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Skiascopet blev aldrig nagon succé. Det blev kanske obsolet genom att en glesare hangningsideologi vann
mark under mellankrigstiden. Anda kan nog manga museibesdkare kinna igen sig i det som Gilman beskriver
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som ett av museivasendets grundproblemen: den museitrétthet som infinner sig redan efter ett par salar. Re-
dan vid sekelskiftet stod det klart att museernas sjalva essens - att samla och stélla ut - hotade att géra dem
alltfér omfattande och omajliga fér bes6karna att ta till sig. Sovring blir med tiden lika viktigt som samlande.
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Denna skriftseries ledstjarna ar just fokusering. Liksom Gilmans instrument vill vi bidra till att rama in, lyfta
fram och intensivt studera fragor som vi ser som betydelsefulla. Det kan vara enskilda verk, konstnarskap eller
tidsperioder.
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Researcher, Géteborg Museum of Art. GOTEBORG MUSEUM OF ART PUBLICATION SERIES
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STEN GROMARK Bitradande professor, Arkitektur, Chalmers tekniska hégskola / curator, Benjamin Ives Gilman. Concerned that art was hung too close together in over-large galleries, he
Professor, Chalmers University of Technology, School of Architecture. designed the skiascope to help visitors focus on individual works of art. The Géteborg Museum of Art owns
JESSICA SJOHOLM SKRUBBE Universitetslektor, Konstvetenskapliga institutionen, Uppsala universitet/ ‘ - one, probably bought by Axel Romdahl.
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Doctoral student, Dept. of Art History, Stockholm University. A P R e s R e s~ 5 ART IN GOTHENBURG DURING it etiheerbibtoniSe RO ML, inter-war period that galleries should be more sparsely hung. Still, many today will recognize what Gilman saw
JEFF WERNER Forskningsledare, Géteborgs konstmuseum / LA S Quislemmarsteiv et utiSingBBiics T e as a fundamental problem: the museum fatigue that sets in after only a couple of rooms. Even in his day it was
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Like Gilman’s device, the guiding principle of Skiascope is focus. We will bring select topics to public attention
GOTEBORG MUSEUM OF ART PUBLICATION SERIES and study each issue in depth, be it a single work of art, an artist’s oeuvre, or an entire period.
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Galleri £/ Silhuetts of Leif Nylén, Bo Anders
Persson and Nils Olof Bonnier on the eve of their
three day show at Galleri &, februari/February 1968.
Foto/ photo: Kamerareportage.
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FIG. 2.

Carl-Erik Hammarén,

Sjlvportriitt / Self Portrait, 1979,

olja pa duk /oil on canvas, 73,5 X 60 cm,
Goteborgs konstmuseum /

Goteborg Museum of Art.

Foto / photo: Lars Noord.
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FIG. 3.

Jerd Mellander,

Skogskvinna / Forest Woman, 1968
brons / bronze, 127 cm,
Géteborgs konstmuseum /
Goteborg Museum of Art.
Foto / photo: Lars Noord.
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FIG. 4.

Tord Lager,

Malning / Painting, 1969, akryl pi
duk / acrylic on canvas, 47 x 39 cm,
Géteborgs Stads kulturforvaltning /

City of Goteborg Culture Administration.

Foto / photo: Jan Dahlqvist,
© Tord Lager/BUS 2009.
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FIG. 5.

Kent Lindfors,

Den rosa porten. Hamnskjul 178 /

The Pink Doors. Harbour Warehouse 178,
1973-1974, olja pa duk /oil on canvas,

117 x 87 cm, Géteborgs konstmuseum /
Goteborg Museum of Art.

Foto /photo: Lars Noord.
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FIG. 10.

8 st | 8 Contributors, 1968,
katalogomslag / catalogue cover,
Konsthallen, Gt')teborg/
Gothenburg Art Gallery.
Design: Jan Bengtsson.
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FIG. 12.
Utstéllningen Livegen - EGET LIV
pa Maneten 1973 / The exhibition

Serf— OWN LIFE at Maneten 1973.

Foto / photo: Monica Englund.
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FiG. 13.

Sandra Ikse,

Fidelsen | The Birth, 1980-1981
gobelﬁng/tapestry, 304 x 146 cm,
Géteborgs konstmuseum /
Goteborg Museum of Art.

Foto / photo: Lars Noord,

© Sandra Ikse/BUS 2009.
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FIG. 16.
Barbro Reyman, Human Dignity, 1967, olja pa duk /oil on canvas, 115 x 72 cm, Géteborgs Stads kulturforvalming /
City of Goteborg Culture Administration. Foto / photo: Jan Dahlqvist, © Barbro Reyman/BUS 2009.
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FORORD

Goteborgs konstmuseums nya skriftserie Skiascope kommer nu med
sitt andra nummer som handlar om konsten 1 Géteborg under 1960-
och 1970-talen. Upp med rullgardinerna! Konsten © Goteborg under 1960-
och 1970-talet heter forskningsprojektet som genomférs 1 samband
med utstillningen Goteborgskonst 1960- och 70-tal. Frin abstraktion till
politisk realism. En utstdllning som initierats med tanke pa den kun-
skap museets seniorer, intendenterna Barbro Ahlfort, Lena Boéthius
och Hakan Wettre, har om tidsperioden. I utstéllningen presenteras
konst framst ur museets samling, men ocksa nagra verk fran fére det-
ta Goteborgs Stads konstndmnd. Utstéllningen ger kunskap om vad
som forvarvats under den hidr tiden och dirmed ocksa om vad som
inte kopts in. Forskningsprojektet bade vidgar och férdjupar bilden
av konstlivet 1 G6teborg samt skriver viktig svensk konsthistoria.

Goteborgs konstmuseum har av Sten A Olssons stiftelse for forsk-
ning och kultur fatt en frikostig donation fér forskning under aren
2008-2010. I fokus stdr forskning pa museets samlingar och resultatet
kommer bland annat att presenteras 1 utstallningar, seminarier och
ytterligare nummer av Skiascope. Var férhoppning dr att denna skrift-
serie kommer att sprida kunskap om museets rikhaltiga samlingar
och spannande historia till manga intresserade lasare.

Ett hjartligt tack till museets forskare Kristoffer Arvidsson och
Jeff Werner och intendenterna Lena Boéthius och Héakan Wettre
samt till professor Sten Gromark, fil. dr Jessica Sjoholm Skrubbe, fil.
mag. Karolina Uggla, som medverkar med viardefull kunskap och
intressant forskning i detta nummer av Skiascope.

Jag vill d@ven rikta ett tack till Benedicte Bergmann, Erland Brand,
Roj Friberg, Claes Hake, Kent Lindfors, Leif Nylén, Graham Stacy
och Bo Séderstrém, som stillt upp pa intervjuer i samband med
projektet.

BIRGITTA FLENSBURG / MUSEICHEF
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PREFACE

This is the second issue of the Géteborg Museum of Art’s new publica-
tion series Skiascope, which deals with art in Gothenburg during the 1960s
and 1970s. The research project Open the Shades! Art in Gothenburg during
the 1960s and 1970s is being carried out in concert with the exhibition 4r¢
in Gothenburg in the 1960s and 1970s. From Abstraction to Folitical Realism. This
exhibition was made possible by the knowledge that the museum’s senior
curators Barbro Ahlfort, Lena Boéthius and Hikan Wettre have about
this time period. What appears in this exhibition is art primarily from
the museum’s collection, but there are also a few pieces from the former
Gothenburg Municipal Art Board. The exhibition provides knowledge
about what was acquired during this period, and thus also about what
was not purchased. The research project will both broaden and deepen
the picture of art life in Gothenburg; at the same time, it will write an
important chapter of Swedish art history.

The Goteborg Museum of Art received a generous donation from the
Sten A Olsson Foundation for Research and Culture to conduct research
during the years 2008-2010. Its focus is the museum’s collections, and
the results will be presented in exhibitions, seminars and further issues
of Skiascope, as well as elsewhere. Our hope is that this series of publica-
tions will spread knowledge about the museum’s abundant collections
and their exciting history to many interested readers.

Heartfelt thanks to the museum’s researchers Kristoffer Arvidsson
and Jeff Werner, and curators Lena Boéthius and Hakan Wettre as well
as to Jessica Sjoholm Skrubbe, PhD; Karolina Uggla, Professor Sten
Gromark, PhD, who have contributed to this issue of Skiascope with valu-
able knowledge and interesting research.

I would also like to thank Benedicte Bergmann, Erland Brand, Roj
Friberg, Claes Hake, Kent Lindfors, Leif Nylén, Graham Stacy and Bo
Soderstrom, who agreed to be interviewed in connection with this project.

BIRGITTA FLENSBURG / MUSEUM DIRECTOR

k

TRANSLATED FROM SWEDISH BY GLOBAL TEXT AB



KRISTOFFER ARVIDSSON

INLEDNING

Upp med rullgardinerna! Konsten 1 Goteborg under 1960- och 1970-talet dx
resultatet av ett forskningsprojekt som genomférts under ledning
av forskningsenheten pa Goteborgs konstmuseum infér utstall-
ningen Goteborgskonst 1960- och 70-tal. Fran abstraktion tll politisk realism,
sammanstilld av intendenterna Barbro Ahlfort, Lena Boéthius och
Hékan Wettre.

Titeln dr hamtad fran ett uttalande av Per Olof Ultvedt 1 Goteborgs
Handels- och Sjofartstidning1januari 1962, fallt 1 samband med hans och
Elis Erikssons utstdllning pa Goteborgs konsthall (under 1960- och
1970-talen benimnd Konsthallen, G6teborg) — en utstillning som
inneholl rorliga konstverk, bland annat en stor konstruktion med
rullgardiner: "Det dir med rullgardinerna dr en uppmaning till G6-
teborg. Upp med rullgardinerna!”

Drog upp rullgardinerna var just vad géteborgarna gjorde under
1960-talet, atminstone den yngre konstnarsgenerationen. Aven om
Goteborgs konstliv inte var ndgon sluten miljé under tidigare decen-
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KRISTOFFER ARVIDSSON

INTRODUCTION

Open the shades! Art in Gothenburg during the 1960s and 1970s is the result of
a research project conducted under the guidance of the research depart-
ment at the Goteborg Museum of Art in anticipation of the exhibition
Gothenburg Art — the 1960s and’70s. From Abstraction to Political Realism, put
together by the senior curators Barbro Ahlfort, Lena Boéthius and Hakan
Wettre.

The title comes from a statement by Per Olof Ultvedt in Goteborgs
Handels- och Sjofartstidning in January 1962, made in connection with his
and Elis Eriksson’s exhibit at the Gothenburg Art Gallery (Goteborgs
konsthall, during the 1960s and 1970s named Konsthallen, Géteborg)
- an exhibit that contained mobile works of art, including, among other
things, a large construction with roller shades. “That thing with roller
shades is an urgent request to Gothenburg. Open the shades!’

And that is exactly what the residents of Gothenburg did during the
1960s, at least the younger generation of artists. Even if Gothenburg’s art
life was not precisely a closed environment during the earlier decades,
a change can nonetheless be detected. Artistic life opened up to a larger
extent towards the world outside and to new artistic expressions. At the
Valand School of Art (today named Valand School of Fine Arts), students
began to experiment with new materials, objects, installations and per-
formance. The mspiration came partly from the US and pop art, but also
from Southern Europe and the United Kingdom. Around 1968, the debate
about art was politicized, as it was in many other places. Consciousness
about the injustices in the world, as well as about class society at home,
was raised, and it placed demands on taking a stand and taking action. The
1970s were marked by darker moods in the wake of the oil and shipbuild-
ing crises, but the period also saw the breakthrough of feminist art.

Why carry out a research project about art in Gothenburg during
the 1960s and 1970s? The answer is simple. This fascinating area within
Swedish art history is to a large extent unresearched. Swedish art from
the period has admittedly been the object of considerable interest since
the end of the 1990s, but in most of the retrospective exhibitions and
publications that have been done, Gothenburg has been completely omit-
ted or only appeared in a corner. The exception is the exhibition Western
Swedish ‘Avant-Garde’ 1950-80. From Abstraction to Action and Social Criticism



nier kan en foérindring dnda avldsas. Konstlivet 6ppnades 1 hogre
grad mot omvarlden och mot nya konstnarliga uttryck. P4 Valands
konstskola (nuvarande Konsthégskolan Valand) bérjade elever
experimentera med nya material, objekt, installationer och perfor-
mance. Inspirationen kom bland annat fran USA och popkonsten,
men ocksa fran Sydeuropa och Storbritannien. Runt 1968 politisera-
des konstdiskussionen 1 G6teborg liksom pa manga andra hall. En
medvetenhet om virldens orittvisor, liksom om klassamhallet 1 den
egna omgivningen, vicktes och stillde krav pa stéllningstagande och
handling. 1970-talet préglades av morkare stamningar 1 kolvattnet av
olje- och varvskrisen men sag ocksd den feministiska konsten bryta
fram.

Varfor genomféra ett forskningsprojekt om konsten 1 Géteborg
under 1960- och 1970-talet? Svaret dr enkelt. Detta hogintressanta
omrade mom den svenska konsthistorien ar 1 stort sett obeforskat.
Den svenska konsten fran perioden har visserligen varit féremal for
stort intresse sedan slutet av 1990-talet, men 1 de flesta av de retro-
spektiva utstallningar och publikationer som gjorts har Géteborg ute-
lamnats helt eller endast varit med pa ett horn. Undantaget ar utstall-
ningen Vistsvenskt “avantgarde” 1950-80. Fran abstraktion till aktion och
samhdllskritik, sammanstilld av Folke Edwards pa R6da Sten1 Goteborg
2002. Men den tillhérande utstillningskatalogen behandlar endast
kortfattat konsten 1 regionen under de tva decennierna. Darfor finns
det anledning att géra en mer omfattande och djupgaende under-
sokning, inte minst med tanke pa alla de intressanta men 1 liten ut-
strackning nationellt exponerade konstnérskap som finns 1 regionen.
Ett studium av Goteborgskonsten under 1960- och 1970-talet kan
dessutom f6ra med sig en omvardering av konsten fran den har tiden
1 Sverige 1 stort eftersom konstlivet 1 Géteborg sag annorlunda ut &n
det 1 Stockholm, Malmoé och pa andra hall.

Med detta projekt vill vi lyfta fram en historia som inte dr doku-
menterad. Men vi vill ocksd férsoka hitta nya perspektiv pa det val-
kédnda, urskilja tendenser och férandringar, genom historiska under-
sokningar féormd ge en karaktdristik av konstscenen 1 Goteborg
samt granska férestillningarna om Goéteborgskonst och konstlivet
1 Go6teborg. Vad finns bakom myterna? For att ta reda pa det maste
man ga till kdllmaterialet, till verken, arkiven och ménniskorna. Det
ar precis vad forskarna bakom denna publikation har gjort.

8

(Viistsvenskt “avantgarde” 1950-80. Fran abstraktion till aktion och samhéllskri-
tik), put together by Folke Edwards at R6da Sten in Gothenburg in 2002.
However, the exhibition catalogue deals with art in the region during
these two decades only very briefly. For this reason, there is a cause given
to make a more comprehensive and in-depth examination, not least of all
when one considers all the highly interesting but, in terms of the national
stage, less exposed artistic endeavors. A study of art in Gothenburg dur-
ing the 1960s and 1970s can, in addition, result in a re-evaluation of art
in Sweden from this time, since the art life in Gothenburg had a different
character than that of Stockholm, Malmoé and other places.

Through this project, we want to highlight history that is not docu-
mented. But we also want to try to find new perspectives on that which is
already well known, distinguish tendencies and changes, be able to sup-
ply a characterisation of the art scene in Gothenburg as well as examine
ideas about art and art life in Gothenburg. What exists behind the myths?
In order to find out, one needs to go to the source material, to the works,
the archives and the people. This is precisely what the researchers behind
this publication have done.

The 1960s and 1970s are decades fraught with myths, fabricated by
those who were there and who later looked back on the years of their
youth and wrote the story of the playful 1960s, the student revolts of 1968
and the red 1970s. The picture formulated in such descriptions does not
have to be untrue, but it can, nonetheless, obscure the view. Can art of
the 1960s and 1970s be described in a different way than as the decade of
freedom followed by the decade of politics?

The desire to provide nuance, to broaden and deepen the picture has
created a point of departure for the present research project, where art and
the art scene in Gothenburg and its surroundings during the period are
examined from different points of view.

In an introductory text, I sketch a historical background and attempt
to distinguish influential currents within Gothenburg art, important ex-
hibits and events, from the standpoint of, for example, the exhibition activ-
ity at the Goteborg Museum of Art and the Gothenburg Art Gallery.

In Gothenburg there is a vital, almost moral, view of painting as a
method of expression that demands a particular behavior, even a special
lifestyle. Director of Research Jeff Werner examines this notion through
a discourse-analytical and critical perspective, how it was constructed and
reproduced among artists at art schools and in art criticism.



1960-0ch 1970-talen ar decennier omgardadeavmyter, fabricerade
av dem som var med och i efterhand blickat tillbaka pa sina ungdomsar
och skrivit historien om det lekfulla 1960-talet, studentrevoltens 1968
och det réda 1970-talet. Den bild som formuleras i sddana skildringar
behéver inte vara osann men kan dnda skymma sikten. Gar konstens
1960- och 1970-tal att beskriva pa ett annat sitt &n som frihetens
decennium f6ljt av politikens?

Viljan att nyansera, bredda och férdjupa bilden har bildat en
utgangspunkt for foreliggande forskningsprojekt diar konsten och
konstlivet 1 G6teborg med omnejd under perioden undersoks utifran
olika infallsvinklar.

I'eninledande text tecknar jag en historisk bakgrund och f6rsoker
urskilja inflytelserika strémningar inom Goteborgskonsten, viktiga
utstillningar och handelser, utifran bland annat utstallningsverksam-
heten pa Goteborgs konstmuseum och Konsthallen.

I Goteborg finns en livskraftig, ndstan moralisk, syn pa maleriet
som ett uttrycksmedel som kraver ett sarskilt forhallningssitt, rent av
en sarskild livsstil. Med ett diskursanalytiskt och kritiskt perspektiv
undersoker forskningsledare Jeff Werner denna férestéllning, hur
den konstruerats och reproducerats bland konstnérerna, pa konst-
skolorna och 1 konstkritiken.

Arkitekturprofessor Sten Gromark berittar historien om situatio-
nisternas femte konferens, férlagd till Géteborg under ndgra augusti-
dagar 1961, och staller fragan om dess efterverkningar. Varfor férlade
denna internationella avantgarderérelse en av sina sammankomster
till Goteborg? Satte den nagra avtryck 1 konstlivet?

Konsthistoriker Karolina Uggla har tagit sig an konstndrsgruppen
Bjornligan, dess aktioner och projekt, som star f6r en ny anda 1 1960-
talets Goteborgskonst, forbunden med bade situationismen, pop-
konsten och minimalismen.

Konsthistoriker Jessica Sjoholm Skrubbe skriver om skulpturen
och den offentliga konsten under perioden med utgangspunkt i stads-
omvandlingen och de nya skulpturala uttryck i det offentliga rummet
som denna férde med sig. Huvudexemplet dr Angered och dess ut-
smyckningsprogram.

1970-talet sag en generation kvinnliga konstnarer trada fram pa en
rad omdiskuterade grupputstillningar 1 Géteborg. Forste intendent
Lena Boéthius skriver om den feministiska konsten och dess genom-
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Professor of Architecture Sten Gromark tells the story of the situ-
ationists’ fifth conference, held in Gothenburg during a few August days
in 1961, and asks questions about its after-effects. Why did this interna-
tional avant-garde movement hold one of its meetings in Gothenburg?
Did it leave any traces on the art scene?

Art historian Karolina Uggla has turned her attention to the cam-
paigns of projects of the artist group Bjérnligan, a group that stood for a
new spirit in Gothenburg art of the 1960s, connected to both situation-
ism, pop art and minimalism.

Art historian Jessica Sjoholm Skrubbe writes about sculpture and pub-
lic art during the period, beginning with the transformation of the city and
the new sculptural expressions in public space that this transformation
brought about. The main example is Angered and its public art program.

The 1970s saw a generation of female artists emerge in a series of
noted group exhibitions in Gothenburg. Senior curator Lena Boéthius
writes about feminist art and its breakthrough during the 1970s, when
textile materials began to achieve acceptance in the art world.

In my own text, I examine how the dystopia motif is taken up by the
Swedish west coast artists Bertil Berg and Roj Friberg, and how this dark-
er mood can be understood in relation to the experiments of the 1960s.

Senior curator Hékan Wettre, who himself was active in the city’s
art scene during the period, penetrates into Gothenburg’s art life more
deeply with an examination of the gallery scene and its actors. The per-
spective is that of the participating observer.

Allin all, these examinations prove the variety presentin Gothenburg’s
art world. A straight line of development can hardly be drawn, even if one
can discern dominant tendencies. Arguments continue between different
perceptions of what art is, can be and ought to be. Here there is not one art
history, but several. Depending upon the selection and the point of view
espoused, different stories emerge. The art histories of experimentation,
painters, public art, of politics, and of feminism complement each other
and show the parallelism and contradictoriness of the development of
art. The experiments of the avant-garde would not be experiments at all
if there had not been a continuing tradition to read them against.

* %k
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brott under 1970-talet, ndr textila material bérjade vinna acceptans i
konstvirlden.

I min egen text undersoker jag hur dystopimotivet tas upp av
de vastsvenska konstndrerna Bertil Berg och Roj Friberg, och hur
detta morkare stimningslige ska forstas 1 relation till 1960-talets
experiment.

Forste intendent Hakan Wettre, som sjilv var aktiv 1 stadens
konstlivet under perioden, tranger 1 sin arkeologiska text djupare ner
1 det géteborgska konstlivet med en undersdkning av galleriscenen
och dessa aktorer. Perspektivet ar den deltagande observatorens.

Sammantaget visar dessa undersokningar pa mangfalden 1 konst-
livet 1 G6teborg. Det gar knappast att teckna ndgon rak utvecklings-
linje, aven om det gér att urskilja dominanta tendenser. Det pagar
strider mellan olika uppfattningar om vad konst dr, kan och bor vara.
Har finns inte en konsthistoria utan flera. Beroende pa urval och anlagt
perspektiv framtrider olika berittelser. Experimentens, malarnas,
den offentliga konstens, polititkens och feminismens konsthistoria
kompletterar varandra och visar pa utvecklingens parallellism och
motséigelsefullhet. Avantgardets experiment vore inga experiment
om det inte fanns en pagaende tradition att ldsa dem mot.



KRISTOFFER ARVIDSSON

MELLAN GRYNING OCH SKYMNING

1960- OCH 1970-TALSKONSTEN ATERUPPTACKT

Sedan andra halvan av 1990-talet har den svenska 1960- och 1970-
talskonsten upplevt nidgot av en rendssans. En yngre generation
konstpublik, konstnirer, kritiker och konstvetare har visat intresse
for den. 1960-talets 6ppna estetik har fatt ny aktualitet 1 1990-talets
medie6verskridande postmodernism. Med konstens sociala och poli-
tiska inriktning fran 1990-talet och framat har den samhillskritiska
konst som skapades i stor omfattning kring 1968 kommit att framsta
som foregangare och férebild. Flera utstallningar och publikationer
har ocksa kommit till som en manifestation av denna aterupptickt.
Den av konstnirerna Ulf Kihlander (f. 1956) och Ola Astrand
(f. 1959) curerade utstallningen Hjdrtat sitter till vinster pa Goteborgs
konstmuseum 1998, med konst som férkroppsligar det psykedeliska,
politiska och radikala 1960- och 1970-talet, dr ett exempel pa detta
nyvaknade intresse men bidrog sikert ocksa till att forstirka det.
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KRISTOFFER ARVIDSSON

BETWEEN DAWN AND DUSK

ART FROM THE 1960s AND 1970s REDISCOVERED

Since the second half of the 1990s, Swedish art from the 1960s and 1970s
has experienced something of a renaissance. A younger generation art
audience, artists, critics and art historians have shown interest in it. The
open aesthetics of the 1960s has become topical again in the media trans-
gressing postmodernism of the 1990s. With the social and political aim in
art from the 1990s and onwards, the kind of political art that was created
on a large scale around 1968 has come to stand out as a precursor and
model. Several exhibitions and publications have also come about as a
manifestation of this rediscovery.

The exhibition The Heart Is Found to the Left (Hjirtat sitter till viin-
ster) at the Goteborg Museum of Art in 1998, curated by the artists Ulf
Kihlander (b. 1956) and Ola Astrand (b. 1959), with art that embodies
the psychedelic, political and radical 1960s and 1970s, is an example of
this newly awakened interest, but no doubt also contributed to reinforc-
ing it. Not quite ten years later it was followed up by Light the Darkness!
Swedish Art 197585 ( Tind morkret! Svensk konst 1975-1985), which took
on the darker moods of the 1970s and 1980s. In 1999, the Moderna
Museet (The Modern Museum in Stockholm) made the exhibition 4ffer
the May Rising. The ‘Rowdy’ *70s (Efler Majrevolten. Det stikiga” 70-talet).
At Roda Sten in Gothenburg, the exhibition West Swedish ‘Avant-garde’
1950-80. From Abstraction to Action and Social Criticism ( Vistsvenskt “avant-
garde” 1950-80. Fran abstraktion till aktion och samhéllskritik) was shown in
2002 — until then the only exhibition which in retrospect has specifically
dealt with west Swedish art of the period.*



Knappt tio ar senare foljdes den upp av Zind mirkret! Svensk konst
1975-1985, som tog sig an 1970- och 1980-talets morkare stimning-
ar. 1999 gjorde Moderna Museet utstillningen Effer Majrevolten. Det
"stokiga” 70-talet. P4 Roda Sten 1 Goteborg visades 2002 utstéllningen
Viistsvenskt “avantgarde” 1950-80. Frdin abstraktion till aktion och samhdills-
kritik — dittills den enda utstillning som 1 efterhand specifikt tagit sig
an den vastsvenska konsten under perioden.!

Till dessa utstéllningar gavs kataloger med bilder och texter ut.
Den framsta dokumentationen av skedet 1 bokform utgérs annars av
konsthistoriska 6versikter forfattade av Méarten Castenfors, Yvonne
Eriksson och Bia Mankell, Olle Granath, Thomas Millroth, Bengt
Olvang och Beate Sydhoff samt Lena Boéthius essa "Pa barrikader-
na! Politisk konst och experiment” (2002).2 De som var med nér det
begav sig har forfattat bocker om den tidens konstscen. 1998 kom
Leif Nyléns (f. 1939) Den oppna konsten. Happenings, instrumental teater,
konkret poesi och andra grénsoverskridningar 1 det svenska 60-talet och 2008
gav Bengt af Klintberg (f. 1938) ut boken Svensk Fluxus, for att nAmna
tva exempel.’

Som regel har intresset f6r 1960- och 1970-talens svenska konst
utgatt fran Stockholmsscenen. Den experimentella 1960-talskonsten
férknippas med den konkreta poesin, aktiviteterna pa Moderna Mu-
seet, Pistolteatern, Fylkingen och den svenska delen av Fluxus. Nar
konsten fran "det politiska 1970-talet” behandlas gors det ofta utifran
undergroundtidskriften Puss, ocksa den Stockholmsbaserad.

Anledningen till att det skrivits sa lite om konsten pa Vastkusten
kan ligga i synen pa Goteborg som en provins i Konstsverige, en plats
dar det inte hinder mycket och nir det hander alltid gor det efter att
det hint ndgon annanstans. Konstlivet 1 G6teborg dr mindre &n det 1
Stockholm. En viss regionalism har odlats hdr under perioder. Men
konstscenen ar inte inaktiv och var det sarskilt inte under 1960- och
1970-talet. Influenser fran utlandet saknades inte, men de kom inte
alltid frdn samma hall som de som nddde Stockholm. Den sydeu-
ropeiska och brittiska konsten inspirerade 1 lika hég grad som den
amerikanska, medan Stockholm och Moderna Museet 1 hog grad var
orienterade mot New York och Paris.

Vi kan tilligga att den politiska radikaliseringen av kulturlivet
foljde andra linjer 1 Goteborg 4n 1 Lund, Uppsala och Stockholm.
I Géteborg blev vansterrérelsen, kanske som en konsekvens av de
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Catalogues with illustrations and texts were published for these ex-
hibitions. Apart from these, the principal documentations of the period
in book form are outlines of art history written by Marten Castenfors,
Yvonne Eriksson and Bia Mankell, Olle Granath, Thomas Millroth,
Bengt Olvang and Beate Sydhoff, together with Lena Boéthius’ essay ‘Pa
barrikaderna! Politisk konst och experiment’ (On the Barricades! Political
Art and Experiments, 2002).> Those who were there when things hap-
pened have written books about the art scene of the period. In 1998, Leif
Nylén’s (b. 1939) Den oppna konsten. Happenings, instrumental teater, konkret po-
estoch andra grinsoverskridningar i det svenska 6 0-talet (Open Art. Happenings,
Instrumental Theatre, Concrete Poetry and Other Boundary Crossings
in the Swedish 1960s) was published, and in 2008 Bengt af Klintberg
(b. 1938) published the book Svensk Fluxus (Swedish Fluxus), to mention
two examples.®

As a rule, the interest in Swedish art from the1960s and the 1970s has
emanated from the Stockholm scene. The experimental art of the 1960s
1s associated with concrete poetry, the activities at the Moderna Museet,
Pistolteatern, Fylkingen and the Swedish branch of Fluxus. When art from
the ‘political 1970s’ is discussed, it is often done using the underground pub-
lication Puss as a starting point, which was based in Stockholm as well.

The reason for there having been so little written about art on the
west coast might be found in the view of Gothenburg as a province of Art
Sweden, a place where not a lot happens, and when it happens it always
does so after it has happened somewhere else. The art scene in Gothenburg
1s smaller than the one in Stockholm. A certain regionalism has periodi-
cally been cultivated here. But the art scene is not inactive and was par-
ticularly not so during the 1960s and 1970s. Influences from abroad were
not lacking, but they did not always come from the same direction as those
which reached Stockholm. South European and British art inspired to the
same extent as American art, while Stockholm and the Moderna Museet
were to a large extent oriented toward New York and Paris.

We can add that the political radicalization of the art scene followed
other lines in Gothenburg than in Lund, Uppsala and Stockholm. The
left movement was, possibly as a consequence of the strong class con-
flicts in the city, more radical here than in other places. If the Maoists
had their strongest hold in Lund, Stockholm and Uppsala, Marxist-
Leninists and Stalinists had theirs in Gothenburg, with the influential the
Communist League Marxist Leninists (revolutionaries) (Kommunistiska



starka klassmotsittningarna 1 staden, mer radikal dn pa andra hall.
Om maoister hade sitt starkaste faste 1 Lund, Stockholm och Upp-
sala sd hade marxist-leninister och stalinister sitt 1 G6teborg, med
det inflytelserika Kommunistiska Férbundet Marxist-Leninisterna
(revolutiondrerna) (KFML(r)), bildat 1970 som en utbrytning ur det
maoistiska KFML. I staden fanns ockséd bland annat trotskister och
Forbundet Kommunist, men konstlivet dominerades av KFML(r)
som genom elevradet utdvade ett starkt inflytande pa Valands konst-
skola. Goteborg var ocksa den stad 1 Sverige dér en rad kvinnliga
textilkonstnirer forst fick sitt genombrott 1 mitten av 1970-talet.
Dessa skillnader mellan konstscenen 1 Goteborg och den pa
andra hall 1 Sverige gér det motiverat att studera Go6teborgs konst-
scen narmare 1 sin egen ritt, inte bara som efterverkningar av strém-
ningar fran huvudstaden. Det dr motiverat att fraga vilka konstens
forutsittningarna var just hiar. Hur kan konsten och konstlivet 1
Goteborg karaktiriseras? Gar det att urskilja nagra dominerande
riktningar? Vilka var striderna och de viktiga brytpunkterna 1 den
regionala konsthistorien? Vilken var institutionernas roll? Med ut-
gangspunktidessa fragor kommer jag 1 denna inledning att teckna en
overgripande bild av konsten och konstlivet i Géteborg under 1960-
och 1970-talet, mot vilken de darpa féljande studierna kan lisas.

FORHISTORIA

Provinsiellt, antiintellektuellt, motstravigt fér trender och nyheter.
Sa lyder en dterkommande beskrivning av Goteborg som konststad.
Roten till denna bild finns kanske 1 det faktum att den avantgard-
istiska modernismen inte fick nagot riktigt faste har. Istallet domi-
nerades konstlivet linge av Go6teborgskolorismen och dess av inner-
lighet och autenticitetsstravan priglade konstsyn.

Goteborgbeskrivs oftaocksasomenkriamarstad, ellerimerpositiva
ordalag som entreprendrskapets, handelns, sjéfartens och verkstads-
industrins centrum. Det fanns, fran 1880-talet och framat, en allians
mellan uppatstravande mecenater och unga oetablerade konstnarer
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Forbundet Marxist-Leninisterna (revolutiondrerna, KFML(r)), founded
in 1970 as a breakaway from the Maoist KFML. In the city there were
also to be found, among others, Trotskyites and the Communist Alliance
(Forbundet Kommunist), but the art scene was dominated by KFML(r),
which through the student council exerted influence on the Valand School
of Art. Gothenburg was also the city in Sweden where a number of women
textile artists had their first breakthrough in the middle of the 1970s.

These differences between the art scene in Gothenburg and that in
other places in Sweden motivate a closer study of the Gothenburg art
scene in its own right, not just as effects of trends from the capital. It is
appropriate to ask: Which were the conditions for art here? How can art
and the art scene in Gothenburg be characterized? Are any dominating
schools discernible? Which were the conflicts and the most important
dividing lines in the regional art history? What role did the institutions
play? Starting with these questions, I will, in this introduction, sketch
a comprehensive picture of art and the art scene in Gothenburg in the
1960s and 1970s, against which the following studies can be read.

PREVIOUS HISTORY

Provincial, anti-intellectual, resisting trends and innovation. This is the
wording of a recurring description of Gothenburg as a city of art. The
origin of this image is perhaps to be found in the fact that avant-garde
modernism never really gained a hold here. Instead, the art scene was for
a long time dominated by the Gothenburg colourism view of art with its
sincerity and quest for authenticity.

