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Introduction
During the first few years of the Second World War, the art collector Arvid Sourander1, who
was also a lawyer, made two major sets of donations to the collections of the Ateneum, which
was a museum governed by the newly established Fine Arts Academy of Finland.2 He had
already gifted three works in the 1920s but the first major donation occurred in 1940, when
Sourander donated 35 works by the Finnish artist Fanny Churberg (1845–1892); the second
major gift took place in 1941, when he donated a selection of 23 works, mostly by Finnish
artists from the turn of the 20th century. Then, almost a year after Sourander’s death in 1946,
his widow Aina Sourander donated two artist self-portraits to her late husband’s collection,
bringing the total number of works he gifted to the collection to 63.3
The aim of this article is to dive deeper into the ideas behind the acquisitions of the
Fine Arts Academy of Finland during the Second World War, and to understand the formation
of the collection through correlations and variations between purchases and donations. The
aim is also to focus on the factor of a specific private donor, who has not yet been the subject
of academic research and is mainly discussed in the memoirs written by his brother and
daughter.4
Arvid Sourander on the
balcony at Puistokatu
5, Helsinki. Photograph
by Eva Horelli, probably
taken in the1930s.
Private collection

1

2
3

4

Arvid Sourander (2 January 1873–1 July 1945) was born in Vaasa but in 1887 moved to Helsinki,
where he later made his career as a lawyer. Sourander’s art collection was considerable, containing
over 300 works. See Ingwald Sourander, Arvid Sourander: Minnesteckning av Ingwald Sourander
och Eva Horelli (S.l., 1947); Joensuu, ‘Lakimies kerää aarteita’, Suomen Kuvalehti 21/1938: 808.
Times of birth and death, Uusi Suomi, 3 July 1945.
The museum was sometimes referred to as the collections of the Ateneum and vice versa. The Fine
Arts Academy of Finland is one of the predecessors of the current Finnish National Gallery, and the
museum is nowadays called the Ateneum Art Museum.
Sourander donated two paintings by Fanny Churberg in 1919, and one from Karl Emanuel Jansson
in 1921 to the museum. The collection is called ‘Gift of Arvid Sourander’, ‘Arvid Souranderin lahja’
in Finnish, ’Arvid Souranders gåva’ in Swedish. The collection was exhibited at the Sinebrychoff
Art Museum in 1990, where 42 out of 63 works were shown. Exhibition ‘Arvid Souranderin lahja.’
Sinebrychoffin taidemuseo 8–25 February 1990 ([Helsinki,1990]).
See Sourander, Arvid Sourander; Camilla Hjelm, Modernismens förespråkare: Gösta Stenman och
hans konstsalong (Helsingfors: Statens konstmuseum / Centralarkivet för bildkonst, 2009), 113,
170; Max Fritze, ‘Unstill Life – Mikko Carlstedt’s Correspondence and Art, 1911–21’, FNG Research
no. 1 (2018): 20, https://fngresearch.files.wordpress.com/2018/01/fngr_2018-1_fritze_max_
article1.pdf (accessed 2 May 2019).
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A bronze sculpture by Yrjö Liipola, Strength Awakens, 1911,
is evacuated from the Ateneum due to the bombings in Helsinki
in February 1940. Photographer unknown. Archive Collections,
Finnish National Gallery

To understand Sourander’s donations and the acquisitions in general, I have divided
the article into two sections. In the first part, I investigate how the art was acquired, and on
what basis it was accepted into the collection. Here I focus on the recurring factors, features,
themes and topics that occurred among the acquisitions. I understand these common
denominators as acquisition principles, which can be seen as a flexible set of ideas and
characteristics that guided and determined what sort of art was acquired. These principles
serve as a reference point for understanding Sourander’s donations, which I analyse in the
second part. The purpose is to clarify how his donations fit into the larger schema, but also to
understand his significance as a donor. Therefore, I ask, to what extent did Arvid Sourander’s
donations resonate with the acquisition principles of the Fine Arts Academy of Finland?
This research is primarily based on archival material. My main archive sources are the
minutes of the Fine Arts Academy of Finland between 1940 and 1946. This material includes
four bound books, which contain information regarding the meetings of the council of
representatives, the board of trustees, and the museum and the school committees, as well
as a range of reports and statements considering the operations of all the functions of the
Academy.5 Additionally, I have examined the correspondence of the Academy from 1938–47,
as well as several other documents, such as Sourander’s deed of gift. I have also compiled
a database based on the acquisitions that occurred between 1939 and 1946 to serve as a
tool for understanding a large number of individual artworks, which brings the total number
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Translations: the council of representatives (‘isännistö’), the board of trustees (‘hallitus’), the
museum committee (‘museojaosto’) and the school committee (‘koulujaosto’). Professional titles
are changed to the present day ones.
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of works covered to 1,611. The information is sourced from ‘MuseumPlusRIA’, the current
collections management database at the Finnish National Gallery.
I have categorised the works according to artist’s name, nationality, gender, and
dates of birth and death. I have also categorised the title, date, classification of the work
and possible keywords, as well as the acquisition type, and the year of the acquisition. In
my analysis, I keep the focus on the museum’s purchases in general, including the Antell
Delegation’s purchases, totalling 804 works. Donations included bequests, plus the bequest of
August and Lydia Keirkner, which was marked in the database as a state deposit, totalling 769
donations. Thus, excluding rarer types of acquisitions, the total amount for this period is 1,573
works. To sum up my method, I use a combination of quantitative analysis of the acquisitions,
as well qualitative, close-reading analysis of the archive material.
There are limitations in both the archive material and the data. The minutes of the
meetings contain a limited amount of information, and perhaps not everything that was
discussed was recorded. Due to the uncertainty of the period, it is also unclear if the archives
are intact. For example, the minutes do not state precisely what happened with the acquired
art when the collection was evacuated to the bank vault during the war – it is also unclear
if and when the vault was visited, and if and when the newly acquired art was deposited
there. The records detail the date when the work was added to the inventory, but they do
not state how soon after the acquisition this cataloguing was carried out. It is also unclear
as to whether some of the archive material was damaged, altered, or destroyed. In addition,
because the donors did not take part in the meetings, their voices are not represented in
the minutes. It should be noted, though, that how we speak about the donors and how they
are perceived in the historical narrative has been constructed primarily in recent years, and
thus, it is important to keep in mind the historical context of the donation, and that research
questions and interests concerning individual collectors might arise posthumously. This is
relevant, especially when the discussion regarding the donations is examined and interpreted.
In addition, due to the ongoing development of the museum database and the information
recorded previously, there may be some inconsistences in the data. For example, I have had to
add some of the information, such as the artist’s gender and their date of birth and death.
The previous research connected to this article considers the Ateneum Art Museum
and its acquisitions. In 1991 Susanna Pettersson pioneered research into the acquisitions from
1919–69 in her Master’s thesis Intendentit, ostolautakunta ja hankinnat.6 Kristina Linnovaara’s
dissertation Makt, konst, elit, published in 2008, discusses briefly the acquisitions that took
place in 1945.7 It should be mentioned that Pettersson and Linnovaara have covered a wider
time period in their research than in this article, which sets challenges when applying their
findings to the years 1939–46. Regarding the archive sources, the minutes of the Fine Arts
Academy of Finland 1940–46 have also been examined in both Linnovaara’s research and
Pettersson’s, but in less detail due to the scale of their research. Pettersson also combined
quantitative and qualitative analysis, and thus has been an inspiration for my selection of
methods. The collections of the Ateneum in this period are also mentioned in the museum’s
own publications, such as Ateneum 1863–1963, published in 1963, and Ateneum published
in 1991.8 As a whole, this article is also linked to the research regarding private collectors and
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See Susanna Laitala [Pettersson], Intendentit, ostolautakunta ja hankinnat: Ateneumin taidemuseon
kokoelmien karttuminen 1919–1969 (Helsingin yliopisto, 1991).
For acquisitions, see Kristina Linnovaara, Makt, konst, elit: konstfältets positioner, relationer och
resurser i 1940- och 1950-talens Helsingfors (Helsingfors: Statens konstmuseum, 2008), 60–62.
Aune Lindström, Ateneum 1863–1963 (Helsinki: Valtioneuvoston kirjapaino, 1963), 119–130;
Olli Valkonen, ‘Ateneumin taidemuseon intendentit 1869–1990’, in Tuula Arkio and Marjatta
Levanto (eds.), Ateneum (Helsinki: Valtion taidemuseo, 1991), 67–71; Tuula Arkio, ‘Sata vuotta
museokokoelmia Ateneum-rakennuksessa’, in Tuula Arkio and Marjatta Levanto (eds.), Ateneum
(Helsinki: Valtion taidemuseo, 1991), 111.
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donors, as well as the temporal and cultural context of the Second World War, which has been
researched more recently.9
The starting point of this article is 6 October 1939, when the Foundation of the Fine
Arts Academy of Finland (the Academy) was established. In practice, this meant that the
responsibility for training artists and taking care of the national collections were transferred
from the authority of the Finnish Art Society to the Academy, leaving the Finnish Art Society to
continue as an art society. Even though the Academy continued the legacy of its predecessor,
the need to improve the conditions and rationalise policymaking acted as catalysts for the
transition.10 It was not until 1940, that ‘due to the improved conditions in the country’, the
Academy could properly start its activities after the Winter War.11
The period of the Second World War posed several different challenges for the
Academy. The museum was closed, and its collections were evacuated to a bank vault in
October 1939. In November 1943, it was decided that the collection should be transferred
to the countryside due to the increased risk of bombing, and the plan was executed in
spring 1944.12 The state of the museum had already been the subject of discussion in the
first meeting of the board of trustees on 27 November 1940. It was stressed that because
the museum had such a prominent role in the art field of Finland, it would be necessary to
find a way to open it to the public again. Here the secretary of the board gave an example
from Berlin, where despite the constant risk of bombing, the Kaiser Friedrich-Museum
had a smaller section mainly composed of less well-known works from the collection that
was kept open.13 While some temporary exhibitions were held in the Ateneum building –
usually organised by third parties – and while in spring 1941 the museum also exhibited its
new acquisitions and prints for a short while, the doors of the museum were not properly
reopened for nearly seven years, until 7 March 1946. Then the museum was reopened with its
own collections, attracting 8,667 visitors over the first month.14 Despite the war, the museum’s
activities did not stand still, as every year the collections grew.
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See Hanne Selkokari, Kalleuksia isänmaalle: Eliel Aspelin-Haapkylä taiteen keräilijänä ja
taidehistorioitsijana (Helsinki: Suomen Muinaismuistoyhdistys, 2008). For the time of the
Second World War, see Maija Koskinen, Taiteellisesti elvyttävää ja poliittisesti ajankohtaista:
Helsingin Taidehallin näyttelyt 1928–1968 (Helsinki: Helsingin yliopisto, 2019). See also Riitta
Ojanperä, Kriitikko Einari J. Vehmas ja moderni taide (Helsinki: Valtion taidemuseo / Kuvataiteen
keskusarkisto, 2010).
The Ministry of Justice’s decision to establish the Foundation of the Fine Arts Academy of Finland 6
October 1939. Several different documents relating to the Fine Arts Academy of Finland (STA / H 1).
Archive of the Fine Arts Academy of Finland (AFAAF), Finnish National Gallery (FNG). The Fine Arts
Academy of Finland existed since in 1922, but it was at the time known as the board of the Finnish
Art Society founded in 1846. Sakari Saarikivi & H. A. Reenpää, ‘Suomen Taideakatemia 1949’,
in Suomen Taideakatemian vuosijulkaisu 1940–48 (Helsinki: Keskuskirjapaino, 1950), 9. For the
early stages of the school and the collection, see Susanna Pettersson, Suomen Taideyhdistyksestä
Ateneumiin: Fredrik Cygnaeus, Carl Gustaf Estlander ja taidekokoelman roolit (Helsinki:
Suomalaisen kirjallisuuden seura / Valtion taidemuseo, 2008).
‘– – olosuhteet maassamme ovat muodostuneet sellaisiksi, että säätiö voi aloittaa toimintansa – –.’
The Fine Arts Academy of Finland’s letter to the Ministry of Education, 24 April 1940. Helsinki.
Minutes of the Fine Arts Academy of Finland 1940–1941 (STA / C 5). AFAAF, FNG.
Minutes of the Fine Arts Academy of Finland 14 October 1939 § 8. Minutes of the Finnish Art
Society 1938–1939. Archive of the Finnish Art Society (AFAS). Archive Collections, FNG; Minutes
of the council of representatives’ autumn meeting 30 November 1943 § 9. Minutes of the Fine
Arts Academy of Finland 1942–1943 (STA / C 6); Minutes of the board of trustees 31 March 1944.
Minutes of the Fine Arts Academy of Finland 1944–1945 (STA / C 7). AFAAF, FNG.
Minutes of establishing the board of trustees 27 November 1940 § 6. Minutes of the Fine Arts
Academy of Finland 1940–1941 (STA / C 5). AFAAF, FNG.
Torsten Stjernschantz, ‘Tietoja Ateneumin taidekokoelmista vuosina 1940–47’, in Suomen
Taideakatemian vuosijulkaisu 1940–48 (Helsinki: Keskuskirjapaino, 1950), 46–47; Museum’s
letter to Statistics Office of Helsinki 22 November 1947. Helsinki. The correspondence of the Fine
Arts Academy of Finland 1938–1947 (STA/AT/F 4). AFAAF, FNG; ‘Ateneum avaa ovensa’, Helsingin
Sanomat, 1 May 1945; Laitala [Pettersson] 1991, Intendentit, ostolautakunta ja hankinnat, 25.
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‘Added to the collection’
Antell Delegation’s Purchases
Bequests
Donations
Finnish Art Society’s Deposits
Lottery prize
Purchases
State Deposits

