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FORORD

Utstillningen Siri Derkert — modernist och modetecknare initierades av
Centrum for Textilforskning och har vixt fram som ett samarbete
mellan Institutionen Textilhégskolan vid Hogskolan i Boras, Bords
Konstmuseum och Textilmuseet. Den utgdr frin en magisteruppsats
i konstvetenskap av Maria Carlgren dir hon behandlar Siri Derkerts
verksamhet som modeskapare. Projektet har omfattat att visa Siri
Derkerts modeteckningar frin 1917-1921, tolka, analysera och sy upp
ett antal av dessa och presentera dem mot bakgrund av hennes samti-
da méleri. Med utstillningen vill vi visa pd de unika méjligheter och
resurser som finns i landets textilregion och att samverkan mellan
forskning och formedling kan na en bred publik och stimulera till
upplevelser och diskussion.

I ett samarbete mellan de tre institutionerna i Bords sitter vi in Siri
Derkerts nyskapande virld i 2000-talets perspektiv. Design, mode,
textil, fotografi och film kopplas i vdr tid allt nirmare samman med
konsten. Nir Siri Derkert f6r snart hundra ar sedan kom att arbeta
med tankar kring mode och klider, blev hon i Sverige en foregangare
genom att liksom de avantgardiska konstnirerna i den internationel-
la modernismen »betrakta klider bide som estetiska objekt och ror-
liga bilder«. Om detta har Maria Carlgren skrivit i katalogen utifrdn
sin uppsats, som publicerades 1999. Siri Derkerts verksamhet som
modetecknare blev vid tiden inte uppskattad som en del av hennes
modernism, och 4dnda fram till idag har konsthistorien antingen
ignorerat den eller beskrivit den som en verksamhet vid sidan av det
egentliga konstnirskapet.

Annika Ohrner, som ir konstvetare och specialiserad pa Siri Derkerts
omfattande konstnirskap, har varit den som stillt samman de samti-
da konstverk av Siri Derkert som visas i utstillningen och hon ir

Preface

The exhibition Siri Derkert — Modernist and Fashion
Designer was initiated by the Textiles Research Centre, and
has been developed in co-operation between the School of
Textiles in Boras, Boras Museum of Modern Art and the
Museum of Textiles. It has its basis in an MA dissertation at
Lund University by Maria Carlgren, in which she studies Siri
Derkert's work as a fashion designer. The project has
consisted in showing Siri Derkert's fashion drawings from
the period 1917-1921, interpreting, analysing and realising
anumber of them, and to present them against the backdrop
of her contemporary painting. With this exhibition we want to
point to the unique possibilities and resources that are found
in Sweden'’s textile industry region, and which may, through a
co-operation between academia and mediating institutions,
reach the public at large and give a stimulus to new experi-
ences and discussions.

With the collaboration between the three institutions in
Boras, we place Siri Derkert's creative world in a 21st-centu-
ry perspective. Design, fashion, textile, photography and film
are more and more closely associated with art. Aimost a cen-
tury ago, when Siri Derkert started to reflect about fashion
and clothing, she became a forerunner in Sweden by “vie-
wing clothes as both aesthetic objects and moving pictures,’
like modernism’s international avant-garde artists did. Maria
Carlgren writes about this subject in the catalogue. Siri
Derkert's work in fashion drawing was not appreciated as
part of her modernism at the time, and until today art histo-
ries have either disregarded it or viewed it as something
apart from her proper art works.

Annika Ohrner, who is an art historian and has specialised
on Siri Derkert's extensive work, has put together the con-
temporary works of art by Siri that are shown in the exhibi-
tion, and she has also edited the exhibition catalogue. It is
both a matter of showing her work from 1915-1916 in the
cubist tradition, which she pioneered in Sweden, other pictu-
res, especially the Danish landscapes from 1918 and 1919,
and the fashion drawings, and thereby to display the breadth
of Siri Derkert's modernism. Annika Ohrner deals with this
issue in her article in the catalogue.



The clothes that are shown in the exhibition have been
produced in an artistic working process at the School of
Textiles, which included interpretation, the pattern design
and needlework, and was led by the assistant lecturer
Gunnel Larsson, in consultation with professor Ulla Eson
Bodin. A special problem in the remakes has been getting
hold of the right qualities of fabric. Since the clothes are only
drawn from the front, creative imagination and studies of the
literature has had to follow Siri Derkert’s hand around the
hips and shoulders to the bands and elegant pleats in the
back. The interesting process of interpretation is described
in a section in the catalogue.

It is probably no coincidence that this project started in
Boras. Birgittaskolan, for which most of the fashion drawings
were made, was located in Stockholm but had a branch in
Gothenburg, the big neighbouring city to the west of Boras.
There is a long tradition of textiles in Boras, both in the indus-
try and now also in advanced design education. There is also
a large and unique Museum of Textiles with large collections.
Modernism and contemporary art have established positions
at Bords Museum of Modern Art.

We want to take the opportunity to thank Moderna
Museet in Stockholm, the Norrképing Museum of Art, and
Haélsingland’s Museum in Hudiksvall, as well as the private
owners for their generous loans to the exhibition. We are
also glad to have this opportunity to work with the Milles
Museum and the Norrkdéping Museum of Art where the exhi-
bition will presently be shown.

We had wished to have Siri Derkert walking through town
with one of her exciting hats, dressed in one of the design
conscious creations she often wore. She would have looked
around with her sharp eyes along the facades in the streets,
and been seen by the inhabitants in Boras as the moving
work of art that she was in all her person.

Boras, September 2001

Rolf Danielsson  Larsh Eriksson Elisabet Haglund

director director of studies director
Museum of Textiles School of Textiles Boras Art Museum
University College of Borés

iven redaktor for utstillningens katalog. Det handlar bdde om att
visa hennes verk frin 1915-1916 i den kubistiska traditionen, dir hon
var banbrytare i Sverige, och att genom andra bilder, i synnerhet de
danska landskapen frin 1918-1919 och modeteckningarna, visa
bredden i Siri Derkerts modernism. Annika Ohrner behandlar detta i
sin artikel i katalogen.

I ett konstnirligt utvecklingsarbete vid Institutionen Textilhog-
skolan som omfattat interpretation, monsterkonstruktion och som-
nad och letts av universitetsadjunkt Gunnel Larsson i samrad med
professor Ulla Eson Bodin, har man utifrin Siri Derkerts material
skapat de klddesplagg som visas i utstillningen. Ett speciellt problem
vid nyskapandet har varit att 3 tag i de tygkvalitéer som erfordrats.
Eftersom kliderna endast finns tecknade framifran har man genom
den skapande fantasin och litteraturstudier fitt forsoka folja Siri
Derkerts teckningslinjer ocksa runt hofter och axlar till ryggens skir-
ningar och sirliga veck. Den intressanta tolkningsprocessen har
beskrivits i ett avsnitt i katalogen.

Det ir nog ingen slump att det just ir i Bors som detta projekt start-
ar. Birgittaskolan, som de flesta modeteckningarna ir skapade for,
lig i Stockholm men hade ett systerforetag i Goteborg, Bords stora
grannstad. I Bords finns en ling textil tradition med bade industri
och nu avancerad designutbildning. Hir finns ocks3 ett stort och
unikt textilmuseum med omfattande samlingar. Modernismen och
den samtida konsten har ett starke fiste pi Boris Konstmuseum.

Vi vill passa pa att tacka Moderna Museet, Norrképings Konst-
museum, Hilsinglands Museum liksom inte minst de privata dgarna
av konstverk for deras generosa utlan till utstillningen. Vi dr ocksa
mycket glada over att fi samarbeta med Millesgirden och
Norrkopings Konstmuseum, som kommer att visa utstillningen
inom kort.



Siri Derkert — modernist och modetecknare

Siri Derkert — Modernist and Fashion Designer

Maria Carlgren



Siri Derkert: Modeteckning/Fashion plate,
katnr11.




IR1 DERKERT (1888-1973) skapade under slutet av 1910-talet
och borjan av 1920-talet scenkostymer, modeteckningar till
kladkollektioner och modeillustrationer.! Under sin vistelse
i Paris 1913-1914 kom hon bade i direkt och indirekt kontakt med
konstnirer som arbetade estetiskt med klider. Hon hade den
finlindske konstniren Valle Rosenberg (1891-1919) att dela sitt
intresse for klider med och hon gick pd den ryska konstniren Marie
Vassillieffs konstskola, som var en motesplats for samtidens avant-
gardekonstnirer och poeter sdsom Guillaume Apollinaire, Blaise
Cendrars, Amadeo Modigliani, Pablo Picasso samt Sonia Delaunay
och Robert Delaunay.2 De ir kinda som mélare eller poeter, men de
kan alla pd ett eller annat sitt ocksd kopplas till kldder och klidska-
pande. Vassillieff sjilv skapade till exempel klider till den Svenska
baletten pa 1920-talet och Picasso till den Ryska baletten pd 1910-
talet.3 Modiglianis fru Jeannes Hébuterne var konstnir och klid-
skapare och Robert Delaunay ritade modeteckningar till Vogue.*
Som klidskapare dr Sonia Delaunay emellertid den mest namn-
kunniga. Hennes kubistiskt inspirerade och firgintensiva klader
vickte stor uppmirksamhet i Paris konstnirskretsar under 1910-
talet. Kliderna skapade hon utifrin simultanismen, en teori om
rorelsen och det dynamiska samspelet mellan firg och form som hon
och hennes man Robert Delaunay arbetade fram. Sonia Delaunays
klider prisades och bars av Cendrars och Apollinaire, liksom av
dadaisterna som skrev dikter till dem. De fick ocksa direkt paverkan
pa de kostymer som futuristerna skapade.S
At Siri Derkert bide var kubist och klddskapare ir siledes ingen
slump. For den tidiga 19o0o-talsmodernismens avantgardekonstnirer
var klidedrikten betydelsefull bide som ett estetiskt objekt och som
uttryck fér den konstnirliga individualiteten. Det pulserande
moderna livet uttrycktes i konsten genom modernismens gestaltning
av tiden, rorelsen och rummet - inte minst i de moderna kliderna
som rorde sig i takt med det moderna livet. Genom klidderna trans-
formerades det modernistiska méleriet till skulpturer och till rorliga
bilder.s
Siri Derkerts insatser som klidskapare ska ses som ett led i
modernismens strivan efter ett utvidgat och grinséverskridande

and the beginning of the 1920s,
Siri Derkert (1888-1973) designed costumes, fashion col-
lections and fashion plates.? During her visit to Paris
1913-1914, she got in both direct and indirect contact with
artists who were working aesthetically with fashion design.
She was accompanied by the Finnish artist Valle Rosenberg
(1891-1919), with whom she shared her interest in clothes,
and she attended the Russian artist Marie Vassillieff's art
school, which was a meeting place for contemporary avant-
garde artists and poets such as Apollinaire, Blaise Cendrars,
Amadeo Modigliani, Pablo Picasso, and Sonia and Robert
Delaunay.2 They are all known as painters and poets, but can
in one way or another also be connected to fashion and cos-
tume design. For example, Vassillieff herself made the costu-
mes for the Swedish Ballet in the 1920s, and Picasso for the
Russian Ballet in the 1910s.3 Modigliani’s wife, Jeannes
Hébuterne, was an artist and fashion designer, and Robert
Delaunay made fashion plates for the Vogue.4

Siri Derkert:

L Modeteckning/

Fashion plate,
1 katnr 26.



As a fashion designer, however, Sonia Delaunay is the
most renowned. Her cubist and richly coloured clothes
attracted a lot of attention in Parisian art circles in the 1910s.
She used Simultaneism as the basis for her designs, a theory
of movement and the dynamic interplay between colour and
form that she and her husband, Robert Delaunay, developed.
Sonia Delaunay’s clothes were praised and worn by
Cendrars and Apollinaire, as well as the Dadaists, who wrote
poems to them. They also directly influenced the clothes that
the Futurists designed.5

It is thus no coincidence that Siri Derkert was both a
cubist and a fashion designer. For the avant-garde artists of
early 20th-century modernism, dress was important both as
an aesthetic object and as a way of expressing artistic indi-
viduality. The beat of modern life was expressed in art
through modernism’s representation of time, movement, and
space — not the least in modern clothing that was fully con-
versant with the times. Through clothing, modernist painting
was transformed into sculpture and moving pictures.6

Siri Derkert’s work as a fashion designer should be
regarded as being part of modernism’s effort to extend and
transgress the concept of art and the art field, and as an
expression of avant-garde aesthetics.”

As a modernist aesthetic object, dress can be made visi-
ble in a gender-theoretical perspective that criticises the
view of modern art as a limited and fixed number of artistic
expressions in a linear and chronological sequence, where
the isms are isolated islands that follow one another like
beads on a string. Such a selective and hierarchical perspec-
tive marginalises many modernist utterances. In addition to a
hierarchical notion of art, one of the characteristics of moder-
nism is its aspiration to reconsider the limits of art and break
with established norms. In the first decades of the 20th cen-
tury, many avant-garde artists worked transgressively with
both form and material.8 This is where we find clothing as an
artistic means of expression, for example in Cubism and
Futurism, or in art groups such as De Stijl and Bauhaus. They
did not restrict themselves to pure art, I'art pour I'art — art for
art’s sake. Art had a practical function in the surrounding
world and was to remould modern reality, the cities, houses,
clothes and everyday articles.®

konstbegrepp samt som ett uttryck fér den avantgardistiska este-
tiken.”

Klidedrikten som ett modernistiskt estetiskt objekt kan synlig-
goras genom ett genusteoretiskt forhillningssite som kritiserar upp-
fattningen om den moderna konsten som ett begrinsat och fastlagt
antal konstnirliga uttryck i en linjir och kronologisk sekvens, dir
ismerna betraktas som isolerade 6ar foljande pd varandra i ett pirl-
band. Ett sidant selektivt och hierarkiskt synsitt marginaliserar en
stor del av modernismens uttryck. Samtidigt med ett vil férankrat
hierarkiskt konstbegrepp dr strivan att stindigt omprova sjilva
konstbegreppets grinser och att bryta mot etablerade normer en av
modernismens visentliga kinnetecken. Minga av avantgardets
konstnirer verkade grinsoverskridande i bdde form och material
under 1900-talets forsta drtionden.® Det dr hir vi finner klddedrik-
ten som ett konstnirligt uttryck, hos exempelvis kubister, futurister
eller grupper som De Stijl och Bauhaus. De nojde sig inte med den
rena konsten, »art pour 'art« - konsten for konstens egen skull.
Konsten skulle foras ut till praktiska uppgifter i den omgivande verk-
ligheten och anvindas fér att i grunden stopa om den moderna méin-
niskans verklighet, hennes stider, hus, klider och bruksféremal.?

Jimsides och inflitat med avantgardekonstnirernas intresse att
skapa klidder som rorliga bilder, levde idén om (den manlige) konst-
nirsbohemen med dess sirskilda klidkoder, som strivade efter att
vara si olik borgaren som mojligt, men som ofta blev en spegelbild.
Guillaume Apollinaire bar till exempel ofta en pappskjorta med en
slips ditmélad med tusch och Max Jacob en blindvit frackskjorta och
aftondrikt — men bara pa dagen.10

Siri Derkerts forhillande till sina klidder ir ett belysande exempel
pé avantgardekonstnirernas intresse fér, men ocksi motsigelsefulla
relation till kldder. Siri Derkert uppmirksammades under 1960-talet
for sin speciella klidstil och kliderna hon da for det mesta bar; svarta



liderbyxor, girna skjortan bak och fram och svart basker, knot tyd-
ligt an till avantgardets klidkoder under 1910- och 20-talen.

Klider skall vara strama, siger Siri Derkert som ir iférd sina
byxor, sin blus, grd jacka och glaségonen i snodd kring halsen,
bandrosett vid hogtidligare tillfillen och har annat att tinka pa.
[...] Blusar ja. Sara [Lidman] siger att jag borde skaffa tio till.
Dom ir bra som jag har och véndbara. Tva dar pi ena sidan, tva
dar pa den andra. Tre om ingen tjatar... Byxorna var det brak
om. Jag sa till skriddaren flera ginger att dom skulle vara herr-
byxor. Sen fattade han det. Nu dr dom bra!11

Siri Derkert i sin ateljé pdLidingd 1968, till vinster konstvetaren Anna-Lena Lindberg /Siri
Derkert in her studio on Lidingd 1968, to her left, the art historian Anna-Lena Lindberg.

Siri Derkert ville gidrna framhalla att klider var henne likgiltige -
eftersom hon anvinde samma skjorta dag efter dag. Samrtidigt
illustrerar citatet att hon var pataglig klidmedveten: hon pekade pd
de stora problem hon hade haft for att fa skriddaren att sy byxorna
precis si som hon ville ha dem, som herrbyxor.

Attributen ger tydliga kopplingar till den manlige bohemens
utstyrsel och understryker hur den manliga kostymen kom att bli ett

Clothes as objects of individuality

Alongside, and intertwined with, the avant-garde artists’
interest in designing clothes as moving pictures, there was a
notion of the (male) bohemian artist with a special dress
code, who wanted to differ as much as possible from the
bourgeois, but who often became a mirror image of what he
wanted to reject. Guillaume Apollinaire wore a paper shirt
with a drawn ink tie, and Max Jacob a dazzlingly white dress
shirt and evening dress — but only in the day.10

Siri Derkert's attitude to clothes is an illustrative example
of the avant-garde artists’ interest in, but also ambivalent
relation to, clothes. Sire Derkert attracted attention for her
special style and the clothes she wore: the black leather
trousers, often with the shirt the wrong way round, and a
black beret obviously linked up with the dress codes in the
avant-garde of the 1910s and the 1920s.

"Clothes should be strict,” Siri Derkert says. She wears
trousers, a grey jacket and spectacles in a string around
the neck, with a favour on formal occasions, and has other
things on her mind. [...] “Blouses, yes. Sara [Lidman —
Swedish writer] says that | should get ten more. The ones
I've got are good and reversible. Two days on one side,
two more on the other. Three if no one nags me ... There
was a row about the trousers. | repeatedly told the tailor
that they were to be men’s trousers. Now they’re all
right!”11

Siri Derkert liked to stress that clothing was all the same to
her — since she wore the same shirt day after day. At the
same time, the quote shows how obviously clothes-
conscious she was: she points to the problems she has had
in getting the tailor to make the trousers just the way she
wanted them, as men’s trousers.

The attributes connect with the male bohemian outfit and
emphasise the way men’s suits became signs of emancipa-
tion and modernity for women artists in the 1910s and
1920s. Through men’s suits women artists could manifest
their wish to free themselves in face of the prescribed role of
bourgeois women. To be an artist and free meant being a
bohemian — that is, a man.

There are also examples from the 1910s of how Siri
Derkert dressed. In a letter from 1916 there are a few fashion
drawings from Valle Rosenberg to Siri Derkert, a dress, a
raincoat, and a suit, which he sent from Italy and wanted her



Valle Rosenberg: Kostym till Siri Derkert, och fotografi av
Siri Derkert iférd den uppsydda kostymen, 1916/Dress suit for
Siri Derkert, and Siri Derkert in the finished suit, 1916, kat nr 58

uttryck fér emancipation och modernitet fér de kvinnliga konstni-
rerna under 1910 och 1920-talen. Genom den manliga kostymen
tydliggjorde de kvinnliga konstnirerna en 6nskan att frigora sig
visavi den borgerliga kvinnorollen. Att vara konstnir och fri betydde
att vara bohem, alltsd man.

Ocksa frin 1910-talet finns det exempel pa hur Siri Derkert klid-
de sig. I brev frin 1916 dterfinns modeteckningar av Valle Rosenberg
till Siri Derkert, en klinning, en regnkappa och en kostym, som han
sinde till henne frin Italien och 6nskade att hon skulle sy upp. Detta
kunde han ge henne oberoende av sin knapra ekonomiska situation
och det stora avstandet till trots.

