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Visualising Enslavement

Jenny Nystrom’s Illustrations to Uncle Tom’s Cabin

Asa Bharathi Larsson

It is most praiseworthy for the Swedish artist [Jenny Nystrom]
and the Swedish publishing company [Torsten Hedlunds bok-
forlag], that the Americans themselves are taking [her] illus-
trations to one of their most remarkable and well-read books of
all.!

The quote highlights how important the illustrations were
when visualising enslavement and race by the audience. It was
the Swedish artist Jenny Nystrom who in 1895 illustrated the
republication of the well-known anti-slavery novel Uncle
Tom’s Cabin, or Life Among the Lowly (1852).2 Moreover,
visual representations of African Americans, often presumed
to have been formed in the United States, is something that I
will argue has also been shaped in Sweden, circulating in the
Nordic region and back to the Swedish American communities
in the United States.’ In early August 1896, the readers of

! ‘Onkel Toms stuga’, Svenska folkets tidning 12/8 1896. It also appears in the
newspaper Vestkusten 13/8 1896. Original quote in Swedish (translated by the
author): ‘Det &r ju hedrande for den svenska artisten och det svenska forlaget, att
sjelfva amerikanerna hir hamta illustrationerna till en af Amerikas allra mérkligaste
och mest lasta bocker’. The Swedish language newspaper Svenska folkets tidning
began publishing in Minneapolis, Minnesota on October 5, 1881.

2 For further discussion on the definition of race see: Ellis Cashmore ed., Dictionary
of Race and Ethnic Relations (Routledge, 2002), 354-355. I will use the terminology
(which is sometimes overlapping) from American history writing when referring to
events in the United States: pre civil war (1820-1860), civil war (1860-1865), recon-
struction (18110f 65-1877) and the gilded age (1870s-1900).

? For further discussion on different definitions on minorities as African American
see Lori Kido Lopez (ed.), Race and Media: Critical Approaches (NYU PRESS, 2020),
xi. For the discussion on Swedish-American identity see Erica K. Jackson, Scandi-
navian’s in Chicago: The Origins of White Privilege in Modern America (University of
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ABOLITION AND THE NORDIC

Svenska folkets tidning, a Minneapolis based Swedish Ameri-
can newspaper, received information, as the quote above
displays, about the republication of a Swedish and American
audience.* It was written by the American anti-slavery writer
Harriet Beecher Stowe.® The Swedish American readers were
informed that it was truly remarkable that a Swedish illustrator
had the opportunity to be involved in one of the most widely
read books of all time. Interestingly, the illustrations made by
Jenny Nystrom seem to differ from the imagery made by
earlier American and British artists such as Hammat Billings,

Illinois Press, 2018), 1-6, Dag Blanck & Adam Hjorthén, ‘Conceptualising Swedish-
American Borderlands’, Swedish American Borderlands: New Histories of
Transatlantic Relations, eds. Dag Blanck & Adam Hjorthén, (University of
Minnesota Press, 2021), 1-42. The Nordic region consists of Denmark, Norway,
Sweden, Finland, and Iceland, as well as the Faroe Islands, Greenland, and Aland, see
the discussion in: Kristin Loftsdottir and Lars Jensen, ‘Introduction: Nordic
Exceptionalism and the Nordic ‘Others”, Whiteness and Postcolonialism in the
Nordic Region, Exceptionalism, Migrant Others and National Identities, eds. Kristin
Loftsdottir and Lars Jensen (Routledge, 2016), 3-5. Sapmi is the Sami people's own
name for their traditional territory. The Sdmi people are the Indigenous people of the
northern part of the Scandinavian Peninsula and large parts of the Kola Peninsula,
and they live in Sweden, Norway, Finland and Russia.

* A remark on the usage of title Uncle Tom’s Cabin. It has been the same main title in
English and Swedish throughout the nineteenth century. The sub-title has changed
both in English and Swedish at various times during the nineteenth century. The
novel is known for its main title, and I will use the shortened title throughout the
article from now. But when referencing the novel in footnotes, I will give (when first
time mentioned) the full titles in Swedish or English to show which of the editions is
used. It is important to also remind the reader that this chapter quotes racist
terms/words/phrasing which are for example in the titles of books, newspapers etc,
published in the nineteenth century. Moreover, some of the imagery shown is racist
and very problematic, and I understand that it can provoke and be painful to readers.
I am aware of the thin line of analysing racist imagery and the risk of reproducing
racial stereotypes. Hopefully, my aim to problematise these themes are displayed
throughout the article.

