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‘New relations, unsuspected harmonies’:
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Inga Fraser // Assistant Curator of Modern British Art, Tate, London
__________
The above quotation1 is taken from a description penned by Roger Fry of a painting by
Paul Cézanne, Les Maisons Jaunes, (1879–82), now known as The Viaduct at L’Estaque,
which was shown at the exhibition, ‘Manet and the Post-Impressionists’, at the Grafton
Galleries in London from 8 November, 1910 to 11 January, 1911. This work was acquired
for the collection of the Finnish Art Society at the Art Museum of the Ateneum in Helsinki,2
following discussion involving the London-based Finnish art historian Tancred Borenius and
the Finnish professor of aesthetics and literature Yrjö Hirn. Copies of the letters between
Borenius and Hirn held in the archive collections of the Finnish National Gallery show the
extent to which Fry influenced this particular acquisition. Borenius refers to Fry’s direct
involvement in the selection of acquisitions, recommends Fry to Hirn as one of Europe’s
foremost connoisseurs and, finally, mentions the fact that Fry promised to publish a written
appraisal of the acquisition in The Burlington Magazine, thus validating the quality and
value of the painting in the eyes of the public. With increasing infrastructure and affluence
in the first half of the 20th century, travel and international communications became more
viable for artists, critics, scholars and collectors alike in Europe. Consequently, the period
1905–65 was witness to the rapid expansion of the art market. National museums in a
number of European capitals outside the established art market centres of London, Paris,
Vienna, Moscow and St. Petersburg, began to collect contemporary and international art;
and the frequency with which temporary exhibitions were staged increased. The legacy of
decisions made concerning acquisitions, exhibitions and institutional strategy during this
period continue to affect the activity and structure of arts organisations to the present day
and, yet, the details of the international networks that emerged and underwrote these
decisions remain under-researched.
As theoretical, stylistic and technical developments in modern art spread across
Europe, each country developed its own national variants that most often have been the
object of study for home-grown art historians within the country of origin. By taking a
view of the activity of British artists from without, focusing on the instances when artists
and artworks travelled beyond national borders, I will begin to build up a picture of British
art and Britishness as a foreign entity. This will, I hope, throw new light on a familiar field,
and reveal something of the social, political and economic significance of art in Britain
during this transitional period. Indicatively, a recent selective catalogue of the international
1
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Roger Fry, ‘Acquisition by the National Gallery at Helsingfors’, The Burlington Magazine, vol. 18, no. 95,
February 1911, p. 293.
Maurice Denis’s Calypso, now known as Ulysses with Calypso (1905), was also acquired by the Ateneum.
For details of works shown, see Anna Gruetzner Robins, ‘“Manet and the Post-Impressionists”: a
checklist of exhibits’, The Burlington Magazine, December 2010, no. CLII, pp. 782–793.

2
‘New relations, unsuspected harmonies’: Modern British Art in Finland, 1906–1964 // Inga Fraser
--FNG Research Issue No. 4/2016. Publisher: Finnish National Gallery, Kaivokatu 2, FIN-00100 Helsinki, FINLAND.
© All rights reserved by the author and the publisher. Originally published in http://research.fng.fi

__________
Alfred William Finch,
Rainy Weather at Hampton
Court, 1907, oil on canvas,
63cm x 79cm, Antell
Collections, Ateneum
Art Museum, Finnish
National Gallery
Photo: Finnish National
Gallery / Hannu Aaltonen

collection of the Ateneum Art Museum, part of the Finnish National Gallery, lists works by
country, covering France, Sweden, Norway, Denmark, Russia, Belgium, Holland, Hungary,
Estonia, Poland, the United States, Italy, Austria, Switzerland, Germany, Spain, Japan, China
– but not Britain, though the collection includes over 300 objects made by British or partBritish artists.3 Narrowing this number to those works made during the modern period
(for the purposes of this study defined as 1890–1965), I am chiefly concerned with the 73
acquisitions that occurred within this timeframe – bracketed by the first purchases in 1906
and, in 1964, the last acquisition – which, I argue, should be seen less as a result of discreet
networks and more as a product of a general programme of international acquisitions and
displays.4 Using as the backbone of my research the acquisitions made by the successive
governing committees of what is now constituted as the Ateneum Art Museum, this essay
attempts to map chronologically some of the exchanges between Britain and Finland –
3
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Ateneum Art Museum: A Selection from the International Collection (Helsinki: National Gallery of Finland,
2000). A search conducted on 17 September, 2015 of the Finnish National Gallery database listed 422
works as by British or part-British artists in the collection of the Ateneum, out of a total of 22,841 works
– roughly 1.8%.
In total, the database lists 4,999 works dated 1890–1965 that were acquired during the same period.
Of this number, 3,803 are recorded as being by Finnish or part-Finnish artists, leaving 1,196 items in
the collection made by artists from abroad or unclassified. The database lists 406 works by Swedish
or part-Swedish artists, 355 works by French or part-French artists and 57 works by Russian or partRussian artists made and acquired between 1890 and 1965.
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between artists, collectors, art schools, exhibition venues, commercial galleries, national
galleries, scholars, critics and other organisations – to which Fry’s description of ‘new
relations, unsuspected harmonies’ may fruitfully be applied.

Note on Historical Governance
The history of the art collection at the Ateneum began with the Finnish Art Society (Suomen
Taideyhdistys), established in 1846. Initially, copies of historic works were acquired as teaching
aids for the Drawing School of the Finnish Art Society, but gradually acquisitions of original
works of art were made, often as donations, due to limited funds. The Ateneum building
opened in 1888 and housed, not only the collections and school of the Finnish Art Society
but, also, the School of Arts and Crafts and the collections and offices of the Finnish Society
of Crafts and Design (both of which later moved out of the Ateneum building).5 Historically,
the awards and acquisitions commission of the Finnish Art Society decided upon acquisitions.
This included the Finnish Art Society board director and artist members. This was replaced in
1922, several years after Finland achieved independence from Russia (6 December, 1917) by
a board of representatives including the director of the Finnish Art Society collection – named
the Fine Arts Academy of Finland (Suomen taideakatemia). In 1939, an organisation to run the
collection was created as a separate entity from the Finnish Art Society, named the Fine Arts
Academy Foundation and consisting of a rotating board, including a director, two members
of the board of the Fine Arts Academy of Finland and two deputies. The successive directors
leading on acquisitions during the period in question were: Thorsten Waenerberg (1888–1913),
Johan Jacob Tikkanen (acting, 1913–14), Gustaf Strengell (1914–18), Eric O.W. Ehrström (acting,
1918–19), Torsten Stjernschantz (1919–52) and Aune Lindström (1952–69).