Gothenburg is often described as a city of shopkeepers, or to be more
positive, as the centre of entrepreneurship, trade, shipping and manufactur-
ing industry. There was, from the 1880s and onward, an alliance between
upwardly mobile patrons and young not yet established artists, which
made Gothenburg a centre for innovative Nordic art in the late 1800s.
The Opponents (Opponeterna) were drawn here and started the League
of Artists (Konstnarsforbundet) at Hotel Kristiania (today’s Eggers) in
1886. At the turn of the century, Ivar Arosenius (1878-1909) and the



som gjorde Goteborg till ett centrum fér den nyskapande skandinavis-
ka konsten under det sena 1800-talet. Opponenterna sékte sig hit och
bildade Konstnarsférbundet pa Hotel Kristiania (nuvarande Eggers)
1886. Vid sekelskiftet utmarkte sig Ivar Arosenius (1878-1909) och
kretsen runt honom. Med det nya Konstmuseet vid Gétaplatsen, fran
1923 (invigt 1925), fanns har en institution f6r modernismen. Tor
Bjurstrom (1888-1966) och Carl Kylberg (1878-1952) var verksam-
ma hir och kom att bli viktiga férebilder f6r Goteborgskoloristerna,
den dominerande riktningen i Goéteborgskonsten med foretrddare
som Ake Géransson (1902-1942), Ivan Ivarsson (1900-1939), Nils
Nilsson (1901-1949), Karin Parrow (1900-1984), Ragnar Sandberg
(1902-1972) och Inge Schidler (1908-1971).

Som ldrare och forestandare for Valands konstskola under aren
1947-1955 reformerade Endre Nemes (1909-1985) undervisning-
en, bland annat genom att inviga eleverna i centraleuropeisk konst-
historia. Nemes hade flytt Tjeckoslovakien under kriget och kom
till Goéteborg via Finland och Stockholm. Med sig tog han en kon-
tinental modernism som vackte misstinksamhet bland kollegorna 1
Goteborg. Nemes var en intellektuell fran konstakademien 1 Prag,
uppfylld av den centraleuropeiska kulturen.* Nemeseleverna ankla-
gades av konstkritikern och konstndren Torsten Bergmark (1920-
1996) fo6r manierism och av Nemes eftertrddare Torsten Renqvist
(1924-2007) for att alltfér snabbt stinga in sig 1 en modernistisk
stil.* Etiketten "Nemeselever” har fortsatt att hiafta vid Nemes elever
langt efter det att de blivit etablerade konstndrer. Alla arbetade de 1
en modernistisk anda men kom att utveckla individuella formsprak
som innefattade bade det abstrakta och det figurativa.

I'maj 1954 skedde en brytning mellan G6teborgs Konstnérsklubb
och en grupp Nemeselever som nekats intrdde dir. De bildade Grupp
54, till vilken lararna Nils Wedel (1897-1967) och Bérge Hovedskou
(1910-1966) slot sig. Malet var att samla konstnérer som arbetade 1
abstrakta och surrealistiska riktningar. Ordférande f6r sammanslut-
ningen var Knut Irwe (1912-2002). 1959 6ppnade de Galleri 54 1
gamla Hogskolans hus pa Sédra Vagen.® Lennart Landqvist (f. 1925)
var galleriets forste intendent. Galleri 54 fungerade som ett alter-
nativ till etablerade gallerier och erbjod yngre konstnédrer mojlighet
att stalla ut sina verk. Med bildandet av Galleri 54 cementerades
polariseringen mellan Géteborgskolorister och abstrakta modernis-
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circle around him excelled. With the new Museum of Art at Gotaplatsen,
from 1923 (inaugurated in 1925), there was an institution for modernism.
Tor Bjurstrom (1888-1966) and Carl Kylberg (1878-1952) were active
here and came to be important role models for the Gothenburg colour-
1sts, the dominating movement in Gothenburg art, with advocates such as
Ake Géransson (1902-1942), Ivan Ivarsson (1900-1939), Nils Nilsson
(1901-1949), Karin Parrow (1900-1984), Ragnar Sandberg (1902-1972)
and Inge Schidler (1908-1971).

As teacher and head of the Valand School of Art from 1947 to 1955
Endre Nemes (1909-1985) reformed the teaching, by, among other
things, initiating the students into Central European art history. Nemes
had fled Czechoslovakia during the war and came to Gothenburg via
Finland and Stockholm. He brought a continental modernism with him,
which met with distrust among his colleagues in Gothenburg. Nemes
was an intellectual from the academy of art in Prague, full of Central
European culture.* Nemes’s students were accused by the art critic and
artist Torsten Bergmark (1920-1996) of mannerism and by Nemes’s suc-
cessor, Torsten Renqvist (1924-2007), of all too quickly locking them-
selves into a modernist style.” The label ‘Nemes’s student’ continued to
stick to Nemes’s pupils long after they had become established artists. All
worked in a modernist spirit but developed individual use of form and
shape, which included both the abstract and the figurative.

In May 1954, there was a break between the Gothenburg Artist’s Club
(Goteborgs Konstnarsklubb) and a group of Nemes’s students who were
denied membership there. They formed Group 54 (Grupp 54), which
the teachers Nils Wedel (1897-1967) and Borge Hovedskou (1910-1966)
joined. The goal was to gather artists who worked along abstract and sur-
realist lines. The chairman of the society was Knut Irwe (1912-2002). In
1959 they opened Galleri 54 in the old College’s building at Sédra Vigen.®
Lennart Landqvist (b. 1925) was the gallery’s first curator. Galleri 54 served
as an alternative to established galleries and offered younger artists an op-
portunity to exhibit their work. With the founding of Galleri 54 the polariza-
tion between Gothenburg colourists and abstract modernists was cemented
in the art scene’s institutions. The conflict led to an intensified argumenta-
tion from both sides and thereby had a vitalizing effect, but it may also have
contributed to the different groupings turning inward to their own circle.

You must be clear about this previous history to be able to understand
what happened on the Gothenburg art scene in the 1960s and 1970s.



ter 1 konstlivets institutioner. Konflikten ledde till en skédrpning av
argumentationen pa bada sidor och hade darigenom en vitaliserande
inverkan men kan ocksa ha bidragit till att de olika grupperingarna
slutit sig inat mot sin krets.

Denna férhistoria maste man ha klart for sig for att férstd de
héndelser som dgde rum i G6teborgs konstliv under 1960- och 1970-
talet. Ndr nya intryck brét in genom Nemes, och senare genom andra
influenser utifran, skedde det i konfrontation med den konstsyn som
levde kvar i det lokala konstlivet.

Valands budget var liten och undervisningssalarna undermaliga.
1950 flyttade skolan till béttre lokaler pa Dr Saléns gata pa Sodra
Guldheden och en skulpturskola inrdttades med Palle Pernevi (1917-
1997) som larare. Nemes foérde dit en 6vertryckspress for litografi
och startade undervisning 1 muralmaleri med Domenico Inganni
(1903-1988). 1955 limnade Nemes Goteborg och ersattes som fore-
stdndare av Torsten Renqvist, som forvisso ocksa kan betecknas som
modernist men vars hallning var mera sékande an Nemes. Elever har
beskrivit skillnaden som att da Nemes tecknade en fixerad formvarld
sa sokte Renqvist fanga nagot 1 flykten.” For att riva murarna hos
de 1 manéren fangslade eleverna tillgrep han Bauhausmetodiken, sa
som den bedrivits av Paul Klee med improvisationer och nya bildl6s-
ningar.® Modellmaleriet blev mera experimentellt. Renqvist utékade
sven grafikverkstaden och Ake Jénsson (1921-1992) anstilldes som
skulpturlédrare, vilket han var mellan 1953 och 1961. 1958-1961 var
danske Poul Ekelund (1920-1976) férestandare.

1961 eftertraddes Ekelund av mélaren Tore Ahnoff (f. 1917), som
kom att stanna pa skolan under hela 1960-talet. Ahnoff ansag det
naturligt att eleverna paverkades av det som hénde 1 omvirlden.
Aven om hans eget maleri holl sig i den goteborgska traditionen in-
sdg han att studenterna maste ges utrymme for experiment. Kjell-
Ake Olsson (f. 1940) och Ronny Ambjérnsson (f. 1936) fick fran
1968 fria hinder och holl tandemférelasningar i kombinerad politisk
ekonomi och konsthistoria. 1970 flyttade skolan fran innerstaden till
Lindholmen pé Hisingen och kom pa sa sitt narmare fabriksarbe-
tarna, vilket inte var en ovisentlig aspekt vid tidpunkten. Samma
ar kommunaliserades skolan for att 1977 forstatligas och inordnas
under Goteborgs universitet. 1971 lamnade Ahnoff sin tjdnst som

forestandare. Han f6ljdes av Jan Forsberg (f. 1932) 1971-1973, Alvar
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When new influences gained ground through Nemes, and later other
influences from abroad, this took place in confrontation with the view of
art that still lived on in the local art scene.

Valand’s budget was small and the rooms for teaching deficient. In
1950 the school moved to better premises at Dr Saléns gata on Sédra
Guldheden, and a school for sculpture was founded with Palle Pernevi
(1917-1997) as teacher.

Nemes brought a lithography press there and started teaching mu-
ral painting with Domenico Inganni (1903-1988). In 1955, Nemes left
Gothenburg and was replaced as head by Torsten Renqvist, who certainly
can also be seen as a modernist but whose attitude was more searching
than Nemes’s. Describing the difference, students noted that while Nemes
sketched a fixed world of form, Renqvist tried to catch something on
the wing.” To tear down the mental walls of the students caught in their
mannerisms, he used the Bauhaus method, as it has been described by
Paul Klee with improvisations and new image solutions.® Painting from
models became more experimental. Renqvist also enlarged the studio for
graphic art, and Ake Jonsson (1921-1992) was employed as a sculpture
instructor, which he was between 1953 and 1961. From 1958 to 1961, the
Dane Poul Ekelund (1920-1976) was head of the school.

In 1961, Ekelund was succeeded by the painter Tore Ahnoff (b. 1917),
who was to remain with the school for all of the 1960s. Ahnoff thought it
natural that the students were influenced by what was happening in the
surrounding world. Even ifhis own painting stayed within the Gothenburg
tradition, his view was that students had to be given room for experimen-
tation. Kjell-Ake Olsson (b. 1940) and Ronny Ambjérnsson (b. 1936)
had free hands from 1968 and gave tandem lectures with a combination
of political economy and art history. In 1970, the school moved from the
mner city to Lindholmen on Hisingen and in this way came closer to the
factory workers, which was not insignificant at the time. The same year,
the school was made municipal, and in 1977 it was made a state school
and placed under the University of Gothenburg. In 1971, Ahnoff left his
position as head. He was followed by Jan Forsberg (b. 1932) 1971-1973,
Alvar Jansson (1922-1991) 1974-1976, Thord Tamming (b. 1939)
1976-1979 and Georg Suttner (b. 1922) 1979-1981.

Peter Dahl (b. 1934), who had impressed the students through the po-
lice confiscation of the painting The Breakthrough of Liberalism in High Society
(Liberalismens genombrott i societeten) at the exhibition Horror (Skrdck) at the



Jansson (1922-1991) 1974-1976, Thord Tamming (f. 1939) 1976-
1979 och Georg Suttner (f. 1922) 1979-1981.

Peter Dahl ( f. 1934 ), som imponerat pa studenterna genom
polisens beslagtagande av madlningen Liberalismens genombrott 1
societeten pa utstéllningen Skréck pa Konsthallen 1970, kallades till
Valand som ldrare 1 maleri 1971. Men de elever som férordat Dahl
blev antagligen besvikna, fér Dahl var mer intresserad av att ldra ut
grunderna 1 modellteckning och modellmaleri dn att diskutera poli-
tik. Det blev harda konfrontationer med den falang som ville stdlla
konsten i revolutionens tjanst.® Liknande var situationen for Alvar
Jansson, 1 grunden en traditionalist, som vackt elevernas sympatier
for sina skildringar av arbetare.

Manga blivande Valandselever gick pa Sl6jdféreningens skola, 1
folkmun kallad ”S16jdis”, pa Kristinelundsgatan, &ven om den formellt
sett inte erbjod nagon férberedande utbildning. Skolan startade 1848.
1964 bytte den namn till Konstindustriskolan (sedan 1989 heter den
Hogskolan for Design och Konsthantverk).

Hovedskous malarskola (nuvarande Goteborgs konstskola),
forst beldgen pa Haga Nygata, fran 1978 vid Jarntorget, startades av
den danske konstnédren Bérge Hovedskou 1945, som pa grund av sin
aktivitet som motstandsman mot den tyska ockupationen tvingats fly
till Sverige 1943. Pa schemat stod bland annat dagliga modellstudier.
Nar Hovedskou avled 1966 tog Brita Larson (f. 1919) 6ver ledningen
av skolan. 1973 knots den tidigare intendenten f6r Konsthallen, Carl-
Erik Hammarén (1922-1990), till Hovedskou som lérare.

GerlesborgsskolaniBohuslin grundades av Arne Isacsson (f. 1917)
1944 och kom ocksé den att bli en grundsten i den viastsvenska konst-
utbildningen. Domens konstskola, belagen pa Lilla Bergsgatan vid
Jéarntorget, startades 1959 av konstnéren Tullan Fink (1920-2004).
Kursverksamhetens konstskola (KV) 6vertog 1970 Valands lokaler
pa Dr Saléns gata pa Guldheden. I Géteborg fanns dven Gustavus
Primus malarskola pa Kastellgatan. Vid sidan av Valand fanns det
alltsa en rad konstskolor och darmed en grogrund for olika konstnér-
liga traditioner att etableras pa de olika skolorna. Om Valand under
1960-talet kom att sta for experiment 1 nya material och medier sd
forvaltade de férberedande konstskolorna maleritraditionen.”

Under 1960-talet kom visserligen Nemes modernism att utmanas
av andra strémningar men det modernistiska formspraket var fortsatt
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Gothenburg Art Gallery in 1970, was asked to come to Valand as a paint-
inginstructor in 1971. But the students who had recommended Dahl were
most likely disappointed, because Dahl was more interested in teaching
the basics of drawing and painting from models than in discussing poli-
tics. There were several confrontations with the group who wanted to use
art in the service of the revolution.? The situation was similar for Alvar
Jansson, basically a traditionalist, who had gained the sympathy of the
students through his paintings of workers.

Many future Valand students attended the Handicraft Society School
(Slojdforeningens skola), commonly called ‘S16jdis’, at Kristinelundsgatan,
even if it was not formally a preparatory education. The school start-
ed in 1848. In 1964 it changed names to the Art Industry School
(Konstindustriskolan, as of 1989 called the School of Design and Crafts
(Hogskolan for Design och Konsthantverk)).

Hovedskou’s School of Painting (Hovedskous mélarskola) (present-
day Gothenburg School of Art (Go6teborgs konstskola)), first situated
at Haga Nygata, then from 1978 at Jarntorget, was started in 1945 by
the Danish artist Borge Hovedskou, who, because of his activities in the
resistance against the German occupation, had been forced to escape
to Sweden, in 1943. On the schedule were, among other things, daily
painting and drawing from models. When Hovedskou died, in 1966,
Brita Larson (b. 1919) took over leadership of the school. In 1973, the
former curator at the Gothenburg Art Gallery (Konsthallen) Carl-Erik
Hammarén (1922-1990) joined Hovedskou as a teacher.

The Gerlesborg School (Gerlesborgsskolan) in Bohuslan was founded
by Arnelsacsson (b. 1917) in 1944 and became a cornerstone of west Swedish
art education. Démen School of Art (Démens konstskola), situated at Lilla
Bergsgatan on Jarntorget, was started in 1959 by the artist Tullan Fink
(1920-2004). Kursverksamhetens konstskola (The Study Circles School
of Art, KV) took over Valand’s premises at Dr Saléns gata on Guldheden
in 1970. In Gothenburg there was also Gustavus Primus School of Painting
(Gustavus Primus malarskola) on Kastellgatan. Apart from Valand there
were thus a number of art schools and hence a hotbed for different artistic
traditions to be established in the different schools. If Valand in the 1960s
came to represent experimentation with new materials and media, then the
preparatory art schools maintained the tradition of painting.’

In the 1960s Nemes’s modernism was admittedly challenged by other
trends, but the modernist use of form and shape continued to be viable



livskraftigt under lang tid framéver. Till detta bidrog det faktum att
hans elever inte férvandlades till de bleka kopior de ibland utmalades
som, utan faktiskt férmadde utveckla egna formsprak. Det samma
giller de konstnirer som fortsatte 1 den koloristiska traditionen,
som Tore Ahnoff, Rudolf Flink (1906-1988), Carl-Erik Hammarén,
Birgitta Liljebladh (f. 1924), Alf Lindberg (1905-1990) och Olle
Skagerfors (1920-1997). De holl den koloristiska traditionen levande
genom att fordandra uttryckssattet, 6ka graden av abstraktion eller de-
konstruktion av motivet. 1960- och 1970-talen innebar 1 det avseen-
det en fortsatt utveckling och fordjupning av de riktningar som fram-
tritt redan under de féregdende decennierna: Goteborgskolorismen
och den abstrakta modernismen. P4 manga sitt ar det géteborgska
1960-talet en fortsittning pa 1940- och 1950-talen. Efterverkning-
ar av Goteborgskolorism och abstrakt modernism utgdr tva spar i
konstlivet 1 den vistsvenska konsten under 1960- och 1970-talet. Ett
tredje dr de nya strémningar som brét fram under 1960-talet, framfor
allt bland yngre konstnérer pa Valand.

OVER GRANSERNA

I forordet till sitt forsta nummer som redaktor for Faletten (nummer 1
1968) — med en naken Kjartan Slettemark pa omslaget — skriver Leif
Nylén om behovet av ett vidgat synfilt 1 konstdiskussionen som en
konsekvens av utvecklingen:

Det finns en antydan till program i det [aktuella numret av Faletten). En mélséttning som forst
och framst innebér en breddning — av det material som behandlas och av sittet att behandla
det. Inte bara bildkonst. Och bildkonsten inte uppfattad och behandlad som nagonting isole-
rat, en sluten tradition. Det dr idag knappast lingre majligt eller rimligt att stélla sig lojal mot
ett bestdmt material, en genre eller en konstform. De viktiga grianserna gar inte lingre dér
— det 4r néstan en sjalvklarhet nu, sd sjélvklart att inte ens granséverskridningarna mellan
olika material eller genrer lingre dr riktigt intressanta som fenomen. Granserna gér istallet

mellan olika attityder, beteenden, vérderingar, upplevelsemonster.
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for a long time to come. To this contributed the fact that his students did
not turn into the pale copies they were sometimes made out to be, but
actually were capable of developing their own use of form and shape. The
same is true of the artists who continued in the colourist tradition, such as
Tore Ahnoff, Rudolf Flink (1906-1988), Carl-Erik Hammarén, Birgitta
Liljebladh (b. 1924), Alf Lindberg (1905-1990) and Olle Skagerfors
(1920-1997). They kept the colourist tradition alive by changing the
ways of expression, increasing the degree of abstraction or deconstruction
of the motive. The 1960s and 1970s in this way meant a deepening of the
trends which had already appeared in the previous decades: Gothenburg
colourism and abstract modernism. In many ways the Gothenburg 1960s
is a continuation of the 1940s and 1950s. After-effects of Gothenburg
colourism and abstract modernism form two trends in the art scene of
west Swedish art in the 1960s and 1970s. A third is the new trends which
appeared in the 1960s, mostly among younger artists at Valand.

ACROSS THE BOUNDARIES

In the preface of his first issue as editor of Faletten (number 1 1968) — with
a naked Kjartan Slettemark on the cover — Leif Nylén writes about the
need to broaden one’s mind in the discussion of art as a consequence of
the development:

There is a tendency of program in it [the current issue of Faletten]. An aim that foremost is an
expansion — of the material dealt with and of the way of dealing with it. Not just visual art. And
visual art not seen and treated as something isolated, a closed tradition. It is today hardly possible
anymore or reasonable to be loyal to a set material, a genre or an art form. The important bound-
aries are no longer there - this is almost a matter fact today, so obvious that not even the cross-
overs between different materials or genres are very interesting as phenomena. The boundaries are

instead to be found among attitudes, values and patterns of experience.!!

As editor Nylén wants to widen the concept of art the magazine assumes.
He thereby brings up a strong tendency of the time, the many media-
transgressing expressions of art that saw the light of day at this time. They



Som redaktor vill Nylén vidga det konstbegrepp tidskriften utgar
ifrdn. Darmed tar han upp en stark tendens i samtiden, namligen de
madnga mediedverskridande konstuttryck som sig dagens ljus vid
denna tid. De innefattade ocksa 6verskridanden av granserna mellan
konst och populirkultur, liksom mellan konst och liv. Aven om dessa
uttryck kunde ha en abstrakt och teoretisk inriktning innefattade de
en ansats att ta sig an vardagen, samhillet och dess politiska och
sociala konflikter.

Under 1960-talet nadde inte bara den abstrakta modernismen
en slutpunkt som tvingade fram olika grianséverskridningar och ut-
brytningsférsék ur konstens autonomi i form av minimalism, jord-
konst och platsorienterad konst, 1960-talet innebar ocksa att konsten
6ppnades mot mediesamhillet, reklamen, nyhetsbilderna, TV och fil-
men. Omorienteringen begransades inte till de konstnérliga uttrycken
1sig. Den rorde 1 lika hog grad beteenden och virderingar. Pop- och
undergroundkulturen blev den unga generationens sprak. 1968 ar
forstas ocksa studentrevoltens ar, men dé hade 1960-talet redan nétt
en brytpunkt dir den lekfulla, 5ppna och experimentella inriktningen
overgatt 1 ett alltmer politiskt medvetande som kom att prigla kon-
sten pd olika sétt under 1970-talet. For Nylén mnebar redan det andra
numret av Fuletten en omsvingning.? Studentrevolten 1 Paris 1 maj och
kravallerna under Venedigbiennalen, dér fore detta Faletten-redaktéren
Torsten Bergmark blev arresterad av karabinjérer och Nylén sjélv fick
aka polisbat, avkrivde reaktioner och stillningstagande. Inventering-
en av Primary structures och ABC-konst, som den nya skulpturen
kallades innan beteckningen minimalism blev etablerad, fick vénta till
nista nummer. Nummer 2 1968 fick istéllet temat "Konst/demonstra-
tion/ockupation/revolt”. Det plétsliga skiftet av tema sdger nagot om
hur snabbt de revolutiondra vindarna blaste upp.

Ett utvidgat konstbegrepp, dar konstnirerna tar sig an stads-
rummet 1 syfte att destabilisera det kapitalistiska skddespelet, kan
man se prov pa hos situationisterna, den internationella avantgarde-
rorelse som holl sin femte konferens 1 Goteborg 1961.° Nagra ar
senare fanns hir konstnirer som arbetade med happenings, som
Bengt Hinnerson (f. 1939) och Yoshio Nakajima (f. 1940). Hinnerson
skapade ocksa grafik, collage och maleri, ofta med ett politiskt inne-
hall, bland annat en serie portritt av generaler. Hans konst préglas av
motet mellan ord och bild. Denna avantgardistiska stromning vaxte
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also included crossing the boundaries between art and popular culture, as
well as between art and life. Even if these expressions of art could have an
abstract and a theoretical aim, they encompassed an attempt to deal with
everyday life, society and its political and social conflicts.

In the 1960s, abstract modernism did not just reach an end point
which forced different boundary crossings and attempts to break away
from the autonomy of art in the form of minimalism, land art and site
oriented art; the 1960s also meant that art opened up towards the media
society, advertisement, news images, TV and film. The reorientation was
not restricted to expressions of art as such. It was just as much about
conduct and values. Pop and underground culture became the language
of the young generation. The year 1968 was of course also the year of
student revolts, but by then the 1960s had already reached a breaking
point, where the playful, open and experimental trend had turned into an
increasingly political consciousness that was to characterize art in many
ways during the 1970s. For Nylén, already the second issue of Fuletten
meant a change.' The student revolt in Paris in May and the riots during
the Venice Biennale, where the former editor of Faletten Torsten Bergmark
was arrested by carabinieri and Nylén himself had to go on a police boat,
called for reactions and taking sides. The inventory of Primary Structures
and ABC art, as the new sculpture was called before the label minimal-
ism became established, had to wait until the next issue. Issue 2 1968 was
instead given the theme ‘Art/Demonstration/Occupation/Revolt’. The
sudden shift in theme says something about how fast the revolutionary
winds gained momentum.

A widened concept of art, where the artists deal with public city
spaces in order to destabilize the capitalistic show, can be seen with the
Situationists, the international avant-garde movement that held its fifth
conference in Gothenburg in 1961."* A few years later there were artists
here who worked with happenings, like Bengt Hinnerson (b. 1939) and
Yoshio Nakajima (b. 1940). Hinnerson also made graphic art, collage and
paintings, often with political content, among others a series of portraits of
generals. His art is characterized by the meeting between word and image.
This avant-garde movement never developed into a dominating trend in
Gothenburg, but was there as an under-current and an alternative.



aldrig till ndgon dominerande riktning 1 Goteborg men fanns dar
som en understrom och ett alternativ.

UTLANDSK KONST PA KONSTHALLEN OCH KONSTMUSEET

En viktig faktor fér de nya strémningar som framtrddde 1 konsten
1 Goteborg under 1960-talet, inte minst pa Valand, ar de utstill-
ningar med utlindsk konst som visades i staden. Aven under 1950-
talet hade Go6teborgs konstmuseum och Konsthallen varit mdna om
att visa internationell konst. 1960-talet innebar énda ett 6ppnande
av fonstren mot varlden. Pa Konsthallen och Konstmuseet visades
Nordamerikansk konst men dven konst fran Sydamerika, Sydeuropa,
Storbritannien och de 6vriga nordiska linderna. Inte minst giller
det Konsthallen som under Carl-Erik Hammaréns ledning, tack vare
hans ménga kontakter, férvandlades till en vital motesplats. Aven pa
Galleri 54 gjordes flera utstéllningar med utldndska konstnirer, som
exempelvis med polacken Tadeusz Kantor 1960, en konstnér som da
arbetade 1 spontanismens anda.

Exempel pd utstéllningar med utlindsk konst pa Konstmuseet
under den hir tiden dr Lucano Minguzd (1962), Skulptur @ Tyskland
efter 1950 (1962), Mark Tobey (1963), Fulle Nielsen (1965), Op och Pop
(1966), Roberto Matta (1968), César (1969), Modernt irlindskt maler:
(1969), Foseph Beuys (1969-1970), Eduardo Paolozzi (1970) och Nio
unga_fran Osterrike (1974). Pa Konsthallen visades Unga spanska md-
lare (1960), Modernt amerikanskt malert 1932-1958 (1960), Nutida
konst fran Argentina (1962), 6 italienare. Afro, Burri, Capogrosst, Dorazio,
Fontana, Turcato (1963), Fackson Pollock (1963), Antonio Saura (1964),
Nutidsmadleri _fran Australien (1965), Fulio Le Parc (1969), Warmwind
— amerikanska realister (1970), Stockwell Depot. 8 engelska skulptorer frin
London (1970), 12 spanjorer (1970), Latinamerikaner (1971), Kritisk rea-
lism (1 samarbete med Galerie Poll, Vastberlin) (1974) och Ny brittisk
konst (1978). En forskjutning 1 intresset, fran den tidiga moder-
nismens franska konst till den informella konsten 1 Spanien och
Italien 4r mérkbart, liksom ett 6kat intresse for amerikansk abstrakt
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ART FROM ABROAD IN THE GOTHENBURG ART GALLERY
AND THE GOTEBORG MUSEUM OF ART

Important for the new trends that appeared in Gothenburg art in the
1960s, not least at Valand, are the exhibitions shown in the city featur-
ing art from abroad. In the 1950s, the G6teborg Museum of Art and the
Gothenburg Art Gallery had likewise taken care to show international
art. But the 1960s still meant an opening of a window to the world. In the
Gothenburg Art Gallery and the Goteborg Museum of Art American art
was shown as well as art from South America, Southern Europe, Great
Britain and the other Nordic countries. This especially applies to the
Gothenburg Art Gallery, which under the direction of Carl-Erik Ham-
marén, thanks to his many contacts, was turned into a vital meeting place.
There were also several exhibitions with artists from abroad at Galleri 54,
for example, the Polish Tadeusz Kantor in 1960, an artist working in the
spirit of spontaneism.

Examples of exhibitions with art from abroad at the Goteborg
Museum of Art during this time are Luciano Minguza (1962), Sculpture in
Germany after 1950 (Skulptur i Tyskland effer 1950 1962), Mark Tobey (1963),
Fulle Nielsen (1965), Op and Pop (Op och Pop 1966), Roberto Matta (1968),
César (1969), Modern Irish Fuinting (Modernt irlindskt maleri1969), Foseph Beuys
(1969-1970), Eduardo Paolozz (1970) and Nine Young from Austria (Nio unga
fran Osterrike 1974). In the Gothenburg Art Gallery the following exhibi-
tions were shown: Young Spanish Fainters (Unga spanska mdlare 1960), Modern
American Painting 1932-1958 (Modernt amerikanskt maleri 1932-1958 1960),
Contemporary Art from Argentina (Nutida konst frin Argentina 1962), 6 Italans.
Afro, Burri, Capogrossi, Dorazio, Fontana, Turcato (6 itakenare 1963), Fackson
DPollock (1963), Antomio Saura (1964), Contemporary Fainting from Australia
(Nutidsmaler: fran Australien 1965), Fulio Le Farc (1969), Warmwind — American
Realists (Warmwind — amerikanska realister 1970), Stockwell Depot. 8 English
Sculptors from London (Stockwell Depot. 8 engelska skulptorer frén London 1970), 12
Spaniards (12 spanjorer 1970), Latin Americans (Latinamerikaner 1971), Critical
Realism ( Kritisk realism 1974, in collaboration with Galerie Poll, West Berlin)



expressionism och popkonst. Detta var ocksd en tid nér konstin-
tresserade borjade resa fran Goteborg till Louisiana 1 Humlebzk 1
Danmark, dir det sedan 1958 fanns ett museum fér modern konst
med inriktning mot bland annat just informellt maleri, abstrakt
expressionism och popkonst.

Under 1970-talet vindes blickarna 6sterut pa Konstmuseet och
Konsthallen. 1971 visades utstéllningen Aktuellt frin Polen med maleri
och skulptur 1 Konsthallen och grafik och affischer 1 Konstmuseet.
Samma ar visades den ryske skulptéren Ernst Neizvestny pa Konst-
hallen. 1972 kunde goteborgarna se konstruktivistisk arkitektur
fran tiden efter ryska revolutionen pa Konstmuseet pa utstillning-
en Revolutionsarkitektur. Sovjetunionen 1917-1932. Tjeckiskt avantgarde
1900-1939var titeln pa en utstillning pa Konstmuseet 1973. Samma
ar genomfordes de sovjetiska kulturdagarna med grafik och konst-
hantverk pa Konstmuseet och Rohsska museet. 1976 visades den
polske skulptéren Wladyslaw Hasior pa Konsthallen. Dar visades
ocksa maleri, teckning och grafik av den jugoslaviske konstndren
Vladimir Velickovic samma ar. Decenniet avslutades med utstall-
ningen Tre konsinéirer frin DDR pa Konsthallen (1979), med Bernhard
Heisig, Harald Metzkes och Werner Tiibke. 1970-talet férde med sig
en annan syn pa vad som var av virde. Hierarkin mellan centrum
och periferi utmanades. Andra platser an Paris, New York och Stock-
holm framstod som intressanta.

KOMMUNALISERINGEN AV KONSTMUSEET

I samband med kommunaliseringen av Goéteborgs konstmuseum
inférlivades Konsthallen, som tidigare drivits av Goteborgs Konst-
foérening, med Konstmuseet fran januari 1967. Konstféreningen hade
kvar ett kontor 1 Konsthallens lokaler men utstillningsverksam-
heten skoéttes av Konstmuseet. Hammarén slutade som intendent
1968 men stannade som medarbetare till 1972. 1967 utsags Konst-
museets intendent Nils Ryndel (1917-2008) till utstallningsintendent
for Konsthallen. Bo Sarnstedt (f. 1926) 6vertog den posten 1972.1
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and New British Art (Ny brittisk konst 1978). A shift in interest, from early
modernism’s French art to informal art in Spain and Italy is noticeable, as
is an increased interest in American abstract expressionism and pop art.
This was also a time when people interested in art started to travel from
Gothenburg to the Louisiana Museum of Modern Art in Humlebak in
Denmark, since 1958 a museum for modern art with the focus on, among
other things, informal painting, abstract expressionism and pop art.

During the 1970s, interest was directed east to the G6teborg Museum
of Art and the Gothenburg Art Gallery. In 1971 the exhibition Topical from
DPoland (Aktuellt fran Polen) was shown, with painting and sculpture in the
Gothenburg Art Gallery and graphic art and posters at the Museum of
Art. The same year the Russian sculptor Ernst Neizvestny was shown in
the Gothenburg Art Gallery. In 1972, the people of Gothenburg could see
constructivist architecture from post-revolution Russia at the Museum of
Art in the exhibition Revolutionary Architecture. The Soviet Union 1917-1932
(Revolutionsarkitektur. Sovjetunionen 1917-1932). Czech Avant-garde 1900-
1939 (Tjeckiskt avanigarde 1900-1939) was the title of an exhibition at the
Museum of Art in 1973. The same year, Soviet Culture Days were ar-
ranged, with graphic art and arts and crafts at the Museum of Art and the
Rohsska Museum. In 1976, the Polish sculptor Wladyslaw Hasior was
shown in the Gothenburg Art Gallery. There were also paintings, draw-
ings and graphic art by the Yugoslav artist Vladimir Velickovic shown
the same year. The decade ended with the exhibition Three Artists_from
GDR (Tre konstniirer fran DDR) in the Gothenburg Art Gallery (1979),
with Bernhard Heisig, Harald Metzkes and Werner Tibke. The 1970s
brought a different view of what was of value. The hierarchy between the
centre and the periphery was challenged. Other places besides Paris, New
York and Stockholm were seen as interesting.