° In 1896, Harriet Beecher Stowe passed away, many different news reports and
articles were published in the Swedish and Swedish American press. For further
reading about the author Harriet Beecher Stowe and the context to Uncle Tom’s
Cabin see: Joan D. Hedrick, Harriet Beecher Stowe: A Life (Oxford University Press,
1994), 202-218 See also: Sarah Robbins, The Cambridge Introduction to Harriet
Beecher Stowe (Cambridge University Press, 2007), 2-14.
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VISUALISING ENSLAVEMENT

George Cruikshank, and E.W. Kemble.* The crude racial
stereotypes they depicted were, I argue, treated more ambi-
valently by Jenny Nystrom. The aim of this chapter is to
analyse the illustrations by Jenny Nystrom and show how they
differed from previous American and British artists. Inter-
estingly, Jenny Nystrom’s illustrations circulated widely. Not
only were they also known in the other Nordic countries, such
as Denmark, Norway, and Finland, but they spread in Great
Britain and Germany. Her impact, then, went far beyond the
scope of the analysis that will be provided here.”

Uncle Tom’s Cabin tells the story of how two enslaved
African Americans, Tom, and Eliza, are sold into bondage in
the South. Eliza manages to escape and flees to the North with
her son Harry. Tom lives a cruel life as enslaved but keeps his
Christian faith until his violent death by the vicious enslaver
Simon Legree.® The novel achieved great recognition by
dramatising experiences of enslavement.” What was also
remarkable about this first publication from 1852 was that it
had illustrations. The illustrations were made by Hammat
Billings. As art historian Jo Ann Morgan observes ‘illustrations
were usually not found in antebellum fiction, especially that of
a first-time novelist’.'* During a time of intense debate about
transatlantic slavery and race relations on both sides of the
Atlantic the novel drew on and helped give rise to a broad

¢ There were other artists who illustrated the novel throughout the nineteenth
century, but Cruikshank was one of the most prominent artists who reached a large
audience. See Jo Ann Morgan, Uncle Tom’ Cabin as Visual Culture (University of
Missouri Press, 2007), 3.

7 My research project initiated in 2017, has yielded a forthcoming monograph with
the preliminary title The Black Question in Sweden and Swedish American Border-
lands. The book explores the transnational impact of Nystom in the Nordic region as
well as Europe and the United States.

8 Harriet Beecher Stowe, Uncle Tom’s Cabin, Or Life Among the Lowly (Penguin
Classic, 2020).

® Eric J. Sundquist, ‘Introduction’, New Essays on Uncle Tom's Cabin, (ed. Eric J.
Sundquist), (Cambridge University Press, 1993), 1.

10 Morgan, (2007), 2.
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visual media culture that included Sweden and Swedish-
American communities.

The focus on a Swedish artist such as Jenny Nystrom,
widely recognised in Sweden but unknown in the United
States, allows this article to problematise the dualisms of
high/low cultures and centre/periphery on various levels." For
example, Jenny Nystrom’s illustrations of scenes from the
novel were not always seen in the high art context due to its
connections to the market and the more direct visual rhetoric
of advertisement. Art historian Marcus Wood notes in Blind
Memory: Visual Representations of Slavery in England and
America 1780-1865 (2000) how imagery of transatlantic
slavery has often been neglected by art historians because
much of it has been produced for a larger audience and not
within an art context.”?” This could also be said for the way
Jenny Nystrom’s work in the book market has been over-
looked. Jenny Nystrom is most known for her depictions of
Christmas and Easter motifs, and her representations of
children. There has however been little attention on her mass-
produced book illustrations of enslavement. Jenny Nystrom’s
earlier work in the orientalist painting tradition is of impor-
tance and connects the imagery to the higher arts. Jenny
Nystrom has a unique position, belonging to the art salon as a
recognised artist as well as a pioneer for illustrations produced
for the expanding popular transnational book market.

Moreover, often the focus on artists such as Jenny Nystrom
has been on their relationship towards the male dominated art

' For further reading on the life and artistic profession of Jenny Nystrém see:
Elisabeth Welander-Berggren, Marie Rehnberg, Barbro Johnsson eds., Jenny
Nystrom: Illustrator och pionjdr (Votum forlag, 2018).

Gunnel Forsberg Warringer, Jenny Nystrom: livet och konsten (Ordalaget, Bromma,
2008), 13-52. Margareta Gynning,’ Jenny Nystroms liv och tidiga maéleri’, Jenny
Nystrom: Mdlaren och illustratéren, ed. Margareta Gynning (Nationalmuseum,
1996), 18-24. Eva-Lena Bengtsson & Eva Lena Karlsson, Kvinna och konstndr i 1800-
talets Sverige (Signum, 2004), 77-79.

12 Marcus Wood, Blind Memory: Visual Representations of Slavery in England and
America 1780-1865 (Manchester University Press, 2000), 8-10.
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academy and their norm breaking motifs and private life.”* The
time in which Scandinavian female artists first entered higher
art education was also a time when modernity and colonial
expansion transformed society at large.'* However, the parallel
narrative on the relation between female artists practices and
colonial entanglements, transatlantic slavery, abolition, and
race relations have not been fully explored. Jenny Nystrom’s
illustrations of these themes are particularly interesting
because they were widespread and popular, reaching large
audiences on both sides of the Atlantic.'” Besides Uncle Tom’s
Cabin, Jenny Nystrom illustrated Dred: en berittelse fran det
stora olyckstrisket (Dred, A Tale of the Great Dismal Swamp)
in 1899-1900, which was another anti-slavery novel by Harriett
Beecher Stowe initially published in 1856. The article will
briefly describe the arrival of the novel in Sweden, and then
move on to analyse Jenny Nystrom’s illustrations of enslave-
ment. However, owing to the scope of my chapter, I will be
unable to provide here a comprehensive analysis of all Jenny
Nystrom’s illustrations by Jenny Nystrom, which amount to
over one hundred illustrations for the 1895 edition.