Modern British Acquisitions 1905–1939
By 1905, there were 17 historic British artworks in the Collection, mainly prints, dating from
1737 to 1814. The first modern works of British relevance were acquired in 1906:
a purchase of seven etchings by the Anglo-Belgian artist Alfred William Finch (1854–1930).
Finch was born in Brussels to English parents and educated at the Académie Royale des
Beaux-Arts. In 1883 Finch became a founder member of Les XX, an avant-garde group of 20
Belgian painters, designers and sculptors, including James Ensor and Paul Du Bois, and the
group held annual exhibitions at the Palais des Beaux-Arts in Brussels where international
artists were invited to exhibit including Rodin and Whistler (1884), Renoir and Monet
(1886) and Sickert and Pissarro (1887). Inspired by the techniques of George Seurat and
Paul Signac, Finch began producing works in the pointillist manner. He corresponded with
James McNeill Whistler, who subsequently invited Finch to exhibit with the Royal Society
of British Artists in 1887 and 1888. Nevertheless, for economic reasons Finch decided to
give up painting in favour of ceramic design in the arts and crafts tradition. In 1897, at the
invitation of the Swedish artist Louis Sparre (1863–1964), Finch came to Finland to head the
ceramics division of the Iris workshops in Porvoo. After its closure in 1902, Finch taught at
the Drawing School of the Finnish Art Society (until 1905) and then at the Finnish Central
School of Applied Art (1905–30).6 His wife and children returned to England in 1905, while
Finch remained in Finland, though he visited them there annually. Letters in the archives of
the Finnish National Gallery catalogue the extent of Finch’s travels, to places such as Vienna,
Portovenere, St. Petersburg, Toulon and Brussels, as well as London, Surrey and Herefordshire
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The former in 1982 and the latter in 1912.
See also Alfred William Finch 1854–1930. Exhibition catalogue. Helsinki: Ateneum Art Museum, 1991.
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in Britain, and Helsinki, Turku and Porvoo in Finland.7 Five of the prints by Finch that were
acquired are dated to 1891 and two are undated. Notably, several of these works depict
English scenes, for instance Battersea Bridge, London and The River Thames in London
(both line etchings from 1891). Ultimately, however, the acquisitions cannot strictly be
said to represent an interest in modern British art per se. Finch was an international figure,
increasingly a protagonist in Finnish modernism. He was a founder member, in 1909,
of the Septem group with Magnus Enckell, Yrjö Ollila, Mikko Oinonen, Juho Rissanen,
Ellen Thesleff and Verner Thomé, for instance and, so, acquisitions of his work must be
understood to reflect Finnish national art history above all.8 The English subjects of Finch’s
work (for instance Laindon Hill in the English county of Essex, the Twickenham countryside,
or Rosehearty in Aberdeenshire)9 are circumstantial, but the techniques and manner in
which they are conceived are not. The technique of etching was rediscovered as part of the
printmaking revival in Britain from the 1850s, for example,10 and the ‘plein-air’ method was
a style popular in the artist colonies of St. Ives in England, as well as France and Belgium.
In this respect, these works do perhaps relate to Finch’s ties to Britain. In any case, these
acquisitions show a broadening of perspective on the part of the Finnish Art Society. As
Timo Huusko has written, prior to Finnish independence, the dominant national romantic
style was bolstered by political sentiment during periods of oppressive Russian rule from
1899 to 1905; however, by 1908 the international outlook afforded by modern styles of
the Fauves and the Post-Impressionists also offered a form of rebellion from established
authority, and found important advocates in the architect Gustaf Strengell and the critic
Sigurd Frosterus, both of whom felt the autonomy of art to be paramount.11
This ideological shift was facilitated, practically, by the different methods through
which purchases were paid for, with certain sources of funds less subject to bureaucratic
restriction. One such autonomous source was the Antell Commission: a financial bequest from
the collector Herman Frithiof Antell, who had acquired his foster-father Herman Rosenberg’s
fortune, and who in his own will left a substantial collection of art and a fund of 1 million gold
marks to the state. As well as facilitating the foundation of the Ateneum itself, it also provided
for subsequent acquisitions via the interest accumulated on the bequest. Finch’s Rainy Weather
at Hampton Court (oil on canvas, 1907, see page 2) was acquired in 1908 with funds from the
Antell Commission and, as Susanna Pettersson has noted, purchases made in this way are often
more experimental than those brought about with state funding.12
The first exhibition of Scottish art in Finland preceded the first exhibition of English
art in Finland by more than 30 years. It was staged at the Ateneum in Helsinki and then in
Turku at the recently opened Art Museum in 1905 and included 120 works.13 Among them,
7
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Finch, Alfred William. Collection of the artists’ letters. Archive Collections, Finnish National Gallery,
TKK/Fi53–TKK/Fi98.
Including sketch pages and studies, over 300 works by Finch were acquired in the period 1890–1965.
Finch’s Rosehearty Pier in the Storm and Rosehearty Pier acquired in 1909 and 1911 respectively.
Robin Garton, ‘Etching 1855–1935’. British Printmakers 1855–1935 (Wilts: Garton & Co., 1992), pp. 125–27.
Timo Huusko, ‘Finnish Nationalism and the Avant-Garde’ in Hubert Van Den Berg, Irmeli Hautamäki,
Benedikt Hjartarson, Torben Jelsbak, Rikard Schönström, Per Stounbjerg, Tania Ørum, Dorthe Aagesen
(eds.) A Cultural History of the Avant-Garde in the Nordic Countries 1900–1925 (Amsterdam and New
York: Rodopi, 1999), p. 559.
Susanna Laitala (née Pettersson) ‘Directors, The Acquisitions Commission, and Acquisitions — How the
collection of the Art Museum of the Ateneum grew from 1919 to 1969’ in Susanna Laitala (ed.) Ateneum:
the Finnish National Gallery Bulletin (Helsinki: Finnish National Gallery, 1993), p. 110.
Exhibition catalogue: Skottska Utställningen i Åbo 1905 (Helsingfors: Aktiebolaget F. Tilgmann, 1905).
Listed artists: P.W. Adam, E. Alexander, Jean Alexander, R. Alexander, Oswald Birley, A.K. Brown,
Elizabeth C. Brown, T. Austen Brown, J. Cadenhead, D.Y. Cameron, Hugh Cameron, Mary Cameron,
R.M.G. Coventry, M. Deane, T. Millie Dow, David Farquharson, W.M. Frazer, David Gauld, Robt. Gibb,
T. Graham, Sir James Guthrie, J. Whitelaw Hamilton, R. Duddingstone Herdman, W. Hole, E.A. Hornel,
G. Houston, Mason Hunter, R. Gemmel Hutchison, Alexander Jamieson, H.W. Kerr, W.I. Laidlay, John
Lavery, J.H. Lorimer, W.S. MacGeorge, R. McGregor, W.D. McKay, C.H. Mackie, W. McTaggart, Arthur
Melville, J. Coutts Michie, J. Campbell Mitchell, T. Corsan Morton, J. Campbell Noble, Robt. Noble, R.B.
Nisbet, James Paterson, Mrs Paterson, G. Pirie, G. O. Read, R. Payton Reid, James Riddel, Alexander
Roche, Christina P. Ross, J. Thorburn Ross, W. Walls, Cosntance Walton, E.A. Walton, E. Fiddes Watt,
Wm Patrick White, Mary G.W. Wilson and Meg Wright.
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certain subjects and styles may be seen to appeal to Finnish critics, resonating with their own
national ideals in art of that period, for instance, the romanticised peasantry that features in
Hugh Cameron’s painting of Largo Bay in Fife (cat. 25) or the folk content of the Joseph Thorburn
Ross’s work, Jock o’ Hazeldean (cat. 109). Both Scotland and Finland had produced artists
strongly committed to the tradition and ideology of Art Nouveau and so the exhibitions should
be viewed in light of this common ground. One painting from this show was later incorporated
into the Finnish Art Society’s collection: a watercolour by the Scottish artist Charles Hodge
Mackie (1862–1920) which is recorded in the Swedish catalogue as Den hvita väderkvarnen
(The White Windmill). It was acquired in 1934 as a bequest from Professor of Greek literature
G.A. Ludenius,who in all likelihood encountered Mackie’s work at this exhibition. Mackie was a
plein-air painter, a member of the Staithes group, based in Yorkshire, and many Finnish artists
too painted in this manner, such as Helene Schjerfbeck, who travelled to Brittany (in 1881 and
1883–84) and St. Ives (1887–88).14 The committee minutes of that year describe Mackie as ‘a
technically skilled exponent of typically high-quality English watercolour,’15 and reveal a desire to
acquire examples of international art fitted to each country’s perceived forte.
Foreign travel for both British and Finnish artists, architects and designers resulted in the
forging of formal and informal networks, though the exchange of ideas that may have occurred
as a consequence is more difficult to determine. The Anglo-Finnish Society was founded in
1911, largely to garner support for the Finnish political cause, and prior to that more ad hoc
exchange can be traced. The Finnish architect Wivi Lönn, for instance, travelled to Scotland
in 1898 to study brick and granite architecture, and to England to study the design of school
buildings, bringing ideas – such as the use of granite – back to her native country. Later, in
1906, the Finnish expressionist painter Ellen Thesleff met the English artist Edward Gordon
Craig in Florence in Italy, who encouraged her to experiment with the woodcut method of
printmaking and to produce work for the theatre, for instance, and several of her prints in his
own collection were reproduced in an article on Thesleff in The Beau.16 Later publications also
testify to Finnish-British connections, for instance Apollo magazine features an extensive article
about the work of the sculptor Jussi Mäntynen, who specialised in animal sculpture. Mäntynen
exhibited in Norway, Sweden17 and Italy18 and his work appears to have crossed the path of the
influential British critic of modern carved sculpture, Kineton Parkes, the author of the review in
Apollo.19 The British connoisseur and collector Sir Merton Russell-Cotes visited Finland, as did
the Assistant Keeper, later Director, of the Tate Gallery, James Bolivar Manson, who came to
Finland in 1922 and 1934, though no direct outcome relating to these excursions is obvious.
Better known, are the links between the Belgian-born British artist, Frank Brangwyn
and Finland. Brangwyn was a key figure in the British printmaking revival and a portfolio of
his work, part of the ‘Modern Masters of Etching’ series published by the Studio in 1925,
proved a source of inspiration for a number of Finnish printmakers.20 As Erkki Anttonen
points out, several Finnish artists came into contact with Brangwyn’s work, such as Kaarlo
Hildén who was in London at the end of 1910, and Viljo Lehmussaari who was taught by
William Palmer Robins at the Central School of Arts and Crafts.21 The Finnish National Gallery
Library holds several copies of Brangwyn’s 1925 monograph, one of which comes from the
collections of the artist Reino Harsti who taught at the Drawing School from 1936–50, which
gives some indication of Brangwyn’s pedagogical significance. Two of Brangwyn’s etchings
were acquired in 1910 with funds from the Antell Commission. One depicts the church of
Santa Maria della Salute in Venice and the other depicts a woodcutter.