1939
–
–
1
26
–
1
146
1

1940
–
4
3
58
4
–
156
–

1941
–
6
13
31
–
–
227
–

1942
–
11
–
21
2
–
20
–

1943
–
–
–
37
18
–
48
1

1944
–
–
3
344
–
–
40
–

1945
–
1
–
95
–
–
55
133

1946
1
1
–
4
–
–
89
10

Table 1. Acquisitions made by the Fine Arts Academy of Finland, 1939–46,
distributed according to type

Acquisitions during the period 1939–46
In order to understand Sourander’s donations in the context of the other acquisitions of this
period, the general acquisition principles of the Fine Arts Academy of Finland need to be
elaborated. Based on the minutes, there was no official plan for developing the collections.
According to Susanna Pettersson, those who decided on the acquisitions, the museum
director as an influencer, the funds, and the available art, were the major factors affecting
the acquisitions in general. According to Kristina Linnovaara, the purchases during the
1940s to 1950s in general were random and spontaneous, and without a pronounced line.15
However, the instructions for the museum director from 1940 point to some of the guidelines
for acquisitions, but explicitly this concerned purchases, not donations. According to these
instructions, the museum director’s responsibility, among other tasks, was to take care of
the collections, keep them organised and make them available to the public. It was also
stated that the director should be aware of the art market and art production, and to suggest
purchasable art to the museum committee that ‘deserves to be added to the collection’.16
Specifically, it was stressed that ‘with continued purchases, a collection made from copies
of Finnish art should be accumulated’, which in turn would ‘make it easier to research
its history’.17
The museum committee was responsible for acquisitions. The committee members
were appointed for three years, whereas deputy members were appointed for a year. During
the period 1939–46, the museum committee included the museum director Thorsten
Stjernschantz (1940–), a member as a matter of course, painter Mikko Oinonen (1940–) and
15

16

17

Laitala [Pettersson] 1991, Intendentit, ostolautakunta ja hankinnat, 82. In 1952 the Academy made
‘The rules of the collections of the Ateneum’, which considered acquisition rules in more detail. See
‘The rules of the collection of the Ateneum 1952’. The rules of the collections of the Ateneum/Art
museum 1940–1986 (STA / H 4). AFAAF, FNG; Linnovaara, Makt, konst, elit, 60–62.
‘Tässä tarkoituksessa hänen [museonjohtajan] on seurattava taidetuotantoa ja taidekauppaa sekä
hallituksen museojaostolle ehdotettava ostettavaksi sellaisia taideteoksia, jotka ansaitsevat tulla
kokoelmiin liitetyiksi.’ Enclosure: instructions for the museum director of the Fine Arts Academy of
Finland 20 December 1940 § 1. Minutes of the Fine Arts Academy of Finland 1940–1941 (STA / C 5).
AFAAF, FNG.
‘Jatkuvin ostoin on kartutettava Suomen taiteesta tehtyjen jäljennösten kokoelmaa, joka on omansa
helpottamaan sen historian tutkimista.’ Enclosure: instructions for the museum director of the
Fine Arts Academy of Finland 20 December 1940 § 1. Minutes of the Fine Arts Academy of Finland
1940–1941 (STA / C 5). AFAAF, FNG. It is not clear what the Academy specifically meant by this
‘copy collection’. According to the curator Helena Hätönen at the FNG, around the time that the
foundation was established, there were ideas of improving the research of the art history and the
collection. This meant e.g. acquiring photos and other material relating to the collection, not actual
artworks. Helena Hätönen, email to Eljas Suvanto, 11 April 2019.
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sculptor Ben Renvall (1940–43), who was replaced by sculptor Lauri Leppänen in 1943.18 In
principle, the museum accepted art that the museum committee had approved, although
the museum director was also able to make purchases as s/he deemed necessary, as long as
the circumstances were special and urgent in nature.19 The decisions of the director and the
committee were listed in the minutes, but very rarely were the details and reasoning behind
these decisions explained; in most cases some reasons appear with accepted donations, but
not with purchases. Primarily from 1945 onwards, acquisitions were documented in separate
acquisition decisions, which stated specifically what was acquired and the cost, but not why
it was acquired. In addition, around this time the name ‘museum committee’ was replaced
by the name ‘purchase committee’. Due to the lack of archive material of the minutes of the
museum committee from 1944 and 1945, the reasons for the name change are not clear.20
During the period 1939–46, the collections grew by 1,611 works.21 Of these, 781 were
purchases, 616 donations, 145 state deposits22, 24 were the Finnish Art Society’s deposits, 23
were the Antell Delegation’s purchases, 20 were bequests, one was ‘added to the collection’
and one was a lottery prize. A total of 1,397 works were by Finnish artists, and 198 by artists
with an international background; in 16 cases, the nationality is unknown.23 1,481 were by
men artists, 114 by women artists, and in 16 cases, the gender of the artist is unclear or
unknown. The total amount of 1,611 works comprised 284 known artists, of which 248 were
men and 34 were women. Table 1 shows how these different types of acquisitions were
distributed throughout the time period in question.
As this table shows, purchases increased after 1939 but fell sharply after 1941.
According to the minutes of the board of trustees in October 1941, the chair, referring to
the circumstances of the time, stated that it was difficult to gather the board members for
the meetings.24 It was also mentioned in the annual reports of 1941 that the new war had
interrupted the plans of the Academy, and during 1942–44 its operations had been greatly
curtailed.25 According to Lindström, the funds for purchases in 1940–42 were also significantly

18

19
20
21
22
23
24
25

The Ministry of Justice’s decision to establish the Foundation of the Fine Arts Academy of
Finland § 6, 6 October 1939. Several different documents relating to the Fine Arts Academy of
Finland (STA / H 1). AFAAF, FNG. Deputy members of the museum committee were architect
W. G. Palmqvist (1940–) and painter Aale Hakava (1940–43). Verner Thomé replaced Hakava in
1943. Replacing the members of the committee was not mentioned in the annual reports of the
Academy, and Leppänen’s name starts appearing in the minutes of the museum committee in
1943. Minutes of establishing the council of representatives 22 November 1940 § 6. Minutes of
the Fine Arts Academy of Finland 1940–1941 (STA / C 5). AFAAF, FNG; Heikki A. Reenpää, ‘Katsaus
Suomen Taideakatemian toimintaan vuosina 1940–47’, in Suomen Taideakatemian vuosijulkaisu
1940–48 (Helsinki: Keskuskirjapaino, 1950), 36–37.
Minutes of the board of trustees 10 December 1940 § 1; Enclosure: instructions for the museum
director of the Fine Arts Academy of Finland 20 December 1940. Minutes of the Fine Arts Academy
of Finland 1940–1941 (STA / C 5). AFAAF, FNG. See also Linnovaara, Makt, konst, elit, 61.
See years 1943–46 in the minutes of the purchase committee 1943–1964 (STA / C 35). AFAAF, FNG;
Laitala [Pettersson], Intendentit, ostolautakunta ja hankinnat, 75.
It is challenging to determine the true size of the collection. In this article, I have counted every
work that has an individual inventory number.
133 works were a bequest from August and Lydia Keirkner in 1945. They donated their art
collection to the state’s art collection, and thus it is categorized as a state deposit in the database.
In the analysis, this bequest is included.
Swedish artists Carl Eneas Sjöstrand and Louis Sparre, and English-Belgian Alfred William Finch can
be counted as Finnish because of their influence in the Finnish art field.
Minutes of the board of trustees 20 October 1941 § 1. Minutes of the Fine Arts Academy of Finland
1940–1941 (STA / C 5). AFAAF, FNG.
The annual report of the Foundation of the Fine Arts Academy of Finland from 1941–1944. The
annual reports of the Foundation of the Fine Arts Academy of Finland 1940–1962, 1964–1979.
Finnish National Gallery Library.
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lower than before, but started to increase from 1943 onwards. The annual reports support
this, as the purchase funds varied greatly each year.26
The collection was augmented from many different sources during 1939–46. Art
was purchased from exhibitions and galleries, as well from artists and private individuals.
Donations also came from private individuals, and they usually consisted of one or a few
works. The largest donations came from gallerists Katarina and Leonard Bäcksbacka, and Ivar
Hörhammer, and patrons August and Lydia Keirkner, Emilie Gesellius, and Arvid Sourander.27
Artists also donated their own work to the museum, and these included a large donation from
the Norwegian artist Olaf Willums in 1939. The number of donations made by the relatives or
descendants of artists was also significant. According to the database, one such occurrence
was in 1944, when over 300 works by Oscar Kleineh were donated by E. Parviainen.28 A similar
donation happened in 1945, when the descendants of the artist Eero Järnefelt gifted over
60 works to the museum. In general, the discussions around the donations in the minutes
are minimal. A donation was sometimes – but not always – noted, for example with some
kind words explaining the importance of the donation. The reasons for the donations are
unclear in the minutes, but one consideration could be that the Academy provided a safer
place for art than private homes during the war. For example, in 1945, Edvard Richter wrote
that the bombings in Helsinki the previous year did not have that much of an impact on the
museum works but implies that it was different for works in private ownership.29 In addition,
as Linnovaara has noted, there are no mentions that the Academy would have purchased art
outside Helsinki.30
Based on the purchases and donations made, the distribution of the different
classifications of each work is shown in Diagram 1. It reveals that the Academy primarily
purchased prints, while paintings and drawings were mostly acquired through donations. The
prints were not only an economical choice,31 but were also valued by the Academy, which was
discussed in the context of art teaching in a letter that the Academy wrote to the Ministry of
Education on 31 December 1940. Here the Academy underlined the importance of teaching
printmaking, referring to the situation in Finland, where prints had achieved an ‘artistically