The Arrival of Uncle Tom’s Cabin in Sweden 1852

Harriet Beecher Stowe’s novel was first published as an instal-
ment in the abolitionist paper The National Era in June 1851.
The following year it was published as a book with seven
illustrations by Hammatt Billings. Morgan notes that the novel
was both an international as well as a national success.' It was
translated into thirty-seven languages. It was copied without
authorisation within the same year of publication and accord-

13 Forsberg Warringer, 13-15.

14 Asa Bharathi Larsson, Colonizing Fever: Race and Media Cultures in Late Nine-
teenth Century Sweden (diss: Mediehistoriskt arkiv, 2016), 20-25.

15 Claire Parfait, The Publishing History of Uncle Tom's Cabin, 1852-2002 (Ashgate,
2007), 131.

16 Morgan, 3.
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ing to Morgan, ‘without any copyright protection to begin
with, publishers too were free to amend, abridge and bowd-
lerize Stowe’s text’.”” What Morgan underlines is the profound
impact the novel came to have when the narrative could be
both published and performed in various media formats such
as theatre plays, minstrel shows, attracting different audiences.
There was also a growing pro-Tom and anti-Tom literature on
the book market.

The story found its way to Sweden in a similar manner. It
was published in 1852, the same year as in the United States.
Again, it originally appeared as instalments in the Swedish
liberal newspaper Aftonbladet and then as a book published by
Albert Bonnier Publishing Company."® Aftonbladet claims to
their readers that their serialisation is an exclusive, with S.J.
Callerholm’s translation coming directly from the US English
version."” According to the editor, of primary concern was to
engage readers in anti-slavery sentiments and to support the
African American people who have been forced into enslave-
ment. It is interesting to read the preface to the first instalment
because it tends to both describe the cruelty of White Ameri-
can enslavers as well as to discuss how they are “forced’ to take
a stance on the question of slavery. The preface talks extra-
ordinarily little about the African American themselves.?
When the last episode was published in Aftonbladet in late
December, the new instalment about anti-slavery is advertised

17 Morgan, 3.

18 Asa Bharathi Larsson, ‘Onkel Toms stuga i Sverige. Jenny Nystroms illustrationer
till upplagan fran 1895’, Bilder av ras i svensk visuell kultur, (ed. Asa Bharathi
Larsson), (Kungl. Vitterhets Historie och Antikvitets Akademien, KVHAA
Konferenser 107, 2022), 14-15.

¥ “Uncle Toms Cabin samtidens mirkligaste roman’, Aftonbladet 23/10 1852.

20 ‘Onkel Toms stuga’, Aftonbladet 31/12 1852.
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as ‘The White Slave’ by the American author Richard Hild-
reth.!

When Uncle Tom’s Cabin arrived in Sweden, the Swedish
audience also had the possibility to discover the story in other
media cultures. Theatre performances, music scores and pro-
Tom literature were advertised in the mass press.?? Throughout
the 1850s and up to the 1860s the novel was sporadically
published for a Swedish audience. This was similar to what
happened in the United States. Book historian Claire Parfait
notes how between 1853-1860s very few editions were pub-
lished. It was at the end of the nineteenth century that the
story about Tom and Eliza regained new interest and a new
audience. Historian Barbara Hochman explains that the novel
gained new relevance in the debate on slavery in the United
States.* There had been an optimism during the reconstruc-
tion, but by the 1880-1890s the debate changed into a more
pessimistic view on the future for the integration of African
Americans. According to Hochman, one example of how
important the novel became was how Uncle Tom’s Cabin was
at the centre of the1893 World Exhibition in Chicago.” 1893
was also the year when the copyright expired, and the pub-
lishing company Houghton & Mifflin published the book “[to]

21 1t was published first in the United States in 1834, then in an enlarged edition in
1836 and illustrated for the 1852 edition. “The White Slave’ came the following year
to Swedish readers. Aftonbladet published it as instalments and Albert Bonnier
Publishing Company released it as book. Richard Hildreth, Den hvita slafven: annu
en tafvla av negerlifvet i Amerika: sidostycke till Onkel Toms stuga’, Affonbladet,
1853. See also Richard Hildreth, Den hvita slafven: annu en tafla af negerlifvet i
Amerika. Sidostycke till Onkel Toms stuga (Albert Bonniers forlag, 1853).