14 Michelle Facos, ‘Helen Schjerfbeck’s Self-Portraits: Revelation and Dissimulation’, Woman’s Art Journal,
15
16
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vol 16, no. 1, 1995, p. 13.
Finska Konstföreningens och Konstakademiens Årstryck för år 1934 (Helsingfors, 1935).
‘A Note on the Woodcuts of Ellen Thesleff’, The Beau, no. 1, 1910, pp. 8–9.
Finlands nutida konst, Liljevalchs Konsthall, Stockholm and Nasjonalgalleriet, Oslo, 1929.
Mostra d’arte finlandese del XIX e del XX secolo, Galleria di Roma (1937).
Kineton Parkes, ‘A Finnish Animalier: John Richard Mäntynen’, Apollo, no. 88, 1932, pp. 150–57.
I am indebted to Erkki Anttonen, Special Researcher at the Ateneum for highlighting this fact.
Erkki Anttonen to author, 25 August 2015. See Erkki Anttonen, Kansallista vai modernia: taidegrafiikka
osana 1930-luvun taidejärjestelmää (Helsinki: Valtion Taidemuseo, 2006).
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__________
Roger Fry, Landscape,
1913, oil on canvas,
60,5cm x 80,5cm.
Antell Collections,
Ateneum Art Museum,
Finnish National Gallery
Photo: Finnish National
Gallery / Kirsi Halkola

During the First World War, the director leading on acquisitions was Gustaf Strengell who,
as Susanna Pettersson has noted, intended to transform the gallery into a modern museum
of art, but whose achievements were limited by his short tenure during a period of conflict
in Europe.22 It was during his directorship however, in 1915, that another work by a British
artist was acquired: a landscape painting by Roger Fry from 1913 (see above). The work was
bought, as Cézanne’s L’Estaque had been, with funds from the Antell Commission, and Fry’s
painting shows clearly the influence of the French artist.
It cannot be said to have been Fry the painter who was to have most impact on the
development of modern art collections in Finland however; rather, it was Fry the critic.
His ideas were mediated, in the first instance, by Tancred Borenius, characterised by
Finnish art historians as ‘our man in England’.23 Fry originally invited Borenius to England,
following an exchange about a Montagna painting that Borenius had attributed. In London
he provided Borenius with an introduction to important critics such as Campbell Dodgson
and Charles Holmes.24 Informally, Borenius was acting on behalf of the Finnish Art Society,
monitoring the market for potential acquisitions during the early 1910s, and the letters
he exchanged with colleagues in Finland reveal the extent to which Fry, and other English
figures and institutions, indirectly shaped the developing Finnish museums, curators and
collections in the early 20th century.
22 Susanna Laitala (1993), p. 108.
23 Johanna M. Lindfors, ‘Tancred Borenius – Our Man in England’ in Taidehistoriallisia Tutkimuksia No.36:

The Shaping of Art History in Finland. Helsinki: The Society for Art History in Finland, 2007.

24 Johanna M. Lindfors (2007), p. 171.
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With Fry’s international reputation growing as a result of his role as an agent acting
on behalf of the Metropolitan Museum in New York, Borenius seemed keen to pass on the
critic’s recommendations in general, writing to Yrjö Hirn, then Professor of Aesthetics and
Modern Literature at the University of Helsinki (1910–37), to recommend the committee
purchase a work by Willem Kalf.25 Borenius also offered financial advice informed by
his experience in London, passing on words from the London art dealer Frank T. Sabin
for example,26 who advised the staging payment for acquisitions, which enabled more
substantial purchases to be made, noting that the practice followed a precedent set by
London’s National Gallery.27 During the written negotiations relating to the acquisition of
Cézanne’s L’Estaque, Borenius repeatedly referred to ‘Fry’s and my own opinion…’ and ‘Fry’s
and my position…’ assuring his Finnish colleagues of Fry’s status as ‘one of Europe’s most
important art critics’. Another British notoriety he summoned in support of the acquisitions
from the Manet and the Post-Impressionists show at the Grafton Galleries was Walter
Sickert, who, according to Borenius, had spoken in praise of Maurice Denis’s Calypso, also
acquired by the Finnish National Gallery along with the Cézanne.28 Fry assisted with the
negotiations on price with Cézanne’s dealer Ambroise Vollard on behalf of the Ateneum,29
and his input on the acquisition was even reported in the press, as clippings held in the
Finnish Art Society scrapbooks attest.30 According to the art historian Camilla Hjelm, the ideas
of both Fry and Clive Bell may also be discerned in the approach taken to sales and displays
of the Finnish dealer, Gösta Stenman. Stenman drew comparisons between historic and
modern works freely, on formal grounds, in a way that mirrored Fry’s own approach at this
time.31 This method of critique is also to be found in Sigurd Frosterus’s 1917 publication
Regnbågsfärgernas segertåg (Triumph of the Colours of the Rainbow), in which he refers to
the ‘Fry-Bell’ concept of significant form and cites essays by both critics.32
Writing to Yrjö Hirn, Tancred Borenius had previously lamented the sporadic manner
in which historic foreign works were acquired for the Finnish Art Society collections,33 and
really this applies equally to modern acquisitions during this period. In 1915 a print was
purchased by the French-born British artist, Alphonse Legros,34 who had been Professor
of Fine Art at the Slade School in London from 1876 to 1893.35 The circumstances of this
purchase would perhaps now be considered unorthodox, as the print came, with 19
others,36 from the collection of Gustaf Strengell, who was then Director. That the committee
was able to purchase from one of its members gives some indication of the informal,
perhaps necessarily pragmatic, nature of acquisitions policy at this time for a museum at
some distance from the major market centres. It is in this context that the welcome counsel
of well-respected figures abroad must be understood.

25 Tancred Borenius to Yrjö Hirn, 21 January 1910. Collection of the artists’ letters. Archive Collections,

Finnish National Gallery.

26 Frank T. Sabin (d. 1915) of 172 New Bond Street dealt in prints and paintings and, having lived in

America for some years, his clients included a great many American as well as European buyers.

27 Tancred Borenius to Yrjö Hirn, 8 May 1909. Collection of the artists’ letters. Archive Collections,

Finnish National Gallery.

28 Tancred Borenius to Yrjö Hirn, undated, 5 Robsart House, Kenton Street, London. Collection of the

artists’ letters. Archive Collections, Finnish National Gallery.

29 Tancred Borenius to Yrjö Hirn, 24 December 1910. Collection of the artists’ letters. Archive Collections,

Finnish National Gallery.

30 ‘Inköp af konstvärk till Antellska samlingarna’, (title unknown), 4 January 1911. Press Cuttings Collection

1897–1980. Archive Collections, Finnish National Gallery.

31 Camilla Hjelm, Modernismens förespråkare Gösta Stenman och hans konstsalong (Helsingfors: Statens

Konstmuseum, 2009), p. 209.

32 Fry’s ‘An essay in Aesthetics’ from The New Quarterly (April 1909) and Clive Bell’s Art (1914).
33 Tancred Borenius to Yrjö Hirn, 8 May 1909. Collection of the artists’ letters. Archive Collections,

Finnish National Gallery.

34 Legros was naturalised as a British citizen in 1881.
35 Roger Fry taught History of Art at the Slade from 1909–14 and Tancred Borenius had succeeded Fry

in this position.

36 By French artists including Toulouse-Lautrec, Maurice Denis, Félix Eduard Vallotten and Eduard Vuillard.
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Succeeding Strengell, Torsten Stjernschantz was Director from 1919 to 1952, and
it was under Stjernschantz’s tenure that the Friends of the Ateneum Society (Ateneumin
Ystävät Ry) was established (lasting until the end of the 1920s) to raise money for foreign
acquisitions. In 1919, four more works by Legros were acquired as part of a bequest from
Adolf Gustaf Ramsay,37 in addition to a number of older British prints, representing artists
such as Hogarth, Cruikshank, Lely and Reynolds.38 Among more recent works in the bequest
were several landscape scenes by A.W. Finch,39 a series of prints by William Strang who had
been taught by, and was later assistant to, Legros at the Slade. The prints relate to the 1902
edition of a book first published in 1653 titled, The Compleat Angler: Or the Contemplative
Man’s Recreation, Being a Discourse of Rivers, Fish Ponds, Fish & Fishing by Izaak Walton
and Charles Cotton, for which Strang and David Young Cameron produced new illustrations.
In addition, the Ramsay bequest included a drypoint print portrait by James McNeill
Whistler of Florence Leyland. The American-born Whistler was another cosmopolitan figure
connecting artists of different nationalities. He had exhibited alongside Finnish painters
including Akseli Gallen-Kallela, Magnus Enckell, Väinö Blomstedt and Eero Järnefelt at the
first international art exhibition of the Mir iskusstva association in St. Petersburg in 1899,40
and as noted previously, was the person to invite Finch to first exhibit in Britain.
The first main period of expansion for the art market in Helsinki was during the
First World War (1914–18).41 Outside the walls of the Ateneum, in Helsinki by the end
of the 1910s, the main commercial galleries were Salon Strindberg, established by the
Swedish businessman Sven Strindberg (1874–1957) in 1913; Stenman Salon des Beaux Arts,
established by Gösta Stenman (1888–1947) in 1913; Galerie Hörhammer, established by
Ivar Gabriel Hörhammer (1884–1953) in 1917–18; and Konstalongen Gallery, established by
Leonard Bäcksbacka (1892–1963) in 1915.42 Though mainly dealing with domestic artists,
some of these galleries occasionally exhibited work from abroad.43 Salon Strindberg staged a
solo-exhibition of work by A.W. Finch from 27 November to 12 December 1915 and, in 1916,
a group show including work by Alex Matson alongside that of Finnish expressionists Ilmari
Aalto and Anton Lindforss.44 Alex Matson is, like Finch, an artist to be considered in a ‘multinational’ context. He was born in Finland, but his family moved to Britain while he was a
boy and he was educated in England. After school he travelled to Germany, returning to
Finland for a period, before coming back to England to study art in Hull. The works included
in the 1916 exhibition include a number of paintings of English scenes. Salon Strindberg
37 Two etchings depict peasants, one is a countryside view and the fourth is a satyr’s mask. All are

undated. See RAMSAY 384–7 in the collection of the Finnish National Gallery.

