Werenskioldbdés picture
(Paa Kirkegaardeni  til Werenskiolds Billede

They buried her down, they poured on the earth
Her father, her husband, her sons,

And her brother as well i he stood by himself-;
They thought: Now God will reward her

She worked until she sank, the loyal slave,

For them, and tending the cow at home.

The worst that she had, was the calving every spring

And also them, when they drank and got rowdy.

Now she could escape, and even towards the end

shet hought: l'toés stildl a bit too early.
But the body was shattered, and the head was tired,

And the ache in the chest was unbearable.

They took some liquor for enjoyment

The day she was due in the ground

And the sister-in-law did some baking, they bought a little food

And the brother bought wood for the coffin.

The sexton was called; he came, but he was tired,

Hebéd been fishing al/l night:

He sang, while thinking: | got six pounds eighteen for those mackerel yesterday.

And the song still fell upon them, and they shut their eyes tightly.
Here we stand alone, while she is with God
And looks after us and prays. Amen.

B. B.

So we can see how Bjgrnson interpreted the picture. A group of men had driven their

daughter, wife, mother, sister, to an early grave, and the sexton was taking the service
mechanically while thinking about his fishing. The idea that a bonde wife would be

described like this is highly unlikely. For example, the English traveller Augustus J.C.

Hare observed that the wives of the bgnder dmever walk, have a sledge for winter, and
acarrioleandhorseto t ake them t o c'¥ insteachthe clue tethemme r 6
class of people concerned is in the title of the picture as published (fig. 21): A Poa

Burial in a Norwegian Mountain Hamlet. The crucial point to make here is that these
preparatory sk e Bentebegravalsede MIMNWOIT GOEM f-aafpdoi g gr av
burial, not the burial of a land -owning farmer. The people in the final painting are of a

different class from those in the final drawing.

100 Augustus J. C.Hare, Sketches in Holland and ScandinavialLondon: Smith, Elder, 1885), p.
131.
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Fig. 28. Erik Werenskiold,

detail of fig. 21.

Fig. 30. Erik Werenskiold

detail of fig. 22.

Stave Church (¢.1150 &

Q 9

aga

Fig. 27.V
1625-30).

Fig. 29. Lom Stave Church (12"/17"

Century)
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The Stave Church

Werenskiolddéds use of the stave church in his
the role that the image of the stave church signified in Norway. It was the tangible

sign of Norwaydéds medieval past, its culture
churches had been reawakened thanks in large part to the efforts of the prestigious

Norwegian painter Johan Christian Dahl;°* who was sympathetic to the mood of

growing Norwegian nationalism that followed the creation in 1814 of the Norwegian

parliament and that led eventually to full independence in 1905. This nationalist

sentiment saw the stave churches as immutable symbols of Norwegian-ness, and as

early as 1828 the Romantic artist Johannes Flintoe painted a markedly old-fashioned

depiction of people in traditional costume at the stave church at Heddal in Telemark

(formerly known as Hitterdal), which has proved highly popular with writers and artists.

Fig. 31. Johannes Flintoe Stave Church at Hitterdal, 1828.
size, medium, location, unknown.

101 Maia Marie Langley, Sacred Wood: A Studly of the Norwegian Stave Churches University of
Louisville, Kentucky, M.A. Thesis, 2000, p. 3.
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32
33
34
35
36

Stave churches

A1 (wholly or partly preserved)

Gol (c. 1250; Norwegian
Folk Museum, Oslo)
Hayjord (?)

Flesberg (altered 1731)
Rollag (?)

Nore (c. 1250)

Uvdal (c. 1250)

Heddal (c. 1300)
Eidsborg (c. 1300)
Roldal (c. 13007)
Fortun (early 13th c.;
Fantoft, nr Bergen
Hopperstad (early 13th c.)
Undredal (?)
Kaupanger (c. 1200)
Urnes (c. 1200)
Borgund (c. 1250)
Torpo (c. 1250)

@ye (12th c.; rebuilt

in modern times)
Lomen (c. 1250)
Hurum (c. 1250)
Hegge (c. 1250)

Reinli (c. 1300)

Hedal (c. 1200)

Garmo (Maihaugen,
nr Lillehammer)
Favang (?)

Ringebu (?)

Vaga (17th c.)

Lom (early 13th c.)
Radven (c. 13007)
Kvernes (e. 13007)
Grip (?)

Holtalen (c. 1300;
Sverresborg, nr Trondheim)

Original sites

Gol (removed 1884;

see No. 1)

Vang (removed 1840; now at
Briickenberg in Poland)
Fortun (removed 1833; see
No. 10)

Garmo (removed 1885; see
No. 23)

Holtdlen (removed; see

No. 31)

Fig. 32. Stave Churches of Norway

In 1833 Andreas Faye provided a basis for the fairy tales of Asbjgrnsen and Moe with

an academic collection of folk tales. In the second edition (1844), there is the story of

the hunter who rediscovered Heddal church, centuries after the population had died

out following the Black Death. 102 Briefly, in this tale, the hunter fires an arrow and

hears a clang. Upon investigation it turns out to be a bell in the church now inhabited

by a huge bear, which the brave hunte r swiftly dispatches. **® This allegory suggested

t hat

Nor wayo6s

me d i

eval

hi story

had only

disappeared, and also alludes to the inherent courage of the Norwegian race. In 1836

192 Andreas Faye, The Church in the Woods (Heddals Kirke | Valders) 1844, in Jan Faye

Braadland,6 Ec ho e s

of

t he

Brot her s

Gr i

mm

(1802-69) and his Norske Sagn( 1 8 3 3Jafirbudh ver Briider Grimm-Gesellschaft,Band V,1,
1995, pp. 20-21. See also Thomas B. Willson, History of the Church and State in Norway: from
the tenth to the sixteenth century (London: Archibald Constable, 1903), p. 246.

193 Theodor Kittelsen made a memorable drawing of a large bear curled up in front of the altar

(Den Gamle Kirkein Svartedauen(Christiania: 1900)).

frogfFayehul e:

been

A
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Faye had written about the Gaara stave church at Bg in Telemark, lost before the time

of J. C. Dahl, and in 1837 Dahl himself published a book of plates of stave churches.'®*

Dahl also made later pictures of the stave churches at Borgund (1841), Vang (1842-43)

and Kaupanger (1847).The case of the church at Vang is the most interesting in that

Mai a Maria Langley states that o0Dahl never s
pristi ne stated and that Dahl was influeneed by
born artist Franz Wilhelm Schiertz.!% Langley cites Bang (p. 292), but fails to mention

that on that same page Bang quotes Wexelenos
demolished when Dahl p &sandaye Braadlanchstatessc8ri@dily that

Dahl, far from never seeing the church, actually negotiated its purchase and then

persuaded the King of Prussia to resurrect it, supervised by Schiertz, in an area of

Silesia that is now in Poland.*®’

Finally, the church at Heddal was the subject of a painting by Tidemand in 1847 and a

drawing of the main portal by George Andreas Bull in 1853, while the British travel

writers Alfred Smith (1847)'® and Augustus J. C. Hare (1885) discusd it favourably

in their travelogues. Its fame was such that

coming t o

Noe watydve church stood for the red
and was of great i mportance aspirations,y mbol of N
particularlytoJ. C.Dahl , the father of Norwegian | ands
decision to excise it from Peasant Burialas a means of removing all references to

Norwayédés past in the picture, and instead pr

in a contemporary setting. This is Norway NOW, he is saying.

The Romantic tradition, the Bonder and Norwegian society

Werenskiold and his generation of artists such as Heyerdahl, Skredsvig and Krohg

arrived in the aftermath of the domination of Norwegian art in the first half of the
nineteenth century by O6éNational Romantici smb

N o r w asgcéssion from Denmak in 1814. Johan Christian Dahl (1788 1857) was as

194 Braadland, 1995, pp. 4-5. The book is J. C. Dahl, Denkmale einer sehr ausgebildeten

Holzbaukunst aus den frihesten Jahrhunderten in den inner Landschaften Norwegens(Dresden,
1837).

195 angley, 2000, p. 5.

19 Marie Lardrup Bang, Johan Christian Dahl, 17881857: life and works (Oslo: Norwegian
University Press and Oxford University Pres$, 1988.

197 Braadland, 1995, p. 5.

18 See Peter Fagesund and Ruth A. Symes, The Northern Utopia. British Perceptions of Norway
in the Nineteenth Century (Amsterdam and New York: Editions Rodopi, 2003), p. 248.

19 Hare, 1885, pp. 113-14.



53

instrumental in this as in his efforts to save the stave churches and, after training with
Caspar David Friedrich in Dresden, he created an influentialoeuvre of images of the
Norwegian sublime. Adolph Tidemand (1814-76) added t o Dahl 6s |
depicting the lives of rural Norwegians within the landscape, particularly at times of
ceremony or significant events, sometimes within a domestic setting. Hans Gude
(1825-1903), a tutor to many Norwegian artists, completed this triumvirate, producing
dramatic | andscapes of O6Romant-42),trdheddy i s mo .
Dahl, and August Cappelen (1827-52), trained by Gude, were also significant

portrayers of landscape in this era, but both died at an early age.

In 1848, Tidemand and Gude worked together to produce Bridal Journey in Hardanger
(fig. 33), a picture which not only combines many of the themes under discussion, but
is also the iconic image from this National Romantic era. Tidemand (figures) and Gude
(landscape) created a highly-artificial construct of a bridal party leaving an ancient
stave church on the headland, the main boat populated by urban people dressed up in
traditional peasant costumes. **° The sceneryis imagined and the stave church does
not exist, but Tidemand and Gude were highly successful in capturing the national
mood at that time (and again, far more recently, as an idealised representation of
Norway in the mid-nineteenth century). The careful placing of models to represent real
figures in a landscape, and the tapping into the prevalent zeffgeist, suggest that
Werenskiold was awarei perhaps subconsciously when he painted Peasant Buriali of

Tidemand and Gudeds strategies

110 Ingvald Pharo and Egil Sagstad, A Companion to the collections. Romanticism, Realism and

Art at the turn of the Century (Oslo: National Gallery, 1996), p. 12.
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Fig. 33. Adolph Tidemand and Hans Gude Bridal Journey in Hardanger
(Bruderferd i Hardanger), 1848, National Gallery, Oslo, oil on canvas, 93 x 103 cm.

The constitutional changes of 1814 were particularly significant for the bender. This is
therefore a good moment to clarify what is signified by the words bonde (singular) in
En Bondebegravelse and the bender (plural). Peasant Burialis the accepted

translation of En Bondebegravelse t hough Kent (1987) transl at

Funeral 6 and Istby (1977) as ORustic Funer al
bondeis also used in Norwegiantomea n a f ar mer . Sheffield quo
broad definition of bondeas o6f ar mer |, tenant far mer , and vi
farm or tills the soil for a |livingbo.

The historian T. J. Derry directs enquirers of bondet o 6 Peasant liamsdhol de

index.'” Rut h Symes states btowerfare]oftehgonfusinglyt o6t hes e
transl ated as fpeas amhdshatdfor thé Britstarsnateenth f ar mer s o

century ob $ammdepossedsed drie hrnexpected characteristic for one who

1 gyvind @sterud, Agrarian Structure and Peasant Politics in ScandinavigOslo:

Universitetsforlaget, 1978), pp. 15-16, quoted in Sheffield, 1999, p. 22.
Y2 T K. Derry, A History of Modern Norway 1814-1972 (Oxford: Clarendon Press, 1973), p. 485.
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worked so close to the earth: he wa¥Thendepend

crucial point here is that the bgrnderowned their own land, and that this gave them

substantial political rights. As we will see, the banderwere at the very top of the rural
social scale,sotouset he pej orati ve wor dantpgopheneant 6 may
audience. Additionally, the word begravelse can refer to both a funeral and a burial,

and | observe that what is taking place in the picture is a burial service: there is no

open grave about to r eceiBwa atOmans dly frahsiaton as i

of EnBondebegravelsei s t her ef ore 6éBurial Service of a

In the 1814 constitutional negotiations, the lan dholding peasantry were given thirty -
seven of the 112 delegate places (33%). '** In the 1833 Storting (Parliament), they had
forty -five out of the ninety -six seats (47%), and by 1859 they were allocated two -
thirds of the 111 parliamentary seats. *** Johan Sverdrup, the Prime Minister when
Peasant Buriaflwvas completed, spent many years attempting to cement an alliance
between these bonde representatives and the urban political left. The banderwere
thus an ever-increasing political force in nineteenth-century Norway, where the
entitlement to vote depended on land ownership; conversely there was a large
majority of the rural population who had no political power. These can be identified as
tenants, Aiusmenn( who rented | and in exXdhanhageadfl@sswor
labourers, and farm servants (often the sons or daughters of other farmers). *® There

follows the rural breakdown as at 1845: **’

113 Ruth Symesin Peter Fjagesund and Ruth A. Symes, The Northern Utopia, p. 180.

14 Derry, p. 7.

15 |bid., pp. 33, 46.

Y8 David Grigg, Population Growth and Agrarian Change: an historical perspective

(New York and Cambridge: Cambridge University Press, 1980, p. 215.

17 1bid. Grigg sources his information from T. C. Blegen, Norwegian Migration to America,

1825-1860 (Minneapolis, 1931), p. 5. However, Bl egenbés figures ¢
as his total of the rural population is only 353,876, at a time when the total population,

predominantly rural, was 1.33m.



56

Rural Social Structure in Norway
c. 1845

Fig. 34. Rural Social Structure in Norway c.1845

Source: David Grigg. Population Growth and Agrarian Change.
an historical perspective (New York and Cambridge: Cambridge
University Press, 1980), p. 215.

Births and Deaths in Norway 1801-1899
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Fig. 35. Births and Deaths in Norway 1801-1899.
Source: B. R. Mitchell, /International Historical Statistics: Europe 1705-2005
(Basingstoke: Palgrave MacMillan,2007), pp. 97 and 100.
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Fig. 36. Population Growth in Norway (Births minus Deaths 1850-1 8 9 9,  (
and Migration from Norway (1850-1 8 99, 06000s)

Source: B. R. Mitchell, /International Historical Statistics. Europe
1705-2005 (Basingstoke: Palgrave MacMillan,2007), pp. 97, 100, 133.

So, according to the 1845 statistics (fig. 34 ), the bander, who were the only rural class

to wield any political power, made up a mere 22% of the rural population. The vast

majority had no political power, hence the success of Marcus Thrane in attracting over

20,000 membersi nt o hi s wor k er'8 Howeverj Thrans wals grreste@ 5 0 .

the following year and spent seven years in prison, during which time his movement

faded. The other significant factors that affected the bgnderin the nineteenth century

were the inter -related ones of changes in agricultural practice and unprecedented

population growth. Although the population had generally been increasing prior to the
nineteenthcent ury, ther e weyeass, suchasel2!t when deahst | v e d
substantially exceeded births, because of crop failures, outbreak of disease etc.

However, in 1815, following Nor way 6s const it ut iataheandoffthe nk wi -
Napoleonic Wars, the birth rate began to rise sharply, while the death rate increas ed

much more slowly (see fig. 35). On average, between 1815 and 1885, births were

74% higher than deaths. A variety of reasons are put forward for this, including the

replacement of cereal crops by potatoes, the improvement in agricultural yields, and

the decline in deaths from disease in part related to vaccination. *** The importance of

the potato as a food source and its ability to withstand variable climatic ¢ onditions is

emphasisedi n Knut Ha mgrisenwdising Novelh @rowth of the Soil (Markens

Y8 Derry, 1973, p. 41.

119 B R. Mitchell, /nternational historical statistics: Europe 1750-2005 (Basingstoke: Palgrave
Macmillan, 2007), p. 118.

