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G O T T F R I D  K A L L S T E N I U S
(Västervik 1861 – 1943)

Plum Twigs
1895

Oil on canvas laid on board

56.5 x 42.5 cm

16 ¾ x 22 ¼ in.

Signed lower right: ‘Kallstenius’
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Gottfrid Kallstenius trained initially with Edvard Perséus (1841-
1890), before joining the Swedish Royal Academy in 1884. Here 
he would f lourish, receiving medals for his early works in 1887 and 
1888. Exhibiting internationally whilst still a student at the Academy, 
he received a gold medal at the International Exhibition in Munich 
in 1890. He would continue to exhibit internationally throughout his 
career, receiving gold medals at the World Exhibition in St. Louis in 
1904, in Munich in 1905, Buenos Ares in 1910 and San Francisco in 
1915. Artistically and politically aligned with the Academy, Gottfrid 
nevertheless managed to maintain a good relationship to those artists 
who had instigated the formation of the Swedish Artists’ Association, 
in opposition to the Academy. He would take on the role of the 
Association’s secretary from 1899 to 1910, teaching there from 1898 
through to 1904. He would then become a teacher at the Academy in 
1910, appointed vice-professor in 1912.  

It was at the Academy where he would meet Gerda Roosval and the 
two would marry in 1891, the same year he had graduated with a 
travel scholarship, together undertaking a study trip to France and 
Italy. In Paris Gottfrid absorbed the new developments of the French 
avant-garde, studying in Raphael Collin’s private studio school. 

Whilst in Rome, Carl Bildt, the historian and Swedish envoy to 
Rome, asked whether Kallstenius would decorate the chapel of a 
monastery dedicated to the Swedish Saint Bridget; however Gottfrid 
declined, considering himself not mature enough for the task. During 
his time in Italy, Kallstenius wrote a letter home to the Academy, 
lamenting the lack of national art within Sweden, but praising those 
that painted its unique landscape, “one branch of art could perhaps 
be said to be national, and that is landscape painting, the lyricism 

of painting”. On his return home in 1894, Kallstenius embraced 
the national romantic mood that was beginning to take hold among 
artists within Sweden. The painting here presented is like a symphony 
in green, a painterly expression of all that he had been absorbed 
during his time in Paris, applied to his surroundings on the island 
of Borsö. The inf luence of Japanese woodcuts on the composition is 
clear, with the low branch breaking into the immediate foreground 
of the viewer, a device that he would utilise in his decoration of Villa 
Lugnet in Saltsjøbaden. The close attention to the differing shades 
and intensity of light illustrates the inf luence of his time painting 
outdoors in Grez. This work stands at a pivotal point in Kallstenius’s 
transition from the painterly plein-airism that he had garnered in 
France and prior to becoming a disciple of the National Romantic 
movement; in this period the artist established himself as the lyrical 
painter of the Swedish archipelago, particularly the Småland coast, 
sanctifying the pine trees, rocks and sea, as well as celebrating the 
light of the North.
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G E R D A K A L L S T E N I U S - R O O S VA L
(Kalmar 1864 – 1939 Västervik)

View from Borsö
1895

Oil on canvas laid on panel

18 x 50 cm
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By the summer of 1895, when the present view was executed, Gerda 
Roosval-Kallstenius (1864-1939), was already an established and 
cultured artist. She had studied in Paris, lived in the bohemian 
artist’s colony of Grez-sur-Loing, and travelled extensively in Italy. 
Having returned from their time abroad in 1894, Gerda and her 
husband stayed on the island of Borsö in the Trosa archipelago with 
their two young children in the summers of 1895 and 1896, where 
they rented a small fisherman’s cottage called “Borsö-Lina”. During 
these summer days, Gerda worked on a series of landscape paintings 
known as “Borsö sviten” (The Borsö suite), which would be exhibited 
at the World Fair in Stockholm in 1897.  

Our View from Borsö, was produced separate to this series, and exudes 
the plein air style that she had developed during her stay in France. It 
is one of a handful of her works that survive from her family’s stay on 
Borsö, with her capacity to paint there seemingly limited, Klingberg, 
her biographer, suggests this was due to the demands on her as a 
young mother. A reminder that despite the relative freedom enjoyed 
by female Swedish artists at this time, there were still unavoidable 
societal and family pressures that complicated their careers. 