38 A copper engraving after David Teniers Major was also included in this bequest. Tancred Borenius had

39

40
41
42
43

44

written to Yrjö Hirn in 1909 to recommend the purchase of a Teniers with the Antell delegation funds:
one he had seen in the collection of Frank T. Sabin. In the letter, Borenius reveals that Charles J. Holmes,
then Slade Professor of Fine Arts at Oxford and co-editor of the Burlington Magazine, was with him
and agreed on the print’s merit; and that Roger Fry had said the price was good. Tancred Borenius to
Yrjö Hirn, 6 April 1909. Collection of the artists’ letters. Archive Collections, Finnish National Gallery.
The Finnish Art Society continued to build their collection of works by Finch, purchasing a series of his
lithographs in 1922, paintings in 1924 and 1928, and some 18 drawings in 1931 – all with funds from
the Ahlström endowment. Though one of the paintings depicted an English scene – the cliffs at Dover,
painted in 1892 – the majority of the new works depicted Finnish subjects. The successive committees
would continue to acquire paintings, drawings and prints by Finch regularly over the years from 1934
to the present day, though his status as resident in Finland complicates a reading of this interest as an
interest in ‘British’ art.
Stephan Koja (ed.), Nordic Dawn: Modernism’s Awakening in Finland 1890-1920 (Munich, Berlin,
London, New York: Prestel, 2005), p. 194.
Camilla Hjelm (2009), p. 46.
Details of the main art dealers in Helsinki in the 1910s may be found in the Swedish publication by
Camilla Hjelm (2009), pp. 46–52.
The Finnish National Gallery Archive Collections holds correspondence from Galerie Hörhammer 1916–
59 (uncatalogued). The index of correspondents does not show any British names other than A.W. Finch
and Alex Matson (1912–18) and, later, Frank Brangwyn (1920–21).
Exhibition catalogue: Ilmari Aalto, Alex Matson, Anton Lindforss, Salon Strindberg, 1916. Archive
Collections, Finnish National Gallery.
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staged a solo exhibition of work by Alex Matson in 1919,45 followed by a second group show
in 1921.46 Matson was again in England in 1922, where he worked for a period at the Finnish
Embassy in London.47
From 1924, serving under Stjernschantz and responsible for exhibitions at the
Ateneum, the young art historian Bertel Hintze, began to show foreign art more frequently
in the temporary exhibitions staged at the Ateneum. Catalogue cards kept among Hintze’s
papers at the Finnish National Gallery Archive Collections record exhibitions of French
art in 1925, French and Russian art in 1927, and Dutch art in 1928,48 but there were no
displays, nor acquisitions, of British art in Finland in the 1920s. Informal correspondence
between scholars and dealers in both countries does, however, continue. Between 1927
and 1930 Gösta Stenman, having decided to leave Helsinki, lived for a period in London
where his correspondence is testament to the wide range of individuals and institutions
he encountered. Stenman kept in regular contact with Hintze whilst in London (and
subsequently, following his move to Sweden), and other correspondents included
A.M. Hind, Keeper of Prints and Drawings at the British Museum and James Bolivar
Manson at the Tate Gallery, who he asked to write a text for publication about works in his
collection.49 Hintze’s archive also contains a number of letters revealing exchanges between
Britain and Finland during the 1920s. For instance Tancred Borenius writes to Hintze
from his residence at 28 Kensington Gate recommending the London-based German art
dealer, Louis Richter, who he explains has ‘married a cousin of his’.50 Richter is a somewhat
mercurial figure who appears mainly to have dealt in older works, selling to collectors in
Scandinavia such as the Finnish industrialist Gösta Serlachius.51 When visiting London,
A.W. Finch writes to tell Hintze about the exhibitions he has seen there in 1929, noting
his interest in Sickert’s show at the Leicester Galleries,52 and Hintze was also in contact
with dealers direct, for example with Sotheby’s, regarding drawings from the collection
of William Bateson.53 In 1930, Hintze published Modern Konst,54 and the contents of that
book are somewhat revealing as to the relative significance of British artists and critics
in Finland at this time. In the list of artists whose works are included in the publication,
none are British (though three – Oskar Kokoschka, Lázsló Moholy-Nagy and Kurt Schwitters
– would later come to be resident in the country). By comparison, from the 42 general
literary references listed, 10 are British.55

45 From 8 to 19 November 1919. See Irmeli Isomäki, ‘Näyttelyhistoria 1913–2003’ in Erkki Anttonen (ed.),

Salon Strindberg: Helsinkiläisen taidegallerian vaiheita (Helsinki: Kuvataiteen keskusarkisto, 2004), p. 130.

46 From 16 to 28 September 1921. See Irmeli Isomäki (2004), p. 130.
47 The art critic Edvard Richter later bequeathed two works by Matson to the Ateneum, a watercolour,

48
49
50
51
52
53
54
55

Woman Seated (1917), and a pastel, The Old Church (1914), which was included in the 1916 group
exhibition at Salon Strindberg (cat. 20).
Card index of exhibitions organised by Bertel Hintze for the Fine Arts Academy of Finland. Bertel Hintze
Archive. Archive Collections, Finnish National Gallery.
Gösta Stenman to James Bolivar Manson. Tate Library and Archive TGA 806/1/870-873. Papers of
James Bolivar Manson (1933–37).
Tancred Borenius to Bertel Hintze, 25 June 1927. Collection of the artists’ letters. Archive Collections,
Finnish National Gallery.
Exhibition catalogue: Gösta Serlachius & Paul Sinebrychoff: Collections Face to Face. Sinebrychoff Art
Museum/ Finnish National Gallery, 6 February – 3 May, 2015.
A.W. Finch to Bertel Hintze, 18 June 1929. Bertel Hintze Archive. Archive Collections, Finnish National Gallery.
Sotheby’s, New Bond Street to Bertel Hintze, 4, 26 March, 10 April 1929. Bertel Hintze Archive. Archive
Collections, Finnish National Gallery.
Bertel Hintze, Modern Konst: 1900-talet (Helsingfors: Mercators Tryckeri Aktiebolag, 1930).
Clive Bell’s Since Cézanne (1922), Joseph Duveen’s Thirty Years of British Art (1930), Roger Fry’s
Vision and Design (1920), Jan Gordon’s Modern French Painters (1923), C. Lewis Hind’s The PostImpressionists (1911), C.J. Holmes’ Notes on the Post-Impressionist Painters (1910), Charles Marriott’s
Modern Movements in Art (1920), Charles Ricketts’ Post-Impressionists (1913) and Frank Rutter’s
Revolution in Art (1910) and Evolution in Modern Art (1926).
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After leaving the Fine Arts Academy of Finland, in 1928 Hintze took up the post of
Director at the newly established Kunsthalle Helsinki (Helsingin Taidehalli).56 There he began
a programme that included younger and foreign artists in addition to more established
Finnish names. This desire to raise awareness of international developments in modern art
was also behind the foundation of the Free Art School by Ethel Thesleff, Irja Noponen, Saara
Castrén and Maire Gullichsen in 1934. The school was intended to stand in contrast to the
perceived insularity and academicism of the Drawing School of the Finnish Art Society.57
Having studied in Paris, Maire Gullichsen was a key advocate for international style in art,
architecture and design in Finland. As well as operating as a collector herself, with Aino
and Alvar Aalto, and Nils-Gustav Hahl, she founded the company Artek in 1935. Principally
established to manage the international distribution of Aalto’s furniture, light-fittings and
glassware, their objectives also extended to the staging of exhibitions of arts and crafts,
photography and art and the production of related publications.58 It was also with Aalto
and Hahl, in addition to Hintze and the critic Antero Rinne, with whom Gullichsen founded
the Contemporary Art Association (Nykytaide Ry) in 1939. Hintze was appointed chair
(serving until 1954) and the purpose of the organisation was to facilitate the exhibition
of contemporary art in Finland – and elsewhere. Artek was host to exhibitions of Léger
and Calder in 1937, and group shows featuring work by Toulouse-Lautrec, Daumier, Dufy,
Picasso, Gauguin and others in 1938 and 1939, but no British artists’ works were shown
there in the first decade of its existence.59
Maarit Hakkarainen and Tiina Koivulahti have written about the ad-hoc networks
through which art changed hands during the Second World War, noting the significance of
the London market as a centre of activity for Finnish collectors of historic artworks in the
late 1930s.60 The only modern British acquisitions made by the Finnish Fine Arts Academy
Foundation during the period 1933–39, were the aforementioned bequest from Ludenius
of Mackie’s The White Windmill, and another purchase from ex-Director, Gustaf Strengell
in 1933: a colour woodcut print portrait of Whistler by the British artist, William Nicholson.
Strengell probably acquired this work in 1903, when he travelled to Britain to work for the
ecclesiastical architect Charles Harrison Townsend. The print was originally made for a folio
by Nicholson, Twelve Portraits, of figures including His Royal Highness, The Prince of Wales
and the former British Prime Minister, William Ewart Gladstone, and an edition of the set
may also be found in the collection of the Tate Gallery.61
Despite the infrequency of acquisitions, Hintze maintained an active dialogue with
scholars and art collectors in Britain into the 1930s. He visited London in the summer of 1938
and wrote to Sir Robert Witt, co-founder of the Courtauld Institute, to express his gratitude
for having spent time studying in his library. Contact with Louis Richter was frequent,62 and it
was Richter who Hintze asked to receive instruction from Witt concerning the founding of an
image library in Helsinki.63 Having moved from London to Stockholm, Gösta Stenman’s archive
56 The foundation of the Kunsthalle Helsinki was partly funded by Gösta Serlachius.
57 See Riitta Ojanperä, ‘Free Art School’ in Esko Nummelin, Emilia Siltavuori (eds.), Maire Gullichsen (Pori:

Pori Art Museum, 2000), pp. 179–181.