120 see Grigg, 1980, pp. 210-220.
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Grodg, which was written in 1917, but harks back to the colonisation of rural Norway
in the nineteenth century:

What was that about potatoes? Were they just a thing from
foreign parts, like coffee; a luxury, an extra? Oh, the potato

is a lordly fruit; drought or downpour, it grows and grows all
the same. It laughs at the weather, and will stand anything;
only deal kindly with it, and it yields fifteen -fold again. Not

the blood of a grape, but the flesh of a chestnut, to be

boiled or roasted, used in every way. A man may lack grain

to make bread, but give him potatoes and he will not starve. ***

The dominance of, and reliance on, potatoes in Telemark T only introduced to Norway
at the start of the nineteenth century 1 is illustrated clearly by figures of crops sown in
Seljord from 1835 to 1875 provided by Ann Norderhaug. *?* | have simplified her
original structure:
Crops sown in Seljord, Telemark 1835 -1875
(Barrels: 1 Barrel = 145 litres)

1835 1855 1875
Wheat 4 8 10
Rye 1 8 1
Barley 521 726 772
Mixed Grain 2 0 1
Oats 54 134 110
Peas 0.5 1 0
Potatoes 1,395 2,213 2,387
Other n/a n/a 65

Fig. 37. Crops sown in Seljord, Telemark 1835-1875. Source: Ann Norderhaug,
6The Agropastor al Mount ai n Museud er tidng e
Landscape?d in Michae |Nordicdandscapes: redice ama e
belonging on the northern edge of Europe (University of Minnessota Pres, 2008)
p. 409, quoting Flatin (1942).

121 Knut Hamsun, Growth of the Soil (trans. W. Worster) ( London: Souvenir Press, 1979 [1917]),

p. 34.

22Ann Norderhaug, 6The Agropastoral Mountain Land
Museum or Living Landscape?0 iMididMandsbapes:regidnones &

and belonging on the northern edge of Europe (Minneapolis: University of Minnessota Press,

2008), p. 409, quoting Flatin (1942); Potatoes provided considerably more food per acre than

cereals. Norway does not appear to have suffered significantly from the potato blight that

ravaged much of Northern Europe, particularly Ireland, in the mid -nineteenth century. H. H.

Lamb, Climate, History and the Modern World (London: Routledge, 1997 [1982] ), pp. 252-253,

provides a rare English | anguage reninsl84a.nce of O6pot
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Just at the time when population numbers were rocketing, the number of people
required to work on the land was decreasing, due to improvements in agricultural
techniques and productivity. These conflicting pressures led to an enormous migration
from Norway. Asthe Amer i can histori annokhergaseoniheni el s s &
European Continent was the pressure of population on arable land as strong as in

N o r w&ylifere were many factors that affected this mig ration, but figure 36 shows
a strong link between years of large population growth and subsequent large-scale
emigration (and vice versa). Thus the year of exceptional population growth in 1879
was followed by the peak year of emigration in 1882, when near ly 29,000 people left
Norway in one year, one-and-a-half per cent of the total population of 1.9 million.
Three quarters of a million people left between 1840 and 1914,** principally for
America,"* yet the population still doubled during this period. Not onl y was there no
requirement on the land for the politically -impotent Ausmenn, labourers and farm
servants, but many of the children of the bgnderalso had to leave for the towns or

emigrate.

In 1852, Adolph Tidemand painted ten scenes of the Bondeliv(Life of a Norwegian

farmer family) at the summer palace 6Oscar sh
pictures by Tidemand embodied the 06 Baudei on al
as an idealised representation of the Norwegian way of life. The ten scenes are Gutten

og piken pad seteren (Boy and girl in the pasture), Frieriet (The Proposal), Brudefalget

(The Bridal Procession), Familielykke (Family Happiness), Ved det syke barns leie (At

t he si ck c h Mdrahdeser far bacha (Thieenother reading to her children),

Faren leerer sennen & knytte garn ( The father teaching his son to tie a fishing net),
Lystring (Spearfishing), Den yngste sBnnens
De ensomme gamle (The aged alone).*® Note that T i d e ma enerépsrarg depiction

of The Youngest @w B8Yisa clkea bubrammanhtitised representation of

the overpopulation problem faced by the bonde family. ***

123 Roger Daniels, Coming to America: a history of immigr ation and ethnicity in American life

(New York: Perennial, 2002), p. 172.

124 Grigg, 1980, pp. 222-23.

125 See Daniels 2002, pp. 172-75. The Norwegians t ended to |l ive in encl av
n at iamdripéfore 1890 were overwhelmingly rural settlers, with over 50% in just three states

that ran parallel to the Canadian border: Wisconsin, Minnesota and North Dakota. After 1890

urban migration began to hold sway.

126 The Dining Hall at Oscarhall. http://www.kongehuset.no/c80426/artikkel/vis.html2tid=83752

accessed 18 April 2011.

127 30ld for NKR 4,000,000 at Grey Wedels Plass, OsloNo. 19, on 25 May 2000.
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As | have stated, the banderwere comparatively lucky in relation to those lower down

the rural social scale, but their relative affluence in their self-contained local community

and political 6cl out 6 cheindffspring faded whdertaigpty.i se t he
Al t hough | have previously shown thh@ht Werens
background is a break with traditional genre, the burial of a bondeis surely a subject

that would make a fitti ngbomblieseresat h panel in

-_—cr

Fig. 38. Adolph Tidemand, 7 he Youngest So
(Den Yngste Sonns Avskjed) 1867, Sold Grev Wedels
Plass, Oslo, 25 May 2000, Lot No. 19, oil on canvas,
dimensions unknown.

The Sauherad History Group and Sauherad Local History Archive have published the
identities of Wer enski ol RedsantRuiiafffiy.t48). TR Theymar k
are from left to right, with ages in 1883 when the painting commenced:

Ragnhild Moen (35) i (1848-1920)

Christoffer Gunheim (29) 1 (1854-1915) [his mother was Gunhild Kise?]

Hans Ibsen Moen (57) 7 (1826-1906)

Hans Gunheim (14) - (1869-1963)

Anund Lindheim (63) i (1820-1906)

128 sauerhad Historielag og Sauerhad lokalhistoriske arkiv: Lokalhistorie og kulturminne i

kommunen var.Sauerhad local history archive.
http://www.sauherad.historielag.org/start/index.php?option=com_ content&view=article&id=1:|
okalhistorie-o0g-kulturminne -i-kommunen-var&catid=45:velkommen, accessed 8 April 2011.



http://www.sauherad.historielag.org/start/index.php?option=com_content&view=article&id=1:lokalhistorie-og-kulturminne-i-kommunen-var&catid=45:velkommen
http://www.sauherad.historielag.org/start/index.php?option=com_content&view=article&id=1:lokalhistorie-og-kulturminne-i-kommunen-var&catid=45:velkommen
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Knut Lindheimsmoen (69) i (1814-1900) [Also known as Knut Larsson Kise?]
Kristoffer Notevarp (26) i (1857-1918) [Son of Tollev Lindheim 1824-88]
Gunleik Kaasa (62)1 (b. 1821)

You will note that the farm name Lindheim is in two of the surnames. Moenmeans

meadow and there is an extant drawing by Werenskiold of Gvarvmoen!® In the

present day there are many people in the Sauherad area with these surnames,™° and

the nursery at Gvarv has departments called Gvarvmoen and Gunheim. There are

clearyf ami |y connections between the model s. Th
masterly characterisationd of Christoffer Gu
coat reading the oration. *** The nephew of Anne Steinhaug (1896-1994) reports that

his aunt was taught by Gunheim,*** who in addition to being a schoolteacher was also

klokker (sexton) and chorister at Nes church.

In 1883 Arne Garborg published a semi-autobiographical novel Bondestudentar, which

dealt with the difficulties of someone from the bonde class going to university, and the

way in which the hero has to overcome many disadvantages in comparison with his
urban &écousinsd . Thordedudemtlas ppdsessing differenys t h e
qualities from the city student, qualities which enable him to triumph in his unfamiliar

urban environment. Despite its contemporary context, this is another portrayal of the

bonde as an exemplar, on this occasion confronting and overcoming the challenges of
modern | ife. I n July 1884 Werenskiold wrote
magnificent [...] What he says regarding the bonde student can be applied to almost

all our people in comparison with other nationaliti e'& & is highly significant that
Werenskiold was reading Bondestudentarat the same time as he was painting Peasant
Burial in which he had his very own former bondestudentar, Christoffer Gunheim, as

the model for the schoolteacher officiating at the s ervice. Gunheim was a klokker as

well as a schoolteacher, but Werenskiold wanted his orator to speak for a smart,

129 Gsthy, 1977, p. 93.

130 Family names did not always pass from father to offspring in rural nineteenth -century

Norway. Often people would use the name of the feé
Christian name plus suffix for theiepersosmoveda me 6.
or changed status, hence Knut Lindheimsmoen could also be Knut Larsson Kise. It was not until

1923 that fixed hereditary surnames were enshrined in Norwegian law.

131 Svedfelt, 1948, pp. 13-14.

132 Anne Steinhaug: http://home.eunet.no/~nilsneri/kirker/helsing/portretter/portrett_799.htm

accessed9 April 2011. Norwegian text: Han var ogsa klokker og kyrkjesanger i Nes kyrkje. Pa

Erik Werenskiolds meget kjente bilde En bondebegravelseer det Christoffer Gunheim som star

med salmeboka.

133 Erik Werenskiold to Jonas Lie 7July 1884. Norwegian text in Sheffield, 1999, p. 99, n. 67.
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modern Norway, not the parochial, crumpled, old -fashioned k/okker of the 1878
drawings. | believe this to be the reason why Werenskiold changed the klokkerinto a

more formal schoolteacher in the final picture.

In July 1885, just as he was finishing Peasant Burial Werenskiold wrote to Bjgrnstjerne

Bjgrnson apologisingfor his lack of communication, which he excused by his

preoccupation wi t i WereeskicidKhereekplaiaad that hefh&debéen 6 .

upset the day before by a bondef r om Si |l jord (Seljord) called

p 0 e t'¥ Werenskiold continued, 6 He possessed tbhmebwoarsstti ntgydp e

and went on to discuss the way that Tel nbsobs

Werenski ol dboveddrded ©6t het ered, when one says

[ .. . ] I f A Nor we ¢pavathepsopl® becasse they partigipate ia

European culture, tHen I et them go to hell 6.

It is interesting to compare these two letters. In the first, Werenskiold held up the

bonde student as an excellent example of how he wanted the Norwegian to be seen in

an international context. In the second, he decried theold-f as hi oned, 6l oc al

man who wants to protect Norwegian culture from exposure to outside influences, at
the cost T as the cosmopolitan Werenskiold sawitT of Nor way és r ol e

international arts community. Werenskiol

refutation of the O6National Romanti ci smob

happytocont i nue t o il |l ust r at mmanticalesofAgljeingenantior we g

Moe. Wer ens ki ousikjéction and embiladeraemteof the past is a key point.

134 Bjgrnson and Jonas Lie had submitted a proposal to parliament that Alexander Kielland,

author of Gift (1883; published in the UK as Poisor) and younger brother of the artist Kitty

i n

dods

i

0

t

rep

Kielland, should receive a stipend. Kielland, a

his request turned down, perhaps because of
nephew, Jacob Sverdup. Bjgrnson declared that he would not take his own stipend in protest.
135 Jorund Telnes (1845-92) was a local politician, writer and poet, whose best known work was
based on the legend of the 14™-century heroine Guro Heddelid, who reputedly came from
Seljord.The artist Harald Kihle (1905-97), who found Peasant Buriala great source of inspiration
(Sheffield, 1999, p. 104), |l ater i | |GwsHeddalid(©®slo: Samlhgeteds éds.
1972 [1886]).

1% Erik Werenskidd to Bjernstjerne Bjgrnson 3 July 1885, as translated by Clarence Sheffield in
Sheffield, 1999, pp. 197-199. Norwegian text: Sheffield, 1999, pp. 194-196.

t he

b ook

C
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The Buri al Picture: OA Funer al Service in th
It has been asserted frequentlyt hat Wer enski ol BeasantBunadvps r at i on
C o u r bBemalasOrnans (fig. 49), for example:

dt is fitting [...] to view Peasant Burialasanh o ma ge t o Bumalin Qiarts &8s

OReasantBuriall . . . i's general ly rRumaianOmaesEht of Cour b
6 We r e n s k pethdpsipaiti tebsite to Courbetd 8 v r i al a¥ Ornansé
OReasantBuriall . . . of t en has been s aiBdralat©Omdnelr]i ve fr o
which is Xery Iikelybd.

easantBurialal| so makes explicit reference to Gust
Burial a't*t Ornansé.

@ o u r tBarial@tOrnans [...] directly inspiredP e asant™Buri al 6.

These scholars give no explanation as to where Werenskiold saw the work of Courbet,

but as he was based in Munich in 1878 when he created his compositional basis for the

picture, this case may rest on the enthusiasm for Courbet that Werenskiold inherited

from his tutor Lindenschmit and his fellow-artist Wilhelm Leibl. Of course, the non-
Scandinaviarrbased writers may have been unaware of the 1878 drawings, and
therefore wrongly relate Wer ens ki ol déds inspiration to his
Paris during his residency there from 1881-83. There is, however, another picture that

is far closer to Peasant Buriafin mood, in religion, in composition, in extraordinarily

close detailL, when compared with Courbet ds whFureral | ref
Service in the Highlands of 1881-82 (fig. 40). Because of this close correspondence, |

will discuss the sequence of events in some detail.

James Guthrie (1859-1930) was a Scottish artist and a mainstay of the group known as

6The Gl asgow Boysbo. Late in 1881, it is said
boy who had drowned near the Vv%¥Inl985gRogeof Bri g
Billcliffe, the best-known writer on the Glasgow Boys, referencedJame s Cawo s

statement that Gu t h painted thé head of the minis t e r before heand ef t t
that he completed the work in the studio of John G. Whyte in Helensburgh in the

winter of 1881-82, using porters and fishermen formodel s and Whyteds so

37 pharo and Sagstad, 1996, p. 21.

138 Challons-Lipton, 2001, p. 113.

139 yalmestad, 1990, p. 79.

140 Marit Warenskiold, 1999, p. 87.

141 Sheffield, 1999, p. 68.

192 patricia Gray Berman inVarnedoe (ed.), 1988, p. 254.

143 Millais had painted the background to his Portrait of John Ruskinthere in 1853.
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young boy. *** A quarter of a century later, Billcliffe is vaguer in his assertions that

Guthrie 6had | ittle time to complete more th
(primarily of the minpatet)aéag &&odhthetusedhd
in place of the Highl ¥rWererskioldmsorused lacal chodelas bo ur e
to replace those from his original drawings, so there are initial strong parallels with the

production methods of Peasant Burial

144 James Caw, Sir James Guthrie, P.R.S.A., LL.D: a biographyLondon: Macmillan, 1932) p. 14;

Roger Billcliffe, The Glasgow Boys. The Glasgow School of Painting 18751895 (London: John

Murray, 1985), p. 51.

““Roger Billcliffe, OEar |y Year Bideerimy Pahters:WheSt evens
Glasgow Boys Exh. Cat. Glasgow & London: Kelvingove Art Gallery & Royal Academy of Arts,

2010, p. 16.



Fig. 39. Erik Werenskiold, A Poor Burialin a Norwegian
Mountain Hamlet, 1878, (En fattig Begravelse i en Norsk
Fjaeldbyga) as published in Ude og Hjemme (Copenhagen),
22 June 1879.

Fig. 40. James Guthrie A Funeral Service inthe Highlands, 1881-82,
Kelvingrove Art Gallery, Glasgow, oil on canvas, 129.5 x 193cm.
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Fig. 41 left Fig. 42 nght
Detail of fig. 40 Detail of fig. 39

e

Fig. 43 left
Detail of fig. 40

Fig. 44 right
Detall of fig. 39

Fig. 46 right

Fig. 45 left
Detail of fig. 40 Detail of fig. 39




A HIGHLAND FUNERAL.