22 See newspapers eg. ‘Teater Hos os[s]! eller en motbild till Onkel Toms stuga’,
Blekings-Posten 12/4 1853,

‘Teater’, Norrkopings Tidningar 5/11 1853 and ‘Nyss inkomna musikalier: Till
Harriet Beecher Stowe Onkel Tom sympathi-vals foér piano..., Tidning for
Wenersborgs stad 21/12 1852.

2 Parfait, 2007, 100, 103 and 118-119.

24 Barbara Hochman,‘Uncle Tom’s Cabin at the Worlds Columbian Exposition’,
Libraries & Culture, vol. 41, no. 1. 2006, 82.

% Hochman, 82.
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fill as many market niches as possible’.s In Sweden and in the
Swedish American communities, the novel became relevant
when migration to the United States again rose in a third
wave.” In the Swedish American press, advertisements and
news about the edition of 1895 were circulated as seen from the
first quote.

In early April 1895 the publishing company Torsten Hed-
lund, based in Gothenburg announced in the national and
local newspapers that a much-awaited new edition with illus-
trations by Jenny Nystrom would be published.”® The same
advertisements were seen in the bigger papers such as Afton-
bladet and in the smaller countryside newspapers such as
Norrbottenposten. In the papers the readers received informa-
tion that the famous artist would illustrate the novel, inspired
by the American original version with illustrations by Ham-
matt Billings.” Torsten Hedlund Publishing Company asserts
that it would be far more elaborate regarding the illustrations
and text. In the preface to the edition of 1895 there was a long
introduction to the publication history of the book, its signi-
ficance and letter correspondence between the author and pro-
minent writers and artists such as George Sand, Charles
Dickens, and Jenny Lind.* The illustrations were highlighted

26 Hochman, 84.

%7 Mass migration from Sweden to the United States, with the first wave of 15,000
Swedes arriving through the 1840s and 1850s. (Emigration out of Sweden was illegal
until 1840). Many of those who were part of this wave were farmers. This pattern was
mirrored in the second wave which arrived between 1868 and 1873, when an
estimated 100,000 Swedes emigrated to the United States. A majority went into the
upper Midwest and the Great Plains to buy land. The third and largest wave arrived
between 1879 and 1893, with 493,000 Swedes arriving in the United States. Migration
continued in the fourth wave, which arrived between 1900 and 1914 with an added
293,000 Swedes arriving.

8 ‘Onkel Toms stuga af Harriet Beecher Stowe’, Aftonbladet 26/4 1895; ‘Onkel Toms
stuga’, Jonkdopingsposten 26/4 1895.

220 hiften till en kostnad av 25 ore, ett hifte var fjortonde dag med trettiotva sidiga
stora oktavformat’: ‘Nytt i bokhandeln’, Norrbottenposten 16/5 1895.

3 Harriet Beecher Stowe, Onkel Toms stuga: eller lifvet bland negrerna i Nord-
amerikas slafstater (Torsten Hedlunds forlag, 1895), i—xvi.
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throughout the advertisements, emphasising Jenny Nystrom’s
skills and ability to visualise the narrative. The 1895 edition
with illustrations by Jenny Nystrom was published in Ger-
many, Great Britain, and the United States. It was published in
both Swedish and English for the American audience. Torsten
Hedlund Publishing Company stated in almost all advertise-
ments that this dreadful history of slavery should be known to
everyone, and for those already familiar with the story it would
be great to return to the fascinating lives of Tom and the
others.”!

To summarise, the novel gained popularity in the United
States almost at once and was republished sporadically
throughout the nineteenth century, regaining new interest at
the end of the nineteenth century. Besides the publications,
theatre acts, music scores and ephemera were produced,
adding to the spread of the novel’s popularity. On the other
side of the Atlantic, the Swedish audience had some knowledge
of Uncle Tom’s Cabin since its first publication. In both the
major and smaller newspapers, information about the novel’s
relevance circulated. The press often used information that
was dictated by the publishing companies. Sometimes it was
published as an advertisement, in other instances the same
information could be seen in news coverage. If one compares
how the novel was marketed in 1852 and 1895 respectively. It
is noteworthy that Torsten Hedlund Publishing Company em-
phasised that the new readers would learn what slavery meant,
while the older readers would revisit the powerful story and
characters. Similar differences have been detected in an Ameri-
can context. Hochman states that the novel was seen as a slice
of ‘history’ as well as a masterpiece at the end of the nineteenth
century.”

American and British Illustrators

31 See also ‘Onkel Toms stuga af Harriet Beecher-Stowe’, Aftonbladet 26/4 1895.
%2 Hochman, 85.
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of Uncle Tom’s Cabin

g s vt loid dhd, P G

Image 1. Wikimedia Commons. Full-page illustration by Hammatt
Billings for Uncle Tom's Cabin [First Edition: Boston: John P. Jewett and
Company, 1852].