Of the works known from this period, the majority are seascapes 
or intimate depictions of fishermen’s cottages. Yet View from Borsö 
displays a notably freer and bolder painterly sensibility, executed 
with immediacy on the shoreline of the island itself. The elongated 
composition is animated by an expansive space, which seems to 
stretch beyond the confines of the canvas, opening onto the distant 
islands of the archipelago through a delicate veil of silvery-blue light. 
Calm water dominates the foreground, its glass-like surface dissolving 
ref lections into soft atmospheric bands of colour, while a low horizon 

of trees emerges through the haze as little more than evocative 
silhouettes. Broad clouds drift across the sky; their luminous forms 
echoed in the shimmering surface below. Painted with f luid, decisive 
brushwork and a keen sensitivity to the effects of light, the work 
privileges mood and aesthetic sensibility over topographical precision, 
recalling both the Impressionist landscapes Gerda admired in Paris 
and the plein-air experiments of her fellow Nordic artists in Grez-sur-
Loing.

There is no doubt that the landscape depicted here was of very 
personal importance to the artist, representing a summer sanctuary 
for her young family, however, View from Borsö also stands as a 
clear example of the international spirit and attitude that Gerda 
maintained throughout her life. She would become renowned in her 
later career for society portraits of friends and fellow artists, however 
these early landscapes exude a coalescence of the ideas she had 
absorbed on her travels, now applied to her own landscape.
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P E R  T E L L A N D E R
(Sweden 1879 – 1951)

Lake, Forest, and Tree 

Oil on panel
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Per Tellander’s Lake, Forest and Tree presents a vision of the Nordic 
landscape distilled to its most essential and poetic elements. Rising 
in solitary majesty at the centre of the composition, a single pine 
tree stands silhouetted against the fading light of dusk, its warm 
russet foliage glowing like an ember against the cool blues and 
violet striations of the surrounding world. The painting transforms 
a familiar Scandinavian scene into a monumental image, where 
nature appears suspended in a moment of profound stillness.

The composition is remarkable for its simplicity and balance. 
The slender trunk ascends vertically through the picture plane, 
creating a powerful axis that divides the landscape while 
simultaneously uniting earth, water, forest and sky. Behind it 
stretches a dense band of dark woodland, rendered in rhythmic 
vertical strokes that evoke the endless coniferous forests of the 
North. Beyond this, the sky unfolds in delicate gradations of 
colour, shifting from pale yellow at the horizon to deep twilight 
blue above. These subtle transitions imbue the scene with an 
atmospheric luminosity, suggesting the lingering northern light 
that persists long after sunset. 

The artist’s treatment of colour is particularly evocative. The fiery 
orange crown of the pine emerges with striking intensity from the 
cool tonal harmonies of the composition, creating a compelling 
interplay between warmth and cold. Reflected in the still waters 
below, the background dissolves into soft bands of mirrored colour, 
reinforcing the sense of silence and contemplation. The lake acts 
not merely as a geographical feature but as a ref lective surface that 
doubles the tranquility of the scene, drawing the viewer into its 
meditative calmness. 

Although devoid of human presence, the painting possesses a 
deeply emotional character. The solitary tree a resilient protagonist 
embodying perseverance, and the enduring relationship between the 
nordic landscape and those who inhabit it. Standing alone yet firmly 
rooted, it evokes a sense of dignified independence, its silhouette 
recalling the symbolic role that trees often play within Scandinavian 
art as emblems of permanence amidst the passage of time. The work 
encapsulates the distinctive beauty of the Nordic landscape, with its 
vast forests, still waters, and luminous skies, while conveying timeless 
introspection. Both serene and monumental, it invites prolonged 
contemplation, offering viewers a moment of quiet refuge within 
nature’s enduring grandeur.

