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This study explores the heritagisation of war trophies in early modern Sweden. The ways in 
which contemporary artefacts have been historicised and charged with new meanings 
through specific practices are analysed. These practices form part of a process enacted by a 
network of human agents and objects constituting an early example of heritagisation. 
The empirical material comprises selected objects in the collection of the Swedish Army 
Museum, archive documents and printed royal decrees and resolutions. By examining 
objects as well as contemporary texts on the collecting and the display of the trophies, a 
process that has influenced collection management in museums of today is recorded and 
analysed. The study adheres to the interdisciplinary field of Critical Heritage Studies and 
proposes that a critical approach to the production of heritage might be applied also to early 
modern times. 
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Introduction 
 
 

We see them now gathered in Riddarholmskyrkan, and the sight of them unfolds, 
before our eyes, the magnificent canvas, upon which humanity has written many 
centuries of history in blood and tears.1 
 

These are the words of Octavia Carlén describing the collection of war trophies 
exhibited in the Riddarholmen church. Her book was published in 1859 and already by 
then the collection was evidently part of a cultural heritage cherished by authors whose 
work was, as Carlén puts it ‘dictated by the warmest affection for the great memories of 
the Fatherland’.2 Carlén is a typical representative of the romantic nationalism prevalent 
in the era when national museums were formed all over the world. However, the 
collections that formed the basis of the Swedish national museums has a considerably 
older history and the objects are part of a heritagisation process which started in the 
early 17th century. In this study I propose that the discourse and practices formed in the 
17th century by the King, the Council, the War Office and the antiquarians of 
Antikvitetskollegium (Collegium Antiquitatum) still influence the field of heritage 
management.  
 
17th century Sweden saw an unprecedented interest in the ancient and the curious. With 
the studies of runic stones, conducted by Johannes Bureus from the 1590’s, physical 
remains of the past gained scholarly interest. In 1630 King Gustav II Adolf formulated 
instructions for the first antiquarians employed by the Realm. The foundation of 
Antikvitetskollegium (Collegium Antiquitatum) in 1667 by Royal decree, and the work 
of the antiquarians, travelling the country in search for evidence of Sweden’s ancient 
history, laid the foundation for heritage management of today. Parallel to the scholarly 
work of the antiquarians, the first embryos of national historical museums started to 
grow. When Gustav II Adolf in 1628 decided to save his blood-stained clothes, worn in 
the Prussian campaign the previous year, the storages of the Royal Armoury began to 
serve a new purpose: to preserve objects of historical value for the future.3 This new 
direction of the Royal Armoury is clearly visible in the inventories of the following 
years. In 1683 certain objects are explicitly described as ‘monuments’ and in the 
inventory of 1696 ‘monuments’ are listed under a separate heading where, amongst 
other things, the hide of the mount Gustav II Adolf rode in the battle of Lützen is listed. 
In an article on the early history of the Royal Armoury as a museum, Sundin and 
                                                            
1 Octavia Carlén, Anteckningar öfver Kongl. lifrustkammarens och Kongl. klädkammarens samlingar, J. L. 
Brundins förl., Stockholm 1859, p. 71. (translated into English by the author) ’Vi se dem nu samlade i 
Riddarholmskyrkan, och anblicken deraf, liksom upprullar för våra ögon den storartade tafla, hvarpå 
menskligheten i blod och tårar skrifvit så många seklers historia’ 
2 Carlén 1859, (introduction) 
3 Bo Sundin & Karin Tegenborg‐Falkdalen, ’Gustavus Adolphus and the genesis of the Royal Armoury’, 375 år 
med Livrustkammaren, Livrustkammaren, Stockholm, 2003, p. 13. 
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Tegenborg-Falkdalen propose that the collection can be perceived as a materialised 
Fürstenspiegel where the preserved objects were thought to embody the good example 
set by ‘great men and their good deeds’.4 It is beyond the scope of this study to elaborate 
on the ideas that formed a base for the work of the early antiquarians, but it is 
reasonable to argue that the formation of the early museum collections found in the 
Royal Armoury, as well as the 17th century collection of war trophies in the Arsenal, 
were manifestations of the same perceptions of history, reputation and future. It is 
within this context the heritagisation of war trophies should be seen. 
 
The collection of Swedish war trophies is kept at Armémuseum (The Swedish Army 
Museum) in Stockholm. Colours, standards, pennants and naval flags captured in 
combat have been collected at least since the beginning of the 17th century and amount 
today to more than four thousand objects. 5 Other war trophies in the collection, are 
cannons, musical instruments and keys to fortresses. While most objects are 
incorporated into museum collections when they are in some way obsolete, ancient or 
defunct, the war trophies were in use when they were captured in the battlefield. In 
contrast to other kinds of war booty, which were reused by the victorious army or sold 
off for cash, flags, musical instruments and cannons were considered the belongings of 
the King and the Realm, destined for display and preservation. The trophies became the 
material embodiment of victories, monuments over the military power of a growing 
Swedish empire, and as such used for war propaganda. But in a society increasingly 
interested in its history, these contemporary objects were also historicised and preserved 
for the edification of future generations. 
 
In recent years the interdisciplinary field of Critical Heritage Studies has attracted many 
scholars.6 In its aim to find new methods of analysing heritage, it draws on social 
sciences in addition to the humanities. The main concern of the field is the production of 
heritage, in a global context, during the 20th century. However, this focus on contem-
porary heritage has left earlier periods more or less unexplored. In 2001 anthropologist 
David C Harvey pointed out the need for a historical scope. He argues that 
understanding heritage as ‘a process […] related to human action and agency, and as an 
instrument of cultural power in whatever period of time one chooses to examine’, will 
make space for studies of heritage in premodern times. 7 The aim of this study is to 
achieve a better understanding of the early modern production of heritage. By following 

                                                            
4 Sundin & Tegenborg‐Falkdalen 2003, p. 36. 
5 Armémuseum was founded in 1879. However, the responsibility for the collection of war trophies was not 
given to the museum until 1960. See Fred Sandstedt and Lena Engquist Sandstedt, ‘Proud symbols of victory 
and mute witnesses of bygone glories’, In Hoc Signo Vinces, Stockholm 2006, pp. 88‐90. 
6 For example: Rodney Harrison (ed.), Understanding the politics of heritage, Manchester 2010, Laurajane 
Smith, Uses of heritage, New York 2006 and Susie West, (ed.), Understanding heritage in practice, Manchester 
2010. 
7 David C. Harvey, ‘Heritage Pasts and Heritage Presents: temporality, meaning and the scope of heritage 
studies’, International Journal of Heritage Studies Vol. 7, Iss. 4, 2001, p. 327 
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selected trophies from the wars of Karl XI and Karl XII through the heritagisation 
process, the practices applied are analysed and the network of agents made visible.  
 
Previous research  
 
Earlier research on heritage production in early modern Sweden has been conducted 
mainly in the field of archaeology. In his doctoral thesis, ‘Forntid i historien’ (Antiquity 
in history), archaeologist Ola W Jensen examines the attitudes towards prehistoric 
remains in early modern Sweden.8 He puts the work of the earliest antiquarians in 
relation to the ideas of knowledge and scholarship of the times. Although Jensen 
describes the antiquarian practices which shaped the very first concepts of a national 
cultural heritage he doesn’t address the consequences these practices had for the 
emerging collections of the 17th century. However, in the recent anthology ‘Histories of 
archaeological practices’ Jensen states that, ‘much of what we commonly associate with 
modern professional archaeology was represented in Sweden, already in the late 17th 
century’.9 Historian Johanna Widenberg focuses, in her doctoral thesis, on the role 
played by the field work of the early antiquarians in the construction of a communal 
history and in shaping the notion of a ‘fatherland’ in accordance to the political 
ambitions of the time. Her results are relevant to this study, pointing out the agency of 
the antiquarians, and the instructions they were given, in creating a concept of cultural 
heritage not only amongst scholars but also the general public.10 The Antikvitets-
kollegiet has also been the object of research for museologist Helena Wangefelt Ström. 
In her ongoing Ph D research concerning the heritagisation of religion and sacredness in 
the 17th century, she analyses how Catholic religious objects are inscribed into a 
heritage discourse. Her perspective on the transvaluation of objects from sacredness to 
heritage as an act of controlling potentially dangerous ideas and phenomena has 
influenced this study.11 Even though none of the mentioned researchers refer to the 
formation of historical collections at the Royal Armoury or the Arsenal in the 17th 
century as linked to the work of the Antikvitetskollegiet it is one of the premises of my 
study that they are all interconnected, working within the same antiquarian paradigm. 
 