In the image above [Image 1] a Black man and a woman are
seen, coming out from what seems to be a small house to meet
a young woman with her child, and a dog. The Black man is
depicted as tall and strong, holding a candlelight. This illus-
tration was made by the artist Hammatt Billings for the first
edition. The image follows the narrative of how the enslaved
Tom and his wife Chloe finds out, in the middle of the night,
that Eliza, her child Harry, and Tom have been sold by their
master Mr. Shelby. It is only Tom who has a firm steady gaze
and calm composure, while both Eliza and Chloe are depicted
with worried faces. Most illustrations in the American and
British editions were stereotypical portrayals but Hammatt
Billings’ initial illustration is one attempt to depict enslaved
people differently. Billings’ image is supported by Harriet
Beecher Stowe’s text. which describes the protagonist Tom as
a young, athletic, strong and deeply devoted man.
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As an example of the more common racial stereotype, the
image below [Image 2] is from George Cruikshank, a British
artist, caricaturist, and illustrator, most famous for illustrating
Charles Dickens’s Oliver Twist (1838). He illustrated the 1853
British edition of Uncle Tom’s Cabin (published by John Cassel
in London).

¢ Aint she a peart yow
view ; then aet tting Hp he
with her, while Mas'r g
ete, now returned am red after her like bears,
*fairly took her head off* mm their nojse. ‘--Fw e

from him to take o full-length
d egan eapering and duncing
ief, and ose and
declared that they

Image 2. Wikimedia Commons. George Cruik-
shank, Uncle Tom’s Cabin (1853), published by
John Cassel in London.

In the image, Tom is represented in stereotypical manner: big
eyes, mouth, and head. The whole family is represented as
animal-like and dark. Their light-coloured clothes contrast
their Black bodies. There is no distinction between depicting
gender or age. All of them look the same and have no distinct
or individualised features. One of the children is shown in pro-
file and the head, nose and mouth are exaggerated, with fea-
tures of an ape. The visual representation of Tom changes even
more in the late nineteenth century. In the image below [Image
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3] Tom is instead depicted as a very old man with grey hair or
no hair, seated, and wearing glasses (in other cases he was
depicted leaning on a stick). In this image, he is well-dressed
which implies that the status of a slave was ‘good’, and he sits
in what seems to be the comfortable home of Eva.

Image 3. Full-page colour illustration for Uncle
Tom’s Cabin. (New York: Hurst, ¢.1900).
Courtesy the Harriet Beecher Stowe Center,
Hartford CT.

Scholars such as Morgan and Hochman emphasise the en-
durance of the representations of Tom. Morgan states that
visually Tom changed the most during the nineteenth century:
‘[t]he descent of Tom from noble hero into an Uncle Tom is a
complex interweaving of fictions, fabricated decade by decade
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to fit social and political strategies’.* Furthermore, Hochman
discusses the impact of the civil war and the novel's new
relevance. Uncle Tom’s Cabin became a story of moral and
social progress in American society: ‘New editions of Stowe’s
radical abolitionist text in this period subtly outlined a pro-
gram for continued subordination as the proper place for
African Americans’* What Hochman describes is how the
novel transforms into a plantation novel, the illustrations were
vital to this change since the story itself did not change much.’
Harriet Beecher Stowe’s textual description of Tom would stay
the same. He was characterised as a strong, young, intelligent,
and brave man in the narrative. However, as Morgan alluded
to in the above quote, the imagery had changed considerably.
From being depicted as a young and athletic man he was
transformed visually to an old, crippled man with no hair and
sometimes a walking stick to lean on.* However, the image of
an aging Tom is complex since it connotes not just weakness
and fragility but also can be understood as a form of respected
masculinity and a father figure. According to Hochman, dur-
ing the 1890s, the racial stereotypes of African Americans had
been cemented firmly in the visual culture.”” Representations
of Black people have had a long history in European visual pro-
duction. In the aftermath of the transatlantic slave trade and
colonial expansion in the fifteenth century and onwards, Black
people were (often) represented in crude ways by illustrators
 Morgan, 2.

3t Hochman, 82.

% Plantation novel/anti-Tom literature refers to literature by White authors from the
U.S. who wrote about ‘idyllic slave plantations’ before the civil war. Unlike slave
narratives, they envisioned a world where enslavement is in complete harmony and
supports White supremacy. The text of Uncle Tom’s Cabin did not change that much
throughout the nineteenth century. Harriet Beecher Stowe revised dialogues in later
editions but nothing that changed the storyline.

3 See also the discussion in Parfait, 83. Parfait observes how the ‘old Uncle Tom’ was
circulated in the 1850s and how French adaptions influenced the editions in the

United States.
37 Hochman, 82.
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and artists who were assigned to document the colonial
activities.” In the eighteenth century, ideas of race, which sup-
ported colonial expansion, was circulating in Europe. Racial
science developed throughout the centuries. In the end of the
nineteenth century, photography created and supported visu-
ally the ideas of White supremacy.® Morgan states that
‘[flollowing emancipation, pictures of figures once read as
sympathetic were redefined into an alternative propaganda, to
reinforce White supremacy and to put limits on African
American access to the rewards of citizenship’.* The illus-
trations to Uncle Tom’s Cabin were according to Morgan
important in reconstructing ideas of African Americans to a
White audience.