Tellander’s fascination with such pared-down motifs was deeply 
rooted in his life in northern Värmland. Although he studied at the 
Artists’ Association School in Stockholm between 1907 and 1908 
and brief ly associated with De Unga (“The Young Ones”), a group 
of progressive artists challenging the conservatism of Swedish art, 
he spent much of his later life in relative seclusion after settling in 
Kärrbackstrand in 1914. Dividing his time between farming and 
painting, he developed a highly personal artistic language shaped 
by an intimate knowledge of the forests, lakes, and rivers that 
surrounded him. Unlike many of his contemporaries, Tellander was 
less concerned with depicting specific locations than with capturing 
the emotional and spiritual character of the Nordic landscape, where 
even the simplest motif is worthy of profound contemplation.

The painting also ref lects broader currents within Nordic art at the 
turn of the twentieth century, when artists increasingly viewed the 
North as a realm of authenticity, purity, and spiritual renewal. 
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 As Symbolism and Synthetism supplanted French-inspired 
naturalism, Nordic painters embraced simplified forms, radiant 
colour, and grand compositions to express the distinctive character 
of their environment. Within this context, the solitary pine emerged 
as one of the defining symbols of Nordic painting. Like the snow-
covered forests of Gustaf Fjæstad and Pekka Halonen or the visionary 
landscapes of Akseli Gallen-Kallela, Tellander’s Lake, Forest and 
Tree transcends topographical description to become a symbol of 
quiet transcendence. The steadfast pine, standing proud against the 
encroaching dusk, serves not only as a feature of the landscape but 
as an emblem of endurance, independence, and the mystique of the 
Nordic wilderness itself.
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O L O F  J O H A N  S Ö D E R M A R K 
(Landskrona 1790 – 1848 Stockholm )

Young Woman  
in Italian Costume 

Oil on canvas 

60.5 x 48 cm 
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Olof Johan Södermark (1790-1848) was born in Landskrona and 
showed an early aptitude for drawing, entering the fortification 
corps as a cadet at the age of thirteen before enrolling at the military 
academy in Stockholm in 1805. Trained as a military draughtsman, 
he developed a precise and disciplined hand through the production 
of maps and topographical studies, before turning fully to painting. 
By the 1830s he had established himself as the leading portrait 
painter in Sweden, executing a wide range of society portraits of the 
royal family, the aristocracy, and the bourgeoisie, as well as many 
of the most prominent writers, musicians, and scientists of his time. 
Many of his portraits were exhibited at the Royal Academy of Fine 
Arts in Stockholm, where, between 1829 and 1848, no fewer than 
sixty of his works were shown.   

Though Södermark officially retired from active duty in 1833, his 
military career appears to have given way to a largely inactive role 
during the 1820s. He taught drawing at the military academy, though 
only brief ly. Between 1824 and 1828 he travelled to Paris and later 
Rome; an invitation from the sculptor Johan Niclas Byström (1783-
1848) introduced him to the realities of artistic life and to the small 
colony of Swedish artists and writers living in the Eternal City. 
Södermark remained closely associated with Rome throughout his 
career, returning on several occasions between 1826 and 1847, and 
it was there that he produced his small but distinctive group of genre 
paintings.  

His time in Munich (ca. 1832-1834) coincided with the accession 
of Prince Otto of Bavaria as King of a newly independent Greece, 
coinciding with a renewed academic interest in the interpretation of 
classical civilisation. Södermark appears to have worked intensively 

during this period, which aggravated his already poor health, 
painting outdoors during the winter months, well before the plein-
air practices of the later nineteenth century. He approached artistic 
life with the intensity of a latecomer. His initial training was as a 
sculptor, one of the more established avenues for an artist in Rome. 
Printmaking brief ly held his attention, but it was in portrait painting 
that he most effectively applied his skills as a draughtsman.   