Har Du din nya kostym firdig dn? och klddningen av bomullstyg!
Skicka mig fotografier nir dom ir firdiga — gér! ir Du riktigt rik-
tigt snill! Hjartat mitt [...] 12

En drike, eller kostym som Rosenberg benimnde den, har en hoft-
ling kavaj till en ankellang vid kjol med maskulina attribut i kavajen.
Att kostymen verkligen syddes upp visar ett fotografi med Siri
Derkert iford den. Aven om kostymen fran 1916 inte ir si radikal
som skinnbyxorna som hon bar pd 1960-talet sa visar kostymen pa
det maskulina inflytande som fanns i den kvinnliga drikten under
1910-talet.

Scenkostymer till en dansforestallning pa Intiman

Siri Derkert var férmodligen den férsta svenska modernisten att
arbeta med klider som konstnirlig uttrycksform. Redan 1917
genomférde hon med konstniren Anna Petrus, Mirta Kuylenstierna
och sin syster Sonja Derkert en avantgardistisk dansforestillning pa
Intiman i Stockholm. Inspirerade av den Ryska baletten lit de dans,
musik, dekor och kostym bilda ett allkonstverk. Scenkostymerna
uppmirksammades sirskilt och fick fin kritik i recensionerna i
Stockholmstidningarna dagen efter forsta forestillningen.



»1. Froken Marta Kuylenstierna. 2. Fru Anna Petrus. 3. Froknarna Derkert. Dess nya utofvar-
innor af den estetiska danskonsten ha i dagarna visat sin eminenta talang genom upptridande
4 Intima teatern hirstides. « Ur Idun, 13 maj 1917/“1. Miss Marta Kuylenstierna. 2. Mrs Anna
Petrus. 3. The Misses Derkerts. These new performers of the aesthetic dance recently showed their eminent
talents at Intiman.” From Idun May 13, 1917.

[...]en komplimang for utsokta firger och fortriftlige kompone-
rade drikter, komponerade av de unga konstnirinnorna sjilva
och utférda av Birgittaskolan.13

Nagra uppsydda bevarade drikter ir inte kinda, men i recensioner i
dags- och veckotidningar finns fotografier pé ca 10 olika scenkosty-
mer frin dansforestillningen.14

Kostymerna stod till storsta delen Siri Derkert for. Men dven
Valle Rosenberg var involverad i arbetet, trots att han befann sig i
Italien.1s Hans bidrag var formodligen Pierrotdrikter, som Siri
Derkert och hennes syster Sonja Derkert bar i dansnumret »Pierrot
och Piérret« till ett musikstycke av Peter Tjajkovskij.

Flera av drikterna som Siri Derkert skapade ir orientaliskt inspi-
rerade, utforda i svepande tunna tyger och rikligt dekorerade med
pirlor och pirlband. T dansnumret » Khadras dans« bars en vit drikt
med roda korallkedjor och bla pastelltoner i dekorationerna som gav
en »omedelbar stimning af haf och sol«.16 Dir fanns dven egyptiskt
inspirerade drikter i klara firger och med tydliga linjer. Att den
Ryska baletten var tidens stora inspirationskilla forstds i drikterna
till Intiman. Men dven det puristiska och stiliserade fanns foretritt
av en sniv klarbl3 klinning till réda skor med 10 cm hoga klackar

to have made. This he was able to give to her in spite of his
being badly off and far away.

Is your new suit finished yet? and the cotton dress! Send
photographs to me when they are finished — do! that
would be really, really good of you! My dear [...]12

The suit that Rosenberg talks about has a jacket with mas-
culine attributes that reaches the hip and an ankle-length
skirt. That Siri Derkert had the suit made can be seen in a
photograph where she wears it. Although the suit of 1916 is
not as radical as the leather trousers she wore in the 1960s,
it shows a masculine trait that could be found in women’s
clothing in the 1910s.

Costumes for a dance show at Intiman

Siri Derkert was probably the first Swedish modernist to
work with clothes as an artistic means of expression. As early
as 1917, she produced an avant-garde dance show at
Intiman, a theatre in Stockholm, together with her sister
Sonja Derkert, the artist Anna Petrus, and Marta Kuylen-
stierna. With inspiration from the Russian Ballet, they com-
bined dance, music, scenery, and costume into a Gesamt-
kunstwerk. The costumes were specifically singled out for
praise and received good reviews in the Stockholm papers
the day after the premiere.

... acompliment on the choice colours and the splendidly
designed costumes, created by the three young artists
themselves and made at Birgittaskolan.13

None of the finished costumes are known to have survived,
but the reviews in the daily and weekly press are illustrated
by photographs of about ten different costumes from the
show.14

Siri Derkert designed most of the costumes, but Valle
Rosenberg was also involved in the work despite the fact
that he was in Italy.15 He probably contributed with the
Pierrot costumes that Siri Derkert and her sister Sonja
Derkert wore in the act “Pierrot and Piérret” to a piece of
music by Tchaikovsky.

Several of Siri Derkert’s costumes show an oriental influ-
ence, made in flimsy materials and richly decorated with
beads and pearls. In the dance act “Khadra’s Dance” there



Siri Derkert iférd scenkostym, i samband med dansforestill-
ningen pa Intiman 1917/in a costume at the show at Intiman 1917.
Foto: Almberg & Preinitz.

was a white dress with red coral chains and blue pastel
decorations that produced an “immediate sense of sun and
sea’lé There were also costumes with Egyptian traits,
having bright colours and clear lines. One realises that the
Russian Ballet was the great source of inspiration at the time
when one looks at the costumes for the Intiman show. But
there were also purist and stylised elements in a narrow,
bright blue dress and red shoes with ten centimetre high
heels that Siri Derkert wore in one number.17 Siri Derkert
was in the midst of modernist aesthetics and the Intiman
show is a clear example of how modernism did not just inclu-
de the concrete and the abstract but also oriental influ-
ences.18

The idea of a Gesamtkunstwerk was characteristic of
those days. In Berlin in 1916, the Swede Nell Walden and
her husband Herwarth Walden started the Kunstschule der

som Siri Derkert bar i ett dansnummer.17 Siri Derkert befann sig
mitt i den modernistiska estetiken och dansférestillningen pa
Intiman ir ett tydligt exempel som visar att modernismen inte bara
inbegrep det konkreta och det abstrakta utan ocksd ett orientaliskt
inflytande.18

Allkonstverket 1ag i tiden. I Berlin hade svenska Nell Walden och
hennes man Herwarth Walden 1916 startat Kunstschule der Sturm,
dir alla konstarter fanns under samma tak for att de skulle befrukta
varandra.!® Det ir samtidigt som Dada-grupperna gor liknande
framtridanden i Ziirich och Berlin.2® Den mest kinda féretridaren
for allkonstverket var den Ryska baletten som mycket vil kan ha
inspirerat Siri Derkert. Det visar inte minst de orientaliskt inspirera-
de scenkostymerna. Men Siri Derkert och hennes kollegor var vil
insatta i allkonstverkets id¢, dir dans, drama, dekor och kostymer
utgjorde olika men likvirdiga delar i konstverket. De provade att
omsitta den modernistiska estetiken i plastisk dans.

For dem ir denna stundande uppvisning detsamma som en
konstutstillning. - Vi vilja ha dansen som ett konstverk, som
man kan njuta af, och likvil som vi séka ge uttryck 4t nigonting i
mélning eller skulptur vilja vi soka gora det i dans. [...] Men vi
har tagit dansen p& samma sitt som den moderna konsten tar
maéleriet. [ ...] vi exponera skisser.2!

Danssoarén pa Intiman fick ingen uppféljare. Aven om scenkosty-
merna fick positiva omdémen, stillde sig mdnga oférstiende till
utforandet. I Sverige var tiden férmodligen inte mogen fér denna
konstart. Danssoarén pa Intiman verkar ha varit ett av de forsta sven-
ska exemplen dir modernismen gestaltades pd scenen. 1921 riknas
som det 4r som modernismen fick sitt genombrott pa den sceniska
gestaltningens omride. Det skedde med uppsittningen Simson och
Delila dir Isaac Griinewald stod for dekor och kostym.22



Siri Derkert:
Modeteckning/Fashion
; | plate, kat nr 16.

Scenkostymerna till danssoarén syddes upp av Birgittaskolan och det
var sannolikt i samband med den som kontakten mellan Siri Derkert
och Birgittaskolans modedirektris Elisabeth Glantzberg (1873-1951)
knots.23 Mellan &r 1917 och 1921 skapade Siri Derkert klader for tvd
kollektioner per ar till Birgittaskolan. Genom att engagera en konst-
nir hade Elisabeth Glantzberg ambitionen att inritta ett svenskt
modehus, som skulle presentera sin version av det senaste modet
som en motpol till de annars férhirskande franska modehusen.

Sturm, where all genres were found under the same roof so
as to inspire one another.19 In the same period, Dada groups
did similar productions in Zurich and Berlin.20 The best-
known representative of the Gesamtkunstwerk was the
Russian Ballet, which might well have inspired Siri Derkert,
to which not the least the oriental influences in the costumes
bear witness. But Siri Derkert and her colleagues were well-
informed about the Gesamtkunswerk, where dance, drama,
décor, and costumes were different but equal parts in the
work of art. They tried to transform the modernist aesthetic
into plastic dance.

For them, this coming performance is equivalent to an art
exhibition. — We want the dance to be a work of art, which
can be enjoyed, and just as we would want to express
something in a painting or sculpture, we want to do it in
the form of dance. [...] But we have appropriated dance
just as modern art has appropriated painting. [...] we
show sketches.2t

There was no sequel to the show at Intiman. Although the
comments on the costumes were positive, the performance
was met with a lack of understanding. Sweden was probably
not ready for this form of art. The dance show at Intiman
seems to have been the first instance when modernism was
presented on the stage. Otherwise, 1921 is regarded as the
year when modernism had its breakthrough in scene design
in Sweden, with Isaac Griinewald's décor and costume for a
production of Samson and Delilah.22

The fashion collections for Birgittaskolan

The costumes for the dance were made at Birgittaskolan, a
school for training dressmakers, and it was probably in this
context that Siri Derkert first got in contact with Elisabeth
Glantzberg (1873-1951), the fashion director at the
school.23 Between 1917 and 1921 Siri Derkert made two
collections per year for Birgittaskolan. By tying an artist to
the school, Elisabeth Glantzberg wanted to establish a
Swedish fashion house that was to present its versions of
the latest fashion, as a counterbalance to the otherwise
dominant French fashion houses.

Birgittaskolan makes a point of producing genuinely
Swedish clothes, while still keeping abreast with the



changing fashions on the continent. And this bold ambi-
tion no longer seems impracticable. People in foreign
countries are said to have shown an extraordinary interest
in the designs from Birgittaskolan, which is explained by
their distinctive character. Among the ladies who have
taken up design work, the young painter Miss Siri Derkert
deserves notice. And when her bright ideas are carried
out by the skilfulness and true Swedish conscientious-
ness of the women workers at Birgittaskolan — then the
result is certain to be good!24

With its ambitions and the engagement of Siri Derkert as an
artist, Birgittaskolan might well have been Sweden'’s first
fashion house. Obviously, many dressmakers had work-
shops in Stockholm at the time, but they did not make new
forms and designs, and cannot be defined as fashion hous-
es. Augusta Lundin (1840-1919) started her shop in the
1870s and until World War | it was a centre for Parisian
fashion in Sweden. She supplied Swedes with the latest
Parisian fashion, down to the smallest detail. But she never
designed models of her own. She even used to censure
women who ordered dresses that departed from the latest
fad.25 Another renowned studio was Marthaskolan, which
opened in Stockholm in 1927. Just as Birgittaskolan it was
both a school for training dressmakers and a bespoke tailor’s
where the students worked as dressmakers. In addition
there was the French Studio, a division of the school where
employed dressmakers worked and made clothes according
to original patterns from the French fashion houses. So, the
French Studio did not make its own designs.26

None of Siri Derkert’s clothes from Birgittaskolan survive.
However, there are representations of the clothes, in Siri
Derkert’s some thirty fashion plates and the ten photographs
from reviews of the fashion shows at the school in 1918 and
1920.27 Through Siri Derkert, Valle Rosenberg also de-
signed clothes for Birgittaskolan. There are three known
fashion plates that are probably by his hand.

Siri Derkert’s fashion plates display clear similarities with
her paintings from the 1910s and with the modernist idiom,
just as the influence of modernism can be seen in the fashion
of the 1910s and 1920s. Like modernism, the fashion in-
cluded the concrete, the abstract, folklore, oriental traits and
classicism. The Russian Ballet had had a strong influence on
the fashion before and just after World War |, and cubist and
futurist aesthetics penetrated the fashion after the war and
into the 1920s.28 Valle Rosenberg, for example, connects

Birgittaskolan sitter sin dra i att fi fram en verkligt svensk klid-
konst, fastin hvad modets vixlingar betriffar i full 6verensstam-
melse med kontinentens. Och denna djirva tanke tycks icke ling-
re outférbar. Fran utlindske hill lira Birgittaskolans modeller ha
omfattats med ett synnerligen stort intresse, nigot, som vil just
ir en foljd af deras egenart. Bland de damer, som igna sig at
modellernas komposition, mirkes frimst den unga mélarinnan
froken Siri Derkert. Och nir hennes kvicka infall af Birgitta-
skolans arbeterskor utféras med skicklighet och dkta svensk red-
barhet - dé kan ju icke resultatet bli annat dn godt!24

Birgittaskolans ambitioner och kontrakteringen av Siri Derkert i
egenskap av konstnir gor ate Birgittaskolan ser ut att kunna vara
Sveriges forsta modehus. Sjilvfallet fanns det ett flertal modeateljéer
i Stockholm vid den hir tiden men de férnyade sjilva inte formen,
och kan dirfor inte definieras som modehus. Augusta Lundin
(1840-1919) startade sin modeateljé pa 1870-talet, och fram till for-
sta virldskriget var hennes ateljé ett centrum fér det parisiska modet
i Sverige. Dir formedlade hon det senaste Parismodet till svenskorna
till punkt och pricka. Men hon skapade inte nigra egna modeller.
Hon till och med kritiserade de kvinnor som bestillde toaletter som
avvek frin det aktuella modet.25 En annan namnkunnig ateljé var
Mirthaskolan som éppnades i Stockholm 1927. Precis som Birgitta-
skolan var det en somnadsskola och en bestillningsateljé dir elever-
na var verksamma som sémmerskor. Parallellt med skolan fanns
dirtill den sa kallade Franska ateljén, en avdelning med anstillda
yrkesutévande sommerskor. Dir syddes kliader upp efter original-
moénster frin franska modehus. Det var siledes inte friga om att
ateljén skapade sina egna modeller.26

Det finns inte nigra frdn tiden kidnda uppsydda klider fran
Birgittaskolan som skapats av Siri Derkert. Det finns diremot bilder
av kldderna, i Siri Derkerts omkring 30 modeteckningar och de 10
fotografier pd uppsydda klinningar ur recensioner av Birgittaskolans
modevisningar frin 1918 och 1920.27 Valle Rosenberg skapade ocks4,
genom Siri Derkerts férsorg, kldder f6r Birgittaskolan. Det finns tre
kinda modeteckningar som han sannolikt gjorde till Birgittaskolan.



Siri Derkert: Modeteckningar/Fashion
Pplates, katnr 8 och 15.

Siri Derkerts modeteckningar visar pa tydliga kopplingar till hen-
nes eget 1910-talsméleri och till modernismens formsprik, precis
som modernismens inflytande kan ses i modet under 1910- och
1920-talen. Likavil som modernismen inbegrep det konkreta, det
abstrakta, det folkloristiska, det orientaliska och det klassiserande
gjorde klidmodet det. Om den Ryska baletten starkt influerade
modet fore och strax efter forsta virldskriget s slog den kubistiska
och futuristiska estetiken igenom i modet efter kriget och in pi 1920-
talet.28 Valle Rosenberg kopplar till exempel, i ett brev till Siri
Derkert redan 1917, den liga midjelinjen till futurismen.

the low waistline to Futurism in a letter to Siri Derkert in
1917.

The bodice has become short since | was in Paris last
spring and is going shorter and shorter. But this is just in
order to be long later on. Still in the autumn I'll draw short
bodices, but next spring you will see really long ones; and
the dress I'm going to make for you I think [I will] make
with a long bodice so that it will be futuristic!29

A characteristic example of cubist elements in Siri Derkert's
fashion plates is the ellipse that is found in many of the skirts
and also recur in her cubist paintings, for example in Self-
Portrait (Pregnant with Carlo) from 1915.

The aesthetic principles of Cubism are almost summed
up in a red close-fitting dress under a kind of wide-meshed
net of beaded strings that form transparent squares or rec-
tangles (see page 12). Siri Derkert worked with geometric
forms and with transparent and tactile elements, where she
lets different materials and layers of fabric meet in the same
plane, like in a cubist collage.30 In addition, the important
concept of movement in modernism is emphasised in the
loosely hanging ribbons.

Classicist, oriental and folkloric elements are found in the
fashion plates. The classicist tendencies are found in the
pleats and draping and in a wreath around the neckline. Art
Deco’s characteristic helical shape recurs both in the form of
a skirt and in the ornament on a belt. The folkloric element
can, for example, be found in waistcoats that draw on tradi-
tional costumes and in Siri Derkert’s way of working with fur
trimming.

There are of course also elements of form in Siri Derkert’s
fashion drawings that are characteristic of the age, for ex-
ample the typical, crinoline-like tunics of the 1910s. Siri
Derkert's clothes were not to be used as works of art, but be
worn by fashion-conscious women. In a comparative fashion
perspective, Siri Derkert’s dresses stand out as innovative
and independent. She took an artistic stance when making
her clothes. Since the clothes were both exclusive and per-
haps a little too daring they may have been one of the factors
that contributed to the bankruptcy of Birgittaskolan in 1921.
But, Siri Derkert, as an artist and fashion designer, and the
fashion director of the Birgittaskolan, Elisabeth Glantzberg,
were the first in Sweden to connect art and fashion. Siri
Derkert’'s fashion collections and Glantzberg's fashion
house ambitions would probably have been received differ-
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Siri Derkert: Klinningar, ur Saisonen 1 april 1920/Dresses,
from Saisonen April 1, 1920.

ently in the 1920s, when their ideas would have been more
in line with the times. Not until then did modernist ideas
about art and clothes penetrate the public debate in
Sweden.31

The fashion plates can be divided into two collections, an
autumn/winter collection and a spring/summer collection.
The autumn collection is characterised by elliptical skirts,
long, straight sleeves and bright colours, and there are refer-
ences to modernism’s abstract idiom. The fabrics look thick
and here the four fur-trimmed coats can be found. The spring
collection is characterised by thinner fabrics and lighter
ranges of colour. There are also recurring lace and short
sleeves. Here we also find most of the classicist and oriental
references. The plates are not dated, but through historical
comparisons, various letters and documents, and with a view
on the bankruptcy of Brigittaskolan, the collections can be
said to be from the autumn of 1920 and the spring of 1921.

Siri Derkert kept her interest in fashion after the bankrupt-
cy. In the 1920s, she continued to design for members of her
family and friends. One example is an ankle-length dress for
her sister, Sonja Derkert, cut in the typical style of the 1920s,

#
-

Siri Derkert: Klinning till systern Sonja, som
ocksa dr modell, 1920-talet/Dress for Sonja, her
sister, who is also the model, 1920s.

Livet ar alltsa kort sen sista viren da jag var i Paris och har blitt
kortare och kortare. Men det dr bara for att ha skil att bli lingt
senare. Jag ritar korta liv dnnu till hosten, men till viren skall Du
f4 se pd l4ga: och den klinning jag skall géra till Dig tror jag [att
jag] gor med langt for den ska vara futurist!?®

Ett genomgiende exempel pd ett kubistiskt formelement i Siri
Derkerts modeteckningar ir den ellipsform som ses i manga av kjolar-
na och som idven aterfinns i hennes kubistiskt influerade maleri, till
exempel i Sjalvportritt (med Carloimagen) frin 1915.