The Two Editions of 1892 and 1895:
[lustrations by Jenny Nystrom

In the Swedish edition of 1892, illustrated by Jenny Nystrom,
Tom dominates the twelve pictures. Jenny Nystrom has
worked on a small scale in portraying key scenes from the story
—such as the first meeting between Tom and Eva, Tom and
Simon Legree and Tom with his family. In the image below
[Image 4] Jenny Nystrom re-uses the previous image conven-
tion of depicting Black people.

%Jan Nederveen Pieterse, White on Black: Images of Africa and Blacks in Western
Popular Culture (Yale University Press 1992). See also McElroy C. Guy, Facing His-
tory: The Black Image in American Art 1710-1940 (Chronicle Books,1991). Albert
Boime, The Art of Exclusion: Representing Blacks in the Nineteenth Century
(Smithsonian Institution Press, 1990), 86-94.

3 See Bharathi Larsson, 86-94. See also: Amos Morris-Reich, Race and Photography:
Racial Photography as Scientific Evidence, 1876-1980 (Chicago University Press,
2016).

0 Morgan, 18.
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Image 4. Illustrated by Jenny Nystrom in Onkel
Toms stuga, (Soderstrom & Co: Stockholm,
1892). Courtesy of Gothenburg University
Library and Litteraturbanken.

These are crude racial stereotypes of African Americans,
depicted with big eyes, protruding lips and animal-like facial
features. As previously seen, there were no clear distinguishing
marks between representations of men, women, or children.
Jenny Nystrom has been influenced by Cruikshank and
Billings, both in the stereotypical figures (Cruikshank) as
repeating previous motifs e.g., Tom with his family (Billings).

The publishing company Séderstrom & Co was the first to
republish Uncle Tom’s Cabin with illustrations by Jenny
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Nystrom.* In the afterword to the 1892 edition of Uncle Tom’s
Cabin, the editor emphasises Jenny Nystrom’s illustrations,
stating also that the edition would be circulated and sold in
both Sweden and Finland.# The Swedish readers were
informed about the novel with Soderstrom & Co own adver-
tisements, which circulated in the major newspapers. Often the
very same advertisement could be seen in various papers
around Sweden, for example Gotlands Allehanda, Helsingen
and Motalaposten.” The readers of Evangelisten were informed
that all subscribers could receive the novel without extra cost
on renewal of their subscription. According to the S6derstrom
& Co, the novel was praised by contemporary writers, poli-
ticians, and philanthropists. The publishing company also em-
phasised that the illustrations were exceptional and that the
novel itself was part of emancipating enslaved African
Americans.*

In the edition of 1895, Jenny Nystrom had created over one
hundred illustrations, making it possible to create a whole
image world to depict enslavement. The edition of 1895 differs
in that it is working more closely to the characterisations in the
actual text of Uncle Tom’s Cabin. Tom described as strong,
athletic, brave, intelligent Black man in his early forties. Jenny
Nystrom keeps his individuality throughout the illustrations.
Tom 1is staged as a caring father, sensible, intelligent, and
strong. By comparing the two editions of 1892 and 1895, one
sees that the depictions of African Americans change sub-
stantially. Jenny Nystrom chooses to work in line with the text
and depicts Tom as a young and strong man. This is in stark

4! Harriet Beecher Stowe, Onkel Toms stuga: Skildringar. fran negerslafvarnes lif i
Amerikas Forenta Stater (Soderstrom & Co,1892). The company had been founded
in 1891 in Helsinki by Werner Soderstrom who published both in Swedish and
Finnish. Beecher Stowe, 1892, 528.

#2 Beecher Stowe, 1892, 528.

*# ‘Onkel Toms stuga - gratis’ i Motalaposten 5/12 1892, Helsingen 8/12 1892 and
Gotlands Allehanda 9/12 1892.

4 ‘Onkel Toms stuga - gratis’ i Motalaposten 5/12 1892.
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contrast to contemporary depictions of Tom. Jenny Nystrom
creates individualised portraits of Tom that dominate the
imagery of the edition of 1895, such as Tom and Eva, Tom
listening to music, or Tom with his child. [Images 5-8]

28 osxeL Toxs o
sngo sig otver vaderbiina avskien, dh bon hasiade Fabi. och
nlir hou omisstinkzamt passerada forliga stallen, wistricktes ofri-
illgt grofva, sotiga biloder o ot skydda bense och Amaa ben- ‘
mes iz

Tom, som Agde dettn vekn. fr intryck si moltaglisa sinve, |
heilket stmirker hans |strorlign ras, kinde sig lifigt dragen till

i sk'e D g

St Clare spelado ach sjtng.