TURNING THE GOTEBORG MUSEUM OF ART INTO A MUNICIPAL INSTITUTION

In connection with the Géteborg Museum of Art turning into a museum
owned by the municipality, the Gothenburg Art Gallery, which had earlier
been run by the Gothenburg Society of Arts (Goteborgs Konstforening),



1969 tilltradde Karl-Gustaf Hedén (1917-2001) som museichef och
stannade till 1982.

1968 fick Konstmuseet en tillbyggnad, den senare sa kallade Falk-
hallen och etagerna, innefattande en ny entré. Tillbyggnaden, ritad
av Rune Falk och White arkitektkontor, erbjod utvidgade lokaler for
tillfélliga utstillningar. Den gjorde det ocksd mgjligt att visa en storre
del av samlingen. Med en direktpassage in 1 museet fran Goétaplatsen
ville ddvarande museichefen Alfred Westholm (1904-1996, chef
1947-1969) 6ka Konstmuseets tillgéinglighet.”

PLAST, MULTIKONST OCH ENVIRONMENT

Plast blev ett allt vanligare material inom tillverkningsindustrin un-
der 1960-talet och konstnéirerna var inte sena med att utnyttja dess
egenskaper konstnarligt. I Goteborg fanns skulptéren Claes Hake
(f. 1945), utbildad vid Valand, som vid sidan av arbeten i lera och
brons borjade experimentera i det nya materialet. 1969 gjorde han en
hornformad skulptur i polyester, malad i1 den amerikanska flaggans
farger, som utsmyckning till ett hyreshus. Skulpturen ansdgs dock for
kontroversiell och projektet stoppades. !

Samma dr gjordes utstallningen Plasten i konsten pa Galleri Carneol
pa Sodra Vigen, med bland manga andra konstnirer César, Sten
Eklund, Sixten Haage, Sven Hoéglund, Sandra Ikse (Bergman), Si-
vert Lindblom, Anna Sj6dahl, Kjartan Slettemark och Hardy Strid,
en utstdllning som tog sin utgangspunkt 1 detta materials sarskilda
uttrycksmojligheter.

Men 1960- och 1970-talen innebar ocksa framtridandet av nya
former av skulptur 1 andra avseenden. Inom den offentliga konsten
blev miljogestaltning ett nytt begrepp, inte minst i de nya foérorter
som vixte upp. En ny typ av utsmyckningar, 1 hogre grad integre-
rade med arkitekturen, tog form, men ocksa konstprojekt i form av
undersokningar av befintliga miljéer. I en bilaga till Faletten nummer
3 1970 publicerades en dokumentation av projektet Berika mifjon, som
visades pa Galleri Carneol, utfért av Elvy Engelbrektsson (f. 1936),
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was Incorporated into the Museum of Art as of January 1967 The
Gothenburg Society of Arts still had an office on the Gothenburg Art
Gallery’s premises but the exhibition work was run by the Museum of
Art. Hammarén stepped down as curator in 1968 but stayed on as a mem-
ber of staff until 1972. In 1967 the Museum of Art’s curator Nils Ryndel
(1917-2008) was appointed curator of exhibitions at the Gothenburg
Art Gallery. Bo Sarnstedt (b. 1926) succeeded to the position in 19721
In 1969, Karl-Gustaf Hedén (1917-2001) took over as director of the
museum and stayed until 1982.

In 1968 the Goteborg Museum of Art had an annexe added, later
known as Falkhallen and Etages, including a new entrance. The annexe,
designed by Rune Falk and White Architects, offered more space for tem-
porary exhibitions. It also made it possible to show a larger part of the col-
lection. A direct passage into the museum from Gétaplatsen allowed the
director at the time, Alfred Westholm (1904-1996, director 1947-1969),
to increase accessibility to the museum.'

PLASTIC, MULTI ART AND ENVIRONMENT

Plastic became an increasingly common material in the manufacturing
industry in the 1960s and artists were not slow to use its qualities and
characteristics artistically. In Gothenburg, there was the sculptor Claes
Hake (b. 1945), trained at Valand, who alongside his works in clay and
bronze started to experiment with the new material. In 1969, he made
a horn-shaped sculpture in polyester, painted with Stars and Stripes, as
decoration for an apartment block. The sculpture was, however, regarded
as too controversial and the project was stopped.'®

The same year the exhibition Plastics in Art (Plasten i konsten) was
arranged at Galleri Carneol on Sédra Vigen, including, among many
other artists, César, Sten Eklund, Sixten Haage, Sven Hoglund, Sandra
Ikse (Bergman), Sivert Lindblom, Anna Sj6dahl, Kjartan Slettemark and
Hardy Strid, an exhibition which took its starting point in the materi-
al’s particular expressive qualities. But the 1960s and 1970s also meant
the emergence of new forms of sculpture in other forms. Within public



Agneta Goes (f. 1938) och Angela Utbult (f. 1940), ett exempel pa
konstnirernas intresse f6r vardagsmiljéer. Skulptorerna 6vergav den
modernistiska autonoma och ”platslésa” skulpturen (med Rosalind
Krauss term) for rumsliga konstruktioner, installationer och environ-
ment, det vill siga skulptur som f6rholl sig medvetet till eller skapa-
des direkt for ett visst rum.” Ett exempel pa sadana totalinstallationer
ar Gosta Silléns (f. 1935) utstallning E#t bygge pa Konsthallen 1969,
med skulpturer 1 billiga material som helt omskapade rummet. Det
innebar ocksa att relationen till publiken omdefinierades. Besokarna
vandrade runt inne 1 konstverket, snarare an att kontemplera det
pa avstand. Pa Konsthallen visades under 1970 Stockwell Depot — 8
engelska skulptorer fran London, med orientering mot minimalism och
nya rumsliga uttryck. Att utstéllningen kom fran England var ingen
tillféllighet. Dels fanns det sedan linge upparbetade kontakter mellan
London och Géteborg, dels fanns det ett intresse 1 Goteborg for vad
som hdnde i den brittiska konsten. Naturligtvis fanns det aven skulp-
torer som arbetade 1 en mer traditionell anda, som Jerd Mellander
(1934-1992) med sina bronsfigurer.

Nagot som diskuterades mycket 1 mitten av 1960-talet var multi-
konst. Begreppet presenterades 1 Konstframjandets, Riksutstillning-
ars och Sveriges Radio/TV:s landsomfattande utstallningar Mult:-
konst (1967) och Multi 69, atfoljda av konstkritikern Kristian Romares
(f. 1926) introduktion 1 TV. Tanken var att sprida konsten genom
massproduktion. 100 konstverk av 100 konstndrer visades pa 100
orter samtidigt. Initiativet bade hyllades och vackte férargelse da det
ansags banalisera konsten. Av Folke Edwards (f. 1930), redaktor for
Faletten 1957-1967, samt aterigen 1969-1972, kritiserades projektet 1
en ledare 1 tidskriften for att vara en konventionell grafik- och sma-
skulpturutstéllning. Misslyckandet sades bero pa att utstallningsar-
rangorerna inte fattin tillrdckligt manga intressanta forslag fran konst-
nérerna. I polemik med ledningen fér Valand skriver Edwards:

Vad gor t ex lararna vid vara konstskolor? Varfor intresserar de sig inte for att introducera
nya material och tekniker, anpassade fér multiframstillning. Varfor 4r de inte ména om
att frén sin kant aktivt medverka till en mer demokratisk kulturkonsumtion (dven om de,
hoppas man, bara undantagsvis 4r sé reaktionéra som Tore Ahnoff pa Valand, som ansig
multikonstutstillningen vara en "onédig féroldmpning mot gamla géteborgare’ vana att ’se

konst’ pa sitt museum).®
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art site. specificity became a new concept, not least in connection to the
new suburbs that were taking shape. A new form of public art, more
greatly integrated into the architecture, took shape, but also art projects
in the form of investigations of existing environments. A supplement to
Faletten number 3 1970 included documentation of the project Enrich the
Environment (Bertka miljon), shown at Galleri Carneol and carried out by
Elvy Engelbrektsson (b. 1936), Agneta Goés (b. 1938) and Angela Utbult
(b. 1940), an example of the artists’ interest in everyday environments.
Sculptors abandoned the modernist autonomous and ‘siteless’ sculpture
(using Rosalind Krauss’s term) for spatial constructions, installations
and environments, that is, sculpture that consciously related to or was
directly made for a certain space.”” One example of such total art installa-
tions is Gosta Sillén’s (b. 1935) exhibition 4 Construction (Ett bygge) in the
Gothenburg Art Gallery in 1969, with sculpture in cheap materials that
completely reshaped the room. The relationship between the audience
and the artwork was also redefined. The visitors walked about inside the
piece, instead of contemplating it from a distance. In the Gothenburg Art
Gallery Stockwell Depot — 8 English Artists from London was shown in the 1970s,
oriented towards minimalism and new spatial expressions. It was no co-
incidence that the exhibition came from Britain. There had been well-es-
tablished contacts between London and Gothenburg for a long time, and
there was an interest in Gothenburg about what was happening in British
art. Of course, there were also sculptors working in a more traditional way,
like Jerd Mellander (1934-1992) with her expressionist bronze figures.

Something that was much discussed in the mid-1960s was multi
art. The concept was presented in the nationwide exhibitions Multi Art
(Multikonst 1967) and Multi 69, sponsored by the Society for Promotion of
Art (Konstframjandet), Swedish Travelling Exhibitions (Riksutstéllningar)
and Swedish Radio/T'V, and accompanied by art critic Kristian Romare’s
(b. 1926) introduction on TV. The idea was to spread art through mass
production. One hundred works of art by 100 artists were shown in 100
localities at the same time. The initiative was both applauded and caused
chagrin as it was thought to trivialize art. The project was criticized by
Folke Edwards (b. 1930) - editor of Faletten 1957-1967, and again 1969-
1972 - in a leader in the magazine of being a conventional exhibition of
graphic art and small-sized sculpture. The failure was attributed to not
receiving enough interesting proposals from the artists. In polemics with
the direction of Valand, Edwards writes:



Att fora ut konsten till en bredare publik var en idé som vid den
hir tiden fick ett stort genomslag i kulturdebatten. Demokratisering
var 1960-talets honnorsord, fran Ulf Lindes (f. 1929) essabok Spejare
(1960) och Bengt Nermans (f. 1922) debattbok Demokratins kultursyn
(1962), utstallningen Rorelse 1 konsten pa Moderna Museet (1961) och
den stora konstdebatten (1962) till 1968 ars studentrevolt.” For kon-
stens del handlade det & ena sidan om att bryta ner konstverkets
granser med avseende pa medier och genrer, 4 andra sidan om att
gora konsten mer tillgénglig f6r publiken.

Marshall McLuhan (1911-1980), med sina teorier om teknologin
som utbyggnad av manniskans nervsystem och sin sentens "mediet
ar budskapet”, var husteoretikern fér dagen. Konstndrerna talade
om strukturer och skissade pa teknologiska utopier. Den forsta dator-
konsten skapades. Experimenten med kinetiska skulpturer, elektron-
musik, plexiglas, fargfilter och ljusprojektioner utmynnade i det sena
1960-talets psykedeliska rérelse. Det var optimismens tid, fére upp-
vaknandets och konfrontationernas 1968. Symptomatiskt var att de
utopiska teknikfantasierna emellanat kunde anta skepnaden av total-
itdra Overvakningssamhallen, o6verblickbara strukturer som man-
niskan var fingad 1. Tva svar pa detta tillstand var tdnkbara: politisk
handling eller inatvand reflektion. Man kunde se exempel pa bada i
Goteborgskonsten under detta skede.

SVENSK KONST PA KONSTHALLEN

Konsthallen visade inte bara internationell utan ocksa svensk samtids-
konst. Konstnarer med koppling till Géteborg, som Palle Pernevi, Carl-
Erik Hammarén, Bérge Hovedskou, Tor Bjurstrom, Endre Nemes
och Gosta Sillén, stilldes ut under 1960-talet. Hammarén gjorde en
rad grupputstillningar pa Konsthallen med Goteborgskonstndrer som
Ung Giteborgskonst (1962) och Nio Goteborgsmalare (1966), Vistsvenskt 68
(1968) och 8 st (1968). Darutéver visades Valands elevutstallningar
hir och den sa kallade Decemberutstéllningen, en jurybedémd salong.
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What, for example, are the teachers at our art schools doing? Why are they not interested in
introducing new materials and techniques, adapted to producing multi art. Why don’t they use
their position to actively contribute to a more democratic consumption of culture (even if they,
one hopes, are only as an exception as reactionary as Tore Ahnoff at Valand, who viewed the
multi art exhibition as an ‘unnecessary insult to people from Gothenburg’ used to ’seeing art’

at their museum).'®

To bring art before a wider audience was an idea which had great impact
on the culture debate. Democratization was the word of prestige in the
1960s, from Ulf Linde’s (b. 1929) book of essays Spejare (Reconnaissance
Scout, 1960) and Bengt Nerman’s (b. 1922) debating book Demokratins
kultursyn (The Cultural View of Democracy, 1962), the exhibition Move-
ment in Art (Rorelse 1 konsten) at the Moderna Museet (1961) and the big
debate on art (1962) to the student revolts of 1968." Regarding art, the
discussion was all about, on the one hand, breaking down the borders for
artworks with regard to media and genre, and on the other, making art
more accessible to the public.

Marshall McLuhan (1911-1980), with his theories about technology
as an extension of the human nervous system and his maxim ‘the me-
dium is the message’, was the popular theorist of the day. Artists spoke of
structures and made sketches of technological utopias. The first compu-
ter art was created. Experiments with kinetic sculpture, electronic music,
Plexiglas, colour filters and light projections emanated into the late 1960’s
psychedelic movement. It was the time of optimism before the awakening
and confrontation of 1968. Symptomatic were the utopian technological
fantasies, which at times could take the form of totalitarian Big brother
society, unsurveyable structures where man was caught. Two ways of re-
sponding to this state of things were possible: political action or introvert
reflection. Examples of both could be seen in Gothenburg art during this
phase.



1962 visade Elis Ernst Eriksson (1906-2006) och Per Olof Ultvedt
(1927-2006) assemblage och kinetiska skulpturer pd en publik-
dragande utstéllning (pa Konsthallen) som tog Goéteborgs konstliv
pa sangen. Goteborgskolorismen och Nemesmodernismen utmana-
des av den 6ppna estetiken. P en vilbesokt debatt pa Konsthallen,
ledd av Gosta Andrén (f. 1920) med Per Palme (1914-1983) och Ulf
Linde som deltagare, stilldes fradgan: kan vad som helst vara konst?
Uppfattningarna gick isar. Detta var nagra manader fére det att "den
stora konstdebatten” drog igang pa kultursidor och 1 kulturtidskrifter,
med utgangspunkt 1 inkdpspolitiken pd Moderna Museet. Hamma-
rén fangade upp en hégaktuell estetisk diskussion, redo att brisera.

Under andra halvan av 1960-talet blandades politiken allt oftare
in 1 den 6ppna estetiken. 1967 byggde Lena Svedberg (1946-1972)
och Lars Hillersberg (1937-2004) sin "mekanoteater” Dom ger visst en
véstern pé TV 1 kvdll - en satir riktad mot president Lyndon B Johnson
och USA:s krig 1 Vietnam - pa Konsthallen, ackompanjerad av Bo
Ullenius samling av westernattiraljer. Hillersberg och Svedberg kon-
struerade en stor svart plastlida, pdminnande om en TV, dér en
mekanisk teater med figurer gick runt i ultrarapid. Ovanfér mekano-
teatern satt Frihetsgudinnan bestrédd med doédskallar. Till det hela
fogades ljudeffekter for att gora allkonstverket komplett.?

Vid sidan av experiment och politisk satir utvecklades nyrealis-
men till en av de mest tongivande riktningarna i den svenska konsten
under 1960- och 1970-talet. Nagra omtalade nyrealister visade upp
sig 1 Goteborg pa utstallningarna Folk, fin, fordon (Konsthallen 1968).
Det var Gert Aspelin, Ola Billgren, Hans Hamngren, Bo Hultén,
Anna Sj6dahl och Ulf Wahlberg. Vistsvenskt 68, med Gosta Sillén,
Roj Friberg, Walter Bengtsson, Rune Bergstrom, Erland Brand, Joe
Hedlund, Sven-Erik Johansson, Bernt Jonasson, Folke Lind, Ivar
Lindékrantz, Bertil Malmstedt, Bror Stawe, Lars-Erik Strom, Bo
Sallstrém och Gunnar Thorén, innehdll verk 1 nyrealistisk riktning.
Tal i sak (1969), med Peter Dahl, Ake Nilsson, Gerhard Nordstrém,
Jacques Zadig och Ulla Zimmerman, var mer konfrontatorisk 1 sitt
politiska innehdll men formspraket var 6vervagande nyrealistiskt.
Nagra tongivande nyrealister, ndrmare bestimt Ola Billgren, Jan
Hafstrom, Tord Lager, Peter Tillberg och Ulla Wiggen, visades pa
utstillningen Ndrvarande pa Konsthallen (1970). De tva nyrealisterna
Lars-Gosta Lundberg och Ulf Wahlberg gjorde utstillningen Tudsbil-

4‘0 FI1G. 17. Elis Eriksson och Per Olof Ultvedt framf6r deras Foseidon-parafras pa Konsthallen, Géteborg
9 januari 1962 /Elis Eriksson and Per Olof Ultvedt in front of their Phseidon paraphrase at the
Gothenburg Art Gallery 9 January 1962. Foto / photo: Kamerareportage.
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SWEDISH ART AT THE GOTHENBURG ART GALLERY.

The Gothenburg Art Gallery did not show only international art but also
Swedish contemporary art. Artists with some connection to Gothenburg,
such as Palle Pernevi, Carl-Erik Hammarén, Bérge Hovedskou, Tor
Bjurstrom, Endre Nemes and Gosta Sillén, were shown in the 1960s.
Hammarén made a number of group exhibitions at the Art Gallery with
Gothenburg artists, such as Young Gothenburg Art (Ung Goteborgskonst 1962)
and Nine Gothenburg Fainters (Nio Goteborgsmalare 1966), West Swedish 68
(Vastsvenskt 68 1968) and 8 Contributors (8 st 1968). In addition, Valand’s
student exhibitions were shown here and the December Exhibition ( December-
utstéllningen), a salon judged by a jury.

FIG.17 In 1962, Elis Ernst Eriksson (1906-2006) and Per Olof Ultvedt
(1927-2006) showed assemblage and kinetic sculpture at an audience-
attracting exhibition (in the Gothenburg Art Gallery) that caught the
Gothenburg art scene unawares. Gothenburg colourism and Nemes’s
modernism were challenged by the open aesthetics. At a well-attended

Fig.18 debate in the Gothenburg Art Gallery, led by Gosta Andrén (b. 1920)
with Per Palme (1914-1983) and Ulf Linde as participators, the question
was asked: can anything be art? The opinions differed. This was a few
months before ‘the Big Art Debate’ was begun on cultural pages and in
cultural publications, starting with the acquisition policy at the Moderna
Museet. Hammarén seized upon a very topical aesthetic discussion, on
the verge of exploding.

During the second half of the 1960s, politics were more and more
often mixed with open aesthetics. In 1967, Lena Svedberg (1946-1972)
and Lars Hillersberg (1937-2004) built their ‘mechano theatre’ I Think
They’re Showing a Western on TV tonight (Dom ger visst en véistern pé TV i kvdl)
— a satire aimed at president Lyndon B Johnson and the US’s war in
Vietnam - at the Art Gallery, accompanied by Bo Ullenius’s collection of
things from the American West. Hillersberg and Svedberg constructed a
large black plastic box, reminiscent of a TV, where a mechanical figure
walked around in slow motion. Above the mechano theatre sat the Statue

FI1G. 18. Carl-Erik Hammarén och Gésta Andrén pa debatten om konstbegreppet pa Konsthallen, Goteborg
26 januari 1962 / Carl-Exik Hammarén and Gésta Andrén at the debate on the concept of art at the
Gothenburg Art Gallery 26 January 1962. Foto / photo: Kamerareportage.




der pa Konsthallen 1972. Jan Hafstrom och Olle Kaks stillde ut pa
Konsthallen 1974.

Nyrealismen speglar forskjutningen fran utopiska experiment till
ett intresse for vardagen och verkligheten omkring oss, med avse-
ende pa saval psykologiska som sociala och politiska aspekter. Den
medforde 1 flera fall ocksd en vindning mot det inhemska, d&ven om
nyrealismen var en internationell foreteelse.

SKANDAL PA KONSTHALLEN

Aren runt 1970 gjordes flera samtidskommenterande utstéllningar
pa Konsthallen. Uppf6ljaren till den romantiskt fargade grupputstall-
ningen Skdoont (1969) hade rubriken Skréck. Fran specialisten Hieronymas
Boschs helvete dver Arnolds monsterland till Peter Dahls bilder av Svenssons
dngest (1970). Den tog sig an temat skrick, skildrad genom bade his-
toriska och samtida 6gon. Utstillningen inneholl verk av Ragnhild
Ahlén, Hans Arnold, Hieronymus Bosch, Pieter Brueghel, Jacques
Callot, Peter Dahl, Ann Margret Dahlquist-Ljungberg, Ake Hedman,
Max Klinger, Folke Lind, Sture Nilsson och Kaj Storm. Utstallnings-
katalogen utformades som en nyhetstidning med svarta rubriker.
Skréck har 1 efterhand mest blivit thigkommen for en ratts-
skandal. Den 11 december 1970 gick polisen, pa order av kammar-
aklagare Erik Ekstrom, in 1 Konsthallen och beslagtog Peter Dahls

malning Liberalismens genombrott 1 societeten, nr 14 1 sviten Drimmar i FiG.19

soffhornet, under pagaende utstillning. Detta efter att en upprord be-
sokare hade gjort en anmélan. Malningen ansags stotande eftersom
prinsessan Sibylla (malad efter ett foto 1 Veckojournalen) avbildats med
klanningen uppdragen, medan en kavaljer bredvid henne blottar sitt
erigerade kon.

Bildsviten skildrar ett medelklasspar som sitter hemma 1 vardags-
rummet och fantiserar om det glamordsa livet 1 de fina salongerna,
dar prinsessan Sibylla fungerar som en representant for éverklassen
1 parets forestdllningsvarld. Bildsviten hade tidigare visats pa Galleri
Prisma 1 Stockholm, dd utan att nagot ingripande fran polismakten
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of Liberty covered in skulls. To this were added sound effects to make the
total artwork complete.?’

Alongside experiments and political satire,newrealism developed into
one of the most dominating trends in Swedish art during the 1960s and
1970s. Some new realists of renown showed their work in Gothenburg at
the exhibition Feople, Swine, Vehicles (Folk, fin, fordon) (the Gothenburg Art
Gallery 1968). They were Gert Aspelin, Ola Billgren, Hans Hamngren,
Bo Hultén, Anna Sjédahl and Ulf Wahlberg. West Swedish 68, with
Gosta Sillén, Roj Friberg, Walter Bengtsson, Rune Bergstrém, Erland
Brand, Joe Hedlund, Sven-Erik Johansson, Bernt Jonasson, Folke Lind,
Ivar Lindékrantz, Bertil Malmstedt, Bror Stawe, Lars-Erik Strom, Bo
Séllstrém and Gunnar Thorén, included works along new realist lines.
Comment on the Matter (Tal i sak 1969), with Peter Dahl, Ake Nilsson,
Gerhard Nordstrém, Jacques Zadig and Ulla Zimmerman, was more
confrontational with its political content, but the use of form and shape
was largely new realist. Some leading new realists, that is Ola Billgren,

Jan Hafstrom, Tord Lager, Peter Tillberg and Ulla Wiggen, were shown

at the exhibition Being Present (Nirvarande) at the Gothenburg Art Gallery
1970. The two new realists, Lars-Gosta Lundberg and Ulf Wahlberg,
made the exhibition Images of the Times ( Tidsbilder) at the Gothenburg Art
Gallery 1972. Jan Hafstrém and Olle Kéks exhibited in the Gothenburg
Art Gallery 1974.

New realism mirrors the shift from utopian experiments to an inter-
est in the everyday and the reality around us, regarding psychological
as well as social and political aspects. In several cases it also implied a
shift towards the domestic, even though new realism was an international
trend.

SCANDAL IN THE GOTHENBURG ART GALLERY

During the years around 1970 there were several exhibitions in the
Gothenburg Art Gallery commenting on contemporary society. The se-
quel to the group exhibition Niice (Skoont 1969), tinted by romanticism,
had the title Horror. From the Specialist Hieronymus Bosch’s Hell over Arnold’s
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Monster Land to Feter Dahl’s Images of the Common Man’s Fears (Skréick. Frin
specialisten Hieronymus Boschs helvete Gver Arnolds monsterland till Peter Dahls bil-
der av Svenssons dngest 1970). It focused on a horror theme, seen through
both historical and contemporary eyes. The exhibition included works
by Ragnhild Ahlén, Hans Arnold, Hieronymus Bosch, Pieter Brueghel,
Jacques Callot, Peter Dahl, Ann Margret Dahlquist-Ljungberg, Ake Hed-
man, Max Klinger, Folke Lind, Sture Nilsson and Kaj Storm. The exhibi-
tion catalogue was designed as a newspaper with black headings.
Horrorhas, in retrospect, been remembered mostly for a legal scandal.
On 11 December 1970 the police entered the Gothenburg Art Gallery, by
order of the public prosecutor Erik Ekstrom, and confiscated Peter Dahl’s
FIG.19 painting The Breakthrough of Liberalism in High Society, number 14 from the
suite Dreams in the Corner of a Couch (Drommar i soffhirnet), during an ongoing
exhibition. This occured after an upset visitor had made a report to the
police. The painting was considered offensive because the princess Sibylla
(painted from a photograph in the magazine Veckojournalen) is depicted
with her dress pulled up, while a suitor next to her exposes his erect sex.
The suite of paintings shows a middleclass couple sitting at home
in their living room fantasizing about the glamorous life in high society,
where the princess Sibylla represents the upper class in the imagination
of the couple. The suite of paintings had been shown earlier at Galleri
Prisma in Stockholm, at that time without any interference from the au-
thorities taking place. The chief prosecutor started a preliminary inquiry
to investigate if the responsible curator, Carl-Erik Hammarén, would be
prosecuted for an infringement of the law. Criteria of artistic quality were
brought to a head, as the work could not be judged to be pornographic
and illegal if the artistic quality was guaranteed. After Tore Ahnoff was
called in as an expert on art and vouched for the artistic quality of the
work, the investigation was closed. On 24 April 1971 the painting was
returned to the artist. Sixteen years later, in 1987, it was bought by the
Goteborg Museum of Art.!

F1G. 19. Besokare begrundar Peter Dahls skandaltavla Liberalismens genombrott i societeten pa utstallningen Skrick
p4 Konsthallen, Géteborg 1970 / Visitors contemplate Peter Dahl’s scandal painting
The Breakthrough of Liberalism in High Society at the exhibition Horror at the Gothenburg Art Gallery 1970.
Foto / photo: Kamerareportage.




skett. Overaklagaren inledde en férundersékning for att utreda om
den ansvarige intendenten Carl-Erik Hammarén skulle kunna stéllas
till svars for lagbrott. Kriterier pa konstnarlig kvalitet stdlldes pa sin
spets, eftersom verket inte kunde anses pornografiskt och olagligt om
dess konstndrliga kvalitet var sakerstélld. Efter att Tore Ahnoff anli-
tats som konstexpert och intygat verkets konstnérliga kvalitet lades
férundersokningen ned. Den 24 april 1971 lamnades tavlan tillbaka
till konstnaren. Sexton ar senare, 1987, koptes den in av G6teborgs
konstmuseum.*!

POLITISK RADIKALISERING

1960-talet innebar ett politiskt uppvaknande hos manga i den yngre
generationen, vilket ocksa satte sitt avtryck 1 konsten. Bocker som
Goran Palms (f. 1931) En ordttuis betraktelse (1966) och Indoktrineringen
av Sverige (1969), liksom Sara Lidmans (1923-2004) Gruva (1969),
bidrog till en férdndrad varldsbild.?> 1968 var studentrevoltens ar.
I Stockholm ockuperade studenterna sitt eget kdrhus 1 protest mot
studiereformen UKAS, som de ansdg innebar en storre toppstyrning
av undervisningen. Maoisterna vaxte 1 antal och 1 kulturspalterna var
Kinavinnen Jan Myrdal (f. 1927) en ledande debattér. De politiska
grupperingarnasmalte oftasamman med subkulturellauttryck. Under-
ground blev ett begrepp — for 6vrigt namnet pa en stoppad utstéllning
pa Lunds konsthall 1969, diar Goteborgsprofilen Folke Edwards da
var chef. Pa grund av politikernas ingrepp 1 verksamheten sade han
upp sig och dtervinde till Géteborg, dar han blev verksamhetsledare
pa Hagahuset och atervande till posten som redaktor for Faletten.

Till de viktigaste kulturella yttringarna under 1970-talet horde
den progressiva musikrorelsen, "proggen”, som raserade hierarkier-
na mellan amatdrer och professionella och var motstandare till kom-
mersialiseringen av musiken. En av proggens stora manifestationer
var det under maj till september 1977 turnerande Zéliprojekiet, med
ett hundratal aktérer fran olika musik- och teatergrupper runt om 1
landet. I projektet ingick férestallningen Vi dro tusenden, som gestal-

48 rie.20. Love Explosion spelar pa festivalen KomKom pi Gotaplatsen 8 juni 1970 / Love Explosion
performing at the KomKom festival at Gétaplatsen 8 June 1970. Foto / photo: Kamerareportage.

FIG.20




tade den svenska arbetarrorelsens historia sedan 1879. Goteborgare
som Ulf Dageby (f. 1944) och Totta Naslund (1945-2005), bada 1
Nationalteatern, och skulptéren Claes Hake, deltog 1 projektet som
kom till pa intiativ av just Nationalteatern.

Som tidigare patalats tog sig vansterrorelsen delvis andra uttryck
1 Goteborg dn 1 Stockholm och studentstiderna Lund och Uppsala.
KFML(r) flyttade fram sina positioner och utévade ett starkt infly-
tande 1 konstlivet. Kritiker som Torsten Bergmark och Leif Nylén f6r-
klarade varfor konstndrerna maste ta sitt sociala och politiska ansvar
under en debatt pa Konsthallen 1968: "som primir uppgift maste
konstniren se att genomfora det klasslosa samhillet och fa den undre
mannen att resa sig”, sade Bergmark.” Nylén hidvdade att konstnaren
maste sdga nej till att stilla ut pa gallerier. Konst och kultur far inte
som idag forbli de rika foérunnad, ansig de. Konstens ekonomiska
och sociala férutsattningar uppmarksammades, inte minst da konst-
nirens problematiska relation till det borgerskap som koper dennes
verk. For att sdkerstilla konstens oberoende maste konstnirerna
soka nya arenor och sammanslutningar, 16d slutsatsen. 1970-talet var
ocksa en tid av facklig kamp och en storhetstid f6r Konstnérernas
Riksorganisation (KRO).

En uppmirksammad hindelse 1 Goteborg var striderna kring
allaktivitetshuset 1 stadsdelen Haga 1972. Polisen ville stinga verk-
samheten eftersom de betraktade Hagahuset som ett knarkniste.
Diskussionerna ledde till att chefen Folke Edwards avskedades. Efter
att personalen opponerat sig mot att en annan anstilld sagts upp pa
grund av sitt drogmissbruk stingdes verksamheten helt. Storméten
och demonstrationer f6ljdes av ockupationen av Hagahuset 1 bérjan
av november. Polisen omringade huset men stdéddemonstranter slot
upp och sammandrabbningar utbrét. KFML(r) medverkade aktivt
under dessa demonstrationer och fragan om Hagahusets fortlevnad
blev politiskt laddad, sérskilt som raggare och hogerextremister gick
till attack mot demonstranterna. Stridigheterna fortsatte in pa nésta
ar tills aktivisterna erbjudits nya lokaler. I dessa startades allaktivi-
tetshuset Sprangkullen 1974.

De politiska diskussionernaikulturlivet och intresset for samhalls-
fragor satte dven sitt avtryck pa Konstmuseet som 6ppnades upp for
debattutstillningar och temadagar. Ett exempel pa det senare ar den
frén 1972 tll 1979 &rligt dterkommande invandrardagen Tulsammans,
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POLITICAL RADICALIZATION

The 1960s meant a political awakening for many of the younger generation,
which also left its imprint on art. Books such as Géran Palm’s (b. 1931) En
ordittuis betraktelse (An Unfair Reflection 1966) and Indoktrineringen av Sverige
(The Indcotrination of Sweden 1969), as well as Sara Lidman’s (1923-
2004) Gruva (Mine 1969), contributed to a changed view of the world.?*
The year 1968 was one of student revolts. In Stockholm, the students squat-
ted the building of their own student council in protest of the study reform
UKAS, which they thought meant more control of education from above.
Maoists increased in number, and on the cultural pages the China friendly
Jan Myrdal (b. 1927) was a leading debater. The political fractions often
merged with subcultural expressions. Underground became a concept -
and also the name of a an exhibition closed down at the Lund Art Gallery
(Lunds konsthall) in 1969, where at that time the Gothenburg profile Folke
Edwards was director. Because of the politicians’ meddling in the work,
he resigned and returned to Gothenburg, where he was appointed head at
Hagahuset and returned to the position as editor of Fuletten.

Among the most important cultural manifestations in the1970s was
the progressive movement in music, ‘proggen’, which levelled the hierar-
chies between amateurs and professionals and opposed the commerciali-
zation of music.

One of progressive music’s major manifestations was The Tent Project
(Léiltprojektet) which toured from May to September 1977, with some hund-
red participants from different music and theatre groups in the coun-
try. Included in the project was the performance We Are Thousands (Vi
diro tusenden), which portrayed the Swedish labour movement from 1897
and onwards. People from Gothenburg such as Ulf Dageby (b. 1944)
and Totta Naslund (1945-2005), both members of the music group
Nationalteatern, and the sculptor Claes Hake took part in the project,
which was started at the initiative of said Nationalteatern.

