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Exhibition Texts 

Caspar David Friedrich and his Circle 

Caspar David Friedrich did not have a teaching position at the Dresden art academy. Still, he 

influenced numerous artists, many of them younger, with his landscape painting. Carl Gustav Carus – 

painter, doctor and scholar – was a friend of Friedrich’s. Inspired by Friedrich’s Romantic scenes, he 

painted Pilgrim in a Rocky Valley. Another friend of Friedrich’s was Georg Friedrich Kersting. In 1810, 

they hiked together through the Giant Mountains. When Kersting joined the volunteer army fighting 

Napoleon, Friedrich financed Kersting’s accoutrements, even though he lacked money. In 1818, the 

Norwegian painter Johan Christian Dahl settled in Dresden. In 1823, he moved into the building 

where Friedrich lived. The two artists were friends and carried on a lively exchange. Further painters 

who practiced in Dresden, such as Ernst Ferdinand Oehme, Ludwig Richter and Gustav Grunewald, 

drew inspiration from Friedrich’s atmospheric landscapes.  

Friedrich’s works were presented at academy exhibitions not only in Dresden but also in Berlin. 

Doubtlessly, the artists Karl Friedrich Schinkel and Carl Blechen were familiar with them. In Schinkel’s 

painting The Banks of the Spree near Stralau, the influence of the Dresden master makes itself felt. In 

1823, Blechen visited Dresden. He met with Dahl and Friedrich and hiked in the Elbe Sandstone 

Mountains. With this journey on his mind, Blechen created the paintings Trees at Sunrise in Autumn 

and Mountain Gorge in Winter. In his Ruins of Oybin Monastery, Blechen seized upon a pictorial 

subject that was also of great significance to Friedrich. 

Introduction 

Caspar David Friedrich was born 250 years ago. For many today, the art he created is spellbinding. 

His paintings appeal to the eye, the heart and the mind. Friedrich loved the outdoors and often spent 

time in nature. Hailing from the seaside town of Greifswald, he would spend most of his life in 

Dresden, never far from a mountainous landscape. Coastlines and mountain ranges became the 

artistic poles between which he moved, the main subjects of his art. 

Friedrich preferred to be outdoors in the early morning and evening to study the magic of colours at 

dawn and dusk. Paying close attention, he depicted the most delicate moods of light. He immersed 

himself in the various shapes of trees and bushes, rocks and clouds, as becomes evident in his precise 

and detailed drawings. In his studio, he used these studies to compose his landscapes with their 

expansive skies and distant horizons. In them, the infinity of space and time becomes tangible. 

With a technique of unusual delicacy, he created paintings of longing and hope – but of doubt as 

well. While Friedrich’s depictions appear closely modelled on nature, their meaning reaches beyond 

the visible. It can be sensed, but hardly put in words. There is an intimation of questions about 

human life and its finitude. In the wake of the Enlightenment, faith had lost significance. Nothing 

seemed steadfast anymore. In his art, Friedrich responded to this sentiment. The figures he painted 

with their backs to us look into an immensity that remains a mystery to them. Even today, Friedrich’s 

quiet paintings raise the question: Where does the human being stand in relation to the world? 

Considering Friedrich’s current popularity, it is difficult to imagine that he fell largely into oblivion 

following his death. His rediscovery in the early twentieth century in the Berlin Nationalgalerie’s 

exhibition Deutsche Jahrhundertausstellung, warrants special attention and will be treated 

separately. 

 



As a partner for this exhibition, the Kupferstichkabinett of the Staatliche Museen zu Berlin has 

provided extensive loans. 

Pairs of pictures 

Caspar David Friedrich’s pairs of pictures occupy a special place in his oeuvre. They communicate 

ideas beyond the individual painting. Usually of the same size and completed at nearly the same 

time, these companion pieces invite comparison: How are the two works similar and different, and 

what do these similarities and differences point to? Some of these paintings are juxtapositions, while 

others are unified by a coherent narrative. Some are connected only by their closely related subjects 

or formal aspects. 

