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problem. Since he willingly listened to Thorvaldsen, it was most 
practical to get the old master to make a positive statement about the 
project. He did so, and Høyen, who was afraid that one would be 
satisfied with new, simple furnishings in the style of the day, carried 
through a restoration project in which the architects had to let their 
own tastes be superseded by what a scientific study dictated. Høyen 
represented science, and wanted the furnishings that had been pre
served to be grouped exactly as they had been. But as in nearly all 
restoration projects, the castle church posed problems that could not 
be solved “objectively” , and Høyen, who lacked precise information 
on how the side panel of the altar had been placed, put the relief 
with Abraham and Isaac on the right, probably because this was 
most like Ghiberti’s placement of the motif in his Gates of Paradise in 
Florence, which Høyen had just studied with great admiration When 
the restoration was carried out in the period 1840-43, however, the 
relief was placed on the left, where it might have been before the 
altar was taken down. But where it was originally placed, in 1587, we 
do not know. Changes had been made to the altar in the 1730s.

Erik Lassen: Thorvaldsen and 
Hans Christian Andersen

Page 119 Unlike many other Danish artists and poets, Thorvaldsen and Hans 
Christian Andersen both came from the lower classes of society. A 
common origin and fate united the elderly sculptor and the young 
poet in a relationship of mutual friendship and trust. However un
like they were in physique, character, and temperament, they had, 
despite their straitened circumstances, scaled the same steep cliffs on 
their path to a fame unparalleled in the history of Danish art and 
literature.

Thorvaldsen’s views on life have never been recorded. It was only 
with reluctance that he put pen to paper. Andersen, on the othei 
hand, was in no doubt. On the centenary of Thorvaldsen s biith he 
wrote in his diary: “ I dare not conceal on these pages, which will 
never be printed, but are born of my daily thoughts, that my life has 
had so much in common with Thorvaldsen s — our birth in poveity, 
our struggle, and our worldwide recognition.

Andersen could scarcely have had any influence on Thorvaldsen s 
person and oeuvre, but the great sculptor’s gentleness, wisdom, and 
cheering words warmed the poet’s tormented soul. He who was so 
vulnerable to criticism received every morsel of applause with grati
tude.

On the other hand, Hans Christian Andersen helped considerably 
to throw greater light on Thorvaldsen s life history. In his monu-
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mental biography, J .  M. Thiele was greatly indebted to Andersen’s 
good memory, and gradually — as the latter’s diaries and letters have 
been published -  subsequent generations have gained knowledge of 
Thorvaldsen’s nature and character traits, including many lovable 
feature which supplement Baroness Stampe’s incomparable recol
lection, the reminiscences of the sculptor’s valet C. F. Wilckens, and 
the Danish actress Johanne Luise Heiberg’s shrewd observations in 
her famous memoirs.

Magne Malmanger: The Altarpiece 
That Was Never Painted
In 1837, the painter Adolph Tidemand came to Dtisseldorf, and this Page 247 
is where he First heard about the project o f making an altarpiece for 
the Church of Our Saviour, Oslo Cathedral. Nonetheless, in Dus
seldorf and Munich, and even at the beginning of his stay in Italy 
(1841-42), he was still occupied by historical subjects and genre piec
es. It is as if he wanted to keep away from the altarpiece for as long 
as possible.

We are well informed about Tidemand’s stay in Rome, and his 
journey in general, through his brother Emil Tidemand’s diaries 
and later handwritten “Notes about Adolph Tidemand” , begun in 
1865.

But in the winter and spring o f 1842 in Rome, Adolph Tidemand 
started in earnest to make studies which were later to be used in 
Norway for the big project: Christ blessing the children.

Even though Thorvaldsen’s statue of Christ in The Church of Our 
Lady in Copenhagen, from 1821, undoubtedly made a great impres
sion on Tidemand, there is no doubt that the figure of Christ in the 
studies for the altarpiece came first and foremost from the Naza- 
renes, and especially Overbeck’s The Resurrection of Lazarus and Cor
nelius' and Schadow’s paintings The Wise and Foolish Virgins.

1 idemand’s altarpiece never got farther than the study stage. The 
whole affair developed into the “altarpiece dispute” as a result of 
which, in ridemand’s own words in a letter twenty-five years later,
“the commission was taken away from me, probably in my own best 
interests, as things have turned out since -  and probably also in the 
Church’s” .

The work with the altarpiece coloured Tidemand’s stay in Rome 
so much that the studies differ with regard to motif and style from 
both his earlier and his later work. For this reason, a piece of special 
interest is a composition study with a Franciscan monk delivering a 
sermon, probably in the Piazza Rotonda, with the Pantheon in the 
background. It creates a link with the artist’s best-known historical 
painting, Gustavus Vasa Speaking to the Peasantry of Dalarna in Mora
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