As has been pointed out earlier, the left movement developed partly
along different lines in Gothenburg than in Stockholm and the University



som syftade till att 6verbrygga klyftan mellan invandrare och svensk-
ar. Den var resultatet av ett samarbete med bland andra Fritidsavdel-
ningens invandrarverksamhet och Invandrarbyran. Pa Konstmuseet
pagick forestillningar och andra aktiviteter i etagerna. Tullsammans
dagen aterspeglar en ny syn pa den offentliga konstinstitutionen, inte
som ett avskilt rum f6ér kontemplation av konstverk, utan som ett
rum Oppet mot samhillet. 1970-talets kulturpolitik priaglades ocksa
av en vilja att gora konsten tillgénglig for fler, att géra publiken del-
aktig samt att med hjélp av kulturen "motverka kommersialismens
negativa verkningar”.?*

En av de mest uttalat politiska utstdllningarna under den hér
tiden var Valandselevernas Imperialismen dr en papperstiger, visad pa
skolans elevutstillning 1972 och aret darpa pa Galleri Maneten.
Under KFML(r):s paroller som ”klass mot klass” och "stod at
FNL” hade studenterna byggt upp en vildig tiger 1 papier maché
mot vilken bonder, arbetare och revolutionirer fran hela varlden
reste sig. Besokarna fordes in i utstdllningen genom tigerns mage
dar bilder och texter redogjorde for "ldget for arbetarklassen i de im-
perialistiska lainderna”® I KFML(r):s Marx-Engelshuset pa Farde
Langgatan anordnades under 1970-talet ocksa den arligen aterkom-
mande Rida Salongen pa tidskriften Roda Rappet:s initiativ. Men under
andra halvan av 1970-talet ebbade den viansterpolitiska vagen ut.
1980-talet och dess nya politiska vindar stod fér dérren. Goteborg
forandrades ocksa radikalt under dessa ar nér varvsindustrin i stort
sett forsvann.

TVA FORMER AV REALISM

1960-talet sdg realismens aterkomst, ett fenomen relaterat till pop-
konst, fotografi och film. Har kan man urskilja tva typer av realism.
Den ena var paverkad av den nya romanen och filmvagen i Frank-
rike. Genom att anvinda fotografier som forlaga upprittade den dis-
tans till motivet. Den andra formen av realism var politiskt inriktad
och didaktiskt effektiv 1 sitt uttryck. Den forsta formen av nyrealism
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towns of Lund and Uppsala. The KFML(r) strengthened its position
and exerted a strong influence on the art scene. Ciritics such as Torsten
Bergmark and Leif Nylén explained, during a debate in the Gothenburg
Art Gallery in 1968, why the artists had to take their social and political
responsibility: ‘as a primary task the artist must see to the implementation
of a classless society and make the bottom man rise up’, said Bergmark.*
Nylén claimed the artists had to say no to exhibiting at galleries. They
thought art and culture must not be, as is the case today, the privilege of
the rich. The economic and social prerequisites of art were noted, not
least the artist’s problematic relationship to the bourgeoisie who buy his
or her work. To ensure the independence of art, the artists must seek new
arenas and associations, was the conclusion. The 1970s was also a time
of union struggle and time of grandeur for the Swedish Artist’s National
Organization (Konstnirernas Riksorganisation, KRO).

Attracting much attention in Gothenburg in 1972 were the fights
around the multi-activity house in the district Haga. The police wanted
to close it because they viewed Hagahuset as a drug den. The discussions
led to the director Folke Edwards being fired. After the staff objecting
to another member of staff having been given notice because of drug
addiction, the activities were completely closed down. Grand meetings
and demonstrations were followed by squatting Hagahuset at the begin-
ning of November. The police surrounded the house, but supporters of
the demonstrators came to help and confrontations erupted. KFML(r)
actively contributed in these demonstrations and the question about the
continued existence of Hagahuset became politically charged, especially
as gangs of youths in cars and right wing extremists attacked the dem-
onstrators. The fights continued into the next year until the activists had
been offered new premises. In these the multi-purpose house Sprangkullen
was started in 1974.

The political discussions in cultural life and the interest in sociopoliti-
cal issues also made its imprint on the G6éteborg Museum of Art, which
was opened up to debate exhibitions and theme days, an example of
the latter being the annual immigrants days, from 1972 to 1979, Together
(Tallsammans), which aimed at bridging the gap between immigrants and
Swedes. They were the result of a collaboration between, among others,
the Recreation Department’s work for immigrants and the Immigrant
Services Bureau. At the Museum of Art there were performances, and
other activities in the Etages. The Together days reflects a new view of the
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public art institution, not seen as a separate space for contemplation of art
works, but as a space open toward society. The 1970’s culture policy was
also characterized by a will to make art available to everyone, to involve
the audience and to ‘counteract the negative effects of commercialization’
with the help of culture.*

One of the most markedly political exhibitions during this period
was the Valand students’ Imperialism Is a Paper Tiger (Imperialismen dir en
papperstiger), shown at the school’s student exhibition in 1972 and the
following year at Galleri Maneten. Under KFML(r) slogans such as
‘class against class’ and ‘support for FNL, the students had built an
enormous tiger in papier-maché against which farmers, workers and
revolutionaries from the whole world rose. The visitors were brought
into the exhibition through the stomach of the tiger, where pictures and
texts explained the ‘situation for the working class in the imperialist
countries’” In KFML(r)’s Marx-Engelshuset on Fjarde Langgatan, the
yearly recurring Red Salon (Roda Salongen) was also arranged during the
1970s at the initiative of the magazine Rida Rappet. But during the second
half of the 1970s, the leftwing-political wave petered out. The 1980s, with
its new political winds, was waiting around the corner. Gothenburg also
changed in a radical way during these years when the shipping yards
more or less disappeared.

TWO FORMS OF REALISM

The 1960s saw the return of realism, a phenomenon related to pop art,
photography and film. Here two types of realism can be discerned. One

was influenced by the New Novel and the film wave in France. By using
photographs as a basis, a distance to the subject was established. The oth-

er form of realism had a political aim and was didactically effective in its
expression. The first form of new realism was embodied in Gothenburg

artists such as Peder Josefsson (b. 1943) and Tord Lager (b. 1942). In his
paintings, Josefsson worked with film-like clips between different scenes,

Fic.21 while Lager’s figures, which were often leaving through a door, turned
FiG.4 their backs on the viewer. The more direct and engaging form of realism

FIG. 21, Peder Josefsson Vid det hiir bordet satt han | He Sat at This Table, 1969, akryl pd duk / acrylic on canvas,
100 x 105 cm. Goteborgs Stads kulturférvaltning / City of Géteborg Culture Administration.
Foto/ photo: Jan Dahlqvist, © Peder Josefsson/BUS 2009.




forkroppsligades 1 Goteborg av bland andra Peder Josefsson (f. 1943)
och Tord Lager (f. 1942). Josefsson arbetade 1 sitt maleri med filmiska
klipp mellan olika scener, medan Lager ldt figurer, som ofta var pa
vig ut genom en dorr, vinda ryggen at betraktaren. Den mer di-
rekta och engagerade formen av realism var sdrskilt stark 1 Géteborg,
med foretridare som Knud (1936-1996) och Solwei (1936-2001)
Stampe, Peder Josefsson (hans verk efter 1970) och Gunnar Thorén
(1931-2002).

Peder Josefsson borjade efter 1970 att skildra arbetarrérelsens his-
toria utifrdn Arbetarnas Idrottsférening (AIF). I arbetet med serien
Varvsmalmingar (1975) fick han mojlighet att rora sig fritt pa Uddevalla-
varvet och deltog dven 1 studieverksamhet och fackligt arbete. Varvs-
malningarna var deskriptiva till sin karaktdr men inneholl paskrifter
med underliggande kritik, som: ”Arbetaren forvintas offra sin halsa
for sin 16n” och ”Svetsarens jobb &r utsatt. Pafrestningar pa rygg och
leder - svetsrok”.

Knud Stampe, som under en tid var anstilld som SKF:s under-
sokande konstndr, tillhérde de konstnirer som hade koppling till
KFML(r). Han skapade realistiska tuschteckningar med stark preci-
sion, emellandt med kombinationer av flera scener i en bild och sur-
realistiska inslag som understrok bildernas budskap. Ofta avtecknar
sig figurerna mot en vit bakgrund. Bilderna kommenterar arbetarnas
utsatta situation, det svarta Amerika och USA s utrikespolitik. Aven
Solwei Stampe skildrade arbetet 1 hamnen 1 ett realistiskt bildsprak 1
malningar och teckningar men har senare skapat mer symbolistiskt
fargade bilder.

Réidda varven! Bilder om arbetet i hamnen och pa varven pa Konsthallen
(1978) fungerade som dokumentation, appell och samtidskommen-
tar i en tid priglad av nedldggningshot fér den 1 Goteborg sa viktiga
varvsindustrin. Pa utstallningen medverkade Sven Claesson, Eva
Dahlin, Tomas Ekvall, Goran Johansson, Berit Jonsvik, Bibi Lovell,
Sverre Lundgren, Valdemar Marberg, Ragnar Schmid och Georg
Strode.

Aven Kent Lindfors (f. 1938), som efter studier pi Konsthog-
skolan 1 Stockholm och en vistelse 1 Spanien 1965 under fem ar
arbetade 1 hamnen, skildrade denna milj6 1 ett realistiskt bildsprak,
men mindre politiskt fargat dn Josefsson och paret Stampe. Han in-
tresserade sig mer for miljéerna &n f6r arbetarna och hans bilder har

56  rie. 22.Knud Stampe, Tod figurer | Two Figures, ca 1968, bliick p4 liskpapper /ink on blotting-paper,
46 x 58,9 cm, Goteborgs konstmuseum / Goteborg Museum of Art.
Foto/ photo: Hossein Sehatlou.
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was particularly present in Gothenburg, with advocates such as Knud
(1936-1996) and Solwei (1936-2001) Stampe, Josefsson (his works after
1970) and Gunnar Thorén (1931-2002).

After 1970, Josefsson started to depict the history of the labour move-
ment using the Workers’ Sports Club (Abetarnas Idrottsférening, AIF) as
his subject. While working with the series Shipyard Fuintings ( Varvsmalningar
1975) he had the opportunity to move freely at the Uddevalla Shipyards
(Uddevallavarvet) and he also participated in study activities and un-
1on work. The shipyard paintings were descriptive in character but also
had writing on them with underlying criticism, such as: “The worker is
expected to sacrifice his health for his salary’ and “The welder’s work is
exposed. Strain on back and joints —welding smoke’.

Knud Stampe, who for a time was employed as the company SKF’s
Investigative artist, was one of the artists connected to KFML(r). He
created realistic ink drawings with marked precision, at times with com-
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binations of several scenes in one picture and surrealist elements which

FiG.22 emphasized the message of the images. The figures often appear against

a white background. The images comment on the workers’ exposed situ-

ation, black America and the US’s foreign policy. Solwei Stampe also

portrays the work in the harbour with a realistic pictorial language in
paintings and drawings, but has later on made more symbolic images.

Save the Shipyards! Images About the Work in the Docks and at the Shipyards

(Rédda varven! Bilder om arbetet i hamnen och pi varven) in the Gothenburg

Fia.23 Art Gallery (1978) served as documentation, appeal and comment on con-

temporary society in a time characterized by threats of closing down the

shipyard industry that was so important for Gothenburg. Sven Claesson,

Eva Dahlin, Tomas Ekvall, Goéran Johansson, Berit Jonsvik, Bibi Lovell,

Sverre Lundgren, Valdemar Marberg, Ragnar Schmid and Georg Stréde

participated in the exhibition.

Kent Lindfors (b. 1938) worked in the harbour for five years after

studying at the Royal University College of Fine Arts in Stockholm and a

stay in Spainin 1965. He portrayed this environment as well with a realistic

pictorial language, however, not as politically coloured as that of Josefsson

am OM ARBETET ( WNEN and the Stampe couple. He was more interested in the environments than

OCH PA VARVEN in the workers, and his images have an almost mystical touch, inspired as

they are by, among others, Francisco de Zurbardn’s painting. The results

are poetically vibrant images, which in later years have become more

abstract, with a double exposure of places and themes, such as the mouth

FIG. 23. Ragnar Schmid, katalogomslag till utstllningen Rédda varven! Bilder om arbetet i hamnen och pd varven,
Konsthallen, Géteborg 1978 / cover of catalogue for the exhibition Save the Shipyards! Inages about the
Work in the Docks and at the Shipyards, Gothenburg Art Gallery 1978,
© Ragnar Schmid/BUS 2009.



en ndarmast mystisk anstrykning, inspirerade som de dr av bland an-
nat Francisco de Zurbardns maleri. Resultatet dr poetiskt vibrerande
bilder som under senare ar blivit mer abstrakta, med en dubbelex-
ponering av platser och teman, som &lvens utlopp 1 Géteborg mot
spanska Guadalupe och Compostela. Redan 1 malningar som Den
rosa porten (1973-1974) och Pissekuren (1976) finns en ndrmast religios
upptagenhet vid platsens mystik, den nerslitna hamnmiljén vars skjul
och pissrannor kan leda tankarna till saval sjomansromantik som till
asketiska klosterceller. Som for att rena sig sjalv soker sig Lindfors, lik-
som Jean Genet eller Jean Dubuffet fére honom, till smutsen. Under
rostiga hamnkranar finner han Géteborgs genius loci — platsens ande.

Gunnar Thorén och Ake Nilsson (f. 1935) hér till de konstni-
rer vars verk inneh6ll kommentarer till samtida handelser. Bada ar-
betade i ett figurativt bildsprak med surrealistiska inslag.

Thoréns bilder var ofta burleska i sin kritik mot den amerikanska
utrikespolitiken. Han malade sig sjalv hangd med den amerikanska
flaggan som snara 1 Sjaluportrétt (1970). I tva malningar 1 Konstmuse-
ets 4go, International Rescue Patrol (1967) och The CIA Group (1970-tal),
kritiseras USA:s utrikespolitik 1 ett satiriskt bildsprak. I méalningen
Den vita fliicken (1970) har en figur sparats ut1vitt, hukande pa en jord-
vig som bojer sigien s-form genom ett landskap av torrt gris. Langre
in 1 bilden aterfinns avlévade trdd och bakom dem nagra hyddor. I
bildens hogerkant syns ett fragment av en soldathjilm med spénne
samt ett flygande tuggummipapper. Ar det en amerikansk soldat pa
vig ut genom bilden efter sitt ddd? Den vita flicken refererar forsts
till kartans vita flicker men kanske ocksa till utplanade minnen och
manniskoliv. Man ténker aterigen pa Vietnamkriget. Malningen ar
ocksa skapad som en kommentar till en av de chockerande tidnings-
bilderna fran Song My-massakern 1968, dir en pojke skyddande
bojer sig 6ver sin déende bror.?

Nilssons maleri var figurativt, med ena benet 1 den koloristiska
traditionen (han &r son till Goteborgskoloristen Nils Nilsson), det
andra 1 en nyrealism med surrealistiska inslag. Som svar pa orolighe-
terna 1968 gjorde han en serie symboliskt fortatade bilder som han
kallade Skingrad demonstration, Hundarnas ar och Hundarnas ar tar slut,
déar hundar skallar mot demonstrerande folksamlingar 1 ett urbant
skymningslandskap. Omgivna av surrande flugor flyr militarer un-
dan folksamlingen, ruttnande bakom djurhuvudsmasker eller djur-
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of Géta River against Spanish Guadalupe and Compostela. Already in
paintings such as The Pink Door (Den rosa porten 1973-1974) and The Pee Box
(Pissekuren 1976) there is an almost religious preoccupation with the mys-
ticism of the place, the worn-down harbour environment, whose shacks
and urinals can lead thoughts to seafarer romanticism as well as to ascetic
cloister cells. As if in purification, Lindfors is attracted to dirt, as were Jean
Genet or Jean Dubuffet before him. Under rusty harbour cranes he finds
the genius loci of Gothenburg - the spirit of the place.

Gunnar Thorén and Ake Nilsson (b. 1935) are among the artists
whose works included comments on contemporary events. Both worked
in a figurative pictorial language with surrealist elements. Thorén’s images
were often burlesque in their criticism against American foreign policy. He
painted himself hanged with the American flag as a noose in Self Portrait
(Séluportrétt 1970). In two paintings owned by the Géteborg Museum of
Art, International Rescue Patrol (1967) and The CIA Group (1970s), the US’s
foreign policy is criticized with a satirical pictorial language. In the paint-
ing The White Spot (Den vita flicken 1970), a figure has been masked out in
white, crouching on a dirt road curving in an S-form through a landscape
with dry grass. Further into the picture there are defoliated trees and
behind these some huts. To the right in the picture you see fragments
of a soldier’s helmet with a buckle and a piece of chewing gum paper. Is
it an American soldier on his way out of the image after committing his
outrage? The white spot refers, of course, to the white areas on a map,
but perhaps also to wiped-out memories and lives. One thinks yet again
of the Vietnam War. The painting is created as comment to one of the
chocking newspaper images from the Song My massacre in 1968, where
a boy protectively huddles over his dying brother.*

Nilsson’s way of painting was figurative, with one foot in the colour-
1st tradition (he is the son of the Gothenburg colourist Nils Nilsson), the
other in new realism with a surrealist touch. As a response to the unrest in
1968, he made a series of densely symbolic images which he called Scattered
Demonstration (Skingrad demonstration), Year of the Dogs (Hundarnas ér) and Year
of the Dogs Ends (Hundarnas ar tar slut), where dogs bark at demonstrating
crowds in an urban twilight landscape. Surrounded by buzzing flies, the
army is fleeing from the crowd, rotting behind masks of animal heads or
animal skulls. The dog is an animal that does what it 1s told without think-
ing for itself, as the American soldiers in Vietnam did, one can imagine.
The title “The Year of the Dogs Ends’ speaks about the epoch of militarism



kranier. Hunden ér ett djur som gor vad den ar tillsagd utan att tdnka
sjalv, liksom de amerikanska soldaterna 1 Vietnamn, kan man tinka.
Titeln "Hundarnas ar tar slut” talar om att militarismens epok &r pa
vig mot sitt slut. "Pigs” var ocksa ett 6knamn f6r de amerikanska
soldaterna 1 Vietnam, dirav grishuvudena som soldaterna gémmer
sig bakom.”

Ingrid Olson (f. 1933) stdllde Vietnamkrigets fasor pa andra sidan
jordklotet 1 relation till tvdsamheten 1 det svenska valfardssamhallet 1
ett traffsidkert linoleumsnitt betitlat Medan vi dlskar (1972). 1977 gjor- Fia.24
des en utstéllning av Alfredo Mosella Vila (f. 1932) pa Konstmuseet
om tortyren av politiska motstindare 1 den chilenska militirdikta-
turen efter Augusto Pinochets maktovertagande den 11 september
1973. Aven Roj Friberg (f. 1934) kommenterade Pinochets diktatur
1 sina surrealistiska teckningar, dar ljuset suddades fram fran en gra-
fitbestruken yta. Det politiska engagemanget kunde ta sig olikartade
uttryck i konsten 1 Géteborg under den hir tiden, frén propagandaaf-
fischer, socialrealism och aktioner till dystopisk surrealism, som hos
Bertil Berg (f. 1935) 1 hans poetiska objekt och akvareller.

1973 aktualiserades politiska fragestillningar pa Over-Leva! pa
Konsthallen, med Maria Adlercreutz (f. 1936), Allan Friis (f. 1931)
och Anders Aberg (f. 1945). 1974 gjordes utstéllningen 6 aspekter.
Minniska — samhdlle pa Konstmuseet med en grupp konstnérer fran
Vistkusten, bestdende av Bertil Berg, Roj Friberg, Bernt Jonasson Fria. 15,688
(f. 1936), Folke Lind (f. 1931), Ake Nilsson och Gunnar Thorén. ric.s
Trots olikheterna fanns det en gemensam inriktning i kritiken av rov-
drif pa naturen och beskrivningarna av manniskans utsatthet i en tid
av kdrnvapenhot, karnkraft och milj6forstoring. Efter utstillningen
bildade de konstnarsgruppen 6 aspekter.

SURREALISM UTAN SURREALISTER

Det sdgs att surrealismen aldrig etablerades 1 G6teborg. Det ar sant
att det inte bildades nagon géteborgsk motsvarighet till Halmstad-
gruppen eller Imaginisterna. Anda finns det ett inflytande fran surreal-

62 FIG. 24. Ingrid Olson, Medan vi dlskar... | While We Are Making Love. .., 1972, linoleumsnitt / linocut,
55 x 80,3 cm, Goteborgs konstmuseum / Goteborg Museum of Art.
Foto/photo: Hossein Sehatlou, © Ingrid Olson/BUS 2009.




ismen, inte minst genom Nemes och hans ldrargarning pa Valand.
Hos flera av hans elever kan man se prov pa en form av abstrakt
surrealism utan surrealisternas program och ideologi. Det abstrakta
maleriets laborationer med former pa en yta kombineras med surreal-
isternas lek med sammansatta bildbetydelser.

Ett exempel ar Sven-Erik Johansson (f. 1925). I sina verk har han
kombinerat en kénsla f6r komposition som piminner om Arshile
Gorky eller Roberto Matta med en illusionistisk surrealism inspi-
rerad av Hieronymus Bosch och Pieter Brueghel d.d. Resultatet ar
gatfulla bilder av fantasifulla figurer som rytmiskt grupperar sig 6ver
bildytan. Aven Erland Brand (f. 1922), med sina malningar, teck-
ningar och etsningar forestallande jordklot, huvuden, landskap och
farkoster som 6vergar i varandra, arbetar 1 grinslandet mellan ab-
straktion och surrealism.? Hans bilder gar ofta att ldsa pa flera sitt,
bade som planeter 1 en rymd och som figurer eller huvuden. I hans
hinder blir bildskapandet ett instrument f6r att utforska en inre varld
lika mycket som en yttre. For denna typ av 6ppna bildsprak passade
inte nagra marxistiska ideologier och medféljande krav pa en entydig
konst 1 revolutionens tjdnst. Foljaktligen stillde Brand och ménga
med honom inte ut under aren efter 1968.%

Malaren och grafikern Bengt Nordenborg (f. 1938) studerade
pa Valand 1962-1967 och skapade surrealistiska linoleumsnitt som
1 panoramaperspektiv sammanfattade ménniskans instangdhet 1 det
moderna samhillets byrakratier. Anders Carlssons (f. 1939) drém-
lika scener 1 pastellfarger har ett surrealistiskt drag. De kan pdminna
om Hergés Tintinmen innehéller ocksa referenser till bide politik och
historiska héndelser som ingenjér S A Andrées misslyckade expedi-
tion till Nordpolen. Nils Olof Bonniers (1945-1969) teckningar av
maskinlika strukturer kan ocksa beskrivas som surrealistiska bilder
med en abstrakt kvalitet, men dr mer orienterade mot strukturalism,
arkitektur och teknologi én mot det organiska.

En del av de konstnérer som ville géra konsten till medel f6r politis-
ka budskap, som Knud Stampe och Gunnar Thorén, kunde féra sam-
man realistiska bilder 1 surrealistiska kombinationer. Darmed blev det
mojligt att skapa allegoriska eller satiriska bilder. Den realistiska bildens
begransningar vad giller berattelsens dramaturgi kunde 6vervinnas.

Hos konstnirerna 1 6 aspekter, daribland Thorén, finns 6verlag
en surrealistisk adra, utan att nagon av dem fér den skull skriver
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coming to an end. ‘Pigs’ was also a bad nickname for the American soldiers
in Vietnam, thus the pig heads the soldiers are hiding behind.*

Ingrid Olson (b. 1933) put the horrors of the Vietham War on the
other side of the world in relation to the twosomeness of the Swedish
wellfare state in an apt linocut titled While We Are Making Love (Medan v
dlskar 1972). In 1977 Alfredo Mosella Vila (b. 1932) put together an exhi-
bition for the G6teborg Museum of Art dealing with torture of political
opponents in the Chilean military dictatorship after Augusto Pinochet
seized power on 11 September 1973. Roj Friberg (b. 1934) also com-
mented on Pinochet’s dictatorship in his surrealist drawings, where light
was brought out by rubbing a surface coated with graphite. Political com-
mitment could take diverse forms in Gothenburg art at this time, from
propaganda posters, social realism and actions to dystopian surrealism,
as with Bertil Berg (b. 1935) in his poetic objects and watercolours.

In 1973, political issues were actualized at Sur-Vive! (Over-Leva!) in
the Gothenburg Art Gallery, with Maria Adlercreutz (b. 1936), Allan
Friis (b. 1931) and Anders Aberg (b. 1945). In 1974 the exhibition 6
Aspects. Man — Society (6 aspekter. Ménniska — samhdlle) was arranged at the
Goteborg Museum of Art with a group of artists from the west coast,
made up of Bertil Berg, Roj Friberg, Bernt Jonasson (b. 1936), Folke
Lind (b. 1931), Ake Nilsson and Gunnar Thorén. Despite the differ-
ences, there was a common aim in their criticism of the exploitation of
nature and the descriptions of the exposed position of man in a time of
nuclear threat and pollution. After the exhibition they formed the artist
group 6 aspekter.

SURREALISM WITHOUT SURREALISTS

It has been said that surrealism never was established in Gothenburg. It is
true that there was never a Gothenburg equivalent of Halmstadgruppen
(The Halmstad Group) or Imaginisterna (The Imaginists). Yet there is an
influence from surrealism, not least through Nemes and his achievement
as a teacher at Valand. In the works of several of his students, a kind of
abstract surrealism, without the program and ideology of the surrealist



FIG.25

FIG.46,65

67

movement, is discernible. The experiments with forms on a surface in
abstract painting are combined with the surrealists play with composite
meanings of an image.

One example is Sven-Erik Johansson (b. 1925). In his works he has
combined a feeling for composition, reminiscent of Arshile Gorky or
Roberto Matta, with an illusory surrealism inspired by Hieronymus Bosch
and Pieter Brueghel the Elder. The results are enigmatic images of imagi-
native figures grouped rhythmically on the image’s surface. Erland Brand
(b. 1922), with his paintings, drawings and etchings depicting the globe,
heads, landscapes and vehicles merging with one another, also works in
the borderland between abstraction and surrealism.?® It is often possible to
read his images in several ways, both as planets in a space and as figures or
heads. In his hands the act of creating an image becomes an instrument to
explore an inner world as much as an outer one. This type of open picto-
rial language did not fit with Marxist ideologies, with their accompanying
demands for unambiguous art in the service of the revolution. Thus Brand
and many with him did not exhibit in the years after 1968.%

The painter and graphic artist Bengt Nordenborg (b. 1938) stud-
ied at Valand 1962-1967 and created surrealist linoleum prints that in
panorama perspective summed up man’s integrity in the bureaucracies
of modern society. Anders Garlsson’s (b. 1939) dreamlike scenes in pastel
colours have surrealist traits. They can call to mind Hergé’s Tmtin but
they also have references to both political and historical events such as
engineer S A Andrée’s unsuccessful expedition to the North Pole. Nils
Olof Bonnier’s (1945-1969) drawings of machinelike structures can also
be described as surrealist images with an abstract quality, but they are
more oriented toward structuralism, architecture and technology than
toward the organic.

Some of the artists who wanted to make art a tool for political mes-
sages, such as Knud Stampe and Gunnar Thorén, could merge realistic
images into surrealist combinations. Thus it was possible to make alle-
gorical or satirical images. The realistic image’s limitations, when it comes
to the story’s dramaturgy, could be overcome.

With the artists in 6 aspekter, including Thorén, there is generally a
surrealist trend, without any of them signing any surrealist programme.
Rather, they use a surrealist pictorial language with distortions and unex-
pected combinations to shape a state of things or to comment om social
development.

F1G. 25. Bengt Nordenborg, Progressiv expansion / Progressive Expansion, 1968, linoleumnsnitt/ linocut,

48,3 x 63,2 cm, Goteborgs konstmuseum / Goteborg Museum of Art. Foto/ photo: Hossein Sehatlou.



under pad nagot surrealistiskt program. Snarare anvinder de ett sur-
realistiskt bildsprak med férvrangningar och ovintade kombinatio-
ner for att gestalta tillstdnd eller kommentera samhéllsutvecklingen.

ETT FEMINISTISKT UPPVAKNANDE

1970-talet sag en generation kvinnliga konstndrer trida fram pa en
rad omdiskuterade grupputstillningar 1 Gé6teborg. Dessa innebar
genombrottet for den feministiska konsten och medférde en 6kad
acceptans for textila material 1 konstvarlden.* Om véansterrorelsen
satte klasskampen framfér kvinnans frigorelse var det nu dags att
uppvirdera kvinnokampen. Aven om kritiken mot patriarkala sam-
hallsstrukturer var tydlig var konsten allt annat dn pekpinnemaéssig.
Den var bade lustfylld och mytologisk. Bland annat darfér méttes
utstillningen av oférstaelse fran en del kritiker. 1970-talet sag ocksa
en 6kad andel kvinnliga utstillare pa offentliga institutioner som
Konsthallen och Konstmuseet. Mansdominansen synliggjordes och
ifragasattes. Genom konstnarliga insatser lyftes erfarenheter som
tidigare lyst med sin franvaro pa konstmuseerna fram 1 ljuset: de av
kvinnors liv och stéllning 1 samhallet.

INVANDRARE

Goteborgs konsthistoria kan skrivas pa olika sétt. Uttryckt pa ett annat
satt finns det flera olika konsthistorier. En dr invandrarnas konsthisto-
ria — berittelsen om hur manniskor utifran sokt sig hit, métt stadens
konstliv, paverkats av det och sjdlva satt sin pragel pa det. Nemes &r
det mest uppenbara exemplet. Men det finns andra, som de tidigare
omniamnda Bérge Hovedskou och Yoshio Nakajima, liksom italiena-
ren Franco Leidi (1933-2008). Efter en period 1 Los Angeles kom
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A FEMINIST AWAKENING

The 1970s saw a generation of women artists come forward at a number
of much-talked-about group exhibitions in Gothenburg. These meant a
breakthrough for feminist art and brought about an increased acceptance
of textile materials in the art world.* If the left movement put class strug-
gle before the liberation of women it was now time to appreciate women’s
liberation. Even if criticism of patriarchal structures was evident, the art
was everything but preachy. It was both full of joy and mythological.
This was among other reasons why the exhibition was met with lack of
understanding from some critics. The 1970s also saw an increased share
of women exhibitors in public institutions such as the Gothenburg Art
Gallery and the Géteborg Museum of Art. Male dominance was made
visible and questioned. Through artistic contributions, experiences that
had earlier been conspicuous in their absence at the art museums were
highlighted: those of women’s lives and positions in society.

IMMIGRANTS

Gothenburg’s history of art can be written in different ways. Put in oth-
er words, there are several different histories. One is the immigrants’
history of art — the story of how people from outside have found their
way here, met the art life of the city, been influenced by it, and themselves
put their mark on it. Nemes is the most obvious example. But there are
others, such as the earlier-mentioned Bérge Hovedskou, Yoshio Naka-
jima, and the Italian Franco Leidi (1933-2008). After a period in Los
Angeles, the Japanese Nakajima came to Valand as a student in 1966 and
remained for a while in Gothenburg. He was later active in the north
of Scania, involved in the collective Drakabygget (Bauhaus Situationist)



japanen Nakajima som student till Valand 1966 och blev kvar, forst 1
Goteborg och senare verksam i norra Skane, engagerad 1 kollektivet
Drakabygget (Bauhaus Situationist) i Orkelljunga och den svenska
grenen av Fluxus-rorelsen. De utgjorde svenska avknoppningar av
internationella avantgarderdrelser, vilka syftade till att fordndra sam-
hallet genom aktiviteter inom ett utvidgat konstbegrepp. Fran Tokyo,
dar Nakajima studerat fér Dadakan (Itoi Kanji), tog han med sig
performancekonsten. Under 1960-talet gjorde han flera happenings i
Goteborg, bland annat pa Kungsportsavenyen 1 samarbete med Bengt
Hinnerson. Leidi, f6dd 1 Milano och uppvuxen i Italien, kom hit 1
bérjan av 1970-talet och blev snabbt etablerad som grafiker och skulp-
tor, med sina siregna om tortyrredskap paminnande installationer
och sadomasokistiskt fargade surrealistiska bilder. Liksom Nemes och
Nakajima tog han med sig en frimmande bildtradition till Géteborg.

KONSTPRESS

Denledande konstkritikerniGoéteborgunder 1960-och 1970-talet var
Tord Beckstrom (1908-1991) pa Goteborgs Handels- och Sjofartstidning.
Forutom att regelbundet recensera utstillningar 1 Géteborg medver-
kade han med flera inldgg 1 ”den stora konstdebatten” 1962, med en
nagot moderatare hallning dn den Oppna estetitkens mest radikala
forsvarare, som Ulf Linde och Pontus Hultén (1924-2006). Han var
a andra sidan inte lika avvisande till den nya konsten som akademi-
ledamoten Rabbe Enckell (1903-1974) och Torsten Bergmark. Aven
Gustaf Rinaldo (f. 1925) och Lars G Fallman (f. 1935) skrev konst-
kritik for Goteborgs Handels- och Sjofartstidning. 1 Goteborgs-Fosten kunde
man ldsa Rolf Anderberg (f. 1922), Kjell Hjern (1916-1984), Crispin
Ahlstrom (f. 1936) samt under tva ar pa 1970-talet Hakan Wettre
(f. 1945). Bernt Eklundh (dven under signaturen Bernicus) (1932-
2002), Bengt Abrahamsson (f. 1925), Sune Ornberg (1925-2007),
Lars G Fillman samt Hikan Wettre, skrev {6r Gateborgs-Tidningen. Pa
tidningen Ny Tid verkade Gosta Andrén och Tullan Fink. Bada gick
over till Arbetet 1968.
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in Orkelljunga and the Swedish branch of the Fluxus movement. They
formed a Swedish breakaway group of the international avant-garde
movement, which aimed at changing society through activities within
an expanded concept of art. Nakajima had studied with Dadakan (Itoi
Kanyji) in Tokyo and from there he brought with him performance art. In
the 1960s he arranged several happenings in Gothenburg, including at
Kungsportsavenyen in collaboration with Bengt Hinnerson. Leidi, born
in Milan and raised in Italy came here at the beginning of the 1970s and
was soon established as a graphic artist and sculptor, with his peculiar
installations reminiscent of instruments of torture and sado-masochistically
tainted surrealist images. Like Nemes and Nakajima, he brought a foreign
image tradition to Gothenburg.