Pairs of paintings that show changing times of the day or the year always evoke the perpetual change 

observed in nature and life. This is expressed, for instance, in the pendants View of the Elbe Valley 

and Dolmen in Snow, as it is in The Lonely Tree and Moonrise over the Sea, the latter coming from 

the founding collection of the Nationalgalerie. In 1810, Friedrich experienced his breakthrough in 

Berlin with the paintings Monk by the Sea and Abbey among the Oaks, which were shown together 

at the academy exhibition and purchased by the Prussian king, Frederick William III. Monk by the Sea 

had become known through a review written by Heinrich von Kleist, which was published in the 

newspaper Berliner Abendblätter. The small figure in the almost empty, boundless landscape was 

understood to express man’s solitude and lostness in the face of nature’s infinity. Here, man is 

confronted by that which he cannot grasp, and thus the work is linked to Abbey among the Oaks with 

its funeral procession at a ruin. In this work, a question is raised: Where between knowledge and 

faith do human beings stand in the face of death? 

The Jahrhundertausstellung in 1906 

In the early twentieth century, the efforts of the Nationalgalerie in Berlin led directly to the 

rediscovery of the Romantic Caspar David Friedrich, who was by then largely forgotten. In 1906, the 

museum presented its Exhibition of German Art from the Time Between 1775–1875, which came to 

be shortened in German to Deutsche Jahrhundertausstellung. It included 36 paintings and 57 

drawings by Friedrich. Never before had there been such a comprehensive presentation of his work.  

The Deutsche Jahrhundertausstellung was one of the Nationalgalerie’s most significant exhibitions 

and had a far-reaching impact. Director Hugo von Tschudi and Alfred Lichtwark, director of 

Hamburger Kunsthalle, were largely responsible for overseeing the exhibition. Making use of the 

entire Nationalgalerie building, it took place between January and May of 1906, with over 2,000 

paintings and approximately 1,300 drawings on display. The 36 paintings by Friedrich were presented 

on the middle floor of the Nationalgalerie in two apse rooms, while his 57 drawings were hung in the 

Neues Museum. 

By re-evaluating and rediscovering German art of the nineteenth century, the exhibition took a stand 

in the controversy surrounding the art currents of the time. Here, a new conception of art, one that 

was shaped by Impressionism, manifested itself. This led to a rediscovery of Friedrich, who was now 

celebrated as an outstanding painter of light and atmosphere and a pioneer of Modernism. 

Hugo von Tschudi, Director of the Nationalgalerie, on Caspar David Friedrich in 1906  

“One certainly cannot say that Friedrich is an altogether unknown artist. The Nationalgalerie has two 

paintings in its collection and a third was purchased a few years ago. […]. But the language they 

speak is so quiet that hurried gallery visitors have rushed past them unobservantly. It is only now, 

when all the known paintings have been brought together with many unknown, privately-owned 

paintings that [Friedrich] is being heard, and we encounter with astonishment an artist who has an 



abundance of unusual things to say. […] Now for the first time, Philipp Otto Runge’s notion of the art 

of the future – the depiction of landscape in an ever-changing play of light and air – is appearing on 

German soil. Here, all of the old conventions of landscape painting, serving as they did to draw 

attention to the unalterable forms of nature, disappear. Because it is essential to convey atmospheric 

life, to show nature as it changes with the day and with the season, altogether novel subjects enter 

the realm of the depictable, those which escaped the eye that was trained on formal aspects alone. 

The brown field in the glow of a sunset, the lonely plain that loses itself in the blue twilight of the 

distant mountains, the damp meadows over which cloud shadows roam, the softly rolling hills that 

send forth the silver scent of a pale spring day, the rippling Bohemian mountains, between which the 

morning mists rise – all of this is the stuff of Friedrich’s paintings, in which we discern the beginnings 

of a development that continues to gather momentum today.” 

Portraits 

In the work of Caspar David Friedrich, landscapes predominate. Only few portraits have survived and 

they are almost exclusively of his family members and friends. Friedrich depicted himself in only a 

few self-portraits. It was in 1810 that he drew his impressive final self-portrait.  

In 1806, friend and sculptor Gottlob Christian Kühn immortalized the painter in a plaster bust. The 

sculptor from Dresden and Friedrich worked together often. Kühn carved the frame for Cross in the 

Mountains (Tetschen Altar) and completed several stone sepulchral monuments designed by 

Friedrich. When the two travelled together to the Harz Mountains in 1811, they visited their friend 

the painter Caroline Bardua. A year earlier, she had presented her Portrait of the Painter Caspar 

David Friedrich at the Dresden Art Exhibition with considerable success. 

Two paintings by the artist’s friend, the painter Georg Friedrich Kersting, created between 1811 and 

1812, portray Friedrich very differently. They show Friedrich in his studio, surrounded only by an 

easel, a chair and a table. All that hangs on the wall are drawing tools and palettes. The sparse 

furnishing of the studio underlines Friedrich’s artistic stance: The key to art is one’s own imaginative 

power and hence any distraction in the studio is to be dispensed with. In the Berlin version, only the 

back of the painting on the easel is visible. The Hamburg version allows viewers to see how the artist 

is painting a mountainous landscape with a waterfall over a sketch. 