26

27

28
29

30
31

Lindström, Ateneum 1863–1963, 121. Purchase funds provided by the state were: 1941, 100,000
Finnish marks (FIM); 1942, 150,000 FIM; 1943, 225,000 FIM; 1944, 500,000 FIM; 1945, 100,000
FIM; 1946, 243,000 FIM. The annual report of the Foundation of the Fine Arts Academy of Finland
from 1941–1946. The annual reports of the Foundation of the Fine Arts Academy of Finland
1940–1962, 1964–1979. Finnish National Gallery Library.
Art was purchased e.g. from Kunsthalle Helsinki, Artist’s Salon, Galerie Hörhammer, Bäcksbacka Art
Salon, and Strindberg Art Salon. For example, see minutes of the purchase committee 1943–1964
(STA / C 35). AFAAF, FNG. According to the database, Leonard (and Katarina) Bäcksbacka donated
17, Ivar Hörhammer 8, Emilie Gesellius 13, and August and Lydia Keirkner 133 works. Arvid
Sourander’s donations are discussed later in this article. See also ‘The collections of the Ateneum
in 1940–1946’. The annual reports of the collections of the Ateneum 1940–1974. Finnish National
Gallery Library; Laitala [Pettersson], Intendentit, ostolautakunta ja hankinnat, 52–53, 59, 62, 70–72.
The family relationship is not clear, but Oscar Kleineh did not have children. His sister Olga
married Anders Parviainen. ‘Oscar Conrad Kleineh’, https://www.geni.com/people/Oscar-ConradKleineh/6000000024261884821 (accessed 25 March 2019).
E. [Edvard] Richter, ‘Taidekatsaus vuosiin 1943–44’, in L. Wennervirta and Y. A. Jäntti (eds.),
Suomen taiteen vuosikirja 1945 (Helsinki: WSOY, 1945), 188. Pettersson also ponders whether the
war affected people’s willingness to donate. Laitala [Pettersson], Intendentit, ostolautakunta ja
hankinnat, 62.
Linnovaara, Makt, konst, elit, 60. I have noticed the same in my research.
For example, from ‘General Art Exhibition’ (‘Yleinen taidenäyttely’) organised in Kunsthalle Helsinki
in Autumn 1940, the museum committee purchased a print Matchstick Girl (1937) by Helmi Kuusi
for 250 Finnish marks (c. 70 euros). Paintings and drawings were for sale for 800–15,000 FIM
(c. 230–4,300 euros). A bronze sculpture by Erkki Toukolehto was on sale for 65,000 FIM (18,800
euros). Exhibition catalogue: ‘Yleinen taidenäyttely. Taidehalli, 15.X.–10.XI.1940’, in Taidehallin
näyttelyt 1940–1943. Finnish National Gallery Library. Conversion to 2019: ‘Rahanarvolaskuri’,
http://apps.rahamuseo.fi/rahanarvolaskin (accessed 2 April 2019).
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DIagram 1. Total purchases and donations made between
1939–46, divided according to the classification of the artwork

significant and societally important state’.32 It should be noted that this discussion concerned
the school, not the museum, but it can explain the Academy’s appreciation of printmaking
in general. The sculptures formed the smallest part of the purchases, but of 46 sculptures
acquired, half were purchased.
Based on the titles of the artworks and keywords inputted into the database,
landscapes and (self-)portraits are the most frequent subject matter. Landscapes formed
a significant proportion of the purchases and donations. Landscape art was mentioned in
the minutes on 27 November 1940, when the board of trustees discussed the possibility of
mounting an exhibition of landscape art based on the museum’s own collections.33 A specific
mention of an artists’ self-portrait is also made, for example, in a letter of 4 September
1940, when the museum was interested in acquiring a self-portrait of Juho Mäkelä. Another
example is the museum committee’s decision to purchase a self-portrait of Kaapo Rissala for
its collection on 28 November 1940.34 Otherwise, the subjects of the works purchased and
donated were diverse, ranging from still-lifes to interiors and anatomical studies.

32

33
34

‘Se taiteellisesti huomattava ja yhteiskunnallisesti merkittävä asema, minkä Suomen taidegrafiikka
on nyttemmin saavuttanut – –.’ Enclosure: Fine Arts Academy of Finland’s letter to the Ministry of
Education 31 December 1940. Helsinki. Minutes of the Fine Arts Academy of Finland 1940–1941
(STA / C 5). AFAAF, FNG.
Minutes of establishing the board of trustees 27 November 1940 § 6. Minutes of the Fine Arts
Academy of Finland 1940–1941 (STA / C 5). AFAAF, FNG.
T. Sz.’s [Torsten Stjernschantz] letter to Juho Mäkelä 4 September 1940. [Helsinki.] The
correspondence of the Fine Arts Academy of Finland 1938–1947 (STA/AT/F 4); Minutes of the
museum committee 28 November 1940 § 3. Minutes of the Fine Arts Academy of Finland 1940–
1941 (STA / C 5). AFAAF, FNG.
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Acquisition principles
As Kristina Linnovaara has noted, regarding the purchases, the Academy did not state any
particular criteria for what was good or bad art, and in general, the assessments seem to
have been vague.35 Indeed, the Academy did not state explicitly what kind of art should be
acquired, except for the museum director’s instructions that it should ‘deserve to be added to
the collection’. Additionally, in the first meeting of the board of trustees on 27 November 1940,
the chair suggested that most of the funds should be reserved for works that had ‘permanent,
unquestionable artistic or art-historical value’.36 In this section, I examine what the Academy could
have meant by these terms, and whether any consistency behind the acquisitions can be found.
The age of artworks was a subject of discussion among the Academy members. This is
a topic it mentioned in relation to the previous Art Society. According to the Academy, the Art
Society had disregarded some ‘older material’ – in the Academy’s minutes it points out that this
would have happened because the Art Society preferred contemporary art, but this comment has
been scored out.37 The Academy did not specify why it was important to acquire older works or
what they meant by the term ‘old art’, but according to how the purchases and donations correlate
in Table 2, this likely meant art from the latter half of the 19th and the turn of the 20th century.
Table 2 shows how purchases and donations were distributed based on the production
date of the art. According to Linnovaara, before 1952, the Academy wanted to prioritise the
purchase of old Finnish art.38 As seen in Table 2 however, most of the art that the Academy
purchased was contemporary art, despite the explicit mention of the need for older art. This
is also revealed when one researches the artists of nearly 500 undated works acquired.39
In addition, Table 3 shows that most of the donations were from artists who died before
1939, and that the purchases were mostly made from artists who were still living after 1946.
Therefore, in order to access older art, the Academy was dependent on donations.
The acquisitions were affected by financial limitations. According to Pettersson,
donations during 1919–69 included works that the museum would not have been able to
purchase due to funding constraints.40 On 27 November 1940, the board of trustees stated
that ‘art that was historically important, mostly by older Finnish masters, had been too
expensive to buy’.41 Art made by Finnish artists was something that the State seemed to
value – in a letter of 2 December 1940, the Ministry of Education underlined that the funds it
provided for the Academy should be used primarily to purchase Finnish art.42 In addition, such
funds were not unconditional, as according to the Academy, they were supposed to be spent

35
36

37

38
39
40
41

42

Linnovaara, Makt, konst, elit, 61.
‘Puheenjohtaja [Onni Okkonen] ehdotti, että vuosittain varattaisiin – – huomattava osa ostovaroista
sellaisten – – taideteosten hankkimiseen, joiden pysyvää taiteellista ja taidehistoriallista arvoa
voitiin pitää kiistattomana.’ Minutes of establishing the board of trustees 27 November 1940 § 6.
Minutes of the Fine Arts Academy of Finland 1940–1941 (STA / C 5). AFAAF, FNG.
‘Epäilemättä oli aikaisempi ostolautakunta ostoissaan menetellyt parhaan vakaumuksensa
mukaisesti, mutta kuitenkin tuntui siltä, että vanhempaa ainehistoa oli jossakin määrin sivuutettu,
ajankohtaisen kotimaisen taiteen kustannuksella [strikeout is in the minutes].’ Minutes of
establishing the board of trustees 27 November 1940 § 6. Minutes of the Fine Arts Academy of
Finland 1940–1941 (STA / C 5). AFAAF, FNG.
It should be kept in mind that in Linnovaara’s research the time period is not exact. Linnovaara,
Makt, konst, elit, 60.
Out of 336 donations, 217 were by Oscar Kleineh (1846–1919), and 49 by Eero Järnefelt (1863–
1937). Out of 160 undated purchases, 54 were by Matti Visanti (1885–1957).
Laitala [Pettersson], Intendentit, ostolautakunta ja hankinnat, 59.
‘Puheenjohtaja mainitsi, että viime vuosina oli usein sattunut, että museolle taidehistoriallisesti
tärkeitä, ennen kaikkea vanhempien suomalaisten mestarien teoksia, oli tarjottu myytäväksi
taidekaupassa ilman että museon oli ollut mahdollista hankkia sellaisia teoksia kokoelmiinsa.’
Minutes of establishing the board of trustees 27 November 1940 § 6. Minutes of the Fine Arts
Academy of Finland 1940–1941 (STA / C 5). AFAAF, FNG.
Enclosure: Ministry of Education’s (Minister Antti Kukkonen) letter to the State Treasury 2
December 1940. Helsinki. Minutes of the Fine Arts Academy of Finland 1940–1941 (STA / C 5).
AFAAF, FNG.
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17th C.
18th C.
1800s
1810s
1820s
1830s
1850s
1860s
1870s
1880s
1890s
1900s
1910s
Table 2. Purchases and
1920s
donations made between
1930s
1939–46, distributed according
1940s
to the decades when the
acquired work was created
Undated

