
1983)- La gravure de Clemens reproduit un tableau important de 
Peyron Les jeunes Athéniens et les jenne s Athéniennes tirant au sort pour 
ètre livre's au Minotaure (Londres. Aspley House) peint à Rome en 
1778 et qui provoqua l’admiration générale.

Comment Clemens, travaillant à Copenhague au début du X IX e 
siècle, a-t-il pu reproduire ce tableau? Il a eu à sa disposition le grand 
dessin préparatoire de Peyron que lui prèta la comtesse Munster 
résidant dans la capitale danoise. Si Madame Miinster pouvait le lui 
prèter, c’est quelle l’avait hérité du comte d ’Angiviller. On sait que le 
dernier Directeur général des Båtiments du Roi émigra dans les 
duchés de Schleswig-Holstein (alors sous la couronne danoise) où il 
tomba amoureux de la comtesse Miinster. En effet, il lui légua trois 
tableaux importants de sa collection (depuis quelques années au Mu- 
sée Royal des Beaux-Arts de Copenhague) dont la Mori de Socrate de 
Peyron que nous avons publié dans le Bulletin de la Socie'té de VHistoire 
de l ’art Frangais, année 1 9 J 3  (Paris 1974). Mais il possédait encore une 
oeuvre de Peyron, le dessin des Filles d ’Athènes dont il parie lui-mème. 
Gràce à une source contemporaine danoise, nous savons que Cle
mens copia, à l’échelle réduite, le grand dessin passé du comte d’An
giviller à Madame Miinster. Un caique au trait exécuté par Clemens 
sur son dessin réduit (aujourd’hui disparii) se trouve au Cabinet des 
Estampes à Copenhague. Les descendants de madame Miinster au 
Danemark possèdent toujours des dessins et des gravures ayant ap- 
partenu au comte d ’Angiviller. Mais son grand dessin magnifìque de 
la Jeunesse athénienne tirant au sort n’a pas été retrouvé; il pourrait ètre 
identique au no. 28 du catalogue de Rosenberg et van de Sandt et, 
par conséquent, le. no. [3 1J D serait le mème. L’explication des origi- 
nes de la gravure de Clemens nous permei done d’identifier les 
divers dessins.

Lulu Salto Stephensen: Thorvaldsen 
and the Invisible Landscape

Thorvaldsen’s drawings contain many outdoor sketches. Landscapes 
and anonymous architecture are sketched in like exercises in vol
umes, which are not thereafter incorporated in the plastic works but 
remain as a suggestive frame surrounding the figures. The concept 
of the invisible landscape in Thorvaldsen’s plastic Figure composi
tions may be described as art by way of substraction: the landscape is 
not depicted in its topographical totality, but the viewer is enabled 
with the help of symbols to place an imagined landscape around the 
figure. The gardens composing Thorvaldsen’s immediate environ
ment have undoubtedly helped to form the symbols that were to 
strike the scenic note. By making the landscape invisible, he left in 
his works a void to be filled in by the observer himself. With the
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R E S U M É S period’s strongly developed feeling for nature, the observer auto
matically built a scenic dimension into the work of art. This feeling 
for nature had a romantic as well as a scientific aspect, and reflected 
that time’s search for a harmonious world picture -  a search that 
combined the scientific working method with the artistic one. Hans 
Christian Andersen’s fairy-tale “The Bell” from 1845 symbolizes the 
artists Thorvaldsen and Andersen and the scientist H.C. Ørstecl in 
their common search for truth by way of studies from nature.

Marianne Saabye: Aspects o f 
C.W. Eckersberg’s Youthful Years

Page 213 C.W. Eckersberg arrived in Copenhagen in 1803, and studied at the 
Danish Royal Academy of Fine Arts until 1809. He is known to have 
been a frequent visitor at the home of Jens Ju e ls  widow from as 
early as 1804, two years after Ju e l ’s death. The portraits remaining 
there influenced Eckersberg’s group painting of the Søbøtker chil
dren (1806), to which a parallel with Philip Otto Runge’s and Tho
mas Lawrence’s contemporary child portraits may be drawn. In 
1806, at the Privy Councillor Johan Billow’s home, Sanderumgaard 
on Funen, Eckersberg saw, among other things, a large collection of 
Ju e l ’s landscape painting, and these influenced his series of land
scapes and garden views from Møen during the period i8og-i8io. In 
conjunction with this, the article also accounts for Eckersberg’s rela
tion to the romantic philosophy of nature and his early endeavours 
to provide a true-to-life portrayal of the landscape. His townscapes, 
paintings o f fires, and moral writings from his first years in Copen
hagen reveal an increasing tendency towards a dedicated, non-aca
demic description of real life and society. Thus, in Eckersberg s 
youth may be found the source o f that realism which became one of 
the hallmarks of Danish Golden Age painting.

A. L. Thygesen: Thorvaldsen, Hansen, 
and the Twelve Apostles

Page 113  When the first of Thorvaldsen’s statues of the Apostles were un
packed in Copenhagen in 1828, they turned out to be too big for 
their niches in Vor Frue Kirke ( The Church of Our Lady). This 
article does not attempt to determine whether or not this was in
tentional, but to show that the placing of these figures outside in 
front of the pillars was at any rate in keeping with the cultural 
currents that were prevalent at the time of their creation.
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