Ien rod figursydd klinning under ett slags stormaskigt nit av pils-
band som bildar transparenta kvadrater och rektanglar skulle kubis-
mens estetiska principer nistan kunna sammanfactas (ill. sid. 12). Siri
Derkert har arbetat med geometriska former samt det transparenta
och det taktila dir hon l4tit olika material och tyglager métas pa



samma plan, som i kubismens collage.3¢ Dirtill understrykes moder-
nismens viktiga begrepp rorelse i de utmed kjolen 16st hingande
banden.

Klassiserande, orientaliska och folkloristiska formelement ater-
finns ocksa i modeteckningarna. Det klassiserande ses till exempel i
plisseringar och draperingar samt i en lagerkrans runt en halsring-
ning. Den for Art Deco-stilen kinnetecknande snickformen beskriver
bide formen i en kjol och bildar ornament i ett skirp. Det folkloris-
tiska inslaget aterfinns till exempel i vistar i folkdriktssnitt och i att
Siri Derkert laborerar med palsskinn till kanter och som dekoration.

Naturligtvis finns det dven en del tidstypiska modedetaljer bland
Siri Derkerts modeteckningar, till exempel den i slutet pa 1910-talet
s& aktuella halvkrinolinen. Siri Derkerts kldder skulle inte anvindas
som konstverk utan biras av modemedvetna kvinnor. Utifrin ett
jimférande modeperspektiv framstir dock Siri Derkerts klinningar
som nyskapande och sjilvstindiga. Siri Derkert skapade sina klidder
utifrin sitt forhallningssitt som konstnir. Eftersom kliderna bade
var exklusiva och kanske lite vil djirva i den svenska kvinnans smak
blev modellerna svarsilda och detta kan ha varit en av orsakerna till
att Birgittaskolan gick i konkurs 1921. Dartill var bide Siri Derkert i
sin egenskap av konstnir och klidskapare och Birgittaskolans direk-
tris Elisabeth Glantzberg formodligen f6rst i Sverige att koppla konst
och klader till varandra. Sannolikt hade Derkerts kladkollektioner
och Glantzbergs modehusambitioner mottagits och uppmirksam-
mats pa ett annat sitt under 1920-talet. D4 skulle deras idéer ha legat
bittre i tiden. Forst under 1920-talet nidde de modernistiska idéerna
kring konst och klider den offentliga diskussionen i Sverige.31

Modeteckningarna skulle kunna delas in i tvé kollektioner, i en
host/vinterkollektion och en vir/sommarkollektion. Hostkollek-
tionen binds samman av ellipsformade kjolar, ldnga raka drmar samt
klara firger och att hir finns flera referenser till modernismens
abstrakta formsprik. Tygerna ser tjocka ut och hir dterfinns dirtill
de fyra pilsfodrade kapporna. Virkollektionen utmirks av tunnare
tyger och ljusare firgskala. Dir dterfinns dven de forekommande
spetstygerna och korta drmar. Hir finns dessutom de flesta klassise-
rande och orientaliska referenserna. Teckningarna ir inte daterade

straight with a rounded neckline and low waist. The hem of
the skirt is shredded. The waist and the skirt are black. The
broad borders on the lower part of the sleeves have a beauti-
ful coral red colour. The belt over the hip is made of both the
red and the beige fabric (see page 22).32

The fashion plates in Bonniers Veckotidning

During a period between 1923 and 1924, Siri Derkert was a
fashion illustrator for the newly started weekly, Bonniers
Veckotidning.33 Celie Brunius was the fashion editor and
wrote, sometimes under the pseudonym Yvette, the fashion
articles that Siri Derkert illustrated. Another fashion illustrator
at the magazine was the artist Einar Jolin. Five articles with
seventeen published fashion plates by Siri Derkert are
known, and one original that shows that the published
fashion plates were made in black and white, unlike the
fashion plates for the Birgittaskolan collections, which were
in colour.

The 1910s was the golden age of fashion drawings and
fashion illustrations, owing to the open boundaries between
art and fashion and between fashion illustration and the lib-
eral arts. The fashion plate can be seen as a synthesis of the
contemporary connections between the different forms of
art. The artist had a position as a fashion illustrator and the
idioms of modernism influenced both the fashion drawings
and the fashion.34

Siri Derkert’s fashion plates and illustrations connect for-
mally to other contemporary fashion plates, in the oval faces
with the almond-shaped eyes, the straight noses and small
mouths. They also connect to the representations of people
in Cubism, in the broad necks and the summary descriptions
of hands and feet. What distinguishes Siri Derkert’s fashion
drawings from other people’s in the 1910s is that the human
figures have individual facial expressions, but of course with-
out being portraits. It was not the characteristic portrait but
the sign of man that interested the modernists.35 Later,
however, the portrait was to become one of the central
motifs in Siri Derkert’s art.36 Her fashion plates show that the
depiction of people was an interest already in the 1910s.
The same diction as in the fashion plates is found in her
paintings, drawings and woodcuts from the 1910s. They are
all examples of the image of the human that Cubism created
—not the least the image of modern woman.

The image of the modern woman did not just remain a



Siri Derkert: Modeillustrationer ur Bonniers Veckotidning
24 december 1923 samt Bonniers Veckotidning, nr 8,1924/
Fashion illustrations from Bonniers Veckotidning, December 24,
1923 and Bonniers Veckotidning, no 8, 1924.

men genom modehistoriska jimforelser, diverse brev och dokument,
samt med hinsyn till Birgittaskolans konkurs skulle kollektionerna
kunna vara frin hosten 1920 samt viren 1921.

Sitt intresse f6r klider beholl Siri Derkert efter Birgittaskolans
konkurs. Under 1920-talet fortsatte hon att rita klider till familje-
medlemmar och vinner. Ett exempel ir en ankelling klinning till
systern Sonja Derkert med typiskt 1920-talssnitt, rak, med rund
halsringning och 1&g midja. I nederkanten ir kjolen flikad. Livet och
kjolen var svart. Den breda birden i drmslutet var i en vacker ljus
korallréd firg som kontrasterade mot den 6vriga drmen som var i en
gribeige firg. Det pa hoften sittande skirpet bestod bade av det roda
och det beiga tyget (se sid. 22).32

Siri Derkert var en period under 1923-1924 modeillustratér for den
da nystartade Bonniers Veckotidning33 Celie Brunius var tidningens
moderedaktor och skrev, bland annat under signaturen Yvette, de
modeartiklar som Siri Derkert illustrerade. En annan modeillustra-
tor till tidningen var konstniren Einar Jolin. Fem artiklar med 17
publicerade modeillustrationer av Siri Derkert ir kinda, samt en ori-
ginalteckning som visar att modeillustrationerna utférdes i svartvitt,
till skillnad frin modeteckningarna till Birgittaskolans kollektioner
som ir i firg.

1910-talet var modeteckningens och modeillustrationens guldal-
der, tack vare de 6ppna grinserna mellan konst och mode och mellan
modeteckningen och den fria konsten. Modeteckningen skulle
kunna ses som en syntes av tidens forbindelser mellan olika konst-
arter. Konstnirer var engagerade som modetecknare och modernis-
mens formsprik influerade bide modeteckningen och modet.34

Siri Derkerts modeteckningar och modeillustrationer ansluter
formellt till andra samtida modernistiska modeteckningar, genom
den ovala ansiktsformen med de mandelformade 6gonen, de raka
nisorna och sma munnarna. De anknyter till kubismens minnisko-



skildringar ocksi genom de breda halsarna samt de summariskt
beskrivna hinderna och fétterna. Det som skiljer Siri Derkerts
modeteckningar frin minga andra under 1910-talet 4r att figurerna
har individuella ansiktsuttryck, naturligtvis utan att vara portritt.
Det var inte det personlighetskaraktiriserande portrittet utan reckner
f6r minniska som intresserade modernismen.35 Portritt kom emel-
lertid lingre fram att bli ett centralt motiv i Siri Derkerts konst. 36
Hennes modeteckningar visar att méinniskoskildringar engagerade
henne redan pd 1910-talet. Samma formsprik som i modeteckning-
arna dterfinns dven i hennes méleri, teckningar och trasnitt frin
1910-talet. De visar alla exempel pa den minniskobild som kubismen
skapade - inte minst i bilden av den moderna kvinnan.

Bilden av den moderna kvinnan férblev inte bara en bildtyp i
mileriet. Under 1920-talet utvecklades hon till »La Gar¢onne«,
pojkflickan. Med sitt ursprung i den moderna konsten utvecklades,
och inte minst spreds, denna kvinnotyp genom samtidens modeillu-
strationer.3” Ett lysande exempel p detta visar Valle Rosenberg i ett
brev till Siri Derkert. Han beskriver hur han sig kvinnorna frin
modeillustrationerna i stadsvimlet!

Gud Du Parisiskorna ir virkligt séta. Om Du vore hir skulle Du
gd omkring och skrika ideligen. Dom liknar férresten mycket
Vogue frin amerikat mycket mera in dom liknar dom dér smi
tidningarna La Femme, Chic och Elegance Parisienne. Dom ir sd
enkelt fortjusande.38

Exemplet visar hur bilden av den moderna kvinnan i méleriet och i
modeteckningarna utvecklades till tidens kvinnoideal, till den
moderna kvinnan.

Siri Derkert: Forslag
till modeillustration
for Bonniers Vecko-
tidning/Draft fora
fashion illustartion for
Bonniers Veckotidning,
katnr 28.

type in painting. In the 1920s, she developed into “La
Gargonne,” the tomboy. Taking its origin in modern art, this
type of woman developed in, and was disseminated by, con-
temporary fashion illustrations.37 Valle Rosenberg shows an
illuminating example of this in a letter to Siri Derkert. He
describes how he saw the women from the fashion illustra-
tions in the crowds in the streets!

Jesus, Parisian women are really very pretty. If you had
been here you would have screamed all the time.
Besides, they look a lot more like American Vogue than
like those small papers, La Femme, Chic and Elegance
Parisienne. They are quite simply charming.38

The example shows how the image of modern woman in
painting and in fashion plates developed into the ideal of the
age, into modern woman.



Valle Rosenberg: teckningar till en regn-
kappa i ett brev till Siri Derkert, 1916/
Drawings for a raincoat in a letter to Siri
Derkert, 1916 (Kungliga Biblioteket/Royal
Swedish Library), kat nr 59.
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Uppfattningen att det var Marie Vassillieffs akademi som Siri Derkert studerade pd
bygger till stor del pa ett brev frin Valle Rosenberg till Siri Derkert, daterati Rom 11
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héll pa med. «
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Valle Rosenberg: Modeteckning/Fashion drawing, kat nr 62.



Fran modeteckning till barbara klader

From Fashion Drawings to Wearable Clothes
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Siri Derkert: Modeteckning/ Fashion plate, kat nr 4.

Kappa i blaturkos ylletyg med detaljer i gra farskinnspéls, kjol i blaturkost
ylletyg med detaljer av silvergratt siden, och hatt i grén draperad silke-
sammet/ Coat in blue-turquoise wool with details in grey sheepskin,
skirt in blue-turquoise wool, and hat in green silk velvet, kat nr 65.

Nésta sida/Facing

Skisstudie efter Siri Derkerts modeteckning (kat nr 4, ovan), fargstudier,
textilt material och palsprov/Sketch after Siri Derkert’s fashion plate (cat
no 4, above), colour studies, material and fur samples.




ID INSTITUTIONEN TEXTILHOGSKOLAN, HOGSKOLAN I

BorAs, har en projektgrupp arbetat med att tolka Siri

Derkerts modeteckningar och konstruera firdiga plagg.
Syftet med arbetet har varit att forsoka forstd och oversitta Siri
Derkerts modeteckningar och £ insikt i tidens modeideal, komposi-
tion och proportioner. Avsikten har varit att séka ny kunskap om ett
relativt outforskat omrade; konstniren som modeskapare.

Genom att anvinda nedirvd kunskap i sémnadskonst har vi velat
tolka och praktiskt gestalta teckningarna. Denna kunskap har varit
en forutsittning och det viktigaste motivet for arbetsprocessens
utveckling. Projektet har dessutom givit arbetsgruppen mojlighet att
presentera sin ultimata yrkeskunskap, nigot som inte alltid far
utrymme i den dagliga undervisningen vid institutionen.

Vi startade arbetet med att resa till Stockholm for att studera ori-
ginalen, som ir mélade i akvarell. Studien inriktades pa ett tiotal
modeller som forefoll intressantast att arbeta med. Genom att vilja
ut de mest karakteristiska modeteckningarna, kappor och klinning-
ar i skilda material, skulle det bli méjligt att visa bredden pi kollek-
tionen. Teckningarnas firger dversattes genom att olika nyanser
malades med akvarellfirg pa akvarellpapper. Ett otal firgnyanser fick
ligga till grund for det slutliga urvalet. Teckningarna som ir cirka
25 cm hoga dr delvis svéra att tolka vad betriffar detaljerade band
och broderier. Firgerna har férmodligen forindrats. Vi jimforde
hud- och harfirg med de 6vriga firgtonerna i akvarellerna och kunde
pa sa sitt fasestilla firgnyanserna. Modeteckningarna tecknades av i
detalj f6r att vi med pennan skulle lira kinna Siri Derkerts form-
sprak och tringa djupare in i varje modells karaktir och férmodade
konstruktion.

Med firgproverna och 6vrigt studiematerial i packningen beslot
vi att resa till Paris for att soka efter de speciella tygerna. Efter nigra
dagars intensivt arbete och besok p&d museer kunde vi dtervinda med
firgstimda textilier, hattmaterial, handskar, band och pirlor. Dock
aterstod en hel del att finna, som pils, sidentyg i 6nskad fiarg och
monster, plisserat tyg och speciella broderier.

Vid den tid di Siri Derkert var verksam som modeskapare fanns
ingen beklidnadskonfektion i vidare mening. Det textila hantverket

At the School of Textiles at the University College of
Boras, a project team has tried to interpret Siri Derkert's
fashion drawings and to produce the finished clothes. The
purpose has been to understand and translate Siri Derkert's
fashion drawings and to get insights into the fashion ideals,
compositions and proportions of her time. We intended to
research a relatively unexplored field: the artist as a fashion
designer.

We wanted to interpret the fashion drawings and let them
take shape in practice by using knowledge that has been
handed down in dressmaking. This knowledge has both
been a prerequisite and the most important incentive in our
work. In addition, the project has given the working team the
opportunity to test their ultimate skills, something that is not
always possible in the daily activity at the School of Textiles.

We started out by going to Stockholm to study the origi-
nals, which are in watercolour. We concentrated the study to
some ten models, which seemed most promising. By choos-
ing the most characteristic fashion drawings, coats and
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dresses in varying materials, it would be possible to show
the breadth of Siri Derkert's collection. The drawings were
copied with the help of different shades of watercolour on
paper. A vast number of shades of colour were to be the
basis of the final selection. In part it was difficult to interpret
the detailed bands and embroideries in the 25 cm high draw-
ings. The colours have probably changed, so we compared
skin and hair colours with other colours in the drawings, and
could thereby establish the right tones. The fashion draw-
ings were hand copied in detail in order for us to get to know
Siri Derkert's idiom directly with the pen and come close to
the character and construction of each model.

We packed the colour samples and the other study ma-
terial and decided to go to Paris to look for the special tex-
tiles. After a few days of intense work and visits to museums,
we could return with textiles whose colours were in accor-
dance with the originals, with materials for hats, gloves,
bands and beads. Still quite a lot remained to be found, such
as furs, silks in the right colours and patterns, pleated fabrics
and special embroideries.

At the time when Siri Derkert worked as a fashion design-
er, there was no ready-made clothing in the wider sense. The
craft of dressmaking was esteemed and clothes were costly.
We have sought the knowledge of the material that lies
behind the fashion drawings by carefully studying every part
of the drawn model in order to test the construction again
and again. In the process we discovered Siri Derkert's great
familiarity with material and form.

When we studied the nuances of the watercolours, inter-
preted the fabrics and design solutions, competence in diffe-
rent areas were called for, for example, knowledge about
colour and material for creating the right character, know-
ledge of construction for rendering the form, and skills in
carrying out the needlework. We discovered the value of the
tacit knowledge that we have and which has stimulated our
co-operation. As the work proceeded, ideas were co-
ordinated into new experiences and solutions. Interpreting is
something that a musician does; a performing interpreter,
musician, develops his or her understanding about a given
piece. In a similar way, we can employ this term for what hap-
pens when the eye apprehends the form and the colour of
Siris Derkert's fashion drawings. The one who interprets
starts out from himself or herself and adds a personal dimen-
sion to what is created.

The drawings are elegant and have a quality that we today
would call fashion character. The quality in the drawings

Férsta toile pa bla yllkappa provas av/ The first toile for a blue wool coat.

var uppskattat och klider var kostsamma. Vi har sokt den kunskap
kring materialet som ligger bakom modeteckningarna, genom att
noga studera varje del av den tecknade modellen for att ddrefter
prova konstruktioner om och om igen. I den processen har vi kunnat
avlisa stor kinnedom hos Siri Derkert om material och form.

D4 vi studerat akvarellernas firger, tolkat textilt material och
konstruktionslésningar har kompetens frin olika omriden varit
nodvindig. Exempel 4r kunskap om firg och material for att iterge
karaktiren, kunskap om konstruktionen for att skapa formen, samt
fardigheten att losa somnadsarbetet. Vi har uppticke virdet av den
tysta kunskap som vi bir med oss och som stimulerat samarbetet.
Under arbetsprocessens utveckling samordnades idéer till nya erfa-
renheter och 16sningar. Interpretation ir inom musiken den term
som anvinds for tolkning, éversittning. En utdvande interpreter,
musiker, utvecklar sin uppfattning av det givna stycket. P4 liknande
sitt kan vi overfora detta begrepp till en personlig tolkning av dgats
uppfattning av formen och firgen i Siri Derkerts modeteckningar.



Infallning av farskinnspals med korsnarsverktyg/ Work with sheepskin Skiss och detalj av &rmskérning och skinndetaljer i den bla yllekap-
insets with a furrier's tools. pan/Sketch and detail of sleeve cut and sheepskin details for the
blue wool coat.

Inprovning av toile/ Fitting of toile.

Farskinnspalsdetaljer/ Sheepskin details.



Siri Derkert: Modeteckning/Fashion plate, kat nr 24.

Klznning i rosa sidenjacquard med draperad krage, hoftskérp och
armdekoration i chiffong/Dress in pink silk Jacquard with draped
collar, belt and sleeve decorations in chiffon, kat nr 73.




Forsta toile av den rosa
klanningen provas/
The first toile for the pink dress.

Skisstudie efter Siri Derkerts
modeteckning, fargprov och
textila prover/ Study after Siri
Derkert's fashion plate, sam-
ples of colours and fabrics.

Konstruktionsskiss av utprovad
armlosning/ Construction
sketch of tested solution for the

sleeves.

Den som tolkar utgr frin sig sjilv och tillfor alltid nigot personligt i
det som gestaltas.

Modeteckningarna ir eleganta och har vad man idag betraktar
som modekaraktir. De har olika uttryck genom att den tecknade
modellen intar olika poser, har accessoarer som handskar och hattar.
Formen pé kldderna ir viktig f6r helheten.

Den ellipsformade silhuetten med hog midjemarkering ir ofta
féorekommande. Ofta ses lingsgiende sommar som understryker for-
men och ger kliderna en karakteristisk elegans. Axelpartiet ir fore-
tridesvis mjukt rundade och sluttande. Armisittningarna ir inte
markerade pd teckningarna. Sommarna kan inte avlisas. Detta ger
frihet att préva och skapa olika losningar. Dock méste forsiktighet
iakttagas si att inte proportionerna dsidositts.