While research on antiquarian practices in early modern times is scarce, research on practices 

                                                            
8 Ola W. Jensen, Forntid i historien: en arkeologihistorisk studie av synen på forntid och forntida lämningar, från 
medeltiden till och med förupplysningen, Institutionen för arkeologi, Univ., Diss. Göteborg: Univ., 2002, 
Göteborg 2002. 
9 Jensen, Åsa & Jensen, Ola W., 'Practice and professionalisation: the role of field methods in the formation of 
discipline of archaeology in Sweden', Histories of archaeological practices : reflections on methods, strategies 
and social organisation in past fieldwork., p. 120, Stockholm 2012. 
10 Johanna Widenberg, Fäderneslandets antikviteter: etnoterritoriella historiebruk och integrationssträvanden i 
den svenska statsmaktens antikvariska verksamhet ca 1600‐1720 = Antiquities of the fatherland : the use of 
history and the striving for ethnic integration in the antiquarian sector of the Swedish state ca 1600‐1720, Acta 
Universitatis Upsaliensis (AUU), Diss. Uppsala : Uppsala universitet, 2006,Uppsala, 2006. 
11 Helena Wangefelt Ström, ’Heligt‐hotfullt‐historiskt: Kulturarvifieringen av det katolska i 1600‐talets Sverige.’ 
Lychnos (2011): 29‐53. 
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in modern museums is abundant. A recent contribution is the anthology ‘The thing about 
museums – objects and experience, representation and contestation’ which presents object-
focused studies informed by actor-network theory as well as by the biographical, social life 
approach.12 However, as most research on the history of museums suggest a marked 
distinction between early modern collections and modern museums, this study instead argues 
that the practices of the heritagisation process form a link between the two phenomena.13 In 
‘Museer och samlande’ (Museums and Collecting) Fredrik Svanberg points out that the 
collecting itself exhorts a structuring and formative influence on what museums of today 
represent in their exhibitions.14 In his analysis of Nordiska museet and Historiska museet he 
points out that classification systems and categories for collecting, formulated in the late 19th 
century, still work as a ruling principle both in the structure and the texts of the exhibitions.15 
Svanberg concludes that studies are needed of the forgotten history of different collection 
systems and the perspectives that they were built around.16  
 
Earlier research on the trophy collection has mainly been conducted by art historians 
with an interest for heraldry, focusing on attributing the flags to their original military 
units or determining in which battle they were won.17 A broader view on the cultural 
history of the trophy collection is given in the anthology ‘In hoc signo vinces - a 
presentation of the Swedish state trophy collection’ published by the Armémuseum.18 
While the history of the collection, the ways in which the objects have been incorpo-
rated into it and exhibited has to some extent been described before, it has never been 
analysed within the theoretical framework of modern heritage studies.19 
 
Research questions 
 
It can thus be stated that heritage production in early modern Sweden is a field of study 
that has hitherto been little explored and also that the collection of war trophies in 

                                                            
12 Sandra H. Dudley (ed.), The thing about museums: objects and experience, representation and contestation: 
essays in honour of professor Susan M. Pearce, Routledge, London 2012. 
13 See for example: Tony Bennett, The birth of the museum: history, theory, politics, Routledge, London 1995; 
Susan M. Pearce, On collecting: an investigation into collecting in the European tradition, Routledge, London 
1995. 
14 Fredrik Svanberg, Museer och samlande, Stockholm 2009, p. 37.  
15 Svanberg 2009, p. 64. 
16 Svanberg 2009, p. 77. 
17 See for example: Eva Turek, ‘Under false colours: a case of mistaken identity are the colours those of 
Wallenstein or Liechtenstein ?’, Meddelande / Armémuseum., Vol. 56, 1996, pp. [27]‐49, 1996; Arne 
Danielsson, 'Solfanor', Meddelande / Armémuseum., Vol. 43/44, 1982/84, tr. 1985, pp. [47]‐64, 1985; Simon 
McKeown, Material culture: the emblematic context of a seventeenth‐century cavalry standard in the 
Armémuseum, Stockholm. u.o. 
18 Fred Sandstedt (red.), In hoc signo vinces: a presentation of the Swedish state trophy collection, Stockholm 
2006. 
19 Arne Danielsson, The Trophy Collection of Swedish State, [s.l.], 1967; Karl Erik Steneberg, Ett märkligt 
trofédokument och en mitau‐fana, Livrustkammaren, Stockholm, 1937; Teodor Johannes Petrelli, Våra troféer, 
Stockholm 1901. 



5 
 

Armémuseum presents a material not yet studied from the perspective of critical 
heritage studies. Based on the aims of the study to achieve a deeper understanding of the 
early modern production of heritage the research questions are: 
 

- How was the heritagisation of war trophies enacted? 
- Who were the actors involved in the process? 

 
Cultural heritage, heritagisation and musealisation - theoretical background 
 

The term ‘cultural heritage’ has been subject to many attempts of definition since its 
usage dramatically increased in the 1980’s. Being closely linked to the discourse of 
UNESCO, the term has often been understood as signifying material remains of 
outstanding historical or aesthetical value.20 Australian scholar Laurajane Smith 
identifies this object centred and expert controlled view of cultural heritage as an 
‘Authorised Heritage Discourse’ (AHD). She argues that it is this discourse itself that 
constructs heritage.21 However, she also points out the importance of day-to-day 
practices stating that, ‘heritage is heritage because it is subjected to the management and 
preservation/conservation process, not because it simply “is”’.22 Smith sees the AHD as 
connected to the idea of nations, and national authorities, such as museums, universities 
and heritage boards, as the creators of the AHD; the most powerful actor globally being 
UNESCO World Heritage Centre. Shifting focus from the heritage objects or sites 
themselves Smith claims that it is rather the cultural process of remembering and of 
understanding the present that constitutes cultural heritage and that the term therefore 
describes something immaterial.23 This definition of cultural heritage is prevalent in the 
growing field of Critical Heritage Studies. In this study I recognise the existence of 
AHD. However, I propose that it is not a modern phenomenon. Already in the 17th 
century an authorised heritage discourse began to evolve which makes it relevant to 
study also the early practices of collecting from a critical perspective. 
 
Informed by the views of Smith on practices constituting heritage, this study focuses on 
the way in which material objects have received the value of cultural heritage in early 
modern Sweden. The transvaluation of objects in a heritage context is discussed by 
folklorist and professor of performance studies Barbara Kirshenblatt-Gimblett. 
According to her, the production of heritage transforms its subjects by separating them 
from their original contexts, making them into objects of display. She even claims that 
heritagisation is a way of giving a new, and different, life to objects and phenomena that 

                                                            
20 Convention Concerning the Protection of the World Cultural and Natural Heritage 
http://whc.unesco.org/en/conventiontext  
21 Laurajane Smith, Uses of heritage, New York 2006, pp. 29‐34. 
22 Smith 2006, p. 3. 
23 Smith 2006, p. 44. 
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are no longer viable.24 In Swedish heritage studies the theories of Kirshenblatt-Gimblett 
have been taken up and elaborated on by ethnologist Owe Ronström. 25 Their respective 
work on heritage production form the basis of my understanding of the heritagisation 
process in this study. The production of heritage is viewed as a process which includes 
immaterial as well as material aspects. The term used throughout the study for this 
entire process is ‘heritagisation’ while the term ‘musealisation’ is used more specifically 
to signify the acts of incorporating and handling objects in a museum or other 
institutional environments. 
  
The practices included in the heritagisation process are here considered instrumental to 
the transformation of an object from one status to another. They are viewed as parts of a 
ritual process where every act serves to detach the object from its former meaning; 
turning it into an object of heritage. As Geoffrey N. Swinney puts it in his essay on the 
museum register as a museum object: ‘It is the performance of those rituals 

[registration] that confers a museum identity upon an object thereby removing it from 
the ‘outside world’ and assimilating it into the museum.’26  
 
According to Richard Schechner, professor of Performance studies, rituals can be 
analysed from four different aspects:27 
 
Structures – look and sound, use of space, who performs and how. 
Functions – what rituals accomplish for individuals, groups and cultures. 
Processes – the underlying dynamic; how rituals enact and bring about change. 
Experiences – what it’s like to be ‘in’ a ritual. 
 
The first three aspects are relevant to this study. In accordance with the critical view of 
heritage I do not see the ritual process as a representation of a value already inherent in the 
objects but as performative acts where the value of heritage is created in the social context 
made up by human participants, objects, space, sound and speech. Art historian Martin Olin 
has successfully applied the concept of performativity to early modern processions. Studying 
the ceremonial entries of foreign dignitaries into the city of Rome he discusses how identity 
and rank was created and negotiated in rituals where different objects of applied art played a 
central role. The performative meaning of a procession, according to Olin, is the result of the 

                                                            
24 Barbara Kirshenblatt‐Gimblett , Destination culture: tourism, museums, and heritage, Univ. of 
California Press, Berkeley 1998, p. 150. 
25 Owe Ronström, Kulturarvspolitik, Stockholm 2007, p. 182. 
26 Geoffrey N. Swinney, ‘The museum “register” as museum object’, Dudley, 2012, p. 32; Also see: Lotten 
Gustafsson Reinius, 'Där karbunkelstenarna en gång satt ‐ om hur föremål går förlorade och 
återvinns', Folkloristikens aktuella utmaningar: vänbok till Ulf Palmenfelt., Högskolan på Gotland, Visby 2013, 
pp. 135‐153. 
27 Richard Schechner , Performance studies: an introduction, 2. ed., Routledge, New York 2006, p. 56. 
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creative process.28 In Olin’s study the rituals create the status of human beings whereas in this 
study the status and identity of the war trophies are created in a similar way. 
 
The process of creating objects of heritage is, as mentioned above, a way of giving something 
a second life, according to Barbara Kirshenblatt-Gimblett. Undoubtedly new meanings, 
values and identities become negotiable possibilities when an object or a site is considered a 
national heritage. However these values cannot be seen as once and for all fixed.29 The 
different heritage practises analysed in this study are presented in the order they appear in the 
specific cases. However, these practises can, over time, be repeated in any given order, 
generating new meanings. As anthropologist Igor Kopytoff points out; in the social life of 
things, objects can move between being ‘sacred’ and being commodities. Kopytoff thereby 
offers a more flexible approach to the transvaluation of objects where former meanings live 
on forming part of possible new meanings. Even though an object has been set aside, 
singularised, from the world of commodities, it might in the future again be commodified.30 
This is a productive perspective on the war trophies, indeed on all museum artefacts. 
Rearranging exhibitions, adding or deleting information to the catalogue etc. place the objects 
in new contexts. Museum objects may also at any time be deaccessioned from the collection 
and sold, thus becoming commodities again. 
 
Method and material 
 
The collection of war trophies in Armémuseum serves as a case study to put focus on 
heritage production in early modern Sweden. Examples are taken from the group of 
trophies conquered in the wars of Karl XI and Karl XII and a particular focus is put on 
the trophies won in the battle of Halmstad in 1676 and in the battle of Narva in 1700. 
Even though there are objects in the collection dating back to the early 17th century, won 
in the wars of Gustav Adolphus, the period between 1675-1718 provides more ample 
material and the provenance of the trophies can be fixed with greater certainty.31 Also, 
the period of autocracy was a time when the antiquarian interest of the ruling classes 
reached a high-point and became integrated into more and more aspects of 
governmental administration. 
 