Artistic Beginnings 

Caspar David Friedrich’s artistic talent made itself known early. His father, the soap-boiler and 

candlemaker Adolf Gottlieb Friedrich, supported his son. He sent him to Johann Gottfried Quistorp, 

who taught drawing and architecture at the university in Greifswald. In 1794, Friedrich commenced 

studies at the art academy in Copenhagen. Besides studying art in class, he familiarized himself with 

the surroundings of the Danish capital. Taking direction from the landscape paintings of his teacher 

Jens Juel and others, he captured his impressions of the natural world in watercolour, for example in 

Country House in a Broadleaf Forest In 1798, Friedrich returned to Greifswald, where he created 

several portraits of his family members in chalk. One of these was of the Neubrandenburg pastor 

Ernst Theodor Johann Brückner, the father-in-law of his brother Adolf. In the autumn of 1798, 

Friedrich settled in Dresden. His wanderings in the surrounding areas allowed him to undertake an 

immersive study of nature. He drew plants, trees, rock formations and ruins with great precision. In 

1801, Friedrich returned to Greifswald for more than a year. There, he created a series of 

emotionally laden, melancholic figure drawings. A short time later, he had his brother make 

woodcuts from them: Boy Sleeping on a Grave, Woman with a Raven at an Abyss and Seated Woman 

with a Spider’s Web. It remains unclear whether these woodcuts were intended for a publication. 

 



The Seasons Cycle of 1803 

Before Friedrich began to paint in oil, he drew landscapes using brown sepia ink. Constituting an 

early principal work is his first multipart cycle, which he completed in 1803 using this technique: The 

Seasons. The four images Spring, Summer, Autumn and Winter lend expression to the idea of change 

in nature and in human life, which was central in Friedrich’s thinking. 

Spring shows children at play in the morning. The picture Summer is lost. It depicted two lovers in an 

arbour in a sunlit river valley. In Autumn, the observer’s gaze is led across mountain slopes and up to 

towering peaks. In Winter it is night. The moon is behind a Gothic ruin, illuminating the sea. An old 

man sits by an open grave. 

The Seasons cycle was considered lost after the Second World War. Seventy years later, however, 

three of the four sheets were rediscovered. Summer is only known from a photograph. In 1826, 

Friedrich completed another Seasons cycle in sepia. It includes many references to his earlier work. 

Shores. Banks  

As a metaphor for the human journey through life, Friedrich’s seascapes, for example Woman on the 

Beach of Rügen, often show ships sailing their course. They depart from the shore or return home. 

But the artist also painted floundering, foundering, shipwreck. 

The town in which Friedrich was born, which would always be a place of longing for him, recurs in his 

pictures, visible as a distant silhouette on the horizon, for example in Meadows near Greifswald and 

in Greifswald in Moonlight. While wandering on the island of Rügen, the painter studied the chalk 

cliffs there. He returned to the island for his honeymoon in 1818, which moved him to create the 

important painting Chalk Cliffs on Rügen. It may be read as Friedrich’s reflection on present and 

future life, and as an expression of confidence. The Stages of Life, by contrast, which came almost 

two decades later, gives the impression of a retrospective view. The five figures at the shore embody 

different human ages. Perhaps the painter was depicting himself in the figure of the old man who 

faces away and holds a cane.  

Friedrich’s paintings feature not only the sea and its coasts, but also lakes and rivers with their banks. 

He painted, for example, the Ryck river near Greifswald and the Elbe river near Dresden in the bright 

sunlight, in the twilight, or engulfed in mist. 

Friedrich also depicted natural scenes that he himself never saw. One of his most impressive 

compositions is The Sea of Ice. Presumably he was inspired by William Edward Parry’s Arctic 

expedition of 1819–20 and by his own studies of ice floes on the Elbe. Reefs by the Seashore, created 

around the same time, shows a similar pyramidal formation, with an expanse of sea stretching out 

into the depth of space behind it. 

Shores. Banks  

Seascapes were of central importance to Caspar David Friedrich, who came from Greifswald on the 

Baltic Sea. No other subject was better suited to depicting boundless natural space. Vast skies and 

distant horizons extending endlessly over the sea allowed the painter to experience the limitlessness 

of time and space. 