. From the Picure by Jamnes Quthrie. By Pervission of John Forbes White, Evg, of Aberdders)
52

Fig. 47. James Guthrie, A Highland Funeral
as published in Magazine of Art May 1883, frontispiece, p. 309, engraving.

R AR T TR

Fig. 48. Erik Werenskiold, Peasant Burial En Bondebegravelsé, 1883-85.
Norwegian National Gallery, Oslo, oil on canvas, 102.5 x 150.5cm.
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Fig. 49. Gustave Courbet, Burial at Ornans(Ent er r e me n)t1843-6Q) r
Louvre, Paris, oil on canvas, 314 x 665cm.

S milarly, writers have asked a couple of ke
apply to Peasant Burial Had Gut hr i e Bwi@ et ®Omansand ibirttyibgsto
explain Guthund 66Fmenmnwc hd ilnhpdhe seenithewarksot i ¢ sty
JulesBastenLepage? To this | must add, ARoard Gut hri
Burial in a Norwegian Mountain Hamler? In his earlier article, Roger Billcliffe states his

argument T but perhaps has doubt in his mind T when he says rather ungrammatically

that @ seems almost totally impossible for Guthrie to have seen Burial at Ornans

bef ore finishing®Mesrewnegaiomt Keagd edelitseNMc Conk e
based on Robert Fernier, Gustave Courbet et Sa Vie(Paris, 1978)) that the only

possibility was for Guthrie to have seen it in Paris in the winter of 1881, and that this

6seems too Wpwebab,)| eWi |l | i am Haaordri ®iiciiéa s pl e a
when saying Guthrie seems (according to the Stevenson notes) to have visited Paris

for a few days in 1880, and to have made another short visit in 1882. It is therefore

entirely possible (pace Billcliffe) that he would have been aware of the Buwrial at Ornans

[...] and perhaps als o works by Jules BastienL e p a’‘feléo wever, Hardi eds
counterargument does not hold water, as 1882 would have been too late for A Funeral

Service in the Highlands and, according to McConkey, Ornanswas not on exhibition in

1880.*

146 Bjllcliffe, 1985, pp. 52-53.

“"Kenneth McConkey, O6From Grez lktweGtasignwSc &rteinsihn
Scottish Art Review; Vol. 15, No. 4, 1982, pp. 19-20 and p. 33. n. 17.

148 Wwilliam Hardie, Scottish Painting 1837 to the Present (London: Studio Vista, 1990, p. 85).

See also William Hardie, The Glasgow Boys: in your Pocket(Glasgow: Waverley, 2010), pp. 56-

57.

149 McConkey 1982, p. 33. n. 17.
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Similar arguments apply to a meeting between Guthrie and Erik Werenskiold: 1880 was

before Werenskiold arrived in Paris and 1882
adds one large unlikelihood to another to suggest that they might have met in Paris in

the winter of 1881, particularly as this was when Guthrie was busy painting his picture

6done rapidly and ' Adbitonalls Weremskigld couldmat $psak o .
English™and, despi tpeota dorfielntaitnigpnal istAugasss, Gunnar

Strindbergdbs comment t hat -$phaking@additlteratlentioravi ans

to each ot¥Her at Grezbd.

Fig. 49a. Jules BastienrtLepage,

Les Foins(The Haymaker3,

1877, Mus®e do6Orsay,
Oil on canvas, 160 x 195cm.

150 caw, 1932, p. 14. The painting must have been completed very rapidly, because it was

ready to go off to that yeards Royal Academy exhi
March 1882. Also exhibited at the Royal Glasgow Institute of Fine Arts 1883 (No. 455), where

purchased by John Forbes White of Aberdeen for £210.

51 Marit Werenskiold, email to the author, 26 April 2011.

Torsten Gunnarsson, 6Swedish -aurdo St g/ie féineravi an P

at Grez-sur-Loing (Tokyo: Yomiuri Shimbun/The Japan Association of Art Museums, 2000), p.
264.
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To add one final ingredient to this mixture, no one has been able to identify the source

of Gut hr i-iefléemced-paimtingdechnique in A Funeral Service in the Highlands

A great deal has been written about whether he was exposed to BastienLepaged s wor k
and if so, where and when? Guthrie probably saw Les Foins(1877; fig. 49a) when it

was exhibited at the Grosvenor Gallery in London in 1880"° as he studied in London in

the studio of John Pettie from 1879 to 1881, *** but | feel that thi s is surely not relevant,

as A Funeral Service in the Highlandshas very little of the characteristics one

associates with BastenL epage. Gut hr i e 0 HAHwIE Waughter(EB83t wor k
National Gallery of Scotland, Edinburgh) is far more redolentof Le page s manner ,
a solitary girl staring directly at the viewer, while Schoolmates(1884-85; Museum voor

Schone Kunsten, Ghent)i despite a smoother brush technique i contains figures that

both look like Bastien-L e page 6 s wor k aherdorigiyasnesphers a n
characteristic of the French artist. Instead, | believe that Guthrie was probably

influenced by Arthur Melville6 s wo r k -sur-looimg, &g. Paysanne a GreZ1880;

Bourne Fine Art, Edinburgh) exhibited at the Royal Scottish Academy in 1880."*° Laura

Newt on, for exampl e Jhe Cattaré Gardbn@l881; @rivdteh r i e 6 s

coll ection) shares subject matter athd O6that
Cabbage Garden(1877),"*° and A Funeral Service in the Highlandsvery much

possesses that similar sense of confinement.

What is extraordinary is the composiAti onal s
Funeral Service in the Highlands(fig. 40, 1881-82) and Wer ens ki olAdés il |
Poor Burial in a Norwegian Mountain Hamlet (fig. 39, 1878). The two pictures are of

similar proportions and both have a Calvinist frugality and lack of ornamentation. Each

has a preacher with right arm rais ed in front of a door (figs. 43 and 44 ) i if you place

one figure upon another, those arms are at identical angles. Each has a squareframed

window and each has a young boy standing to the side of a tall bearded father -figure,

with the child showing a little more emotion than t he surrounding adults (figs. 45 and

46). The Norwegian spades are replaced by a Scottish sickle. Most remarkable of all is

the old man towards the front of the picture plan e in each composition (figs. 41 and

¥ geeKennet h Mc Conk e gauofthdNatralBte: Bagtierelre page and Bri ti s
Art History, Vol. 1, No.3, 1978, p.374; Laur a Newton, O0Cottars and Cabhb
Nati onal l dentity i n Sctohd ilsaht éi KNii A e/ tddseaibiu/ireaC enrt ti unrg
in Britain, Vol. 6, No.2, Winter, 2005, p. 57 ; Colleen Denney, At the Temple of Art: the

Grosvenor Gallery, 1877-1890 (Madison, NJ: Fairleigh Dickinson University Press, 2000, pp.

164-65.

154 Bjlicliffe, 1985, p. 16.

155 Newton, 2005, p. 56.

1% Ibid.
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42). They stand in an identical pose, with head slightly bowed, arms and hands

crossed, Guthrieo6s thepgturemandiruordaréoemphasiseshis| e |

dignity. |l draw particular attention to the
covered by the left in each case. I n Gut hri

forefinger clutching a hat and stick,inWer ens ki ol dés a thumb and

grasping the shovel in an identical manner. These similarities are even more marked
when comparedtoWere ns ki ol d6s s ub Oémurse there apediffenencesn g
most notably the absence of the female figure on the left, but as women were not
permitted at a Scottish funeral, but instead remained inside the house, the lit window

is surely indicative of the female presence within. | think that the possibility of Guthrie
having seen Wer en 8deogHedmezas ulikedyws anPgrisiann
encounter with the Norwegian, so it is hard to a ccount for the close similarity, yet the

visual evidence of a link is so strong.

Guthrie was known at this time for his pictures of people of the cottar class,
equivalents of the Norwegian Husmennwho lived from a small piece of land rented in
exchange for working for the bonde landlord. The Highland mourners share an affinity
with the poor No rwegian mountain mourners. There are many other correspondences
between the Norwegian artists of this period and the Glasgow Boys. Many of them
travelled to Paris and Grez, and were influenced by French Naturalist techniques and

subjects in exhibitions and galleries at home and abroad. Laura Newton quotes

Billcliffeds words on 6The Boysd that <can

it 6records the tedious and hard work of

comment on it and without invoking undue sy mpathy on t Reltispart

interesting to compare contemporary works by the Norwegian Gustav Wentzel and the
Scotsman W. Y. Macgregor (figs. 50 and 51). Both works are from 1881, both have the
same title,**® and both feature a carpenter leaning from the left over their workbench
surrounded by wood shavings. They provide a clear visual example of the closeness
between Scotland and Norway, and in both cases the aim is an honest but
unsentimental depiction of manual labour that neithe r glorifies nor romanticises

working people.**

157

Newton p. 55 quoting Billcliffe, 1985, p. 50.

18 Snekkercan mean carpenter or joineri Macgr egor 6s work may first
A Car pentiel88s ses dtevgnson and Walsh,2010, p. 130.

19 The age old connection between Scotland and Norway is well known. Particularly pertinent is

that a Scottish army of some three hundred men invaded Norway in 1612 and marched through

(0]

e

p

ap
t he

(o

ha

Romsdal and Gudbrandsdalen (site of Werenskiol d?o:

a force of Norwegian bgnder and peasants (note the differentiation), including men from Vaga,



Fig. 50. Gustav Wentzel, A Car p e nt e r(6t Snekerverksted, p
1881, Norwegian National Gallery, oil on canvas, 53 x 68cm.

Fig. 51. W. Y. Macgregor,A Joi ne,s8% Shop
private collection, oil on canvas, 60 x 92cm.

at the Battle of Kringen (Kr i rkgowomi)Norwdyhnithe o6r omant i
nineteenth century. Edvard Storm had written a folk song called Sinklars Visa(S7 nc/ aiar 6 s Sor
Ballagjin 1781 (I y r iThe dandebof Vaga, LesjaandL om, shoul deripg sharp a
Andreas Faye referred to the battle in NMorske Sagn(1833), and Hans Krags in a book of 1838
(Krags was the parish priestinVaga 1830-4 2: See Jan Faye Br aadet and, 0/
Nasjonal e Gj dstAgoanbry 20@Bd4dbok for Aust-Agder kulturhistoriske senter.

(Arendal, 2003), pp. 70-1). Henrik Wergeland then wrote the tragedy Sinklars Dod(S7 nc/ ai r 6 s
Deatf)) ¢.1840, and Adolph Tidemand painted Sinclairs landing i Romsdawith Morten Mller)

in 1876, just prior to Werenskioldés trip to Gudt
was in fact subordinate to expedition leader Lieutenant-Colonel Alexander Ramsay(see Thomas

Mitchell, History of the Scottish Expedition to Norway in 1612 (Edinburgh: T. Nelson, 1886)).
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The Burial Picture 1849 -1885

As demonstratede ar | i er , Budasdat Orbaestis®fen seen as being inspirational

for Peasant Burial But in contrast to A Funeral Service in the Highlands Burial at
Ornanshas many differenceswh en compared with Werenskiol dbo
one of scale. Burial at Ornansis over thirteen times the size of Peasant Burialand over

eight times the size of A FuneralService. It is also over twice as long as it is high,

whereas the other two pictures are both only one -and-a-half times. We then consider

the number of people: Courbetds work has ove
Werenskioldds eightel AFdi Oidans asly IOy, r ®@@E® sMii com a |
there is a sense of slow movement in contrast to the fixed stillness of Werenskiold and

Gut hrie. Cour bet 0bourgeoisieofiOrnans id epirast to the purélye

rural inhabitants of the othertwo. Cour bet 6 s picture appears mor
Werenskiold, enclosed by picket fence and stone wall, and that of Guthrie where the

cottage is a substantial feature. C o u r bBeiafeslly is a burial; in the Guthrie it is

still to happen, in the Werenskiold it already has. To this one must add the subject of
religion: Gabriel Weisberg notes Charlaes Big
Protestant buri al and more than 1|i k'*®Whilerepre
Guthriebsepccibed by Hi s bi omarkadppyhpepwerahch mes Ca
pathos, pregnantwitht he gr ave and aust &% @nemightdescibe of Ca
t hese wor kpsr oatse sGtualnttrbaa They have none of the
embel |l i shment of Courbetés Catholic service.
and decl ar eWerdnsgkiald [...]&cledtes & defjuinely Norwegian, soberly

Lut heran rur al scene, i n contrast to Courbet
b u r t**a&Shedmplies that the conceit of the French picture contrasts with the purity

and clarity of Werenskioldds depiction.

Pol itical |l yworkWanrbeseen ks portragirig $he emergent bonde class as
dignified representatives of rural Norway, enduring hardships stoically, both in life and
in death. Werenskiolddés work was painted bet

that there was a constitu tional crisis in Norway following the great success of the Left

180 Michael Fried, Co u r b e t 6 {Chigagaaahd/Lsndon: University of Chicago Press, 1990), p.
118.

“!'Charl es Bi goatr,t s6 L'e sl dBEexapuoxdortege®m n ¢ Imlale $ikle, 161 e
August 1889, 2, quoted in Gabriel P. Weisberg, The European Realist Tradition(Bloomington:
Indiana University Press, 1982), p. 289, n. 41.

182 james L. Caw, Scottish Painting 1620-1908 (Bath: Kingsmead Reprints, 1975 [1908]).

183 Marit Werenskiold, 1999, p. 87.
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in the 1882 election. The Left consisted of all the rural representatives 1 i.e. the bonde

classi and athird of the urbanones. ™™ Ki ng Oscarés opposition toc
prospect of a takeover by the army in support of the conservative Right, but a crisis

was averted when, in 1884, the King finally accepted a government led by Johan
Sverdrup!®Wer enski ol déds picture is therefore hig
class in the Storting (parliament). T. J. Clark devotes much energy to a discussion of

whet her Courbetébés sympathies ar eBubaBashemi an o
Ornans, and says that the picture represents the equivocal situation of the bourgeoisie;

on the one hand th e target of peasant distrust, on the other providing leadership for

rural radicalism.*®Mi chael Fried believes that Clarkds
ar e O mandlteasa mire specific interpretation of context to pictorial content is

required.® 1 n comparison to Werenskioldés picture,
represent a comparatively prosperous section of rural/small-town society, although we

know the Norwegian bgnderwere already grasping the reigns of political power.

Itis particularly rewarding to compare the two gravediggers in the works of
Werenskiold and Courbet. T. J. Clark discuss
Buchoni himself depicted in Burial at Ornans1 and concludes that Buchon regards

the gravediggerinthe pi cture as oO6t'HBuohenpwoieearianhbe
drawn to the gravedigger who sits there on the edge of the grave, [...he] shows no

meanness in his robust posture. He is even the only one in that immense reunion who

kneels, and yet, look! he alone carries his head high, he alon e ¢ 0 mm@&°nltdss 6 .

certainly true that the gravedigger is centre stage in this work, and that his white

sleeves stand out against the dark attire surrounding him. He possesses a clear and

alert countenance that contrasts with the two beadles, red -robed and red-faced, who

stand i mmedi ately behind him. There are para
gravediggers in Hamletwho, despite their lowly social status, possess a wit and

wisdom superior to that of their supdggesed be
wears a black waistcoat and white shirt that corresponds with the majority of the

mourners in Peasant Burial

184 See Derry, 1973, pp. 56-59.

185 1bid.

186 T, 3. Clark, /mage of the People: Gustave Qurbet and the 1848 Revolution (London:
Thames and Hudson, 1973, p. 34, p. 115.