oHvad skall don hie lidan vora il Dinn%s drigads

Images 5-8 Illustrations by Jenny Nystrom in Onkel Toms stuga (Hed-
lund: Géteborg, 1895). Courtesy of Kalmar linsmuseum.
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The images show also how Jenny Nystrom works with both
stereotypical representations of African Americans as well as
images that seek to better individuate the characters. Indeed,
in Jenny Nystrom’s depictions there is an oscillation between
representing African Americans as individual humans and as
racial stereotypes. Often it is the main characters such as Tom,
Eliza and George who keeps their individual features while the
majority of African Americans are depicted in stereotypical
ways. Literary scholar Adam Sonstegard notes how the
American artist E:W. Kemble elaborates in the edition of 1891
with both stereotypical and individualised representations of
African Americans.® Often, they are depicted within the same
illustration [Image 9]. This can also be seen in Jenny Nystrom’s
illustrations where Kemble is most likely to have had some
influence. Jenny Nystrom utilises this way of representing
African Americans in several images.

Kemble was not the egregiously racist exception of his time,
but a reliable rule for the mainstream American publishing
establishment; he typified Gilded Age readers who enjoyed the
privileges of purchasing, reading, and illustrating literary
representations of marginalised subjects whom clearly did not
enjoy the same social privileges.*

Sonstegard argues that Kemble personifies the White
readership. This could also be said of Jenny Nystrom. Her
audience was intended for a White reader, and she was known
in Sweden to please the audience with her ability to visualise
narratives. Many scholars have noted Jenny Nystrom’s way of
reusing imagery, mixing different genres, and adapting to the
popular transnational book market.*”

45 Adam Sonstegard, Artistic Liberties: American Literary Realism and Graphic
Illustration, 1880-1905 (University of Alabama Press, 2014).

%6 Adam Sonstegard, ‘Artistic Liberty and Slave Imagery: “Mark Twain's Illustrator,”
E. W.Kemble, Turns to Harriet Beecher Stowe.” Nineteenth-Century Literature, 2009,
vol. 63, no. 4, 504.

7 Barbro Werkmister, Jenny Nystrom och illustrationen’, Jenny Nystrém. Mdlaren
och illustratéren, ed. Margareta Gynning (Nationalmuseum, 1996), 33.
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Another image motif, the relationship between Tom and
Eva, was also reworked by Jenny Nystrom and contrasted with
earlier depictions.* If previous imagery portrayed the prota-
gonists as old and passive, Jenny Nystrom illustrates an inti-
mate relationship. It depicts not only a physical closeness;
many of the images depict conversations and friendship. [See
Image 10 and 5]

Toms hals.

Image 9. lllustration by Jenny Nystrém in
Onkel Toms stuga (Hedlund: Géteborg,
1895). Courtesy of Kalmar linsmuseum.

8 Tom meets Eva on his way to his new enslaver. During the ferry trip on Mississippi,
he encounters Eva, the daughter of a wealthy enslaver from the South, August St.
Claire. Eva falls into the water by accident and Tom rescues her. St. Claire buys Tom
from the slave trader and Tom lives for a time at the St. Claire plantation and becomes
friends with Eva.
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Depicting friendly relations between Black and White in the
United States was controversial. According to James F.
O’Gorman, one of the most important pictures from Billings’
illustrations of Uncle Tom’s Cabin was the picture of Tom and
Eva. Earlier abolitionist visual culture had already images of
the kneeling slave, slave auctions or the runaway slave family.
For example, Josiah Wedgwood’s anti-slavery medallion ‘Am
I not a man and a brother’ from 1787 depicted a Black man in
chains, kneeling and lifting his hands to the sky. The principal
difference with the Tom and Eva image is that it portrays a
Black man in conversation with a young White girl. There were
no earlier image conventions for this kind of representation. In
the early editions of the novel, the relationship between Tom
and Eva was depicted as intimate and there is a closeness
between them. Often, they are depicted as sitting together,
sometimes touching each other’s arms. The imagery of Tom
and Eva were the most reproduced pictures from the novel. It
inspired music scores, paintings, ephemera, and souvenirs. At
the end of the nineteenth century, the pictures of Tom and Eva
showed more distance between them, with Tom as a much
older man, weak and unable to move freely. Jenny Nystrom’s
pictures of Tom and Eva break with this image tradition,
portraying a young Tom and a relationship that is once more
intimate and close. Jenny Nystrom provoked ideas on the
former enslaved in a time when Jim Crow laws were imple-
mented.*

The Slave Auction

The slave auction has a long image tradition. In earlier aboli-
tionist art, the motif was set up in a similar manner by depict-
ing enslaved people being sold, with the auctioneer holding a
gavel, and white enslavers inspecting the enslaved, with groups

#Jim Crow Laws were laws that enforced racial segregation in the South between the
end of Reconstruction, 1877, and the beginning of the Civil Rights Movement in the
1950s.
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of naked or half naked people near or on the auction stage.
When Jenny Nystrom approaches this same subject matter in
1895, she does so with a completely different setting. The slave
auction is not represented at all, instead she has illustrated a
portrait with a mother and her child, waiting to be sold. [Image
11]

fanmbs Flagae Toll om gossen med sina bida derrande hander. (3, 170

Image 10. Illustration by Jenny Nystrom in Onkel
Toms stuga (Hedlund: Goteborg, 1895). Courtesy
of Kalmar lainsmuseum.