The objects of study in this thesis are the actual practises that form part of the 
heritagisation process. In the everyday work of museums all over the world a certain set 
of practices is used to incorporate new objects into the collection, thus transforming 
them into objects of heritage. This, very hands-on, activity of labelling, registering, 

                                                            
28 Martin Olin, ‘Diplomatic Performances and the Applied Arts in Seventeenth‐Century Europe’, Performativity 
and performance in Baroque Rome, Ashgate, Farnham 2012, p. 27. 
29 Smith 2006, p. 74‐75. 
30 Igor Kopytoff, ‘The cultural biography of things: commoditization as process’, The social life of things: 
commodities in cultural perspective, Cambridge Univ. Press, Cambridge 1986, p. 73. 
31 The period includes the Scanian war, fought during the reign of Karl XI, and the Great Nordic War, fought 
during the reign of Karl XII. 1718 is the year of the death of Karl XII. 
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photographing and storing or exhibiting brings the subject of materiality into the 
heritagisation process. The objects themselves must be physically handled and, 
according to their material properties, marked in different ways. Photographs or 
drawings and catalogue cards are produced and arranged in registers which make up the 
authentication of the collection.32 The display or storage of the objects involves 
architecture and furniture. Thus, while the concept of cultural heritage might be 
immaterial, the process of producing heritage is to a great extent dependent on, and 
influenced by, material things; from paper labels to buildings. 

 
Based on my own professional experiences as a museum curator I have defined five 
different parts, or practices, in a heritagisation process: Selecting, Displaying, 
Documenting, Labelling and Depicting. These practices make up the methodological 
framework from which I analyse the process. The analysis is made by physical 
examination of a selection of objects reflecting on the material aspects and recording 
traces of the musealisation process and of display. Following the examination of the 
objects, archive material relevant to the collection is analysed to record the practices and 
the actors involved in the process thus creating a biography of the objects. Here the 
substantial archive of excerpts collected by former keeper of the State Trophy 
Collection, Arne Danielsson, has been an invaluable source of information.  
 
Outline 
 
The following chapter, ‘Following the flags’, takes its starting point in an examination 
of two flags and continues with a description of the handling of war trophies from 
Halmstad and Narva in a historical context, pointing out the actors and specific steps in 
the heritagisation process. In the chapter ‘The creation of heritage’, the different steps of 
the process are analysed separately placing the practices in the context of antiquarian 
work during the period as well as pointing out the actors involved in the process. The 
subsequent chapter brings the matter of transvaluation to the fore before summarising 
the findings and concluding. 
  

                                                            
32 About the agency of files see Patrick Joyce, ‘Filing the Raj ‐ Political technologies of the Imperial British State’, 
Material powers: Cultural studies, history and the material turn. Routledge 2013. 
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Following the flags – from the battlefield to the museum 
 
 
To Octavia Carlén, writing in 1859, the war trophies of the past had an indisputable and 
intrinsic value. In the heroic narrative applied to them they appeared as ‘stained with the 
blood of valiant compatriots’ and were ‘looked at by the Swedish people with affect and 
admiration’.33 How did the trophies receive this status of national heritage? In the following 
two chapters I trace the trophies’ way from the battlefield to Stockholm to outline the network 
of persons, objects and actions that together constitute the beginnings of a heritagisation 
process still going on. 
 
The trophies from the battle of Halmstad, August 17th 1676 
 
In the present day collection of Armémuseum, 39 objects are listed as trophies from the battle 
of Halmstad: 31 infantry colours, 7 dragoon guidons, one kettle drum and no cannon. From 
this group I chose two dragoon guidons for analysis.34 Neither of them has been subject to 
restoration work during the 20th century and they are therefore in a more original state of 
preservation. The delicate silk of the cloth is very brittle and falls into pieces when handled. 
Not more than half of the original size of the cloth remains. The motif painted on the cloth, 
the monogram of King Christian V, reveals that the flags are of Danish origin but this 
information is also given on some of the many inventory labels fastened to the objects. 
 
 
 

 
1 Danish dragoon guidon captured at Halmstad. Blue silk damask with motif painted in gold. ST 
6:377,2. Armémuseum. 

 

                                                            
33 Carlén 1859, p. 71. (translated into English by the author) 
34 Inventory numbers ST 6:377, 2 and ST 6:377, 4, Catalogue of Armémuseum. 
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2 Danish dragoon guidon. Blue silk damask with motif painted in gold. Stave probably not original. 
ST 6:377,4. Armémuseum. 

 
The most recent are bar-code tags tied to the stave with white cotton ribbons. A more 
permanent inscription of the inventory number is made with a black felt tip pen at the bottom 
of the stave. Close to each other on the middle of the stave two different labels are glued to 
the stave. One is a printed paper label from the late 19th century telling us that the flag has 
been exhibited in the Riddarholmen church with its specific inventory number filled in with 
ink. The number indicates in which part of the church the flag was placed. Next to it is 
another hand written paper label from an earlier date which states that this is a Danish 
standard captured under the command of Karl XI during the battle of Halmstad on August 
17th 1676. An even older label which is, judging by the style of the handwriting, more or less 
contemporary to the flag can be found on one of the flags. It is sewn to the lower part of the 
cloth, close to the stave, with thin string and crude stiches. This label carries the same 
information as the other. 
 

 
3 Paper label sewn to the cloth of ST 6:377,2. 
 
Through the labels and markings on the objects, one of the most central museum practices can 
be traced back in time to the late 17th century. As discussed in a later chapter, putting a label 
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on an object is a very tangible act of control where the object is placed in a context relative to 
other objects according to an interpretive paradigm.35 But before the labels were put on the 
flags other significant steps in the heritagisation process had been taken.  
 
The process started already in the field during the ongoing war. On August the 17th 1676 the 
Swedish and Danish armies had met in battle at Fyllebro close to Halmstad. The Swedes 
greatly outnumbered the Danes and after less than an hour the Swedish side had defeated their 
opponents. The Swedes had captured two thousand Danish soldiers and taken a rich booty. 
Those who had captured one of the enemy’s flags were awarded 30 Daler in silver coin by the 
King. This was a substantial reward since it equalled a month’s wages for an officer of lower 
rank. The name of the recipient, his regiment and the number of captured flags were taken 
down in the notes sent by the King to Mårten Trotzig, the field treasurer.36 Already at this 
stage the specific treatment of the flags constitutes a singularisation. The banners were then 
immediately sent to Stockholm accompanied by the lieutenant of the Guards, Gideon Gylden-
klou, who also brought with him an account of the battle for the Council. The captured 
cannons and the prisoners, however, travelled more slowly through the country but with the 
same destination.37 During the two weeks of travel from Halmstad to Stockholm the news of 
the victory reached the public through newspapers and accounts read from the pulpit in all 
churches.38 The number of captured flags, cannons and prisoners are especially mentioned in 
these texts which put the objects explicitly in a context of military prowess declaring them as 
tokens of victory. The importance of this should not be underestimated. The newspapers 
might have reached only a limited group of people, but the accounts delivered in the churches 
reached everyone. Church attendance was obligatory in Sweden until 1809 which meant that 
the same, state sanctioned, version of the war was spread simultaneously all over the Realm. 
 
However, it was only the inhabitants of Stockholm who could take part in the, most 
spectacular act in the heritagisation process: the trophy procession. On September 2, which 
was a Saturday, Gideon Gyldenklou had reached Stockholm. He probably travelled by land 
and approached Stockholm from the south. He stopped outside the city to wait for escort. 39 
There he was met by Colonel Peter Örneklou and his four companies. In the procession into 
the city two of the companies marched before Gyldenklou and the banners, while the other 
two went behind him. When they passed Södermalmstorg the first salute was fired from the 
battery at Södermalms Vall, and when they reached the Palace Tre Kronor the second salute 
was fired from the battery of the palace. The procession entered the palace through the main 
gate presenting the trophies first to the council in the Rådssal (council room) and then to the 
Dowager Queen Hedvig Eleonora, mother of the King, in her own apartments. The next day 

                                                            
35 Kirshenblatt‐Gimblett 1998, p. 21. 
36 Fältkassan, KRA Militieräkningar 1676/4 fol 830‐833, 908‐10. 
37 Letter from the King to the Council, August 24 1676, Riksregistraturet vol 423 fol 737. 
38 Swenska Mercurius, August 23 1676; Såsom dhen alzwoldige Guden, igenom sitt outhransakelige Rådh, 
hafwer låtit wårt käre Fädernesland, sin rättferdige Wredes Näpst ..., [Kongl. tryckeriet], [Stockholm], 1676 
39 Swenska Mercurius, September 5 1676. The following description of the procession is based on the account 
in the newspaper. 
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the banners were exhibited in the cathedral where all people attending service could see them. 
In the evening the trophies were taken down and brought to the Armoury in the palace.  
 
In a letter to the King dated the same day, the council relates how the trophies had been 
received in a way described as customary: 
 

We have, as earlier in such happy and glorious events, let 4 companies of soldiers take 
the conquered banners and standards through the city and to the castle under double 
Swedish salute by cannons on Södermalms Vall and Tre Kronor before and after the 
presentation of the trophies here in Your Royal Majesty’s Council room and then up at 
Her Royal Majesty the Dowager Queen’s, we let them be put up in the Cathedral where 
they, as has been customary before, will hang for as long as Your Royal Majesty see 
fit.40 
 

Up to this point the treatment of the war trophies had followed a pattern known in Sweden 
from the late 16th century and the reign of Erik XIV. What happened next to the banners from 
Halmstad was something new. In 1677 the King decided to make depictions of all the trophies 
kept in the Armoury. This was said to secure that the reputation and glory of the Fatherland 
would be known to future generations, should the objects themselves be destroyed by old age 
and vermin.41 However, making depictions was not a new idea. Already in 1669 it was 
proposed by the Rikstygmästaren (Master of Ordnance) but then it came to nothing.42 Now 
Erik Dahlberg, who before the war had been working on the ‘Suecia Antiqua et Hodierna’, 
became responsible for the project. He commissioned the artist Olof Hoffman for this 
enormous task.43 First of all the trophies from the ongoing war against Denmark were 
depicted, perhaps because these were close at hand and easy to identify. Six years later the 
King issued another order for depicting the trophies captured during the reign of his father, 
Karl X Gustav.44 The keeper of the Armoury, David Kohl, was instructed to help Hoffman 
with the banners.45 It was of course Kohl who knew best which banners were captured in 
which battle. He had access to the old inventory lists and had been working in the armoury for 
many years. It is likely that Hoffman grouped his pictures in accordance to the information 
Kohl provided.  
 