Lingden pé klinningar och kappor ir lite varierande och avgors
av modellens karaktir. De linga kldnningsirmarna med vilarbetade
detaljer korresponderar med kragar och halsurringningar. Klidernas
ryggparti kan inte utldsas ur skissmaterialet. Modeteckningarna
visar endast framsidan av modellen. Manga av kldnningarna saknar
dven synliga 6ppningar, som skall géra det méjligt att ta av och pé.
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varies because the models are drawn in different postures,
and have different accessories such as hats and gloves. The
shape of the clothes is important for the overall impression.
There is often an elliptic silhouette with a high waistline.
Longitudinal seams often underline the shape and give the
clothes their characteristic elegance. The shoulders typically
have soft rounding and slope. The insertions of the sleeves
are not indicated on the drawings. The seems are not visible.
Because of these facts, there is an opportunity for trying out
different solutions. But we had to be careful not to neglect
the proportions.

The lengths of the dresses and coats vary and are deter-
mined by the character of the model. The long dress sleeves
have well-made details that correspond to the collars and
the necklines. The backs of the clothes cannot be seen in the
sketches. The fashion drawings only show the fronts of the
models. Many of the dresses also lack visible openings to
get them on and off. The ability to interpret a model’s har-
mony is essential for creating the three-dimensional totality.
Professional skill and creativity are necessary for reproduc-
ing the idea in the drawing for the finished model by the use
of materials and colours.

By studying other articles of clothing from the period, we
have been able to decide what rows of buttons, hangers and
eyes are possible. This is both an aesthetic and a practical
issue. Bands and decorations are meagrely described in the
drawings. Comparisons had to be made with the textile

Detalj av forsta provi
Detalj av draperad krage i
chiffong i arrangemang
med smé hillor/ Draped
collar in chiffon, arrange-
ment with small straps.

Detalj av frsta provi
originaltyg/ The first test
with the original fabric.

Detalj av I6st knuten
armdekoration i chiffong/
Loose decoration knot in
chiffon.

Ryggparti med kladda
knappar i kldnningens tyg/
Back with buttons covered
in the fabric used for dress.




accessories that were offered at the time, as seen in books
and museums. Today it is not possible to find the same
selection of textiles, embroideries, lacemaking and fringes.

Only exceptionally the mixed materials of our times can
replace crépe de chine, georgette or broadcloth. We have
prioritised the material’s colour and the fall of the textile drap-
ing. The model’s character has always been at the centre of
attention. Embroideries have been divined in some models.
This has given rise to comparisons with existing clothes from
the time, where there are often beads that have the same
hue as the garment. Finally, the extremely small and decora-
tive details give the intended elegance and solitaire quality of
the clothes.

It was a complex task to re-create the coats. Fur trimming
demanded specialist knowledge for some articles. It is dif-
ficult to master groundwork and lining of clothes that are
made up of different outer materials. The model has to be

Detalj av gul yllekappa/Detail of yellow wool coat, kat nr 66, (efter Siri
Derkerts modeteckning/after Siri Derkert's fashion plate, kat nr 6).

Klanning, axelbandslés i silvergra organza, smockteknik, cape i blommig silkesammet, burn out, kantbroderad

med pérlor/ Strapless dress in silver organza, smocking, cape in flowered sil velvet, burn out, trimming em-
broideries with beads, kat nr 70, (efter Siri Derkerts modeteckning/after Siri Derkert’s fashion plate, kat nr 14).

Formagan att tolka harmonien i modellen ir visentlig for att skapa
den tredimensionella helheten. Yrkeskunskap och kreativitet ir néd-
vindiga for att terskapa teckningens idé i den firdigsydda modellen
med hjilp av skiftande material och firger.

Utifrdn studier av andra klidesplagg fran tiden har vi kunnat
besluta om vilka knapprader eller hankar och hyskor som kan
komma ifrga. Detta ir savil en estetisk som praktisk friga. Band och
dekorationer dr knapphindigt beskrivna pi teckningarna. Jim-
forelser maste goras med datidens utbud av textila tillbehor i bocker
och p& museer. Idag ir det inte mojligt att finna det urval av textila
material, broderier, snormakerier och fransar som fanns da.




formed in the seams where the different materials meet.
Fleece and sheepskin have different properties as to elastici-
ty and thickness. The coats took up much time.

The dresses were less difficult, as to character and mate-
rials. But they have many fine and intricate details that also
took much time. For example, one of the dresses is decorat-
ed with tassels which were made of thin threads that were
picked one by one out of the material of the collar (cat no 7).
This might possibly have been the procedure at the time of
the drawings.

The thorough and investigative work in the project has
developed our understanding of the artistic content in Siri
Derkert's fashion drawings. The work has taught us the
importance of a neglected skill — of being able to interpret
sketches and ideas.

Gunnel Larsson
Ulla Eson Bodin

Vir tids textila blandmaterial har endast undantagsvis fitt ersitta
crépe de chine, georgette eller klidde. Vi har prioriterat firgen och det
textila draperade fallet pA materialet. Modellernas karaktir har stin-
digt varit i fokus. Broderier kan anas pd vissa modeller. Detta har
givit upphov till jimférande med existerande klider frin tiden, dir
ofta pirlor i olika former férekommer ton i ton med plagget. De
ytterst smi och dekorativa detaljerna ger slutligen kliderna det
avsedda eleganta och solitira resultatet.

Kapporna dr komplicerade att aterskapa. Pilsbesittningen gor att
ndgra av klidesplaggen fordrar specialistkompetens. Underarbete
och infodringar av klider som bestir av olika yttermaterial 4r svért
att bemistra. Modellen miste formas i de sémmar dir de olika mate-
rialen mots. Ylletyget och farskinnspilsen har olika egenskaper vad
betriffar elasticitet och tjocklek. Kapporna har tagit mycken tid i
ansprak.

Klinningarna ir litta vad karaktiren och materialet betriffar. De
har dock fina och intrikata detaljer som ocks3 tar tid i ansprék att far-
digstilla. Exempelvis har en av klinningarna smyckats med tofsar
som tillverkats av tunna tridar som plockats ur kragens material (kaz
nr1). Detta forfarande kan tinkas ha forekommit vid tiden for skis-
sens tillblivelse.

Projektet har, genom det grundliga och undersékande arbetet,
utvecklat var forstielse f6r det konstnirliga innehéllet i Siri Derkerts
modeteckningar. Arbetet har visat oss hur viktigt det dr ate lyfta fram
en kunskap, som har varit dsidosatt, nimligen att tolka forefintliga
skisser och idéer.

Gunnel Larsson
Ulla Eson Bodin



Siri Derkert: Modeteckning/Fashion plate, kat nr 1.

Klanning i gul chiffong med parlstavsbroderad violbla krage,
skarp och manschetter/ Dress in yellow chiffon with blue
beading embroidered collar, belt and cuffs, kat nr 64.



Siri Derkert: Modeteckning/ Fashion plate, kat nr 6.

Gul yllekappa med farskinnspélsfodrad pelerin, draperad
rostréd turban i silkessammet, kldnning i gra yllecrépe, med
picotkant i hals, runt &rmar och klanningsfall / Yellow wool
coat, pelerine lined with sheepskin, draped rust-red turban
in silk velvet, dress in grey wool crepe, with picot edging
around the neck, sleeves and hemline, kat nr 66.



Klanning i vitt siden, maskinbroderad och handma-
lad i gult, infallningar av blaturkos rips, cape i klan-
ningens tyg med rostrétt ripsfoder/Dress in white
silk with machine-embroidered and hand-painted
yellow flowers, blue-turquoise rep insets, cape in
the same material as the dress with rust-red rep
lining, kat nr 67 (efter Siri Derkerts modeteckning/
after Siri Derkert's fashion plate, kat nr 9).

Axelbandsl6s klanning i silvergra organza.
Overdel i smockteknik med parlbroderi.
Overkjol i organza med parlstavsbroderi.
Underkjol i klanningstaft/Strapless dress in
silver-grey organza, upper part in smock-
ing with beading embroideries, outer skirt
in organza with embroidery, under skirt in
taffeta, kat nr 70 (efter Siri Derkerts mode-
teckning/ after Siri Derkert's fashion plate,
kat nr 14).







Dam i landskap — Siri Derkert i modernismen

Lady in a Landscape — Siri Derkert in Modernism

Annika Ohrner



Siri Derkert: Framtidsbild, 1914/Vision of the Future, 1914, kat nr 45.



NOVEMBER 1913 anlinder Siri Derkert till Paris. Hon insuper
miljén, caféerna, boulevarderna, minniskorna, och sinder
euforiska rapporter hem. Paris 4r konsten och det oberoende
livet:

Antligen skall man bli fri och oberoende [...] Dagarna lika fyllda
av spinning och dventyr och upptickter - Paris blev ingen besvi-
kelse, som s3 mycket av ungdomens illusioner - dagen springdes
av fina mojligheter.

I Paris fanns »konsten« — man skulle fi se den - kunde man veta
sedan hur man skulle mala? - Frigan skét man in i framtiden - nu
skulle man se - museerna men ocksé den nya konsten man hért
rykten om - och sett - men mycket litet.!

Det dr med tillfrsikt den 25-ariga konstniren, av en italiensk greve,
strax hyr en ateljé pd rue Vavin, elegant méblerad och - med WC!
Stimningsliget uttrycks i en akvarell, malad med mjuka konturer i
en »moderniserande«, Matisse-inspirerad stil som annars inte
patriffas i Siris verk. Hon har titulerat den Framtidsbild, litt karike-
rande portritterat sig sjilv och sin syster Irma och lagt till » Tank om
man hade 10 millioner!« Den 8 januari 1914 sinder hon den som en
fédelsedagshilsning som andas férhoppning och optimism till Irma i
Harrogate i England. Tryggt, lite nonchalant tillbakalutade i var sin
faolj, utan nagra andra figurer i nirheten, tycks de bida systrarna
inte endast ha forsérjningen utan ocksa bildrummet och tillvaron
under kontroll.

Foljer man Siri Derkert genom tiotalet tonar dock snart en helt
annan bild fram av en kvinnlig konstnirs vig i det modernistiska
landskapet. Genom att betrakta ménstren i hela hennes produktion
mellan dren 1915, d& de forsta kubistiska verken mélas, och 1921, d&
hennes engagemang for Birgittaskolan avslutas, kan man se hur hon
som kvinnlig konstnir hela tiden méiste »forhandla« sin position i
forhillande till ridande virderingar kring konst och konstnirskap.

Siri Derkerts verk fran 1915-21 vill jag hir dela in i tre 6vergri-
pande grupper. Den forsta kategorien ir hennes méleri frin perioden

In November 1913 Siri Derkert arrives in Paris. She im-
bibes the atmosphere, the cafés, the boulevards, the people,
and sends home euphoric reports. Paris is art and an inde-
pendent life:

Finally | was to be free and independent [...] Every day full
of thrills and adventure and discoveries — Paris was no let
down, as so many other illusions of youth — the days burst
with possibilities:

In Paris there was “art” — | was to see it, but was | to get to
know how to paint? — The issue was deferred — now | was
to see the museums but also the new art | had heard
about —and seen — but only very little.1

It is a confident 25-year-old who presently rents a study on
rue Vavin from an Italian count, stylishly furnished and — with
a WC! The mood is expressed in a watercolour painting, with
soft outlines in a “modernising;” Matisse-inspired style that is
not found elsewhere in Siri's work. She calls it Vision of the
Future, slightly caricaturing herself and her sister Irma, and
has added “If one only had ten million!” On January 8, 1914,
she sends it as a birthday greeting, breathing expectation
and optimism, to Irma in Harrogate, England. Assured, care-
lessly reclining in two armchairs, without any other figures
around, the two sisters do not only look as if they have a
secure future but also seem to be in control of the pictorial
space and the world.

If one studies Siri Derkert's life and art in the 1910s,
however, another image of a woman artist’s way through the

Siri Derkert i ateljén pa 48 rue Vavin, Paris, 1913/Siri Derkert
in her studio, 48 rue Vavin, Paris, 1913.



modernist landscape presently emerges. If one looks at the
recurring patterns in her production between 1915, when
she painted her first cubist works, and 1921, when her posi-
tion at Birgittaskolan ended, one finds how she constantly
has to negotiate her position as a woman artist in relation to
the dominant norms and values about art and the artist.

For the present essay, | would like to divide Siri Derkert’s
work from 1915-1921 into three groups. First are her paint-
ings from the period 1915-1916, which displays a cubist
idiom. Siri Derkert’s cubist period has been regarded, and is
still so viewed in historical surveys, as her most significantly
modernist period. The second group is made up of her
fashion plates from 1917 to 1921. Historically, and also by
Siri Derkert herself, this work has been described as not
belonging to her proper works of art. But, in her research
about the fashion plates, Maria Carlgren has argued that
they do have an artistic basis and should be regarded as an
integral part of the rest of her work.2 The third group is a less
well-known series of seven landscapes, mainly on canvas,
that she did in Denmark in 1918-1919. The latter series has
not been regarded as the expression of a modernist attitude.
According to Siri Derkert herself, and to what art histories
wrongly maintains, she did not paint at all in the persiod
1916-1925.

| propose to read the three groups as different “sites” that
Siri Derkert “navigates” between in a sea of art figurations.
Her art and the movement between these groups of works
become an expression of the strategies — conscious or
unconscious, successful or not — that she employs as a
woman artist in the modernist field. Women artists’ and Siri
Derkert’s relation to the modernist field is a relation fraught
with conflict.

Gender patterns in the modernist field

How is modernity linked to gender in the context where Siri
Derkert works in her modernist period? She is one of the
most widely travelled Swedish artists at the time, but it is in
Copenhagen that she first shows her work in 1919, and in
the following decades she will only exhibit in Sweden. Itis in
the local context that her work meets the public, is observed
and inscribed. What are the values that surround male and
female at the time? An almost classic illustration of this issue
is found in the Swedish artist Georg Pauli’s art journal
Flamman No 4, 1917:

1915-16 som har ett kubistiskt formsprik. Den kubistiska delen av
Siri Derkerts verk har uppfattats, och gor det dn idag i konsthistoris-
ka oversikter, som den mest signifikant modernistiska perioden i
hennes konstnirskap. Den andra gruppen ir hennes modeteckningar
frdn 1917-21. De har historiskt sett, och stundtals av Siri Derkert
sjilv, beskrivits som ndgot som lig vid sidan om hennes egentliga
konstnirskap. Maria Carlgren har i sin forskning om modeteckning-
arna istillet argumenterat for att de har en konstnirlig grund och bér
betraktas som en integrerad del i hennes konstnirskap.2 Den tredje
gruppen ir en mindre uppmirksammad svit av idag sju kinda land-
skap, i huvudsak pé papper, som hon utférde i Danmark under perio-
den 1918-19. Den senare serien har inte brukat beaktas som ett
uttryck for en modernistisk héllning. Enligt vad Siri Derkert sjilv pa
ildre dar och dven konsthistorien felaktigt hivdat, malade hon inte
alls under perioden 1916-25.

Jag vill lisa de tre grupperna som olika »platser« vilka Siri Der-
kert »navigerar« mellan i ett konstnirsfigurationens hav. Hennes
konst och rérelsen mellan dessa verkgrupper blir ett uttryck for de
strategier — medvetna eller omedvetna, framgangsrika eller ¢j - som
hon som kvinnlig konstnir i det modernistiska filtet antar. Den
kvinnliga konstnirens och Siri Derkerts relation till det modernistis-
ka filtet, ir en konfliktfylld relation.

Hur kopplas modernitet till kon i det sammanhang dir Siri Derkert
verkar under sin modernistiska period? Hon hor till de mer beresta
av svenska konstnirer vid den hir tiden, men det ir i K6penhamn
hon begir sin debut 1919 och de nirmaste decennierna skall hon ute-
slutande stilla ut i Sverige. Det ir i den lokala kontexten hennes verk
moter offentligheten, beaktas och inskrivs. Vad finns det f6r virde-
ringar kring manligt och kvinnligt i tidsandan? En snart klassisk
illustration till detta aterfinns i Georg Paulis konsttidskrift Flamman,

nr 41917:



Siri Derkert: Sjilvportritt med Parasoll/Self-Portrait with Parasol, 1916, kat nr 34.
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THE MOST MODERN! — A few artists who used to keep
company had drifted apart and at the preparations of an
exhibition there is a skirmish. — “l am modern! — I'm an
EXPRESSIONIST and need the largest space” — “Ex-
pressionist — but I'm a CUBIST!” the second one explains,
“and thus more modern!” The third artist, who was a
SIMULTANEIST, and thus the most modern, found the
situation ridiculous. He kept quiet. [...] Let’s delight in the
“modern” which gives new dress to both old and young
ideas. BUT LET'S STAY MEN!

Theories about the gender order in the avant-garde have
developed since the 1970s. Such theories have been ap-
plied to the Swedish material in a few case studies. With Eva
Hallin’s research there is also a systematic gender analysis
of the Swedish art field as it manifests itself in texts on art.3
She has shown how the notion of the artist and the criteria
for evaluating art have a male bias in the art criticism and his-
tories of art in Sweden from this period. Male artists are
appreciated in male terms and criticised in female. The art of
women artists are only valued when it subscribes to the
description of the position of woman afforded by the gender
contract, i.e. when it is “truly feminine” Siri Derkert’s début in
Stockholm was in 1921 with her cubist paintings from 1915-
1916 at the April Exhibition for women artist at Liljevalch’s
Art Gallery. The reaction to this exhibition is a good example
of the contemporary criticism’s aggressive vindication of
gender determinations and devaluation of the work of
women artists per se.4 One can also see how the criticism
repeats and articulates an age’s conceptions of “male” and
“female” Women'’s artistic temperament is described in
terms of intuitiveness, empathy, sensitivity, gentleness or
motherliness, coquetry and refinement, men in terms of
strength, virility, determination, intelligence and noble-
mindedness. Here, the field, or the discourse in which the
age’s thoughts about art have its origin develops.>

When we approach the work of an individual woman artist
in modernism it is essential for a feminist analysis to be con-
scious of, and attentive to, the relationship between life and
work, private and public, and to the hierarchies of genres and
art forms. There is a danger that a certain kind of revisionist
feminism shares with traditional art histories: by approaching
a structure from opposite directions, they run the risk of
cementing the object of study. Making women'’s work visible
is not just a question of reversing the values of the public and
the intimate spheres. Later in life Siri Derkert was to feel the



need of a history of women artists, when she in an ambitious
project goes through the works of women artists in the histo-
ry of art.6

Cubist painting

Siri Derkert’s production from the period 1915-1916 has
been disseminated and is partly destroyed. Many paintings,
unclear which, disappeared in Italy already in the war. In pho-
tographs from Siri Derkert’'s and Valle Rosenberg’s Italian
trip, 1915-1916, one can see paintings, of which most, more
exactly eleven, have not been documented since then.” In
these old pictures we can also see a work that is well known
today, Self-Portrait with Parasol, 1916.8 Photographs from
the 1921 exhibition at Liljevalch’s show 21 paintings, all of
which | would say are either done in Italy, 1915-1916, or
immediately after the trip, with motifs from Italy (Plate I). Here
the 1916 self-portrait can be seen again, but now called Girl
with Parasol, but the other paintings from the earlier photo-
graph are not there. Of the paintings in the 1921 exhibition, |
am able to locate twelve at present, either by direct inspec-
tion or in documentation from the end of the 20th century.
The others must have been sold early on or have been de-
stroyed. There are rumours that she destroyed some of the
cubist production in a moment of self-examination in the
1940s or 1950s. Two of the paintings that she showed at
Liljevalch’s were also found in her artistic remains in a con-
dition that suggests that she has scraped off paint.®

The result is that only about ten of the 35 paintings that
have been documented from Siri Derkert’s cubist period can
be located today, which makes it difficult to sum up the peri-
od. The motifs in the group can, however, be studied, either
in photographs or in the remaining works. There are a few
different motifs: landscapes, portraits of women, a couple of
still lifes and a few large paintings with groups of figures. The
portraits of women show anonymous people, apart from the
two that are self-portraits. The last group, compositions of
figures, has disappeared today, but attracts attention. The
motifs seem to be either anecdotic or mythological, with
several figures that work together on the canvas. In one of
the photographs from Italy there is a painting with a woman,
dressed in bright colours, standing by a darker male figure
who sits on a bench. They are placed in a landscape and are
framed by trees and houses. The motif is also found,
although reversed, in a woodcut entitled Flute Player that

ALLRA MODERNAST! - Nigra konstnirer som férut umgdtts
svalnade for varann och vid ordnandet av en utstillning borjar
skiarmytslingen. — »Jag 4r modern! - jag &r EXPRESSIONIST och
fordrar storsta utrymmet.« — »Expressionist — men jag ir
KUBIST!«, férklara den andre, »alltsd modernare!«. Den tredje,
som var SIMULTANIST, alltsd modernast fann situationen lojlig.
Han teg. [...] Litom oss glidjas 4t »moderna« som i konsten ge
ny drikt 4t bidde gamla och unga idéer. MEN LATOM 0SS
FORBLIVA MAN!