187 Fried, 1990, p. 118.

188 Clark, 1973, pp. 18, pp. 115-16.

¥Max Buchon, 6 Maxl&8auXx)h onn (SanebrékkedsandsBurial at Ornansd
in Charles Harrison, Paul Wood, Jason Gaiger (eds.)Art in Theory: 1815 -1900 (Oxford:
Blackwell, 1998), pp. 365-66.
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Clarence Sheffield says that in Peasant Burial dhe six male figures who stand at the

right are dressed in a similar manner and form a coherent group [...] The two figures

on the left side of the grave wear lighter coloured garments than the six figures at

r i g'fHodvever,]I question that the six form a coher
assertion that the elbow of the man on the extrem e right (touching the head of the

young fellow second-right) connects them.!’* The picket fence is there specifically to

exclude the man on the far right, who is not as closely related to the deceased, and is

perhaps a bonde from a neighbouring farm.

In Peasant Burial the gravedigger has his head bowed in a deeper, more deferential

gesture than the proud but respectful three men and boy who stand near him.

Although he is placed towards the front of the picture plane, he is far less prominent

than Guthrie6 s counterpart, and far more peripheral
information, including his grave -digging duties, suggeststhat he is of lower class than

the surrounding men, but his inclusive position indicates that he was perhaps a long -

standing loyal employee ofthedeceas ed or t he deceaseds@he f ami | )
last remnant of the true peasants of A Poor Burial in a Norwegian Mount Hamlet (fig.

22)? It is the uncertainty that surrounds the specif ic class of person being buried that

adds to the mystery and appeal of Peasant Burial

Despite the assertion by Ingvild Pharo and E
in Eur opg@anfiard 6t,hi s not to be the case. Gut
Hi ghl and funeral s, sAMHighandRinekig. 62 B844H34%r vey 6 s
Robert Ran dlHighlaNctFureral &ghe Braes of Lochaber(1849),'"* Kenneth

Ma c | edHjgbland Funeral (1859)'" and Dav i dA Mghkand &updias (1876),

which was exhibited at the Royal Scottish Academy in 1880,'°j ust pri or to Gu
work. Also included i n t hihesFuncaitofaditiaGirlon s Hugh
the Riviera (fig.53,or A Chi [/ d 6 s F u n 8,rdepitting arsunhy/Cathoke/ v/ er a

170 Sheffield, 1999, p. 75.

1 1bid., p. 78.

2 Pharo and Sagstad, 1996, p. 21.
173 Exhibited RSA 1844, No. 161.
174 Exhibited RSA 1849, No. 239.
175 Exhibited RSA 1859, No. 237.
176 Exhibited RSA 1880, No. 113.
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funeral in stark contrast t’Ge®utgher iHad sv edydisr «
fashioned and sentimental style of Scottish art shares much of the stoic Romanticism
of his Norwegian contemporary Tidemand. Just like Werenskiold, Guthrie was in

oppositiontothis 6 o-1 ds hi generd&®, t hough both Guthrie ani

feature a similar faithful collie dog that adds pathos to the scenario.

Fig. 53. Hugh Cameron. The Funeral of a Little Girl on the Riviera
or A Childg Funeral on the Rivierg 1881,
McManus Art Gallery, Dundee, oil on canvas, 123.8 x 210.2 cm.

17 Exhibited RSA 1882 No. 36i See also Caw 1975 [1908], p. 260; Art Journal, 1882, p. 93;
The Magazine of Art, 1882, p. 302.
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Guthrie and Werenskiold would also have beenaware of the work of Frank Holl,*”® who
had depicted funerals in a sentimental, Victorian manner in / am the Resurrection and
the Life (The Village Funeral)(1872; Leeds City Art Gallery)'™® and Her Firstborn:
Horsham Churchyard(1876; McManus Art Gallery, Dundee). On the continent, Albert
Anker had painted A Childb Euneral (Kinderbegrébnis)in 1863, and the seventeen-
year-old Isaac Israéls made a successful debut at the Paris Salonwith Military Funeral

in 1882. **° Jules BastienLepage had plans for a similarly-themed picture, 7he Burial of
a Young Girl in a series to be entitled Les Mois Rustigues'™ He also made sketches

and planned to exhibit his final picture at the 1885 Salon(asL 6 Ent er r e ment

Jeune Filld,"*® but his own death intervened.

In 1853 Tidemand and Gude had produced another joint portrayal in a Romantic style,

183

this time of a Funeral on Sognefjord (Likferd pa Sognefjorden),” in which a coffin in a

adou

rowing boat is draped in a Norwegian flag. A

important Scandinavian precedent for Peasant Buriab'?* based on work by Bo Lindwall

that notes similarities with Gustav Cederstr® m &Barrial in Alsike (1883, Begravning i

Alsike)However, as this work was painted after

cannot be a precedent. The Nordic funeral-themed work that | think most influential is
Al bert Edoaelvfeglitn@s t h e(figh); whidhbneu ldhaveé ieenmwell-
known after it received a third-class medal at the Paris Sa/onof 1880, the first to be
awarded to a Finnish artist.*®®> Edelfelt painted this in a Natural, en plein-air style, much

influenced by his friend Jules Bastien-Lepage®® The French critic Philippe de

Chenneviec es t hought that OPer haps dclassmegait wor t h |

178 See Billcliffe, 1985, p. 50 and McConkey, 1982, p. 17 and p. 33 n. 13. Also, @stby, 1977, p.
23, f or Wer enski ol dResGraphic.0Verénskibld may also have known of Vincent
Van Goghodés enthusiasm f.or Holl via Theo Van
17 Drawing published in 7he Graphic 17 August 1872, Vol. 6, p. 148 (Issue 142).

180 No. 1387 Enterrement militaire en Hollande.

181 André Theuriet, Jules BastienLepage and his Art: a Memoir (London: T. Fisher Unwin, 1892),
pp. 40, 70, 98.

Gogh

182 | eanne Zalews k iules RastienLepage (1848-1884), Mu s ®e d' Or s\VégteentPar i s 0,

Century Art Worldwide, Vol. 6, Issue 2, Autumn, 2007. Accessed 24 January 2012 from:
http://www.19thc -artworldwide.org/autumn07/44 -autumnQ7/autumnQ7review/121 -jules-
bastien-lepage-1848-1884

183 An identically-titled work by Gude alone, dated 18686, is in the Géteborgs Konstmuseum,
Sweden.

184 Sheffield, p. 69.

% Timo Huusko,6 Ed e | f el t 6 s T wilberFEaa/félrd854- 2906 disvitee Book(Helsinki:

Ateneum Art Gallery, 2004), p. 301, and Timo Huusko, 6 Al b er t - Cobdnevlefye Intg t he

Cof fin, AtendudrGBide (Enghsh)(Helsinki: Ateneum Art Museum, 2008).

Chi

¥pavid Jackson, o6Naturali dNoCdthnt rRiussd sberp(edga li rhiee IN

llusions of Reality: Naturalist Painting, Photography, Theatre and Cinema, 18751918
(Amsterdam, Helsinki, Brussels: Mercatorfonds, 2010, pp. 105 and 113. See also Huusko, 2008,
p. 30.


http://www.19thc-artworldwide.org/autumn07/44-autumn07/autumn07review/121-jules-bastien-lepage-1848-1884
http://www.19thc-artworldwide.org/autumn07/44-autumn07/autumn07review/121-jules-bastien-lepage-1848-1884
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was awarded. The emotion is so simple and effortless, and the poignant sadness its

simple good-h e a r t e @'nl drsl thid work relevant to both Werenski old and Guthrie.

The air of stoical acceptance and mood is very similar in both Werenskiold and

Edel feltds works, while the Guthridace@nd t he
downward-looking small child, brave but inwardly grieving, positioned rig ht next to the

coffin.

187 philippe de Chenneviéres, 6 L e S a | o nGadatte desb@bxéarts, 26, 2, Tome 22, 1880,

p. 62.
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Fig. 54. Albert Edelfelt, Conveyi ng t he Chil dé

(Convoid 6 unn &@offeade Finlandg), 1879,
Ateneum Art Museum, Helsinki, oil on canvas, 120 x 204cm.

Fig. 55. Albert Edelfelt, Divine Service in Uusimaa Archipelago
(Service divin au bord de la mer), 1881,
Préfecture du Haut-Rhin, Col mar ex Mus ®e
oil on canvas, 122 x 178cm.

do Or




80

Fig. 56. Christian Skredsvig A Farm at Venoix(Une Freme a Venoiy, 1881,
Musée de Normandie, Caen,oil on canvas, 200 x 300cm.

Fig.57. Chr i st i a tne&&mea Venoix(tapd s
centre) /n situ at the Paris Salon of 1881.
Salon de 1881. Photographié par G. Michelez.

SALON DE 1881. e oty
Gaomes (Amand) . 960 LA PECHE A L'EPERVIER.
Gramz (Léon). 1008 REVEIL.
Howoss (M™) ... .. 1099 NATURE MORTE.
HR o B e esteos 1114 PLUMEUSE DE VOLAILLES.
LaThame: -5 oo s wivisis s 1360 DIOGENE.
Peaner (Aimé).............. 1823 LE SEMEUR.
SEREISNG < o o ta s tssaie ' .. 2187 UNE FERME A VENOIX (Normandie ).

Vatavos . ) : 2283 LA CHARITE.
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Nordic Success at the Paris Salon

There are two pictures that were highly successful atthe Salond ur i ng Wer ensKki

first Parisian period that also merit close consideration The first of these is Christian
Sk r e d sAFarm & Yenoix(fig. 56, Une Ferme a Venoiy, winner of a gold med al at
the 1881 Salon(fig. 57).'*® Werenskiold would have been delighted at this Norwegian

success and would have paid close attention to the work. Physical similarities are many.

Skredsvigbs picture, although | essrebfri ght

bright sunshine and shadows. It is painted in a Naturalist en plein-air style that
contains significant Realist elements. There is plenty of green grass, a concept that
Skredsvig would have known from both Werenskiold and the Barbizon artists. There
are similarities between Werenskioldods
gate, both features surmounted in the top right -hand corner by similar extending tree
branches. There also appears to be an enclosing stone wall on the central left-hand
side of Skredsvigbs work. Both pictures
Sheffield notes how Norwegian artists felt a kinship with Normandy, due to the
possibility that Rollo (¢.846i ¢.931), the first Viking ruler of Normandy, was Norwegian,

and that the Normans were thus descended from Norwegian stock.*®°

The second picture | wish to consider is another by Albert Edelfelt, Divine Service in
Uusimaa Archipelago(1881; fig. 55). We know that this was a success because it was
acquired by the French state after its appearance at the 1882 Paris Sa/on**® Like
Peasant Buria/ there is an upright male figure holding a bible or hymnbook, in a similar
position just away from the left -hand edge of the canvas. Common features are an

expanse of grass, and again some vegetation in the top right-hand corner. This picture

whi

(0]

h

t e

have

al so shares an air of quiet contemplati on,

words.

a

188 Sheffield, 1999,p.122. See al so Anne Fal abime ,ferdm@dri sVeé mm

Annie ScottezDe Wambrechies (ed.), Echappées Nordiques: Les Maitres Scandinaves &
Finlandais en Francei 1870/1914 (Lille: Palais desBeaux-arts (Somogy), 2008).

189 See Sheffield, 1999, pp. 59-60. Rollo (aka Ganger Rolf or Hrolf), great-great-great
grandfather of William | of England (the Conqueror), may have been Norwegian or Danish.
Fjdgesund and Symes 2003, note how nineteenth -century Britons saw a link between the
Normans and the Norwegians, and that Gudbransdalen farmers were happy to exploit the

|l egend of Rollo,-bédoddelkdeidescentdbl u@ pur duit

See Fjagesund and Symes 2003, pp. 124-26, particularly the extract fro m Williams (1877, p.
222) on p. 125.
19 Riitta Ojanpera in Scottez-De Wambrechies (ed.), 2008, p. 72.

of

1
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Peasant Burial
The composition of Peasant Buriahas already received considerable analysis from

Clarence Sheffield!®*

so | propose at this stage not to repeat his observations, but to

add my own findings. Firstly, | must conclude my Gu thrie connection. | have seen no

published explanation as to why Werenskiold suddenly reconnected with the burial

theme after an absence of five years. Perhaps he saw something at Gvarvi one of the

people or one of the churches at Sauherhad or Nesi that struck a chord in his

memory. ***> More likely however is that in May 1883, in the month or so before
Werenskiold arrived at t he f ar M Fwméaral S&Exwieer v , an
in the Highlands, now entitled A Highland Funeral(fig. 47), appeared asthe
frontispiece Magazinaohtat® Itseemstpariéctly feasible to me that

a Scandinavian artist, even Werenskiold himself, or the anglophone Sophie

Werenskiold, would have observed its similarities to A Poor Burial in a Norwegian

Mountain Hamlet and remarked upon it. | sug gest this because of the similarities

already noted between the two pictures, and because of some specific features. In

other words, having raised the possibility o
picture, | now raise the possibility ofanengravi ng of Gut hrieds pictur

Werenskioldbébs painting. Let us examine sever

Firstly, the tall man in all three compositions, his head above and to the left of the

older man with bowed head, begins with a full head of hai rin Werenskio | d6s or i gi n:
drawing (fig. 58), butin Werensk i ol dés f i nal)thipmanisfarimorglikd f i g. 6
Gut hri eds §siggificantdy,on topgfig.d9 )nthan his own earlier drawing.

Similarly, the old man has a full head of hair in the drawing (fig. 58 ), but has lost most

of it by the time of the painting, moving ¢l oser t o Yandhhsralsoe s (fi g.
gai ned Gu twhiskers Mast irgerestieg of all is that the old man (fig. 61 )

began with a thumb and at least two fingers around his shovel. Now in the painting

(fig. 63) his grip has metamorphosed into a thumb and single finger on either side of

the gripped object in an identical fashiont o Gut hr i(ffig.®%. f i gur e

191 Sheffield, 1999, pp. 75-86.

Y2Nor way 6s mdaktmusicamtbeuiHsrdanger fiddle player Torgeir Augundsson

(2799-1872), known as fAMyll arguttendo (Millerboy), we
illustrates the painter Thorleiv Stadskleiv playing the Hardanger fiddle in Play and Dance(1896;

Norwegian National Gallery, Oslo).

193 Magazine of Art May 1883, p. 309.
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Fig. 58. Fig. 59. Fig. 60.
Detail of figure 39. Detail of figure 47. Detail of figure 48.

Fig. 61. Fig. 62. Fig. 63.
Detail of figure 39. Detail of figure 47. Detail of figure 48.

It is of interest that Peasant Burialis a wholly rural representation, with no indication

of mechanisation or modernity. Completed in the same year 1 1885171 as the first

194

hydro-electric power supply in Norway was delivered to nearby Skein,”™ the picture

shows a small farm, including sundry outbuildings, positioned far into the background,

%% The railway through the area was not complete until 1924. The Norsk Hydro plant at

Vermork outside Rjukan opened in 1911, and became worldf amous f or i ts product
wat er 6 du Warigo, Wil Axél Aubert (1873-1943) in the role of director -general
(1926-41) and chairman (1941-43) at this time. Axel &ds mot her Hil
Thaul owds first cousin, and Axel 6s fathetr Otto Be
cousin of the critic Andreas Aubert (1851-1913).
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andlocat ed above the schoolteacherds heflodde | f n
who was being buried, it alludes to the typical farm setup of the bonde family who are
depicted around the grave. Werenskiold confe
Itis indeed foolish to think that one should be obsessed by a motif for three summers

in succ®®ssionbd.

|l believe Werenskioldds O6obsessiond can be d
he spent many weeks assessing each of the eight people, thinking about their posture

and direction, capturing their individual character, then emphasising this without

resorting to caricature. Secondly, he assembled these figures into a coherent

compositional whole, as he had observed in the work of other European artists. Finally,

he considered what mood, message and public impact he wanted this assemblage to

convey. Only after the labour of three summers did Werenskiold consider that he had

succeeded in unifying these diverse elements into a picture ready for exhibition.