In March of 1801, Friedrich set out from Dresden on a journey back to his home of Greifswald. 

Nearby, he found the Gothic ruin of Eldena Abbey, which would be an important subject in his 

oeuvre for years to come: In the painting Abbey among the Oaks, he depicted the ruin in an idealized 

form. It is depicted true to its actual state in the picture The Ruined Monastery of Eldena near 



Greifswald, with a bricked-up window and an attached hut. In both cases, he would have worked 

from studies he drew on site. 

From Greifswald, Friedrich travelled to the island of Rügen, which he traversed on foot several times. 

Here he created his first panoramic drawings of coastlines, lake shores and river banks. The shore 

foregrounded in the drawing View of the Baltic Coast of Rügen later featured in Friedrich’s famous 

painting Monk by the Sea. The early drawing of a river landscape with windmills, in which the Ryck 

river near Greifswald can be seen, was used by Friedrich two decades later for his painting Landscape 

with Windmills. 

Further, the town of Neubrandenburg on the bank of the Tollensesee, where his parents were born 

and where some of his siblings lived, became a recurring subject in Friedrich’s painting. One of his 

final paintings is the fictional, apocalyptic view of Neubrandenburg in Flames. 

Outlines of Figures 

Caspar David Friedrich depicted figures in many of his paintings. For the most part, they are seen 

sitting or standing in the landscape, motionless and melancholy, their backs to the viewer. Like 

numerous other artists, Friedrich had a supply of drawings of different figures which he would 

transfer when working on his paintings. 

It was long thought that Friedrich created these drawings by tracing them from his finished paintings 

– an assumption that turned out to be erroneous. Only the use of infrared reflectography, which can 

be used to reveal underdrawings in paintings, made it possible to clear up the error. Research on the 

Friedrich holdings of the Nationalgalerie has shown that the painter traced the outlines of his 

drawings onto the primed canvas using a stylus. This is attested to by traces left behind in the 

transfer process on the backs of some of these drawings. 

Friedrich used the contour drawing Standing Woman Facing Right for his painting Man and Woman 

Contemplating the Moon. Two drawings of two seated women and one seated man found their way 

into the compostion Moonrise Over the Sea. Friedrich made use of the upper body of the boy in his 

drawing Boy with a Pinwheel Seen from the Rear when painting The Stages of Life. 

Trees. Plants 

Friedrich’s paintings were based on his nature study drawings. The natural world provided him with 

many images which he then combined to form his own works in the studio. This is to say, he relied on 

a “stockpile of images” from which he could choose. 

Friedrich transferred his drawings, which were very detailed and true to nature, to his landscapes. 

Certain “portraits” of characteristic trees, such as the drawing Study of an Oak Tree, he used more 

than once. The oak tree at the focus of the painting The Solitary Tree is based on the drawing Old 

Oak Tree with Stork Nest. A clump of trees in the background of the painting has been traced to 

Sketch of Large Oaks.  

The artistic signature of the draughtsman Friedrich can be discerned in both the quick free-hand 

sketches and in the detailed, sometimes large-format pencil, pen and ink drawings. What is striking 

here is the special significance of certain subjects. The many sketched trees served as models for his 

paintings of native forests, gnarled oaks or evergreen fir trees. Sketches like his Plant Studies exhibit 

certain original artistic peculiarities, such as emphasized contours or pronounced flatness. 

Friedrich Discovers the Landscape around Copenhagen  

More than anything else, landscape painting was to become central in the artistic practice of Caspar 

David Friedrich. It was not taught as a subject at the Copenhagen Academy, however. Instead, 



emphasis was laid on drawing ancient sculpture and the human body. Friedrich’s artistic interests 

were broader, and so he found himself roaming the countryside near Copenhagen. He produced 

several watercolours in which he took orientation from the landscape paintings of his teacher Jens 

Juel while also building on his own impressions. In the watercolour Landscape with Pavilion, he made 

use of the gated wooden fence and the thatched cottage in Juel’s painting Landscape with Northern 

Lights. At the same time, he developed his own composition. Both motifs, the fence and the cottage, 

were to remain important to Friedrich and would recur several times in his paintings. 

Caspar David Friedrich’s Painting Technique 

Artistic Training 

To bring a pictorial idea or an artistic concept to life, it is essential to have mastered techniques, 

materials and methods. Thus, if one wants to understand artworks and the process of their creation, 

it is indispensable to investigate artistic techniques. Art historical research coupled with the 

technological study of artworks helps answer questions about attribution and dating, for example.  