58 Jochen Eisenbrand, ‘The Organic Line: Aalto’s Furniture and the International Market’ in Mateo Kries

59

60

61
62
63

and Jochen Eisenbrand (eds.), Alvar Aalto: Second Nature (Weil am Rhein: Vitra Design Museum,
2014), p. 168.
The first monographic show of a British artist at Artek was Kenneth Martin. See exhibition catalogue:
Kenneth Martin, Galerie Artek, Pohjoiseplanadi 25, Helsinki, 26 August – 20 September 1983. Because
Gullischen often acquired works for her own collection via the shows she had a hand in organising,
British artists also do not begin to be represented in her collection until later in the century.
One example they cite is Uuno Tiainen who acquired historic artworks in central Europe and smuggled
them back into Finland. See Maarit Hakkarainen and Tiina Koivulahti, ‘Research into art looted by the
Nazis – an important international task’, Nordisk Museologi, no. 1, 2007, pp. 58–73.
Tate Gallery, London. P08156.
Letters received from Louis Richter 14 February, 1937 to 6 December, 1939. Bertel Hintze Archive. Archive
Collections, Finnish National Gallery [not translated].
Bertel Hintze to Sir Robert Witt, 26 October, 1938. Bertel Hintze Archive. Archive Collections, Finnish
National Gallery. A Finnish library of reproductions was eventually set up by Lilli Hintze, wife of
Bertel Hintze.
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reveals continued communication with London dealers, including the Belgrave Gallery,64
Robinson, Fisher & Harding65 and J. Sassoon,66 though mainly on matters concerning historic
works and antiquities.67 Scrapbooks or press cuttings in the Finnish National Gallery archive
collections are useful sources that reveal the extent to which British art featured in the
Finnish news during this period. While older British artists such as Blake and Beardsley are
mentioned from time to time, modern British artists do not figure very frequently until the
1950s, though there are exceptions such as Eero Petäjäniemi’s substantial piece covering
Jacob Epstein’s solo exhibition at the Leicester Galleries in October 1937, published with
several illustrations of works exhibited.68

Modern British Acquisitions 1939–1964
In 1939, Hintze helped arrange the first major exhibition of modern British art in Finland in
collaboration with the British Council. Founded in 1934 with the purpose of disseminating
British cultural values, the British Council had already arranged for Finnish school-teachers
and students to visit Britain and, in 1937, arranged a visit to Finland by the Under-Secretary
of State for Foreign Affairs, Lord Plymouth.69 The state visit was an idea that had originated
in Britain, but the idea for a large-scale exhibition of modern British art in Helsinki evidently
was something equally desired on both sides. Among the Hintze papers is a copy of a letter
sent to Lt. Colonel Bridge of the British Council in London in 1936, in which he asks whether
it would be possible to arrange a show of modern English art in Helsinki in 1937/8. For
financial reasons Hintze asks that the exhibition comprise ‘water colours, drawings and
etchings, being grouped round a center [sic] of representative paintings and sculptures’,70
and it is important to account for such practicalities when considering the type of works
eventually exhibited or purchased.
The exhibition, entitled New British Art (Nykyaikaista brittiläistä taidetta), finally
opened on 11 March, 1939 (running until 26 March) at the Kunsthalle Helsinki, with The Times
confidently reporting, ‘[T]his is the first comprehensive collection of British art ever shown in
Finland, and its success seems assured.’71 Many of the works included had previously been
exhibited in Warsaw, and some travelled onwards to Stockholm after being shown in Helsinki.72
On the British side of the exhibitions committee was Sir Lionel Faudel-Phillips, a collector of
porcelain and a Trustee of the Wallace Collection; David Lindsay, 28th Earl of Crawford (Lord
Balniel) who at the time was Trustee of the National Gallery in London, having served as
Trustee at the Tate from 1932–37; Campbell Dodgson, previous Keeper of Prints and Drawings
at the British Museum and The Burlington Magazine contributor; Sir Edward Marsh, who was a
collector and supporter of the Bloomsbury Group; Tate Gallery Director John Rothenstein and
Major Alfred Appleby Longden, Secretary of the Fine Arts Committee at the British Council.
On the Finnish side were the businessman and patron of the arts Amos Anderson, Professor
Yrjö Hirn, Chairman of the Artists’ Association of Finland Yrjö Liipola, Chairman of the Finnish
Art Society Oskari Mantere, Professor Onni Okkonen, the artist Lennart Segerstråle,
64
65
66
67
68
69
70
71
72

81A Chester Square, SW1.
Willis’s Rooms, King Street, St. James.
68 Wigmore Street.
This type of correspondence continues post-1945. Gösta Stenman Archive. Archive Collections, Finnish
National Gallery.
Eero Petäjäniemi, ‘Consummatum Est’, Helsingin Sanomat, 7 November, 1937. Press Cuttings Collection.
Archive Collections, Finnish National Gallery.
Patrick Salmon, Scandinavia and the Great Powers: 1890-1940 (Cambridge: Cambridge University
Press, 1997).
Bertel Hintze to Lt. Colonel Bridge, 19 June, 1936. Bertel Hintze Archive. Archive Collections, Finnish
National Gallery.
The Times, Tuesday 14 March, 1939, p. 13.
In Stockholm the exhibition was augmented with various arts and crafts items. See The Times, Monday
1 May, 1939, p. 12
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Gösta Serlachius, Professor Wilho Sjöström, Torsten Stjernschantz, Professor Emil Wikström
and Bertel Hintze.73 The exhibition was of an ambitious scale with 232 works in total.74 They
were loaned from public collections including the Tate Gallery, Harris Museum and Art Gallery,
the Walker Art Gallery and the City of Nottingham Museum and Art Gallery, as well as from
commercial dealers such as Alex Reid and Lefèvre and Thomas Agnew and Sons. Many notable
private collections, including those of Sir Kenneth Clark, Philip Morrell, George Eumorfopoulos
and Sir Edward Marsh, are also credited. The exhibition subsequently travelled to Stockholm,
but the Finnish Art Society acquired a number of works exhibited at the 1939 British Council
exhibition namely, Roland Vivian Pitchforth’s Clouds, Gwynt Valley, 1937 (A III 2325), Robin
Darwin’s Les Dentelles de Montmirail (A III 2326) and Barnett Freedman’s Sète, France, 1931
(A III 2327). The selection must be appreciated in terms of those works that were and weren’t
for sale, for instance, only one of the several paintings and works on paper by Duncan Grant
included in the exhibition was for sale, via the dealer Thomas Agnew and Sons. It wasn’t
purchased, though Grant did come to be represented in the Finnish National Gallery Collection
that same year, following the gift of a pastel, titled Police Constable (A III 2339) from Saxon
Sydney-Turner.75 Sydney-Turner was a friend of Grant’s and member of the Bloomsbury Group.
The reason behind the gift was not given, most likely goodwill towards Grant and the new
Finnish nation on the part of Sydney-Turner. Fellow writer Gerald Brenan recalls, SydneyTurner’s (‘one of the greatest bores I have ever known’) interest, ‘he took to going every
summer to Finland, coming back with a collection of snapshots that showed nothing but fir
trees of varying heights and small railway stations […] he would fetch them out and display
them one by one, very slowly, in that muffled yet persistent voice of his, with brief comments:
“I took that one of a railway station in the tundra because when I first went to Finland it had
not been built.”’76
These acquisitions ensured a younger generation of British artists were present in
the Finnish National Collection than had previously been the case, but the selection was
still partial. While artists working in portraiture and landscape genres became newly visible,
British abstract art was not, with Barbara Hepworth, Ben Nicholson and Henry Moore –
arguably the most internationally significant British artists at the time – conspicuously absent
from the 1939 exhibition. Nevertheless, the show is evidence of a new awareness on the part
of Britain of audiences and markets in Finland – as well as the country’s strategic political
significance – and of a concerted effort to represent the artistic traditions of Britain in the
context of the international collections of the Finnish National Gallery. The British Council
was obviously paramount in bringing about this interest in, and understanding of, British
modern art, but underwriting this effort were the informal connections that had been built
up in the preceding decades between figures such as Borenius, Fry, Hintze and others.
The next modern British works to be acquired by the committee were all purchased
from another British Council show at the Kunsthalle Helsinki, entitled British Graphic Art
which was open from 27 October to 18 November 1945. The exhibition was organised
in conjunction with the Nordic Graphic Union, after a show of works by Finnish, Danish,
Norwegian, Swedish and Icelandic graphics was staged in Britain in 1938. The exhibition was
in fact supposed to come to Finland in 1939/40, but at the outbreak of war, the works went
73 Exhibition catalogue: Nykyaikaista brittiläistä taidetta, Helsingin Taidehalli, 11–26 March, 1939.
74 The catalogue lists: Robert Austin, Silvia Baker, Edward Bawden, Muirhead Bone, Alan Beeton, Vanessa