Peasant Burialmade a considerable impact when exhibited in Christiania in 1885. Its

amazing clarity and lack of sentimentality | ed peopl e to see it as al
6 b r U°t lherdit was exhibited at the Exposition Universellein Parisinl 8 8 9 , 6t he

faces of [Werenskioldés] subjects, all portr
appeared more authentic than, the ide¥lized

Finally, as stated previously, the Norwegian National Gallery descibe it over a century

later as anintegralpart of Norwayds visual identity

Conclusion

Eri k Wer ePaasdafBorialid éhsmportant and fascinating work of art. The
attention which the artist lavished upon it is evident in the clear and convincing
depictions of the people of rural Telemark. | believe that my analysis has brought to
the fore a number of previously unconsidered areas. | have shown that the earlier
preparatory drawings provide a purely compositional basis for the final picture, and
that i t i s not , a s a sgnthesfs bf ithe twalmost tharisted rural egions 1
Tel emar k and ba bpaatinglo$ Telanhadk people in a Telemark

landscape, different in class from those Werenskiold saw at Vaga. | have shown also

195 Erik Werenskiold to Jonas Lie, 31 Januaryl 886 (University of Oslo Library), quoted in

Sheffield, 1999, p. 80.

19 gyedfelt, 1948, p. 13.

197 Michelle Facos, Nationalism and the Nordic Imagination: Swedish Art of the 1890s (Berkeley,
Los Angeles, London: University of California Press, 1998, p. 31.

198 Sheffield, 1999, p. 105,
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thatt hese drawings contained recognisable figu

folk tale drawings.

I have r ej ecBumlhatOinansasla pidtodias basis for Peasant Burialffor

many reasons:the scal e and shape of Coufiguesitds pi ctu
openness, its sinuous movement, its opulence and its overt Catholicism. | do, however,
acknowledge that Werenskiold would have know
been aware that Bastien-L e page t hheullgihmat ¢ .'®lostend; lsugest

a clear affinity with Scottish Calvinism and the work of James Guthrie. In connection

with this, I note the centuries -old historical link between Scotland and Norway, much

romanticised in the nineteenth century, and demonstrate the excep tional closeness of

picturesof A Car pent e r lbyNenizel ankl Bidcgrggor respectively.

Significantly, | de mo ReadantBurias arsynthvesiSud theeants ki ol d
that he saw in Munich and Paris from 1875 to 1883, including French Naturalism in the

work of Corot and Daubigny, with its play on light and shadow, tranquillity, gentle

tones, and scenes of honest peasantry in their rural environment. Wilhelm Leibl was

also a conduit for this French-based influence, in that Werenskiold would have seen his

works on a regular basis. We must also consider the creation of the compositional

whole achieved by Munkécsy and Krgyer in the individual works that Werenskiold

praised, and the stoic acceptance ofns.l i fe an
Skredsvigbébs green and sunlit view RedsanNor mand
Burial and perhaps Guthrieisthereal so. Cer t ai thdmg, compositondnédt t er 6

Protestant mood and frugality comes far closer than any other work .

Finally, | show how Werenskiold rejects the old Norway, in the form of the ancient

stave church background and the O6eccentricd
portrait of modern European Norwegians. He succeeds pictorially in his negation of the
Romantic rituals of Tidemand, but conversely his very subject matter, the burial of a

bonde, is rooted firmly in that self -same Norwegian Romantic tradition.

199 william Feldman, 7he Life and Works of Jules BastierrLepage PhD thesis, New York

University, 1973, p. 245.
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CHAPTER TWO i PEDER SEVERIN (P.S.) KR@YER

Peder Severin Krgyer was born in the Norwegian town of Stavanger in 1851, but was

brought up by his aunt in Copenhagen and is universally considered as a Danish artist.

He was some three-and-a-half years older than Erik Werenskiold, and there was a

similar gap between Krgyer arriving in Paris in June 1877 and Werenskiold in February

1881. Krgyer was also three years ahead of Werenskiold in first exhibiting at the Paris

Salon making his debut in 1878. Like Werenskiold, Krgyer did visit Munich, but only

briefly 1 in June 187571 and did not remain to study there, although he and the
Norwegian Eilif Peterssen f ounidIinteiestirgly,t o pai n
one of the three German history painters who impressed Krgyer was the director of the

Munich Academy, Karl von Piloty.

Krgyer was undoubtedly the most successful Danish artist from an international

perspective in the period under review (1878-1889) and this chapter concentrates on

his works fromthistime. These years also coincide with |
exhibition in Paris at the 1878 Exposition Universelleto the last time he exhibited at

the Paris Salonin 1889, though his paintings continued to be exhibited internationally
rightuptohisdeat h in 1909. At this point | will sul
exhibition record from 1878 to 1889, ** which serves to emphasise the over-riding

i mportance of Paris to KrByerds prominent in

1878 Paris (Exposition Universellg.

1879 Paris (Salon).

1880 Paris (Salon).

1881 Paris (Salor), Gothenburg.

1882 Paris (Salon), Vienna.

1883 Did not exhibit abroad.

1884 Paris (Salor), London, New Orleans.

1885 Paris (Salor), Paris (Georges Petit), Antwerp, Brussels, Bergen, Stockholm.
1886 Paris(Salon), Clermont-Ferrand, Berlin, Gothenburg, London.
1887 Paris (Salon), Paris (Georges Petit).

1888 Gothenburg, Berlin.

1889 Paris (Salon), Paris (Exposition Universellg.

2% jan Gorm Madsen in Saabye, Krayer, p.17.

1 saabye, Krayer; pp. 335-37.
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Krgyer began his apprenticeship somewhat younger than Werenskiold, studying for six

years from the age of thirteen at the Royal Academy of Fine Arts in Copenhagen

(1864-70) . I n 1872 he won a Ominor gold medal
1873 to 1877 he spent much time in Hornbeek, a fishing village in Zealand which was
gradually becoming Denmarkdés first artists
at the 1878 Exposition Universellein Paris, Krgyer travelled extensively in Germary,

the Netherlands, Belgium, Spain and Brittany, always looking at the art in the major

galleries and museums during the course of his travels. He also spent time as a pupil in

L®on Bonnatds studio in the summer of 1877.

career, and his enthusiasm for Veldzquez and Riberainfluenced the pictures that

Krgyer concentrated on in the Prado the following year.

The 1878 Exposition Universellewas held from May to November 1878; Kragyer arrived

in Paris in September following seven months in Spain. There were five different

classes of competition at the exhibition, and in the oil painting class the Nordic

countries were well represented with around 230 exhibits (Sweden eighty-two,

Denmark seventy-six, Norway fifty -eight, Finland twelve). It is notable that many of
Denmarkb6és representatives were members of

including four who had died in the 1870s. Most prestigious among the deceased was

(@}

the former director of the AcdeemAgetbhe Wphihe

Marstrand.
However, Denmar k6s r el iiisssnggesteddhat somie work§ wered g u ar
6rdeat edd in order to make t Reimvasanptmsuacessfmior e ¢

move as far as the critics were concerned, and this led to an outcry against the Danish
art establishment.?® Two pictures by Krgyer were chosen for exhibition, the first being
The Smithy at Hornbaek (1875; fig. 64 ), 2°* which had been exhibited at Charlottenborg
three years earlier, and had been purchased by the major collector Heinrich
Hirschsprung prior to that exhibition i this was the first major purchase by the Danish

tobacco baron, whose support was to prove highly significant to Kragyer throughout his

292 | ise Svanholm, Northern Light i The Skagen Painters(Copenhagen: Gylendal, 2004 [2001]),

p. 37.

%3 For details of this criticism, see Thor Mednick,6 Dani sh | nternati onaéri sm:
i n Copenhag e Nneteenth-Céhtuny ArsVéoridwide, Spring 2011, hAttp./www.19thc -
artworladwide. org/spring11/danish -internationalism-peder-severin-kroyer-in-copenhagernand-

paris, accessed 17" February 2012.

294 No. 35 Forgei (1875; Hirschsprung Collection, Copenhagen)

(

F


http://www.19thc-artworldwide.org/spring11/danish-internationalism-peder-severin-kroyer-in-copenhagen-and-paris
http://www.19thc-artworldwide.org/spring11/danish-internationalism-peder-severin-kroyer-in-copenhagen-and-paris
http://www.19thc-artworldwide.org/spring11/danish-internationalism-peder-severin-kroyer-in-copenhagen-and-paris
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career.’” As was to be the case in future years, French art criticicism privileged Krgyer

above his fellow Danish artists. In the Gazette des beauxarts, Edmond Duranty
described Danish painttakgiag, 6cohdcéedt dopwyé,
light is always harsh, the tone without finesse, without delicacy or liveliness. | will cite

as the best those works of Messrs. Exner, Dalsgaard, Helsteld, Jerndorf, then the Forge

of M. Kroeyer where there are good areas of design, and a fairly good hearth effect 6°*°

Kr Byer 6s second efmtmuch olderaDanish artigtothre flawer pdinter

Otto Diderich Ottesen (1816-92), *°” who himself had three compositions in the

Exposition®® It also worthy of note at this point that Krayer would have also seen his

fell ow Dane Car |l Neumanno6s pneoetah3kagendéachf i s her

(fig. 92).

Katrine Halkier raises the possibility that Krgyer may have had at the back of his mind

Const ant i nntekoa of $he A/dHammer Mill at Hellebsek (fig. 63a) when he

painted The Smithy at Hornbaek, because Krgyer almost certainly saw that picture at
Hansends®®homappears to me that whereas Hanser
the depiction of the room, Kr Byer és work is
and also about showing his skills in depicting a source of light at the centre of his work.

To an English eye, this work is highly reminiscent of Joseph Wright of Derby (1734-97),

who painted five pictures on the theme of blacksmiths and iron forges from 1771 to

1773.2"° Particularly pertinent are the two similar versionsof A B/ ac ks minewh 6 s Sh
in New Haven and Derby respectively and painted in the period 1770-71 (figs. 67 and

68). Research into the Yale (New Haven) version has shown that Wright placed a small

piece of gold leaf onto a lead-white underlay, which he then covered with a layer of

Naples yellow in order to achieve the effect.

205 K atrine Halkier in Saabye, Krayer; p. 155.

“®Edmond D uwes&eolesEtrangeres de Peinturé Gazette des beauxarts, T. 18, Periode

2, 1878, pp. 158-59.

“"No.36 Port rait do-D.nOtpsen)in(t873eChgriGttenborg Udstilling kom.)

2% Nos. 50-52.

299 Katrine Halkier in Saabye, Krayer, p. 155.

04 Bl ac ks m{1T77h;&ae CStheofor British Art), A Far r i 77 dostShop

Mezzotint by William Pether in Derby Museums and Art Gallery),A B/ ac ks m{(1fi7Th;6 s Shop
Derby Museums and Art Gallery), An /ron Forge (1772; Tate, London), An /ron Forge viewed

from with out (1773; Hermitage, St. Petersburg).
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U

Fig. 63a. Constantin Hansen, /nterior of the Old Hammer Mill at Heelebaek ,
1859, Statens Museum for Kunst, Copenhagen, oil on canvas, 60 x 68cm.

Fig. 64. P. S. Krayer,The Smithy at Hornbaek, 1875,
Hirschsprung Collection, Copenhagen,
oil on canvas, 91 x 118.7cm.



http://upload.wikimedia.org/wikipedia/commons/4/44/Hammerm%C3%B8lle_interior_%28Constantin_Hansen%29.jpg
http://upload.wikimedia.org/wikipedia/commons/4/44/Hammerm%C3%B8lle_interior_%28Constantin_Hansen%29.jpg
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Fig. 65. P. S. Kragyer, Three Smiths at Hornbaek, 1876,
Grohmann Collection, Milwaukee, oil on canvas, 94 x 117cm.
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Fig. 66. James McArdell (c.172865) after a paintin g by Adriaen Brouwer
(1605/06-38) , Untitled [A Blacksmithos I
Mezzotint. Princeton University Library ref: Graphic Arts GA 2011.00654.
I n s cr i DQoneiframa:Capéal Picture of Brouwer in the Collection of B:
Cleeve Esqr. by Jas. Mc.ARdell. Sold by J. Mc.Ardell at the Golden Head in

Covent Garden. [scratched] Pri ce 2s. 0
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Fig. 67, Joseph Wright of Derby, A B/ ac ks mili7h 6 s
Yale Center for British Art, oil on canvas,128.2 x 104.1cm.

Fig. 68, Joseph Wright of Derby, A B/ ac ks mili7h 6 s
Derby Museums, oil on canvas,128.2 x 104.1 cm.
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Wright had read THe&rackce of Baning and Perspestive made

easy(1756) andinthist r eat i se Bar dwsilelisatfiehdly veokkidg t hat 0
colourandcomes f or war d wi t h .2¥ ki jusbthisstypeaohpdacticeetthts 6

Krgyer has made use of in The Smithy at Hornbaek, utilising yellow, orange and red to

bring out the brillianc e of the white -hot metal. | am not suggesting that Krgyer was
directly aware of Wrightoés work at this stag
commonality of source material. However, we know that eighteenth -century Swedish

artists were certainly aware of ~ Wr i g h 6 TomaoBarkiwell promoted
Rembrandtasadnaster of al | t he ,p“aandirsl876 Krayerdahdhisr i n g o
travelling partner Frans Schwartz) would have seen relevant works by Rembrandt in

their tour of Germany, particularly 7he Adoration of the Shepherds (fig. 69) in the Alte

Pinakothek in Munich and The Parable of the Rich Foofin Berlin. ?* From Krgye 6 s

travel di ar yitwase.gréaensastars fronmthethistdry of art, such as

Correggio, Titian and Rembrandt that aroused [ Kr By er & s ,f®i ant tDer netsidoemo 6 i
was again names | ike. .. Rubé&%hasnd RenmbMuannidcth aontdt
spent many hours in both ¢&h®eAbratenofahed Neue P
Shepherdsbeing located in the former. In this picture, Rem brandt has used yellow

tints to produce the effect of a dazzling white light emanating from the Christ Child.

I n parall el Benedict Nicolson suggests that

218 \who in turn had been

the religious scenes of the Dutch artist Gerrit van Honthorst,
heavily influenced by the chiaroscuroeffects he had observed in the work of

Caravaggio. We know Krgyer must have been impressed by the Dutch and Flemish

works he witnessed in Germany, because in 1877 he went on an artistic pilgrimage to

the Low Countries.”® Krayer would have been aware of van Honthorst as a master of

the Dutch Golden Age, and ThedDarisd(fighwvaswes een t h
know that he visited the Gem2l degalteri e in D

chiaroscuro effect of a strong central light force and darkened surroundings is clearly

21 Thomas Bardwell, The Practice of Painting and Perspective made easyL.ondon: S.

Richardson, 1756), p. 7.

12 pehr Hillestrom and Elias Martin, 6 J o s e p tof Bérbiy ig & northern light: Swedish
comparisons and connectionsg British Art Journal, March 2010, pp. 33-40.

13 Thomas Bardwell, 1756, p. 2.

214 Gemaldegalerie Berlin (1627).

15 Jan Gorm Madsen inSaabye, Krayer, p. 15.

218 |bid., p. 16.

27 bid., p. 17.

18 Benedict Nicolson, Joseph Wright of Derby; vol. 1 (London & New York: Routledge and
Kegan Pau), p. 42.

%19 See Saabye, Krayer, p. 329.