Teoribildningen kring genusordningen i avantgardet har pagitt
sedan sjuttiotalet. Appliceringen pa det svenska materialet har skett i
vissa viktiga fallstudier. I och med Eva Hallins forskning har en sys-
tematisk analys av konstens filt i Sverige som det kommer till
uttryck i texter om konst, gjorts utifrdn de hir perspektiven.3 Hon
har visat pd vilket sitt konstnirsbegreppet och de gillande kriterierna
for hur konst virderas ir manligt definierade i den konstkritik och
konsthistorieskrivning som dterfinns i Sverige under den hir period-
en. De manliga konstnirerna uppskattas enligt manliga termer och
kritiseras i kvinnliga. Kvinnors konst virderas endast nir den anslu-
ter till genuskontraktets positionsbeskrivning, det vill siga nir den
hiller sig till det »ritt feminina«. Siri Derkert debuterade 1921 i
huvudstaden med sitt kubistiska méleri frin 1915-16 pd April-
utstillningen med kvinnliga konstnirer i Liljevalchs Konsthall.
Mottagandet av utstillningen ér ett exempel pa hur kritik aggressivt
kunde hivda dessa konsbestimmelser samt nedvirdera kvinnliga
konstnirers verk per se.* Man kan i tidens kritik avlisa hur man lyf-
ter upp och artikulerar de uppfattningar om » manligt« och »kvinn-
ligt« som var tidens. Egenskaper som intuition, inlevelseférmaga,
instinke, kinslighet, vekhet och moderlighet, koketteri och raffine-
mang tillskrivs ett kvinnligt konstnirslynne. Styrka, virilitet, form-
vilja, intelligens och ddelmod tillskrivs mannen. Hir skapas det filt
eller den diskurs som tidens konstuppfattning hirror ur.

D4 vi narmar oss enskilda kvinnliga konstnirskap inom modern-
ismen, ir det visentligt for en feministisk analys att forhélla sig med-
vetet och uppmirksamt till férhillandet liv-verk, privat-offentligt,



liksom till hierarkier inom genrer och konstarter. Hir finns det risker
som sivil en traditionell konsthistorieskrivning som viss revisionis-
tisk feministisk konstforskning delar. Genom att nirma sig en struk-
tur frin varsitt, motsatt, hall riskerar de att gemensamt cementera
densamma. Man kan inte bara vinda p4 forhallandet mellan exem-
pelvis hur intimsfiren och det offentliga rummet virderas for att »fa
syn pa« kvinnors verk. Siri Derkert kommer dock sjilv att som ildre
finna ett behov av just en kvinnlig konsthistoria, nir hon i ett stort
upplagt textprojekt gir igenom kvinnliga konstnirskap genom hela
konsthistorien.s

Kubistiskt maleri

Siri Derkerts méleriproduktion frin perioden 1915-16 ir idag splitt-
rad och delvis férstord. Négra malningar, oklart exake vilka, férsvann
i Italien redan under kriget. P4 fotografier frin Siri Derkert och Valle
Rosenbergs Italienresa 1915-16 visas malningar varav de flesta, nir-
mare bestdmt elva stycken, inte har dokumenterats sedan dess.” P4
dessa fotografier syns dven en milning som i dag ir vilkind, Sjilo-
portrdtt med parasoll, 1916.8 Fotografier fran Liljevalchs Konsthalls
utstillning 1921 visar tjugoen mélningar, alla enligt min uppfattning
antingen utforda under Italienresan 1915-16 eller strax efter med
motiv dirifrn (bildavdelningen, I). Hir dterfinner man dterigen
sjilvportrittet frin 1916, hir kallad Flicka med parasoll. De dvriga
mélningarna frn den tidigare dokumentationen terfinns diremot
inte. Av milningarna frin Liljevalchsutstillningen kan jag idag loka-
lisera tolv, reellt eller i dokumentation frin slutet av 19oo-talet. De
ovriga maste antingen tidigt ha kommit ut pi marknaden eller sena-
re ha forstores av Siri. Det finns uppgifter om att hon i sjidlvrannsakan
forstorde en del av sin kubistiska produktion under 1940-50 talet.
Tvé av de mélningar hon visade pa Liljevalchs Konsthall 1921
aterfinns ocksé i hennes kvarldtenskap i skick som tyder pd medveten
bortskrapning.®

Facit blir att av ungefir trettiofem dokumenterade verk fran Siri
Derkerts kubistiska tiotal kan vi idag endast lokalisera knappt

was published in the book Det moderna originaltrasnittet
(The modern original woodcut) from 1917 with woodcuts by
a few contemporary artists. In another painting from this
group, nudes carry pitchers in an archaic landscape in an
unquiet composition.

The works with figure groups as motifs seem to have had
this unrest in the composition, although The Balcony, 1916,
is more stylised. Here, the prismatic cubism becomes a sign.
The two figures balance each other, just as a chair in the
lower left and the stair shape in the upper right corner do.
Their clothing has been reduced to geometric forms. A varia-
tion on this motif is found in Siri Derkert’s poster for a dance
show at Intiman in Stockholm in 1917. In addition, in a letter
from Valle Rosenberg to Siri Derkert, May 26, 1916, there is

Fotografi av en férsvunnen mélning av Siri Derkert, 1915-
1916/Photo of a vanished painting by Siri Derkert, 1915-1916.

a similar scene, with an additional person and a dog. The
close relation between Valle’s and Siri’s works has been ana-
lysed by Tom Sandqvist.10 These pictures take their motifs
from an urban, European café environment. Only one of the
paintings in the photographs from the 1921 exhibition repre-
sents the harsher realities of Siri’s and Valle’s stay in Italy
1915-1916. In a small landscape called The Patrol, march-
ing soldiers in an apparently synchronous movement are
seen against the background of a group of houses.

In her cubist period, Siri Derkert moves between paint-
ings that have these disrupted, unquiet surfaces, and com-



positions that have an all-embracing structure under which
volumes create tensions and balance one another. A fine
example of the latter kind of work is Still Life with Tea Pot,
1915. The elliptical shape, which she discovered on her trip
to Algeria in 1914 and which became a fundamental element
in her fashion designs, can also be seen in Self-Portrait
(Pregnant with Carlo), 1915, and in Self-Portrait with
Parasol, 1916. On the photographed wall in Liljevalch’s
there is also a small painting, Girl, which goes a long way in
the reduction of volumes that represent bodies.11

The Italian landscapes are often square, where the cubist
construction is reduced to a group of houses in the centre.
As to the rest, the shapes gather around the line of the hori-
zon or the curving coastline. The fields of colour above the
horizon does not contain any cubist elements and fade out
into a more lyrical colour field. This group differs from her
other paintings in this period and have a simpler composi-
tion. Siri Derkert left many crayon sketches for them at her
death.

Siri Derkert vid Arnofloden i Florens, 1915/Siri Derkert at
the Arno in Florence, 1915.

Siri Derkert: Utsikt éver Florens, 1916/ View of Florence, 1916, kat nr 35.

tio milningar, vilket gor perioden svar att sammanfatta. Motivkrets-
en for hela gruppen kan dock studeras antingen i fotografier eller i
kvarvarande verk. Det rér sig om nigra fa olika motiv; landskap,
kvinnoportritt, ett par stilleben och nigra stérre milningar med
grupperade figurer. Kvinnoportritten visar icke namngivna personer
utom tvd som ir sjilvportritt. Den sista gruppen, figurkompositio-
nerna, ir idag forsvunnen, och vicker intresse. Motiven verkar vara
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antingen anekdotiska eller mytologiska, med flera figurer som sam-
spelar pa bildytan. P4 ett av fotografierna frin Italien syns en mal-
ning med en kvinna, ljust klddd, stiende intill en morkare mansfigur
som sitter pd en bink. De ir inplacerade i ett landskap och inramade
av trid och hus. Motivet finns ocksa spegelvint i ett trisnitt av Siri
Derkert med titeln Flgjzspelare, som publicerades i bokutgivan Der
moderna originaltrdsnittet frin 1917, innehillande trisnitt av nigra av
tidens konstnirer. I en annan malning ur den hir gruppen ses nakna
modeller biarandes vattenkrukor rora sig i ett arkaiske landskap i en
orolig komposition.

Gruppkompositionerna tycks ofta ha denna orolighet i bildupp-
byggnaden, dven om Balkongen, 1916, ir mer stiliserad. Den prisma-
tiska kubismen hir dr mer teckenbetonad. De bida figurerna balan-
serar varandra p4 bildytan, liksom stolen nere i viinstra bildhérnet en
trappform i 6vre hégra. Mannens och kvinnans kliddsel har reduce-
rats till geometriska former. En variant p4 malningens motiv ter-

Siri Derkert: Ryttarinnor, 1916/Women Riders, 1916.

Siri Derkert’s cubist paintings are constructed as a sort of
composition where the overall idea for the pictorial surface,
and in varying degrees the pictorial space, is turned into the
fundamental logic of the picture as a whole. The range of
colours, when it can be judged from the few extant paintings,
is soft and refined in its interplay of grey—green, grey—blue,
and sometimes grey—purple. The exact dates of the pain-
tings within the period 1915-1916 are very obscure and
remain to be assessed. The differences in composition, as
well as the different occasions for the documentation, may
indicate that the groups of motifs can have been made at dif-
ferent times. | am of the opinion that it is not certain that one
can assume that they were done in Italy, but might have been
done the year after in Stockholm where she came on July 10,
1916.

The Danish landscapes

The cubist phase lasts a few years, and when Siri Derkert
later returns to painting her style changes. The paintings,
which | here would like to call “Danish Landscapes,” are
almost all watercolours on paper. Beside the fashion plates,
these works make up the main part of what she is known to
have produced at the end of the 1910s.12 | view them as a
unified group and date them 1918-1919.13

Here, the pictorial construction and the representational
choices are completely different than in the earlier, cubist
works. They had been constructed with the help of juxta-
posed volumes. The essential elements in the emotional and
unquiet Danish landscape compositions are the trees, which
move in the foreground, in directions that break against and
cross one another. In a couple of the landscapes, they move
as in a storm. In some cases, the landscapes have houses
that are cubic rather than cubist, disharmoniously placed
against each other. In some of the paintings, there are small
figures, akin to the figures in the earlier, large compositions,
but here they are small silhouettes, united into one form.
They have simplified shapes and are often placed in small
groups that make up mini narratives: three people sitting talk-
ing, a man coming with a horse, or a small figure in the midd-
le of a vast, tempestuous forest.

In the Danish landscape, which can be said to combine
the landscape, cityscape and the figure group, it is as if
motifs that used to be kept apart are now brought together.
The cultivation of one stylistic principle, the way Siri Derkert



used to work in her cubist paintings, has given way to a co-
inciding, intense style. Furthermore, the more intimate water-
colour technique has a lower position in the genre hierarchy
than the oil painting she had used in the cubist group of
works. This may, as we will see, be the reason why the works
are not found among the paintings that Siri Derkert selects
for inclusion in the 1921 Liljevalch exhibition, and why still
today these works are seldom mentioned in art historical sur-
veys of modernism.

A place in the avant-garde

In Valle Rosenberg'’s letters to Siri Derkert, we can follow her
effort to have a show with a collection of paintings in
Stockholm, hoping to reach an audience and critics that
were interested in the new. Otherwise, there are few signs of
how she saw herself as an artist in her letters and journals.
Later, when she is older and writes a autobiographical
sketch, she will describe the period laconically in the third
person.

From a letter from Valle Rosenberg:

(September 10, 1916) Goodbye my dear — Ouch — that
was your show! You know, | don’t think it matters greatly
that you don’t exhibit. To exhibit with a bunch of apocry-
phal painters without a jury is not very flattering and can
hardly be taken seriously by know-alls. To exhibit at a
show with a jury is not to have an exhibition — you're being
reduced — at least in part. And besides — the critics and
Brunius will never understand you without having been
thoroughly prepared first. Even to exhibit with Griinewald
and wife [Sigrid Hjertén] is not an advantage. They have
unfortunately arranged things a bit awkwardly for them-
selves — and you would be considered a fraud! in the pro-
cess, and things like that can almost never be repaired.
The Griinewalds are just the example! But you ought to
save your pictures and hide them good so that they won't
be destroyed.

(December 16, 1916) You want to exhibit, then do it my
child, if you want to! But get decent company. Or solo.
Couldn’t you do it with Bergstrand?

finns i Siri Derkerts affisch till dansen pa Intiman 1917. I ett brev frin
Valle Rosenberg till Siri Derkert den 26 maj 1916, forekommer en
liknande scen, med tilligg av ytterligare en person och en hund. Att
Valles och Siris arbeten under den hir tiden ér titc sammankopplade
har Tom Sandqvist utrett.1® De hir bilderna himtar sina motiv ur en
urban europeisk cafémiljo. Endast en av mélningarna i dokumenta-
tionen fran Liljevalchsutstillningen 1921 dterger den mer bistra
verklighet som ridde kring Siri och Valle under Italienvistelsen
1915-16. I ett litet landskap kallat Patrullen marscherar soldater fram
mot bakgrund av en samling hus, i en som det framstér, synkron
rorelse.

Siri Derkerts kubistiska verk ror sig mellan malningar med dessa
upplosta, oroliga ytor och kompositioner med en évergripande
struktur under vilken de olika volymerna spinner mot och balanse-
rar varandra. Ett mycket fint exempel pa det senare ar Szilleben med
thekanna, 1915 (Moderna Museet). Ellipsformen, som hon upptickte
under Algerietresan 1914 och som kom att bli biarande i hennes klid-
skapande, dterfinns dven i hennes Sjalvportritt (med Carlo i magen),
1915, och i Sj@lvportritt med parasoll, 1916. P4 den fotograferade
utstillningsviggen pi Liljevalchs aterfinns ocksa en liten malning,
Flicka, langt driven i sin reducering av de volymer som representerar
kroppsformen.11

De italienska landskapen ir ofta i kvadratiska format, dir det
kubistiska byggandet reduceras till husgrupperna i deras mitt. I
ovrigt samlas formerna kring en horisontlinje eller en kustbége.
Firgomradet ovanfor horisonten ir utan kubisering och tonar utiett
mer lyriskt firgfilt. Denna grupp skiljer sig frin det 6vriga maleriet
fran tiden och har en enklare bildkomposition. Siri Derkert har efter-
limnat skisser i fargkrita till flera av dessa verk.

Siri Derkerts kubistiska malningar byggs upp som ett slags bild-
kompositioner, dir en dvergripande kompositionsidé kring yta och i
vixlande grad bildrum, gors till grundlogik for hela bilden. Farg-
skalan, nir den kan bedémas utifrin de f idag kinda mélningarna,
ir dimpad och raffinerad i samspelen mellan gra-grén, gri-bla,
ibland gri-violett. Den nirmare dateringen av de hir mélningarna
frin perioden 1915-16 anser jag vara mycket oklar och aterstdr att



gora. Olikheten i komposition liksom de olika dokumenteringstill-
fillena, kan tala for att motivgrupperna kan vara gjorda vid skilda
tillfillen. Jag menar att man inte sikert kan utga fran atc de ar utfor-
da under Italienvistelsen, utan ocksa kan vara utforda dret efter i
Stockholm, dit hon kom den 10 juni 1916.

De danska landskapen
Det kubistiska méleriet pigar ett par r. D4 mileriet dirnist dter-

kommer i Siri Derkerts produktion ir stilen en annan. Milningarna
jag hir kallar de »danska landskapen« idr nistan alla akvareller pa

Siri Derkert: Stadslandskap, Képenhamn/Cityscape, Copenhagen, kat nr 40.
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Siri Derkert: Landskap/Landscape, kat nr 42.

From an autobiographical sketch by Siri Derkert:

The artist starts out in Sicily in 1915 — small village
houses lean against each other — in the background
Mount Montegrino on whose top etc. Or a black Sicilian
cow grazes on an emerald-green lawn — A donkey turns
its neck out of joint when trying to nib at its hind leg —
tropical trees bend against a yellow horizon — In Naples —
on the way north — but the war breaks out — the tramcar
from Palermo to the small village comes out with smashed
windows.

In 1916 the artist is back home in Sweden — broke —
looks for a place to have an exhibition — has lost contact
with one-time friends — who are busy. The time analogous
to the present. Impossible to get a place, all art venues
taken, bespoken for a long time — the art world’s booming
— but Siri Derkert can’t find a contact for her art — and
money is a necessity of life — is offered to design for a
fashion house — supervises the manufacture and organ-
ises the fashion shows /... in 1925 she decides/ she
takes up painting again.

During these years, for a long time without success, Siri
Derkert strives to have an exibition with her modernist work
in Stockholm and to be viewed as part of the avant-garde.
She produces a dance show at Intiman together with Anna
Petrus, Marta Kuylenstierna and Sonja Derkert, for which she
designs the costumes with Valle, and which gets mixed



reviews. An exceptional and important success at this time is
when she is chosen by August Brunius to contribute with a
woodcut for Det moderna originaltrasnittet (The modern ori-
ginal woodcut), an exclusive book that was published in
1917. In his text, Brunius gives prominence to Isaac
Griinewald and Sigrid Hjertén-Griinewald, together with Siri
Derkert as the “ultramodern group”

Not until a few years later, her efforts to have an exhibi-
tion for her paintings pay off. On February 16, 1919, she
opens an exhibition at Den Fri Udstilling in Copenhagen to-
gether with Ninie Bergsten and Anna Petrus. This is Siri
Derkert’s début. The three young, smartly dressed artists
create a sensation in the daily press. Siri gets kind treatment
in Politiken:

Siri Derkert’s pictures seem most beautiful. Their bright
and mild colours and material effectiveness are a pleasure
to the eye. There is a real cultivation of colour in a picture
such as the portrait of a young girl with a green parasol
that works so beautifully with the picture’s other tones of
mild grey and brown — a developed sense of beauty
which characterises the whole room where the thirty pic-
tures hang.14

The catalogue takes up thirty paintings and seven prints.15
From the titles one can deduce that Siri Derkert probably
presented her Italian-cubist production. On March 9, 1919,
she shows the exact same collection at the Lund University
Art Museum, but then only accompanied by Anna Petrus.16
As we have seen, it was not until 1921, at Liljevalch’s, that
she got the chance to show her work on a large scale in
Stockholm, and then she chose to show the "cubist” paint-
ings that she had done in 1915-1916, a choice that is not
without significance.