                                                            
40 Letter from the Council to the King, September 2 1676, RA, Riksregistraturet vol 427 fol 253 (Translated by 
the author) ‘Dhe eröfradhe fahnorne och standarerne låtha wij eftter förre bruk i sådana lyckelige och 
glorieusa fall, medh 4 Compagnier knechtar igenom stadhen inhämpta, och hijt upp i slåttet wijdh dubbel 
swänsk lösen af stycken på Södermalms wall, och Tree Chronor före, och effter dhe tropheernas presentation 
här i E.K.Mts Rådhsahl och sedan uppe hoos hennes Kungl Mt RijksEnkiedrottningen, låte wij dhem i 
Stoorkyrkian uppsättia, där dhe alt såsom för dette hafwer warit brukeligit, blifwe hängiandhe så länge Eders 
Kungl Mt dett lärer gått finna.’ 
41 Letter from the King to the War office, November 17 1677, RA Riksregistraturet vol 431 fol 510 ff 
42 Birger Steckzén, Krigskollegii historia I 1630‐1697, Stockholm 1930, p. 314. 
43 The depictions of the trophy collection belongs to Riksarkivet but is kept in the archive of Armémuseum. 
44 Letter from the King to Erik Dahlberg, February 6 1683, Riksarkivet Riksregistraturet vol 475 fol 533 
45 Letter from the King to David Kohl, February 6 1683, Riksarkivet Riksregistraturet vol 475 fol 533 
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In 1685 David Kohl died. As customary, an inventory of the armoury was taken in the 
presence of his successor, Eskel Rosk.46 It seems that the work with the depictions now 
influenced the way the banners were accounted for in the new inventory. Just as the 
depictions start with the trophies from Halmstad, so does the inventory. The depictions, made 
in gouache, are very detailed and show the actual state of the banners with broken staves or 
torn fabrics. In the inventory of 1685 the objects are for the first time described individually 
stating the material, colour, motif and condition. One of the analysed dragoon guidons is 
described as follows:47 
 

Dragoon Guidon of blue taffeta with a blue and red fringe around the borders and a 
gilded iron finial. 2 gilded laurel twigs painted, inside stands C5 and a crown above. 2 
twigs by these words: Mit Gott wollen wir thaten thun      1 pc 48  
 

After nine years in the Arsenal of Stockholm, the banners conquered on the battlefield of 
Halmstad in 1676 had been subject to all the different practices we today associate with 
musealisation: selection, display, documentation, depiction and labelling. They were 
historicised and inscribed within a narrative of Swedish great-power pointing explicitly at the 
future and the eternal fame of the Swedish kings. 
 
The trophies from the battle of Narva, November 20th 1700  
 
The efforts to arrange a historically coherent collection out of the war trophies resulted 
in something that in many respects can be called a museum. In 1693 the visiting 
nobleman Mikael Bethlen was guided through the Arsenal by the Crown Prince Karl 
(XII), at that time only eleven years old. In his diary from the visit Bethlen describes 
how the trophies won by the different kings were displayed in separate rooms together 
with the armours of historical kings displayed on mannequins mounted on horses.49 
Seven years later the Great Nordic War broke out and when the unusually great number 
of trophies won at Narva on the 20th of November 1700 were sent back to Stockholm 
earlier practices had to be adapted to the situation. While the 132 captured Russian 
officers were taken to Reval, the rich booty consisting of 272 flags, 181 cannons, drums, 
ammunition, tents etc. were stored in the arsenals of Narva and Ivangorod.50 It would be 
another six months before they arrived in Stockholm. 
                                                            
46 Rustkammarräkenskaper 1685, Krigsarkivet, Artilleridepartementet, G III b vol 242 
47 ST 6:377,4. 
48‘Blå taftts Dragoun Estandar medh blå och röda silkes frantzar omkring, och förgijld Jernspittz, 2:ne förgijllte 
lagerberqwistar målade, der in  i står: C5 medh Crona öfr. 2:ne qwastar wijdh, desse orden: Mit Gott  wollen 
wir thaten thun        1 st’, (translated into English by the author) The Armoury Inventory 1685, KRA, 
Krigskollegium, Artilleridep, G III b. 
49 Bethlen, Miklós, 'Mikael Bethlen i Sverige år 1693: ur Bethlens resedagbok', Karolinska förbundets årsbok., 
1986, s. 17‐32, 1988. 
50 Sannfärdig berättelse om the ryska‐fångars ankomst til Stockholm, theras vphämtande och huru the äro 
fördehlte, och hållas vthi sin arrest. Jämpte en richtig förtekning uppå the wid Narva erhållna trophèer, stycken, 
fahnor och standarer.: Stockholm, tryckt vthi kongl. boktr. hoos sal. Wankifs enkia., Stockholm, 1701. 
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The celebration of the victory at Narva has been studied by art historian Mårten 
Snickare in his doctoral thesis ‘Enväldets riter’. His focus is on the day of Thanksgiving, 
February 5th 1701, when the court architect Nicodemus Tessin the younger arranged 
decorations and illuminations of streets and public spaces in Stockholm.51 Also, in an 
article, not yet published, ‘Kampen om staden’, historian Anna Maria Forssberg studies 
how the use of the public space in Stockholm during the Thanksgiving was a subject of 
controversy between the church and the Council. 52 Besides the unusually lavish 
celebration in the capital, all inhabitants in the Swedish realm could take part of the 
news through a large number of celebratory songs, poems and other kinds of printed 
accounts.53 However, neither the King nor the conquered trophies were present at the 
Thanksgiving celebrations. In May 1701 the Russian prisoners arrived in Stockholm and 
later that summer the ships carrying the flags and cannons arrived. The procession that 
subsequently took place on August 21st has, to my knowledge, not been studied before. 
 
When the ships arrived to Stockholm, the preparations for the trophy procession started. 
The heavy cannons were lifted off the ships and placed on gun wagons along Skepps-
bron in front of the house belonging to Mayor Oloff Hansson.54 It seems the cannons did 
not take part in the procession, probably from practical reasons, but the display by the 
docks ensured that as many people as possible would have the opportunity to view 
them. The flags that were missing staves were fastened to new ones. This indicates the 
importance of visibility and, perhaps, of aesthetic impression. If some of the flags had 
been carried folded up in the procession they would indeed have been subject to essen-
tially the same ritual process as the others but they would not have made the same 
impression on the participants. This is confirmed in a letter from Nicodemus Tessin the 
younger where he informs the King that he had arranged the flags on beforehand 
according to their colours to make the display as impressive as possible.55 When the 
preparations were finished, the Överståthållaren (Chief Governor) of Stockholm, 
Kristoffer Gyllenstierna, could decide on the date for the procession. In the afternoon of 
August the 21st, four hundred of the City Guard infantry in their best uniforms as well as 
the City Cavalry met up at the quay to carry the trophies in the procession. The 
horsemen playing on kettledrums and trumpets went first together with the shawm 
players from the infantry. The rest of the cavalry, with drawn swords, went last. In the 

                                                            
51 Mårten Snickare, Enväldets riter: kungliga fester och ceremonier i gestaltning av Nicodemus Tessin den yngre, 
Stockholm 1999, pp. 147‐177. 
52 Anna Maria Forssberg, ’Kampen om staden. Firandet av segern vid Narva 5 februari 1701’, Rum och Rörelse i 
förmodern politik, Lund: Nordic Academic Press, kommande 2014. 
53 Anna Maria Forssberg, ’Gläd tigh nu o Swea‐rike!: segervisorna från slaget vid Narva 1700 ‐ propaganda eller 
spontana kungahyllningar?’, Karolinska förbundets årsbok., 1998, pp. 105‐144 
54 Draft dated July 17th 1701, KRA Anteckningar om troféer vol 27. The description of the procession is based on 
this text.  
55 Letter from Tessin to the King, August 23rd 1701. RA Allmänna verks, direktioners m. fl. skrivelser till Kungl 
Maj:t, Skrivelser till Kungl Maj:t från Överintendentsämbetet Vol 309. 
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middle the infantry marched, carrying four banners in every row. The procession 
followed Skeppsbron to its end and continued along Nygatan. After crossing the bridge 
to Riddarholmen it reached the Palace in which the Royal family lived since Tre Kronor 
had burnt to the ground a few years earlier. According to the customary ritual the 
trophies were then presented to the Dowager Queen, Hedvig Eleonora, and her grand-
daughters, Hedvig Sofia and Ulrika Eleonora, who had travelled into town from Karl-
berg castle the same morning to attend the ceremony.56 After leaving the Palace the 
procession circled the Riddarholmen church, crossed Norrbro, turned right, and brought 
the trophies to their final destination, the Arsenal, which was situated by the sea, south 
of Kungsträdgården. According to the plans made on July 17th the trophies were then to 
be placed in a specific room appointed by Tessin but as the architect himself explained 
to the King in his letter of August 23rd the size of the flags made the appointed room 
insufficient. Instead he decided to display all the banners by hanging them out of the 
windows of the Arsenal.57  
 

 
4 A. Wijkman, Map of central Stockholm from 1702 (detail). The procession way of August 21st 
marked with black dots, Stockholmskällan. 