Purchases
1
–
–
–
2
1
3
–
6
3
15
8
15
21
407
162
160

Donations
4
2
4
1
–
1
3
115
43
45
26
71
32
11
65
10
336

Artist’s
year of
death
< 1938
1939
1940
1941
1942
1943
1944
1945
1946
1947 >
Unknown

Purchases
119
7
25
18
3
9
3
4
6
598
12

Donations
640
2
7
3
–
4
6
–
4
89
14

Table 3. Purchases and donations
made between 1939–46, distributed
according to the artist’s year of
death

on acquiring art by living artists. The Academy wanted to change this policy in order to acquire
art based on its ‘consideration for the museum’ instead of supporting artists of the day. This
was stated in the annual reports of the Fine Arts Academy of Finland in 1940 too, in order
to achieve a ‘determined museum policy’.43 Exactly what was meant by this museum policy,
however, was not discussed in the minutes.
The matter of origin was addressed more directly in 1940, when the Academy wrote
that in the present and the near future ‘the role of the national arts will be vital when
defending the civilised existence’.44 In relation to the acquisitions, the chair stated on 27
November 1940 that most of the funds should be used mainly on older Finnish artists. This
did not mean that other art would be accorded any less value, he continued, stating that the
funds should also be reserved for purchasing art from both older and newer international
masters.45 In any case, as seen in Diagram 2, the majority of works were by Finnish artists. In
both donations and purchases, almost the same amount of art acquired was by artists who
were not Finnish – it should be taken into account, though, how much international art was
available compared to the art by Finnish artists during this period.
According to Pettersson, during 1919–69, the collection was developed with the aim
of filling what was perceived as the gaps in the collection. It should be noted that Pettersson’s
43

44

45

Minutes of the museum committee 3 December 1940 § 3. Minutes of the Fine Arts Academy of
Finland 1940–1941 (STA / C 5). AFAAF, FNG. ‘Määrätietoisen museopolitiikan aikaansaamiseksi
on hallitus opetusministeriöltä anonut, että ne varat, jotka raha-arpajaisten voittovaroista
akatemialle taideteosten kokoelmiin ostamista varten myönnetään, saataisiin käyttää yksinomaan
museonäkökohtia silmälläpitäen. Tähän asti – – opetusministeriö on aikaisemmin määrännyt, että
näitä varoja on myös käytettävä elossa olevien kotimaisten taiteilijoiden avustamiseen.’ ’The annual
report of the Foundation of the Fine Arts Academy of Finland from 1940’. The annual reports of the
Foundation of the Fine Arts Academy of Finland 1940–1962, 1964–1979. Finnish National Gallery
Library.
‘Nykyisissäkin oloissa ja varmaankin läheisessä tulevaisuudessa tulee kansallisen kuvataiteemme
merkitys olemaan suuri sivistyksellisen olemassaolomme puolustamisessa, ja henkisten
saavutustemme ja omalaatuisuutemme havainnollisina ilmauksina.’ Enclosure: Revenue and
expenditure estimate, no date, handwritten. Minutes of the Fine Arts Academy of Finland 1940–
1941 (STA / C 5). AFAAF, FNG.
Minutes of establishing the board of trustees 27 November 1940 § 6. Minutes of the Fine Arts
Academy of Finland 1940–1941 (STA / C 5). AFAAF, FNG.
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research covers 50 years, and thus cannot be applied
directly to 1939–46, as this sort of practice was
not explicitly mentioned.46 However, the context
of Finnish art history also appears in discussions
80%
relating to acquisitions. In 1940, J. Nordenswan
donated A Tyrolean Girl (1860) by Zélé Agricola
(1838–1925) to the Academy. The museum director
60%
wrote that this painting was ‘proof of interesting
art and an epoch in Finnish art history, which would
surely be given more appreciation in the future’.47
In 1942, A portrait relief of Marie Skovgaard (1855)
40%
by the sculptor Carl Eneas Sjöstrand (1828–1906)
was donated to the Academy. The Academy noted
that the donation was an interesting addition to the
20%
museum’s collection of his works, because Sjöstrand
‘had a great significance in Finnish sculpture’.48 A
landscape drawing made by Ferdinand von Wright
(1822–1906) was donated in 1940, and according to
0%
the museum, it was ‘characteristic of its time and of
Purchase Dona on
its maker’. Therefore, it was ‘added to collection with
Finnish Interna onal
Unknown
pleasure’.49 Bearing in mind the need to research
Finnish art history mentioned in the museum
director’s instructions, there can be seen a notion of reconstructing the past woven into the
discussions of the Academy.
As Linnovaara has noted, the criteria – for example in this case, what kind of art had
‘permanent, unquestionable artistic or art-historical value’ – were not articulated explicitly.
However, different definitions relating to the evaluation of art occasionally appear in the
Academy’s discussions. For example, in a letter to the artist Juho Mäkelä (1885–1943) on
4 September 1940, the museum director inquired after Mäkelä’s self-portrait, which he had
heard was of ‘high artistic quality’. According to the director, it would be important to acquire
as there was no self-portrait of Mäkelä in the artist self-portrait collection in the museum.50
In addition, a donation from the city of Sortavala occurred in 1940, and in it was a painting
by Hjalmar Munsterhjelm (1840–1905), which the Academy agreed it would accept for the
collections if it was ‘artistically of museum quality’, and if the restorations would not cost too
100%

Diagram 2. Percentage of
purchases and donations
made between 1939–46,
divided according to artists
that had either Finnish or
international background

46
47

48

49

50

Laitala [Pettersson] 1991, Intendentit, ostolautakunta ja hankinnat, 52.
‘Tavlan utgör ett intressant prov på en konst och en epok i vår konsthistoria, som säkert kommer att
skänkas större uppskattning än hittills skett.’ Museum director’s [Torsten Stjernschantz] letter to Mr.
J. Nordenswan 29 August 1940. Helsinki. The correspondence of the Fine Arts Academy of Finland
1938–1947 (STA/AT/F 4). AFAAF, FNG.
‘Reliefen är ett intressant tillskott till museets kollektion av. C.E. Sjöstrands arbeten, så mycket
mera som Sjöstrands konst varit av en grundläggande betydelse för den finska bildhuggerkonsten.’
Museum director’s [Torsten Stjernschantz] letter to director and Mrs. H. Sparre-Hermann 19
November 1942. Helsinki. The correspondence of the Fine Arts Academy of Finland 1938–1947
(STA/AT/F 4). AFAAF, FNG.
‘– – lahjana vastaanottamastamme Ferdinand von Wrightin nuoruudenaikaisesta
maisemapiirustuksesta, joka luonteenomaisena ajalleen ja tekijälleen on mielihyvin liitetty
piirustuskokoelmiin.’ Museum director’s [Torsten Stjernschantz] letter to K. J. Stenroth 29 August
1940. Helsinki. The correspondence of the Fine Arts Academy of Finland 1938–1947 (STA/AT/F 4).
AFAAF, FNG.
‘– – Sinun omistaman hyvän omakuvan n. 1910-luvun keskivaiheilta (akvarellin?), joka on korkeaa
taiteellista tasoa. – –’ T. Sz.’s [Torsten Stjernschantz] letter to Juho Mäkelä 4 September 1940.
[Helsinki.] The correspondence of the Fine Arts Academy of Finland 1938–1947 (STA/AT/F 4).
AFAAF, FNG.
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Juho Mäkelä, Self-portrait, 1917,
watercolour on paper, 40cm x 31cm.
This self-portrait is probably the work that the Ateneum
museum director Torsten Stjernschantz and artist
Juho Mäkelä were discussing in their correspondence in
4 September 1940.
Finnish National Gallery / Ateneum Art Museum
Photo: Finnish National Gallery / Pirje Mykkänen

much.51 Also in 1939, Portrait of Maria Andersson (1931)
by Eemu Myntti (1890–1943) was described as ‘interesting
in many ways’, and that it would be a welcome addition to
the collections of Myntti’s work.52
A picture of what kind of art was considered
valuable can be constructed from the Academy’s
discussions about the preservation of the collection. This
is a topic that arose when requests were made regarding
the artworks that were evacuated from the premises
during the war. For example in 1942, the Academy
discussed a State request to deposit art in the Mission
of Finland in Stockholm. Here the Academy stressed
that these deposits should not be of artworks that were
considered ‘irreplaceable’ and would not include, for
example Pietà (1916) by Magnus Enckell (1870–1925)
or Midsummer Night (1889) by Akseli Gallen-Kallela
(1865–1931).53 In addition, the sculptures – especially
the ‘essential works’, Sculpture of Paavo Nurmi by Wäinö
Aaltonen (1894–1966) and an unnamed work by Johannes Haapasalo (1880–1965) – caused
anxiety in 1944, as they had not been evacuated with the other works but remained in the
cellars of the Ateneum building.54 These few examples serve to show that the art that was
considered valuable were exemplary works of Finnish art history, made by distinguished,
well-known Finnish artists. However it is unclear what could have counted more – the work
itself or the artist who made it.
In Table 4, the acquisitions are examined by looking at the artists with seven or more
works acquired through purchases and donations from 1939–46. The artist with the most

51

52

53

54

‘– – samoin Hj. Munsterhjelmin maisema edellytyksellä, että se taiteelliselta tasoltaan on
museokelpoinen ja että sen korjaus ei tule kalliiksi.’ Museum director’s [Torsten Stjernschantz]
letter to the City of Sortavala 20 January 1941. Helsinki. The correspondence of the Fine Arts
Academy of Finland 1938–47 (STA/AT/F 4). AFAAF, FNG.
‘Tämä [‘Maria Anderssonin muotokuva’] monella tavalla mielenkiintoinen teos on tervetullut lisä
museon hallussa ennestään olevaan Myntin töiden kokoelmaan.’ Museum director’s [Torsten
Stjernschantz] letter to Fritz Tikanoja 18 March 1939. [Helsinki.] The correspondence of the Fine
Arts Academy of Finland 1938–1947 (STA/AT/F 4). AFAAF, FNG.
‘– – päätettiin kuitenkin tehdä poikkeus ja lainata muutamia sellaisia teoksia, joita ei missään
suhteessa voitu pitää korvaamattomina. Kuitenkaan ei lainattaisi Magnus Enckellin “Pietà” taulua
eikä Gallen-Kallelan pastellia “Kesäyö”, jotka oli mainittu opetusministeriön kirjelmässä.’ Minutes of
the board of trustees 21 October 1942 § 6. Minutes of the Fine Arts Academy of Finland 1942–43
(STA / C 6). AFAAF, FNG. It is called Kesäyö [Summer Night] in the minutes, but this work does not
exist in the collection. They might mean Juhannusyö [Midsummer Night] instead.
‘Hän [puheenjohtaja] oli sangen huolestunut, että suuri osa kuvanveistoskokoelmasta – m.m. niin
keskeiset teokset kuin [Wäinö] Aaltosen Nurmipatsas sekä Aaltosen ja [Johannes] Haapasalon
suuret graniittipatsaat – – säilytettiin edelleenkin Ateneumirakennuksessa, jossa niitä uhkasi vaara
joutua pommitusten tuhoamiksi.’ Minutes of the board of trustees 31 March 1944 § 4. Minutes
of the Fine Arts Academy of Finland 1944–45 (STA / C 7). AFAAF, FNG. In the spring 1944, the
sculptures were evacuated, too.