94

apparent, and this significant interplay of sources of light and dark shadows is

something thatwesee i n a number of AKt Rpyegbs Kw8ylks ds |
not as idealised as that of Wright, both artists have a common goal in that they portray

the manual labourer as dignified and industrious, and avoid a coarse or sentimental
depiction. Wrightoos pl eeciemmsescebnes a industrialmen and ¢
production has been criticised for providing a foil in order to emphasise the masculinity

of the role of the iron -workers, but in this picture by Krgyer the young apprentice

appears completely natural in his positioning and representation. The role of children in

this type of picture was to pr ohkakanWkageh mor e
Hatters of 1880 (fig. 17).

It is interesting that there are composition
that of another piece of art from the Dutch Golden Age. A S mi/ t h dlen bEleved e,

to be by Adriaen Brouwer, was in the collection of Bouchier Cleeve of Kent during the

eighteenth century. Although known only by the Mezzotint reproduction engraved by

James Macardell(fig. 66), and containing two figures rather than three, both feature a

figure with their arm pulling on a bellows chain on the left of the picture and a

blacksmith with his right arm holding a hammer raised ready to strike on the right of

the composition. A final point is that in the 2012 Krgyer Catalogue, Katrine Halkier
dscusses anot heThedopy bfeThe Smithy as Hlombeaek hadé not been

seen since [around 1889]. It would in fact have been interesting to compare the two

paintings and seethe alterat i ons Kr B y.#l hakeadidcovaradittabthe other

version resides in the Grohmann Museum in Milwaukee, and can indeed be compared

with the original artwork. The later picture, virtually identical in size, appears lighter in

colour and has perhaps not suffered so extensively from the darkening process, caused

by the use of bitumen, t hat appears to have affected a nt
such as the original 7he Smithy at Hornbzaek, A Sardine curing and packing factory in
Concarneauand possibly /talian Village Hatters. The picture also represents a different

mo me n t in the blacksmithés process; in the o
that of his assistant is down, but the reverse is true in the later work. Additionally, the

youth f u | apprenticeds face is now fully expose
now pulling the chain that drives the bellows with both hands. This picture resulted in

Kragyer being awardedthe D/ p/ 1 me daban exhimtenim New Orleans in

188574

220
221

Katrine Halkier in Saabye, Krayer, p. 156
Saabye, Krayer, p. 336.
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Fig. 69. Rembrandt van Rijn,
The Adoration of the Shepherds, 1646, Alte
Pinakothek, Munich, oil on canvas, 97 x 71cm.

Fig. 70. Gerrit van Honthorst, 7The Dentist, 1622,
Gemaldegalerie, Dresden oil on canvas, 147 x 219cm.
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Kr Byer resumed hi sateketiruthikiwiater ofil878 -B9 andchveas 6 s

persuaded by his teacher to produce a classical piece for the Salonof 1879. It seems a

little unusual, following Kr By er 6 s exposur e Melazquezaed Rb@a ni s h
and his reaction to the work of Jules Bastien-Lepage at the 1878 Exposition i &vhat

young power [ €] what orowadsnaulejahdywhat what openn
e n e r &Aji éhat Krayer should produce such a conventional piece of work.

Presumably, Bonnat persiaded him that this represented his best chance of

recognition, and Krgyer then took the advice of Karl Madsen as to a specific subject,

that of Daphnis and Chloé*** He was influenced pictorially by his good friend Laurits

Tuxen, whose second version of Susanna at her Bath(1878) featured a nude female

with one foot tucked behind her calf, itself based on a similar figure in Jean -Léon

G®r ! nmidodrish Bath(1870).*

Although Daphnis and Chloéwas well received in Denmark,?® its lack of success in

Paris doubtless persuaded Krgyer in 1880 to submit a Salonpicture that was much

closer to his own pictorial concerns at that time. These were the depiction of working -

class people in their natur al environment an
pictures, the way that a painter could illustrate the ef fect of light, both as overall tone

and as a consequence of a light source, internal or external, illuminating the picture

plane. From April to July 1879, Krgyer visited a number of favourite painting haunts of

artists in France, including Cernay-la-Ville, Pont-Aven and Douarnenez. In Cernay,

Krayer painted French forest workers on a sunken road (1879; Ribe Kunstmuseum)

and at Pont-Aven a small study of a Breton girl shelling peas (1879; Skagens Museum),

butit was in that summer 6s fi nal desfabmati on,

entry.

On his 1878 trip to Spain, Krgyer had copied a number of pictures by Velazquez in the
Prado, including his travell i bhayHikarmwewp(a6dd, on Ju
fig. 71; The Tapestry Weaverg. This picture exhibits a number of concerns that

mani f est t he ms eShlanensrant AhSarimeyirgrarid wacking factory in
Concarneau(1879; fig. 72), **° namely the depiction of women at their labours, the

overall hue of an indoor environment, the intrusion of an external beam of light, and

22p s, Krgyerto Heinrich Hirschsprung, 14 October 1878, in Saabye, Krayer, p. 3.

% saabye, Krayer, p. 169.

224 |bid., pp. 20-22.

% |bid., p. 169.

% paris Salon No. 2028 Dars une sardiniére & Concarneau (Finistére)
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the effect of the illumination of the rear of the picture (backlighting). ?” Kr Ry er & s
emphasis in the picture is on the faces of the women i some very clear, some in
shadow i and the play of light on the scales of the fish. He uses slivers of grey, black
and white to bring forward the fish from their darker surroundings, using white

impasto to provide additional highlights, particularly where three bands of light cut
across the long table. Here also is the first significant use by Krgyer of the long

diagonal that draws the eye from the foreground to background, and is highly effective

at providing pictorial recession. Other notable works by Krgyer that include this device

include /talian Field Labourers. Abruzzo(1880), At t he Vi ctwuall erds

wh €

fishing (1882; fig. 79),and Summer 6 s day at t he @&4tigh98Beach

2 Marianne Sa a b ye, OWil d aBS8 KmwyeNTeddifon bdeeniy) ,

(Aarhus: Aarhus Kunstmuseum, 1992, p. 24.
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Fig. 71. Diego Velazquez Las Hilanderas c.1657,
Prado, Madrid, oil on canvas, 167 x 252cm.

Fig. 72. P S Krgyer A Sardine curing and packing Factory in Concarneauy
1879, Statens Museum for Kunst Copenhagen,
oil on canvas, 101 x 140cm.
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Fig. 73. Mihaly Munkécsy, The Lint Makers 1871,
Hungarian National Gallery, oil on canvas, 141 x 196cm.

Fig. 74. Max Liebermann Women Plucking Geese 1872,
Staatliche Museen zu Berlin oil on canvas, 118 x 172cm.
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A chapter of the 2012 Krgyer exhibition catalogue is devoted to the interaction

between Krgyer and the German painter Max Liebermann. This illustrates two pictures

of women in a working environm&amkersipthea nt ed be
turnip field (1876) and Sewing class, work hall in the Amsterdam Orphanage(1876-77).

Menti oned but not illustrated is Liebermanno
composition to Kr BWemebRucking Geesgfig.er4, 18va),mhidhy

was exhibited at the 1874 Salon®*®

In both pictures women are working industriously, the majo rity seated, while one
upright man is present in each, centre right of the picture plane. Both pictures show a
darkish interior, though in ea ch case there is a strong light source in the form of a
bright square window. There is also a correspondence of white feathers and white fish -
scales. It is also of interest, as Marianne Saabye has noted, that Liebermann sent his
picture entitled 7he Cannery Workers(1879-80) % to the Salonat exactly the same
time as Krgyer sent his Concarneau sardine packers. This is a much more crowded and
brightly-lit picture in which the viewer is much closer to the large -scale figures; the

Dutch women are preparing vegetables for canning and there is no male presence.

Saabye discounts the I|Iikelihood that KrRByer
preparatory sketches for his work originally produced in 1872 and 1873,%° or by
Liebermannds | ater picture, and | c oSalomr wi t

works are very different in mood and tone i even the common theme of a cannery is

hardly relevant, given the absence of the canning process from both works.

However, I think it far more | i keG@GinsPlichiigt Kr R
Geesefor the compositional reasons mentioned earlier. Additionally, Christian Krohg

was wel | aware of Lieber mannos Ppdkiogtther e when
Seagull(1879),2*whi | e Ni | s Oh Liebermmannavdsdas impottaattinfluerice

on Krohg [é] beclhuseboiet yeoh alffiksokgdiediposi ti o
Berlin from 1875 to 1879 and Liebermann was in Paris for much of this period, but

Krohg had clearly found access to the Liebermann compositionT then housed in a

28 Saabye, Kroyer p. 62 ; No. 121771 L es P/ umeuses doéOi es

229 No. 23271 Les éplucheuses de legumes;- Hollande

20 saabye, Krayer, p. 64.

#lskagens Museum, 6The Art of Plucking Featherso
http://www.skagensmuseum.dk /index.php?id=1372&L=2 , accessed 17February 2012.

232 Nils Ohlsen in Vibeke Waallen Hansen et al, Christian Krohg: Pictures that Captivate, Exh.

Cat., Nasjonalmuseet, Oslo, 2012, p. 182.



http://www.skagensmuseum.dk/index.php?id=1372&L=2
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private collection in Hamburg i in either original or reproduced form .?** It is argued by

Hendrik Zeiglert hat Li e b er sitonwad isselfingpmed by Mi h8l 'y Munk§
Lint Makers (fig. 73; 1871). Zeigler could equally be talking about a comparison

bet ween KrRByer and Liebermannds MwoakkRs syroat he
wh e n h ethedigunessaredichly contrasted against the darker background [ but] the

most glaring similarity -lkeatrangesmentfobthend i n t he

f i gy®*amslthatLiecbermann had acqui r e dhe dourageto porrayk S§c sy

simple social milieus in richly contrasted light-and-d a r k p &% Rinally:n g 6

Both artists employed a pronounced light-dark contrast in the two

paintings in question. However, bringing out figures from a dark

background achieved by an undercoat of asphalt-black was a

phenomenon typical of the time and one that can be observed in

numerous other artists of the same gel
of this painting technique offered the possibility of dramatizing what

was in the picture, especially when it came to acts that were inherently

banal; most of all, however, it suggested a skill resembling that of the

old masters, which could elevate the painting to the rank of a

venerable history painting already sanctioned by the past. 2*°

We know that KrRByerds work began to 6ébenefit
base (asphalt and bitumen are interchangeable terms). His representative at the 1880

Paris Salon the painter AdrienJour deui | , wr ot gouarewekplaBegderr t hat
the picture rai.l in the | arge entitseamséo hal |

me to have®Xdarkenedd

What is interesting about the three pictures by Munkacsy, Liebermann and Krgyer is
their intent. Munkl§pokltigabasa timeowhdn Hurgary hadhustr e n t
achieved greater autonomy as part of the Austro-Hungarian Empire (1867); in his own
words Munkéacsy describes how this picture harks back to the unsuccesstil Hungarian
revolution of 1848: d&vomen, children, the injured and so on, who are making bandages

for the injured, and a wounded soldier who is recounted (sic) his experiences during

t he c amP Bhiergisdstrong emotional and sentimental feel to this picture, with

the central placement of a demure young girl, a brave wounded soldier recounting his

233Skagens Museum, 6The Art of Plucking Feathersbd.

% Hendrik Ziegler, 6 We i mar Beginningsd in Mar i onHaheasith mukh a
Barbara Gaehtgens (eds.), Max Liebermann and International Modernism (Oxford & New York:

Bergahn Books, 2017), p. 27.

% |bid., p. 31.

2% |bid., p. 28.

237 Adrien Jourdedil to P. S. Krayer, 30 April 1880, Saabye, Krayer, p. 46.

238 Mihaly Munkacsy, Zeigler, 2011, p. 33, n. 32.
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tale, and a small <child giving her modest as
after the end of the Franco -Prussian war, is not nationalistic and avoids the

sentimentality of his Hungarian mentor. However, this picture does exemplify the hard,
monotonous toil of the peasant class and their gloomy working conditions in a sober

and realistic manner.

Ziegler also notes how Liebermann deliberately removed a central focal point to his

picture; **°

this encourages the eye to roam horizontally across the band of labouring

women and their attendant geese. The exact o
alights on the central figure and is drawn deep into the picture by the long diagonal

row of women filleting. | see this as | ess p
that the women have smooth faces, and appear more relaxed and less stressed in their

actions. Krgyer provides only a little indicationoft he | abori ous nature o
ill-paid jobs, and the smelly, grubby, conditions in which they worked 7 if a fishing fleet

returned to port, then the women would be required to work very long hours until the

catch had been dealt with; it was not stea dy employment. The critics agreed, in that

there was no mention of the posbébthadrwastolpeol i t i ¢
directed at hi m af tSean Albent &olff i LelFigarddesgibegthea r 6 s
Concarneau ©rebfthefinesggersespiéct ures i n t H&anflorei gt
Ernest Chesneau said hat the only painting in r oom eleven that would last was dhe

Sardine Packing Factonby M. Krayer with a highly-picturesque lighting effect

conveyed in an absolutely remar k a b | e .**\Thgpittdre won no awards, but

Krgyer reportedthat L ®o n Bonnat whextyeadyaunae sure tawnat 0

medal, | will thenremindthejur y of the inju®tice done to yo

To return to the evidence YVegdaatedhovekraerandnnoés i
Liebermann lived and worked very close to each other on the edge of Montmartre in

Paris in late 1877 and early 1878, where Bonnat had his studio, and mentions the

repetitionof mot i fs i n Liebermannds wosr,k ntohtatj uaslts o n
Concarneaupi ct ur e, but mo r dtalianField Laboyrers, Abruxeq a8y er 6 s
the following year. Later in this chapter | also mention Liebermann as an early

portrayer of boys swimming, a motif that Krgyer began to explore at Sk agen in 1884.

Saabye in fact says that Liebermann was working, albeit unhappilly, on /ns

239 Ziegler, 2011, pp. 27-28.

Al bert Wol ff, 6L e Sdabye kreyerd,190May 1880, i n
“lEmestChesneay 6Le Moniteur U880ivSaabyeakrade;p.299. June
242 p_ S, Krayer to his mother from Sora (Italy) 24 June 1880 in Saabye, Krayer p. 190.
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Schwimmbad (At the Swimming Baths ) at the same time that both he and Krayer

were working near each other on the Boulevard de Clichy in Paris?** Finally, | must

add that Liebermann had achieved a certain notoriety with his Geesepicture in

Germany, and his anti-establishment stance would have endeared him to Krgyer, who
faced a sgumridd i6rolDenmark, typified by the

Exposition

Kragyer spent much of 1880 in Italy, particularly in Sora, a picturesque area about

100kms south-east of Rome, where he painted the afore-mentioned Field Labourers

&ora in particular [is] the best | have yet seen of Italian folk life; big beautiful people

and a completely well-p r e s e r v e d.**dnasdmpleteecdntrast to the Concarneau

picture, Krgyer here attempted to master a portrayal in bright sunlight, admitting that

hestruggl ed t o get s o nadtheseoshnétsvhite shirtsfandaed 0O

waistc o a.¥°$néthis picture, Krgyerrestricted hi s i mpasto to touches
sleeves and the tops of their socks. The repetition of figures diminishing along a

diagonal line recalls G o y aresrhird of May 1808 (1814), which Krgyer would have

seenint he Pr ado, and was it s7adBEkecutidnef Espmeronr ce f or
Maximilian (1868-69), a study for which resides in the Ny Carlsberg Glyptotek in

Copenhagen. The long-handled spades also resemble an inverted version of the

repetitive lances in Uce | | Té@dBattle of San Romano(c.1435-55), versions of which

Kragyer would have seen in the Uffizi and the Louvre, and similarly VelazquezLas

Lanzas(1635) in the Prado.