                                                            
56 Ordinarie Stockholmiske Post Tijdender no 35 26/8 1701. The princesses were the sisters of Karl XII. 
57 Letter from Tessin to the King, August 23rd 1701, RA Allmänna verks, direktioners m. fl. skrivelser till Kungl 
Maj:t, Vol 309 Skrivelser till Kungl Maj:t från Överintendentsämbetet. 
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Once the procession was over and the flags had been taken down from the windows, the 
work of the keeper, Eskel Rosk, began. All the flags were to be recorded and labelled. 
However, the work was delayed and a new inventory was not made until 1703.58 
Perhaps inspired by the overwhelming display of the trophies from Narva, one of the 
members of the Antikvitetskollegiet, Elias Brenner, came up with the idea of marking 
the trophies with some more durable inscriptions.59 
 
The motivation given in the proposal by the Council was that it was for the edification 
of coming generations as well as to avoid confusion.60 In this letter it is not specified if 
the idea relates to both the flags and the cannons but in the following correspondence 
only the cannons are discussed. The idea was approved by the King, and the War Office 
was instructed to carry out the orders. The fact that a member of the Antikvitetskollegiet 
took an interest in the trophies is an interesting piece of information that has not been 
previously noted. It indicates that the heritagisation of the war trophies took place in a 
scholarly environment with a shared antiquarian discourse. Since Brenner was respon-
sible for designing commemorative medals for the King, the assignment first went to a 
maker of medals, Carl Gustaf Hartman. However his proposal to fix a plaque onto the 
cannons was deemed to be insufficiently permanent. The experienced cannon founder, 
Gerhard Meyer, offered to undertake the job to carve out the text directly out of the 
cannon.61 Since none of the cannons from Narva are preserved today, this type of 
labelling can only be studied from other trophy cannons and mortars won during the 
Great Nordic War and from engravings made by Philip Jacob Thelott.  
 
Following the practices established by Karl XI the trophies from Narva were depicted. 
The flags were painted in the same way as before by Olof Hoffman. The suggestion to 
also depict the cannons was made by the War Office, and approved by the King in April 
1705.62 Thelott had earlier been working on illustrating the works of Olof Rudbeck the 
Elder, Atlantica and Campus Elyseii. The first being a major work on Swedish history 
and the other a botanical work. 
 
As we have seen, the trophies won at Narva were subject to essentially the same 
treatment as those won at Halmstad even though the size and number of the trophies 
required some changes in practice. In 1677, Erik Dahlberg was involved in recording 
and depicting the trophies. In 1701 artists like Tessin, Brenner and Thelott took part in 

                                                            
58 Rustkammarräkenskaper 1703, Artilleridepartementet, G III b vol 246 
59 Letter from the council to the King, August 27th 1701, RA Riksregistraturet Rådets registratur 1700‐1703 vol 
621 fol 552ff. 
60 Letter from the council to the King, August 27th 1701, RA Riksregistraturet Rådets registratur 1700‐1703 vol 
621 fol 552ff. 
61 Letter from the War Office to the King, Dec 17th 1701, RA Krigskollegiums skrivelser t Kungl maj:t vol 18 
1701‐1702  
62 Leif Törnquist, ‘The embellishment and treasure of the Realm – trophy cannon’, In Hoc Signo Vinces‐ a 
presentation, Stockholm 2006, p. 172. 
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the process. The fact that both Brenner and Dahlberg also worked with depictions of 
prehistoric monuments and objects forms a connection to the Antikvitetskollegium. 
Tessin continued to concern himself for the display of the trophies which resulted in the 
design of a Tempel of Trophies in 1707 which will be discussed below.63  
  

                                                            
63 Ragnar Josephson, Tessins slottsomgivning, Tisells tekniska förl., Stockholm 1925, pp. 53‐67, 126‐128 



18 
 

The creation of heritage 
 
 
The two examples described above show the way in which captured enemy flags and cannons 
were subject to specific treatment before and after they were incorporated into the collection 
of objects preserved for posterity in the Arsenal. My intention is to examine this process of 
heritagisation through the two examples. The process contains a set of practices: Selecting, 
Displaying, Documenting, Labelling and Depicting. According to the critical conception of 
heritage, it is the practices and the discourse, not the objects themselves, which constitute 
heritage.64 By looking at each of the practices I analyse how individual actors, material 
objects and ritual performances together create heritage in an early modern context. 
 
Selecting 
 
The first and most important requisite of a collection, distinguishing it from a hoard, is that 
the objects have been deliberately selected to be included. A bottle of perfume might just be 
used up and thrown away, as any other commodity. But it may also be kept in its original box, 
never opened, as a collectible. By the choice of its owner it has been set apart and given a 
different use and meaning. In the words of Kopytoff it has been singularised. Kopytoff claims 
that all societies tend to take the commodification of the world further and further. Culture 
and individuals are the counter drive to commodification trying to individualise, sacralise and 
classify. Kopytoff also refers to Emile Durkheim in pointing out that all societies need to set 
some things aside as sacred. This is often the prerogative of the powerful.65 The reasons for 
this singularisation can of course vary. In her works on collecting Susan M Pearce has 
elaborated on the many aspects on collecting as a human practice. Pearce points out that in the 
early modern era, a number of crucial axioms appeared such as the notion that humans could 
achieve objective knowledge and that material objects were the physical evidence on which 
the modernist narrative depended. ‘Collections, therefore do not merely demonstrate 
knowledge; they are knowledge.’ as Pearce concludes.66 What kind of knowledge the 
collection of trophies was thought to be is beyond the scope of this study to elaborate on. 
However, as we have seen above, both Karl XI, Karl XII and the Council refer to the 
‘edification of coming generations’. While the state-employed antiquarians were working to 
record the ancient history of Sweden and the heroic deeds of ancient kings, the ruling kings 
and council made sure that noteworthy events of their own time would not be forgotten. A 
sense of history reflected a sense of future. 
 

The selection of flags and cannons from the bulk of other war booty can be traced in the 
sources. The printed accounts of victories, read from the pulpits in all of Sweden’s churches, 
list many different kinds of war booty. After the victory at Halmstad not only flags and 

                                                            
64 West 2010, p. 278; Smith 2006, p. 13. 
65 Kopytoff 1986, p. 73. 
66 Pearce 1995, p. 111. 
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cannons are mentioned but also ‘all ammunition and baggage’.67 The official reports from the 
battle of Narva offer an even more detailed description of the booty. When the Russian army 
had surrendered to Karl XII and left Narva, the Swedish troops plundered the camp where 
they found an abundance of all things as well as a rich booty (‘öfwerflöd på all ting […] jemte 
ett rijkt byte’) 68. This booty consisted, amongst other things, in money, tents and food. In this 
context the purpose of the description was most likely to augment the importance of the 
victory by emphasizing the amount of prisoners and objects captured. As Anna Maria 
Forssberg has shown, these accounts were part of the war propaganda aimed at the Swedish 
subjects. It was in the interest of the government to prove the success of the war enterprises.69 
The press followed the same pattern when reporting from the war. In Swenska Mercurius the 
number of captured banners from the battle of Halmstad are listed separately, but in a later 
issue it is also reported that the captured cannons, wagons, ladders and other things had 
arrived in Jönköping.70 However only the flags and the cannons were preserved for posterity. 
Hand weapons, tools, tents and such were either used by the Swedish army or sold off at 
auctions. 
  
As noted above a customary and traditional way to handle war trophies existed already in 
1676. The Council uses words like ‘efter förre bruk’ and ‘alt såsom för dette hafwer warit 
brukeligt’ (according to earlier custom). The reasons for selecting only flags and cannons are 
therefore not discussed in the material. It was self-evident for the contemporaries. The 
practice of taking war booty had precedents since biblical times but the Roman triumphs 
served as the most recent inspiration when the custom of triumphal parades was taken up 
again by renaissance princes throughout Europe.71 The banners, being unique and custom 
made for each specific military unit, as opposed to the mass produced hand weapons or 
uniforms, had no practical use for the victors. They could but rarely be reused by the Swedish 
troops and since they were often damaged in the battles had little or no economic value. It is 
reasonable to say that their greatest value therefore laid in the fact that they represented the 
enemy. Perhaps they could even be perceived as the embodiment of the enemy thus being, in 
a way, prisoners of war. The heraldry and inscriptions on the banners served as proof of 
authenticity. The cannons on the other hand could easily be reused by the Swedish army, and 
often were. Nonetheless there was a special concern all through the 17th century to safeguard 
the trophy cannons and to distinguish them from others. In the 1660’s the War Office 
proposed that trophy cannons placed in fortresses all over the realm should be brought to 
Stockholm and placed in a planned new Arsenal. However, according to their proposal, those 

                                                            
67 Såsom dhen alzwoldige Guden, igenom sitt outhransakelige Rådh, hafwer låtit wårt käre Fädernesland, sin 
rättferdige Wredes Näpst ..., [Kongl. tryckeriet], [Stockholm], 1676, p. 7. 
68 Kårt doch sanfärdig berättelse om den glorieuse och i manna minne oförlijklige seger, hwarmed den 
aldrahögste Gud den 20. november hafwer behagat wälsigna kongl. may:tz af Swerige rättmätige wapn emot 
desz trolöse fiende czaren af Moscow.: Narva den 28. novemb: 1700. =S. impr., Västerås 1700. 
69 Anna Maria Forssberg, Att hålla folket på gott humör: informationsspridning, krigspropaganda och 
mobilisering i Sverige 1655‐1680, Stockholm 2005, pp. 223‐270. 
70 Swenska Mercurius no 37, September 13 1676. 
71 Martin Olin, ‘Trophy Triumphs in Stockholm’ , In hoc signo vinces, Stockholm 2006, pp. 51‐59 
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cannons which could not be attributed to any specific country, could just as well be recast into 
new serviceable cannons for the Swedish army.72 Provenance seems here to have been an 
important factor for preservation. These reflexions indicate that the material properties of the 
objects carried some importance in their fate as objects of heritage. 
 
Selecting, being the first step in the heritagisation process, was, as we have seen, effectuated 
by the act of physically separating flags and cannons from the rest of the war booty and 
dispatching them to the capital of the realm with a special escort. Together with the specific 
mentioning and rewarding of the soldiers who had captured enemy flags these acts frame the 
objects as something worthy of special attention and respect. 
 