13
Examining the Acquisitions of the Fine Arts Academy of Finland 1939–46: A Case Study of Arvid Sourander’s Donations // Eljas Suvanto
--FNG Research Issue No. 3/2019. Publisher: Finnish National Gallery, Kaivokatu 2, FI-00100 Helsinki, FINLAND.
© All rights reserved by the author and the publisher. Originally published in https://research.fng.fi

works purchased during these years
was Matti Visanti (1885–1957).
Kleineh, Oscar
–
341
Also high on this list came Lennart
Visanti, Matti
325
–
Segerstråle (1892–1975) and Felix
Järnefelt, Eero
1
70
Nylund (1878–1940), both of whom
Segerstråle, Lennart
47
2
were also members of the Academy.55
Holmqvist, Anders Gunnar
49
–
When the donations are analysed,
Willums, Olaf
17
21
the most prominent names arising
Churberg, Fanny
–
35
are artists Oscar Kleineh (1846–1919),
Ericsson, Henry
–
35
Eero Järnefelt (1863–1937), Olaf
Finch, Alfred William
22
2
Willums (1886–1967), Henry Ericsson
Gallen-Kallela, Akseli
–
22
(1898–1933), Akseli Gallen-Kallela and
Nylund, Felix
12
4
Fanny Churberg. Mostly, though, the
Enckell, Magnus
2
12
Academy acquired one or two works
Lindholm, Berndt
–
14
per artist, and any more was a rare
Unknown
1
10
occurrence.56 Many names in Table 4
Henriksson, Harry
11
–
are those of recognised artists, from
Hämäläinen, Väinö
11
–
the past and the contemporary art
Kuusi, Helmi
11
–
fields – for example, according to the
index in the book on the art history
Simberg, Hugo
–
10
of Finland, published in 1945 and
Paischeff, Alexander
8
2
written by the chair of the board of
Gauguin, Paul
10
–
trustees Onni Okkonen, almost every
Hagelstam, Hjalmar
9
1
artist in the table is mentioned. The
Harsti, Reino
9
–
exceptions are Holmqvist, Willums,
Lindberg, Carolus
9
–
Paischeff, Lindberg and Colliander.57 As
Edelfelt, Albert
–
8
Linnovaara has noted, the purchases
Schjerfbeck, Helene
5
3
made during the 1940s–50s had some
Sjöström, Wilho
2
6
common factors: they were renowned
Colliander, Ina
7
–
works by renowned artists, sold by
Wright, Ferdinand von
4
3
renowned galleries and renowned art
Oinonen, Mikko
4
3
dealers.58
Thomé, Verner
1
6
The acquisitions are also
Myntti, Eemu
6
1
examined on the basis of gender. The
Pietilä, Tuulikki
7
–
Academy, like other institutions of the
time, was dominated by men. Aune
Lindström, who was its only woman employee, worked as a part-time curator from the 1920s
until she became the museum director in 1952.59 In the minutes from 1939–46, Lindström
is almost non-existent. Although it would be problematic to assume automatically that the
gender balance of the Academy would be reflected in the acquisitions, the gender balance
of the purchases and donations do seem to reflect this. As seen in Diagram 3, the collection
was mainly developed through acquiring works made by men artists. This raises questions
Purchases

Table 4. Purchases and
donations made showing
artists with seven works or
more acquired by the Fine
Arts Academy in the period
1939–46

55

56
57
58
59

Donations

Lennart Segerstråle was part of the council of representatives as well as the school committee.
Felix Nylund taught sculpture in the art school until his death in 1940. The annual reports of
the Foundation of the Fine Arts Academy of Finland 1940 and 1941. The annual reports of the
Foundation of the Fine Arts Academy of Finland 1940–1962, 1964–1979. Finnish National Gallery
Library.
According to the database, through purchases and donations, art was acquired from 279 different
artists as whole. From 181 artists only one work was acquired.
Onni Okkonen, Suomen taiteen historia II (Helsinki: WSOY, 1945), 427–436.
Linnovaara, Makt, konst, elit, 61.
Hanna-Leena Paloposki, ‘‘‘Taiteen pitää olla sanoma ihmiseltä toiselle.” Aune Lindströmin
lehtikirjoitukset taiteesta’, in Ulla Vihanta and Hanna-Leena Paloposki (eds.), Kirjoituksia
taiteesta 2: K
 uvataidekriitikkoja, taide-elämän vaikuttajia ja valistajia (Helsinki: Valtion
taidemuseo / Kuvataiteen keskusarkisto, 1998), 45.
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as to how equal were the opportunities for women artists
to be represented when compared to men artists in terms
of exhibitions and personal networks. Due to the gendered
nature of the art world, the possible attitudes and biases
80%
could have affected the acquisitions decision-making too.60
Table 4, showing the most acquired artists, also reveals
some
of
the gender balance. The top three women artists
60%
whose art was purchased – Helmi Kuusi (1913–2000), Ina
Colliander (1905–85) and Tuulikki Pietilä (1917–2009) – were
all young contemporary printmakers. Women artists whose
40%
art was donated – such as Fanny Churberg – were more
traditional artists. In addition, almost every one of them
was Finnish.61 If the classification of the work is examined
20%
by gender, then according to Diagram 4, of the purchases
made, approximately 9 per cent of paintings and 7.5 per cent
of prints were made by women artists. Of the donations,
0%
approximately 17 per cent of paintings were made by women
Purchase Dona on
artists. There were no donated prints made by women artists.
W M Unknown
Thus, through donations, not only were more paintings
acquired, but also more paintings by women artists. It should
be noted that in acquiring only renowned artists, the museum committee wanted to develop
the collection based on artists who had not been represented in the collection before, as the
example of Sigrid Granfelt (1868–1942), from 1943, shows.62 Here, out of two paintings, the
committee decided to purchase one, appealing to the fact that there was no art by Granfelt in
the collection before.
The question of an artist’s gender is not addressed in the minutes and it is unclear as
to how directly this affected the decisions. Looking at it from more a personal perspective,
the museum director used his power to acquire art by women artists. In 1941, the museum
director purchased two prints from Tuulikki Pietilä and six drawings by Julia Stigzelius (1840–
1923), and in 1946, he purchased six prints by Ina Colliander.63 Regarding the acquisition, the
minutes do not state the thoughts of the other museum committee members, and whether
they, for example, disagreed – the decisions are framed in unanimous manner.64 According to
Pettersson, Torsten Stjernschantz was the most influential person regarding the development
of the collection during his time as a museum director and as chair of the museum

100%

Diagram 3. The Fine Arts
Academy’s purchases and
donations 1939–46, divided
according to the gender of
the artist

60

61

62
63
64

As the art institutions and art criticism were male dominated, women artists faced prejudice and
career obstacles based on their gender. See Linnovaara, Makt, konst, elit, 120–125; Rakel Kallio,
‘Taidekritiikki ja sukupuoli-ideologia’, in Riitta Nikula (ed.), Nainen, taide, historia. Taidehistorian
esitutkimus 1985–1986 (Helsinki: Taidehistoriallisia tutkimuksia 10, 1987), 233–49. See also
Sandra Lindblom, ‘‘‘I could give up everything to live only for painting” – Eva Cederström’s Career
and Artist Identity 1927–39’, FNG Research no. 1 (2019). https://fngresearch.files.wordpress.
com/2019/01/fngr_2019-1_lindblom_sandra_article1.pdf (accessed 2 May 2019).
According to the database, purchased and donated works were by the following women artists:
Aino von Boehm; Alfhild Børsum-Johnsen; Amélie Lundahl; Anna Sahlstén; Dora Wahlroos; Edith
Wiklund; Elisabetta Sirani; Ellen Thesleff; Essi Renvall; Ester Helenius; Fanny Churberg; Gerda Qvist;
Greta Schalin; Gunvor Grönvik; Helene Schjerfbeck; Helmi Kuusi; Ina Colliander; Julia Stigzeliusde Cock; Karin Persson; Katri Tätilä; Laila Säilä; Lilla Hellesen; Maria Wiik; Marie Henriques; Meri
Genetz; Ottilia Adelborg; Sigrid Granfelt; Tove Jansson; Tuulikki Pietilä; Tyra Malmström; Wanda
Roose; Zélé Agricola; Zofia Baudouin de Courtenay.
Minutes of the museum committee 16 January 1943 § 1. Minutes of the Fine Arts Academy of
Finland 1942–1943 (STA / C 6). AFAAF, FNG.
Minutes of the museum committee 3 March 1941 § 3. Minutes of the Fine Arts Academy of Finland
1940–1941 (STA / C 5); Minutes of the purchase committee [museum committee] 30 September
1946 § 2. Minutes of the purchase committee 1943–1964 (STA / C 35). AFAAF, FNG.
Pettersson examined the acquisitions 1919–69 and mentions that the minutes do not reveal
possible disagreements; every decision is made ‘unanimously’. Laitala [Pettersson], Intendentit,
ostolautakunta ja hankinnat, 54.
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DIagram 4. Classifications of the artworks that were acquired by the Academy,
1939–46, through purchases and donations based on the gender of the artist

committee.65 However, the Academy had quite a complex, corporate structure, and matters
relating to the museum and acquisitions in general were discussed in the meetings of the
board of trustees, sometimes in the meetings of the council of representatives, even though
it was the museum committee that made the official decisions. Thus, it can be considered
difficult to locate where the ideas originated, and raises challenges in terms of measuring the
influence in the first place.
Based on the archival material, there appear to be recurring themes and ideas
behind the acquisitions. For example, the Academy had ideas about what kind of art had its
position within the collection. The enthusiastic reception of Agricola’s painting illustrates the
Academy’s perception about the internal relations within the collection itself, and in what
kind of areas the collection needed developing. In addition, Sjöstrand’s sculpture serves as
an example of how the Academy perceived the important figures of Finnish art history and
their influence in relation to Finnish art. On some level, the acquisitions were contextualised
according to the existing collection, and was thus a negotiation of what was represented
and what was not. It can also be seen that the Academy valued recognised Finnish art,
because the minutes give examples of such works, describing them as having qualities of
uniqueness and a high degree of artistry. In most cases, this also meant that they were
made by distinguished Finnish artists – from both the traditional and contemporary spheres.
However, it should be noted that the examples the Academy considered important – and
the higher amounts of purchased and donated art – were made by men artists. Exactly what
kind of art demonstrated the values and criteria that the Academy had outlined for potential
acquisitions, remains unclear. This also includes what kind of art the Academy considered
suitable for the museum.
The Academy did not accept everything that was offered to them. The art they
rejected were offers made from private individuals and included either one or a few
works, and in most cases they were turned down without a reason. Price may have been
a factor, but this could have also been negotiable, as an example from 1943 shows. Here
the sculpture Kullervo (1889) by Emil Wikström (1864–1942) was offered to the Academy
for 25,000 marks, but this was negotiated down to 20,000 marks. Another consideration
in rejecting a work was how much work by an artist was already in the collection, as in the
case of the Academy’s decision in 1945 not to buy some paintings by Ali Munsterhjelm
65

Laitala [Pettersson] 1991, Intendentit, ostolautakunta ja hankinnat, 52.
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(1873–1944). The ideal number of an artist’s works
varied – for example, with Myntti’s work, his portrait of
Maria Andersson was seen to be a complement to the
collection of his earlier works. Thus, what was considered
enough and what was too little was not addressed. Other
reasons for rejecting a work included a lack of space. For
example in 1946, Jussi Mäntynen offered to donate his
sculpture to the collection, but because of its size, it was
not accepted.66 In general, when the Academy purchased
art, they did not explain the reasons behind their
decisions. When it comes to the donations, the minutes
do not reveal whether the Academy rejected any larger
donations, or how and if the interest from both parties
met and on what terms.