PRESS ABOUT ART

The leading art critic in Gothenburg in the 1960s and 1970s was Tord
Backstrom (1908-1991) at Goteborgs Handels- och Sjifartstidning. Apart from
regularly writing reviews on exhibitions in Gothenburg, he made several
contributions to ‘the Big Art Debate’ in 1962, with a somewhat more mod-
erate position than the most radical defenders of open aesthetics, such
as Ulf Linde and Pontus Hultén (1924-2006). On the other hand, he
was not as dismissive of the new art as Academy member Rabbe Enckell
(1903-1974) and Torsten Bergmark. Gustaf Rinaldo (b. 1925) and Lars
G Féllman (b. 1935) also wrote reviews on art in Goteborgs Handels- och
Syofartstidning. In Goteborgs-Fosten, one could read Rolf Anderberg (b. 1922),
Kjell Hjern (1916-1984), Crispin Ahlstrém (b. 1936) and, for two years in
the 1970s, Hakan Wettre (b. 1945). Bernt Eklundh (who also wrote under
the signature Bernicus) (1932-2002), Bengt Abrahamsson (b. 1925), Sune
Ornberg (1925-2007), Lars G Fillman and Hikan Wettre wrote for Gite-
borgs-Tudningen. Gosta Andrén and Tullan Fink worked at the newspaper
Ny Tid. Both went over to Arbetetin 1968.

Of the art critics in Stockholm newspapers who reviewed exhibi-
tions in Gothenburg during the period, some persons excelled: Torsten
Bergmark, Leif Nylén and Ulf Linde for Dagens Nyheter, Beate Sydhoff



Av dekonstkritiker1Stockholmstidningar som recenserade utstall-
ningar 1 Goteborg under perioden utmarker sig Torsten Bergmark,
Leif Nylén och Ulf Linde fér Dagens Nyheter, Beate Sydhoff (f. 1938),
StigJohanson (f. 1924) och Séren Strém (f. 1934) f6r Svenska Dagbladet,
samt Clas Brunius (f. 1920) f6r Expressen. Folke Edwards skrev dess-
utom {6r Stockholms-Tidningen.

Som redan patalats var Edwards under tva perioder redaktdr for
konsttidskriften Fuletten — grundad av Goéteborgs Konstnirsklubb
1940. Under hans ledning priglades tidskriften av internationell
modernism med informellt méleri, konkretism och abstrakt konst,
men ocksd Rorelse 1 konsten, neodada, op- och popkonst. I sina olika
roller som redaktor, kritiker, curator och chef spelade Edwards en
nyckelroll i Géteborgs konstliv, alltid 1 centrum av debatten, redo att
ta strid.

Nar Leif Nylén tog over Faletten vid arsskiftet 1967/1968 rase-
rade han, som tidigare pétalats, granserna mellan konstformerna.
Tidskriften blev ocksa mer uttalat politisk, vilket tillsammans med
den experimentella inriktningen kan ha bidragit till att avskricka en
del prenumeranter. Edwards kallades tillbaka som redakt6ér 1969.
1973-1978 fungerade Hakan Wettre som redaktionssekreterare och
ledde tidningen med en redaktionsgrupp.

Den vinsterorienterade Bergmark, som var Faletten:s redaktor
1951-1952, mérktes fortsatt av 1 G6teborgs konstliv under 1960- och
1970-talet. Bland annat gastspelade han som teorildrare pd Valand.
Aven Lars G Fillman skrev for Puletten, fran 1961 och framét.

Robert Jonsvik (1944-1998) var redaktdr f6r tidningen Organ,
startad 1968 som ett organ for Valands elevkar. 1969 bytte den namn
till Goteborgar’n och kom att inkludera alla de estetiska hégskolorna
1staden. 1972 bytte den namn igen, denna gang till Roda Rappet, och
politiserades ytterligare som ett av KFML(r):s tryckta organ. Den
var inte nagon konsttidskrift, &ven om Jonsvik studerat pa Valand.
Snarare dr den att likna vid en vénsterpolitisk debattskrift, med re-
portage kring samhallsfragor, inte minst av lokal prigel. Tonen var
ofta hard. Det fanns en direkthet 1 tilltalet som dven préglade de
konstnarliga bidragen 1 tidningen av Valandselever och Géteborgs-
konstnirer som Anders Carlsson, Arthur Olafsson, Ragnar Schmid
och Gunnar Thorén. Fotografer var bland andra Georg Stréde och
Berit Jonsvik (Hammeland). Kjell-Ake Olsson medverkade som skri-
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(b. 1938), Stig Johanson (b. 1924) and Séren Strém (b. 1934) for Svenska
Dagbladet, and Clas Brunius (b. 1920) for Expressen. In addition, Folke
Edwards wrote for Stockholms-Tidningen.

As has already been mentioned, Edwards was, for two periods, editor
of the art magazine Faletten — founded by the Gothenburg Artist’s Club in
1940. Under his leadership the magazine was characterized by international
modernism and informal painting, concretism and abstract art, but also
Movement in Art, neo-dada, op and pop art. In his different roles as editor,
critic, curator and director, Edwards played a key role in Gothenburg’s art
scene, always at the centre of the debate, ready for dispute.

When Leif Nylén took over Fuletten at the beginning of 1968, he
erased, as has been mentioned earlier, the boundaries between art forms.
The magazine also became more markedly political, which together
with the experimental trend can have helped to deter some subscribers.
Edwards was called back as editor in 1969. The years 1973-1978 Hakan
Wettre worked as assistant editor-in-chief and led the magazine with a
group of co-editors.

The leftwing Bergmark, who was the editor of Faletten 1951-1952,
was still noticed on the Gothenburg art scene in the 1960s and 1970s.
Among other things, he gave a short appearance as a teacher in theory at
Valand. Lars G Fillman also wrote for Puletten from 1961 and onwards.

Robert Jonsvik (1944-1998) was editor at the paper Organ, started in
1968 as an organ for the Valand School of Art’s pupil’s council. In 1969
it changed its name to Gdoteborgar’n and came to include all the aesthetic
colleges in the city. In 1972, it changed its name again, this time to Rida
Rappet, and became one of KFML(r)’s printed organs. It was not an art
publication, even if Jonsvik had studied at Valand. Instead it resembled a
left-wing publication for debate, with reports about questions of society,
not least of local character. The tone was often hard. There was a direct-
ness of address which also characterized the artistic contribution to the
paper by Valand students and Gothenburg artists like Anders Carlsson,
Arthur Olafsson, Ragnar Schmid and Gunnar Thorén. Photographers
were, among others, Georg Stréde and Berit Jonsvik (Hammeland). Kjell-
Ake Olsson contributed as a writer from the start in 1968 until the end.
He was also a permanent contributor to Faletten 1967-1969 under the
name Kjell-Ake Olzon. When KFML(r)’s Central Committee in 1976
wanted to invest in Proletdren it resulted in Roda Rappet and Klasskampen
being closed down.



bent fran start 1968 fram till slutet. Under namnet Kjell—Ake Olzon
var han dven fast medarbetare for Puletten 1967-1969. Nar KFML(r):
s Centralkommitté ar 1976 ville satsa pa Proletiren resulterade det 1 att
Rida Rappet och Klasskampen lades ner.

UPPBROTTSTID OCH ATERKOMSTER

Bob Dylans The Tumes They Are A-Changin’ (1964) ar pa ménga sitt
ett ledmotiv for 1960-talet och skulle d&ven kunna vara det f6r konst-
livet 1 Goteborg under decenniet. Konstmuseet byggdes ut, Valand
flyttade. Det fanns en livaktig konstdiskussion och ett starkt politiskt
engagemang, men ocksa ett intresse for vad som hande runt om 1
varlden, bade 1 politiken och 1 konsten. Skedet framstar som vitalt
och hiandelserikt.

1960- och 1970-talet var en tid av genomgripande férdndringar i
konsten och konstlivet. Nya stromningar brot in, vilket resulterade
1 konfrontationer med etablerade uppfattningar. Detta ar en forkla-
ring till de ménga skandalerna kring konst. Sallan har val sa manga
utstillningar vickt en sddan uppmirksamhet som under dessa ar.
Erikssons och Ultvedts utstéllning pa Konsthallen (1962), Skréck
(Konsthallen 1970) och Modersmyt, moderskap, ménskoskap (Konsthal-
len 1979) ar bara ndgra exempel. De méanga influenserna utifran hade
en vitaliserande inverkan, d&ven om kravet pa konstnérerna att verka
politiskt emellandt tenderade att sitta den konstnérliga kvaliteten pa
undantag. A andra sidan var just tron p ett evigt och orubbligt kvali-
tetsbegreppet nagot som starkt ifrdgasattes under denna tid. Kvalitet
ar en social 6verenskommelse beroende av sadant som klasstillhorig-
het och i1deologiska utgangspunkter, menade man.

1960- och 1970-talet 1 Goteborg sag en rad stréomningar bryta
fram. Parallellt med dessa fanns en kvardréjande tradition av
Goteborgskolorism och abstraktion. Man kan skénja en utveckling
fran abstrakt modernism, via experiment, pop och nyrealism till
politisk realism och socialt engagemang. Men denna utveckling &r
inte linjér eller entydig utan motsagelsefull. Att beskriva tendenser 1
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TIME FOR LEAVING AND RETURNS

Bob Dylan’s The Times They Are A-Changin’ (1964) is in many ways a re-
current theme for the 1960s and could also be a theme for the art scene
in Gothenburg during the decade. The Géteborg Museum of Art was
enlarged, the Valand School of Art moved. There was a vigorous art
discussion and a strong political commitment, but also an interest in what
was happening in the world, both in politics and in art. The period stands
out as vigorous and eventful.

The 1960s and 1970s was a time of radical change in art and the art
scene. New trends appeared, which resulted in confrontation with estab-
lished ideas. This is an explanation for the many art scandals. There have
seldom been so many exhibitions that have attracted so much attention
as in these years. Eriksson and Ultvedt’s exhibition in the Gothenburg
Art Gallery (1962), Horror (the Gothenburg Art Gallery 1970) and The
Myth of Motherhood, Motherhood, Humanity (Modersmyt, moderskap, ménskoskap,
the Gothenburg Art Gallery 1979) are only a few examples. The many
influences from outside had a vitalizing effect, even though demands on
the artists to be politically active tended, at times, to put the artistic quality
aside. On the other hand, the belief in an eternal and immutable concept
of quality was something that was strongly questioned during this period.
The view was that quality is a social agreement dependant on such issues
as social class and ideological bases.

The 1960s and 1970s in Gothenburg saw a number of trends be born.
Parallel to these there was a lingering tradition of Gothenburg colourism
and abstraction. You can discern a development from abstract modern-
ism, via experiments, pop art and new realism to political realism and
social commitment. But this development is not linear or unambiguous
but full of contradictions. To describe tendencies in art and the art scene
as parallel tracks seems more productive than persisting in writing in
different expressions onto a common development.

Nevertheless, we can discern dominant trends during different pe-
riods, dominant in the sense that they take command of the public de-



konsten och konstlivet som parallella spar forefaller mer fruktbart &n
att framhérda 1 att skriva in olika uttryck 1 en gemensam utveckling.

Likval kan vi urskilja dominanta riktningar under olika perioder,
dominanta i den meningen att de tog kommandot om den offentliga
konstdiskussionen. Kvantitativt sett var nog det mer traditionella
Goteborgsmaleriet dominerande genom de bada decennierna. Men
andra estetiska ideologier hade mer hogljudda féretridare. Grans-
overskridande experiment brét in med Erikssons och Ultvedts ut-
stillning pa Konsthallen 1962 men fick inget omedelbart genomslag
bland stadens konstndrer. Den politiska vagen var stark efter 1968
men ebbade sd smaningom ut. Men de fragor som vicktes fortsatte
att forvaltas 1 miljérérelsen och feminismen, som vann gehor under
1970-talet och satte avtryck 1 konsten pa olika sitt — miljérorelsen 1
en dystopisk surrealism, feminismen i textilkonsten. Av detta kan
man dra tva slutsatser. Den ena &r att det vid sidan av de dominanta
stromningarna lever kvar andra mer eller mindre synliga traditioner.
Den andra ar att konst inte skapas 1 ett vakum utan paverkas av det
som hiander 1 samhéllet runt omkring konstnéren.

Om 1960-talet innebar intradet av nya former, material och me-
dier, sd innebar tiden efter 1968 framfor allt en stérre medvetenhet
om konstens roll 1 samhillet. Bida dessa omvandlingar ligger till
grund for dagens konstbegrepp, diar medie6verskridande uttryck,
men ocksd en socialt orienterad konst, kommit att inta centrum 1
konstdiskussionen. V1 har kommit en lang vig sedan 1968 men kan-
ske inte sa langt som vi tror. Av att studera historien lidr man sig att
skillnaderna mellan oss och dem 1 det férflutna (dven om detta ”dem”
ar en annan del av oss sjdlva, om vilevt sd linge) inte dr avgrundslik.
Diskussioner tenderar att komma tillbaka, om &n 1 nya former. Sa
kan historien uppenbaras som ett 6verraskande hér och nu, i enlighet
med Walter Benjamins begrepp fefztzeit*' Vibefinner pa en punkt dér
nu och da flédar in 1 varandra, dér nuet framstir som en omtagning
av nagot som redan hint, men en omtagning som 1 sig ocksa bér froet
till férandring. For att fordndra historiens riktning maste den forst
upprepas. Ett forskningsprojekt som detta dr ett sétt att gora sig med-
veten om en lokal historia som alla vi som verkar 1 den hir staden &r
en del av, vare sig vi r medvetna om det eller inte.
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bate on art. Quantitatively the more traditional Gothenburg painting was
dominant during both decades. But other aesthetic ideologies had more
vociferous advocates. Transgressing experiments came with Eriksson and
Ultvedt’s exhibition at the Gothenburg Art Gallery in 1962 but had no ef-
fect among the artists in the city. The political wave was strong after 1968
but gradually petered out. But the questions that had surfaced continued
to be kept alive in the green movement and feminism, which met with
sympathy in the 1970s and left their imprints on art in different ways — the
green movement in dystopian surrealism, feminism in textile art. From
this, two conclusions can be drawn. One is that alongside the dominants
trends there are other more or less visible traditions continuing. The other
is that art in not created in a vacuum but is influenced by what happens
in the world around the artists.

If the 1960s meant the appearance of new forms, material and media
in art, then the time after 1968 meant an increasing awareness of the role
of art in society. Both these transformations underlie today’s concept of
art, where media-transgressing forms, but also a socially oriented art,
have come to be at the centre of the art debate. We have come a long way
since 1968 but maybe not as far as we think. From studying history one
learns to see that the differences between us and them in the past (even if
‘them’ is another part of ourselves, if we have lived that long) is not enor-
mous. Debates tend to come back, although in new ways. Thus history
can appear as a surprising here and now, according to Walter Benjamin’s
concept of Fetrtzeit?' We are at a junction where now and then flow to-
gether, where now stands out as a repetition of something that has already
happened, but a repetition which in itself carries the seed of change. To
change the direction of history it first has to be repeated. A study like this
is a way to make oneself aware of a local history that all of us who work
in this city are a part of, whether we are aware of it or not.

* %k ok

TRANSLATED FROM SWEDISH BY HENRIKA FLOREN
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JEFF WERNER

DET GOTEBORGSKA MALARKARRET

"Det goteborgska malarkarret har sin historia”, skriver konstniren
Kent Lindfors.! Detta ir inte ett forsok att skriva kérrets historia,
utan om hur det hoélls flytande under 1960- och 1970-talen. Mer
specifikt handlar det om hur den goteborgska synen pa maleri har
reproducerats, aterskapats och fortlevt. Det handlar alltsd om konse-
kvenserna av hur man talat om maleri och malare 1 G6teborg, om
sjalvbild, image och identitet.

Utgangspunkten ar att historien inte finns om den inte berittas.
Glomskeprocessen dr oftast starkare dn traditionen. Det som inte
omtalas faller 1 glomska. Ur detta perspektiv spelar det ingen roll om
de historier som berittas dr sanna eller inte. Varldshistorien ar full
av fasansfulla exempel pa hur uppenbart oriktiga historier format
nuets handlingar. Det avgérande &r att berittelserna dr sanna for
dem som lyssnar till dem, 1 enlighet med Thomas teorem: "om mén-
niskor definierar situationer som verkliga, blir de verkliga till sina
konsekvenser”.?

For det mesta handlar det dock inte om rena l6gner utan om sjalv-
bedrigerier. Det ar litt att ljuga om man tror sig berdtta sanningen.
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JEFF WERNER

PATHS TROUGH A GOTHENBURG QUAGMIRE

‘“The Gothenburg painters’ quagmire has its history’, wrote the artist Kent
Lindfors.! This article is not an attempt to write that history, but rather
to analyse how it lived on in the 1960s and 1970s. More specifically, it
is about how the Gothenburg approach to painting was reproduced and
recreated, and ultimately survived. It is thus about the consequences of
how people spoke about painting and painters in Gothenburg; about
image, self-image, and identity.

My starting point is deceptively simple; a story does not exist if it is
not told. The process of forgetting is often stronger than tradition. What
is not passed on is forgotten. From this perspective it does not matter
whether the stories that are told are true or not. World history is full of
terrible examples of how plainly untrue stories have shaped events in the
present. What is crucial is that the stories are true to those who listen to
them, in line with Thomas’s theorem: ‘If men define situations as real,
they are real in their consequences.”

However, for the most part it is not a matter of telling outright lies
but rather of self-deception. It is easy to lie if you think you are telling
the truth. Studies of the so-called Lake Wobegon effect have shown that
most people think they are more intelligent, amusing, beautiful, wise, and
effective than everyone else.? This is presumably just as true of the honest
burghers of Gothenburg.

In the 1960s and 1970s there were a number of locally influential
stories circulating about Gothenburg and its art that I have taken as the
background to this article.*

* / Gothenburg is a city of Mammon, fundamentally uninterested in
culture. Artists face an uphill struggle. The press are uninterested
in art. So is the public. Anti-intellectualism has always dominated
there.’



Undersokningar av den sa kallade Lake Wobegon-effekten visarattde

flesta tycker sig vara béttre, intelligentare, roligare, vackrare, klokare

och mer effektiva dn andra.’ Det giller sannolikt dven goteborgare.
Under 1960-och 1970-talen fanns ett antal lokalt inflytelserika histo-

rier om Go6teborg och konsten som bildar bakgrund till denna text.*

* | Goteborg ar en krimarstad, i grunden ointresserad av kul-
tur. Konstnéarer arbetar 1 motvind. Pressen ar ointresserad av
konst. Publiken likasa. I Go6teborg har antiintellektualismen
alltid dominerat.s

s/ I Stockholm #r det snudd pé& pikant att vara konstnir. I

Goteborg ar det tvartom suspekt.”

* / En riktig konstnir kan sitt hantverk. Behirskar sin teknik. Ut-
forskar dess mojligheter. Viker sig inte for svarigheter. Viljer
aldrig den enklaste vagen ut ur ett konstnérligt problem.

* | En sann konstnir intellektualiserar inte sin konst. Konsten ar
en ordlés kommunikation dér synsinnet spelar den avgérande
rollen. Gott munvider star 1 omvant forhallande till konstnar-
lig kvalitet. Pratkvarnar, som kritiker och konstvetare, férstar
inte vad konst ar.

* [ Kvantitet stir i omvént férhallande till kvalitet. En verklig
konstnér har ett sparsmakat utbud, och ratar det 1 den egna
produktionen som inte haller mattet.

* / Konst och natur stir i ett nira férhallande till varandra.
Naturen (landskapet men ocksa ménniskan), inte kulturen
(staden) dr den viktigaste inspirationskdllan for konsten.

# [ Det skimrande ljuset, vattenreflexerna, dimman etcetera pa-
verkar Goteborgsmaleriet.

s | 1 Géteborg finns en “ovilja att hoppa pa de senaste trenderna.
Att vara 1 fas med samtiden kraver mer uppmérksamhet pa

”7

vindriktningar &n pa djupare stromningar.
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% | “In Stockholm, being an artist verges on the intrepid. In Gothen-
burg, on the contrary, it is suspect.

%/ A real artist knows his stuff. Masters his techniques. Explores
their full possibilities. Does not throw in the towel. Never chooses
the easy way out of an artistic problem.

% / A true artist does not intellectualise his art. Art is wordless com-
munication in which vision is all. The amount of hot air is directly
inverse to artistic quality. The chattering classes — the critics and
art historians — do not understand what art is.

% / Quantity is the inverse of quality. A real artist shows discrimina-
tion in his range, and rejects all of his production that does not
come up to scratch.

% | Art and nature are closely related to one another. Nature (land-
scape, but also man), not culture (the city), is the most important
source of artistic inspiration.

% | The shimmering quality of the light, the reflections from the water,
the mist and so on all leave their mark on Gothenburg painting.

%/ In Gothenburg there is a ‘disinclination to jump on the latest
bandwagon. Being in step with the present demands a greater
attention to the way the wind is blowing than to the deeper cur-
rents.”’

% / Tt is Stockholm’s fault that Gothenburg is not as successful as it
ought to be: it is there the resources are; it is there the contacts
are made. If you are going to be nationally successful, you have
to move to the capital. And sell out.

These assertions are amply supported in contemporary interviews and
articles, which in that sense amount to relatively uncomplicated source
material. However, I would also add the manner of speaking about art
in Gothenburg, something I believe is related to regional identity and
self-image.



* / Det ar Stockholms fel att Goteborg inte ar sa framgangsrikt
som det borde vara. Dar finns resurserna. Dir odlas kontak-

terna. Ska man bli nationellt framgangsrik maste man flytta
till huvudstaden. Och sdlja sin sjal.

Dessa utsagor dr litta att beldgga 1 intervjuer och artiklar och 1 den
meningen ganska okomplicerade som kéllmaterial. Till dem vill jag
ldgga ytterligare ett sitt att tala om konst 1 Géteborg som jag menar
hanger samman med den regionala identiteten och sjalvbilden.

Sommaren 2002, skriver intendenten Barbro Loéfquist, kunde
besokarna pa Goteborgs konstmuseum se en samling stilleben, land-
skap och portritt pa 6:e vaningen. "Konstndrerna hor till dem man
vanligen kallar malare, helt enkelt f6r att de behédrskar malarkon-
sten.”® Dessa var Olle Petterson (1905-1990), Wilgot Olsson (1906-
1990), Carl-Erik Hammarén (1922-1990), Alf Lindberg (1905-
1990), Rudolf Flink (1906-1988) och Olle Skagerfors (1920-1997).
Idel min f6dda mellan 1905 och 1922, alla déda nir utstéllningen
visades. En kirntrupp inom Go6teborgsmaleriet.

Sjalvklarheten 1 urvalet och motiveringen "helt enkelt for att de
beharskar malarkonsten” dr vird att noteras. Michel Foucault har
lart oss att vara misstinksamma mot det till synes sjalvklara. Finns
inte annat som forenar de sex dn att de beharskar malarkonsten och
som samtidigt avgransar dem fran andra som ar duktiga med oljefarg
pa duk? Den géteborgska sjalvklarhet med vilken Lofquist féller om-
domet fascinerar mig.

Jag har méanga ganger sttt pa uttalanden som att "XX &r ingen
malare” och "YY &r en javligt frick maélare”. XX kan mycket vil
vara ett stort namn och huvudsakligen arbeta med att producera
malningar. Jag vill minnas att jag hort omdémet "ingen malare” om
bland andra Jan Héfstrom (f. 1937), Cecilia Edefalk (f. 1954) och
Ola Billgren (1940-2001). YY stdr 1 sammanhanget for konstnarer
som Alf Lindberg, Carl-Erik Hammarén och Gunnar Thorén, om
det inte dr konsthistoriska stjarnor som Goya, Cézanne och Manet.
Det dr uttalanden som har att géra med hur konstnéren arbetar och
vilken tradition som han (det dr ndstan undantagslost en han) verkar
inom. Dartill finns en tydlig geografisk skillnad. Om XX och YY ar
svenskar dr det mest sannolikt att det ar den sistnimnde som har en
anknytning till Géteborg.
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In the summer of 2002, wrote the curator Barbro Lofquist, visitors
to the fifth floor of the G6teborg Museum of Art could see a collection of
still lifes, landscapes, and portraits. “The artists belonged to the group we
usually call painters, quite simply because they have mastered the art of
painting’® They were Olle Petterson (1905-1990), Wilgot Olsson (1906-
1990), Carl-Erik Hammarén (1922-1990), Alf Lindberg (1905-1990),
Rudolf Flink (1906-1988), and Olle Skagerfors (1920-1997). Nothing
but men born between 1905 and 1922, and all dead when the exhibition
was put on. The quintessence of the Gothenburg school.

The self-evidence of the choice and its motivation — ‘quite simply be-
cause they have mastered the art of painting’ — are worth noting. Michel
Foucault has taught us to be suspicious of the self-evident. Is there really
nothing else that unites the six other than their mastery of painting, noth-
ing that might distinguish them from others who were good with oils
on canvas? The Gothenburg self-assurance with which Lofquist passes
judgement fascinates me.

Many times I have come across opinions such as ‘X is not much of a
painter’ or ‘Y is a bloody good painter’. X may very well be a big name
who primarily works with painting. I remember hearing the judgement
‘no painter’ applied to people such as Jan Hafstrom (b. 1937), Cecilia
Edefalk (b. 1954), and Ola Billgren (1940-2001). Y in this instance
would be artists such as Alf Lindberg, Carl-Erik Hammarén, and Gunnar
Thorén, if not stars in the art history firmament such as a Goya, Gézanne,
and Manet. It is a statement that reflects how the artist works and the
traditions within which he operates (and it is almost without exception a
he). Add to this a distinct geographical difference. If X and Y are Swedes,
it is more likely to be Y who has the ties to Gothenburg.

The fact is that in Gothenburg you are first and foremost a painter,
not an artist; and this has long been the case. It says a great deal that
Gothenburg has Valand, which despite its various name changes was
invariably referred to as the Valand School of Painting, while Stockholm
has the Royal Swedish Academy of Fine Arts.’ Although after World War
IT, Valand did teach graphic arts and sculpture, it remained in the public
consciousness primarily a school of painting, and it long shunned all aca-
demic pretensions. It is just as telling that when the Gothenburg Artist’s
Club (Goteborgs Konstnérsklubb) started a journal in 1939 it was called
Fuletten (The Palette), while its main competitor in Stockholm was called
Konstrevy (Art Review)."" Fuletten’s name marked how it was destined for



I Goteborg dr man namligen 1 forsta hand malare, inte konstnar.
Och har sa varit under ldng tid. Det siger mycket att Goteborg hade
malarskolan Valand och Stockholm Konstakademien. Aven det pa
Valand efter andra varldskriget bedrevs undervisning ocksa 1 grafik
och skulptur férblev den i det allménna medvetandet framst en malar-
skola och den skydde linge alla akademiska pretentioner. Minst lika
talande ar att nar Goteborgs Konstnarsklubb 1939 startade en tidskrift
fick den namnet Fuletten — dess framsta konkurrent 1 Stockholm hette
Konstrevy.® Falettenmarkerar med namnethemhdrighetimalarateljéerna.
Konstrevylater 1 gbteborgska 6ron ndstan lite lattsamt och kokett. Det ar
symtomatiskt att stockholmaren Leif Nylén forsokte dolja tidskriftens
namn som redaktér: ”Vad jag ocksa gjorde med det forsta numret, jag
tog bort namnet Paletten, for jag tyckte det var sa fanigt, sa férknippat
med en traditionell konstndrsroll, liksom basker och palett.”*

I denna text undersoks diskurser som sdllan satt nagra varaktiga
sparitrycksvarta. Detar fraga om sprakbruk som férmedlas pa konst-
skolor och yttrande som falls 1 privata samtal, snarare an formuleras
1 artiklar eller bécker. Omdémen om XX och YY hér man oftare pa
vernissager eller krogen dn pa seminarier och konstvisningar.

Diskursens diskreta karaktdr medfor kallkritiska problem. Jag
hade forst forestallt mig att jag skulle kunna belagga den och beskriva
dess uttryck med hjdlp av radio-, TV- och tidningsintervjuer med
konstnarer och kanske genom spar 1 recensioner och featureartiklar.
En del sadana referenser finns men merparten bygger pa samtal av
samma typ som de som ndmns ovan. Jag har lyssnat till vad vanner
och kollegor med anknytning till Géteborgs konstliv under 1960-
och 1970-talen har att siga om konst. Det dr inte fragan om ndgra
formella intervjuer och det dr samtal som péagatt under lang tid. De
boérjade langt fore att denna text var patinke.

Stod finns ocksd att hdmta fran en inflytelserik aktor pa det gote-
borgska konstfiltet under denna period. Folke Edwards (f. 1930)
berittar:

Nir jag kom till Goteborg 1957 for att 6verta redaktdrskapet for Goteborgs Konstnérs-
klubbs tidskrift Puletten var det inte “konstnarer” jag moétte utan “malare”. I Stockholm var
det inte ovanligt att man titulerade sig "konstnér”, 1 G6teborg titulerade man sig éver huvud
taget inte, men kallade sig gdrna "mélare”. Att vara "malare” var rejalare 4n att vara "konst-

nir”. En konstnir kunde vara en charlatan, det kunde inte en méalare.!!
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painters’ ateliers. To Gothenburg ears, Konstrevy sounds more than a little
frivolous and affected. It is symptomatic that the Stockholmer Leif Nylén
tried to hide the Faletten’s name when he was editor: ‘another thing I did
in the first number, I removed the name Faletten because I thought it was
so ridiculous, so strongly associated with the traditional artist’s role, like
berets and palettes.*

This article considers the discourse that rarely left any enduring trace
on paper. It is a question of usages spread by schools of art, of opinions
expressed in private conversations, rather than ones formulated in articles
or books. Judgements on X or Y are more often to be heard at vernissages
over a glass of wine than at seminars or exhibitions.

The discourse’s discreet character brings with it certain problems
with sources. I had at first imagined that I would be able to record and
describe its existence with the help of radio, television, and newspaper
interviews with artists, and perhaps find traces in reviews and feature ar-
ticles. A number of such references do exist, but the majority were drawn
from conversations of the type mentioned above; I have listened to what
friends and colleagues with connections to Gothenburg’s artistic life in the
1960s and 1970s have to say about art. It was not a matter of formal inter-
views by any means, and the conversations were held over a long period
of time. Indeed, they began long before this article was devised.

Corroborative evidence is also provided by an influential figure in
Gothenburg’s artistic circles. Folke Edwards (b. 1930) notes:

When I came to Gothenburg in 1957 to take over the editorship of Fuletten, the journal of
Gothenburg Artist’s Club, it was not ‘artists’ I met but ‘painters’. In Stockholm it was not unusual
to style yourself as an ‘artist’; in Gothenburg you did not call yourself anything at all, but were
happy to be called a ‘painter’. To be a ‘painter’ was more real than being an ‘artist’. An artist could

well be a charlatan, something a painter never could be.!?

Even artists who were not immediately recognized as painters used the
designation for themselves, for example Bertil Berg (b. 1935): ‘to be a
painter is in some way religious’”® True, he was a distinguished water-
colorist, but at the time he was better known for his objects, installations
and graphic art. In Gothenburg, ‘painter’ describes one’s affination as
much as practice of a technique. At much the same time Ake Nilsson (b.
1935) was asked how he experienced the artist’s dilemma. He answered,
‘painters are often isolated people ..." [my italics]."*



Aven konstnirer som inte omedelbart uppfattas som mélare anvin-
der beteckningen om sig sjilva, exempelvis Bertil Berg (f. 1935): "att
vara malare dr pa nagot vis religiost” (1981).? Han ar visserligen en
ansedd akvarellmalare, men var vid tiden vl s& kind for sina objekt,
installationer och sin grafik. "Malare” tycks 1 Goteborg lika mycket
beteckna en tillhorighet som bruket av en teknik. I samma veva far
Ake Nilsson (f. 1935) frigan om vad han upplever som konstndrens
dilemma? Han svarar ”mdlare ar ofta isolerade ménniskor...” (min
kursiv).’

Innebérden iuttrycket "mélare” har sannolikt férandrats 6ver tid,
ocksa 1 Goteborg. Det har inte alltid varit exakt samma instillning
och uttryck som definierat en bra malare. Gemensamt tycks dnda
vara att "malare” pekar pa oljefargens avgoérande betydelse for det
konstnarliga virdet, oavsett om det varit fragan om kolorism eller
valérmaleri. I Goteborg har fargens uttrycksférmaga varit viktigare
an fragor om form, dmne, konstteori etcetera.

Distinktionen aterkommer dven 1 skillnaden mellan maélningar
och tavlor. Malare malar malningar, medan det finns méanga konstna-
rer som Agnar sig it att mala tavlor. Aven denna atskillnad har tydliga
geografiska parametrar. I Goteborg kdmpar nistan alla med att géra
malningar medan manga 1 Stockholm madlar tavlor. Alf Lindberg
riktar just denna kritik mot bland andra Bror Hjorth (1894-1968),
Sven X:et Erixson (1899-1970) och Hilding Linnqvist (1891-1984).
Kérnan, uttolkad av Edwards, ér att dessa omhuldade "ett pittoreskt
och anekdotiskt innehall”.*

"Malare” uttrycker dven en skeptisk hallning till synen pa konst
som intellektuell verksamhet. Det har en klang av att vara ett respek-
tabelt arbete, ett hantverksyrke. Maleri ar slitsamt. Det ar patagligt
sillan som Goteborgskonstnarer talar om arbetsglddje. I en underbar
scen1en TV-ntervju med konstmuseets intendent Nils Ryndel sdger
en dldrad Alf Lindberg att "det viktigaste r att ha roligt och det har
jag haft. Roligt, ja... hmm... (och med sorgsen uppsyn:) roligt ar det
ju inte allad.”*
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The general meaning of the term ‘painter’ has probably changed over
time, and in Gothenburg likewise. It has not always been exactly the
same outlook and expression that defined a good painter. However, the
common denominator seems to be that ‘painter’ points to the crucial sig-
nificance of oils to artistic worth, regardless of manner, be it colourist or
value painting. In Gothenburg the expressive qualities of paint have been
far more important than form, subject, artistic theory and the like.