Bell, Beatrice E. Bland, D.Y. Cameron, George Clausen, William Coldstream, Charles Conder, Charles
Cundall, Barnett Freedman, Mark Gertler, Harold Gilman, Spencer Gore, Sylvia Gosse, Duncan Grant,
Walter Greaves, James Gunn, Keith Henderson, Ivon Hitchens, Frances Hodgkins, Albert Houthuesen,
J.D. Innes, Augustus John, Gerald Kelly, Winifred Knights, Henry Lamb, John Lavery, Wyndham Lewis,
Thomas Lowinsky, Ambrose McEvoy, William McTaggart, Robert Medley, Cedric Morris, A.J. Munnings,
John Nash, Paul Nash, Sir William Nicholson, Winifred Nicholson, William Orpen, Victor Pasmore, S.J.
Peploe, Glyn Philpot, Sir George Pirie, Dod Procter, James Pryde, William Roberts, Sir Walter Russell,
W.R. Sickert, Matthew Smith, Gilbert Spencer, Stanley Spencer, P. Wilson Steer, Graham Sutherland,
Henry Tonks, Ethel Walker and Christopher Wood.
75 This work most likely relates to Grant’s portrait of Police Constable Harry Daley (oil on canvas, 1930) in
the collection of the Guildhall Art Gallery, London.
76 Gerald Brenan, Personal Record, 1920–72 (London: Knopf, 1975), p. 59.
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into storage in Finland and the final exhibition was not staged until 1945.77 The diplomatic
dimension of British Council activity is made clear in George Lloyd’s (Lord Lloyd of Dolobran)
statement for the catalogue, which stresses the importance of thriving arts in difficult times
and hopes that the exhibition will strengthen ties between nations.78 Thematically, the
exhibition traced the recent history of the British etching revival – from the work of Whistler
and others who began once again to produce unique graphic works in the 1850s and 1860s,
to the adoption of etching and drypoint techniques and the work of artists such as Paul Nash,
Christopher Nevinson, Eric Gill, Gertrude Hermes, Edgar Holloway or Blair Hughes-Stanton
and figures who are now less well-known such as Pearl Binder (1904–90). The selection was
made by the exhibition subcommittee, led by Sir Lionel Faudel-Phillips. The catalogue in
the Finnish National Gallery Library is annotated by the Finnish critic, Edvard Richter and,
interestingly, his notes largely correspond to the works eventually selected.79 The selection is
quite broad, perhaps aiming for an overview relating to technique rather than any particular
grouping – with subject matter ranging from the general to that of a particularly British
character. A total of eight works was acquired; by artists Frank Joseph Archer, Muirhead
Bone, David Young Cameron, Francis Dodd, Ernst S. Lumsden, Harry Morley, Sir Frank Short
and Leonard Russell Squirrell.80
Resolutely apolitical considering the timing of the exhibition, nevertheless, two choices
made by the committee seem, indirectly, to refer to the recent events of war in Europe. First,
Muirhead Bone’s Manhattan Excavation, which bears a striking resemblance to bombed out
areas of London devastated by the Blitz and, secondly, D.Y. Cameron’s Montivilliers – depicting
the seventh-century Abbaye de Montivilliers in Normandy – an area that also saw combat
during the War. The exhibition appears to have been well-received in Finland. Writing at
the end of 1945 to the Director of Fine Arts at the British Council, Alfred Appleby Longden,
Hintze stated that the exhibition attracted 6,000 paying and 4,000 non-paying visitors, ‘a very
remarkable success’. He noted that 116 prints were sold in Helsinki and another 27 in Turku
(where the exhibition travelled afterwards), ‘more than in all the other Northern countries
together’. He noted that the catalogue, printed in a run of 2,000, was sold out in two weeks.81
Relations between dealers and institutions recovered quickly following the Second World War,
as a letter written to Gösta Stenman from the dealer, Dr. Alfred Scharf, would suggest. Scharf
described the situation in London: ‘The art trade is still quite lively. There are fewer sales now.
As imports are not permitted, less new material is turning up. Prices for Old Masters have
gone up a bit, approx. 20–50 per cent, a bit more for first-rate pictures, but on the whole I
think London is still the best source of supply.’82 Hintze visited London in 1946 (he and his
wife staying with Alfred Longden)83 during which time he received reports on war damage in
Germany, Greece and Italy from James Mann at the Wallace Collection.84 His visit was featured
in the Finnish newspaper Nya Pressen, which reported a renaissance in interest in art amongst
the British people, thanks in part due to a broader remit for museums: not only caring for
collections but ensuring many more people had access to and developed an understanding
77 Erkki Anttonen (2006), pp. 162–63.
78 Exhibition catalogue: Brittiläistä taidegrafiikkaa, Helsingin Taidehalli, 27 October to 18 November,

1945, pp. 13–14

79 Richter highlights works by Dodd, Bone, Cameron, Lumsden, Brangwyn, Robins, Grant, Hutton, Squirrell,

80
81
82
83
84

Short, Sijpson, Sickert, Archer, Brockhurst, Knight, Morley, Andersson, Gibbings, Hermes, Potter, Rice
and Tunnicliffe. Erkki Anttonen has written a biographical essay about Richter, published in Finnish:
‘Edvard Richter’ in Ulla Vihanta and Hanna-Leena Paloposki (eds.), Kirjoituksia taiteesta: suomalaista
kuvataidekritiikkiä (Helsinki: Valtion taidemuseo / Kuvataiteen keskusarkisto, 1997), pp. 83–101.
The invoice is included in the minutes of the acquisitions committee of the Fine Arts Academy 1939
(bound but unpaginated).
Bertel Hintze to Major Alfred A. Longden, 27 December, 1945. Bertel Hintze Archive. Archive Collections,
Finnish National Gallery.
Dr. Alfred Scharf to Gösta Stenman, 21 April, 1945. Gösta Stenman Archive. Archive Collections,
Finnish National Gallery.
Bertel Hintze to Alfred Longden (draft) 7 September, 1946. Bertel Hintze Archive. Archive Collections,
Finnish National Gallery.
James Mann to Bertel Hintze, 13 August, 1946. Bertel Hintze Archive. Archive Collections, Finnish
National Gallery.
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of the artworks via thematic or didactic displays. The writer also noted with great interest the
news that the Tate Gallery now collected modern international art which they interpreted
as ‘proof of the ability of art to unite nations’ and welcomed this broadening of focus to
incorporate not just French modern art, but that of other nations too. Summing up the report,
the newspaper described the visit as an honour for Finland, and proof of Britain’s confidence
in Finnish cultural life.85 Hintze’s obvious interest in the British institutional approach was
encapsulated in the preface to his Companion to Art, in which he contextualised the study in
terms of England’s ‘unrivalled museums’, noting how the British public were ‘more and more
aware of the pleasures of the plastic arts’.86
Several more British Council exhibitions followed in the years directly following the War,87
and the next to feature modern British works was an exhibition of theatrical designs, held in
1948,88 which included Michael Ayrton (for Fairy Queen at the Royal Opera House in 1944),
Edward Burra (for Miracle in the Gorbals at the Prince’s Theatre, 1944), John Piper (for The Quest
at The New Theatre, London, 1943), Christopher Wood (for Luna Park) and Rex Whistler (for
The Rake’s Progress at Sadler’s Wells, 1935 and Fidelio). Contact between institutions in London
and Helsinki during this period was more frequent than was the case prior to the Second World
War. Hintze’s correspondence reveals the exchange of catalogues – with Arthur E. Popham at the
British Museum,89 photographs – with James Laver at the Victoria and Albert Museum,90 pressreleases – with Philip Hendy at the National Gallery,91 and the planning of touring exhibitions of
Finnish art – with Hew Lorimer at the Royal Scottish Academy.92
A key postwar figure in Finland in the context of the current survey was Eila
Pajastie. Having studied at the University of Helsinki, Pajastie was granted a British Council
scholarship from 1945–47 during which period she studied the ideas of figures such as
Professor T.S.R. Boase at the Courtauld Institute, Victor Pasmore, Clive Bell and Roger
Fry, and sent reports on current exhibitions in London back to Finland to be published in
Taide magazine.93 During her time in Britain, Pajastie acquired a thorough understanding
of the British sensibility in art criticism and, as Liisa Lindgren notes, Herbert Read was an
influence on her writings about modern British sculpture especially.94 In a 1947 review of
the London summer shows, she praised the exhibitions at Leicester and Lefèvre Galleries
over the Royal Academy in showing modern British works, noting those by Sickert, Gore
and Gilman alongside those of younger artists including Duncan Grant, Victor Pasmore,
Graham Sutherland, Julian Trevelyan, Ivon Hitchens, Frances Hodgkins, John Tunnard,
Robert Colquhoun and Robert MacBryde, L.S. Lowry and also Oskar Kokoschka, whom she
noted was then resident in London. Pajastie also reviewed the Battersea Park sculpture
exhibition positively, writing that the works ‘looked as if awakened to new life in a large and
85 ‘Nya principer för brittiska museimän’, Nya Pressen, 30 August, 1946. Bertel Hintze Archive. Archive

Collections, Finnish National Gallery.