Arvid Sourander, a collector and a donor

This photograph from
the magazine Suomen
Kuvalehti shows part of
the bedroom wall of Arvid
Sourander’s home at
Puistokatu 5 in Helsinki.
A scanned image from
the article ‘Lakimies kerää
aarteita’ (Lawyer collects
treasures), page 809.
Photographer unknown.
Suomen Kuvalehti,
21 / 1938

The discussion in the archival material concerning Arvid
Sourander, like other donors, is minimal. He is mostly
mentioned with the donations, but with few details.
According to his memoirs, he had connections to the
Academy. He was a childhood friend of the museum
director Torsten Stjernschantz.67 In addition, Aune
Lindström – who is also mentioned in the memoirs – wrote
a book about Fanny Churberg in 1938 and in the first pages
gives thanks to Sourander. Lindström also signed the deed
of gift regarding the Churberg donation. Years later in the
1960s, Lindström mentions Sourander as an example of an important donor.68 Based on these
sources it can be assumed that Lindström had influence at least with the donation made in
1940. Otherwise, her correspondence is limited, and there are no letters between Lindström
and Sourander in the archives of the Finnish National Gallery. Besides the Academy, Sourander
had broader connections to the Finnish art field; according to Eino Krohn, Sourander was
gallerist Gösta Stenman’s lawyer.69 These personal relations can also be gleaned from a letter
written on 16 September 1936, in which Stjernschantz asks Gösta Stenman about some
drawings by Fanny Churberg. At the time, Sourander was interested in these drawings, and
Stjernschantz asks that if Sourander does not acquire them, could Stenman sell them to the
museum instead.70
Sourander is discussed further in an article headlined ‘Lawyer collects treasures’,
published in Suomen Kuvalehti in 1938. In the article, he is described as ‘a known, skilled
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67
68

69
70

See e.g. Minutes of the museum committee 28 November 1940 § 3; 3 March 1941 § 2. Minutes
of the Fine Arts Academy of Finland 1940–1941 (STA / C 5); Minutes of the purchase committee
[museum committee] 26 February 1943 § 2 and 13 April 1946 § 1, 3. Minutes of the purchase
committee 1943–1964 (STA / C 35); Museum director’s [Torsten Stjernschantz] letter to Fritz
Tikanoja 18 March 1939. [Helsinki.]; Torsten Stjernschantz’s letter to Mr. K. Pulkkinen 7 November
1945. [Helsinki.]; The correspondence of the Fine Arts Academy of Finland 1938–1947 (STA/AT/F 4).
AFAAF, FNG. See also Laitala [Pettersson] 1991, Intendentit, ostolautakunta ja hankinnat, 54.
Sourander, Arvid Sourander, 39.
Sourander, Arvid Sourander, 57; Aune Lindström, Fanny Churberg (Helsinki: WSOY, 1938), 8. For
Lindström’s signature, see Arvid Sourander’s deed of gift 27 April 1940. Documents considering
bequests and donations 1922–1985 (STY / H 5). AFAS. Archive collections, FNG; Lindström,
Ateneumin taidemuseo 1863–1963, 119–120, 122–123.
Eino Krohn, Gösta Stenman: Löytöretkeilijä taiteen maailmassa (Helsinki: WSOY, 1970), 77.
Torsten Stjernschantz’s letter to Gösta Stenman 16 September 1936. [Helsinki.] The
correspondence of the Fine Arts Academy of Finland 1933–1937 (STA/AT/F 3). AFAAF, FNG.
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and fearless lawyer, and a persistent art collector, who has satisfied this need for over three
decades’.71 According to the article, his collection contained over 300 works, which Sourander
explained he acquired in many different ways. He also discussed himself as a collector and
mentioned, for example, that he had acquired works just to support the artists of the time.72
He also explained his criteria for collecting and the importance of ‘good quality’ work. This
is something that the reporter also stated, writing ‘remember that the paintings have been
chosen to endure criticism and not just to “represent a name”’.73
In the article, Sourander also mentioned that he was no longer collecting, but was
content with what he had acquired. The reporter asked what should happen to the collection
when he died. Sourander did not give a straight answer, but it can be noted that the
accessibility of the art was important to him. For example, he mentioned that most of the art
possessed by national galleries was stored and not seen by the public.74 To solve this problem,
he regarded local museums as important in terms of exhibiting art that the central museums
would otherwise have kept in storage, because in this way art ‘would be seen and learned by
the people, to whom it truly belongs’. According to Sourander, there was no worse enemy of
an artwork than museum dust.75
Examining Arvid Sourander’s donations
According to the deed of gift, the first donation of 31 paintings and 4 drawings by Fanny
Churberg took place on 27 April 1940.76 Most of these paintings were landscapes, made
between 1860–80, which covers Churberg’s entire artistic period; Churberg stopped painting
in the early 1880s, and continued her career in The Friends of the Finnish Handicraft.77 The
second donation, of works by 23 artists, occurred on 21 December 1940, but was catalogued
in the inventory of 20 February 1941.78 Most of these works were by Finnish artists, with
the exception of one work by the Swedish artist Waldermar Lorentzon. The donation also
included one work by the English-Belgian artist Alfred William Finch, who was considered
Finnish due to his significance within the Finnish art field. The works were mainly from around
the turn of the 20th century. About half were from the expressionists from the 1910s, the
so-called ‘November Group’ which was represented by artists such as Tyko Sallinen, Jalmari
Ruokokoski, Valle Rosenberg, Marcus Collin, Alvar Cawén and Mikko Carlstedt. The other half
comprised works by Finnish artists from the end of the 19th century, such as Gabriel Engberg,
Magnus Enckell, Alfred William Finch, Hugo Simberg, Verner Thomé, Aukusti Uotila and Victor
Westerholm, Anna Sahlstén and Ellen Thesleff, whose artistic career continued in the 1940s.
The latter two were the only women artists represented in the donation.
It should be noted that the number of works in these donations seems to vary
according to different sources. According to Lindström, in 1963, there would have been 30
works by Fanny Churberg, and the second donation would have had 11 works, not 23.79 In fact,
the deed of gift of the second donation lists 22 works, while according to the database, there
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75
76
77
78
79

‘Hän on tunnettu, paitsi taitavana, pelottomana asianajajana, hellittämättömänä taiteen keräilijänä,
joka on tyydyttänyt tätä intohimoaan jo yli kolmen vuosikymmenen ajan’. Joensuu, ‘Lakimies kerää
aarteita’, 808.
Joensuu, ‘Lakimies kerää aarteita’, 810.
‘Yleensä olen lähtenyt siitä, että taideteoksen on minunkin mielestäni pitänyt olla hyvän, ennen
kuin olen siihen tarttunut – –.’; ‘Kun lisäksi muistaa, että taulut on valittu kestämään arvostelua eikä
vain edustamaan “nimeä”, niin huomaamme yksityismuseomme poikkeuksellisuuden.’ Joensuu,
‘Lakimies kerää aarteita’, 810.
Joensuu, ‘Lakimies kerää aarteita’, 809, 826.
‘– – sillä niissä [maakuntamuseoissa] ne ovat kansan nähtävänä ja opittavana, jolle taidekin, silloin
kun se parasta on, viime kädessä kuuluu.’ ‘Lakimies kerää aarteita’, 826.
Arvid Sourander’s deed of gift 27 April 1940. Documents considering bequests and donations
1922–1985 (STY / H 5). AFAS. Archive Collections, FNG.
For more about Fanny Churberg, see Riitta Konttinen, Fanny Churberg (Helsinki: Otava, 2012).
Arvid Sourander’s deed of gift 21 December 1940. Documents considering bequests and donations
1922–1985 (STY / H 5). AFAS. Archive collections, FNG.
Aune Lindström, Ateneum 1863–1963, 123.
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Fanny Churberg, Winter Landscape, Sunset, c.1878, oil on canvas, 26cm x 40.50cm.
This is one of the 31 paintings by Churberg that Arvid Sourander donated to
the Fine Arts Academy of Finland in 1940.
Gift of Arvid Sourander, Finnish National Gallery / Ateneum Art Museum
Photo: Finnish National Gallery / Hannu Aaltonen