The distinction occurs even in the difference between paintings and
pictures. Painters paint paintings, while many artists paint pictures. This
distinction also has clear geographical parameters. In Gothenburg nearly
everyone is busy painting, while many in Stockholm paint pictures. Alf
Lindberg directs this very criticism at Bror Hjorth (1894-1968), Sven
X:et Erixson (1899-1970), Hilding Linnqvist (1889-1984), and others.
At its heart, in Edwards’s view, is the fact that these men fostered a
‘picturesque and anecdotal content’.”

‘Painter’ also voices scepticism of the view that art is an intellectual
activity. Painting has the ring of being respectable work, a craft. Painting
is strenuous. It is striking how rarely the Gothenburg artists speak of
deriving any pleasure from their work. In a wonderful moment in a tel-
evision interview with the art museum’s curator Nils Ryndel, an elderly
Alf Lindberg muses, ‘the most important thing is to have fun, and I have.
Fun, yes ... hmm... [Looking downcast] well, fun it isn’t, not always.'®

ON THE RIGHT PATH

One hypothesis is that ‘painting’ can be studied as an example of ‘path de-
pendency’. Path dependence was originally used in the history of science
to explain why less successful technical solutions can survive if they have
had a sufficient impact. An oft-cited example is the QWERTY keyboard,
which was originally introduced to prevent typewriter keys jamming, and
was thus designed with the most frequently used letters spread out across
the keyboard. Although it no longer serves this function, and although it
means that most people type more slowly, it survives on most computer
keyboards.



PA SPARET

En hypotes ar att "malare” kan undersokas som ett slags sparbero-
ende. Sparberoende ar ursprungligen en teknikhistorisk term som
anvants for att forklara varfér mindre bra tekniska 16sningar kan
overleva genom att de uppnatt tillrackligt genomslag. Ett ofta anfort
exempel dr qwerty-tangentuppséttningen som introducerades for att
forhindra skrivmaskinstangenter att haka i varandra. De flitigast an-
vinda bokstdverna ar dérfor utspridda dver tangentbordet. Trots att
det inte langre fyller denna funktion och trots att det leder till att man
skriver langsammare finns det pa de flesta datorer.

Jag anvinder sparberoende 1 en 6verfoérd betydelse.! I detta sam-
manhang syftar sparberoende pa hur det som under en fas ar fram-
gangsrikt for en individ eller ett kollektiv, far konsekvenser for det
framtida handlingsutrymmet. Spar som 1 ett skede beframjar fram-
komligheten kan 1 ett annat ldge férhindra forandringar av rorelse-
riktningen (sparvaxlingar). Begreppet ska alltsd inte uppfattas som
ensidigt eller negativt. Val upptrampade spar underléttar for savil
producenter som konsumenter. Problem uppstar forst nidr man av
inre eller yttre tvang tvingas byta spar.

Kanske hittar man kéllan till det géteborgska malarkarret 1 Ivan
Ivarsons uttalanden om att fargen maste spela forstarollen for att det
ska vara fragan om maleri och inte bara konst, samt att malningarna
forst maste ner 1 helvetet och grisas till innan de kan komma upp
igen?” Malningar far inte vara alltfér vackra, dd degraderas de till
tavlor.

Maleri ar ingenting lattvindigt 1 en stad dér kulturvindarna ofta
blast snalt. Goteborgskoloristernas nationella succé har ofta kontras-
terats mot det inledningsvis njugga mottagande de fick 1 hemstaden.
Deras fargkaskader har stillts mot det 1 manga bemairkelser graa
Goteborg. Utlevelsen pa duken mot den puritanska moral som de
ocksa slogs mot 1 sig sjalva.

Men Goéteborgskolorismen ar inte riktigt det som avsags med
maleri 1 Géteborg under 1960- och 1970-talen, med mdjligt undantag
for Ake Goransson. Goteborgskoloristernas konst uppfattades som
lite f6r enkel och oproblematisk. Upprinnelsen till det géteborgska
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I use path dependency here figuratively."” In the present context, path
dependency indicates how something that is successful for a while for an
individual or a collective may have consequences for future courses of
action. Directions that at one time promoted accessibility can at another
prevent a change in direction (or switching, to use the original terminol-
ogy). The term should thus not be understood as one-sided or negative.
Well-worn paths make things easier for both producers and consumers.
The problem first arises when internal or external constraints force us to
change track.

Perhaps we will find the origins of the Gothenburg painters’ quagmire
in Ivan Ivarson’s statement that colour must play a key role if it is to be a
matter of painting and not just art, and that the paintings must first be put
through hell and messed up before they can emerge again?'® Paintings
should not be too beautiful, or then they are demoted to being pictures.

Painting is not something to take lightly in a city where the winds of
culture often blew cold. The Gothenburg colourists’ national success has
often been contrasted to their mitially poor reception in their home city.
Their cascades of colour have been set against the out-and-out greyness of
Gothenburg; their expressivity on canvas against the puritanical morals
that they themselves struggled with.

But the Gothenburg colourists are not really what was thought of as
Gothenburg painting in the 1960s and 1970s, with the possible exception
of Ake Géransson. The Gothenburg colourists’ art was understood as be-
ing a little too simple and unproblematic. The origins of the Gothenburg
quagmire are instead the generation that came after the Gothenburg col-
ourists, of whom Alf Lindberg was the most prominent name.

True, Lindberg was the same age as the colourists. He was born in
1905, Ivan Ivarson in 1900, and Inge Schidler in 1908. When he was a
student, Ragnar Sandberg (1902-1972), Goransson, and Schidler were
still studying at Valand. He compared himself with them, but did not feel
himself at home amongst them: ‘here in Gothenburg there were only
colourists; their influence was complete. You were compared with them,
and you also compared yourself against them. [...] I wanted to speak
about the things I saw and felt, about frames of mind. [...] Ake Géransson
was probably the one colourist who best understood to the problems of
painting.*

The colourists had also become the very model of social deviance.
In keeping with the Romantic artistic myth that had such public impact



malarkarretaristalletsnarare den generationsomkom efter Géteborgs-
koloristerna, med Alf Lindberg som mest framtradande namn.

Lindberg var visserligen jiamngammal med koloristerna. Han var
f6dd 1905, Ivan Ivarson 1900 och Inge Schidler 1908. Samtidigt som
honom gick Ragnar Sandberg (1902-1972), G6ransson och Schidler
dnnu kvar pa Valand. Han jamf6rde sig med dem, men kidnde sig
inte hemma bland dem: "Hér 1 Géteborg fanns bara koloristerna,
deras inflytande var fullstindigt. Man jamférdes med dem och man
jamférde ocksa sig sjdlv med dem ... [--] Jag ville beritta om siddant
jag sag och kinde, om sinnesstimningar. [--] Ake Goransson var vl
den av koloristerna som bést forstod maleriets problem.”**

Koloristerna har ocksa blivit normgivande som sociala avvikare.
I enlighet med den romantiska konstnirsmyt som under mellankrigs-
tiden vann stort publikt genomslag med bocker (och senare filmer)
som Irving Stones Han som dlskade livet, kom géteborgskonstnirerna
att uppfattas efter likartat moénster. Framst Ivan Ivarson, men dven
Ake Géransson och Inge Schidler, tycktes vara sentida (vast)svenska
efterféljare till Vincent van Gogh. Konfrontationen med ett oforsta-
ende samhille resulterar 1 alkoholism, sinnesjukdom och déd - samt
1 ododlig konst."

Det utanférskap som konstndrer kdnner 1 Goéteborg skapar en
genikult, enligt Edwards: "I en kulturfattig miljé dr den som valjer
konstnérskapet inte bara en udda utan dven en pretentios figur. Dar
har bara geniet ritt att vara konstnar.”* Det ensamma geniet (med
hela romantikens repertoar av alkohol och galenskap) star oberérd av
marknadens och smakens vindkantringar. Pa sa sétt har genikult och
sparberoende kopplats samman i den géteborgska malardiskursen.

SPARLAGGNING OCH SPARUNDERHALL

Hovedskous malarskola intar en miarklig position. Startad av en dansk
flykting, Borge Hovedskou, blev den ganska snabbt etablerad som
en central mstitution 1 stadens konstliv. Han var medlem av Grupp
54, men anda uppfattad som en av traditionsbararna i Géteborg i
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in the interwar period with books (and later films) such as Irving Stone’s
Lust for Life, the Gothenburg artists came to be understood according to a
similar pattern. It was primarily Fvan Ivarson - but also Ake Géransson
and Inge Schidler — who was thought of as a modern (west) Swedish suc-
cessor to Vincent van Gogh. Confrontation with an indifferent society
resulted in alcoholism, mental illness, and death — and in immortal art.?°

The isolation felt by the artists in Gothenburg created a cult of genius,
according to Edwards: ‘in a culture-deprived environment, the one who
chooses art is not only an odd but also a pretentious figure. Here only
the genius has the right to be an artist.*' The solitary genius (busy run-
ning the entire Romantic gamut from alcohol to madness) stands aloof
of the vagaries of taste and the market. It was in this way the cult of the
genius was linked with path dependency in the Gothenburg discourse of
painting.

BEATING A PATH

Hovedskou’s School of Painting found itself in a curious position. Started
by a Danish refugee, Bérge Hovedskou, it was rapidly established as a
central institution in Gothenburg’s artistic life. Hovedskou himself was a
member of Group 54, but even so was understood as one of the uphold-
ers of tradition in Gothenburg, in stark contrast to the role assumed by
another refugee, Endre Nemes.

Hovedskou’s School was for many a preparatory institution before
continued studies at Valand, and it had a reputation for a thorough ground-
ing in the basics of painting. When, in the 1960s, Valand became more
experimental and moved away from the Gothenburg tradition under the
influence of pop art, new realism, happenings, and so on, Hovedskou’s
took on an even clearer role as the bearer of tradition. The students at
Hovedskou’s ‘paint pictures that are about the possibilities of colour to
mediate a direct and sensual experience of reality’, wrote Tord Backstrém
in 1969, who contrasted this with the radicalism at Valand.??

The painters’ quagmire had an important source in the grim adher-
ence to models and still lifes at the schools of painting. Of course this was



bjart kontrast till den roll en annan flykting, Endre Nemes, har kom-
mit att inta 1 stadens konsthistoria.

Hovedskous malarskola var for manga en férberedande instans
infor fortsatte studier vid Valand och med ett rykte om gedigen ut-
bildning imaleriets abc. Nér Valand under 1960-talet blev mer experi-
mentell och rérde sigbort fran géteborgstraditionen under inflytande
av popkonst, nyrealism, happenings med mera fick Hovedskous en
allt tydligare roll av traditionsbdrare. Eleverna pa Hovedskous "malar
bilder som handlar om fargens méjligheter att meddela en direkt och
sinnlig upplevelse av verkligheten”, skriver Tord Backstrom 1969
och kontrasterar detta mot radikaliteten pa Valand.”'

Malarkarret har en viktig grund 1 det médosamma tragglandet
pa malarskolorna efter modell och stilleben. Det férekommer forstds
over hela landet men knappast nagon annanstans blir det till ett lika
dominant monster for den fortsatta konstnarliga praktiken. Nar Olle
Skagerfors reste till Provence 1957 fér att mala landskap 1 Cézannes
anda men fann uppgiften alltfér 6vervildigande, dgnade han sig istal-
let at att stirra pa en stol och en flaska 1 fyra manader. Det blev en bra
malning. Flaskan var férstas urdrucken.?

Pa malarskolorna fors traditionen vidare, om man inte gor upp-
ror mot det forgangna. Dér férmedlar liraren vikten av modell-
studier och (mer omedvetet) hur man talar om konst och for sig som
konstnar.

"Nade den som malade med plastfarg i stillet f6r olja”, skriver
Margareta Persson (1947-2008) om sin elevtid foér Carl-Erik
Hammarén pa Hovedskou. "En skolkamrat malade alltid med plast-
farger och fick ofta berém for sin ovanliga och vackra farg. 'For de ar
vil olja?’ Nej, svarade hon lika regelmassigt och Hammarén skakade
varje gang pa huvudet och kunde inte forstd att plastfarger gick att
anvinda med ett sadant koloristiskt resultat.””

Samtidigt som Hovedskous och Valand intar en central position
1 Goteborgs konstliv och en ndrmast mytisk position 1 gdteborgsma-
leriets genealogi férnekas ofta betydelsen av skolor. Kérnan 1 den
goteborgska konstsynen (som forstas hdmtar sin inspiration fran den
romantiska konstndrsmyten) ar att malare inte dr ndgonting man kan
utbilda sig till. Men det kréaver likafullt ett livslangt arbete f6r att bli
det. Genom utbildning kan man ldra sig en del av hantverket, men
konsten maste komma inifrén.
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the case across the whole country, but nowhere else did it become such a
dominant pattern for continuing artistic practice. When Olle Skagerfors
went to Provence in 1957 to paint landscapes in the spirit of Cézanne but
found the task too overwhelming, he instead dedicated himself to staring
at a chair and a bottle for four months. The painting turned out well. The
bottle was of course empty.*

At the schools of painting tradition was passed on as long as students
did not rebel against the past. The teachers communicated the impor-
tance of life studies and (more unconsciously) how to talk about art and
behave as an artist.

‘Heaven help you if you painted in acrylics rather than oils’, wrote
Margareta Persson (1947-2008) about her time as Carl-Erik Hammarén’s
student at Hovedskou’s. ‘A fellow student always painted in acrylics and
was often praised for her unusual and beautiful colours. “They are oils,
aren’t they?” ‘No’, came the reply every time, and every time Hammarén
shook his head, unable to understand that acrylics could be used to such
colouristic effect.’**

At the same time as Hovedskou’s and Valand attained central posi-
tions in Gothenburg’s art life and with it an almost mythic status in the
genealogy of Gothenburg painting, the significance of the schools was
often denied. At the heart of the Gothenburg view of art (which of course
draws its inspiration from the Romantic myth of the artist) is the idea that
you cannot learn to be painter. It is lifelong work that you need; education
will teach you some of the craft, but the art must come from inside.

NON-NATIVES AND SWEDEN’S BEST

Regardless of whether it is accounted for using geographical conditions,
social circumstances, or traditions, any discourse on artistic expression
in Gothenburg painting is invariably associated with place. Simultane-
ously, differences are maintained to the others, to those who do not come
from Gothenburg or work there. By and large, geographical determinants
are common in Swedish writing about art in the middle of the twentieth
century, possibly as a result of the strong regionalizing currents of the



UTSOCKNES OCH SVERIGEBAST

Oavsett om forklaringen ldggs 1 geografiska forutsattningar, sociala
forhéllanden eller traditioner knyts 1 diskurser om Goéteborgsmaleri
konstens uttryck till platsen. Skillnader upprittas samtidigt till de
andra, de som inte kommer fran eller verkar i Goéteborg. Over-
huvudtaget dr geografiska bestimningar vanliga 1 svenska texter om
konst under mitten av 1900-talet, méjligen som en f6ljd av starka
regionalistiska stromningar under 1930-talet. Det skrivs om Skéne-
mélare, Olandsmalare och Norrlandsmélare.

Geografisk hemort uppfattas alltsd som en nyckel till férstaelsen
av verken. Regelmissigt noteras i dagstidningarnas notiser och recen-
sioner konstndrens hemort. Ursprunget far férklara de konstnérliga
sardragen eller kontrasteras mot dem. En kan beskrivas som kolorist
1 hemstaden Goéteborgs tradition. Nagon annan kan forklaras vara
kolorist trots att han ar stockholmare.?

Men de geografiska bestimningarna &r lika ofta ett slags tauto-
logiska lokalpatriotiska bekriftelser som kontextutfyllande férklar-
ingar. Nar epitet som "Goteborgskoloristen Goransson” anvinds
fyller det inte funktionen att férse lasaren med information om konst-
nidrens hemhorighet utan att forstirka tillhorigheten och det konst-
nérliga virdet. Och nir Evert Lundquist och Bror Hjorth recenseras
under rubriken "Utsocknes pa museet 1 sommar” dr det inte for att
de forvintas vara okdnda for publiken utan for att markera att det
avviker fran Konstmuseets ddvarande tradition att visa G6teborgs-
konst under semestrarna.” P3 ett likartat satt anvinder Hakan Wettre
ordet for att markera att livaktigheten hos stadens konstgallerier: de
har visat "manga utsocknes, manga kvinnor”.?

Folke Edwards har diskuterat lokalpatriotismen i Goéteborgs
konstliv som gor publiken njugg infér konstnérskap fran andra delar
av Sverige eller andra ldnder: "Man intresserar sig fér en konstndr
om han ar fran trakten, man intresserar sig ofta mer fér en medioker
lokal f6rmdga dn en betydande utsocknes.” Detta dr inget unikt f6r
Goteborg, man aterfinner det pa méanga andra hall. Provinsialismen
ar lika stor 1 Stockholm, enligt Edwards, men ”stockholmarna tende-
rar att identifiera stockholmskt konstliv med svenskt...””
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Den goteborgska konsten beskrivs ofta som provinsiell 1 kontrast
till Stockholms. Aven av goteborgare. Detta gors efter ett intressant
monster som kopplar samman stil och internationalism. Vissa konst-
nérliga uttryck uppfattas i sig vara mer internationella &n andra. Till
dem hoér bland andra surrealismen och den abstrakta konsten. Ingen-
dera fick nagot langvarigt faste 1 Goteborg.?® Expressionism, kolo-
rism och naivism beskrivs ofta som provinsiella drag.

Man kan visserligen pa goda grunder beskriva Goteborgs-
kolorismen och dess efterféljare som regionalism. Men man bér inte
glomma att regionalismen var en internationell foreteelse liksom
expressionismen och naivismen. Konstnarer runt omivérlden delade
uppfattningen om vikten av att skildra lokala miljéer och foreteelser
och de gjorde det med likartade medel.

Jag har 1 ett annat sammanhang undersokt strukturen 1 hur vi 1
Sverige berittar var nationella konsthistoria.? Slutsatsen blev gan-
ska bekldmmande: eftersom den internationella konsthistorien alltid
utgor norm, blir den svenska beskriven som nagot som slapar efter,
som later sig inspireras av andra men aldrig utgdr ett impulsgivande
centrum. Denna tendens forstarks av att det som ar unikt for den
svenska konsthistorien med nédvindighet maste skildras som av-
vikelser eller stickspar fran huvudsparet for att inte bryta med den
narrativa strukturen.

Samma logik tycks gilla f6r foérhallandet mellan de regionala
konsthistorierna och den nationella (normen). Exempelvis far alla
studenter 1 konsthistoria lara sig att 1947 ar en viktig brytpunkt efter-
som den konkretistiska konsten da fick sitt genombrott med en ut-
stillning pa Farg och Form. I Stockholm bér kanske tillaggas — men
det gors sillan. Goteborgskonsten beskrivs som provinsiell for att
den har tagit andra vdgar dn den i Stockholm.

I ett viktigt avseende skrivs historien alltid bakldnges. Det vi upp-
marksammar 1 utstallningar, artiklar och bocker ar det som 1 det
férgangna som framstdr som betydelsefullt {6r oss idag. Det som
tycks leda fram till den punkt viidag befinner oss pa. Berittelsen om
den abstrakta konsten pa 1950-talet behévde kubismen som 1 sin tur
aktualiserade Gézanne. Den anglosaxiska postmodernismen 1 slutet
av 1970-talet hade behov av neodada som viackte nytt liv 1 Duchamp.
Diarmed ocksa sagt att det &r vad man ser fran den punkt man star pa
som dr avgorande. Begransas synfiltet av den goteborgska horison-
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1930s. The ‘Skane school’, the ‘Oland school’, and the ‘Norrland school’
of painting are all mentioned.

Geographical origins are thus understood to be key in any under-
standing of works of art. Artists’ origins are routinely noted in newspaper
reporting and reviews; they serve to explain artistic characteristics and
to contrast with them. Artists are described as colourists in the tradition
of their home city, Gothenburg. Others are pronounced to be colourists
despite being from Stockholm.?

But geographical attributes are a kind of tautological, locally patriotic
confirmation just as much as they are straightforward explanations. When
an epithet is used, as in the case of ‘Gothenburg colourist Géransson’, it
does not serve to supply the reader with information about the artist’s
origins, but rather to strengthen the sense of artistic affiliation and artistic
worth. And when Evert Lundquist and Bror Hjorth appear under the
headline ‘Non-natives at the museum this summer’ it is not because they
are thought to be unknown to the public, but rather to mark the deviation
from the G6teborg Museum of Art’s tradition of showing Gothenburg art
during the holidays.* In the same way, Hakan Wettre uses similar phras-
ing to convey the vigour of the city’s art galleries: they have shown ‘many
outsiders, many women’?

Folke Edwards has discussed the local patriotism in Gothenburg’s art
world that explains some of the public resistance to art from other parts
of Sweden or from other countries: “There is interest in an artist if he is
from these parts; there is often greater interest in a mediocre local talent
than a significant outsider.” This is nothing unique to Gothenburg; you
find it in many other places. Provincialism is just as great in Stockholm,
according to Edwards, with the rider that ‘Stockholmers tend to conflate
Stockholm’s art scene with Sweden’s ...

Gothenburg art is often described as provincial in contrast to
Stockholm’s. By Gothenburgers too. This follows an interesting pat-
tern that links style and internationalism. Certain artistic expressions are
understood to be in themselves more international than others. Among
these are surrealism and abstract art. Neither found much of a foothold
in Gothenburg.* Expressionism, the colourists, and naivism are often
described as provincial traits.

Certainly there are good grounds for describing the Gothenburg
colourists and their successors as examples of regionalism. But it should
not be forgotten that regionalism is an international phenomenon just



ten innehéller sannolikt dagens berittelse namn som Olle Petterson
och Carl Kylberg. Ar det nationens grinser det handlar om faller
antagligen férstnamnde bort. I vésterlandets konsthistoria finns inga
svenskar med.*

Detta ar forklaringen till varfor det, trots vad som ovan anforts,
ar lattare att skriva lokal konsthistoria dn nationell, enklare att
skriva den 1 krénikeform 4n som sammanhallen berittelse. Vad som
hinder pé lokala konstscener far sdllan dterverkan pa diskussionerna
1konstvarldens centrum och den évergripande strukturen kan darfor
utelamnas. Inte heller orsaker de centrala aktérernas blindhet f6r vad
som hinder pad dessa scener ndgon frustration eftersom viarldarna
ar nastan helt separerade och knappt kanner till varandras existens.
Men med Goéteborg dr det annorlunda. I rikets andra stad skrivs inte
lokalhistoria.

Goteborg dr ingen smastad. Den goteborgska konstscenen ér inte
skild fran Stockholms med vattentita skott. Goteborgs konsthistoria
utgor ingen helt egen utvecklingsvig som dragits fram oberoende av
centrum. Didrav den stdndiga frustrationen &ver att inte vara sedd,
inte vara uppmirksammad och stindigt vara missférstaidd. Men
Goteborg ar heller inte ndgon otvetydig storstad.?

Vileverien tid av férnyad regionalism. For att férsta den géteborg-
ska frustrationen infér Stockholms brist pa uppskattning r det viktigt
att uppméarksamma vardeskillnaden mellan provinsialism och regiona-
lism. Regionalism anvinds ofta som ett positivt varderingsord, medan
provinsialism ndstan undantagslost har negativ karaktir. ”Att vara
provinsiell - det dr den stora mardrommen bland de kulturella 1 en an-
drastad som Goteborg”, skriver Tord Backstrém 1967 och fortsatter:
"Men ska man anvinda beteckningen provinsiell i smadligt syfte ar det
vil just denna riadsla den passar in pa.”*? Radslan for att framsta som
provinsiell leder till att man hakar pa den senaste trenden.

Men till den géteborgska sjalvbilden hor, som framgatt ovan, att
mtehaka pa trender. Det senaste modet betraktas med misstinksamhet,
som ndgot snabbt 6vergdende. Utifrdn Backstroms analys framstar
alltsa Stockholms konstliv som mer rdddhagset och darmed mer pro-
vinsiellt én Goteborgs. Detta dr dock ingen slutsats han sjélv drar.

Hur kan man foérsta Géteborgs grabbiga sjélvfortroende, det bur-
dusa avfiardandet av utsocknes nyheter som tillfilliga trender? Den
orubbliga tilltron till den egna f6rmdagan, det egna sparet?
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as 1s expressionism and naivism. Artists across the world were equally
convinced of the importance of depicting local milieux and occurrences,
and they did so with similar means.

In another context I have studied the structure of how we in Sweden
narrate our national art history.** The conclusion was more than a little
depressing: since international art history always constitutes the norm,
Sweden is described as trailing along behind, inspired by others but never
inspiring. This tendency is strengthened by the fact that everything that is
unique in Swedish art history must of necessity be depicted as deviations
or sidetracks in order not to break with the accepted narrative structure.

The same logic seems to hold good in the relationship between
regional and national art history (the latter the ostensible norm). For
example, all students of art history are taught that 1947 was an important
watershed because ‘konkretism’ (concrete art) had its breakthrough then
in the exhibition Colour and Form (Firg och Form) — in Stockholm it ought to
be added, but rarely is. Gothenburg art is described as provincial because
it followed other paths than art in Stockholm.

In one important respect history is always looking backwards. What
we highlight in exhibitions, articles, and books is what from the past ap-
pears significant to us now; what we think must lead to the point where
we find ourselves today. The narrative of abstract art in the 1950s needed
cubism, which in its turn actualized Cézanne. The Anglo-Saxon postmod-
ernism of the late 1970s depended on neo-dadaism, which gave new life to
Duchamp. Thus it goes without saying that it is whatever we see from the
point where we are now that 1s crucial. Limit our horizon to Gothenburg,
and today’s narrative will probably contain names such as Olle Petterson
and Carl Kylberg; raise our sights to the national horizon, and Petterson
would probably be dropped. Look out over Western art history, and there
are no Swedes.*

This is the reason why, despite the caveats, it is easier to write local
art history than national art history; it is simpler to write a chronicle
than a coherent account. What happens on the local scene seldom has
repercussions for the art world’s centre, and the overarching structure can
therefore be safely left out. Nor do the central players’ blindness to what
happens at the local level cause any frustration because the barriers are
so impenetrable, and each scarcely knows of the other’s existence. But in
Gothenburg it is different. In the nation’s second city you could not pos-
sibly write local history.



Mikael Lofgren gor i en serie artiklar 1 Dagens Nyheter 1991-1992
en insiktsfull analys av det goteborgska kulturlivet. "Goteborg séigs
ibland lida av lillebrorskomplex”, skriver Lofgren. "Det ar fel, mellan-
brorskomplex heter problemet.”” Som mellanbror miter sig staden
med de stora och forsoker sig pa saker som den inte méktar med.
(En konstbiennal?) Men lyckas ocksd med saker som den inte borde
férma tack vare driftiga entreprenérer. Som Filmfestivalen. Mellan-
brodern Géteborg kénner dven affinitet med de sma. Han upplever
sig som en lagom stor stad och uppfattas pa samma sitt av inflyttade
fran landsorten.

Lofgren sitter mellanbrodern 1 relation till den konflikt mellan
tradition och avantgarde som omvittnats av manga andra och som
vid tiden kom till uttryck 1 striderna om Goteborgsoperan, Ullevi
med mera. A ena sidan, skriver Lofgren, finns en "sma- eller kalkbor-
gerlig uppfattning som, pa grundval av donationskulturens historiska
ansprak och en ytterst konventionell konstsyn, betraktar Géteborgs
kulturinstitutioner som ’sina’. A andra sidan anhiéingarna till den strid-
bara kulturdogmatism med politiskt radikala fértecken som hyser
férhoppningar om apokalyptiska 6vertaganden, att storta det gamla
1gruset. Denna grundmotsattning har —1alla lager — skapat grogrund
for visiondra entreprendrer och militanta separatister...”

Nagonstans mellan dessabadaldger ar det géteborgska malarkarret
situerat under den tidsepok vi hér fokuserar. Malarna har aldrig upp-
fattat Konstmuseet som ”sitt”. Det finns en lang historia av kritik och
misstinksamhet mot museet som forstarkts av Gotaplatsens arkitek-
toniska utformning som musernas tempelplats. Men malarna kinde
sig, med undantag av Knud och Solwei Stampe, Gunnar Thorén och
kanske nagon till, inte heller helt hemma bland revolutiondrerna. En
malartrasa dr inte mycket att vifta med pa barrikaderna.

Det interna talet om staden som Stockholm glémde mnehaller
dven en god portion stolthet, for att inte siga sjalvgodhet. Egentligen
ar ju konsten 1 Goteborg mycket bittre dn den pa andra héll i landet.
Innerst inne ar detta nagot alla Géteborgskonstnérer vet. Men till skill-
nad fran stockholmare skryter inte géteborgare. Det dr atminstone
den géteborgska sjdlvbilden.

Det ska antagligen till en kvallstidning som Géteborgs-Tidningen for
att siga det hogt och kanske dven en recensent som Lars G Féllman:
”6 goteborgare som dr Sverige-bast” 16d rubriken till en recension
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Gothenburg is not a small town. The Gothenburg artistic scene is not
blocked off from Stockholm by a watertight bulkhead. Gothenburg’s art
history does not represent a completely distinct development, wholly in-
dependent of the centre. Hence the abiding frustration at not being seen,
not being noticed, always being misunderstood. Not that Gothenburg is
exactly a throbbing megalopolis, come to that.**

We live in a period of renewed regionalism. To understand Goth-
enburg’s frustration in the face of Stockholm’s lack of appreciation it is
important to note the difference in connotation between provincialism
and regionalism. Regionalism is used primarily in a positive sense, while
provincialism is almost without exception pejorative. “Io be provincial
— that is the greatest nightmare among the cultured in a second city like
Gothenburg’, wrote Tord Backstrom in 1967, and continued, ‘but if you
are going to use the term provincial as abuse it is this very fear it will harp
on.*® The fear of appearing provincial drives one and all to hop on the
latest bandwagon.

Yet part of Gothenburg’s self-image is 7ot hopping on the latest band-
wagon, after all. The dernier cri is viewed with suspicion as something
that will soon pass. Take Backstrom’s analysis, and it would appear that
Stockholm’s artistic life is more timid and thus more provincial than
Gothenburg’s. This, however, is not a conclusion he draws himself.

How to understand Gothenburg’s laddish self-confidence, its curt dis-
missal of outsiders’ innovations as fleeting trends? Its unshakeable belief
in its own ability, its own course?

Mikael Lofgren, in a series of articles in Dagens Nyheter in 1991-1992,
offered an insightful analysis of Gothenburg’s cultural life. ‘Gothenburg
1s said sometimes to suffer from a baby brother complex’, wrote Lofgren.
“That’s wrong; its problem is a middle-child complex.®* As a middle child
Gothenburg measures itself against bigger cities and attempts things it
cannot manage. (An art biennial?) But then it succeeds against the odds
thanks to its dynamic entrepreneurs. Take the film festival. Middle-child
Gothenburg feels an affinity with its smaller siblings; it has a sense of itself as
areasonably large city, and is viewed in much the same way by incomers.

Lofgren views this middle child in terms of the conflict between tradi-
tion and the avant-garde that has been observed by so many others, and
that in time would be vented in disputes over the likes of the Gothenburg
Opera (GoteborgsOperan) and the Ullevi Stadium. On the one hand, he

writes, there is a ‘petit bourgeois or philistine notion, on the basis of a ben-
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efactor culture’s historic claims and an excessively conventional view of art,
that views Gothenburg’s cultural institutions as ‘their own’. On the other
hand, the partisans of aggressive cultural dogmatism, with its politically
radical overtones, nurse the hope of an apocalyptic takeover, of toppling the
old into the dust. This fundamental opposition has — in all circumstances
- been the hotbed of visionary entrepreneurs and militant separatists.

Somewhere between these two extremes lay the quagmire of
Gothenburg painting, at least in the period we are considering. The paint-
ers never thought of the Goteborg Museum of Art as ‘theirs’. A long
history of criticism and suspicion of the museum was strengthened by
Gotaplatsen’s architectonic form as the temple mount of the Muses. Yet
neither were the painters, with the exception of Knud and Solwei Stampe,
Gunnar Thorén, and perhaps a handful more, really at home among the
revolutionaries. A paint rag is not much to wave on the barricades.

Cracks about the city that Stockholm forgot also betray a good deal
of pride, if not to say self-conceit. Actually art in Gothenburg is much
better than anywhere else in the country. Deep down this 1s something all
Gothenburg artists know. But unlike Stockholmers, Gothenburgers do
not boast. That, at least, is the Gothenburg self-image.

It was left to the likes of the evening paper Giteborgs-Tidningen to say
it aloud, and a reviewer such as Lars G Féllman: ‘6 Gothenburgers who
are Sweden’s best’ ran the headline in 1974. The six Gothenburg artists
in question - Bertil Berg, Roj Friberg, Bernt Jonasson, Folke Lind, Ake
Nilsson, and Gunnar Thorén - had established themselves among the top
Swedish artists, Fallman insisted. ‘No large body of living art could ignore

this company, nor yet any future retrospective.’

OFF THE BEATEN PATH

I have described the Gothenburg school of painting in terms of paths
stretching from the 1920s to at least the middle of the 1980s. This might
give the unfortunate impression that there was only the one possible
direction, and indeed, on the contrary, Gothenburg painting has been
challenged on several occasions. The most violent was the conflict

FIG. 27. Alf Lindberg, Dryadernas déd | Death of the Dryads, 1965, olja pa duk /oil on canvas, 100 x 138,5 cm,
Géteborgs konstmuseum / Géteborg Museum of Art, © Alf Lindberg/BUS 2009.



av 6 aspekter 1974. De sex Goteborgskonstndrerna (Bertil Berg,
Roj Friberg, Bernt Jonasson, Folke Lind, Ake Nilsson och Gunnar
Thorén) har etablerat sig 1 toppskiktet av svenska konstnirer, slar
Fallman fast. "Ingen storre representation av levande konst skulle
kunna ga forbi det hér séllskapet, inte heller en kommande historie-
skrivning.”s

STICKSPAR

Jag har beskrivit Géteborgsmaleriet 1 termer av spar som stricker
sig fran 1920-talet till dtminstone mitten av 1980-talet. Men denna
beskrivning ska inte forstds som att det var den enda mojliga vigen.
Tvirtom har Goéteborgsmaleriet flera gdnger utmanats. Den véld-
sammaste ar de strider som fordes kring Nemes och de sa kallade
Nemeseleverna. Inte ens 1 2000-talets Goteborg har stridens hetta
helt klingat av.