Displaying 
 
To display an object, for the public to see, is a performative act in the sense that it 
creates something new. When something is put on a pedestal, behind glass or just 
simply presented by elevating it into the air, the spectators or participants react by 
turning their attention to the object. The act of displaying is a way of communicating 
that the displayed object has a special meaning and has been chosen for a specific 
reason. The spectators, in their turn, can confirm the importance of the object by 
gathering around it, looking, touching or commentating on it, or they may deny the 
importance by ignoring it. This reflexivity of performative behaviours is commented on 
by Susie West. Action, she says, ‘acts back’ on the subject to effect change in 
perception, stimulus or the formation of memories. Two other concepts connected to the 
reflexivity of performance are affect and embodiment, according to West. 73 The idea of 
affect was a central theme in the theoretical framework of Baroque art, as Art historian 
Margareta Rossholm Lagerlöf has pointed out. She states that: ‘This appeal to senses 
and emotions was seen in the light of rhetoric, as strategies of persuasion and in the end 
of control.’74 It is a fair assumption that the displayed trophies appealed to the emotions 
of the spectators in Stockholm. Being the embodiment of victories that otherwise could 
only be perceived through the written or spoken word, they probably evoked feelings 
such as pride and joy but also more sombre thoughts of the human lives that had been 
sacrificed to obtain the victory. The tension between action and material representation 
may, according to Laurajane Smith ‘be about creating and maintaining historical and 
social consensus, but simultaneously […] be a process of dissent and contestation’.75 
The public display of the trophies could well become an occasion for uncertainty, 
negotiation of meaning, with a risk for unruly behaviour. The framing and structure of 

                                                            
72 Queen Hedvig Eleonora’s resolution on proposals from the War Office, December 20 1664. KRA 
Krigskollegium, Kansli, Inkomna handlingar, Kungliga brev och resolutioner 1624‐1677 del 2 fol 515. 
73 West 2010, p. 279. 
74 Margareta Rossholm Lagerlöf, ‘The Apparition of Faith: The Performative Meaning of Gian Lorenzo Bernini’s 
Decoration for the Corornaro Chapel’, Performativity and performance in Baroque Rome, Ashgate, Farnham 
2012, p. 185. 
75 Smith 2006, p. 83. 
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the ritual was therefore a way for King and Council to define meaning. As mentioned 
earlier Schechner defines the structure of a ritual as ‘look and sound, use of space, who 
performs and how’. The following analysis of the display of trophies addresses these 
questions. 
 
The analysed trophies have been displayed in two different ways. The first being the 
procession where they were taken through the streets to be presented to the Dowager 
Queen and the Council and subsequently displayed temporarily in the Cathedral or 
outside the Arsenal. The second being the more stationary and permanent display inside 
the Arsenal which was probably a semi-public display, shown to foreign guests and 
dignitaries up until 1817 when the entire collection was taken to the Riddarholmen 
church where it was accessible for the public to a greater extent. 

 
In the absence of eye-witness accounts of the two studied trophy processions we have to rely 
on comparable situations to understand the social interactions of the occasion. On January 4th 
1701 Nicodemus Tessin the younger wrote to the King confirming the arrival of a Russian 
banner captured in October the previous year.76 Tessin describes that, as he brought the flag, 
rolled up, from the ship, people rushed towards him filling up the whole square in front of his 
house. To avoid the crowd he was forced go out through the back of the house finding an 
alternative route to the Palace where he presented the flag to the Dowager Queen. The rooms 
of the Queen, writes Tessin, were also full of people and soon the whole court yard was 
crowded. He assesses that the popular interest to see the flag is so great that he asks the 
King’s permission to hang it out of a window on the Arsenal. In that way, he writes, everyone 
can see the flag without entering the Arsenal. This statement from Tessin is somewhat 
ambiguous. It could mean that the public would usually have had access to the Arsenal but at 
this specific occasion it would have been too crowded, but it could also mean that on principle 
the public were not allowed in the Arsenal. Judging by this account a captured Russian flag 
caused quite a commotion on its arrival to Stockholm. Tessin says nothing about a formal 
procession, nevertheless people leave what they are doing to rush forward and be a part of the 
occasion. A similar picture of movement is conveyed by Catharina Wallenstedt describing the 
entry and coronation of Queen Ulrica Eleonora in 1680.77 The participants, invited to the 
Palace, fought for the best places. Wallenstedt uses the word ‘rände’ (ran) to describe how the 
other noble ladies moved through the rooms and stairs to keep up with the Royals. Such a 
grand occasion as a Royal entry and coronation was of course an event that would have 
engaged most inhabitants of Stockholm but the trophy processions, as they are described in 
the sources, seem also to have been designed to attract attention. 
  
The procession of trophies from Halmstad and Narva had similar structures. When the 

                                                            
76 Letter from Nicodemus Tessin to the King, January 4 1701. RA Överintendentämbetet till Kungl maj:t 1697‐
1726 vol 309. 
77 Catharina Wallenstedt, Allrakäraste: Catharina Wallenstedts brev 1672‐1718, Atlantis, Stockholm 1995, 
p. 207‐208. 
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trophies arrived in Stockholm they were met by the city regiment who escorted them. The 
soldiers provided a framing for the trophies that signalled official importance but they could 
also keep spectators at a respectful distance if needed. The most obvious aspects of the 
processions were of movement and space as the trophies were carried through the city to be 
presented to the Dowager Queen. The processional way was not unimportant. As Anna-Maria 
Forssberg points out a ‘ritual geography’ existed in Stockholm where the centre for rituals 
was the Royal Palace, the cathedral and the Riddarholmen Church.78 The trophies from 
Halmstad were carried to the old palace Tre Kronor before they were put on display in the 
cathedral. The trophies from Narva were taken to the temporary palace at Riddarholmen but 
not placed in the cathedral. This might have had practical reasons; the flags being so 
numerous. The fact, however, that the procession circled the Riddarholmen Church before 
continuing to the Arsenal indicates a wish to include the sacral space in some way. Both 
processions ended up by placing the trophies in a location where they could be viewed by the 
public before they were stored. Other important aspects of the processions were the visual, or 
aesthetic, and aural. Tessin arranged the flags from Narva in order of colour to make the best 
display and the soldiers were reported to wear their best uniforms. Music and cannon shots 
added to the festivitas. 
 
In conclusion the trophy processions were social events where all the participants: soldiers, 
spectators, the Royal family, trophies, musicians and horses, created a specific meaning 
within a narrative of power. The Army, the King and the Council displayed proof of Swedish 
success and the spectators acknowledged the validity of the trophies as material embodiment 
of the victory by participating in the event. Olin points out that the public controversies of 
precedence amongst nobility in early modern society were not trivial incidents but, in fact, 
performative acts that negotiated and created rank.79 Equally the trophy processions created a 
specific value and identity for the flags.  
 
At this stage the flags and cannons were singularised and a new value and meaning as war 
trophies had been created, but they had not yet fully been transformed into objects of heritage. 
That stage is closely connected to the idea of safe guarding the objects from destruction in 
order to keep them as a legacy for coming generations. This was a reoccurring concern during 
the 17th and 18th century. Some of the trophy cannons were still scattered over the Realm in 
different fortresses while other were placed on the artillery yard on Östermalm. The banners 
were moved around to different locations until they finally ended up in the Riddarholmen 
church in 1817. Even though the localities for displaying the trophies never were ideal and the 
collection had to share rooms with other military equipment a historicising arrangement can 
be confirmed both by the inventory of 1685 and by the testimony of visitors such as Mikael 
Bethlen cited above. This arrangement seems to have been ordered by the King. In 1680 Karl 
XI instructed the War Office to ask Nicodemus Tessin to design an arsenal to be built on 
Skeppsholmen. The King specified that the trophies must be grouped and put separately 
                                                            
78 Forssberg 2014, forthcoming 
79 Olin 2012, p 26 
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depending on the king during whose rein they were captured.80 These plans came to nothing 
but Tessin had not forgotten the idea as he brought it up in a letter to Karl XII saying that, 
judging from the number of trophies captured at Narva a new arsenal just for the trophies of 
Karl XII would soon be needed.81  
 
A design by Tessin for a Trophy Palace dating from 1707 is preserved in the War Archives.82 
It shows a monumental building in the baroque style. The decorations of the building have a 
martial theme: burning grenades, Fama figures and columns of the Doric order (considered 
the most martial order). In front of the building equestrian statues of the heroic kings of the 
17th century are placed together with an impressive amount of trophy cannons. The banners 
were to be exhibited in a large gallery together with the mannequins already existing in the 
Armoury. Tessin also envisioned an even more spectacular display for the flags: two spiral 
shaped cones 27 m high crowned by statues of Fama (see picture on the cover). Tessin 
explains the design, writing that the steep ascend to the top alludes to the difficulties 
experienced when reaching for glory and immortality.83 Even though the Trophy Palace was 
never built it shows the architectural framing that was deemed proper for exhibiting the 
trophies. The monumental style, the position opposite the Royal Palace in front of 
Kungsträdgården, and the statues of the Kings as supreme commanders all put the trophies 
within a narrative of a Great Power at its height. Had it come to completion it would also have 
become the first purpose built museum building in Sweden.  
 
The permanent display and preservation of the trophies required the practical work of the 
keepers of the Armoury but it was conditioned by the Kings’ wishes for a historicising 
display. In this arrangement Tessin saw a potential for a monumental ‘Palais de la Gloire’.84 
This wish for an architecturally impressive frame for the display points right at the reflexivity 
of the AHD, something that can be observed in most 19th century or contemporary museum 
buildings. The value created by the selection and the procession ‘demanded’ a representative 
framing and at the same time the architecture itself would have acted back on the collection 
and on the visitors, adding value and meaning.  