86 Bertel Hintze, typescript preface for Companion to Art, 10 July, 1948. Bertel Hintze Archive. Archive

Collections, Finnish National Gallery.

87 The first, in 1946 was an exhibition of English Children’s Art, which Hintze describes in the catalogue

88
89
90
91
92
93

94

foreword as giving ‘us a new idea of the creative forces from which British art springs’: Exhibition of
English Children’s Art aged 4 to 15 / Englantilainen lasten taidenäyttely, 1946. This was followed by an
exhibition of British satirical prints in 1947: Hogarth ja brittiläinen pilakuvataide, Helsingin Taidehalli,
19 April to 4 May, 1947. Finnish National Gallery Library.
Exhibition catalogue: Brittiläistä lavastustaidetta, Helsingin Taidehalli, 14–30 May, 1948. Finnish
National Gallery Library.
Bertel Hintze to A.E. Popham (copy) 12 February, 1947. Bertel Hintze Archive. Archive Collections,
Finnish National Gallery.
James Laver to Bertel Hintze, 28 July, 1947. Bertel Hintze Archive. Archive Collections, Finnish National Gallery.
Philip Hendy to Bertel Hintze, 22 September, 1947. Bertel Hintze Archive. Archive Collections, Finnish
National Gallery.
Hew Lorimer to Bertel Hintze, 2 December, 1948. Bertel Hintze Archive. Archive Collections, Finnish
National Gallery.
Liisa Lindgren, ‘Eila Pajastie – journalisti modernismin ‘kenttätyöläisenä’, in Ulla Vihanta and Hanna-Leena
Paloposki (eds.), Kirjoituksia taiteesta: suomalaista kuvataidekritiikkiä (Helsinki: Valtion taidemuseo /
Kuvataiteen keskusarkisto, 1997), p. 151.
Liisa Lindgren (1997), pp. 152–153.
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roofless hall with a carpet of grass…’95 Pajastie’s articles for Taide included her translation
of Moore’s text on primitive art,96 and a wider interest in British art may also be observed in
the magazine Kuva, with articles appearing about Augustus John, by Iris Conlay (art critic for
the Catholic Herald),97 and British medieval art, by Aune Lindström.98
Aune Lindström became Director of the Ateneum in 1952 (serving until 1969) and
her major concerns were to connect the activity of the museum with the public and,
via international acquisitions, to raise its collection to ‘pan-European’ level.99 No British
acquisitions were made between 1945 and 1954, though two works by the emigré artist
Oskar Kokoschka (who was born in Austria and came to Britain in 1938, gaining British
citizenship in 1947) were acquired in 1953, but both were from an earlier period:
Two Women and Nude Young Girl, dated 1906–09.100 The following year, however, in 1954,
the committee acquired, as a gift, a painting by Stefan Knapp (1921–96). Knapp was, like
Kokoschka, an émigré artist who had also come to Britain during the Second World War.
He was born in Poland and interned at a gulag in Siberia in the early years of the war
before being released in 1942 and then serving with the British Royal Air Force.101
In the mid-1950s Knapp began to experiment with the technique with which he is most
associated, enamel on steel, which led to the production of murals, but the painting given
to the Ateneum is oil on canvas, and featured in the artist’s solo exhibition at London’s
Hanover Gallery.102 No details of the circumstances of this gift are recorded in the minutes,
but as Susanna Pettersson has noted, acquisitions of works by less well-known artists who
donated works as a means to raise their profile were often uncontested.103
Towards the end of the 1950s and into the 1960s, Kunsthalle Helsinki and Artek
were staging regular exhibitions of international art and design, and new galleries, such
as Pinx, had opened that often showed international graphic work.104 Potential interest in
British design may be inferred from a 1956 exhibition at Artek featuring design work by
students at the Royal College of Art, London (non-selling),105 and a 1959 exhibition looking
at the relationship between modern architecture and the visual arts at Kunsthalle Helsinki.
The latter featured the work of two British artists: Henry Moore (his recently completed
Reclining Figure, 1957–58 for the Unesco Headquarters in Paris) and Mary Martin (her relief
for Musgrave Park Hospital, Belfast).106 A 1962 exhibition, however, organised jointly by the
Fine Arts Academy of Finland and the British Council, brought a good selection of recent
modern British graphic work to Finland. The show opened at the Ateneum, later touring
to Turku, Hämeenlinna, Tampere and Lahti. The selection included Robert Adams, Edward
95 Eila Pajastie, ‘Aikamme kuvataidetta Lontoon näkökulmalta’, Taide no. 5-6, 1947, pp. 95–99.
96 Henry Moore, ‘Primitiivinen Taide’ Taide no. 2, 1949, pp. 43–46. Bertel and Lilli Hintze owned several

works by Moore, both sculpture and drawing – which they loaned to the exhibition: Ulkomaista
Nykytaidetta, Helsingin Taidehalli, 1962 (cats. 132, 129, 131).
97 Iris Conlay, ‘Augustus John: Nerokas Nykyaikainen englantilainen maaleri’, Kuva no. 1, 1946, p. 16.
98 Aune Lindström, ‘Englannin Taiteen Historiaa’, Kuva, no. 11, 1949, p. 27.
99 Susanna Laitala (1993), p. 113.
100 They came to the Ateneum from the collection of the Finnish opera singer Alexis af Enehjelm (1886–
1939) who had become friends with Kokoschka while living in Vienna through their mutual friend, the
sculptor Gunnar Finne. Both were drawings exhibited in the 1962 show at Kunsthalle Helsinki, titled
Ulkomaista nykytaidetta Suomen kokoelmista (cat. 66 and 67).
101 After the war Stefan Knapp studied at the Royal Academy and the Slade School of Fine Art, and exhibited with
the Hampstead Artists’ Council, for instance in 1946, which showed Mealtime (while prisoner in the East)
alongside works by a diverse group of artists among them Hilda Carline, Ithell Colquhoun and Alan Durst.
102 Exhibition catalogue: Stefan Knapp, Hanover Gallery, 9 March – 9 April, 1954. Tate Library and Archive.
103 Susanna Laitala (1993), p. 120.
104 It was in the 1970s that British work was purchased for the Ateneum from Pinx exhibitions, e.g.
Graham Sutherland’s lithograph, Hybrid (1968) was acquired from an exhibition at Taidesalonki Pinx
in February 1970 and two silkscreens by Victor Pasmore were purchased from Pinx in 1974.
105 The exhibition encompassed the schools of furniture, engineering, ceramics, silversmithing and
jewellery, textiles, graphic design and industrial glass. See exhibition catalogue: RCA: Exhibition of
Design, Artek, Keskuskatu 3, Helsinki, 3–16 May, 1956. Archive Collections, Finnish National Gallery.
106 Exhibition catalogue: Arkkitehtuuri ja kuvataide, Taidehalli Helsinki, 19 August – 7 September, 1959.
Finnish National Gallery Library. The examples in this exhibition, organised in conjunction with the
French publication Architecture Aujourd’hui, were selected by André Bloc.
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Burra, Robert Colquhoun, Frederick Etchells, Mark Gertler, Harold Gilman, Charles Ginner,
Barbara Hepworth, Frances Hodgkins, Gwen John, David Jones, Wyndham Lewis, John Minton,
Henry Moore, Paul Nash, Ben Nicholson, Eduardo Paolozzi, Alan Reynolds, William Roberts,
Walter Sickert, Stanley Spencer, Wilson Steer, Graham Sutherland, Keith Vaughan, Edward
Wadsworth, Christopher Wood and Bryan Wynter. Large-scale monographic shows of British
artists began to feature in Finland in the 1960s, managed jointly by the British Council and the
Fine Arts Academy of Finland. An exhibition of sculpture by Lynn Chadwick opened in 1964 and by
Barbara Hepworth in 1965, though the Foundation made no purchases from either exhibition.107
The same year, Ben Nicholson’s September 1963 – Bullfrog and Blue, was acquired, along
with Julius Bissier’s painting D 26 März 63, at Documenta III in Kassel, which all the Academy
board members visited.108 Yet this acquisition seems to relate less to a singular context of
‘national’ British art and more to an international contemporary market encompassing Western
Europe and North America. The same is true for exhibitions, with works by only the most
prominent British artists, such as Henry Moore, turning up in catalogues, displayed alongside
other internationally renowned artists.109 Nevertheless, into the 1970s, London retains a special
significance for the committee, as the place they visited most regularly for the express purpose
of making international acquisitions.110 It is as a result of this informal contact that direct
friendships arose, resulting in later acquisitions direct from individual artists.111