His free and confident underdrawing is generally concealed in 
finished compositions. These included commissioned works, such as 
his portraits of the King and Queen (1831), as well as depictions of 
figures from his immediate circle. He painted the Swedish lyric poet 
Karl August Nicander in 1827 and the writer and reformer Fredrika 
Bremer in 1843. His portrait of Stendhal (1840; Palace of Versailles) is 
among his most notable works. Alongside this activity as a portraitist, 
Södermark executed a small number of genre scenes in Rome, 
typically representing southern European girls and women. Although 
these genre works were not formally included in Ludvig Looström’s 
early account of the artist’s production (Olof Johan Södermark. Hans 
lif och verk, 1879), they were nonetheless recognised and partially 
recorded, and a number are now preserved in museum collections, 
including Greek.  
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C A R L E M I L Ö S T E R M A N
(Södermanland 1870 – 1927 Stockholm)

An Academic Study  
of Pierre Louis Alexandre 

Black chalk on paper 

58 x 41 cm 
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Born in 1870, Carl Emil Österman (1870-1927) established himself as 
one of Sweden’s most accomplished portraitists, combining rigorous 
academic training with an idiosyncratic sensitivity to character and 
capturing expressions. Educated at the Royal Swedish Academy of 
Fine Arts in Stockholm, he gained early recognition for his technical 
ability and subsequently travelled extensively throughout Europe, 
refining a style that balanced academic precision with psychological 
insight. While celebrated during his lifetime for official commissions 
and society portraits, some of his most compelling works are his 
intimate studies of individual sitters, where observation and humanity 
take precedence over his mastery of the academic form. 
 
The present drawing depicts the figure long known as “Black 
Pettersson,” now identified through recent archival research as Pierre 
Louis Alexandre (1843-1905), a dockworker and professional model 
who posed at the Royal Swedish Academy of Fine Arts for nearly 
twenty-five years. Through extensive archival research conducted 
over recent decades, the model’s identity has now been established 
as Pierre Louis Alexandre (1843-1905), born in Cayenne, French 
Guiana, to an enslaved mother (prior to emancipation in 1848). 
Alexandre is believed to have arrived in Sweden during the 1870s, 
likely aboard an American merchant vessel, eventually finding work 
both in Stockholm’s harbour and as a life model at the Academy 
during the freezing unnavigable winter months. Alexandre became 
an extraordinary and recurring presence within Scandinavian art at 
the turn of the century. His distinctive features captivated generations 
of artists and students, resulting in more than fifty known depictions 
by figures including Anders Zorn, Oscar Björck, John Bauer, Albert 
Engström, Johan Krouthén, Karin Bergöö Larsson, and Carl Emil 
Österman himself. Far from anonymous academic exercises, these 

portraits collectively form one of the earliest sustained visual records 
of a Black individual in Nordic art history.  
 
Österman’s portrayals of Alexandre stand out particularly for their 
blend of psychological depth and technical sophistication. Executed 
with the assertive draughtsmanship of the artist’s mature hand, 
these works transcend conventional academic study to become 
complex individualised portraits. In the present sheet, Alexandre 
is depicted in three-quarter profile, his upward gaze lending the 
composition a sense of dignity and quiet command. Broad passages 
of charcoal are animated by subtle gradations of light and shadow, 
while the carefully modelled features, beard, and musculature give 
the figure a sculptural presence. The sweeping folds of drapery 
contrast with the exposed shoulder and chest, creating a compelling 
interplay between strength and softness. Far from an anonymous 
studio model, Alexandre emerges as a distinct individual whose 
authoritative presence dominates the composition. These portraits 
also illuminate the overlooked cosmopolitanism of late nineteenth-
century Stockholm, revealing intersections of migration, labour, and 
artistic production scarcely acknowledged in traditional narratives of 
Scandinavian art. 
 
Today, works depicting Pierre Louis Alexandre are increasingly 
recognised for both their artistic quality and historical importance, 
with examples housed in major Scandinavian museum collections, 
including the National Museum of Stockholm. As scholarship 
surrounding Alexandre continues to grow, these portraits stand not 
only as masterful works of Swedish painting and drawing, but also as 
important records of identity, visibility, and cultural exchange within 
Nordic art at the turn of the century. Yet beyond their socio-historical 
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value, the present sheet stands as a testament to Österman’s 
gifts as a draughtsman and portraitist. Combining technical 
virtuosity with a profound sense of humanity, it captures not 
only the physical likeness of its sitter but also the self-assured 
poise that made Alexandre such a compelling subject for a 
generation of Scandinavian artists. 
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