are 23 – Victor Westerholm’s print Portrait of Bishop Bergenheim (1883) is not mentioned in
the deed of gift. It is also worth mentioning that some of Sourander’s collection was shown
in 1936 in Kunsthalle Helsinki, along with works from 14 other private collections; out of 59
works exhibited, at least three would subsequently be donated to the Ateneum collections.
The art exhibited from Sourander’s collection was from 1884–1932, thus not including any
works by Fanny Churberg.80
Looking at the chronological order of the donations, the Churberg donation is not
discussed explicitly in the minutes, and the reasons for the donation remain unclear. There is
an enclosure with the minutes that mentions the donation briefly by stating that there were
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Works later to be donated were Mikko Carlstedt: Self-portrait, undated; Tyko Sallinen: Rainbow,
1914; Ellen Thesleff: Gerda Thesleff, Artist’s sister, 1889. Possibly Magnus Enckell: Fishermen by
the shore, undated (this is in the catalogue as ‘Kalastajia – fiskare’, but this could be ‘Kalastajaväkeä
rannalla’); Maria Wiik: Self-portrait, undated (I believe this is one of two works Aina Sourander
donated after Arvid Sourander’s death). The exhibition catalogue ‘Taidehalli: 14 yksityiskokoelmaa
uudempaa kotimaista taidetta, 15.II.–1.III.1936’, in Taidehallin näyttelyt 1936–1937 (Helsinki:
Keskuskirjapaino, 1936), 25–28. Finnish National Gallery Library. See also Koskinen, Taiteellisesti
elvyttävää ja poliittisesti ajankohtaista, 398.
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31 paintings and four drawings, but there is no other information.81 According to the article
published in Suomen Kuvalehti, Sourander owned 38 Churberg paintings in total, more than
anyone else in Finland – it is also mentioned that Churberg was the only artist Sourander
systematically collected. According to the memoirs, Sourander enjoyed these paintings, which
he thought to be ‘powerful and inspirational’.82 It is noteworthy that out of 38 paintings, he
donated a major part, keeping just seven to himself.
In the article in Suomen Kuvalehti, the forthcoming donation is not addressed directly,
but it is noted that these 38 works ‘wait for their turn in the Ateneum, or in fact, a new
Ateneum’.83 This is supported by a news article published in 1941, when Uusi Suomi wrote
about how the collection was transferred to the museum after the Churberg exhibition in
1937. The actual deed of gift was meant to be certified later, because the donor wanted to
wait until the foundation of the Fine Arts Academy of Finland was established. This is also
verified by Aune Lindström in 1963.84 The exhibition they were discussing was held in Galerie
Hörhammer in September 1937, and of 112 works exhibited, 36 belonged to Sourander.85
The exhibition catalogue gives only the names and dates of the works, as well as ownership.
The minutes of the Finnish Art Society 1937–39 do not refer to the exhibition or to having
Sourander’s paintings in the museum, and neither is it discussed in correspondence. For
some reason, the Churberg donation from 1940 is not mentioned in the annual reports that
consider the collections of the Ateneum, but the donation of 22 (23) artists is noted.86 It
should also be noted that the Churberg donation happened soon after the Winter War was
over, and the second donation occurred during the Interim Peace.87
The deed of gift determined the terms of the donations. Regarding the Churberg
donation, it was stated that ‘in order to promote and facilitate the study of the artist painter
Fanny Churberg’s artistic work for the future, the undersigned wishes to extend the collection
of Fanny Churberg’s paintings that the Foundation of Fine Arts Academy of Finland now owns’.
For the use of the paintings, it states that the ‘paintings should, in the best possible way, be
kept exhibited and always available to researchers’.88 In the event of future donations, the
deed of gift stated that ‘whether through me or my closest kinsmen, other paintings by Fanny
Churberg or by other Finnish artists [are made as a gift] to the Fine Arts Academy of Finland,
they should be united with this collection and be managed with consideration of these
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Enclosure: Gifts to the Fine Arts Academy of Finland 1940. Minutes of the Fine Arts Academy of
Finland 1940–1941 (STA / C 5). AFAAF, FNG.
Joensuu, ‘Lakimies kerää aarteita’, 808–809. ‘Han fick se ett flertal av dem [Churbergs tavlor] och
fann de flesta vittnande verklig konst både till motivval och utförande, vittnande om inspiration och
kraft.’ Sourander, Arvid Sourander, 49–50.
‘– – 38 kappaletta, jotka odottavat Ateneumissa vuoroaan tai oikeammin kokonaan uutta
Ateneumia.’ Joensuu, ‘Lakimies kerää aarteita’, 808.
Uusi Suomi, 22 March 1941; Aune Lindström, Ateneum 1863–1963, 122–123.
Exhibition catalogue: Fanny Churberg. Helsinki: Galerie Hörhammer, 1937. Finnish National Gallery
Library.
Minutes of the Finnish Art Society 1937–1939. AFAS. Archive collections, FNG. For the
correspondence, see the correspondence of the Fine Arts Academy of Finland 1933–1937 (STA/
AT/F 3). AFAAF, FNG. See ‘The collections in 1940 & 1941’. The collections of Ateneum – Annual
reports 1940–1974. Finnish National Gallery Library.
The Winter War was fought from 30 November 1939 to 13 March 1940. The Interim Peace lasted
from 13 March 1940 to 25 June 1941.
‘I syfte att för framtiden befordra och underlätta studiet af målarinnan Fanny Churberg
konstnärsgärning, önskar underskrifven utöka den samling af Fanny Churbergs taflor stiftelsen
Suomen Taideakatemia – Finlands Konstakademi nu äger.’; ‘Taflorna böra i görligaste måtta hållas
utställda och alltid vara tillgängliga för forskare.’ Arvid Sourander’s deed of gift 27 April 1940.
Documents considering bequests and donations 1922–1985 (STY / H 5). AFAS. Archive collections,
FNG.
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Alvar Cawén, River Landscape, c. 1916,
oil on canvas, 59.5cm x 50cm.
This is one of the 22 (23) works that Arvid Sourander
donated to the Fine Arts Academy of Finland in 1941.
Gift of Arvid Sourander, Finnish National Gallery /
Ateneum Art Museum
Photo: Finnish National Gallery / Jenni Nurminen

wishes’.89 As can be seen, the accessibility of Churberg’s
works is written into the document, and thus aligns with
Sourander’s thoughts regarding the art being available
to the people. When it came to the second donation of
22 (23) works, the deed of gift did not give any terms, it
just listed the artists, titles and dates of the works.
The Churberg donation and the donation of 23
artists overlap in the archival material. For example, the
second donation was discussed in the meeting of the
museum committee on 3 March 1941. The museum
director stated that Arvid Sourander ‘had made another
donation to the Finnish Academy of Arts, which consists
of 22 works of art’. The minutes also state that ‘after
studying the works, the committee decided to accept
the gift with gratitude’.90 Later that month, on 28
March, the board of trustees was discussing the donations from 1940. The museum director
‘emphasised in particular the extent and value of the donation by Arvid Sourander, a donation
that he has accumulated during the current year and which he is still supposed to raise’.91
According to the deed of gift, both donations took place in 1940, so it is unclear if they meant
the Churberg donation or the donation of separate artists, or both.
The Churberg donation from 1940 and the second donation of various artists were
noted in the Press at the same time. On 22 March 1941, Uusi Suomi announced that ‘a
great collection of Churberg’s work has been donated to the Fine Arts Academy of Finland.
Also, an invaluable collection of other Finnish art was given as a gift.’92 Edvard Richter also
mentioned this in 1942, when he wrote that ‘to the Fine Arts Academy of Finland was donated
by the well-known patron Arvid Sourander in March a large collection of Finnish paintings,
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‘För den händelse, genom mig eller mina närmaste fränder, framdeles andra taflor af Fanny
Churberg eller af andra inhemska konstnärer tillföras Konstakademin som gåfva, torde de förenas
med här ifrågavarande samling och förvaltas med beaktande af dessa önskemål.’ Arvid Sourander’s
deed of gift 27 April 1940. Documents considering bequests and donations 1922–1985 (STY / H 5).
AFAS. Archive collections, FNG.
‘Intendentti ilmoitti, että varatuomari Arvid Sourander oli Suomen Taideakatemialle tehnyt toisen
lahjoituksen, joka käsittää 22 taideteosta – –. Tutustuttuaan teoksiin päätti jaosto kiitollisuudella
ottaa lahjan vastaan.’ Minutes of the museum committee 3 March 1941 § 5. Minutes of the Fine
Arts Academy of Finland 1940–1941 (STA / C 5). AFAAF, FNG.
‘Intendentti luki ilmoituksen Akatemian vuonna 1940 eri henkilöiltä lahjaksi saamista taideteoksista
– –. Tällöin hän korosti erikoisesti varatuomari Arvid Souranderin lahjoituksen laajuutta ja arvoa,
lahjoituksen, jota hän kuluvana vuonnakin on kartuttanut ja jota hänen on vielä tarkoitus kartuttaa.’
Minutes of the board of trustees 28 March 1941 § 18. Minutes of the Fine Arts Academy of Finland
1940–1941 (STA / C 5). AFAAF, FNG.
‘Suuri Churberg-kokoelma lahjoitettu Suomen Taideakatemialle. Samoin lahjaksi arvokas kokoelma
muuta suomalaista taidetta.’ Uusi Suomi, 22 March 1941.
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especially Fanny Churberg’s 31 works’.93 An appendix to the memoirs shows that Sourander
received a diploma dated 15 April 1941 from the Academy, which stated the significance
of the donations. In the diploma, the Academy praised Sourander’s devotion to the Finnish
arts, mentioning the works by Fanny Churberg and the selection of other Finnish artists.94
At about the same time, the museum was opened to the public for a short time, with a
temporary exhibition about prints and new acquisitions from the collections. In an article in
Helsingin Sanomat regarding the exhibition in 1 May 1941, both of Sourander’s donations
were addressed, and the Churberg donation was seen to be the most beautiful.95 Donations
in the exhibition are not discussed in the minutes, and according to the annual reports, it was
the prints that caused most attention.96 That both donations occurred at the same time could
perhaps suggest that they were both meant to be made official at the same time, or perhaps
because of the circumstances of the time and the Interim Peace, there was enough time and
resources to handle them.
Arvid Sourander died on 1 July 1945. Almost one year later, according to a letter
written by the museum director on 16 April 1946, Sourander’s widow Aina donated SelfPortrait with Hat (1935) by Ellen Thesleff (1869–1954) and Self-Portrait (c. 1903) by Maria
Wiik (1853–1928) to the museum. The Academy thanked her in a letter, describing the gift
as ‘beautiful and of great value’. In the minutes this donation is not discussed and the only
document relating to it is the letter.97 It should also be stated that, even though these two
paintings belong to Arvid Sourander’s collection, they were donated by Aina, but as the deed
of gift underlined, the collection could be augmented by other donations from friends and
family too. It is unclear if Arvid Sourander had plans to donate posthumously and if so, to
donate these two particular paintings, or whether it was the intention of his widow. It is also
noticeable that this donation occurred soon after the museum was reopened.