Modern British Acquisitions Post-1965
After 1965, earlier modern British works were occasionally added to the Collection, though
the networks behind certain acquisitions remain somewhat obscure. In 1976 two works
were bequeathed by Miss N.D. Gourlie. The first was a painting by the Scottish artist
Alexander Jamieson (1873–1937), A View from Flaxwell Heath, Buckingham (1913) and
the second was Blue Balloon (c. 1937) by Dorothea Sharp (1874–1955). The donor is most
likely Norah Dundas Gourlie (1895–1974), who was born in Helensburgh, Dumbartonshire,
Scotland and educated at the London School of Art.112 She served as a correspondent for
the Glasgow Herald in Finland during the Winter War of 1939–40 and it was perhaps the
Glasgow link that brought her into contact with the work of Jamieson, a fellow-Glaswegian.
Gourlie’s link with Sharp, on the other hand, was perhaps the Society of Women Artists,
where Sharp was Acting President (1932–33) and with which Gourlie was also affiliated.113
107 Lynn Chadwick, Suomen taideakatemian kiertonäyttely, Ateneum, 12 November, 1964 – 30 May, 1965 and

Barbara Hepworth: Sculpture and Drawings / Veistoksia ja piirustuksia, Ateneum, 12 January – 7 February,
1965. The high prices Hepworth’s sculptures fetched at this time may have made any purchases prohibitive.
108 Minutes of the acquisitions committee of the Fine Arts Academy 1964 (bound but unpaginated). N.B. An
etching by Nicholson, Two Sculptural Forms, from 1968, was later acquired for the Ateneum’s collection,
in 1984, purchased from Nicholson’s solo exhibition staged at Galerie Artek that year. Bullfrog and Blue
was lent to this exhibition and the drawing may be seen to relate formally to the painting.
109 Exhibition catalogue: Ulkomaista nykytaidetta Suomen kokoelmista, Helsingin Taidehalli, 16 November
– 9 December, 1962.
110 E.g. in 1973 silkscreen prints by Richard Lin and Victor Pasmore were purchased from Marlborough
Graphics during an acquisitions trip the board of the Finnish Fine Arts Academy Foundation made to
London and Paris.
111 The committee acquired works direct from British artists such as John Hoyland and John Copnall,
but also continued to purchase from London galleries such as Editions Alecto and Bernard Jacobson
Ltd, and from exhibitions staged in Finland. Henry Moore’s 1974 lithographs, Seated Figure VI and
Girl Doing Her Homework, were purchased from a show at the Didrichsen Art Museum; and Graham
Sutherland’s Orpheus (c. 1978-79) was purchased from his exhibition at Galerie Hörhammer in 1980.
In 1981 two etchings by Alan Green (1932–2003) were purchased from the Graphica Creativa ‘81
exhibition in Jyväskylä, and in 1983 Kenneth Martin’s Four History Pictures (silkscreen prints, 1982)
were purchased from his exhibition at Galerie Artek.
112 ‘Norah Dundas Gourlie’, Contemporary Authors Online. (Detroit: Gale, 2002) Accessed 15 September, 2015.
113 She is listed as Secretary of the Society of Women Artists in The Writers’ and Artists’ Year Book:
A Directory for Writers, Artists, Playwrights, Writers for Film, Radio and Television (London: A. & C. Black,
1938), p. 275.
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__________
Robert Goff, Charing Cross Bridge, undated, drypoint, 30cm x 19,5cm, Ester and Jalo Sihtola
Fine Arts Foundation Donation. Ateneum Art Museum, Finnish National Gallery
Photo: Finnish National Gallery / Hannu Aaltonen
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Gourlie published an account of her travels titled A Winter with the Finnish Lapps,114 one
of a number of accounts written about Finland by British writers,115 but it is not yet clear
precisely why she chose to bequeath these two paintings to the Ateneum.
More recently, certain private collectors with an interest in British artists have
augmented the modern British collection of the Ateneum. Henry Moore’s Reclining Figure
(Bunched), from 1961–69, was among the collection of the Finnish economist and venture
capitalist Pentti Kouri that was acquired in 1998, and various works on paper by early 20thcentury British artists were among the 2001 gift from the Ester and Jalo Sihtola Foundation
– they include Venetian Procession (1919) by Frank Brangwyn, Bareback Rider (1935) and
Madonna (1923) by Laura Knight, In Front of the Mirror by Ethel Gabain (1913), Charing
Cross Bridge by Robert Goff (undated, see previous page), and an untitled watercolour by
Kenneth Armitage (1954).116 The works by Laura Knight were acquired by the Sihtolas prior
to 1951, when they were included in an exhibition of their collection at the Kunsthalle
Helsinki alongside works by Alvar Cawén, Magnus Enckell, Helene Schjerfbeck, Marc Chagall,
James Ensor and others.117 Jalo Sihtola was an engineer and acquired Finnish, French, Italian
and British works, both modern and historic, for his own collection. He helped fund the
construction of the Kunsthalle Helsinki in 1927–28 and was later a member of the financial
council of the Finnish Fine Arts Academy Foundation (1946–50), as well as Vice-chair of
the Contemporary Art Association Nykytaide ry (1950–63), a co-founder of the Imatra Art
Museum (1951) and chair of the representative council of the Fine Arts Academy (1957–64).118
The Sihtolas are, however, to be considered unusual among Finnish collectors, as most
came to own British works from – at the earliest – the 1960s. Other Finnish collectors who
acquired works from the 1960s onwards include Gunnar (1903–92) and Marie-Louise
(1913–88) Didrichsen, who acquired a number of works by Henry Moore, having been
introduced to the artist by the architect who designed their home, Viljo Revell.119 Revell had
visited Moore’s home in England and through him the Didrichsens made their first purchase
in 1961: Reclining Figure on Pedestal (1960).120 They also bought a sculpture from Barbara
Hepworth’s exhibition at the Ateneum in 1965.121 Another such collector who developed an
interest in British art from the 1960s was Finnish businesswoman Sara Hildén (1905–93).
British works in her collection acquired before 1965 include: Henry Moore’s Reclining Mother
and Child (1960–61)122 and William Scott’s painting, White and Black (1962).123
Speaking about a ‘national’ context for art is perhaps most relevant in the late
19th and first half of the 20th centuries, a period synonymous with the development of
modernism (or modernisms) in Western Europe. The current study has shown how the
formal and informal allegiances between individuals and institutions in Britain and Finland
during this period shaped the formation of the Finnish National Gallery’s collection. On a
micro level, particular artworks may contain stylistic or narrative content that resonates with
the values held by another culture and it is here that we find Fry’s ‘unsuspected harmonies’.
114 Published in Glasgow and London by Blackie in 1939.
115 A comparable account is that of Lady Constance Malleson (1895–1975), actress and author, who

toured Scandinavia, including Sweden in 1936–37 and Finland in 1941 and 1946. Her book, In the
North was published in 1946.
116 This gift also included a self-portrait in charcoal by Kokoschka (undated).
117 Kokoelma Jalo Sihtola, Helsingin Taidehalli, 29 September – 21 October, 1951.
118 Susanna Pettersson, ‘Ester and Jalo Sihtola Fine Arts Foundation Donation’, 2006. Accessed via the
Finnish National Gallery website http://kokoelmat.fng.fi 15 September, 2015.
119 Revel also proposed the idea that an enlarged version of a sculpture he saw at Hoglands would suit
the square in front of the new civic hall he was designing for the city of Toronto in Canada. Three Way
Piece No.2: Archer 1964–65 (LH 535).
120 They also purchased Moore’s Upright Interior Form (Flower), bronze, 1951 in 1965 direct from the artist,
followed by numerous other bronzes, a marble and drawings. See Didrichsen Art Museum Catalogue
(Helsinki: Didrichsen Art Museum), pp. 111–116.
121 Curved Form with Inner Form (Anima), bronze, 1959.
122 Acquired 1965–66 through Marlborough Fine Art Ltd, London.
123 Acquired 1963 from Galerie Anderson-Mayer, Paris. Later works acquired include: Moore’s Study
for a Stone Monument (1961–71, acquired ca. 1977), Scott’s In A Square (1964, acquired 1966), and
Graham Sutherland’s Ancestor (1962, acquired 1967).
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On a macro level, the driving force behind such communication was a desire to engage
with modern international values: a move away from traditional, nationally defined cultural
forms and values to some extent – Fry’s ‘new relations’. These networks may be observed
to begin from points of individual or incidental contact, later developing into large-scale
institutional collaboration. They are mediated via discourses of connoisseurship, finance
and political circumstance. While the study has sketched out the concurrent trends
in the exhibition of modern British art, more research is needed to discover details of
the reception of the works with reference to Finnish or Swedish language sources, and
additional longitudinal studies of the modern artwork from countries such as France,
Germany, Russia and Sweden would present an interesting comparison. The material
consulted appears to tie an awareness and value of modern British art quite closely to the
influence of British theorists and critics as authorities, not simply for art made in their own
country, but internationally. The formal governance and funding structures for museums
and galleries in Britain, especially following the Second World War, also operated as models
for Finnish institutions, and the peak in acquisitions would appear to show that the art
produced and exhibited within those structures was attributed with attendant value by
Finnish directors and exhibition-makers. The historians of nationally determined art are
most often themselves of that nationality, and so any wider contextualisation depends on
the ability to travel and a familiarity with more than one language. Notwithstanding those
barriers, an outsider view is something that adds depth to an understanding of art.
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