Years of life 1914-1921

Siri Derkert met and fell in love with the Finnish painter Valle
Rosenberg in the spring of 1914. The cubist paintings that
we have dealt with come from a period when Siri Derkert and
her beloved travel between different places in Italy, mainly
Sicily and Florence, and from July 1915 they are accom-
panied by their son Carlo. Apart from the political unrest,
shortage of money and the fact that her parents in
Stockholm do not accept Valle and do not even know about

Siri Derkert: Kustlandskap med figurer/Coastal Landscape with Figures, kat nr 39.
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papper. En av dem, som dterfinns i Norrkopings Konstmuseum, ir
utférd i olja (kat nr 37). Férutom modeteckningarna utgor de huvud-
delen av den i dag kinda produktionen frin tiotalets slut.12 Jag
betraktar dem som en sammanhallen svit och daterar dem 1918-19.13

Hir dterfinner vi en helt annan bilduppbyggnad och gestalt-
ningsvig in i de tidigare, kubistiska, verken. Dessa byggdes upp med
hjilp av volymer placerade intill varandra. De visentligaste bild-
elementen i de danska landskapens emotionella, oroliga kompositio-
ner r triden, som ror sig i forgrunden och nira bildytan, i brytande
och korsande riktningar. I ett par av landskapen beskriver de en
rorelse som i storm. Landskapsmotiven har i nigra fall inslag av
kubiska snarare dn kubistiska hus, disharmoniskt inplacerade mot
varandra. I nigra av dem dterfinns sma figurer, besliktade med dem i
de tidigare, stora kompositionerna, men hir smé silhuetter, sam-
manhéllna i en form. De ir férenklade i gestaltningen och ofta place-
rade i sma grupper som utgor miniberittelser: tre personer sitter och
samtalar, en man kommer med en hist, eller en liten figur sitter mitt
i en vildig, stormande skog.

I det danska landskapet, som skulle kunna siigas kombinera land-
skapet, stadsbilden och figurgruppen, ir det som att de tidigare isir-
hillna motivsfirerna férs samman. Den renodling av en stilistisk
princip som Siri Derkert uppritctholl i de kubistiska malningarna har
ersatts av ett sammanfallande, intensifierat uttryck. Den mer intima
akvarelltekniken dterfinns dven lingre ner i genrehierarkin jimfort
med oljemélningarna i den kubistiska verkgruppen. Detta kan, som
vi kommer att se, vara orsaken till att verken inte aterfinns bland de
miélningar som Siri Derkert viljer att visa pa Liljevalchs Konsthall
1921, och ocks3 till att de fram till idag sillan omnimns i konsthisto-
riska 6versikter 6ver modernismen.

I Valle Rosenbergs brev till Siri Derkert kan vi folja hur hon arbetade
for fa visa en mélerikollektion i Stockholm med malsittningen att nd
den publik och de kritiker som intresserade sig fér det nya. I Siri

Carlo, it seems as if this was a happy time in Siri Derkert’s
life, when she experienced great creative force.

In the summer of 1916, Siri Derkert went home to
Sweden. Perhaps some of the Italian motifs were painted in
Stockholm. Carlo is one year old and is in Italy with foster
parents when Valle visits Paris, but is later with his father.
Valle writes marvellous love letters to Siri, where he com-
petently describes the development of their child. In the let-
ters one can read about his plans to trade in antiques and
design clothes. Fashion drawing enters Siri’s life as commu-
nication between lovers. He draws a dress, asks Siri to have
it made, have it photographed and send back the photo-
graph to Italy (see page 16). It was Valle Rosenberg who
introduced Siri to modernist Paris and the two of them in-
spired each other to start designing clothes.

As time passes, a reproachful tone enters the letters:
sure, there is a war and resources are scarce — but why does
not Siri come? Siri Derkert’s aspiration to take a place in the
contemporary avant-garde occupies her in these years. She
refrains from returning to Italy, to resume the motherly care of
Carlo and the life with Valle. This is a fact, but we know next
to nothing about the circumstances since Siri and the
archives are silent on this point.

Late in life, she is supposed to have said to Carlo that she
had not been certain that Valle had loved her. No one who
reads Valle’s letters from the time can doubt his immense
affection. Tom Sanqvist has described it as if Siri Derkert
defended herself against the fetters of love, against the need
to posses that is the reverse side of love. Her choice not to
resume her role as a mother and her life together with Valle
is, as | see it, a response to her understanding of the space
that the age provided her with as a woman artist.

She participates in the social life of her generation of
artists and meets the artist Bertil Lybeck. In the autumn
of 1917 she finds that she is pregnant. Perhaps she writes
to Valle about Bertil and breaks off with him. This would
explain the abruptly ceasing letters. No one may, according
to Bertil’s clear exhortations to Siri, know about her con-
dition, neither their friends nor Siri’s family. She went to
Copenhagen in order to conceal the pregnancy and gives
birth to a daughter, Liv, alone in April 1918.

The stay in Denmark must have been a period of disillu-
sionment for Siri Derkert. The vision of belonging to the
European, autonomous avant-garde like she used to in Paris,
crashed with reality. The chaotic emotional state that Siri
Derkert must have been in was far from the well-dressed,



urbane women artists in the interview in Politiken in connec-
tion with the exhibition in 1919.

She was to have one more daughter with Bertil Lybeck,
Sara, in 1920, and just like Liv, she was placed in a foster
home. Only a few years later, she will bring home her three
children to have them live with her. But that is another story.

Lady in a landscape

Siri Derkert’s movement between spheres of motifs and
genres in the period 1915-1921 can be read symbolically as
a movement in the gender order of the modernist field. Her
cubist painting was part of the modernist project, like her
aspiration to find a new way of constructing images more in

Siri och Sonja Derkert pa restaurang, spelandes mandolin
och gitarr, sjungandes » Adio mie bella« iférda klinningar
av Siri/Siri and Sonja Derkert in a restaurant, playing the man-
dolin and guirar, singing “Adio, mie bella” in dresses designed by
Siri,” Parisijuli1921.

Derkerts brev och anteckningar finns annars fi samtida vittnesbérd
om hennes sjilvforstielse som konstnir. Som ildre hinder det dock
att hon fiordigt beskriver perioden i sjilvbiografiska utkast som del-
vis férs i tredje person.

Ur brev frdn Valle Rosenberg:

(10 sept 1916) Aj6 nu lilla kira - Aj - det var Din utstéllning! Vet
du! Jag tycker att det inte gor si stort att Du inte stiller ut! Att
stilla ut samman med en hel hop apokryfiska mélare utan jury ar
juinte sd virst hedrande och tas svérligen pa allvar av snusfornuf-
tigt folk. Att stilla ut pd en utstillning med jury ir detsamma som
att inte stilla ut — Du blir reducerad - dtminstone delvis! Och
annu mer - kritikerna och Brunius kommer aldrig att begripa Dig
utan att dom blitt ordentligt preparerade. — Att stilla ut samman
med Griinewald och fru till och med ir inte férdelaktigt. Dom
har tyvirr arrangerat det lite bakvint for sig - och du blir pa den
kuppen ansedd som en bluff! och det 4r sa svirt att reparera sint
senare. Griinewaldarna ir just exemplet! Men du ska spara Dina
bilder och gomma dem ordentligt s de inte forstors.

(16 dec 1916) Du vill sd girna stilla ut, gor det lilla barn, om Du
villl Men Du skall skaffa Dig hederligt sillskap. Eller ensam.
Kunde Du inte géra’t tillsamman med Bergstrand?

Ur sjilvbiografiska utkast av Siri Derkert:

1915 ir konstnirinnan forst pa Sicilien — smé byhus luta sig mot
varandra - i bakgrunden Berget Montegrino pa vars topp etc.
Eller en svart siciliansk ko betar pd en smaragdgrén grasmatta —
En dsna vrider sitt huvud ur led d& han nappar efter sitt bakben -
tropiska trid béja sig mot en gul horisont - I Neapel - pa vig
norrut — men kriget bryter ut - spirvagnen frin Palermo till den
lilla byn kommer ut med soénderslagna fonsterrutor.



1916 ir Siri Derkert hemma i Sverige - pengarna ir slut - séker
en lokal ate stilla ut - har férlorat kontakt med forna kamrater -
som ir upptagna. Tiden analog med den nuvarande. Omojligt att
fa lokal alla konstlokaler upptagna, tingade for ling tid -
Hoégkonjunkturen for konsten — men Siri Derkert far ingen kon-
takt for sin konst - och pengar méste man ha for att leva - fér ett
erbjudande fran ett modehus att rita modeller - évervaka till-
verkningen och ordna mannekinguppvisningarna /...1925
beslutar hon sig/tar hon upp sitt maleri igen.

Under de hir dren efterstrivar Siri Derkert att i Stockholm fa visa
sina modernistiska verk, under lang tid utan att lyckas, och ses som
en del av tidens avantgarde. Hon sitter upp en dans i pd Intiman till-
sammans med Anna Petrus, Mirta Kuylenstierna och Sonja Derkert,
iférda kostymer av Valle och Siri, som far blandat mottagande. En
enstaka och viktig framging under de hir dren kommer da hon viljs
ut av August Brunius att presentera ett trisnitt i Det moderna original-
trdsnittet, en exklusiv bokutgiva som kom hésten 1917. I Brunius text
i boken framhalls Isaac Griinewald och Sigrid Hjertén-Griinewald
tillsammans med Siri Derkert som den »ultramoderna gruppen«.

Inte forrdn ett par ir senare har Siris strivan att {3 stilla ut sina
mélningar haft framgang. Den 16 februari 1919 6ppnar hon en
utstillning pd Den Fri Udstilling i Képenhamn tillsammans med
Ninie Bergsten och Anna Petrus. Detta ir Siri Derkerts debututstill-
ning. De tre unga, vilklidda konstnirerna portritteras och vicker
uppseende i dagspressen. Siri fir ett mycket gott bemoétande i
Politiken:

Smukkest virker Siri Derkerts Billeder. Deres lyse og lette Farver
og stofflige Virkning er behagelig for @jet. Der er virkelig
Farvekuleur i et Billede som Portratet af den Unge Pige med den
gronne Parasol, der staar saa smukt sammen med Billedets avrige
Toner af dempet graat og brunt - en kultiveret Skonhedssans,
som praeger hele Rummet, hvor de 30 Billeder hanger. 14
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Ur Dagens Nyheder, Képenhamn/From Dagens Nyheder
Copengahegen, 15 februari 1919.

phase with what happened in the new art she had met in
Paris. She wanted to exhibit these pictures and also become
part of the Scandinavian avant-garde. When, after many
years, she gets the opportunity in 1921, the time is not ready
for her recognition. The contemporary art world could not
accept the ambitions in these paintings as coming from a
woman artist. These paintings — especially the two “master-
pieces” that are in the collections of Moderna Museet in
Stockholm today, Still Life with Tea Cup and Self-Portrait
(Pregnant with Carlo) (1915) — will later recur in art histori-



Siri Derkert och/and Valle Rosenberg, Harrogate (England)
1915.

cal surveys as Derkert’s only contribution to Swedish moder-
nism.

The larger group of works that she produces after 1917 —
the fashion plates and the Danish landscapes — are not
valued by her contemporaries in the modernist sphere.
When Siri Derkert starts doing fashion drawings, she tackles
a genre that does not just have a low position in a hierarchy
that still values painting, but a genre that is associated with
“the feminine” But, as Maria Carlgren has shown, it makes
sense to see the fashion plates as part of an artistic attitude
that was characteristic of the age and did not become
generally accepted in Sweden until the 1920s, when they
too could be regarded as artistic expressions. However,
fashion design did give Siri Derkert opportunities to become
a professional woman who is able to support herself and get
around in the world by herself — something that she and her
sisters had been raised to in their middle-class upbringing. It
gave her the opportunities that painting had not provided her

Katalogen upptar trettio mélningar och sju grafiska blad.15 Av titlarna
kan man utlisa att Siri hir antagligen presenterade sin italiensk-
kubistiska produktion. Den 9 mars 1919 visar hon exakt samma
kollektion vid Lunds universitets konstmuseum, men da endast till-
sammans Anna Petrus.16 Forst 1921, pd Liljevalchs Konsthall, fick
hon som vi sett mojlighet att presentera sig i storre skala i huvud-
staden, och valde di att visa uteslutande det kubistiska maleri hon
utfort dren 1915-16, ett val som inte 4r betydelselst.

Levnadsaren 1914-1921

Siri Derkert triffade och forilskade sig i den finske méilaren Valle
Rosenberg viren 1914. De kubistiska malningar vi hir talat om hir-
ror fran en tid d Siri Derkert lever med sin kirlek, och fran juli 1915,
med sin son Carlo, pd resa mellan olika orter i Italien, frimst Sicilien
och Florens. Trots den politiska oron, pengabrist och det faktum att
hennes forildrar i Stockholm inte accepterar Valle och inte heller har
kinnedom om Carlo, talar mycket for ate detta var en lycklig tid i Siri
Derkerts liv d4 hon upplevde stor skaparkraft.

Sommaren 1916 reser Siri Derkert hem till Sverige. Kanske nigra
av de italienska motiven mélas hemma i Stockholm. Carlo ér ett &r
och befinner sig i Italien hos fosterforildrar nir Valle ér i Paris en tid,
men ir sedan dter tillsammans med fadern. Valle sinder fantastiska
kirleksbrev till Siri ddr han ocksa insiktsfullt beskriver deras barns
utveckling. I breven kan man folja hans planer att handla med antik-
viteter och att formge klider. Modetecknandet kommer in i Siris liv
som en kirlekskommunikation med Valle: han ritar en teckning,
sinder den till Siri, ber henne lita sy upp den, lita fotografera sig i
den och sinda fotografiet tillbaka till Italien (sid 16). Det ir Valle
Rosenberg som introducerat Siri i modernismens Paris, och det ir de
tvd som inspirerar varandra att bérja skapa klider.

Med tiden fér breven férebriende inslag: forvisso dr det krig och
medlen ir ytterst begrinsade — men varfér kommer aldrig Siri? Siri
Derkerts strivan att f4 en plats i det samtida avantgardet upptar
henne under dessa &r. Att dterga till Italien, dteruppta modersansva-



ret for Carlo och samlivet med Valle, avstir hon fran. Detta ir ett fak-
tum, men omstindigheterna vet vi nistan ingenting om eftersom
Siri och arkiven ir fortegna.

Till Carlo skall hon pa ildre dagar ha sagt att hon inte var siker pd
om Valle tyckte om henne. Ingen som liser hans brev frin tiden kan
ha den minsta tvekan om Valles grinslosa tillgivenhet. Tom
Sandqvist har beskrivit det som att Siri Derkert virjer sig mot
kirlekens ofrihet, mot behovet att iga som ir kirlekens nattsida.
Hennes val att under den hir perioden inte dterintrida i modersrol-
len och samlivet med Valle dr som jag ser det ett svar pd den forstielse
hon har av vad det samtida filtet ger henne for utrymme som kvinn-
lig konstnir.

Hon deltar i sin konstnirsgenerations sociala umginge, och trif-
far konstniren Bertil Lybeck. Hosten 1917 forstar hon att hon ér gra-
vid. Kanske hon skriver till Valle och berittar om Bertil och bryter,
det kan vara en forklaring till de abrupt uteblivna breven. Ingen far
enligt Bertils bestimda uppmaningar till Siri, vare sig i kamratkret-
sen eller i Siris familj, kinna till hennes tillstdnd. Hon reser till
Kopenhamn for att délja graviditeten och foder i april 1918 dottern
Liv, ensam.

Vistelsen i Danmark dir Siri 4r for att i hemlighet foda sitt och
Bertil Lybecks barn, méste ha varit en tid av desillusion fér Siri
Derkert. Visionen om att verka som en del av ett europeiskt, obero-
ende avantgarde som hon hade under sin férsta tid i Paris, hade bor-
jat brytas mot verkligheten. Det kaotiska kinslotillstind som Siri
Derkert méste befunnit sig i var lingt ifrdn det som de vilklidda,
virldsvana konstnirinnorna utstrdlade som intervjuades i Politiken i
samband med utstéillningen 1919.

Hon kom att f4 ytterligare en dotter med Bertil Lybeck, Sara,
1920, som liksom Liv placerades i fosterhem i Danmark. Forst nigra
ar senare kommer hon att himta hem sina tre barn och borja leva i
deras nirhet. Men det dr en annan historia.

Siri Derkert i sin ateljé med » Sjilvportritt med parasoll «,
1916/Siri Derkert in the studio, with “Self-Portrait with Parasol,”
1916.

with. Still into our time, art history has wanted to distinguish
fashion from the mainstream of modernism.17

The Danish landscapes come about in a situation where
the gender order and the conditions that govern life break
down. Siri Derkert finds it more and more difficult to combine
the modern, urban position of the artist with her own life. The
circumstances around her own maternity are in turn not
socially acceptable and have to be concealed.

For me, these watercolours, which were not brought for-
ward in the modernist field, become an expression of the
place where Siri Derkert finds herself. The maintenance of
the gender order and the cultivation of pure art forms and
motifs are here relinquished. The relation between the
modern artist and her modernist surroundings is deeply
problematic, something that found expression in another
Swedish woman artist, Sigrid Hjertén, as a drama within the
individual motif.18 Siri Derkert’'s expression of the same con-
flict is found in her movement between different groups of
works and genres and thereby between different artistic figu-
rations in the existing gender order.

One of the Danish landscapes, Landscape, can be seen
as a key work and a summing up of Siri Derkert’s position
under modernism (Plate IX). It also contrasts with the open-
ing Vision of the Future from 1914. In the unquiet, disrupted
landscape, we find a small, smartly dressed woman with a
dog in the lower right hand corner. She wears a hat, and
there is a touch of light red in her dress. Here, one of the
models from her fashion plates is inserted in the landscape!



Siri Derkert med en idag férsvunnen mélning
med motivet »Flojtspelare«, 1915-1916/Siri
Derkert with a painting entitled “The Flute Player”
which has disappeared today, 1915-1916.
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Dam i landskap

Siri Derkerts rorelse mellan motivsfirer och genrer under perioden
1915-21 kan pd symbolplanet lisas som en rérelse i det modernistis-
ka filtets genusordning. Hennes kubistiska maleri var en del i det
modernistiska projektet, liksom hennes strivan att hitta en ny bild-
konstruktion i fas med vad som hinde i den nya konst som hon motte
i Paris. Hon hade ambitionen att fi stilla ut och ocksa bli en del av
det skandinaviska avantgardet. Nir hon till sist efter flera 4r fir en
mojlighet att gora det 1921, ir inte tiden inne f6r att bli erkind.
Dessa milningar har en ambition som samtiden inte formir accepte-
ra nir den dterfinns hos en kvinnlig konstnir. Dessa malningar —
framfér alle de bida » misterverken«, idag i Moderna Museets igo,
Stilleben med thekopp och Sjalvportriit (med Carlo i magen), 1915 - dter-
kommer sedan i konsthistoriska oversikter som Derkerts enda bidrag
till den svenska modernismen.

De storre verkgrupper som hon utfor efter 1917 - modeteckning-
arna och de danska landskapen - virderas inte av hennes samtid
inom den modernistiska sfiren. Nir Siri Derkert borjar teckna
mode, ger hon sig in i en genre som inte bara betraktas som ligre i en
virdehierarki dir méleri 4nnu stir hogt, utan ocksa forknippas med
»det kvinnliga«. Som Maria Carlgren har visat dr det dock rimligt
att se modeteckningarna som en del av ett f6rhéllningssitt som lag i
tiden, och som forst pa tjugotalet slog igenom i Sverige, dir de kunde
betraktas som ett konstnirligt uttryck. Dock kan Siri Derkert med
sitt modeskapande fi utrymme att som yrkeskvinna férsorja sig sjilv
och i egen sak ge sig ut i virlden - nigot hon liksom hennes systrar
hade fostrats till i en borgerlig uppvixtmiljo. Det gav henne en moj-
lighet som méleriet inte hade givit henne. Konsthistorien har innu
in i var tid velat sirskilja modeskapandet frin den modernistiska
huvudfaran.1”

De danska landskapen utférs i en situation dir genusordningar
och livsbetingelser borjar bryta samman. Siri Derkert far allt svirare
att férena den moderna, urbana konstnirspositionen med sitt eget
liv. Omstindigheterna kring hennes moderskap ir i sin tur inte hel-
ler socialt legitimerade och méste doljas.