In a similar manner to A Sardine curing and packing factory in Concarneay | feel that
Krayer has failed to capture the inherent toil and drudgery of the labouring process.
Despite the appearance of the workers that they have been digging for quite some
time, there is little sign of strain, no perspiration and no mud about the clea n white
shirts. The tanned and muscled digger nearest to the viewer, sporting two feathers in
his hat and with smooth foreleg thrust forward, affects an unconcerned air as he

concentrates on his job. The inclusion of three women also leads the viewer to believe

243 Saabye, Kraya, p. 63.

244 p_ s, Krgyer to Heinrich Hirschsprung from Sora (ltaly), 3 May 1880, in Saabye, Krayer, p.
195.
%5 p_ S, Krgyer to Frants Henningsen from Sora (ltaly), 15 August 1880, in Saabye, Krayer, p.
196.



104

that the task is far from physically onerous. Krgyer himself, in a lette r to his mother,

admi tteitd itshaa wWery pi.turesque subjectd

The picture was not shown in Paris, but instead was exhibited first in Denmark, and
thenwenttothe 1881 Nor di ¢ Art Exhi bition in Gothenbur
I nternational Art Ex hin/iertna, at the lattar beirigexhibitgdn st | er
alongside the Concarneau picture?*’ Despite being available for sale, it failed to find a

buyer at all these venues.

The picture that Krgyer opted to send to the 1881 Paris Salonwas his /talian Village

Hatters (1880; fig. 17 ),%*® the picture that had both captivated and informed Erik

Werenskiold Thi s must be considered one of KrByer
least because it gained him the Salonnmedal (third -class) that Bonnat had foretold the

previous year. Additionally, the picture received considerable critical attention in both

France and Denmark and was exhibited again at the Exposition Universellein 1889, 2*°

by which time it had been purchased by the British-born Jenny Adler, widow of the

Danish banker and politician David Baruch Adler.

As Peter Michael Hornung has noted, Krgyer ofen liked to work simultaneously on an
indoor picture and an outdoor picture. ?*° While engaged on the /talian Field Labourers

Krgyer said that he then

began to make some sketches in a hatt
an extraordinarily painterly subject |
unreservedly will be the best of my pictures this year. The

lighting, the contrasts between the characters of the various

naked bodies, the fatherdos | ean, char:
c hi | diroeersidnay, the other round and plum p. Itis a

pure treat to paint. **

Compared with the Concarneauand /ltalian Labourers pictures, on this occasion Krgyer
has managed to convey the essential reality of hard manual work in hot, dirty and

dismal surroundings, not least in the drop of sweat that falls from the nose of the

246 p_ 3. Krayer to his mother from Sora (Italy) , 20 May 1880, in Saabye, Krayer, p. 195.
4" saabye, Krayer, p. 335.

48 No. 1266 Le chapelier de village

49 No. 82 Le chapelier de village (App. & Mme 1. Adler).

20 peter Michael Hornung in Saabye, 1992,p. 143.

1 p_ S, Krgyer o Frants Henningsen, Sora, 15 August 1880, Saabye,Krayer; pp. 200-201.
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grimy hatter. Although Krgyer claims that one of the chi Idren is plump (presumably the
boy on the far left), ne ither appears particularly well fed; in fact the boy in the middle
looks underfed, accentuated by his trousers which appear slightly too baggy for him.
The boys 0 aiigheigheenes bslthey have to stand on a chair to contribute to
the work process, and their humble efforts have resonances with the small child with
her back t o us&intMakerdThenboyswhelgoks slirectly out appealingly
at the viewer is reminiscent of the dark -clothe d ur ¢ hi n TherOldWasiziens 0 s
(1862; National Gallery of Art, Washington), although in that picture it is the old man
who confronts the viewer. There are many examples of the direct gaze extending
between subject and viewer in other works by Manet such as Olympia(1863), Le
D®j euner £1863) ahdéTheeRaibvay(1873), and also the young boy who
stares at us in 7he Fifer(1866).

Similarly, Veldzquez famously made use of this device inLas Meninas(1656), the

aforementioned Las Lanzas and also the two cheerful drinkers from 7he Triumph of
Bacchus(1629) which Krgyer had copiedwhen in the Prado (fig. 76). Hornung points

out that other Spanish painters like Ribera and Murillo also made much use of this

device, illustrated by a 7doverPaesle8inthehi n fr o
collection of the Alte Pinakothek in Munich. Krgyer made further use of this spectatorial
device the following year, when Heinrich Hir
directly with the viewer, while her parents and four brothers are preoccupied (1881,
Hirschsprung Family Portrait). Wh'i | e | agree with sSddatkye t hat
colours and realistic painting style bear a relationship to Veladzquez and other Spanish

artists, l am less convincedbyher asserti on sti@aumetandtpbstirebeart t er 6 s
similarities to t $ipcturkof gherege ofiVimcark’3 |oBsergemne z 6

great similarity and posture; instead the dark and muscled torso of the hatter seems

much closer to the f iVguamss {filmasLgbad), Gi or danobd
Giordano interestingly being a pupil of Ribera and much influenced in early works by

his Spanish master. Kr 3y er coul d only have seen Giordan
There are also resonances in this work with the hammersandred-h ot i ngot of Kr

Smithy at Hornbaek pictures.

2 3aabye, 1992, p. 23.
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Fig. 75, Luca Giordang Vv / ¢ GBom4 s
€.1660, Hermitage, St. Petersburg, oil on
canvas, 192.5 x 151.5cm.
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Fig. 76. P. S. Kragyer in his studio, 1883.

On the easel is his work At the Victuallers when there is no fishing (1882)
On the wall are copies by Krgyer of sections of two works by Velazquez
from the Prado:

(left) £/ bufon don Diego de Acedo, EI Primo( The Cousir) (c.1645)

(right) Los barrachos(The Drunks from The Triumph of Bacchug (1629)
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What is particularly interesting is the different reaction of European and Danish critics

to the Hatters. Albert Woolfin Le Figarod escr i bed t he picture as 6
Kr By eamaasf 6extraor di narand Kroyer hirasaltreportad theah t 6
BastienLepagel 6 her 06 t o s o ma ny aBanmplonerded me bayoridi st s

al | me’¥ & is surely significant that , in the Hatters, in addition to the torsos,

Krgyer concentrated his attention to detail on the hands and face, just as Bastien

Lepage was wont to do. An example of this is Bastien-L e p a gJed o Arc(1879),

exhibited at the 1880 Salon whi ¢ h Kr By ebyfarithe chostbleautiful ht 6
modern art . Bhstenrlee p & @ e ®SalorioBefing, The Beggar(1880;

Ny Carlsberg Glyptotek), | i kewi se has a O6hands and faced e
suggest that Bastien-Lepage, consciously or sulconsciously, appreciated this in

Kr Byerdéds picture. There wahecofl dretchdronprodi Ka Bty
clippings from the international press. La France Nouvellet hought it deserve
di st i ,nThetlliustratedl London Newsd e e me ds nadtiteable a picture as any in

t he e x h(thdreiwere mearl§ 2,500 of them), and Zeitschrift fiir bildende Kunst

decl ar g pitchtaur e i s very®®excellently madebd

In the spring of 1882, the Dane Karl Madsen, who had painted at Skagen in t he 1870s

and had since become an art critic, took great -del i ght
educatedd Dani somlputbsleiec tvhoau! Krd3yer 6s-liké i gur es
creaturesand[ é] f i nd t he .*Y Severabautborsfdy®comnientdd on the
contradictory reception of the picture in Denmark in 1882. However, the primary

source material in English for this assertion is lacking and the evidence rather

circumlocutory. In 1992 Mar i anne Shhléd yei taurde tchfatt be he
caused considerable consternation whenitwa s ex hi bi t e,dndinl998® e n mar k 0
Bente Scaveniusn o t e d The warthy ciizens of Copenhagen were appalled at being
confronted by t he mpanporeviewes ivéreeshogkedatimatit shobldat 06

have been s®own at all o

23 Albert Woolf, Le Figara 1 May 1881, in Krayer, p. 201.

4 Krgyer to Heinrich Hirschsprung, Paris, 22 May 1881, Saabye, Krayer, p. 29.

2% Krgyer to Thorvald Bindesbagll, Sora, 29 June 1880, Saabye Krayer, p. 27.

% Saabye, Krayer, p. 201.

7 Bente Scavenius,6 T uaf-the-c ent ury art i n Denmardf,&mojenandBent e ¢
the Arti st soé ,Exh/CatniNationahGalery af jetand, 1999, p. 30.

8 Scavenius, 1999, p. 38.
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In the same year, ChallonsLipton in her PhD thesis also referredt o Scaveni usoés
andfromi t extract s twasparticuldrlecritgised fortits large f oémat for

such a modée&d3he ubg reftheDanstdpublicinterpreted the Hatters as

a brutal attack on the bourgeoisie, which was not K r Ry atenios6*°1 Although

ChallonsLi pt on does wuse primary sources (KrRyerod
Hatters, she does not do so for the issue of the Danish reception of his work. Finally, in

2012, Saabythkepshlicasdntostatt the critics [é] consi
of fensive in its real i s m:drippimgngapramptedul ar t he

indignationg®®*

However, if the single example | have located of primary criticism

(clearly the sour ce o fanyBiagtdgp kyptlse clhimsota ¢ o mme n't
vehement reaction are indeed justified. The Danish periodical Hgjskolebladetdoubted

whet Buecrh 6f i gment s o fexidgtddat iamal g iannagoniomaed her 0O

baboon with his dripping nose and the filthy kidswerea pi ct ur e®?of real ity

While not doubting the veracity of the criticism by Danish public and press, | propose

that this lack of primary references to Danish criticism i s per haps the resu
desire to preserve the positive pan-European press cuttings than the negative Danish

ones. | think it likely that Krgyer was surprised by the Danish reaction and, after
gradually o6épushi ng tSm#thedandihe Sadine Wakersinhad h t he
not occurred to him that the more conservative Danish audience would be upset by his

| atest offering. I have al r agdsyl88mnvhichbened Kr
states that his main preoccupations in the Hatters are the light and the contrast

between the bodies. The following monthhedescr i bed t o Paul Aveey Hi r s
dark picture, an almost black, smoke-l aden i nterior of a hatter 6
hatter, with two small sons, all naked to the waist. A few rays of sunlight seep through

the windowandi | | umi nat e®

fThe evidenoemfkhese letters suggests

strongly that KrRByerés concerns were not wit
and form, and the opportunity to demonstrate his painterly skills. Hornung perceptively

points out that Krgy e r 6 s i m pHaltess raie snpbadised to the viewer by three

factors, namely the scale of the canvas, the small number of figures (doubtless

9 Bente Scavenius,6 Fr e ms y n . Danslodagbladskunstkritik: 1880-1 9 0 1 6

ggopenhagen, 1983, pp. 22-25 cited in ChallonsLipton, 1998, p. 123.

Ibid.
61 saabye, Krayer, p. 202.
62 Kasper Monrad and Peter Michael Hornung, The Modern Breakthrough in Danish Painting
1870-1890 (Copenhagen: Golden Days in Copenhagen, 2002, p. 2.
263 Krgyer to Pauline Hirschspung, Sora, 8 September 1880, quoted in Challons-Lipton, 1998, p.
125. Also quoted by Hornung in Saabye, 1992, p. 144.
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thinking of the two dozen or so Farm Labourersand Sardine Workerg and the vertical
format.?® This latterattri but e narrows the viewerods field
on the central area of the picture; it also means that the figures are comparatively

taller than in a similar -sized landscape workand therefore the impact is intensified. In

1884, Emil Hannover made the grand claim that the Hattersr e pr e s &tartingd 0

point in the hist®8ry of Danish arté

Kragyer sent a very different type of picture to the 1882 Salon In 1881, prior to the

furore over the Hatters at Charlottenborg, he accepted a commission to paint a

portrait of the conservative figure Ferdinand Meldahl; architect, director of the Royal

Academy of Fine Arts and proponent of just the type of old -fashioned art that had

caused Denmark to be heavily-criticised at the 1878 Exposition Lhiverselle This

unli kely combination of O6radical 6 painter an
rather conventional square-shaped official work, and an elongated, more provocative

picture. The second portrait, Portrait of the architect F. Meldah/ (fig. 77, 1882), shows

the architect in a sombre black suit contrasting against a white -tiled chimney-breast.

The third colour in KrByerds | imited palette
are highly-detailed and have small white highlights that glisten very effectively in a

hyperr eal i st manner. The picture possegheses a s
Pai nt er dfg. 126p ¥8T1k and one could easily describe the Meldahl portrait as

an arrangement in white, black and gold. Earlier in 1881, Krgyer had produced a

picture where gold is the dominant colour, Messalina(1881; Goteborgs Kunstmuseum),

which was then placed in an elaborate gold frame in order to emphasise further its

auric intensity. It is of interest that this portrait also features a face that looks slightly

downwards and turned to one side. Messalinaaccompanied the /talian Field Workers to

Got henbur g i n becéatheoediredfe attt énti on artdwashe ex
sold to Pontus Fiirstenberg. ?*® It is of note that many of the significant picture

collectors such as Firstenberg, Heinrich Hirschsprung, Jenny Adler, and the Melchior

family, were descendants of Jewish families who had settled in Scandinavia.

%% Hornung in Saabye, 1992, p. 144.
265 Monrad and Hornung, 2002, p. 1.
%% saabye, Krayer, p. 209.
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Fig. 77, P. S. Krayer, Portrait of the Architect
F. Meldahl/, 1882, Statens Museum for Kunst,
Copenhagen, oil on canvas, 195 x 113cm.

Fig. 78. Léon Bonnat, Porirait of Jules Grévy, 1880,
Mus® e d 6,@aris, ailyon canvas, 152 x 116cm
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The picture clearly has its origins in the type of Salonportraiture favoured by Bonnat.

ChallonsLi pt on rightly identifi es s iSalanénaythat i es o
year, Portrait de M. Puvis de Chasannes?®’ in which Bonnat presents a sober, full-

length portrait of his fello w artist and tutor. Bonnat would obviously have noted the

similarity of subject, although it is unlikely he felt threatened when he declared

Kr By er 6 s less gobdtham youy lash Sabnpict ure [ é] which fas a
Conversely, as Krgyer had not been in Paris since theSalontwelve months previously,

it is wunlikely that he had seen his tutoros
portraits for the 1881 Sa/onand both Manet and John Singer Sargent had been

awarded second-class medals (in a year in which there were no first class) for their

portraiture that same year: allthismayhave i nfl uenced piKaessgser 6 s t h

regarding his own submission in 1882.

