
Marie Lødrup Bang: Joseph Anton Koch’s 
“Lauterbrunnental” and Johan Christian Dahl

It was not unusual in the 19th century for artists to work together on Page 237 
a painting or help one another with the work. The Thorvaldsen 
Museum has J .  A. Koch’s landscape from Lauterbrunnental in Swit
zerland, for which the Norwegian painter J .  C. Dahl did the orna
mental figures, a goatherd and some goats, as well as the fore
ground. According to Dahl’s diary from his trip to Italy, he visited 
Koch on 24 February and 5 March, 1821. On 24 March, it was Koch 
who visited the Norwegian, and on 22 April, Dahl painted the fig
ures onto Koch’s landscape, which was intended for Thorvaldsen
(fig-1).

1 he landscape from Lauterbrunnental was based on a watercol
our from 1794 (fig. 2), and even here we can see the picturesque style 
that is found in the painting, but simplified and harmonious, as was 
Koch’s custom. The watercolour (fig. 3) is another example of a 
picturesque depiction of nature that is simplified in later paintings.
1 hus it is unlikely, as has been suggested, that Dahl painted the 

whole landscape from Koch’s model. The Norwegian mentions in 
his diary only that he painted the figures and the foreground, and 
his own contemporary works, such as a Norwegian landscape 
painted in Rome (fig. 4) are more detailed; the vegetation is lusher 
and greater emphasis is placed on atmosphere.

In spite of the differences in their art, Dahl was probably influ
enced by Koch’s Swiss landscape, which might have reminded him of 
his own mountainous homeland (compare figs. 3 and 4). And they 
were both patriots, one closely bound to Tyrol, the other to Norway.

Lise Beck: The Inconstancy of the Classical Ideal
I ime and time again, from the end of the fourteenth and far into Page 84 

the eighteenth century, the art of Antiquity was regarded in theore
tical art literature as the ideal for all artistic production, just as the 
authors of these texts largely based their writings on Roman art 
literature. Despite all similarities, however, this ideal did not remain 
constant throughout this period but assumed changing forms. Re
ferring to a number of such authors -  Pliilippo Villani, Leon Battista 
Alberti, Francisco di Giorgio Martine, Andrea Palladio, Nicolas 
Poussin, and Johann Joachim Winckelmann — this article shows how 
the inconstancy of this ideal may be viewed not only as an expression 
of changes in the conception of the monuments of Antiquity and of 
the written sources available within any one period, but also in the 
light of a change in the concept of nature.

trom being in all its richness of detail the visible image of the
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R E S U M É S supreme divinity in the Christian sense -  just as the visible world in 
Antiquity was the fleeting illusion as opposed to eternal Being -  
nature became regarded in the Renaissance as a manifestation of the 
principle of universal order itself, i.e. geometry. In the seventeenth 
century this geometrical abstraction receded into the background as 
an ordering principle. Instead, the harmony that was the quintes
sence of the Classical idea became manifest in nature as physical 
form -  a view that was in keeping with the new Newtonian physics. 
Thereby the possibility was created of a more positive evaluation of 
landscape painting -  as artistic expression. Finally, in the eighteenth 
century the concept of nature was regarded as primordiality and the 
state of innocence in human nature rather than as a quality inherent 
in the surroundings. It is this conception of nature that characterizes 
the Neo-Classicist view of Antiquity. Both Winckelmann’s writings 
and Thorvaldsen’s works bear witness thereof.

Marie Louise Berner and Bjørn Ochsner:
Frédéric Flachéron

Page 326 Although Thorvaldsen died only a few years after the invention of 
photography, the staff of his museum in Copenhagen, including 
Dyveke Helsted, who has been its director since 1963, have greatly 
contributed to our knowledge of Italian photography.

Thus, Dyveke Helsted identified the so-called Count Flachéron, 
whose calotypes from Rome around 1850 have been praised ever 
since the 1851 World Exhibition in London.

This article about Flachéron endeavours to shed more light on his 
life and work.

Mette Bligaard: Variations on a Theme 
Christian V II ’s Coronation Portrait by Peder Als

Page 25 Nine drawn sketches done in 1766 by Peder Als as studies for a 
full-length portrait of Christian VII in his coronation robes are pre
sented. In addition, a drawing in the Department of Prints and 
Drawings, the Royal Museum of Fine Arts, Copenhagen, is linked 
with the commission in 1766 of a full-length portrait of Christian VII 
for the great hall at Christiansborg Palace. The room was furnished 
in honour o f the Kings’s marriage to the English Princess Caroline 
Mathilde.

The nine sketches, which belong to the Frederiksborg National 
History Museum, constitute a series o f variations on the theme “an 
autocrat’s official portrait". The Neo-Classicist artist, who had 
changed style after a stay in Paris and Rome between 1756 and 1762, 
devised this type of portrait under the influence of the portraiture
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