Dessa akvareller, som inte forts fram i det modernistiska filtet,
blir i mina 6gon ett slags uttryck for var Siri Derkert befinner sig.
Uppritthillandet av genusordningen och renodlingen av genrer och
motiv ges hir upp. Relationen mellan den kvinnliga konstniren och
hennes omgivning i modernismen ir djupt problematisk, nigot som
hos en annan svensk kvinnlig konstnir, Sigrid Hjertén, tycks komma
till uttryck som ett drama i det enskilda motivet.18 Siri Derkerts
uttryck av samma konflikt dterfinns i hennes rorelse mellan de olika
verkgrupperna och genrerna, och dirmed ocksd mellan olika konst-
nirsfigurationer i den existerande genusordningen.

Ett av de danska landskapen - Landskap — ir om man s vill ett
nyckelverk och en sammanfattning av Siri Derkerts konstnirliga
position under modernismen (bildavdelningen, IX) . Den ir ocksd en
motbild till den inledande Framtidsbild frin 1914. I det oroliga, upp-
brutna landskapet aterfinner vi en liten, elegant klidd kvinna med
hund, i bildrummets nedre hégra hérn. Hon bér hatt, hennes klin-
ning har ett drag av ljusrote. Hir har en av modellerna frin Siri
Derkerts modeteckningar placerats in i landskapet.

Noter

1 Efterlimnade manuskript av Siri Derkert. De i artikeln citerade breven finns i Siri
Derkerts brev- och manuskriptsamling pa Kungliga Biblioteket, Stockholm. Om
Siri Derkerts liv och verk, se Rolf Séderbergs monografi Siri Derkert (Sveriges all-
minna konstférening, Stockholm 1974), som ir standardverket. Tom Sandqvists
Han finns, forstdr du. Siri Derkert och Valle Rosenberg (Malmd 1986), férdjupar kunska-
pen om Derkerts tiotalsverk utifrdn hennes samspel med Valle Rosenbergs konst
och konstsyn, det internationella avantgardet och deras kirleksrelation. For en
éversike over Siri Derkerts verk pa engelska, se Annika Ohrners »Siri Derkert« i
Dictionary of Women Artists, (London 1997). Information om Siri Derkerts biografi,

bibliografi och annat finns pa Internet: www.siri.derkert.com.

Notes

1 Unpublished manuscripts by Siri Derkert. The quoted letters in this
article are found among her letters and manuscripts in the Royal
Swedish Library in Stockholm. The standard biography is Rolf
Sdéderberg, Siri Derkert (Stockholm 1974). Tom Sandqvist, Han
finns, forstar du: Siri Derkert och Valle Rosenberg (There is someo-
ne like him, you see: Siri Derkert and Valle Rosenberg) (Malmo
1986), gives a more in-depth view of her work from the 1910s in
relation to Valle Rosenberg’s art and view of art, the international
avant-garde and their love affair. For an outline of Siri Derkert's life
and work in English, see Annika Ohrner, “Siri Derkert;” in Dictionary
of Women Atrtists (London 1997). For more information about her
biography, bibliography, etc, see www.siri.derkert.com.

2 Maria Carlgren, Marginaliserad modernism: Siri Derkert som klad-
skapare och modeteckningen som estetiskt objekt (Marginalised
modernism: Siri Derkert as fashion designer and the fashion plate
as aesthetic object), MA dissertation, Lund University 1999, and
“Siri Derkert och modernismens modebild” (Siri Derkert and the
modernist image of fashion), Paletten no 4, 2000.

3 EvaHallin, Konst, sprak och genus: Om konsrelaterade vérderingar
i mellankrigstidens konstkritik och andra texter om konst (Art, lan-
guage and gender: about gender-related values in art criticism and
other texts about art between the wars) (MA dissertation,
Stockholm University, 1989), “Det feminina konstnarslynnet” (The
artistic disposition of women) Kvinnovetenskaplig tidskrift no 1,
1992, and “En annan bland andra: kvinnorna vid avantgardets slut”
(Another among others: women at the end of the avant-garde),
Paletten no 3, 2000.

4 However, Siri Derkert did receive some recognition for her treat-

ment of colours. For a summary of the criticism, see Soderberg,
1974, p 60.

5 In addition to Hallin see, Anna-Lena Lindberg, “Sté pa piedestal
eller konkurrrera” (On the pedestal or in the market) in Anna Lena
Lindberg and Barbro Werkmaéster, Kvinnor som konstnarer
(Women as artists) (Lund, 1975); “Kvinnor i svenskt avantagard”
(Women in the Swedish avant-garde), supplement to the Swedish
translation of Lea Vergine, L'altra meta dell’avantguardia 1910-
1940 (Milano 1980), and Shulamith Behr, “Att differentiera moder-
nismen: Svenska kvinnliga konstnarer i det tidiga 1900-talets
avantgarde-kultur” (To differentiate modernism: Swedish women
artists in the early 20th-century avant-garde culture), both in Cecilia
Widenheim (ed), Utopi och verklighet: svensk modernism 1900-
1960 (Utopia and reality: Swedish modernism 1900-1960) (exhi-
bition catalogue Moderna Museet).



6 See also Bridget Eliott, “Modernism and Women Atrtists” in
Dictionary of Modern Artists, (London 1997), and Katy Deepwell's
(ed) introduction to Women Artists and Modernism (London

1998).
7 See Soderberg, 1974, p 44.

8 By comparing photographs from this period | conclude that the pic-
ture with Siri Derkert and the painting, dated 1916, was taken on
the Italian trip and not in the Stockholm studio, as Soderberg, 1974,
says, p 53.

9 Itis a small landscape and a picture with a woman playing the man-
dolin, called Girl, with a lot of the paint scraped off. In 1921, the as
yet clearly unscathed paintings were shown at Liljevalch’s as no 84
and 89. In 1954 a few Italian works, mainly on paper, unclear which,
were destroyed in a fire in Siri's home. On the other hand, she went
back to some of her cubist works and reinterpreted them in new
paintings.

10 Sandqyist, 1987, p 99.

11 Tom Sandqvist suggests that a drawing with a corresponding motif
should be ascribed to Valle Rosenerg (Sandqvist, 1987, p 94 f). In
Siri Derkert’s artistic remains, the canvas is found, with damages
that Siri probably did later.

12 A couple of still lifes on paper that are not treated here belong to
this period as well.

13 The Danish landscapes have been dated in different ways, between
1918 and 1919, in one case even “around 1914 My datings are
based on the fact that they in terms of style and motifs belong
together and on biographic inscriptions.

14 Signed K P, “Svensk Kunst i Den Frie: Ninie Bergsten, Siri
Denchers [sic] and Anna Petrus” (Swedish art at Den Frie: Ninie
Bergsten, Siri Denchers and Anna Petrus), Politiken (undated clip-
ping).

15 Den Fri Udstilling (Copenhagen), Maleri og Skulpturudstilling af
Ninie Bergsten, Siri Derkert og Anna Petrus, 16-27 febr 1919
(Painting and sculpture exhibition by Nine Bergsten, Siri Derkert
and Anna Petrus) (exhibition catalogue). Many of the pictures with
higher numbers have titles that are general but still suggest a cer-
tain affinity to the Danish watercolours. Are they oil versions of the
“Danish landscapes” that were sold at the time and which thereby
disappeared from the public view?

16 Lund University Art Museum, Utstallning: Siri Derkert och Anna
Petrus, 9-25 March 1919 (Exhibition: Siri Derkert and Anna
Petrus), (exhibition catalogue).

17 Something that is analysed in Carlgren, 1999, p 77ff. An exception
is when fashion plates are presented in Moderna Museets large
modernist exhibition, Utopi och verklighet: Svensk modernism
1900-1960 (Utopia and reality: Swedish modernism 1900-1960),

10

11

12

Maria Carlgren: Marginaliserad modernism. Siri Derkert som klidskapare och modeteck-
ningen som estetiskt objekr (magisteruppsats, Lunds universitet 1999), samt » Siri
Derkert och modernismens modebild «, Paletten 4/2000.

Eva Hallin, Konst, sprik och genus. Om kinsrelaterade virderingar i mellankrigstidens
konstkritik och andra rexter om konst (8o-poingsuppsats, Stockholms universitet,
1989), »Det feminina konstnirslynnet« Kvinnovetenskaplig tidskrift 1/1992, och
»En annan bland andra - kvinnorna vid avantgardets slut« Paletten 3/2000.

Siri Derkert fick dock visst erkiinnande for sin firgbehandling. Fér en sammanfatt-
ning av kritiken se Séderberg, 1974, s 6o.

Férutom Hallin se #ven Anna-Lena Lindberg, » St p3 piedestal eller konkurrera« i
Anna Lena Lindberg och Barbro Werkmiister, Kvinnor som konstnéirer (Lund, 1975);
Anna Lena Lindberg och Barbro Werkmiister, »Kvinnor i svenskt avantgarde
1910-40%, i Lea Vergine, Andra hilften av avanigardet. Kvinnliga malare och skulptorer
inom de avanigardistiska rirelserna 1910-1940 (Stockholm 1981), och Shulamith Behr,
»Att differentiera modernismen. Svenska kvinnliga konstnirer i det tidiga 1900-
talets avantgarde-kultur«, i Cecilia Widenheim (red) Uropi och verklighet. Svensk
modernism 1900-1960 (utstillningskatalog Moderna Museet).

Se dven Bridget Eliott, » Modernism and Women Artists« i Dictionary of Modern
Artists, (London 1997), och Katy Deepwells (red) introduktion till Women Artists
and Modernism (London 1998).

Se Rolf Soderberg, 1974, s 44.

Efter en jimforelse mellan fotografier fran den hir tiden bedémer jag att bilden
med Siri och mélningen, daterad 1916, ir tagen under Italienresan och inte i

Stockholmsateljén, som anges hos Soderberg, Siri Derkert, s 53.

Det ir ett litet landskap och en liten mélning med en kvinna som spelar mandolin,
kallad »Flicka«, med mycket av firgen bortskrapad. De di synbarligen dnnu oska-
dade mélningarna visades 1921 pa Liljevalchs Konsthall som nr 84 respektive nr 89.
Vissa italienska verk, frimst pd papper, oklart vilka, forstordes i en brand i Siris hem
1954. P4 femtiotalet kom hon 4 andra sidan ocksa att ga tillbaka till ndgra av sina
kubistiska verk och gora nytolkningar av dem i nya malningar.

Sandqvist, 1987, s 99.

Tom Sandqvist har foreslagit att en teckning med motsvarande motiv skulle kunna
tillskrivas Valle Rosenberg (Sandqvist, 1987, s 94f). Duken aterfinns i Siris kvarla-

tenskap, med spar av den dverkan som Siri formodligen senare sjilv gjort.

Dit hor ocksa ett par stilleben pd papper som jag inte behandlar hir.
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14
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De danska landskapen har tidigare daterats frin »omkring 1914« till 1920. Jag
baserar min datering p4 att de stilistiskt/motiviskt hor samman och pé biografiska
paskrifter. Se kat 37-43.

Signerad K P »Svensk Kunst i Den Frie. Ninie Bergsten, Siri Denchers [sic] og
Anna Petrus«, Politiken (odaterat klipp)

Den Fri Udstilling (Kopenhamn), Maleri og Skulprurudstilling af Ninie Bergsten, Siri
Derkert og Anna Petrus, 16.-27. febr. 1919 (katalog). Flera av de hogre numren har tit-
lar som visserligen ir lite allméinna, men dnd3 anger en viss affinitet med de danska
akvarellerna. Kan detta vara oljeversioner av de »danska landskapen «, som kanske
sildes vid denna tid och dirmed forsvann ur offentligheten?

Lunds universitets konstmuseum, Urstdillning. Siri Derkert och Anna Petrus, 9—25 mars

1919 (utstillningskatalog).

Utreds i Carlgren, 1999, s 77 ff. Ett undantag ir att modeteckningarna presenteras i
Moderna Museets stora presentation av modernismen Utopi och verklighet, svensk
modernism 1900-1960, 2000-2001. I katalogen skriver dock Shulamith Behr att
Derkerts engagemang i modevirlden var en f6ljd av ekonomiskt nédtving och
symptomatiskt fé6r den moderna kvinnliga identiteten och for kvinnors samspel
med konsumtionskulturen (Behr, 2000, s 116).

Se bland annat Elisabet Haglund, » Sigrid Hjerténs bildvirld«, i Sigrid Hjertén
(Stockholm, 1991). Se idven Sigrid Hjertén (utstillningskatalog, Liljevalchs
Konsthall, 1995), Anita Goldman, I sjilen alltid ren (Stockholm 1997),0ch Katarina
Borgh Bertorp (red), Sigrid Hjertén. Wegbereiterin von Expressionismus (Stockholm

1999).

2000-2001. But in the catalogue, Behr writes that Derkert's invol-
vement in the fashion world was the result of economic necessities
and a symptom of modern woman'’s identity and her involvement in
consumer culture (Behr, 2000, p 116).

18 Elisabet Haglund, “Sigrid Hjerténs bildvarld” (Sigrid Hjertén's
image world) in Elisabeth Haglund and Ivan Grinewald, Sigrid
Hjertén (Stockholm 1991). See also, Sigrid Hjertén (exhibition
catalogue, Liljevalch’s 1995), Anita Goldman, | sjélen alltid ren
(Always pure in the soul) (Stockholm 1997), and Katarina Borgh
Bertorp (ed), Sigrid Hjertén: Wegbereiterin von Expressionismus
(Stockholm 1999).

Siri Derkert: Stormlandskap/Tempestuous Landscape, kat nr 41.



Bildavdelning/Plates



88. Stilleben 79. Italienskt landskap 74. Stadsbild

83. Landskap 78. Italienskt landskap

87. Patrullen 76. Ryttarinnor

84. Landskap 80. Stilleben 86. Landskap 89. Flicka 85. Sicilianskt landskap

Dokumentation fran Liljevalchs Konsthall, Aprilutstaliningen 1921, sal 9, Siri Derkert. Titlarna man anvénde d4, har idag i flera fall andrats./
Documentation from Liljevalch’s Art Gallery, the April Exhibition 1921, Siri Derkert. Many of the works have changed titles since then.



Siri Derkert: Landskap/Landscape, 1915, kat nr 29.
Utstalld pa Lilievalchs konsthall 1921 som nr 78 Italienskt landskap/Exhibited at Liljevalch’s Art Gallery in 1921 as No 78.

II



Siri Derkert: Sonja dansar onestep, odaterad/Sonja Does the One-Step, undated, kat nr 46.

III



v

Siri Derkert: Vanninorna/The Friends, 1916, kat nr 48.



Siri Derkert: Balkongen/The Balcony, 1916, kat nr 36.

V



Siri Derkert: Sicilianskt landskap 111/ Sicilian Landscape 111, 1915, kat nr 31.

VI



Siri Derkert:

Hos Estrup — stilleben med flaskor och bdcker/At Estrup’s —
Still Life with Bottles and Books, 1918-1919,

katnr51.

Kaffekoppen/The Coffee Cup, 1918, kat nr 50.

VII



Siri Derkert: | vantan pa Liv/Waiting for Liv, 1918-1919, kat nr 38.

VIII



IX



Siri Derkert: Danskt landskap/Danish Landscape, 1918-20, Norrkdpings Konstmuseum, se kat nr 37.



Verkforteckning Siri Derkert
— modernist och modetecknare

List of works for Siri Derkert - Modernist and Fashion Designer

Mitten anger héjd x bredd. Urvalet av verk kan avvika marginellt pa vissa vis-
ningsorter.

The measures indicate height x width. The works exhibited can vary slightly between venues.

Beteckningen C hinvisar till numrering i/The letter C refers to the numeration of
the works in Maria Carlgren, Marginaliserad Modernism. Siri Derkert som klid-
skapare och modeteckningen som estetiskt objeks, (magisteruppsats i konstvetenskap,
Lunds universitet/MA dissertation, Lund University, 1999).

Klidstudier / Fashion Drawings 1917-21
Akvarell pa papper nir ¢j annat anges/Watercolour when not otherwise stated.

1. Gul klinning med krage och manschetter i violbld/Yellow dress with violet
collar and cuffs
Paskrift/Inscription: »Klidstudie 1914-15-16-17« (Dress study
1914-15-16-17)
316 x 183 mm, C 78, se sidan/see page 43
Privat dgo/Private collection

2. Stickad vit klinning med svarta broderier/Knit, white dress with black
embroidery
Milad med fet firg/Greasy paint 330 x 203 mm, C 79
Privat 4go/Private collection

3. Brunklinning i ylle med broderier/Brown wool dress with embroideries
310x 210 mm, C 8o
Privat 4go/Private collection
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10.

Bla kappa och kjol med detaljer i gratt farskinn/Blue coat and skirt with grey
fleece details

Paskrift n th/Inscription: » 6«

29o0x 195 mm, C 82

Privat 4go/Private collection

Kappa i blatt med pilskrage och pilskant kring héften/Blue coat with fur
collar and fur hip border

Signerad/Signed: Siri Derkert

296x233 mm, C 84

Moderna Museet, NMH 546/1971, (daterad/dated 1920-24)

Gul kappa med farpilsfodrad cape/Yellow coat with fleece
coated cape

Signerad med reliefstimpel: Siri Derkert.

286 x 165 mm, C 85, se sidan/see page 44

Privat dgo/Private collection

Klinning i blatt och gront med vist i brun pils/Blue and green dress with
brown fur vest

285 x 200 mm, C 87

Privat dgo/Private collection

Klinning med bl blus och terrakottabrun hingslekjol/Dress with blue blouse
and terracotta brown skirt with braces

286 x166 mm, C 88

Privat 4go/Private collection

Klinning i vitt tyg med gula blommor, kjol med blé végrita linjer/Dress in
white fabric with yellow flowers, skirt with blue horizontal lines

375 x240 mm, C 89

Privat 4go/Private collection

Folkloristiskt influerad klinning med detaljer i guld och skunkpils/Dress
with folkloric influences and gold and skunk striped details
Paskrift/Inscription: »[olisligt ord] knippt guldkant med skunkkant fram,
guldblomma gulduppslag, guldblomma p3 drm, svagt guldfirgad chiffong,
svagt guldfirgat nistan vitt siden i fram och bakstycke, drmar i annan chif-
fong som sidor.« (... buttoned gold edging with skunk lining in the front,
gold flower on sleeve, gold facing, light golden chiffon, light golden almost
white silk in front and back, sleeves in another chiffon as sides.)

300 x206 mm, C 9o

Privat dgo/Private collection
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11.

12.

13.

14.

15.

16.

17.

18.

19.

R&d klinning med ett nit av pils eller garn/Red dress with a fur or cotton
mesh

275 x 160 mm, C 91, se sidan/see page 12

Privat dgo/Private collection

Klinning med vertikala och horisontala dekorationer/Dress with vertical and
horizontal decorations

18ox100 mm, C 92

Privat 4go/Private collection

Klinning med »lagerkrans« runt nerhasad halsringning/Dress with
wreath-like neckline

3oox152 mm, C 93

Privat digo/Private collection

Klinning med axelbandslost liv och separat tunn cape/Strapless dress and
separate thin cape

304 x170 mm, C 94

Privat digo/Private collection

Svart plisserad klinning med snickformad kjol/Black pleated dress with helix
shaped skirt

320x222mm, C 95

Privat digo/Private collection

Rosa klinning med halvkrinolin och hingslen i svart spetstyg/Pink dress with
braces in black lace.