There are however a number of other portraits by Bonnat that have stylistic similarities

to Meldahl Even i f Kr Byer hPartdait of @ Man E1868; ClevBland nat & s
Museum of Art) with its similari ties of moustache, beard, right hand inserted into

clothing, and touch of colour on the left lapel, he would certainly have known Portrait

of Jules Grévy( 18 8 0 ; Mus®e db6Orsay). This portrayal
French Republic in a long black coat facing directly towards the viewer. It shares the
sobriety and psychol ogical intensity of Kr Ry
on Gr®vyds jacket , apodgitionnexdeptforrtvwp books amdisome at hi
loose papers. Similarly, although in the official portrait Meldahl was shown with a pair

of compass dividers and a drawing of the Marble Church in Copenhagen,?®® the Salon
portrait gives no indication of his professi
status by means of a concentration of gaze and an upright, dignified post ure; they

share a common gravitas. Bonnat és picture was one of his
Salonalongside his dramatic depiction of Job(1880; Musée Bonnat, Bayonne) and

Kr oy Sardine Factory

However , pttrai® goesrndt share the heavily-muted palette and significant
lack of accoutrements in the pared-down Bonnat, who is confident enough to let the
solid monochrome bul k of Gr®vyds body reinfo

Krayer is keen to show off his painterly skills, hence the gleaming gold fireside

" No. 305 i Coincidentally, Puvis de Chaannes himself won the main award, the Médaille

d 6 h o nfor @ainting, at the 1882 Salon.
268 Adrien Jourdeuil to P S Krgyer, Paris, 8 February1882 quoted in Saabye, Krayer; p. 240.
29 The Architect, Professor F. Meldahl, seateq 1882; Museum of Natural History, Frederiksborg.
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implements and the beautiful white tiling. He also adds touches of detail like the

spectacles hanging from the coat, a cravat pin, and a small red, green and yellow pin

in the |l eft | apel which corresponds with the
Portrait of a Man. Krgyer certainly gives Meldahl a certain froideur in his portrayal, and

the dark figure against t he cool white tiles possesses an air of solemnity and

introspection, with little indication of warmth. Just as with the Hatters, the French

reaction was much better than the Danish. Frédéric Henrietinthe Jouvur nal de [ 6AI
sai d M. h&tr B4 e r hep grdof of qualities okthe first rank in the portrayal of

M. Mel dahl, [é] the features ar ouisedaleatist ent i o
abl e t o g1 Further prboéafits success in France occurred when it was sent

to the 1889 Exposition Universelle insu c h august ¢ o mpféatieys (1889), Kr By e
Skagen man going out fishing at night, late summer evening (1884) and Hip, hip,

hurrah! Ar(l88588).4oweyrg acconding to Karen Christensen, it was for

the Meldahl portrait that Krgyer was awarded the Grand Prixat the Exposition®™

Conversely,the pi cture was poorly received in Denm

commissioned the work, refused to hang it. 22

In May 1882, after leaving Paris and the Salon Kragyer headed for Vienna, where he

exhibited three pictures including the Sardine Factoryand the /talian Field

Labourers?™ In Vienna, the Erste Internationale Kunst-A usstellung im Kiinstlerhause

was the first major exhibition of international art to be held in the city and it attracted

| arge crowds. Not abl e Job c Wi d ée | Timeallidindndad sB o n n
Church,KarlvonPi | ot y 6 s h iSen at the DeadaBodpy of Wallenstein (1855;

Neue Pinakothek, Munich)?’* and Mu n k § ¢ s y 6/sist freforg Rilate (1881; Art

Gallery of Hamilton, Ontario). Scandinavian pictures included CadGu st af Hel | qvi s
Valdemar Atterdag holding Visby to ransom, 1361 (fig.182; 1882) and works by the
Dusseldorf-based NorwegiansVincent Stoltenberg-Lerche, Morten Miller and Addsteen
Normann.>” At the Vienna exhibition, Krayer met Fiirstenberg (the purchaser of

Messaling and the influential brewer Carl Jacobsen, who later hosted the 1888 French

art exhibition in Copenhagen and founded the ANy Carlsberg Glyptotek

270 Frédéric Henriet (writing as Desclinville), Jour nal ,2223MayA882, queted in

Saabye, Krayer, p. 240.

“"Karen Louise Juhl Chri stieBisoegnr,a SidypédleanpdeBver i n K
"2 saabye, Krayer, p. 240.

213 No. 28 Sardinerie in Concarneau (Finisterrd, No. 37 La Frescita(1878), No. 40.

Sliditalienische Feldarbeiter

"% Neue Frele PresseVienna, 2 April 1882, p. 4.

275 |id.
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Also exhibiting in Vienna were the Danes Viggo Johansen and Michael anl Anna

Ancher,who arecloselyas soci ated with the artieggtsd col o
northernmost tip of Denmark .?’® Laurits Tuxen i also represented in Viennai visited

Skagen in 1870, the poet and painter Holger Drachmann and the young art student

Karl Madsen went there in 1871, followed at intervals by, among others, several

Nor wegian artists: Fr ftChristhrhSkredswgin 1878and 8 71 o r
Christian Krohg in 1879. In 1874 and 1875 respectively Michael Ancher and Viggo

Johansen visited the area’®*and i n the 6year of weddingsd o
marriedthe Skagen innkeeperds daughter Anne Br Bnd.l
cousin Martha Mgller, and Karl Madsen married anothercas s i n , Marthaodéds si s

Henriette Maller.2’® Unfortunately, Henriette died in childbirth in March 1881 and her

son Henry was taken i nt & Maehaéandfuraf hedchiMierg g o 6 s
were | ater f eat ur eldashing tha/Chifgeem(1838p0rdiupgaard).d s

The bereavementhad some bearing on Karl Madsenbds de

Dagsavisenlater that year.

It is therefore somewhat surprising that with all this artistic activity, Krgyer had not

visited Skagen before, but in July 1881 he had expressed to Laurits Tuxen his private
thoughts in -geapeédtpai nOedVerméhiekkamd cBnclodedr a n

t hathed countryside here in Denmark is beautif
the landscape that thereisno liffand power i n t he.”®Dhuswhemhepai nt e
met Michael and Anna Ancher and Viggo and Martha Johansen in Vienna in 1882, this

may have encouraged him to make it his next port of call, despite assertions that

Michael Ancher tried to dissuade himbeca use of his fear of a &6big

arriving in hi% own 6small pondé.

®ClausOlsen,6 The arti stso ,koBpay ahdSkheg sShapaniEsht s6 col ¢

Cat., National Gallery of Ireland, 1999, p. 15. Also exhibiting were Vilhelm Kyhn, Julius Exner,

and Thorvald Niss (Svanholm, 2004, p. 60).

2’7 Olsen, 1999, p. 12, claims that Drachmann visited Skagen with Madsen in 1871 and that

Thaulow first visited in 1872, but Svanholm says that Drachmann visited Skagen with his

06stuwmdhited Thaulow in 1871, and that Madsen had vi
was well received by Ane Brgndum, mother of Anne (Svanholm, 2004, pp. 52-54).

218 Olsen, 1999, p. 12.

219 Svanholm, 2004, pp. 55-56.

280 |bid., p. 58.

8L p_ 3, Krgyer to Laurits Tuxen, 20 July 1881, quoted in Ibid ., pp. 64-65.

82 Syanholm, 2004, pp. 60-61,and Cl aus Ol sen, 6The Sk3®agbgen pai nt e
1992, p.33.
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Three weeks after leaving Vienna, Krgyer arrived in Skagen in June 1882. That

summer the weather was poor in Skagen, which meant a prompt beginning for

KrByer 6s tiré #ardorohd Wiact ual |l er 6 s (1884 Hischaprhrggr e /7 s
Coll ection, Copenhagen). KrByer also began p
during his four months in Skagen, F/ s her men haul i ng a net at Sk
(1882; Skagens Museum)and F/ s her men haul i ng a net at Ska,
late afternoon (fig. 85; 1882 -83), but for various reasons none of these three works

went to Paris the following year; 1883 was the only blank year in International

exhibitions for Krayer in the period 1878 to 1889.

Fig. 79. P S Krayer, At the Victuallers when there is no fishing, 1882,
The Hirschsprung Collection Copenhagen, oil on canvas, 79 cms x 110cm.

Krgyer made a swift oil sketchfor At t he Vi ctuall er 6sbeioteen  her
proceeding to the production of the major work, which can be seen above (fig. 79) and

on KrRByerods easdavihiitre tpthe t mlga adsthdiotakenin h883 ar t i s
(fig.76) . The picture features the visdntSkagdnl er 6 s

ifat the far end is (Christian) DeglndredBsedd ndu m,

and clearly recognisable from his 1883 portrait by Christian Krohg (Skagens Museum).

The picture shows a group of fishermen loitering, presumably waiting for the bad
weather to clear. Although there is an overall air of boredom, a little business is being
conducted at each end of the counter. Al t hough unintentional on K

painting of Mi c handawinAis first veeekinsSkalgen wauld eertainly
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not have allayed Ancherés fears that KrRByer
Ancher wrote to KrgyerinearlyNove mber 1882 c oYoppammyni ng t hat
parents-inl awés shop, you coutdosemnéicel wasomp atut
place that was mine, it reminds one of the rich man who had many sheep, but

slaught ered the pooré®mands only | amb

The picture reprises a number of effective tropes that Krgyer had employed previously.
Firstly, the backlighting that Krgyer had employed in his Sardine Factorypicture, with
the main light source emanating from a squared window towards the rear of the shop.
This in turn is highly -reminiscent of the square-paned window in the Hatters, with
diagonal shadows cast downwards by the wooden window frame i Krgyer is, as ever,
concerned with the appearance of light, and his ability to portray its three -dimensional
effect on a two -dimensional canvas. Then, just as in the Hatters, he shows two small
appealing children, although their sentimental effect is in this case mitigated by t he
lack of direct eye contact. The viewer is very close to the picture plane, and our eyes
are drawn to the three large metal containers in the foreground, and then the large,
centrally-placed fisherman T missing from the initial sketch T who looks directly at us
with a slightly mournful expression, his age precluding the emotional reaction that the
Hattersby oung child engenders. The smoke from th
of the window evokes the smoky atmosphere in front of the Hattersbwindow.
Additionally, the long, diagonal shop counter, leant on by resting fishermen, has a very
close correspondence to the long table in the Sardine Factory with its line of figures on
its right-hand side, on this occasion leading us down into the picture and the discrete
figure of Degn Brgndum at the far end. Finally, there are subtle touches of gold on the
weighing scales and lamp fittings that remind one of the more substantial fireside

fittings in Portrait of F. Meldhal

As Annette Johansen says, the 1880s in Paris were a very good time for Nordic
painters. In addition to the annual Salonn t h e raa enwrmais gbowth in the
number of independent group and special exhibitions, most of them arra nged by
gal l eri es a.fdPertinent to iir@yer is ¢hat 31 4882 the Georges Petit
Gallery held their first Exposition International de Peinture. In April 1885, Kragyer had

just returned from visiting Albert Edelfelt in Paris when an urgent letter arrived from

?83 Michael Ancher to P. S. Krgyer, 5 November 1882, in Svanholm, 2004, p. 66.

®Annette Johansen, OAs us Amdte JoHamseniasd Mbte Bagh ad it s
Jensen (eds.),Har mony [ n Bl ue. P S KrByer 0, EhFatet i c Paint
Skagens Museum, 2001,p. 57.
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the Finn, saying that if Krgyer wanted to take part in the fourth Expositionat Georges
Petit, he would have to act with all haste. ?®> The fact that Krgyer responded so rapidly
to this last-minute request from the Expositioncommittee (including Albert Besnard) is

a clear indication of the prestige of the exhibition. Kragyer sent four pictures, including

At t he Victual |l er ¢s whichwas byitherethegropersyofno /7 shi ng

Bernhard Hirschsprung, older brother of Heinrich. The other three pictures have
generic titles in the catalogue such that it appears no firm identification of them has
been made.?®® Painters who also showed works at the Expositiongive an idea of its
prestige: Bonnat, Cazin, Edelfelt, Liebermann, Monet, Raffaélli, Ribera(d. 1652!) and

Sargent.”®’

At the exhibition, At the Victuallershad caught the attention of the American artist
Alexander Harrison, who was acting as agent for the wealthy American collector John
G. Johnson. In July 1885, Harrison wrote to Krgyer from Concarneau asking if the
picture was for sale and, on being informed not, Krgyer sent Sardine Factoryand
Skagen Men going out fishing at night, Late Summer evening (fig. 86) to Paris for his

consideration®* Har ri son t hen wausdnet thind dbing Kom8 matertypes

inthesamegenre as t he f i s h e r*hamostbeaainly iFishgrman daulsg |

a net at Sk ag e(figosd)whMehHardsonMveud have seen at the 1884
Salon Krgyer eventually produced a picture similar in size and content to At the
Victuallersentitted / nt er i or fr om W n (18&yrPhiladelghtadpseumn
of Art), which was exhibited at Georges Petit in 1887?°° before going to John G.
Johnson. Johnson was overjoyed with his picture, in which Kragyer had depicted some

| ocal 6 cimaalowaranfedetaverrbamalgamated with the effects of light on both
highly-polished wood and as s olram detightgdiwiahsthe wakwhich 6

reveals new beauties at every turn. The light is handled in a way which rivals the old

Sk a/

masters. If Krgyer paints often thus, heisoneof t he f or emost a%'tists o

285 Saabye, Krayer, p. 90.

8 No. 59 /ntérieur de Cabaret en Danemark (At the victuallers), No. 60 Marine, No. 61 Marine
(coup de soleil sur la mer), No. 62 Sur la plage

%7 Timo Huusko and Rainer Knapas 6 C h r dmAsberbEge/féit 1854-1905, Exh. Cat.,
Ateneum Art Museum, Helsinki, 2004, p. 308.

28 Katrine Halkier and Marianne Saabye inSaabye, Krayer, p. 233.

29 Alexander Harrison to P. S. Krayer, Paris, 18 October 1885, Saabye, Krayer, p. 233.

20 No. 50 Dans le Cabaret des pécheurs.

21 John G. Johnson to Alexander Harrison, Philadelphia, 25 September 1887, Saabye, Krayer, p.
234.
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Presumably, Krgyer may have thought At the Victuallers too small to ask Bernhard

Hirschsprung to release it for the 1883 Salon as he had previously feared that the

Sardine Factorywould get lost amid the great throng, ?°* and that picture was over

one-and-a-half times bigger than At the Victuallers. There were also problems attached

to KrRBRyemumdsotowd @i ct umomth Skhgerostay i li8&2. Askeunen

haul i ng a net at S k(&882% Jkagsens Museum)vasrsmalleBwilk ¢ h

and was probably painted odvideraprigefd theChdssanic o mmi s
Art Society i certainly Kragyer contracted to ship it to Norway before the end of

September 18822% Fishermen haulingan et at SkagenodsLatNort hern E
Afternoon however, was very much of a size to be sent to the Salon(135 x 190.5cm),

but Krgyer was in no hurry to finish this picture, as he was determined to capture the

effects of extraordinary light as the sun sank low on the horizon and bathed the toiling

fishermen. The weather in the summer of 1882 w as poor and Krgyer simply did not

have enough fine days on which to complete this project. >** However, Mette Bagh

Jensen adds that Krgyer wrote to his mother in September 1882 complaining that the

fishermen were too busy fishing to act as models for his pictures, and he wa s thus

wasting valuable time.?*® The picture was eventually completed in the summer of 1883,

and was one of three works T two oils and a pastel T that Krgyer submitted to the

1884 Paris Salon®®

292 pid., p. 189.

293 saabye in Ibid., p. 216

2% |bid.

% Mette Bggh Jensen, Brandums Dining Room- In gratitude for happy days , Skagens Museum,
2011, p. 20.

2% No. 1340 Pécheurs de Skagen (Danemarck),- coucher de soleil.
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Fig. 80. Carl Bloch
Fi sher mends f amiréturnarsan awaaching stogn. t h
From the west coast of Jutland, 1858,

Hirschsprung Collection, Copenhagen, oil on canvas, 116 x 186¢cm.

Fig. 81. P. S. Krayer, Morning at Hornbaek. The fishermen come ashore
1875, Hirschsprung Collection, Copenhagen,
oil on canvas, 102.7 x 161.5cm.




Fig. 82. P. S. Krgyer, Hombaek Fishermen catching Herring, 1877,

private collection, oil on canvas, 100 x 132cm.

Fig. 83. Michael Ancher, Will he clear the point?, 1879,
Amalienborg Palace, Copenhagen, oilon canvas, 101 x 142cm.
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Fig. 84. Oscar Bjorck, The Boat is Launched. Skagen 1884,
Skagens Museum, oil on canvas, 192 x 222cm.




122

Fig. 85. P. S. Krayer, Fishermen hauling in their Nets, Skagen North Beach
1882-83, Skagens Museum, oil on canvas, 135 x 190cm.

Fig. 86. P S Krgyer, Skagen men going out fishing at night. Late Summer
Evening 1884, Mus®e do6Orsay, Pamis, o