Irelation till teorin om sparberoende ar Nemesstriderna intressanta.
Grunden f6r teorin 4r, som ovan anforts, att en framgangsrik berit-
telse kan verka beframjande for att den réjer mark. Varje ny malare 1
Goteborg behdvde inte borja argumentationen fran scratch utan kun-
de forlita sig pa att det fanns en (f6r)forstaelse for vad maleri ar och bor
vara. Ur detta perspektiv borde Nemesdiskussionerna ha undergravt
det anlagda sparet och gjort det mindre sjalvklart som val.

Detta tycks dock inte vara fallet. Visserligen dr det latt att identi-
fiera en stor grupp unga konstnérer, kritiker och publik som anslot
sig till en "ny” konstsyn, och som med vissade argument gick till
angrepp mot vad de uppfattade som férlegade uppfattningar om vad
god konst dr. Det blev en diskussion som inte minst kom att polarise-
ras mellan provinsialism och internationalism, diar Nemessidan fick
visst tolkningsféretrade nir den utmalade Goteborgstraditionen som
sluten och i grunden ointresserad av influenser utifran. A andra sidan
tycks argument att Nemeseleverna alla malade 1 samma stil ocksa ha
fatt starkt faste. Bada ldgren hade snart ocksa sina egna institutioner
och marknadsférare.
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that raged around Nemes and the so-called ‘Nemes students’. Even in
twenty-first century Gothenburg the echoes of this battle have not com-
pletely faded.

In terms of the theory of path dependence, the Nemes clash is in-
teresting. The basis of the theory is that a successful narrative can seem
promising because it clears the way. Every new painter in Gothenburg
did not need to stake out his claim from scratch, but could rely on the fact
that there was a (pre-) understanding of what painting was and what it
ought to be. In this sense the Nemes dispute ought to have undermined
the existing path and made it less obviously the sole choice.

This does not seem to have been the case, however. True, it is easy
to identify a large group of young artists, critics, and a public that fell in
behind a ‘new’ view of art, and pointedly attacked what they saw as ante-
diluvian ideas of good art. It evolved into a discussion that largely turned
on the poles of provincialism and internationalism, and in which Nemes’s
supporters stole an interpretative march by depicting the Gothenburg
tradition as closed and fundamentally uninterested in outside influences.
On the other hand, the argument that the Nemes students all painted in
the same style also gained some ground. Both sides soon had their own
mstitutions and promoters.

As we have seen, the Gothenburg tradition viewed artistic creation
as a laborious inquiry. For this reason, anything that suggested painting
to a formula, to a previously thought-out approach, was viewed with
distaste. As early as the 1920s this was the essence of the criticism of
cubism and surrealism, and it resurfaced in criticism of Nemes and the
Nemes students. They were occupied with picture painting,” ‘they only
fudged ‘painting”.*® It was too finished, too elegant. It was solved rather
than inspired.

It is easy to describe the Nemes debate in a series of dichotomies
such as nature-culture, figurative-abstract, inquiry-formula, emotion-
intellectualism, French-oriented-central European, and so on. Yet there
were great similarities between the camps that were not immediately
obvious when the feud was at its most intense. They shared many funda-
mental ideas about the nature of art, that art can be good or bad, that
artists are equipped with particular talents, and so forth. The violence of
their clashes may of course depend on the fact that they shared an idiom,
a view of art, but were at loggerheads about quality, about what was good
and could be developed in the future.



Goteborgstraditionen forstod, som vi sett, det konstnérliga skapan-
det som ett médosamt sokande. Darfér hade man svart for riktningar
som tycktes mala efter ett recept, ett pa férhand uttinkt tillvagagangs-
sétt. Detta ar redan pa 1920-talet essensen 1 kritiken mot kubismen och
surrealismen och dterkommer 1 kritiken mot Nemes och Nemeselev-
erna. De sysslade med tavelmaler1,*® “de slippte pa 'maleriet’”*” Det
var for fardigt, for elegant. Det var avklarat snarare &n avklarnat.

Det ar litt att beskriva Nemesstriderna 1 dikotomier som natur-
kultur, forestillande-abstraktion, efterforskning-recept, kanslor-in-
tellektualism, franskorienterad-centraleuropeisk och s vidare. Men
det finns stora likheter mellan lagren som inte var synliga nir fejden
var som mest intensivt. De delade ménga grundliaggande uppfatt-
ningar om vad konst &r, att det finns god och dalig konst, att konst-
nérer dr utrustade med sdrskilda féormagor etcetera. Hettan 1 sam-
mandrabbningarna kan foérstas just utifran att de delade sprakbruk
och konstbegrepp men var djupt oense om vad som var bra, kvalitet
och utvecklingsbart for framtiden.

Nemes tillhérde samma generation som Goéteborgskoloristerna
och delade 1 grunden samma syn pa vad konst ar. (Han kallade ibland
sig sjalv f6r malare, aven om han betonade bildbyggandet mer an det
maleriska anslaget.)*

Det som kunde blivit ett mer avgérande brott mot Goéteborgs-
traditionen intrdffade 1 bérjan av 1960-talet. Utmaningen kom
fran Stockholm dir ett annat férhallningssatt till konsten vaxte
fram 1 och med Moderna Museets utstéllningar. Konsten var inte
langre nagot som skulle upplevas uteslutande retinalt. Installations-
konsten, performances, happenings och kinetisk konst utmanade
den modernistiska konstuppfattningen. Infér detta stod savil Ne-
mes- som Goteborgsmalerifalangen fragande. Var detta konst? Det
handlade inte om vare sig koloristiska effekter, valorer, former el-
ler volymer. Det var ocksa en konst som till synes sldppte ordets
virderande och klassificerande funktion: allt kan vara konst. Pa
internationell nivd sammanfoll detta med hur konstvirldens cen-
trum forflyttades fran Paris till New York 1 mitten av 1960-talet.
Brian O’Doherty skrev 1976 att franskhet blev ett handikapp 1 den
internationella konstvarlden efter Venedigbiennalen 1964. Nagot
liknande hinder under denna period med "géteborgskhet” 1 den
svenska konstvarlden.
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Ultimately Nemes belonged to the same generation as the Gothenburg
colourists and shared much the same view of what art is. (He sometimes
called himself a painter, even if he stressed the composition of the picture
more than the painterly touch.*)

What might have become a more decisive break with the Gothenburg
tradition took place at the start of the 1960s. The challenge came from
Stockholm, where a different way of thinking about art grew out of the ex-
hibitions at Moderna Museet (the Modern Museum). Art was no longer
something that should be exclusively a visual experience. Installation art,
performances, happenings, and kinetic art challenged the modernist idea
of art. Both the Nemes and Gothenburg painting phalanges were caught
on the back foot. Was this art? It was not a matter of colouristic effects,
values, forms, or volumes. It was art that seemed to abandon the evaluat-
ing and classifying functions of the word: everything and anything can
be art. At the international level this coincided with the shift of the centre
of the art world from Paris to New York in the middle of the 1960s. Brian
O’Doherty wrote in 1976 that Frenchness became a handicap in the in-
ternational art world after the Venice Biennial of 1964. In the Swedish
art world something very similar was happening to ‘Gothenburgness’ at
around the same time.

New realism and pop art similarly challenged the Gothenburg style in
the 1960s. Neither gained much of a foothold. ‘For a while one thought
the signals from the art events of the last decade...would never penetrate
the November fog of the Swedish west coast’, wrote Lars G Fallman in
1968. ‘Here painting continued as if the birthplace of art on earth was
called Gothenburg’*® At Valand it was not only the subjects that were
changed, according to the reviewer; plastics and acrylic paints were also
very much signs of the times.

As with abstract art, 1960s avant-garde art never gained much ground
in Gothenburg. Leif Nylén remembers, ‘Pop art never made it here...in
the same way as it did in Stockholm. It was some kind of hangover from
the impressionistic tradition; you might go as far as Francis Bacon. Roj
Friberg was pretty typical...in a good way. That kind of angst art. The
angst was a bit passé up here in Stockholm, here it was more hedonistic
games with new technologies and new lifestyles.*!



Aven nyrealismen och popkonsten utmanade det géteborgska
malarsparet under 1960-talet. Ingendera fick ndgot starkt faste. "Ett
tag trodde man att signalerna fran de senaste tio arens konsthandel-
ser [--] aldrig trangde igenom novemberdiset pa den svenska vastkus-
ten”, skrev Lars G Fallman 1968. "Har har malats som om konstens
stamort pa jorden hette G6teborg.” Det var inte bara motiven som
férandrats pa Valand enligt recensenten, plast och akrylfarg var tyd-
liga tecken 1 tiden.

Liksom den abstrakta konsten fick 1960-talets avantgardiska
konst aldrig nagot starkt faste 1 G6teborg. Leif Nylén erinrar sig att
"Popkonsten slog inte igenom [---] pa samma sitt som den gjorde har
1 Stockholm. Det var ndgon slags kvardrojande expressionistisk tra-
dition, man kanske gick till Francis Bacon. Roj Friberg ar ratt typisk
... p ett bra sitt. Just den hir 4ngest-konsten. Angesten var nagot
6verspelat hér uppe 1 Stockholm, hir var det mer hedonistiska lekar
med nya teknologier och nya livsstilar...”*

SPAR AV SOCIALISM

Ett annat skal till att de nya konstformerna hade svart att etablera
sig var den snabba politiseringen av konstlivet under senare delen
av 1960-talet. I Goteborg kom den moralkonservativa stalinistiska
véanstern att vinna problemformuleringsinitiativet under 1970-talet,
inte minst inom kulturen. Med Sovjetunionen som f6rebild framstod
realistiskt oljemaleri som en konst f6r arbetarklassen, medan flum-
miga happenings etcetera i bésta fall betraktades som smaborgerligt
fjanteri.

Kraven pa politisk korrekthet skapade nya former av motsitt-
ningar bland maélarna. De som lade mest vikt vid den politiska kor-
rektheten kallades nedsdttande "plakatkonstnirer” (obs! inte plakat-
malare!), medan de som var mest upptagna vid maleriska problem
ansags svika arbetarklassen och kampen. Stockholmaren (!) Peter
Dahl (f. 1934) hamnade mitt i detta spanningsfilt nar han rekryte-
rades som lérare till Valand 1971. Han har sjélv skrivit utforligt och
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SOCIALIST PATHFINDERS

Another reason why new art forms were hard to establish was the rapid
politicisation of the art scene in the latter half of the 1960s. In Gothenburg
the morally conservative Stalinist left were to gain the upper hand in for-
mulating issues in the 1970s, not least in culture. With the Soviet Union as
a model, realistic oil painting was held to be the art form for the working
classes, while muddled happenings and their ilk were at best condemned
as a petit bourgeois silliness.

Demands for political correctness spawned new forms of antagonism
between the painters. Those who placed most weight on political correct-
ness were disparagingly referred to as ‘poster artists’ (not ‘poster painters’,
and certainly not poster boys) ; those engrossed in painterly concerns were
thought to have failed the working class and the struggle. The Stockholmer
Peter Dahl (b. 1934) walked straight into the middle of this minefield
when he was recruited as a teacher at Valand in 1971. He has written in
some detail and with great humour about his time in Gothenburg. After
the scandal of the Gothenburg Art Gallery (Konsthallen) in 1970, when
the police seized a painting of Princess Sibylla, he acquired a reputation as
a fearless rabble-rouser. Students at Valand at that time were dominated
by the Stalinists in KFML(r)** who were extremely disappointed when
the new painting teacher insisted that they should study models more
than Mao.* “‘When he arrived at the school hardly anyone dared to paint
from models. He had a series of run-ins with the ‘cadre’ who, however,
were quite well disciplined and gradually realized that they had to learn
their profession if they were to strike a blow for the revolution** The
pact was that painting from life was acceptable but flowers were out of
the question.

In Stockholm, painting was in a much weaker position. ‘At Tecknings-
lararinstitutet [Art Teacher Institute] and Konstfack [University College
of Arts, Crafts and Design]’, where Dahl had earlier taught, ‘the students
who painted pictures and wanted to learn to paint were bullied by their
peers. [...] It was thought immoral and fascist to study form and colour



underhallande om sin tid 1 Géteborg. Efter skandalen pa Konsthallen
1970 da polisen beslagtog en mélning med prinsessan Sibylla fick han
rykte om sig att vara en oriddd rabulist. Eleverna pa Valand domi-
nerades vid tiden av stalinisterna 1 KFML(r) som blev ytterst be-
svikna nér den nye malerilararen insisterade pa att de skulle studera
modell mer &n Mao." "Nar han kom till skolan var det ndstan ingen
som vdgade mala modell. Han kom darfor 1 valdsam konflikt med
“arrarna’ som emellertid var ganska véldisciplinerade och sa sma-
ningom insag att man maste lara sig sitt yrke for att kunna gora en
insats for revolutionen.”? Overenskommelsen blev att mala modell
gick bra men att blommor var uteslutet.

IStockholm var maleriets situationmycket svagare. "Pa Tecknings-
lararinstitutet och Konstfack”, dar Dahl tidigare undervisat, "blev de
elever som malade tavlor och ville lira sig méala mobbade av kam-
raterna. [-—] Det ansdgs omoraliskt och fascistiskt att studera formen
och firgen for dess egen skull.”® Aven om ocksi Valandseleverna
sag politiken som 6verordnad maleriet beholl det alltsd en starkare
position pa Goteborgsskolan.

For den dldre generationen Goteborgsmalare var den nya poli-
tiska konsten ett rott skynke. Men inte for att den var politisk, utan
for att den var dalig. Det var ”ett djdvla slarvande” siger Skagerfors
och deklarerar att ”det finns bra och daligt — inget annat”.*

Om det vore sd att det politiska innehallet var viktigare &n for-
men och tekniken borde vansterkonstndrerna ha mottagit videon
och installationskonsten med glidje. Men det finns en icke-artiku-
lerad ambivalens 1 deras installning till maleriet. S6kandet, arbetet
med fargen pa duken, har ett virde 1 sig, inte bara fér konstnéren,
utan ocksa for betraktaren. I en sen intervju siger Gunnar Thorén
att "teoretikerna har tagit 6ver konstscenen”. Han kan kdnna sympati
for "idékonsten” som innehaller mycket av idédebatt och "helt dragit
sig bort fran dgodelstinkandet”. Men, menar Thorén, nagot virde-
fullt har gatt forlorat nar "andra manniskor d4n malare [-] tagit 6ver
konstscenen”. Den idébaserade konsten “kraver en massa ord”.*

Ocksa bland kritikerna var férdémandet av oljemaleri som en
forlegad borgerlig konstform mer accentuerad 1 Stockholm an 1
Goteborg. Det var framfor andra Torsten Bergmark, Bengt Olvang
och Leif Nylén som fran 1968 drev kravet pa att konsten skulle vara
politiskt radikal till saval innehall som form.* Goteborgskritikerna

114

115

for their own sake.*® Even if the Valand students also believed politics to
be superior to painting, painting still retained a stronger position at the
Gothenburg school.

For the older generation of Gothenburg painters the new political art
was a red rag. But not because it was political, rather, because it was bad.
It was ‘a sodding mess’, according to Skagerfors, and added, ‘there’s good
and there’s bad — nothing else’.*®

If it were the case that political content was more important than form
and technique, the left-wing artists ought to have embraced video and in-
stallation art with joy. But there was an unarticulated ambivalence in their
attitude towards painting. The inquiry, the working with paint on canvas,
has a value in itself, not only for the artist but also for the viewer. In a later
interview, Gunnar Thorén said that ‘the theoreticians have taken over
the art scene’. He was sympathetic to ‘concept art’, which conveys much
of the debate of ideas, and which is ‘completely abandoned the idea of
ownership’. But, he argued, something valuable is lost when ‘people other
than painters...take over the art scene’. Idea-based art ‘requires masses of
words’*

Among the critics, the denunciation of oil painting as an antiquat-
ed bourgeois art form was more accentuated in Stockholm than in
Gothenburg. It was above all Torsten Bergmark, Bengt Olvang, and Leif
Nylén who from 1968 pushed for art to be politically radical in both con-
tent and form.*® The Gothenburg-based critics retained the notion that
politics should not be superior to artistic demands.

There were several aspects to oil painting that ran directly counter to
the new age’s demands. It boiled down to the problem of unique works of
art primarily being bought by the middle classes. It was an old-fashioned
technique. It was the result of individualistic work in the studio.

The progressive approach was group painting, carried out by anony-
mous collectives. There were other forms of mural art that reached the
masses and were felt to be an expression of the new age, such as poster art
and other cheap, readily reproduced art. Even graphic art was acceptable
according to the logic that held it reasonable to buy and own works of art
that were not too expensive.

The old incompatibilities between head and hand re-emerged in the
1970s. As we have seen, painting as craft is associated with the notion
of Gothenburg anti-intellectualism. In 1966 Douglas Feuk reviewed an
exhibition of nine Gothenburg painters, among them Rudolf Flink, Alf



bibeholl uppfattningen att politiken inte skulle vara éverordnad de
konstnarliga kraven.

Det var flera aspekter av oljemaleriet som gick stick 1 stdv med
den nya tidens krav. Det utmynnade i unika konstverk som framst
koptes av borgarklassen. Det anvinde en gammaldags teknik. Det
var resultatet av ett individualistiskt arbete 1 ateljén.

Mest progressivt var brigadmalningar, utférda av anonyma kol-
lektiv. Aven annat viggmaleri som nidde de stora massorna upplev-
des som uttryck for den nya tiden, liksom affischkonst och annan
billig, reproducerbar konst. Aven grafik gick bra enligt logiken att det
var okej att kopa och dga konstverk som inte var for dyra.

Den gamla motsittningen mellan hjdrnans och handens arbete
dok ater upp pa 1970-talet. Maleri som hantverk dr, som ovan berérts,
férknippat med en forestdllning om géteborgsk anti-intellektualism.
1966 recenserade Douglas Feuk en utstillning med nio Go6teborgs-
malare, daribland Rudolf Flink, Alf Lindberg och Olle Skagerfors.
Det var en utstéllning med stilleben, figur- och landskapsmaleri 1
Goteborgstraditionen, med tydlig penselskrift och partier med oma-
lad duk. For Feuk kindes utstillningen inaktuell och dédrmed ointres-
sant. "Konstnarligt varde dr inte ndgot som existerar 1 sig, utanfor tid
och rum. Virdet beror pa konstverkens nérvaro 1 samtiden, och det
mesta har dr otidsenligt.”” Feuk tillhérde den del av konstfiltet som
intresserade sig fér popkonst och nyrealism. De tydliga uttrycken for
konstnirens médosamma stravanden var inget som fick honom att
gd igang.

Samma utstdllning vackte betydligt storre uppskattning bland
Goteborgskritikerna. Just det som fick Feuk att bli uttrakad absor-
berade Rolf Anderberg: De utstillande konstnarerna "forflyttar sig
1 allmdnhet inte langt, sitter garna och begrundar flaskor och fruk-
ter 1 sin ateljé, sitt eget utseende eller en kamrats, och representerar
ddrmed en typisk goteborgsk inbundenhet [-] Sjalv uppfattar jag
utstdllningen som obotligt romantisk, déomd att lamna ett tomrum
efter sig” Anderberg uppfattar dock att tiden ror sig 1 en annan rikt-
ning och att det framledes inte kommer att "finnas tid f6r ett sadant
bildskaderi”.*

Det romantiska, som attraherade Anderberg, tillhérde det mest
svarsmailta f6r dem pa Feuks planhalva. Ola Billgren, en av de konst-
nérer som Feuk uppskattar och ofta har skrivit om, gick atta ar senare
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Lindberg, and Olle Skagerfors. It was an exhibition of still lifes, figurative
and landscape painting in the Gothenburg tradition, with clear brush-
strokes and expanses of unpainted canvas. For Feuk the exhibition felt
dated and accordingly uninteresting. ‘Artistic worth is not something
that exists in itself, independent of time and place. Worth depends on
the works’ presence in the present, and most of what is here is old-fash-
ioned.* Feuk was one of those who were interested in pop art and new
realism. The clear expression of the artist’s labours was nothing that ex-
cited him.

The same exhibition drew far greater appreciation from the Gothen-
burg critics. The very things that bored Feuk absorbed Rolf Anderberg:
the exhibiting artists ‘generally don’t move far, like to sit and contemplate
bottles and fruit in their studios, their own appearance or a friend’s, and
thus represent a typical Gothenburg reserve. [...] As for myself, I feel the
exhibition is incurably Romantic, doomed to leave a void after itself’
Anderberg did sense that the times were changing, however, and that in
the future there would not ‘be opportunity for such picture viewing’.*’

The Romantic element that appealed to Anderberg was among the
most difficult to swallow for those of Feuk’s persuasion. Eight years later
Ola Billgren, one of the artists Feuk appreciated and often wrote about,
attacked a glowing review of Olle Skagerfors in Malmg. Billgren held as
hopelessly antiquated any artist who, cut off from the world, secks the
essence of art. In the final throes of the debate Skagerfors wrote a short
reply to Billgren: ‘Your ability to place my work smack side-by-side with
the anti-intellectual painters pleases me. Especially as from the start I had
the idea of giving my emotions as free expression as possible without any
thought of being particularly intellectual >!

Conversely, and to use a sweeping generalisation, the Gothenburgers
found it difficult to adopt ‘intellectual’ art. It was only when you began
to read about Jan Hafstrom’s and Olle Kéks’s pictures that they became
interesting, Tord Baeckstrom remarked in 1974. The only things interest-
ing in them are borrowed, are images (a decade later this would be called
quotation and appropriation). ‘Why did Hafstrém not write instead of
paint?’ Backstrom asked himself.??



till storms mot en positiv recension av Olle Skagerfors 1 Malmé. En
konstnir som oberoende av vidrlden soker konstens kdrna uppfat-
tade Billgren som férlegad. I slutskedet av debatten skrev Skagerfors
ett kort svar till Billgren: "Din foérméga att sa direkt placera mitt
arbete intill dom anti-intellektuella malarna glader mig. I synnerhet
som jag fran borjan haft idén att fa min kansla sé tydligt uttryckt som
mojligt utan mening att vara sarskilt intellektuell.”

Omvint hade goteborgarna (for att anvinda en svepande gene-
ralisering) svart att ta till sig den "intellektuella” konsten. Det ar forst
nir man borjar lasa om Jan Héfstroms och Olle Kaks bilder som
de blir intressanta, skriver Tord Baeckstrom 1974. Det enda som ar
mtressant 1 dem ar lanat, ar bild (tio ar senare skulle det kallas citat
och appopriation). Varfér skriver inte Hafstrom istillet for att mala,
fragar sig Baeckstrom P>

POSTMODERN URSPARNING

Det introverta sokandet ar en essentiell bestandsdel 1 den traditio-
nella géteborgska konstsynen. Vihar sett hur det brots, vid mitten av
1960-talet, mot nya konstnarliga riktningar som sokte sig bort fran
uttryck for dkthet, unicitet och autenticitet, riktningar som pa manga
satt forebadar 1980-talets postmodernism men som aldrig lyckades
etablera sig 1 Goteborg.

Det fanns ett ndra férhallande mellan stadens konstskolor och
ovriga konstliv. Elevutstéllningarna hoélls pa Konsthallen. De recen-
serades pd tidningarnas kultursidor som uttryck fér en lokal tradi-
tion. Nar vanstervagen tynade bort under slutet av 1970-talet ersattes
det politiska maleriet hos en ung generation konstnérer av en neo-
expressionistisk vag, inspirerad av detitalienska transavantgardet och
de tyska vildarna. Ocksa denna kunde inordnas pa det géteborgska
sparet eftersom det handlade om maleri, om dn 1 mangas 6gon lite vl
pretentiost och storvulet. "Nu dr romantiken helt tillbaka. Det poli-
tiska &r fullstandigt borta. [-- M]an lagger vikt vid hantverket, vid de
maleriska kvaliteterna. [---] Darmed sluts en cirkel. Den nuvarande
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POSTMODERN DERAILMENT

The introvert inquiry is an essential element in the traditional Gothen-
burg view of art. We have seen how in the middle of the 1960s it came
up against a new artistic trend that looked away from expressions of
genuineness, uniqueness, and authenticity, a trend that in many ways
heralded 1980’s postmodernism, but never succeeded in establishing it-
self in Gothenburg.

There was a close relationship between the city’s schools of art and
the art scene in general. Student exhibitions were held at the Gotheburg
Art Gallery. They were reviewed in the newspapers’ culture pages as an
expression of local tradition. When the Left faltered at the end of the
1970s, political painting, for the younger generation of artists, was re-
placed by the neo-expressionist wave, inspired by the Italian trans-avant-
garde and the German funge Wilde. This too could be adapted to the
Gothenburg approach because it was about painting, albeit in many eyes
rather too pretentious and grandiose. ‘Now Romanticism is completely
back. The political is utterly gone. [...] Weight is attached to the skill,
to the painterly qualities. [...] The wheel has thus come full circle. The
present Valand generation relates to Valand before Nemes...[and] today’s
art students have no ambition to keep up with things or jump on the
international bandwagon, but turn to a local tradition.”® One week later
the same reviewer, faced with the Gothenburg Society of Arts (G6teborgs
Konstforening) exhibition to celebrate its 125" anniversary, announced
that the Gothenburg colourist style was still being cultivated in painting.**
And in 1980 Bertil Andrén hailed the Valand exhibition with the words
‘west coast colourists blossom as never before’% It should be added,
however, that the critics were not unanimous. Ingemar Pettersson seems
to have sensed that something else was afoot. ‘For the moment, young
artistic Sweden appears to be rootling non-judgementally in the twentieth-
century wardrobe, decked out with borrowed plumes that suit at present.
Equally, he was glad that the Valand students had abandoned ‘the return
to a dilute Gothenburg tradition in the post-colourist spirit’.*®



valandsgenerationen knyter an till Valand fére Nemes. .. dagens kon-
stelever har inte ambitionen att hanga med och haka pé de interna-
tionella nyheterna, utan vander till en lokal tradition” ** En vecka
senare konstaterar samme recensent, infér Goteborgs Konstféren-
ings jubileumsutstéllning med anledning av 125-arsfirandet, att G6-
teborgskolorismen fortfarande odlades inom maleriet.”> Och 1980
utbrister Bertil Andrén om Valandsutstéllningen att ”Vastkustkolo-
rismen blommar som aldrig férr”.»® Tilliggas bor dock att kritiker-
kdren inte var helt enig. Ingemar Pettersson tycks ha anat att nagot
nytt var pa gang. "For tillfallet tycks unga konstsverige férdomsfritt
rota 1 1900-talets stilgarderob och smycka sig 1 de lanta fjadrar som
passar for stunden.” Han gladde sig samtidigt at att valandseleverna
overgett "atergangen till utspadd Goteborgstradition 1 efterkoloris-
tisk anda”.

Under andra halvan av 1980-talet blev det uppenbart att det var
den amerikanska postmodernismen som satte dagordningen fér sam-
tidskonsten. Denna kom att bli slutstationen fér den goteborgska
malartraditionen. For att forsta hur detta gick till behéver vi ge oss ut
pa ett sista stickspar och diskutera narrativa strukturer och mekanis-
mer. Konsthistorien beskrivs ofta som en utvecklingslinje, om 4n inte
fullstandigt linjar. Langs strackningen finns olika mer eller mindre vik-
tiga stationer. Under 1900-talet har dessa namn som fauvism, kubism,
surrealism, abstrakt expressionism (AbEx), popkonst, minimalism,
konceptkonst, postmodernism etcetera. De binds samman genom en
narrativ logik av traditioner och oppositioner, exempelvis hur kubis-
men byggde vidare pa lirdomar fran Cézanne eller hur popkonsten
reagerade mot den abstrakta expressionismens grandiosa ansprak.

Konsthistorien anvands sidlunda som legitimeringsgrund fér nya
konstnarliga riktningar och tolkningen av den bestimmer hérige-
nom rorelseutrymmet 1 samtiden. Ny konst skrivs inien viv av rela-
tioner och oppositioner for att bli synlig pa kartan och motivera sin
plats. Stockholms konstvéarld har varit mer orienterad mot New York
dn Goteborgs, nagot som kan ledas tillbaka till Moderna Museets
verksamhet under 1960-talet. Eftersom New York da blev konstvarl-
dens centrum blev det som visades och diskuterades dér 1 lingden
mer inflytelserikt &n det som visades och diskuterades 1 Dusseldorf,
Milano eller Barcelona. Den postmodernism som formulerades i
New York reste andra fragor an den europeiska och byggde pa en
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specifik amerikansk tradition. Hégmodernismen definierades som
AbEx och dess framsta féretradare férklarades vara konstkritikern
Clement Greenberg (1909-1994).

Transfereringen till Sverige (Stockholm) skedde inte utan problem.
Genom en serie mandvrar anpassades den svenska historien efter de
amerikanska dikotomierna. Konkretisterna fick ersitta AbEx. Ulf
Linde (f. 1929) blev stallféretradande skottavla fér Greenberg. Och
sa fick man grava fram vad man kunde hitta av popkonst, minimalism
och konceptkonst, som spelar stor roll i den amerikanska postmoder-
nismens genealogi, for att kunna beskriva 6vergangsfasen.

Men om introduktionen av postmodernismen 1 Stockholm
krivde ganska drastiska retoriska grepp (dar Lars Nittve och Lars
O Ericsson var de mest inflytelserika retorikerna) var situationen
1 Goteborg dn mer besvirlig. Det fanns knappast nagon lokal tra-
dition av abstrakt machokonst, mediespecificitet, minimalism eller
konceptkonst att ta avstamp fran. Istdllet fanns en idé om maleri
som s6kande och utforskande. Hakan Wettre skriver 1 essin "Kom
postmodernismen nagonsin till Géteborg?” att "det abstrakta har
alltid suttit trangt 1 Goteborg. Pa 30-talet fanns det ingen stram
saklighet, pa 40-talet ingen konkretism [--], pd 50-talet f6ga av in-
formell konst och under senare artionden knappast ndgon mini-
malism.”** Konsekvenserna av det géteborgska sparberoendet blev
alltsa stora svarigheter att haka pa det nya loket. Jag minns sjalv
fran denna tid hur en strém av uttolkare reste ner fran Stockholm
till Goteborg for att forklara den nya tidens konst (Lars Nittve,
Sven-Olov Wallenstein, John Peter Nilsson ...). Debatterna var liv-
liga. Manga goteborgare odlade sin misstainksamhet infér nymo-
digheten fran Stockholm. Centrum-periferi-tinkandet férstarktes
salunda pa bada hall.

Neo-expressionismen kunde till néds inrittas 1 den géteborgska
malartraditionen, men den generation som framtradde med Ernst
Billgren 1 spetsen kunde det inte. Visserligen sysslar mdnga inom
den med maleri, men det var ett motstindslost maleri sett ur tradi-
tionalisternas perspektiv. Billgren hade en skylt ovanfor ateljédérren
pa Valand ”Vigra gora revolt” och foljde lydigt lararnas alla uppma-
ningar. Fick han fragan om det inte borde vara lite mer rétt, malade
han all lite r6tt. Han sade sig ocksd vara mer intresserad av fargen
som materia dn av dess valor och kulér. Konsistensen ar viktigare dn
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In the second half of the 1980s it became apparent that American
postmodernism was setting the agenda for contemporary art. This was
to be the final station for the Gothenburg painting tradition. To under-
stand how this came to pass we need to set off down a sidetrack to discuss
narrative structures and mechanisms. Art history is often described as a
line of development, even if it is not a particularly straight line. Along this
line are stations of varying importance. In the twentieth century these
have names such as fauvism, cubism, surrealism, abstract expressionism
(AbEx), pop art, minimalism, concept art, postmodernism, etc. They are
linked together by a narrative logic of traditions and innovations: for
example, how cubism built on the lessons of Cézanne; or how pop art
reacted to abstract expressionism’s grandiose claims.

Art history 1s thus used to legitimize new artistic directions, and its in-
terpretation determines our freedom of movement in the present. New art
is written into a web of relationships and antagonisms in such a way as to
be more visible on the map and to justify its place. Stockholm’s art world
has been more oriented towards New York than was Gothenburg’s, some-
thing that can be traced back to Moderna Museet’s activities in the 1960s.
Because that was the point when New York became the art world centre,
what was shown and discussed there was ultimately more influential than
what was shown and discussed in Dusseldorf, Milan, or Barcelona. The
postmodernism that was formulated in New York raised different ques-
tions from the European variant, and built on a specific American tradi-
tion. High modernism was defined as AbEx, and the art critic Clement
Greenberg (1909-1994) was hailed as its foremost advocate.

Its transfer to Sweden (read Stockholm) was not without its problems.
By a series of manoeuvres Swedish art history was adapted to American
dichotomies. Concrete art replaced AbEx. Ulf Linde (b. 1929) stood in
for Greenberg. And there was a scrabble to unearth what there was in
the way of pop art, minimalism, and conceptual art — all things which
had played such a role in the genealogy of American postmodernism — in
order to describe the transitional phase.

Yet if the introduction of postmodernism in Stockholm demanded
drastic rhetorical devices (and where Lars Nittve and Lars O Ericsson
were among the most influential orators) the situation was even more
troublesome in Gothenburg. There was scarcely any local tradition of ab-
stract macho art, media specificity, minimalism, or concept art that could
be used as a bridgehead. Instead there was the idea of painting as an in-



nyansen: "Har jag en rinnande rod kan jag goéra ett sant hiar svepande
streck, dr den daremot torr gar inte det.”

Det tycks som att kring 1990 drinerades det géteborgska malar-
karret. Just det aret avled Olle Petterson, Wilgot Olsson, Carl-Erik
Hammarén och Alf Lindberg. Rudolf Flink hade gétt ur tiden nagra
ar tidigare, Olle Skagerfors foll ifran 1997. Vill man fastsla ett defini-
tivt dddsdatum &r den 5 februari 1994 en stark kandidat. Da malade
Carl Johan de Geer och Ernst Billgren med assistenter 400 hotorgs-
tavlor pa I6pande band 1 Géteborgs konstmuseum. De saldes fér 299
kronor och 1 priset ingick en guldram som képaren sjélv fick spika
samman. Som en sista gest av avstandstagande avstod Goteborgs
konstmuseum fran att frvarva nagon malning.