                                                            
80 Letter from the King to the War Office, April 17 1680. KRA Krigskollegium, Kansli, Inkomna handlingar, 
Kungliga brev och resolutioner 1678‐1689 Ea 6 fol 19. 
81 Letter from Tessin to the King, August 23 1701, RA Allmänna verks, direktioners m. fl. skrivelser till Kungl 
Maj:t. Vol 309 Skrivelser till Kungl Maj:t från Överintendentsämbetet. 
82 Plan for an Arsenal, Sveriges stads‐ och fästningsplaner, Stockholm 204 a‐k. 
83 Josephson 1925, pp. 60‐62. 
84 Josephson 1925, p. 63. 
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5 Façade of the proposed Trophy Palace by Nicodemus Tessin the younger, 1707. Photo: Krigsarkivet, 
Stockholm 

 
Documenting 
 
In a recent article museologist Maria Lucia de Niemeyer Matheus Loureiro discusses 
musealisation by documentation. Referring to the work of Fausto Colombo she addresses the 
relationship between recording and forgetting.85 When recording data for a museum register a 
process of forgetting starts. Certain facts and circumstances about the object itself, its history 
or the donor are recorded while other are omitted and might thereby be forgot. Talking in the 
terms of Pierre Nora true memory disappears and history takes its place. Looking at it from 
the viewpoint of Barbara Kirshenblatt-Gimblett the former life of the object disappears and 
the object is re-invented with a new identity; the museum identity. But it is not only the 
question of ‘how’ but also of ‘who’ that is relevant when critically viewing heritage. 
According to Smith the authorised heritage discourse privileges expert judgement.86 Today 
professional archaeologists, art historians, ethnologists etc. make up the expert cadre working 
within the discourses of their respective disciplines. While these professions didn’t exist in 
the 17th century, the Antikvitetskollegium can be said to be the locus of the dominant heritage 
discourse of the era. In this study I point out that the same formulaic words were used to 
describe the purpose of the work of the Antikvitetskollegium as well as for the preservation of 
war trophies. Some similarities can also be seen between the documentation of the objects in 
the respective collections. In the inventory of the collection of Antikvitetskollegium from 
1693 the short descriptions of the objects often contain information about material, motif, 
finding place and if it has belonged to some historic person. However the inventory is not 
ordered in chronologically. Instead the objects are listed according to the place where they 

                                                            
85 Maria Lucia De Niemeyer Matheus Loureiro, ‘Musealisation processes in the realm of art’, Dudley 2012. pp. 
74‐76. 
86 Smith 2006, p. 11. 
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were stored. In the inventory of 1720 the objects are listed after material.87  
 
In the case of the trophies the first documentations were made when the King wrote to the 
council stating that flags and cannons had been captured. In the official accounts of the 
battles, printed and distributed to the public, the circumstances of the capture were described 
and also the number of objects. The next step of documentation took place when the keepers 
of the Arsenal registered the objects into the inventory lists. Here we can see a change in 
practice over time. While during the early 17th century the lists often state only from where 
the trophies have come and who has delivered them, from 1685 and onwards each object is 
described individually and the collection is categorized by land of origin and date.  
 
Different persons, with different objectives, have defined the identity of the trophies 
prioritising distinct aspects of the objects. To the King, Council and War Office the most 
important information to record were the battle during which the trophies were captured as 
well as their total amount. The keepers of the Armoury on the other hand also noted material, 
motif, colour and condition. This set of facts became a fixed formula repeating itself through 
the centuries up till this day where they can be found on the exhibition signs of Armémuseum. 
Though varying somewhat between disciplines, this set is fixed to a degree that it is difficult 
to imagine any other way. It is, to borrow a term from Bruno Latour, ‘black-boxed’.  
 
Labelling 
 
Throughout the history of museums many methods have been used to mark that an object is 
part of a collection. Inventory numbers have been written, painted or engraved in a more or 
less permanent way onto the actual objects. Paper labels, bar-codes or metal plaques have 
been fixed to the objects carrying different kinds of information. This might seem like a 
harmless way to keep a collection in order but it is, in fact, a powerful way to transform an 
object. As Barbara Kirshenblatt-Gimblett points out: ethnographical objects are a product of 
Ethnography.88 To put it plainly: baskets, tools, garments etc. all had other functions and 
meanings before they were singled out by professional ethnographers to be part of an 
ethnographical collection.  
 
To put a label on an object is an act of control. Ownership is stated, of course, but in a more 
symbolical sense the marking or label signifies that the previous function of the object is 
dead. As Lotten Reinius-Gustafsson finds in her article ‘Elden och evigheten’ the placement 
of the museums inventory number, very conspicuously, on the pendant of a Congolese 
religious necklace diminishes a sacredness that might have been deemed threatening to the 
Christian collector.89 Museum labels, in a broader sense, also control the interpretation of an 

                                                            
87 Ture J. Arne, Antikvitetskollegiets och Antikvitetsarkivets samlingar, Stockholm, 1931, pp. 85‐91. 
88 Kirshenblatt‐Gimblett 1998, p. 18. 
89 Lotten Gustafsson Reinius, "Elden eller evigheten?: Materiella punctum i svenska museisamlingar från 
Kongostaten." Tidsskrift for Kulturforskning 4, 2008, p. 27. 
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object. The power of choosing which information is to be presented lies with the professionals 
and the experts. The authorised heritage discourse is here in action. 
 
The flags bear evidence of their long existence as museum objects. They often have three or 
four different types of labels or inscriptions of identification numbers. The earliest labels 
carry an individual number and information on the nationality of the flag, the date and place 
of conquest and the name of the reigning king. In 1703 the Swedish troops captured over 
1000 flags and pennants in one single battle.90 The enormous amount of objects prompted a 
more rational way to label the flags. Every flag was fitted with a printed label sewn onto the 
fabric. Here a short description is given of the size of the two armies, the names of the 
colonels and the place of conquest, but room has also been left in the printed text for filling in 
the individual number of the object and the type of flag. However, the method didn’t persist 
and in the following years hand written labels were used again. The cannons on the other 
hand are not labelled in the same way with the exception of the ones captured at Narva as 
discussed earlier.  
 
The act of putting labels on the objects, as well as the labels themselves, has an important 
agency within the heritage discourse. On explicit orders from the King the trophies were to be 
categorised by monarchs and battles. These were the parameters that the keepers of the 
Armoury worked within. However it was their own expertise and memory that was instru-
mental when the labelling was done. The information given by them was perpetuated on the 
labels and has since lived on, forming a narrative for the objects, influencing the way the 
collection has been ordered but also how research has been done on the collection. Since the 
labels give no information about the military unit from which the banner was taken this has 
been a major concern for the researchers of the 20th century. Much effort has also been put 
into the work of identifying all banners that lack labels or have lost their provenance, the aim 
being to ‘fill in the gaps’ and fulfil the original intentions of Karl XI. Alternative narratives 
connected to the banners, known to the persons present at the time of the capture, were not 
prioritised and therefore omitted. What, for example, happened to the soldier that lost the 
flag? Was he killed in the battle or punished afterwards? What happened to the soldier that 
took the flag? Was he promoted? How did he spend his reward? 
 

                                                            
90 The battle of Saladen (or Salocai) in Lithuania, March 19th 1703. 
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6 Printed paper label from 1703   7 Cartouche on captured Russian cannon 1701 
         
 
Depicting 
 
The scientific depictions of museum artefacts, whether photographic or handmade, give a 
deceptive impression of neutrality. They are conceived as documentary reproductions giving 
an accurate account of the visual properties of the subject. However, as pointed out by 
Rodney Harrison and Audrey Linkman, no picture is truly neutral.91 When producing an 
image the artist or photographer makes a series of decisions on how to portray the subject. 
These decisions concern angle, lighting, colouring, distance etc. but also what to include or 
exclude in the picture. A depiction is always a section of a larger whole. In this aspect the 
scientific depictions are instrumental in the fragmentation and detachment achieved in the 
heritagisation process. It is this fragmentation that allows us to relate to objects individually, 
detaching them from one context and recontextualising them with other objects in displays. 
Barbara Kirshenblatt-Gimblett talks about the ‘art of excision’ and ‘the art of the excerpt’ in 
relation to ethnographical objects. She asks: ‘Where does the object begin, and where does it 
end?’92 In the context of museum collections, depiction is one of the practices that define the 
artefact as an individual item thus to some extent answering the question where the object 
begins and ends. The depictions rarely portray the objects in their original context, in use, or 
even together with the donor or owner, but often on their own or grouped with other similar 
objects. 
 
In the paintings made by Olof Hoffman, the flags are presented in a way that best shows the 
motif on the cloth. The flag is seen in an upright, frontal position, but when in reality the cloth 
would be hanging down along the stave, it is instead seen spread out flat as if placed on the 

                                                            
91 Rodney Harrison and Audrey Linkman, ‘Critical approaches to heritage’, West 2010, p. 46. 
92 Kirshenblatt‐Gimblett 1998, p. 18. 
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floor. The flags are painted individually on white paper without any background or milieu. 
There is a keen attention to detail as all defects such as holes or tears in the cloth are recorded 
as well as broken staves or missing finials.  
 
 

 
 
8 Dragoon guidon ST 6:377, 4 as depicted by Olof Hoffman, Armémuseum. 
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This tendency to a realistic portrayal of the condition of the objects is comparable to the 
depictions made by the antiquarians who also recorded cracks, missing pieces and fragments 
of the runic stones. While the flags painted by Hoffman are only identifiable by their 
inventory numbers, the cannons engraved by Philip Thelott were assembled into volumes 
where each chapter is headed by an ornamental frontispiece. The cannons are often grouped 
two or three on each page depicted with such detail that inscriptions on the barrels such as 
dates and names of the gun founders can be read. Also here, defects of the objects are 
recorded. 

  
 

 
 
9. Cannons won in the battle of Narva. Engraving by Philip Thelott. 
 
It is not known if the depictions of flags and cannons were ever destined for publication or if 
they were historical documentations aimed for the archives. However, the paintings of the 
flags have constituted an important base for the scholarly work on the collection during the 
19th and 20th centuries while the engravings of Thelott have received far less attention since 
the majority of the objects depicted were sold in the early 18th century and are no longer part 
of a museum collection. 
 