Arvid Sourander’s donations in relation to acquisition principles
As I have shown in the first part of the article, even though the Academy did not have explicit
guidelines on how to develop its collection, it had different kinds of acquisition principles. The
first one emphasised the acquisition’s relation to the values and conceptions expressed by the
authorities responsible for acquisitions; it can be seen that the Academy had a conception of
Finnish art history, which they constructed according to their beliefs. This is also connected
with the second principle, which emphasised the artist involved. It included both traditional
and contemporary artists, as their work was discussed in a favourable, sometimes eulogising,
manner – using terms that implied uniqueness, irreplaceability, a high level of artistry, and the
art-historical or museum value. However, the meanings of these words were not articulated in
detail, and what the Academy actually meant is unclear.
Examining the content of the acquisitions also shows that purchases and donations
had different purposes for the Academy. The Academy purchased more prints, while paintings
were acquired more through donations. In addition, the purchases consisted mostly of works
by contemporary artists, while the donations included works by artists who had already
93
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‘Suomen Taideakatemialle lahjoitti maaliskuussa tunnettu taiteensuosija, varatuomari Arvid
Sourander laajan kokoelman kotimaisia maalauksia, joista erityisesti mainittakoon Fanny
Churbergin 31 teosta.’ E. [Edvard] Richter, ‘Taidekatsaus vuoteen 1941’, in L. Wennervirta (ed.),
Suomen taiteen vuosikirja 1942 (Helsinki: WSOY, 1945), 108.
Diploma: ‘Vice häradshövding Arvid Sourander’. Sourander, Arvid Sourander.
Helsingin Sanomat, 1 May 1941.
Enclosure: The Annual Report of the Fine Arts Academy of Finland, 1941. Minutes of the Fine Arts
Academy of Finland 1942–1943 (STA / C 6). AFAAF, FNG.
‘Konstamlingarna i Ateneum får härmed till Eder frambära sin uppriktiga tacksamhet för den
vackra och värdefulla gåva, tvenne självporträtt av Maria Wiik och Ellen Thesleff, vilka Ni haft
älskvärdheten överlämna till samlingarna.’ [Torsten Stjernschantz’s] letter to Mrs. Aina Sourander
19 April 1946. [Helsinki.] The correspondence of the Fine Arts Academy of Finland 1938–1947 (STA/
AT/F 4). AFAAF, FNG.
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Ellen Thesleff, Self-Portrait with Hat, 1934,
oil on canvas, 44cm x 38cm
Gift of Arvid Sourander. Finnish National Gallery /
Ateneum Art Museum
Photo: Finnish National Gallery / Hannu Aaltonen

Maria Wiik, Self-Portrait, c. 1903,
oil on wood, 23,5cm x 14cm
Gift of Arvid Sourander.
Finnish National Gallery /
Ateneum Art Museum
Photo: Finnish National Gallery /
Jenni Nurminen

died. Regarding subject matter, landscapes and (self-)portraits can be seen frequently in the
acquisitions. In terms of gender, the acquisitions were mostly artworks made by men artists.
In general, almost half of the acquisitions of 1939–46 came through donations, and the
donors of this time gifted the oldest and the largest number of works, excluding donations
from artists’ relatives.
The Sourander donation of 1940 largely aligns with the Academy’s acquisition
principles. Works by Fanny Churberg were older Finnish art – they were painted from
1860–80, years that the Academy considered desirable. They were also mostly paintings,
not prints, that the Academy usually purchased. The themes of the paintings – landscapes
– also resonate with the overall subject matter of the acquisitions of this period. However,
the major difference from the other acquisitions was that the artist was a woman. It should
be noted that out of the total amount of 49 donated works by women artists, 35 were by
Fanny Churberg. Without this, the gender gap, which itself was great, would have been
much greater. The Churberg donation was in fact the largest donation of a single artist,
remembering that donations with a high number of works from the same artist usually came
from the artist’s relatives, not from private collectors. The Churberg donation was the largest
acquisition of a single artist that contained mostly paintings, whereas the purchases of works
by Visanti, Segerstråle and Holmqvist works were almost entirely prints and drawings.
When it comes to the different values of art, it is impossible to glean from the archive
material how the donation was regarded. Churberg was not actively collected but this does
not necessarily mean that she would not have been regarded as important. For example,
the museum director’s letter to Gösta Stenman from 16 September 1936 suggests that
Churberg was one of the artists that he considered to be acquired for the collection, as he
was interested in Churberg’s drawings.98 Before Sourander’s donation in 1940, there were 12
98

Torsten Stjernschantz’s letter to Gösta Stenman 16 September 1936. [Helsinki.] The
correspondence of the Fine Arts Academy of Finland 1933–1937 (STA/AT/F 3). AFAAF, FNG.
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works by Fanny Churberg in the collection, and the next series of acquisitions were made after
1953.99 It should also be noted that Churberg was considered one of the traditional Finnish
artists, and is mentioned in the publications of Finnish art history.100 Besides the favourable
comments of the Academy, Uusi Suomi also praised the donation, as it was described as the
‘the greatest and most beautiful Churberg collection in our country’, which also is ‘one of the
most intact donated collections that our museum has received’.101 The large number of works,
the notion of the collection being intact, and that Sourander himself wanted to endorse the
research of Churberg’s artistry, supports the Academy’s desire to construct Finnish art history.
Based on the article published in 1938, Sourander’s collection was seen as being of high
quality, something that would have suited the museum as well – bearing in mind that the
Academy wanted to acquire works for consideration of the museum only.
The donation from 1941, including 23 works from different artists, also aligns with
the acquisition principles. When the works are examined in more detail, we find that 18
were paintings and five were prints. In addition, their subject matter was similar to other
acquisitions, as about half of the works were landscapes, or views of rural life and nature.
There were also portraits, including one artist self-portrait, which the museum seemed to
have an interest in. It is also noticeable that most of the artists represented in the donation
were men.
When the calibre of artists included in the donation is considered in terms of tradition,
most of them were artists with merit, whose art was already represented in the collection.
About a half were more traditional artists, from the latter half of the 19th century, while many
of them were also expressionists from the beginning of the 20th century. Lindström wrote in
1963 that artists from the ‘November Group’ were close to the museum director in 1940–52
and he was keen to increase their art in the collection.102 Remembering that the museum
director Stjernschantz was Sourander’s childhood friend and that the donation included works
possibly from among Stjernschantz’s favourite artists, we can infer that this could perhaps also
have promoted the donation. In addition, the donation was perceived by the Press as intact
and of ‘high quality and giving interesting examples from the production of these artists’ and
that ‘in the collection, there are many of our best artists and it forms a quite significant and
precious addition to the museum’s department of Finnish art’.103 The idea of complementing
the existing construction of Finnish art history is also apparent with this donation, and thus
resonates more clearly with the Academy’s ambitions. In addition, the favourable comments
regarding the quality and value of the donation could also be seen as something that perhaps
the Academy meant when it referred to considering works as being ‘suitable’ for the museum.
As the donation from 1941 contained art by several artists, many artists’ collections
accumulated individually within the Academy. In terms of artists represented though,
99

100

101

102
103

In total, there are 64 works by Churberg currently in the collections of Finnish National Gallery.
The acquisitions based on the year: 1876, 1 purchase; 1880, 1 purchase; 1913, 1 purchase; 1919,
6 donations; 1920, 1 donation; 1921; 1 purchase; 1936, 1 purchase. After Sourander’s donations:
1953, 5 purchases; 1954, 4 purchases; 1959, 2 purchases; 1963, 1 purchase; 1985, 1 donation;
1994, state deposit; 1995, 2 purchases; 1996, 1 purchase.
For example, Fanny Churberg is discussed in Eliel Aspelin’s ‘History of the Finnish Art, broadly’
(1891), in Ludvig Wennervirta’s ‘Finnish Art from the 19th century’ (1934) and Onni Okkonen’s
‘Art History of Finland’ (1945). Eliel Aspelin, Suomen taiteen historia pääpiirteissään (Helsinki: SKS,
1891), 79; Wennervirta, Suomen taidetta 1800-luvulla, 13; Onni Okkonen, Suomen taiteen historia I
(Helsinki: WSOY, 1945), 380–385.
‘Suurin ja kaunein Churberg-kokoelma maassamme, jonka lahjoittaja on monien vuosien aikana
väsymättömällä innolla kerännyt, joutuu nyt tällä kertaa lahjoituksena yleiseen museoon. Se on
ehjimpiä lahjakokoelmia, mitä taidemuseomme on saanut vastaanottaa.’ Uusi Suomi, 22 March
1941.
Lindström, Ateneum 1863–1963, 124.
‘Toiseen suureen lahjakokoelmaan kuuluu 22 teosta, yhtä lukuunottamatta suomalaisten taiteilijain
töitä. Ne ovat kaikki korkeaa tasoa ja antavat mielenkiintoisia esimerkkejä näiden taiteilijain
tuotannosta. – – Kokoelmassa on siis edustettuina useita parhaista taiteilijoistamme ja se
muodostaa varsin merkittävän ja arvokkaan lisän museon kotimaisen taiteen osastoon.’ Uusi Suomi,
22 March 1941.
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Lorentzon and Sahlstén were artists whose works were not part of the collection before the
donation, nor have they been augmented since. It is unclear how the Academy perceived the
artists in terms of their individual merit, and, had they not been part of a larger group, which
would have been acquired. Therefore, this particular donation serves as an example of a way
in which artists who were not previously part of the collection, became part of it.
The donation from 1946 also aligns largely with the Academy’s acquisition principles.
The donation by Aina Sourander included two artist self-portraits by artists whose position
was already established in Finnish art history, Ellen Thesleff also representing a contemporary
artist. Like the donations from 1940 and 1941, these two were also paintings. As the examples
of Juho Mäkelä and Kaapo Rissala show, artists’ self-portraits were considered important for
the museum’s collection, which emphasises the meaningfulness of the donation from 1946.
As it was with Churberg, the major difference from the other acquisitions was related to the
gender of the artists, as these donated self-portraits were by women. Because the examples
that the Academy gave regarding the artists’ self-portraits were made by men artists, it is
unclear how the Academy might have perceived self-portraits of women artists. Before these
donations, there were two self-portraits of Ellen Thesleff in the collection, and one of Maria
Wiik.104 The earlier self-portraits by Thesleff acquired by the Academy were from the earlier
part of her career, while the donated self-portrait portrayed a 66-year-old artist. In contrast,
the self-portrait of Maria Wiik was a self-portrait of a younger artist than those already in the
Academy’s collection; thus these two donated self-portraits can be seen complementing the
artist self-portrait collection. It is also noteworthy that if Sourander stopped collecting around
1938, as the article in Suomen Kuvalehti suggested, the self-portrait of Ellen Thesleff from
1935 would have been one of the last artworks he acquired.
To conclude, Arvid Sourander’s donations resonate to a large extent with the
acquisition principles of the period 1939–46. The total amount of 60 works donated contained
mostly paintings, and were by renowned, Finnish artists. In general, in contrast to the other
donors during the Second World War, Arvid Sourander can be seen as significant – the only
bequest that was larger than Sourander’s was one made by Lydia and August Keirkner,
in 1945. Moreover, based on the comments in the minutes and in the Press regarding
Sourander’s donations, they were seen as being of high quality, important, and as something
that complemented the existing collection of the museum. In addition, as seen, Sourander’s
personal connections were broad, and it would not only require more research to understand
him as a collector, but also as an influential person within the Finnish art field. In terms
of acquisitions, further research would be needed to explain how much the acquisition
principles changed with the institutional transition from the Finnish Art Society to the Fine
Arts Academy of Finland. In addition, to understand the decision-making in more detail, the
individual opinions, taste, and personal views of art of the Academy members in relation to
the acquisitions, would be a matter for further research too.
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104 Ellen Thesleff: Self-Portrait (1916) purchased 1916, and Self-Portrait (1894–1895) donated in 1933.
Maria Wiik: Self-Portrait (1917) purchased 1918.