A look at the circumstances under which an artist lived and developed is of central importance when 

evaluating research. Caspar David Friedrich’s artistic training plays a central role in this respect. His 

superb skill as a draftsman was founded in large part on the theoretical and practical lessons he 

received at the Copenhagen academy. His professors Nicolai Abildgaard, Jens Juel and Christian 

August Lorentzen were all important painters of the late eighteenth century. However, hardly any 

documentation from Friedrich’s time in Copenhagen exists that shows how he began making oil 

paintings. Hence it is possible that Friedrich only learned certain aspects of painting technique in 

theory, for example the choice of canvas and how to prime it or else the application of the three 

painting layers: underpainting, paint layer and glazes. 

From Idea to Painting 

Caspar David Friedrich’s Underdrawings  

Underdrawing is an important technique and stage in the painting process. The composition is 

marked on the prepared canvas using a pencil, pen or brush and provides orientation for the coming 

stages. Usually, the underdrawing is covered by the paint layer, but it can be made visible through 

infrared reflectography. Infrared reflectograms can show even the smallest details of an underdrawn 

composition. This is the case with Friedrich’s central works Monk by the Sea and Abbey among the 

Oaks, whose underdrawings are exceptionally precise and rich in detail. They reflect the in-depth 

drawing lessons Friedrich received in Greifswald and Copenhagen. 

Infrared reflectography has also made it possible to identify numerous compositional changes, so-

called pentimenti, in Friedrich’s work. Interestingly, the majority of these pentimenti consists in 

drawn elements that the painter ultimately omitted. Concealed in the painting Monk by the Sea are 

three ships as highly detailed underdrawings, which the artist did not realize in paint. This can be 

seen as an early example of Friedrich’s strategy of emptying, simplifying and focussing. 

Already as an art student, Friedrich worked with what was likely the most important textbook on 

drawing, Die durch Theorie erfundene Practic, by Johann Daniel Preissler. One of the few elements 

Friedrich ended up executing in paint in his work Monk by the Sea – the figure of the monk – comes 

from this book. For his part, Preissler had modelled his monk figure on a depiction of Paul the 

Apostle by Raphael. 

 

 



Caspar David Friedrich’s Paints 

Fine art paints consist of pigments and binders. While the current database does not allow conclusive 

statements to be made about the binders Friedrich used, the latest research tells us that it is safe to 

assume that Friedrich practiced pure oil painting.  

He used classic pigments that had been used for many centuries, such as yellow and red ochre, 

brown and green earth pigments, lead white and bone char. However, it is worth taking a closer look 

at the blue, green, and yellow pigments on Friedrich’s palette. 

At the beginning of his career as a painter, smalt – blue glass ground to a pigment – was Friedrich’s 

preferred blue. Smalt was primarily used in the seventeenth and eighteenth centuries. In Dresden, it 

continued to be sold until the end of the nineteenth century, however. Friedrich began to change his 

palette at the latest in the 1820s, preferring more modern pigments such as cobalt blue and chrome 

yellow. It is possible that this change in sensibility had something to do with the friendship that 

began in 1818 between Friedrich and the Norwegian painter Johan Christian Dahl, who likewise 

chose Dresden as his home. The two artists had much in common and were in close contact. 

Research thus far has shown that around 1818, Friedrich also engaged in a single experiment with 

the pigment Rinman’s green. Perhaps this innovation, too, was prompted by Dahl. But an important 

role might have been played here by Friedrich’s close friend, the doctor and painter Carl Gustav 

Carus. He had good connections with apothecaries, who at the time also traded in paints. It is 

possible that he helped Friedrich acquire rare pigments such as Rinman’s green.  

Versions. Copies. Losses 

The process of creating each work and the resulting singularity of each work were of central 

importance to Caspar David Friedrich. Nevertheless, he occasionally recreated his compositions to 

satisfy the wishes of patrons and earn a living. Comparisons have shown that Friedrich did not 

meticulously copy his own works, but rather created variations that were slightly different from one 

another. 

The three versions of Two Men Contemplating the Moon differ with respect to the distribution of 

light and several details in the landscape. Friedrich also changed the figures in Man and Woman 

Contemplating the Moon. Presumably he was depicting himself with his wife Caroline. 

Two paintings with sailing ships exhibit variation in format and mood created by light. The smaller 

painting is the first version. Friedrich also made several versions of Cross on the Baltic Sea. The 

noticeably smaller work in this series is likewise considered the first version. The artist was 

commissioned to paint the work by his friend the painter Louise Seidler. 