322 x 220 mm, C 96, se sidan/see page 19

Privat digo/Private collection

Gr4 stickad klinning med rosa pilskantad stickad kofta/Grey knit dress with
pink fur lined cardigan

289 x173 mm, C 97

Privat dgo/Private collection

Plisserad klinning med rombdekor/Pleated dress with rhombus decoration
Piskrift/Inscription: » Crépe Georgette [olisligt ord] med [olisligt ord] tunn
[oldsligt ord] eventuellt [oldsligt ord] tyg inunder [olisligt ord ]« (Crepe
Georgette ... with ... thin ... possibly ... fabric under ...)

295x190 mm, C 98

Privat digo/Private collection

Klinning med korta drmar och randigt liv i vitt och blitt/Short-sleeved dress
with white and blue waist
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21.

22.

23.

24.

25.

26.

27.

Signerad/Signed: Siri Derkert
291x 200 mm, C99
Moderna Museet (NMH 547/1971, daterad/dated 1920-24)

. Klinning i rosa med hatt och handskar/ Pink dress with hat and gloves

335 x190 mm, C 101
Privat dgo /Private collection

Aprikosfirgad klinning med sldp/Apricot-coloured dress with train
294x215 mm, C 102
Privat dgo/Private collection

Vit klinning med pasydda volanger eller spetsar/White dress with frill and
lace

Paskrift/Inscription: »vit med kras [resten olisligt] « (white with ruffle....)
355x217 mm, C 103

Privat 4go/Private collection

Tvadelad klinning med rosa och svartrutig blus till en svart kjol/Two-part
dress with a pink and black blouse to a black check skirt

374 x 200 mm, C 104

Privat 4go/Private collection

Rosa klinning, modell med hund/Pink dress, model with dog
309 x 202 mm, C 105
Privat 4go/Private collection

Gra klinning med detaljer i rosa, modell i trappa/Grey dress with pink
details, model on stairs

336 x 170 mm, C 106

Privat dgo/Private collection

Blagri klinning, stiliserad stadsvy i bakgrunden/Blue-grey dress, stylised
cityscape in the background

3oox 170 mm, C 107

Privat dgo/Private collection

Klinning i blatt och violett/Blue and violet dress

293 X 240 mm, starkt beskuren/

Paskrift/Inscription: » Till Nadja fran Kerstin o Carlo sommaren 1987« (To
Nadja from Kerstin & Carlo, summer 1987)

Sign med reliefstimpel/Signed with an embossed stamp: Siri Derkert
Privat 4go/Private collection



28.

Modeillustration/Fashion illustration 1923-24
Forslag till/Draft for Bonniers Veckotidning
Figurhéjd/height of figure 85 mm, se sidan/see page 25
Privat dgo/Private collection

Milningar 1915-1916, olja pi duk

29.

30.

31.

32.

33.

34.

35-

36.

Landskap/Landscape, 1915

46 X 46 cm, se bildavdelningen/see plate IT
Signerad/Signed: S.D.

Privat dgo/Private collection

Sicilianskt landskap II/Sicilian Landscape I, 1915
52X52cm

Signerad/Signed: S.D.

Hilsinglands Museum (HM 21903)

Sicilianskt landskap ITI/Sicilian Landscape I1I, 1915
31X 34 cm, se bildavdelningen/see plate VI
Signerad/Signed: S.D.

Privat 4go/Private collection

Mandolinspelande flicka/Girl Playing the Mandolin, 1915

65X 50cm
Signerad/Signed: S. Derkert 1915
Privat digo/Private collection

Sjalvportritt (med Carlo i magen) /Self-Portrait (Pregnant with Carlo), 1915

76X 65 cm
Moderna Museet (NM 5024)

Sjalvportritt med parasoll/Self-Portrait with Parasol, 1916

75X 6o cm, se sidan/see page 51
Privat digo/Private collection

Utsikt 6ver Florens/View of Florence, 1916
53 X 44 cm, se sidan/see page 54
Privat digo/Private collection

Balkongen/The Balcony, 1916
61x 52 cm, se bildavdelningen/see plate V
Privat digo/Private collection

kat26



Danska landskap 1918-19

Akvarell pd papper nir ¢j annat anges/Watercolour on paper when not otherwise

stated.

37.

38.

39.

40.

41.

42.

43.

Danskt landskap/Danish Landscape, 1918-20
Olja pa duk/Oil on canvas, 43 x 41 cm, se bildavdelningen/see plate X
Norrképings Konstmuseum (NKM A 285)

I vintan pa Liv/Waiting for Liv

Paskrift /Inscription: » [oldsligt ord] I vintan pa Liv« (... waiting for Liv)
218 x 170 mm, se bildavdelningen/see plate VIII

Privat 4go/Private collection

Kustlandskap med figurer, Sjilland/Coastal Landscape with Figures, Zealand
205 X 163 mm, se sidan/see page 58.
Privat 4go/Private collection

Stadslandskap, Képenhamn/Cityscape, Copenhagen
217 X 173 mm, se sidan/see page 57.
Privat 4go/Private collection

Stormlandskap/Tempestuous Landscape
205 X 165 mm, se sidan/see page 67.
Moderna Museet (NMH 116/1970)

Landskap/Landscape
169 X 206 mm, se sidan/see page 57
Moderna Museet (NMH 545/1971, daterad/dated 1919)

Landskap/Landscape

219 x 174 mm, se bildavdelningen/see plate IX
Signerad/Signed: S. Derkert

Moderna museet (NMH 433/1974, daterad/dated ca 1914)



Ovriga verk pa papper:

44.

45.

46.

47.

48.

49.

Valle spelar/Valle Plays the Mandolin, 1914
Kolteckning/Charcoal drawing 212 x 173 mm
Privat dgo/Private collection

Framtidsbild, Siri och Irma/Vision of the Future, Siri and Irma, 1914
Akvarell/Watercolour, 9o x 140 mm, se sidan/see page 48

Brevkort 8 januari 1914 frin Siri till Sonja Derkert/Postcard January 8, 1914,
from Siri to Sonja Derkert.

Péskrift/inscription: »jag gratulerar dig Irma pa det allra varmaste. Jag skick-
ar ett paket men det hinner inte fram forrin i svermorgon bitti. O ja! A si
skont m pilsar & varmt! A ingen hunger! A apelsiner 4 andra gronsaker &
rosor. Tink s skont att ha 10 millioner. « (Warm congratulations, Irma. I
send a packet, but it won’t get to you until the day after tomorrow. Oh yes!
Fur coats are so nice and warm! And no hunger! And oranges & other vegeta-
bles & roses. Think how great ten million would be.)

Privat 4go/Private collection

Sonja dansar onestep/Sonja Does the One-Step, odaterad/undated
Akvarell/Watercolour, 154 x 130 mm, se bildavdelning/see plate ITT
paskrift/inscription: » Hir sitter Sonja mé bena, Hon visar dem girna till
knina, Nir hon dansar sin onestep med svimningen, S hon nistan gar upp
uti, Limningen, Hon som kan halla tand f6r tunga S hon blir f6r blyg for att
kunna sjunga«. (Here’s Sonja whose legs are gorgeous, She loves to show
them for us, When she does the one-step with the swoon, So she almost rea-
ches for the moon, She keeps her thoughts to herself and is to shy to sing.)
Privat 4go/Private collection

Skiss till sjilvportritt med Carlo i magen/Sketch for Self-Portrait (Pregnant
with Carlo), 1915

Kritteckning/Charcoal drawing, 170 x 210 mm

Privat digo/Private collection

Vininnorna/The Friends, 1916

Akvarell och blyertsteckning, 143 x 112 mm, se bildavdelning/see plate IV
Signerad/Signed: SD

Privat digo/Private collection

Flicka vid toalett/Girl at the Dressing Table, 1916

Akvarell och blyertsteckning/Watecolour and pencil drawing 225 x 140 mm
Signerad/Signed: S Derkert

Piskrift/Inscription: »copie de chaqu«  Privat dgo/Private collection



kat 57

50.

Kaffekoppen/The Coffee Cup, 1918

Collage, blyertsteckning, akvarell/Collage, pencil drawing, watercolour
90 X 95 mm, se bildavdelning/see plate VII

Privat dgo/Private collection

51. Hos Estrup - stilleben med flaskor och bocker/At Estrup’s — Still Life with
Bottles and Books, 1918-19
185 x 242 mm, se bildavdelning/see plate VII
Péskrift/Inscription: » Hos Estrup« (At Estrup’s)
Privat 4go/Private collection

52. Dans pa Intima Teatern/Dance at the Intima Theatre, 1917
Affisch, farglitografi/Poster, colour lithograph, 880 x 670 mm
Signerad/Signed: SD
Text: Dans Intima Teatern, torsdag 10 maj fredag 11 maj Mirta
Kuylenstierna Anna Petrus Siri Derkert
Moderna Museet (Aff 112/1936)

Valle Rosenberg

53. Damportritt (Siri Derkert)/Portrait of a Lady (Siri Derkert), 1914
Olja pa duk/Oil on canvas, 108 x 99 cm
Signerad pa baksidan/Signed on the back: »Rosenberg, Paris 1914«
Privat 4go/Private collection

54. Tvé kvinnor/Two Women, 1915
Olja pa papper/Oil on paper, 170 x 220 mm
Privat dgo/Private collection

55. Siri, 1914
Kolteckning pd papper/Charcoal drawing on paper, 217 x 173 mm
Privat 4go/Private collection

56. Sjalvportritt/Self-Portrait, 1914
Kolteckning pa papper/Charcoal drawing on paper, 203 x 173 mm
Privat digo/Private collection

57. Modeteckning, sommarklinning till Siri Derkert/Fashion drawing, summer

dress for Siri Derkert, 1916
Akvarell, tuschteckning pé papper/Watercolour, ink on paper, 176 x 207 mm
Privat 4go/Private collection



58. Modeteckning, kostym till Siri Derkert/Fashion drawing, dress suit for Siri
Derkert, 1916
Akvarell, tuschteckning pé papper/Watercolour, ink on paper, 10 x 18 cm,
se sidan/page 16
Privat 4go/Private collection

59. Regnkappa till Siri Derkert/Raincoat for Siri Derkert, 1916
Tuschteckning pa papper/Ink on paper201 x 123 mm
Privat 4go/Private collection

60. Kostymteckning, Pierrot/Costume drawing, Pierrot, 1917
Akvarell, tuschteckning pa papper/Watercolour, ink on paper, 175 x 100 mm

Privat digo/Private collection
go/ kat 61

61. Modeteckning/Fashion drawing, 1917-1919
Akvarell, tuschteckning pd papper/Watercolour, ink on paper, 360 x 230 mm
Privat 4go/Private collection

62. Modeteckning/Fashion drawing, 1917-1919
Akvarell, tuschteckning pd papper/Watercolour, ink on paper, 370 x 240 mm
Privat 4go/Private collection

63. Modeteckning/Fashion drawing, 1917-1919
Akvarell, tuschteckning pé papper/Watercolour, ink on paper 370 x 240 mm
Privat 4go/Private collection

Klider/Clothes

Framstillda vid Institutionen Textilhdgskolan, Hogskolan i Bords /
Produced at the School of Textiles, University College of Boris, 2001 e

64. Klinning i gul chiffong/Dress in yellow chiffon (se sidan/see page 43)

Efter/After Siri Derkerts modeteckning/fashion drawing kat nr 1

Krage, skiirp och manschetter i violbla chiffong med
pirlstavsbroderier/Collar, belt and cuffs in violet-blue chiffon with beading
embroideries

Fodertaft/Taffeta lining

Handgjorda tofsar av chiffong och fodertaft till krage/Hand-made tassels of
chiffon and taffeta lining for collar

Lingd/Length 128 cm

89



65. Kappaibliturkos ylletyg med detaljer i gré firskinnspils/ Coat in blue-
turquoise wool with details in grey sheepskin (se sidan/see page 34)

Efter/After Siri Derkerts modeteckning/fashion drawing kat nr 4
Infillningar och krage av farskinnspils/ insets and

collar in sheepskin

Passpoalerade knapphal, soutageklidda knappar/Braided buttonholes,
soutache-covered buttons

Satinfoder i silvergritt/Silver-grey silk lining

Lingd/Length 105 cm

Kjol i samma material med dekorationsband i siden/Skirt in the same
material with silk ribbons

Satinfoder i silvergritt/Silver-grey satin lining

Lingd/Length 85 cm

Hatt i gron silkessammet/Hat in green silk velvet

Blus i rosa yllecrepe/Blouse in pink wool crepe
66. Kappa i gul ylletyg/Coat in yellow wool (se sidan/see page 44)

Efter/After Siri Derkerts modeteckning/fashion drawing kat nr 6
Pelerin fodrad med farskinnspils/Pelerine with sheepskin lining
Sidenfoder/Silk lining

Lingd/Length 125 cm

Klinning i grd yllecrepe med picotkant i hals, runt drmar och klinningsfall/
Dress in grey wool crepe with picot edgings around the neck, sleeves and
hemline

Lingd/Length 128 cm

Draperad rostrod turban i silkesammet/Draped rust-red turban in silk velvet

67. Klinning i vitt siden med gula maskinbroderade och
handmilade blommor/Dress in white silk with machine-embroidered and
hand-painted flowers (se sidan/see page 45)

Efter/After Siri Derkerts modeteckning/fashion drawing kat nr ¢
Infillningar av bldturkos rips/Blue-turquoise rep insets

Cape i klanningens tyg med rostrott ripsfoder/Cape in the same material as
the dress with rust-red rep lining

Banddekorationer i siden/Silk ribbons

Taftfoder/Taffeta lining

Ankelldng/Ankle-length ca 120 cm



68.

69.

70.

71.

Tredelat damplagg med detaljer i guld

Efter/After Siri Derkerts modeteckning/fashion drawing kat nr 10
Vistliv i cognacfirgat dupion, ett sidenliknande material/Waistcoat in
brandy-coloured dupion

Fodertaft/Taffeta lining

Lingd/Length 45 cm

Blus i benvit chiffong, manschetter i guldfirgat siden/Blouse in bone-white
chiffon, cuffs in gold-coloured silk

Dekorationsband frin hals i guldfirgat siden/Gold-coloured silk ribbons
from neck

Kjol i yllecrepe med dekorationsband i guldfirgat siden/ Skirt in wool crepe
with gold-coloured silk ribbons

Kjolens nederkant av cognacfirgat dupion/Lower part of the skirt in brandy-
coloured dupion

Deckorationsband i guldfirgat siden/Gold-coloured silk ribbons
Fodertaft/Taffeta lining

Ankelling/Ankle-length ca 85 cm

Klinning i rote siden/Red silk dress

Efter/After Siri Derkerts modeteckning/fashion drawing kat nr 11
Flerfirgade dekorationsband horisontellt 6ver livet, samt i lingsgiende som-
mar och runt drmar och hals/Multicoloured ribbons horizontally across the
bodice, and longitudinal secams around sleeves and neck

Fodertaft/Taffeta lining

Ankelling/Ankle-length ca 120 cm

Klinning, axelbandslés i silvergra organza, smockteknik/Strapless dress with
bodice in silver-grey organza, smocking (se sidan/see page 45)

Efter/After Siri Derkerts modeteckning/fashion drawing kat nr 14
Overkjol i organza/Outer skirt in organza - lingd/length 8o cm
Underkjol i klinningstaft/Waist slip in taffeta - lingd/length 9o cm

Cape i blommig silkesammet, burn out, kantbroderad med pirlor/Cape in
flowered silk velvet, burn out, trimming embroidery with beads

Klinning i svart plisserat siden/Dress in black pleated silk

Efter/After Siri Derkerts modeteckning/fashion drawing kat nr 15
Broderat skirp/Embroidered belt
Ankelling/Ankle-length ca 120 cm



72.

73-

74-

Klinning i silvergra georgette, plisserad med broderade romber i siden/
Dress in silver-grey georgette, pleated with embroidered rhombuses in silk

Efter/After Siri Derkerts modeteckning/fashion drawing kat nr 18
Fodertaft/Taffeta lining
Ankelldng/Ankle-length ca 120 cm

Klinning i rosa sidenjacquard/Dress in pink silk Jacquard

Efter/After Siri Derkerts modeteckning/fashion drawing kat nr 24
Draperad krage och hoftskirp samt drmdekoration i chiffong/Draped collar
and belt, and sleeve decorations in chiffon

Ryggparti med hankar och klidda knappar/Back with hangers and

covered buttons

Fodertaft/Taffeta lining

Lingd/Length 128 cm

Klinning i grd yllecrépe med rosa broderier/Dress in grey wool crépe with
pink embroideries

Efter/After Siri Derkerts modeteckning/fashion drawing kat nr 25
Rosa tofsar och skirp/Pink tassels and belt

Fodertaft/Taffeta lining

Ankelldng/Ankle-length ca 120 cm

75. Klinning i blagratt ylletyg med ljusare ok/Dress in blue-grey wool with a ligh-

ter yoke

Efter/After Siri Derkerts modeteckning/fashion drawing kat nr 26
Markerat knytskirp i nigot morkare ton/Marked sash in a somewhat darker
tone

Ankelldng/Ankle-length ca 120 cm






Siri Derkert — Modernist and Fashion Designer

Boras: November 10, 2001 — February 3, 2002
Millesgérden: March-April 2002

Norrkopings Konstmuseum: November — December 2002

The exhibition is produced by the School of Textiles at the
University College of Boras, in collaboration with the Boras
Museum of Modern Art and the Museum of Textiles in Boras,
Boras Municipality.

Original idea: Maria Carlgren

Artistic development work in textiles comprising interpreta-
tion, pattern construction and needlework: School of
Textiles, University College of Boras, under the direction of
assistant lecturer Gunnel Larsson. The work has been done
with the assistance of designer Annika Wikevand, and in
consultation with Professor Ulla Eson Bodin. Therese
Sddervall, student of fashion design, has been an assistant.

Curator for the exhibited art works: Annika Ohrner

Curator at the Museum of Textiles in Boras:

Pernilla Rasmussen

Marketing: Marie-Louise Weise, Boras Museum of Modern
Art

Exhibition tour: Annika Ohrner

The project, which was initiatet by the Textiles Research
Centre, received generous financial support from KappAhl,
Ellos and Etcetera Offset, Boras.

Siri Derkert — modernist och modetecknare
Boras: 10 november 2001 — 3 februari 2002
Millesgarden: mars-april 2002

Norrkopings Konstmuseum: november — december 2002

Utstallningen ar producerad av Institutionen for Textilhégskolan, Hégskolan i
Borés, i samarbete med Boras Konstmuseum och Textilmuseet, Boras kom-

mun.

Initial utstéllningsidé: Maria Carlgren

Konstnarligt utvecklingsarbete i textil omfattande interpretation, ménsterkon-
struktion och sémnad: Institutionen Textilhgskolan, Hogskolan i Boras,
under projektledning av universitetsadjunkt Gunnel Larsson. Arbetet har
utforts med extern medhjélpare, kladformgivare Annika Wikevand, och i sam-
rad med professor Ulla Eson Bodin. Therese Sédervall, modedesignstudent,
har varit assistent.

Curator fér konstdelen av utstallningen: Annika Ohrner
Curator vid Textilmuseet i Boras: Pernilla Rasmussen
Marknadsf&ring: Marie-Louise Weise, Boras Konstmuseum

Utstallningsturné: Annika Ohrner

Projektet, som initierats av Centrum for textilforskning, har kunnat genomféras

med generdst stéd fran KappAhl, Ellos och Etcetera Offset, Boras.



Vi hade onskat se Siri Derkert vandra genom staden med nigon av
sina spinnande hattar klidd i de medvetna kreationer som hon sd
ofta bar. Hon skulle ha tittat sig omkring med sin starka blick lings
gatans fasader och betraktats av Bords invinare som det rorliga
konstverk som hon sjilv var i hela sin uppenbarelse.

Bords i september 2001

Rolf Danielsson Larsh Eriksson Elisaber Haglund
museichef intendent museichef
Textilmuseet Inst. Textilhogskolan Boras Konstmuseum

Hogskolan i Boras

Siri Derkert, 1916.