The portrait is an intimate depiction and Jenny Nystrom illus-
trates fear and sadness in the enslaved people’s faces. This is a
clear break from previous as well as contemporary depictions
of slave auctions at that time. For example, in the art salon,
Gérome’s orientalist paintings were popular, visualising naked
female enslaved in the presumed Middle East. While Nystr6m
also depicts the slave auction in a more conventional manner
[Image 12], these are not among the first illustrations the
reader encounters, among which is a scene that focuses on two
women being visually trapped between White men, pleading
for their freedom in vain. All three enslaved women in
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Nystrom’s illustrations keeps their respectability and breaks
with earlier image conventions.

o o

ur baenbkrtig och kop afven min dotlerls ulbrmst Susanne.
L

Image 11. Ilustration by Jenny Nystrém in
Onkel Toms stuga (Hedlund: Goteborg, 1895).
Courtesy of Kalmar linsmuseum.

In conclusion, the edition of 1895 illustrated by Jenny Nystrom
changed the depiction of Tom who throughout the novel keeps
his individuality. This contrasted with earlier and contempo-
rary illustrators e.g., Cruikshank. Nonetheless, and as the edi-
tion of 1892 shows, representations of African American cha-
racters are still sometimes represented in stereotypical ways by
Nystrom. In this, Jenny Nystrom works in the long tradition of
stereotypical representations of Black people. Here, I would
emphasise that Jenny Nystrom remained greatly influenced by
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contemporary artists such as E.W. Kemble and his pictures
from the US edition of 1891 and George Cruikshank’s from
1853. Jenny Nystrom’s depictions of the slave auction were
different from previous representations, and her empathic
portraits of the enslaved in the auction are close to the text,
focusing on rendering feelings, emotions, and physical re-
sponses, rather than giving the voice to the White enslavers.
Lauren Berlant, in The Female Complaint: The Unfinished
Business of Sentimentality in American Culture (2008), exa-
mines Uncle Tom’s Cabin and the character Eliza as central to
the rise of a mass-cultural intimate public and a women’s cul-
ture rooted in shared emotional experience. I would contend
that a comparable dynamic appears in Jenny Nystrom’s depic-
tions of motherhood and loss, where she similarly invites the
viewer to feel and participate in the emotional world she
portrays.”

Concluding Remarks

‘The most profound effect Uncle Tom’s Cabin has had on
American culture may be the way the Black characters have
become familiar stereotypes’.® Morgan discusses the impact of
the novel. I would agree that it is impossible to discuss racial
stereotypes in an American context without considering the
influence of Uncle Tom’s Cabin. More besides: these various
narratives and stage plays were part of constructing new
stereotypes as well as reinforcing earlier racialised ones. But I
would also claim that these illustrations were important in a
Swedish context and were significant in the spread and
popularity of racial stereotypes in Swedish media culture at the
end of the nineteenth century. They were part of a trans-
national colonial visual culture, including for example orien-
talist motifs in the art salon, Wild West performances, ethno-

* Lauren Berlant, Female Complaint: The Unfinished Business of Sentimentality in
American Culture (Duke University Press, 2008).
3! Morgan, 5.
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logical exhibitions of non-European people and exotic adver-
tisements in the press. All these different media circulated in
different spheres and reached large audiences.

This chapter has examined the initial publication of Uncle
Tom’s Cabin in the United States and Sweden. The paper has
shown that the publication history was similar in both coun-
tries, although on a much smaller scale in Sweden. What is
remarkable is how fast the edition and various adaptations
were seen in the 1850s Swedish media landscape. There is a
transnational exchange between different editions of the book.
Moreover, several different theatre performances, music
scores and pro- and anti-Tom literature were sold and adver-
tised in the papers. This transnational flow of different media
cultures touches also on the visual representations of race and
race relations. There was a transnational imagery usage and
Jenny Nystrom re-creates image conventions in which African
Americans are depicted in both individual and stereotypical
manners. Jenny Nystrom was indeed aware of different repre-
sentations of enslavement and was influenced by several
artists. Most advertisements spoke of the inspiration coming
from Billings, however both Cruikshank and Kemble were a
strong influence too. Through comparison, I argue for a wider
understanding of how transnational circulation of imagery of
race and race relations took place at the end of the nineteenth
century. The example of Jenny Nystrom shows that her illus-
trations circulated on both sides of the Atlantic and, one can
presume, that her representations of enslavement did not only
have an impact on the Swedish audience in Sweden and the
Swedish American communities but also to the English-speak-
ing readers in the United States.

52 Bharathi Larsson, 2016, 119-122.
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