Not only Friedrich, but other artists recreated his works. Sometime after 1855, a copy of the painting 

Monastery Graveyard in Snow was made by an unknown hand. The original, held in the collection of 

the Nationalgalerie, was lost during the Second World War. There is also a surviving copy of 

Friedrich’s painting High Mountains the original of which was likewise lost to the Nationalgalerie 

during the war. 

Mountains 

Caspar David Friedrich undertook many outings in nature, sometimes accompanied by friends like 

the painter Georg Friedrich Kersting or the sculptor Gottlob Christian Kühn. When he was outdoors, 

Friedrich captured his impressions in numerous drawings. He sketched the ridges of distant mountain 

ranges just as he produced close-up studies of rocks and shrubbery. In his studio, he later created not 



only oil paintings but elaborate sepia drawings as well. Precisely crafted and rich in detail, they are 

works in their own right. 

The sepia drawing Cross in the Mountains is considered preliminary to the painting of the same 

name, which is also called the Tetschen Altar. He showed this composition to the public in his studio 

on Christmas Day of 1808, which resulted in the notorious Ramdohr controversy. Friedrich’s 

depiction of the divine in nature was considered bizarre. He had turned a landscape into an 

altarpiece in which Christ on the cross is barely visible. Amidst the severe criticism he received for 

this, befriended artists and scholars came to his defence. After the dispute, Friedrich was given the 

moniker of a “Romantic”. The Tetschen Altar would prove to be a striking example of new 

approaches in art. 

Mountains. Ravines. Forest 

For Caspar David Friedrich, everything about mountains was utterly entrancing. He went hiking in 

Saxon Switzerland, the Harz Mountains, the Giant Mountains and the Bohemian Mountains. There, 

immersed in the natural world, he drew with utmost precision. Back in his studio, he created new 

landscapes by combining his nature study drawings. 

Friedrich’s mountain landscapes convey the grandeur of nature. Some works feature a cross on a 

summit, a sign of the divine. In many other depictions of mountains, the painter dispenses with 

religious symbolism. In The Watzmann, for example, the immensity of nature is expressed by the 

towering mountain with its glaciers, a symbol of divine majesty. 

Above the Bohemian Mountains and Giant Mountains, which stretch all the way to the horizon, 

morning and evening skies extend upward and outward in exquisitely delicate gradations of colour. 

With great subtlety, Friedrich captured the mist that envelops rocks or rises from valleys. 

In the midst of the Napoleonic Wars the painter expressed his patriotic stance in more than one 

painting. Rocky Valley, for instance, features the tomb of Arminius, who was revered as a champion 

of German freedom. 

Another theme in Friedrich’s oeuvre is the forest as a symbol of belonging, its evergreen trees 

expressing hope and consolation. The view from within the forest is particularly spellbinding, with no 

visible horizon and the magical light from the sun or the moon filtering through. 
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Another theme in Friedrich’s oeuvre is the forest as a symbol of belonging, its evergreen trees 

expressing hope and consolation. The view from within the forest is particularly spellbinding, with no 

visible horizon and the magical light from the sun or the moon filtering through. 

Hiroyuki Masuyama 

Light Boxes after Caspar David Friedrich  

Light is of great importance in the art of Caspar David Friedrich. It represents change by showing the 

transitions during the day and from season to season, or else it conveys a special atmosphere. 

Hiroyuki Masuyama (b. 1968) also works closely with light: His photomontages are illuminated from 

behind, making them glow.  

In his work, Masuyama recreates paintings by Friedrich. To do so, he travels to places where the 

painter once was. He builds his photomontages from several hundred photographs and presents 

them in light boxes. Through their wealth of detail and their luminosity, they attract the eye in a 

singular manner. In several of the illuminated images, the people depicted wear contemporary 

clothing, thus shifting the scenes into our present day. 

Though Masuyama uses light boxes when working with other pictorial themes as well, they seem 

especially appropriate for his works after Friedrich because Friedrich likewise experimented with 

backlit paintings. Like Masuyama after him, Friedrich sought to enable a more intense experience of 

art using directed light.  

Masuyama has stated that he sees in Friedrich’s paintings the possibility of reflecting his own inner 

thoughts and emotions. This attests to the enduring resonance of Friedrich today, both artistically 

and at a personal level. With his work, Masuyama champions Friedrich’s art. Light with its sensual 

power unites the two artists.  

 