The scientific depictions of antiquities of the 17th century are no doubt connected to the work 
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of the naturalists depicting specimens such as plants, minerals or animals during the same era. 
However, while the depictions of natural specimens were made primarily for comparative 
studies and research, the depictions of antiquities and monuments were also motivated by a 
sense of conservation. The heritage conservation act of 1666 expressed a concern that the old 
monuments of the Realm were in danger of being destroyed. It also stated that they were 
worth conserving for posterity.93 Early state employed antiquarians, amongst others, Johannes 
Bureus, Elias Brenner and Johan Hadorph travelled the country to depict runic stones, burial 
mounds and medieval churches. It was one of the main concerns of the Antikvitetskollegium 
to publish scholarly works illustrated with these pictures.94 When the Master of Ordnance in 
1669 proposed to depict all trophies he might have been influenced by the work of the 
Antikvitetskollegium. Certainly the same arguments were used when Karl XI ordered the War 
Office to execute the depictions of trophy flags. It is noteworthy that the objects in the 
historical collection of the Royal Armoury, though assembled during the same period, was not 
proposed for depiction.  
  

                                                            
93 Henrik Schück, Kgl. Vitterhets‐ historie‐ och antikvitetsakademien: dess förhistoria och historia 2, 
Antikvitetskollegiet, 1, Stockholm 1933, p. 3. 
94 Schück 1933, p. 168. 
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Same but different 
 
Through the practices discussed above, flags and cannons that were in use, and often 
newly made, became objects of heritage. This ritual process effected a transvaluation. 
The transvaluation of objects that are appointed cultural heritage can be easily 
understood with an example from modern museum practice. A box of scented candles 
used by a soldier in service abroad was collected by the Armémuseum a few years ago 
together with all personal belongings from his quarters in Kosovo.95 The objects 
themselves are ordinary commodities with little economic or symbolic value. However 
by including them into the collection of a national museum they have become part of an 
officially recognised heritage. From now on they may only be handled with protective 
white cotton gloves and only displayed behind glass in climatised show-cases.  
 
Military flags, on the other hand, were objects of great symbolic value already when 
they were in use. They were conceived as the identity of a military unit. New flags were 
consecrated by priests. The soldiers swore their oath of allegiance to the flag. Fleeing 
from the flag or giving it up to the enemy was punishable by death.96 The flags, 
therefore, are not entirely comparable to the scented candles in the example above, but 
can better be analysed as sacred objects. Lotten Gustafsson-Reinius and Helena 
Wangefelt Ström have showed in their respective work that heritagisation can serve as 
an act of control to effectively domesticise a former strong charge by infusing the 
objects with the new value of heritage. Wangefelt Ström finds that Catholic artefacts, 
such as images of saints or incensories, were desacralised by the priests reporting to the 
Antikvitetskollegiet by describing them as ancient, defunct or forgotten, thus histori-
cising them and enabling heritagisation.97 Many Catholic objects had been neglected, 
stowed away and forgotten during the reformation. When asked about historical objects 
in the parish the priests saw an opportunity to emphasise the decrepitness of these 
otherwise embarrassing objects of the old religion. The threatening value of sacredness 
could thus be replaced by an accepted value of heritage. In the case of the war trophies 
referring to old age as a reason for heritagisation was not relevant. The objects were, as 
already stated, in use and often newly made. Perhaps this circumstance, combined with 
the strong symbolical value of the objects, conditioned the very elaborate apparatus 
framing the transvaluation of the flags and cannons.  
 
An important point is made by Lotten Gustafsson Reinius regarding the role of 
materiality in regard to heritagisation as an act of control. In Congo the Swedish 
missionaries fought an immaterial adversary, the local religions, by destroying or 
collecting material objects used in worship. These collected objects often found their 
way into ethnographical museums. In this new context they served to give authority to 
                                                            
95 Inventory number AM 96350, Catalogue of Armémuseum. 
96 Leif Törnquist, ‘Regimental colours’, In hoc signo vinces, Stockholm 2006, pp. 13‐19. 
97 Wangefelt Ström 2011, p. 56‐57. 
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new orders and values. Material objects offer an opportunity for those who wish to bring 
about change, she writes, because they ‘can be destroyed, collected and moved, labelled, 
sorted, conserved and removed’.98  
 
Victory, as a concept, is immaterial. The trophies however embodied the victory. In the 
same way as the Congolese amulets or statues were powerful symbols of the ‘enemy’, 
so were the flags and cannons. The materiality of the objects allowed for the physical 
display, making the victory manifest for the public at the time. When preserved as 
objects of heritage they enabled the usage of the immaterial value of victory in new 
contexts. 
  

                                                            
98 Gustafsson Reinius 2008, p. 40. 
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Summary and conclusion 
 
 
In the social life of things an extensive network of human and non-human actors interact 
to create meaning. The flags and cannons have no inherent qualities which make them 
objects of heritage, they receive this value through a process of heritagisation. By 
following the objects and analysing the practices that renegotiates meaning and change 
values this network becomes visible.  
 
The first stage took place in a strictly military context. The flags and cannons played an 
active role in the actual battles and were important as weapons and signaling devices. 
Once captured the objects were handed over to the commander by the soldier who 
received a reward in cash. They were now singled out as war trophies with a 
propagandistic value to the victors. In the cases of Karl XI and Karl XII who were both 
participating in the field, trophies were handed over to the King himself at the location 
of the capture. In the special arrangements made for the transportation of the trophies to 
Stockholm many actions and persons were involved. Letters were written to engage the 
treasurer, the Council and local governors. The objects were packed onto carts or ships. 
The presence of the trophies and their escorting soldiers in harbours, villages and towns 
along the route certainly attracted the attention of people and was also commented on in 
newspapers. 
  
The next stage in the heritagisation process took place in Stockholm and initiated the 
transfer of the trophies from a strictly military sphere to also be included in a civilian 
context. In the trophy processions the whole city was engaged in the process where not 
only the inhabitants but also the geographical space became agents. By physically 
moving the objects through the streets and letting them stop at the Palace, the Church 
and the Arsenal the objects formed connections to the people, the religious sphere and 
the worldly power.  
 
The last step was the musealisation of the objects. After the singularization and the 
ritual display, the objects were handled by persons acting within an antiquarian 
paradigm. The keepers of the Armoury, David Kohl and Eskil Rosk, the artists Olof 
Hoffman and Philip Thelott as well as Erik Dahlberg, Nicodemus Tessin the younger 
and Elias Brenner all performed different actions prompted by the need to store, register 
and preserve the trophies but also highly influenced by the antiquarian discourse of the 
period. As the collection of trophies became more and more accessible to the public, 
being displayed in different locations, the heritagisation process continued to eventually 
reach a high-point in the late 19th century. 

 
The aims of this study have been to examine how, and by whom, cultural heritage was 
constructed in Sweden in the 17th and early 18th century by analysing the practices used 
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in the heritagisation process using the theories of critical heritage studies. By following 
the path of the war trophies through the written sources and by physically analysing 
selected objects I have stated that acts of this ritual process in different ways detached 
the objects from their previous context and meaning and incorporated them into a 
discourse of heritage. I have pointed out that persons involved in the process also were 
involved in the work of the Antikvitetskollegium and that the same discourse was used 
for both activities. It is reasonable, therefore, to argue that an authorised heritage 
discourse was being formed already in the 17th century where the practices in a reflexive 
way were constituted by the discourse while simultaneously constructing it. I have also 
shown that the practices applied in the 17th century have lived on forming a link to the 
practices and the AHD of today. 
  
This implies that the difference between early modern collections and the modern 
museums of the 19th century might not be as clear cut as has been claimed in earlier 
research. In the influential work of Tony Bennett it is claimed that the forerunners of 
modern museums were princely cabinets of curiosity, inaccessible to the public, 
symbolising ‘the power to reserve valued objects for private and exclusive inspection’.99 
Other forms of culture such as festivals, ballet or musical performances only engaged 
the public as ‘witnesses of a power that was paraded before them’.100 The essential 
difference between early modern and modern museums, Bennett claims, lies in the 
purposes and aims. It was not until the early 19th century that the museum collections 
had a pronounced aim to increase the knowledge and edification of the people.101 
However, as I have shown, both the work of the Antikvitetskollegiet and the 
preservation of war trophies were motivated by a sense of heritage that was aimed at the 
whole population. The Heritage Conservation Act placed the responsibility of 
safeguarding historical monuments on everyone and the enquiries made by the 
travelling antiquarians encouraged the local villagers to identify monuments and to 
remember traditions of their history.102 The arrangement of the collection of trophies 
chronologically with labels on the objects points forward to the historicising displays of 
modern museums. I propose that while the functions of museums have changed and 
been reinterpreted according to the discourse set by the ruling classes the hands-on 
practices of heritagisation has remained more or less the same thus constituting a 
normative model for museums of today. 
 
I have also addressed the matter of transvaluation in the heritagisation process. Stating that 
the flags and cannons were contemporary objects carrying strong symbolical value, I argue 
that the practices constituted an act of control. Viewing the practices as performative acts, 
forming part of a ritual process, I have shown that the structure of the trophy procession, the 

                                                            
99 Bennett 1995, p. 27. 
100 Bennett 1995, p. 22. See also p 23. 
101 Bennett 1995, p. 24. 
102 Widenberg 2006, pp. 203‐204. 
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labelling, the historicising descriptions and displays all were conditioned by the former strong 
value of the objects at the same time as they created the new value of heritage. 
 
This study examines only one of the examples of heritage production in early modern 
Sweden. Further understanding of the antiquarian practices and discourses of the period could 
be achieved by critically studying other early museum collections such as the Royal Armoury 
and the Collection of antiquities kept by the Antikvitetskollegium. The unique situation of 
Sweden, having the oldest heritage legislation in the world, calls for an increased focus on 
early modern practices to understand the authorised heritage discourse of today.  
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