
R E S U M É S Church (1841), and his major breakthrough in genre painting, The
Haugians.

Torben Melander: Bronzes of Antiquity, 
Something of the Most Superb

Page 167 In 1827, when Thorvaldsen was considering making a “Victoria” in 
bronze for a museum for his works and collections, he was not unin
fluenced by the bronze sculptures of antiquity. “ He had often been 
convinced that mastery had created them,” as Thiele relates in his 
biography of Thorvaldsen.

But when had Thorvaldsen been convinced that they were created 
by mastery, and what antique bronzes did he have in mind? The 
restoration of antique bronze statues (Mars from Todi and the Eques
trian Statue of Marcus Aurelius were restored by Thorvaldsen) may 
have been one of the sources of his insight. Another may have been 
private moments with his collection of bronzes at home in his apart
ment in the Via Sistina. Thorvaldsen himself never left any mention 
of such moments, which increases the value of the unfortunately 
highly laconic statements which others have left concerning the col
lection, how it grew and was kept — or not kept.

A few examples of superb bronzes in Thorvaldsen’s collection are 
followed up by some views on Classicism’s principles for exhibiting 
bronze statuettes.

Mette Muller: Tarantella for Thorvaldsen
Page 153 In 1979, a small gold seal with built-in musical box, which had been 

the personal property of Bertel Thorvaldsen, was deposited by the 
Thorvaldsen Museum with the Musikhistorisk Museum (museum of 
the history of music) for long-term storage. The instrument is essen
tially in working order, but the comb with the sound-producing 
teeth and the cylinder bearing the musical code are not completely 
intact. The article focusses on these problems and suggests how the 
melody might be reconstructed. It is presumably an Italian tarantella 
or a Spanish sardana.

Hans Edvard Nørregård-Nielsen:
What Did Købke Really Think?

Page 271 Christen Købke was subject to many different artistic influences dur
ing the course of his life, and it is characteristic of his art that, 
without being given to profound speculations, he intuitively suc
ceeded in maintaining the views of his contemporaries regarding the 
means and goals of art. When, in 1830, he was about to emerge as an 
artist, several of his works revealed a strong attachment to the na-
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tional programme advocated by the historian N. L. Høyen. But in his 
View of the Cast Collection at Charlottenborg, he demonstrates a consid
erable influence o f the Danish sculptor H.E. Freund. During his 
extended studies in Rome (1818-28), the latter became a great ad
mirer of Archaic and Classical Greek sculpture. Freund participated 
in a change of taste which began to manifest itself all over Europe — 
nurtured not least by the transferrence of almost the entire sculptur
al decoration of the Parthenon to the British Museum.

Plaster casts were collected all over Europe. Købke painted a cou
ple o f those to be found in Copenhagen, and -  influenced by Freund 
-  in a manner bordering on the religious. Købke’s strength as an 
artist declined when, after Freund’s death in 1840, this source of 
inspiration was lost to him. The article takes a stand against the 
intellectualization that in much of present-day Danish art history is 
creating a barrier between the work of art and the observer.

Ellen Poulsen: Great-uncle Carl Bernstorff 
A Child Portrait by Jens Juel
An unknown child portrait inscribed “Juel pinxit 1789” was be
queathed to the Royal Danish Embassy in London in 1981 by Mrs. 
Inga Prowse, whose grandmother was a Bernstorff. A note on the 
inside frame written by the latter revealed that it depicted “Gros- 
sonkel Carl Bernstorff jiingster Sohne von Andreas Peter” , born 
1788, who died at Bernstorff Manor on 21 June, 1792, to the un
speakable sorrow of his mother Augusta Bernstorff (fig. 1). The only 
hitherto known portrait of this child was a miniature by Cornelius 
Høyer depicting a child with large eyes and fine features, holding a 
dove and a palm branch to signify death (fig. 2). On the basis of a 
letter from his half-sister Louise Bernstorff, we are now able to say 
that the miniature with its angelic attributes was painted after a 
pastel portrait by Juel on 22 June, 1792, the day after the boy’s death 
(!'§• 3)- On 23 June, Louise wrote to her brother Christian Gunther 
Bernstorff: “ ... Donnerstag Nachmittag hat Gott seinen Leiden ein 
Ende gemacht ... Denk welch unbeschreibliches Gliick, noch densel- 
ben Abend schickt Mama zum Mahler Juel, so dass er friih den 
anderen Morgen ihn abmahle, theils nach der Leiche und theils 
nacli dem was ihm gesagt wurde, und es ist sehr, selir ähnlich gewor- 
den, das ist ein unendlicher Trost fur meine Mutter ...”

Augusta Bernstorff, known as “Gustgen” , belonged like her 
brothers, the poets Fritz and Christian Stolberg, to the circle around 
Klopstock, and became through them acquainted with the greatly- 
admired Goethe, whose Werther she knew by heart already in 1774 
(figs. 4 and 5). It became a lengthy correspondence. Goethe’s mov-
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