SLUTSTATION

Temat for denna essa (1 betydelsen "f6rs6k”) har varit att analysera
Goteborgskonsten som berittelse. Harmed har jag lamnat andra,
strukturella férklaringar at sidan (ekonomi, institutionsliv etcetera).
Mitt perspektiv kan dven férklara varfor det géteborgska 1960- och
1970-talen &r sa osynligt pa nationell niva.

Jag ar beredd att skriva under pa Lars G Féllmans ovan citerade
uttalande om att Bertil Berg, Roj Friberg, Bernt Jonasson, Folke Lind,
Ake Nilsson och Gunnar Thorén tillhérde toppskiktet av svenska
konstnérer. Det som de gjorde pa 1970-talet tillhoér det allra basta 1
den tidens svensk konst. Aven mycket av det som de gjort senare ar
lysande. Anda fick Fillman fel: i senare tiders historieskrivning har
de sex aspekterna ingen framtridande position.

Fran slutet av 1980-talet 4r det (1 den goteborgska betydelsen)
icke-malarna som haft problemformuleringsinitiativet. Det &r mén
som Ola Billgren och Jan Haéfstrém snarare dn Roj Friberg och
Gunnar Thorén som definierat och exemplifierat konstutvecklingen
sedan 1960-talet.

Inledningsvis beslot jag mig for att inte forsoka skriva det gote-
borgska malarkérrets historia. Men som historiker ar jag bekymrad
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quiry. Hakan Wettre wrote in his essay ‘Kom postmodernismen nagonsin
till Géteborg?” (Did postmodernism ever reach Gothenburg?) that ‘the
abstract has always been cramped in Gothenburg. In the 1930s there was
no austere objectivity, in the 1940s no concrete art, ...1in the 1950s very
little in formal art, and in more recent decades hardly any minimalism.>
The consequence of Gothenburg path dependence was thus greater dif-
ficulty hooking up to the new engine. I myself remember from this time
how a stream of exponents travelled down to Gothenburg from Stockholm
to explain the new age’s art (Lars Nittve, Sven-Olov Wallenstein, John
Peter Nilsson...). The debates were lively. Many Gothenburgers culti-
vated their suspicion of this newfangled business from Stockholm. And
the sense of centre-periphery was reinforced on both sides.

Neo-expressionism could at a pinch be incorporated into the Gothen-
burg painting tradition, but the generation that followed with Ernst
Billgren in the lead could not. True, many within it were occupied with
painting, but it was a painting devoid of resistance seen from the tradition-
alists’ perspective. Billgren had a sign above his studio door at Valand that
announced ‘Refuse to revolt, and obediently followed all the teachers’
exhortations. If he was asked whether it should not be a little redder, he
painted it a little redder. He also said that he was more interested in paint
as a material than in its nuances and colours. Consistency is more impor-
tant than tone: ‘If I've got a runny red I can make this kind of sweeping
stroke, but then again if it’s dry it doesn’t work.>®

It would seem that around 1990 the Gothenburg painters’ quagmire
was drained. It was in that year that Olle Petterson, Wilgot Olsson, Carl-
Erik Hammarén, and Alf Lindberg died. Rudolf Flink had passed away
a few years earlier; Olle Skagerfors would follow in 1997. If you want to
pinpoint the style’s demise, 5 February 1994 is a strong candidate. That
was the day when Carl Johan de Geer and Ernst Billgren with their as-
sistants painted 400 kitsch paintings on an assembly line in the Géteborg
Museum of Art. They were sold for 299 kronor apiece, and included in
the price was a gold frame that buyers had to put together themselves. As
a final disclaimer, the G6teborg Museum of Art refrained from acquiring
any of the paintings.



over dess osynlighet. For hur livskraftigt det géteborgska sparet dn
var under lang tid riskerar det att utplanas ur det nationella medve-
tandet, just pa grund av de mekanismer som ovan beskrivits. Det kan
tyckas orattvist. Mer bekymmersamt dr emellertid att utraderingen
leder till en foérvriden bild av historien. Den svenska konsthistorien
blir onédigt endimensionell. Och det 4r inget lokalt problem — det ar
en nationell angeligenhet.
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FINAL STATION

The theme of this essay (in the true sense of an attempt) has been to ana-
lyse Gothenburg art as a narrative. For that reason I have set aside other,
structural explanations (economy, institutional life, etc). My perspective
also goes some way to explain why Gothenburg art in the 1960s and
1970s is so invisible at a national level.

I am prepared to subscribe to Lars G Fillman’s view, quoted above,
that Bertil Berg, Roj Friberg, Bernt Jonasson, Folke Lind, Ake Nilsson,
and Gunnar Thorén were among the cream of Swedish artists. What they
produced in the 1970s was some of the very best contemporary Swedish
art. Much of what they have done since 1s equally brilliant. Yet Fallman has
been given the lie: in recent accounts the six have no significant position.

From the end of the 1980s it is the non-painters (in the Gothenburg
sense) who have held the initiative in formulating issues. It is men such
as Ola Billgren and Jan Héfstrom rather than Roj Friberg and Gunnar
Thorén who have defined and exemplified the course art has taken since
the 1960s.

By way of introduction I determined not to attempt the full history of
the Gothenburg painters’ quagmire. But as a historian I am concerned at
its invisibility. For however vital the Gothenburg style may have been for a
long time, it risks being erased from the national consciousness because of
the same mechanisms that have been described here. This may be thought
unjust. More worrying, however, is that its eradication will lead to a distort-
ed picture of history. Swedish art history would become unnecessarily one-
dimensional. And that is not a local problem - it is a national concern.

%k %k %k ok

TRANSLATED FROM SWEDISH BY CHARLOTTE MERTON
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STEN GROMARK

TRE DAGAR SOM INTE SKAKADE GOTEBORG

Vi miste hélla konferensen i Goteborg dven om svenskarna inte ar sa aktiva... hellre 4n
1 Danmark, for att hur som helst s méste vi dandd pa allvar ta oss an den skandinaviska

terrdngen. Tilféillet ér det riitta.! — GUY DEBORD | BREV DEN 30 MAJ 1961

SCHISMEN MED NASHISMEN

Den situationistiska internationalen (L1.S.), med den legendariske
Guy Debord (1931-1994) i spetsen, méts 1 Goteborg for sin femte
konferens under tre dagar 1 augusti 1961.2 Det tumultartade motet
pa nordisk, svensk och géteborgsk mark, innan gruppen skingras
1 dimman pa vig mot Danmark eller Tyskland for efterslickning,
och som det skulle visa sig ett sarskilt 6desdigert beslut, markerar
en avgorande skiljelinje 1 situationisternas konstpolitiska projekt. En
skarp kil slas mellan konst och politik. Kampen kan inte langre féras
med konstnérliga och gestaltande redskap 1 Asger Jorns (1914-1973)
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STEN GROMARK

THREE DAYS THAT DIDN'T SHAKE GOTHENBURG

‘We must hold the conference in Gothenburg, even if the Swedes are not so active...rather than in
Denmark, because whatever we do we need to seriously take on Scandinavia now. Te time is right.!

— Guy Debord in a letter dated 30 May 1961 -

THE SCHISM WITH NASHISM

The Situationist International (Internationale Situationniste, or I'LS.), head-
ed by the legendary Guy Debord (1931-1994), met in Gothenburg for
its fifth conference during three days in August, 1961.2 The tumultuous
meeting on Nordic, Swedish and Gothenburg ground, before the group
dispersed into the fog on the road toward Denmark or Germany for the
party after, and toward as it turned out a particularly dire resolution,
marks a decisive watershed in the Situationists’ artistic/political project. A
sharp wedge is driven between art and politics. The struggle can no longer
be waged with artistic and expressive tools as in Asger Jorn’s (1914-1973)
argument for form.? From this point on, there is no longer a Situationist
movement, only artists who use Situationist rhetoric—read Jorgen Nash
(1920-2004).* The schism with Nashism is a fact.’ The road is now wide
open for the purely political fight that would culminate in May 1968 and
end a few years later with the group’s final dissolution in 1972, and ult-
mately in the suicide of the burned-out Guy Debord in 1994.

The Situationist Movement appeared on the Nordic horizon early.
Asger Oluf Jorgensen, alias Asger Jorn, brother of Jorgen Nash, saw in



argumentation for formen.? Det finns hidanefter inte lingre ndgon si-
tuationistisk konst, bara konstnédrer som anvander sig av situationis-
tisk retorik — lds Jorgen Nash (1920-2004).* Schismen med nashismen
ar ett faktum.” Vigen ligger nu 6ppen for den renodlade politiska
kamp som skulle sluta 1 maj 1968 och ndgra ar senare med gruppens
slutgiltiga upplosning 1972. Med den yttersta slutpunkten 1 den ut-
brinde Guy Debords sjdlvmord 1994.

Den situationistiska rorelsen initierades tidigt fran en nordisk
horisont. Det dr Asger Oluf Jorgensen, alias Asger Jorn och bror till
Jorgen Nash, som i Guy Debord ser den dynamiske ledaren fér en
konstpolitisk sammansvérjning av edsvurna mén, ett conjuratio vars
yttersta syfte dr att utmana och 6verskrida det rddande borgerliga
konstbegreppet, en roll Jorn sjilv inte ville eller kunde spela.

Motet mellan de bagge minnen sker den 28 juli 1957 1 Cosio
d’Arroscia, 1 de liguriska alperna da LLS. konstitueras.® Trots att
Jorn sparkas ut ur gruppen, varen 1961, innan métet 1 Goteborg,
likt sa ménga andra som inte ldngre vinner nad hos ledaren Debord,
kvarstar han 1 rorelsens ytterkonturer och framtrader 1 texter under
pseudonym som den mystiske Mr Keller. Han 4r ocksa den ende som
trots detta, ndstan i skymundan férefaller det, uppratthaller en livs-
lang nira relation till Debord. Med sina betydande inkomster efter
stora framgangar 1 konstens virld finansierar han praktiskt taget ro-
relsens verksamhet likt Debords hustru och livsledsagarinna Michele
Bernstein (f. 1932), den kvinna som sa sjalvuppoffrande skrev rent
de manus som publicerades 1 LS. :s bulletiner. Hon kontorsknegade
for att paret skulle fa thop till bréd och vin f6r dagen samt livets nod-
torft. Debord sjélv levde ju efter den berémda devisen "Ne travaillez
jamais!” (Arbeta aldrig!), inskriven pa en vigg 1 Paris, rue de Seine
1952, kanske av Debord sjilv. Senare anvindes den som ett frekvent
slagord 1 studenternas majrevolt, likt "Fantasin till Makten!””

Moétet 1 Goteborg ar intrdngande dokumenterat 1 infernationale situ-
ationniste:s spalter, nummer 7, april 1962. Valet av G6teborg kommen-
teras inte trots att tidigare moéten genomforts 1 de stora metropolerna
Paris, London, Miinchen och senare Antwerpen. Ordet "konferens”
later férvisso anspraksfullt i detta sammanhang. Likasa de omattliga
ambitionerna som ryms bakom begreppet "Internationale” med an-
spelning pa de jamforelsevis jittelika méten med samma rubrik som
arrangerades av den varldskommunistiska rérelsen. Men nérvaran-
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Guy Debord the kind of dynamic leader needed for a conspiracy of oath-
bound men, a conjuratio whose ultimate end was to challenge and eclipse
the conventional bourgeois concept of art, a role which Jorn himself had
neither the desire nor the capacity to play.

The meeting between the two men takes place on 28 July 1957, at the
founding of I'LS. in Cosio d’Arroscia in the Ligurian Alps.® Though Jorn
is kicked out of the group in the spring of 1961, prior to the meeting in
Gothenburg, like so many others who have fallen out of favour with the
leader, Debord, he remains on the periphery of the movement, appearing
in texts under the pseudonym of the mysterious Mr Keller. Jorn is also
the only one who, despite their falling out, maintains a lifelong, close
and, it would almost seem, shadowy relationship with Debord. With the
substantial income from great successes in the art world, he essentially
bankrolled the movement’s activities, along with Debord’s wife and life-
long muse, Mich¢le Bernstein (b. 1932), the woman who so selflessly
typed up the manuscripts published in the I'LS. bulletins. She slaved away
at the office to buy their daily bread and wine, and the barest necessities of
life. Debord himself of course adhered to the famous dictum ‘Ne travaille
Jamais! (‘Never work!’), notoriously scrawled on a wall on the Rue de
Seine in Paris in 1952, perhaps by Debord himself. The phrase later be-
came a frequent battle slogan during the May student revolt, along with
‘Power to the Imagination!”

A description of the meeting in Gothenburg is squeezed into the
margin of internationale situationniste Bulletin 7 April 1962. The choice of
Gothenburg was not commented upon, despite the fact that earlier meet-
ings had taken place in the great metropolises of Paris, London, Munich,
and later Antwerp. Still, the term ‘conference’ sounds a trifle overblown
given the circumstances. Similarly, the boundless ambition suggested by
the word ‘Internationale’ may be somewhat exaggerated, playing as it does
on the comparatively gigantic meetings under the same rubric arranged
by the worldwide communist movement. But it was attended by a tightly
knit group of artists and sociologists from several countries led by the
rhetorical political genius of Guy Debord.

We can assume it was Hardy Strid (b. 1921) and Jergen Nash who
were responsible for bringing the conference to Gothenburg.® Strid was
the only Swedish artist present for the occasion. He had studied at the
Valand School of Art under the Czech-Swedish modernist Endre Nemes
(1909-1985). At the time of the conference, Strid was getting attention for



de var en titt sammansluten grupp av konstnérer och sociologer fran
flera lander, ledda av det retoriska politiska geniet Guy Debord.

Man fir anta att det var Hardy Strid (f. 1921) och Jergen Nash
som ldg bakom forldggandet av konferensen till Géteborg.® Strid
var den ende 1 sammanhanget narvarande svenske konstniaren. Han
hade studerat pa Valands konstskola fér den tjeckisk-svenske moder-
nisten Endre Nemes (1909-1985). Vid tidpunkten for konferensen
var Strid aktuell med en utstillning pa Galerie Birch 1 Képenhamn
och Nash holl pa att att etablera sig 1 norra Skane 1 kollektivet Draka-
bygget, i trakterna av Orkelljunga. Ligger man dir till Asger Jorns
solida konstndrliga auktoritet sa blir det nordiska inflytandet pa
rorelsen uppenbart.

Strid ser ingen annan anledning till att métet sker pa svensk mark
1 Goteborg dn den att den tyska konstnarsgruppen Spur héll sig un-
dan den tyska och bayerska sedlighetspolisen.” Négra av medlem-
marna 1 gruppen, som Helmut Sturm, Grete Stadler och Heimrad
Prem, deltog 1 motet. Pa fragan vilka konsekvenser motet fick for-
klarar Strid att de framst bestod 1 den bittra fejd som uppstod kring
vem som hade den konstndrliga och ideologiska upphovsritten till
begreppet situationism.'’ Danskar och svenskar stod pa den ena si-
dan, fransmén och belgare pa den andra. Strid berittar vidare att
motet avholls 1 hotellet Volrat Tham pa Eklandagatan (nuvarande
Hotell Panorama), som da var nyinvigt. Han minns ocksa att en
marmorplakett traditionsenligt sattes upp pa byggnaden.!! Den togs
sedan snabbt ner av okdnda hdnder och férsvann for eftervirlden.
Det fortatade 6gonblicket av tillfallig endrikt och entusiasm fanga-
des 1 en ofta publicerad bild."?

Strid har ocksa nyligen kommenterat sin delaktighet 1 handelsen
och sin syn pd konsekvenserna av vad uppgoérelsen mellan de tva
fraktionerna innebar. I hans 6gon ledde den uppenbarligen till ett
offensivt konstklimat. Den andra situationistiska internationalen bil-
dades med utgangspunkt 1 Vastsverige. Den férmadde sta pa egna
ben, inte utan en betydande internationell lyskraft:

Vad betriffar den situationistiska internationalen s& var det Guy Debord och Asger Jorn
som fick stenen i rullning och alltsedan dess sattes s& manga andra stenar i rullning. Och sa
mycket ldngre an Debord och Jorn hade férestallt sig. Jag motte Asger Jorn 1 London under

mina studier dér. Vanskapen med Jorn och hans bror Jergen Nash som hade varit flykting

13 6 FIG. 29. Situationister haller upp betongplakett utanfér Hotel Volrat Tham till minne av konferensen i
Géteborg, augusti 1961 / Situationists holding up a concrete plaque outside Hotel Volrat Tham
commemorating the conference in Gothenburg, August 1961. Foto/ photo: Collection Alice Debord.
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under krigsdren gjorde att jag ville bege mig till Képenhamn. Nash tog éver rollen som se-
kreterare fér den Skandinaviska sektionen av den situationistiska gruppen och tillsammans
arrangerade vi dess femte konferens i Goteborg 1961. Efter konferensen 1 Géteborg da sa
manga medlemmar uteslots insdg vi att vi maste distansera oss fran Debords fraktion. Sa vi
startade den andra Situationistiska Internationalen. Jag blev dess sekreterare och tog ansvar

for dess aktiviteter som dgde rum 1 ett allt mer hektiskt tempo.*?

INGEN SITUATIONISTISK KONST!

Konferensen dokumenterades utférligt 1 nummer 7, april 1962 av
internationale situationniste: ” Situationister fran 9 lander representerades
av Ansgar-Elde, Debord, J. de Jong, Kotanyi, D. Kunzelmann, S.
Larsson, J.V. Martin, Nash, Prem, G. Stadler, Hardy Strid, H. Sturm,
R. Vaneigem, Zimmer.”**

Karakteristiskt nog ér det sociologen och den Debord narstdende
Raoul Vaneigem (f. 1934) som inledningstalar och stimmer av
rorelsens aktuella tillstand och framtida inriktning.'> "Den kapitalis-
tiska vdrlden savil som den som ger sig ut for att vara anti-kapita-
listisk organiserar livet som ett spektakel... Det handlar inte om att
gora ett spektakel av protesten utan att végra delta i spektaklet”, deklarerar
Vaneigem ironiskt besk 1 en form av klassisk retorik som sedan ekar
langt fram 1 Debords tinkande och framtida publicerade texter. Och
sa kommer det vasentliga ideologiska steget:

For att detta skall kunna ske pa ett konstndrligt vis, sa som det definierats pé ett nydanande
och autentiskt vis av LS., sa kan inte lingre konstverk vara de medel med vilka spektaklets
sammanbrott beseglas. Det finns ingen situationism, €j heller situationistiska konstverk, och for

6vrigt heller inte nagra spektakulira situationister. Lat oss faststilla detta en gang for alla!'®

Attila Kotanyi (1924-2004) fortsdtter diar Vaneigem slutat. Han
menar att allt som verkligen ar autentisk situationistisk konst borde
kallas anti-situationistisk och blir varmt och entusiastiskt appladerad av
motets samtliga deltagare. Debord deklarerar att han minsann sysslat
med konst och film men aldrig talat om sina verk som situationistiska.
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an exhibition at Galerie Birch in Copenhagen, and Nash was settling into
life in the Drakabygget commune, near Orkelljunga in northern Scania.
With the addition of Asger Jorn’s well-established artistic authority, the
Nordic influence on the movement is obvious.

Strid finds no reason why the meeting would take place on Swedish
soil in Gothenburg other than keeping Spur, the group of artists from
Germany, safe from the German and Bavarian Vice Police.” Several of the
group’s members, including Helmut Sturm, Grete Stadler, and Heimrad
Prem, took part in the meeting. Asked about the consequences of the meet-
ing, Strid explains that mostly it led to a bitter feud that arose over who
owned the artistic and ideological rights to the concept of Situationism. "
Danes and Swedes stood on one side, Frenchmen and Belgians on the
other. Strid tells how the meeting was held at the hotel Volrat Tham on
Eklandagatan (now the Panorama Hotel), which had just opened. He
also remembers how, in keeping with tradition, a marble plaque was af-
fixed to the building." It was quickly removed by unknown hands and
lost to future generations. The resolute moment of fleeting unity and
enthusiasm was captured in an oft-published photograph.'*

Strid has also recently commented on his participation in the event
and his opinion of the consequences of the dispute between the two fac-
tions. In his mind, it led unquestionably to a more aggressive climate in
the art world. The second Situationist International was formed with
roots in western Sweden. It was able to stand on its own, and achieved a
significant luminosity internationally:

When it comes to the Situationist International it was Guy Debord and Asger Jorn who got
the stone rolling and since then many other stones have started rolling. And a bit further than
Debord and Jorn imagined. I meet Asger Jorn in London where I was studying. The acquaint-
ance with Jorn and his brother Jérgen Nash who had been a refugee during the war made me
want to come to Copenhagen. Nash took over the post as secretary for the Scandinavian section
of the Situationist Group and together we arranged the fifth congress in Goteborg 1961. - After
the congress in Goteborg and the exclusions of many members of the group we realised that
we had to distance ourselves from the Debord fraction. So we launched the Second Situationist
International. I became the secretary of the group and took care of the activities that kept taking

place in an ever hectic tempo."
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NO SITUATIONIST ART!

The conference was thoroughly documented in Bulletin 7, April 1962, of
the wmternationale situationniste: ‘Situationists from 9 countries were repre-
sented by Ansgar-Elde, Debord, ]J. de Jong, Kotdnyi, D. Kunzelmann, S.
Larsson, J.V. Martin, Nash, Prem, G. Stadler, Hardy Strid, H. Sturm, R.
Vaneigem, Zimmer.**

True to form, it is Raoul Vaneigem (b. 1934), a sociologist close to
Debord, who gives the opening address and checks off the movement’s
current state and future direction.” “The capitalist world, and even the
world that claims to be anti-capitalist, organizes life as a spectacle. [...]
This is not about making a spectacle of our protest, but refusing to participate in the
spectacle; Vaneigem declares, ironically bitter in a form of classical rhetoric
that later echoes far into the future of Debord’s thinking and published
writing. And then he takes the essential ideological step:

In order for this to happen in an artistic way, in the way I'LS. has defined as an innovative and
authentic way, artwork can no longer be the means that ensures the collapse of the spectacle.
There is no Situationism, neither is there Situationist art, nor for that matter are there any spectacular

Situationists. Let us establish that once and for all!'®

Attila Kotdnyi (1924-2004) then continues where Vaneigem has left off. He
asserts that anything that is authentically situationist art ought to be called
anti-Situationist and be warmly and enthusiastically applauded by every
member of the meeting. Debord declares that, while he has made film and
art, he certainly has never spoken of his work as Situationist. For his part,
Nash insists that I'L.S. must classify several current Scandinavian films as
Situationist! Everyone—everyone but Nash—accepts unanimously and with-
out reservation Kotdnyi’s directive for calling the authentically situationist
anti-Situationist. Nash is on the verge of being thoroughly shunned before
a unanimous inquisition. Throughout the meeting, the smoke of Gauloises
lies heavy and impenetrable around countless empty bottles of Pripps medi-
F1G.30 um-strength beer—or so it would appear from the published group photo.

FIG. 30. Situationister p4 konferens pa Hotel Volrat Tham, augusti 1961 / Situationists at the conference
at Hotel Volrat Tham, August 1961. Foto/ photo: Collection Alice Debord.




Nash insisterar 4 sin sida pa att LS. skall klassificera nagra aktuella
skandinaviska filmer som situationistiska! Men alla accepterar reser-
vationslost och enhdlligt denna regel om anti-situationistisk konst.
Alla utom Nash. Han ar pa vag att bli totalt utfrusen infér en enhal-
lig inkvisitionsdomstol. Réken fran alla Gauloises ligger tung och
ogenomtringlig bland de under moétets gang talrika urdruckna Pripps
mellandlen, att déma av det publicerade gruppfotot fran moétet.

I slutet av bulletin nummer 7 1962 far denna dispyt sitt beska
eftermile: Nash och Ansgar-Elde proklamerar nu, enligt tidskriftens
redaktér — Guy Ernest Debord - att de nu &r rérelsens motstandare
och avser att etablera en utbrytargrupp, ett skandinaviskt Bauhaus,
sedermera kallat Bauhaus situationiste, en andra situationistisk inter-
national.” ”Annu en!”, suckar redaktéren uppgivet och antyder att
syftet fOrstds ar att realisera nagra lukrativa konstaffarer, om moj-
ligt med etiketten ”situationism” som forséljningsargument fér den
solvente, spendersamme och lattlurade konstkdparen.'® Den konst-
nérliga hogerflygeln dr darmed avyttrad.

Avslutningen pa denna drapande salva blir en bild ur en tecknad
serie med texten: Den danske situationisten ”J.P. Martin organiserar
motstandet bland de trogna” mot detta “sabotage”. Han ges sedan
som forlaning och beléning full auktoritet att leda den framtida delen
av L'I. S. 1 Skandinavien, vilket innebar att han rddde &ver ingen mer
an sig sjalv. Tidskriftens fortsatta sidor 1 nummer 8 fran januari 1963
spyr dn mer galla 6ver Nash, nashisterna och nashismen — man laser latt
in sdvil nazism som narcissism 1 dessa beteckningar. Nashisterna de-
finieras som en inre huvudfiende, langt farligare, forefaller det, an det
spektakuldra kapitalistiska samhallets repressiva och undergravande
mekanismer.

I Nashs egen situationistiska tidskrift Drakabygget, som kom ut 1
sex nummer under tiden 1962-1964, utvecklades en intensiv pole-
mik mot "bordisterna” och dess hérférare "Generalen De Bord”."
Denna retorik utvecklas till bitter ironi blandad med mycket humor
nir man later Nashs egen hést — Ambrosius Fjord - framstd som
medlem av den fiktiva antisituationistiska internationalen och dess-
utom forfattare till rérelsens skrifter. Asger Jorn, mannen med de
intensivt brinnande 6égonen pa alla bilder, signalerar ocksa sin kritik
som ligger néra broderns stindpunkt nér han skriver att L'LS. haller
pa att fortvina 1 riktning mot “det renodlat teoretiska pa gransen
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At the end of Bulletin 7, 1962, the dispute with Nash is given a bitter
obituary: Nash and Ansgar-Elde, according to the journal’s editor, Guy
Ernest Debord, hereby proclaim themselves to be opponents of the move-
ment and intend to establish a dissident group, a Scandinavian Bauhaus,
to be known from this point forward as Bauhaus Situationiste, a second
Situationist International.”” ‘Yet another!” the editor groans dejectedly,
suggesting that the point of the declaration is obviously to generate a few
lucrative art deals, if possible with the ‘Situationist’ label a key selling
point for the well-heeled, spendthrift and easily duped art buyer.’® The
artistic right wing is thus dispensed with.

The final volley in this devastating melee is captured in a cartoon
drawing of the Danish Situationist JP Martin with the caption J.P. Martin
organizes the resistance of the faithful’ against Nash’s ‘sabotage’. As a
reward and enfeoffment Martin is then granted full authority to lead
the Scandinavian branch of I'LS. into the future, though at the time his
fiefdom included no one besides himself. The journal’s eighth bulletin,
issued in January of 1963, spews yet more bile over Nash, the Nashusts,
and Nashism—with perhaps unavoidable allusions to both Nazism and
narcissism. The Nashists are characterized as an internal archenemy far
more dangerous, it would appear, than the spectacular capitalist society’s
repressive and undermining machinations.

In Nash’s own Situationist journal Drakabygget, of which six issues
were published from 1962 through 1964, an intensive polemic was devel-
oped against the ‘Bordists’ and their field commander ‘General De Bord’."?
This rhetoric achieves a bitter irony mixed with a large dose of humour
when Nash’s own horse, Ambrosius Fjord, is depicted as a member of
the fictive Antisituationist International and even the author of the move-
ment’s scriptures. Asger Jorn, the man with the smouldering eyes in every
picture, indicates a critical stance close to his brother’s when he writes that
I'LS. is withering away on the road to ‘the purely theoretical verging on
complete boredom’?’ Artist Constant Nieuwenhuys (b. 1920), long since
having been dispensed with, remembers of Debord that ‘immediately he
began to reproach me. We build theories. Sure, but I-I had a strong need
to visualize these thoughts. But he reproached me for being thereby on the
way to losing myself in a beguiling technocratic project!™!

When the smoke has finally cleared after the incendiary conference
sessions, one of the participants, Jacqueline de Jong (b. 1939), convinc-
es Debord to visit the Géteborg Museum of Art. There he is captured



till total uttrdkning”?’ Konstnaren Constant Nieuwenhuys (f. 1920),
redan langt tidigare avpolletterad, minns om Debord att "omedelbart
sa borjade han férebra mig. Vibygger teorier. Visst, men jag, jag hade
ett starkt behov av att visualisera dessa tankar. Men han férebradde
mig for att jag var pa vag att dirmed férlora mig in 1 ett forledande
teknokratiskt projekt!”*!

Nar hettan lagt sig efter de kravande motessessionerna 6vertygar
en av deltagarna, Jacqueline de Jong (f. 1939), tll slut Debord att
bega Goteborgs konstmuseum. Dir fixerar kameran honom vid en
av malningarna av Ernst Josephson, nirmare bestamt portrattmal-
ningen Landskapsmalaren Carl Skanberg (1880). De tva museibesokarna
maste ha slagits av den forbluffande portrattlikheten mellan Debord
och den 1 mélningen avbildade smatt dasta och uppsvullna Skanberg.
Debord poserar till synes villigt och avspant med en glimt av hu-
mor och sjdlvironi 1 6gonvran som erdvrare och segrande féltherre
efter striden. Trots motséttningarna finns det under de tre dagarna 1
Goteborg tid for mindre allvarsamma upptdg. Konferensdeltagarna
hinner till och med att fraternisera med den lokala arbetarbefolkning-
en pa en vigmaskin pa gatan utanfoér hotellet, dir asfalteringsarbete
pagick, och lata sig fotograferas av en pressfotograf fran Goteborgs-
Tdningen.” Men sedan drar vissa ivdg ut ver vattnen, éver "Sound”
som man skriver — Oresund - till Frederikshamn. Andra férlinger
sin berusande dérive dnda till Hamburg med ett tills vidare férdolt och
skickligt fortackt syfte.?

Berusningen kommer till uttryck i ett fotomontage. Utgangspunk-
ten tycks vara ett vykort fran Goteborgs konstmuseum som férestal-
ler Ivar Arosenius Rus fran 1906, en malning som maste ha fangat
kongressdeltagarnas intresse med sin jovialiska skildring av lycka och
fylla pa en sommarang. Fyllgubbarnas ansikten har 1 fotomontaget
ersatts med situationisternas. Den enda kvinnan 1 Arosenius malning
har fatt Jacqueline de Jongs ansikte. Jeppesen Victor Martin haller
6msint handen pa hennes brost. Dieter Kunzelmann halls uppritt av

Jorgen Nash och Guy Debord.

Som en direkt f6]jd av métet publicerar signaturen Bernicus (Bernt
Eklundh) en halvsides artikel i Giteborgs-Tidningen dagen efter motets
sista dag.?* Tilldragelsen betraktas som kuriosa och gruppen som
"kufisk” — och med ett sa underligt namn — men ocksa uppenbarligen
som tillrdckligt spektakuldr for att platsa bland lokalnyheterna.

144 FI1G. 31. Guy Debord pa Goteborgs konstmuseum i augusti 1961 framfor Ernst Josephsons mélning
Landskapsmélaren Carl Skénberg (1880)/ Guy Debord at the Géteborg Museum of Art in August
1961 in front of Ernst Josephson’s painting Carl Skanberg, Landscape Painter (1880).
Foto/ photo: Collection Alice Debord.
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in a photograph looking at a painting by Ernst Josephson, the portrait
F1G.31 Landscape Puinter Carl Skanberg (1880). The two museumgoers must have
been struck by the remarkable similarity between Debord and the paint-
ing’s subject, the somewhat bloated and swollen Skdnberg. Debord poses,

apparently willingly and relaxed but with a glint of humour and self irony
in the corner of his eye, as the conquering and victorious commander on
the field of battle. In spite of the conflicts, the three days in Gothenburg
afford time for some playful high jinks. The conference participants even
have time to fraternize with the local working classes on a steamroller
on the street outside their hotel, where asphalt is being laid, and have
themselves photographed by a press photographer from the local pa-

FIG.32,33 per, Giteborgs-Tidningen.?> But then some take off across the Oresund to
Frederikshavn, Denmark. Others extend their inebriated dérive all the
way to Hamburg with a purpose that is, for the time being, covert and
cleverly disguised.”

FIG.34 Their inebriation comes through in a photo montage. The point of
reference for the composition seems to have been a postcard from the
Goteborg Museum of Art depicting Ivar Arosenius’s Drunkeness (1906), a
painting that must have captured the imagination of the congress partici-
pants with its jovial portrayal of drunken bliss in a summer meadow. The
faces of the revellers have been replaced with those of the Situationists. The
only woman in Arosenius’s painting has been given the face of Jacqueline
de Jong. Jeppesen Victor Martin holds a tender hand to her breast. Dieter
Kunzelmann is being propped up by Jorgen Nash and Guy Debord.

Directly following up on the meeting, Bernt Eklundh (under the pseu-
donym Bernicus) publishes a half-page article in Géteborgs-Tidningen the
day after its conclusion.?* The intoxication is depicted as a curiosity and
the group as odd—and with such a strange name!—but also as obviously
spectacular enough to make the local news.

THE HAMBURG THESES

The fascinating spectre of the Gothenburg bender is conjured up in even
greater clarity if we delve deeper into the events preceding and espe-

FIG. 32. Situationister erdvrar en vigvalt utanfér Hotel Volrat Tham, augusti 1961/ Situationists conquer
a road roller outside Hotel Volrat Tham, August 1961. Foto/ photo: Collection Alice Debord.
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cially following the meeting, between the discovery of the revolution of
ordinary life and the fateful decision in Hamburg. The dispute with ‘the
artistic right’, those who were content to simply make modern art, the iso-
lation of Nash and even Strid, and the consolidation around the political
core group surrounding Debord, Vaneigem, and Kotdnyi that happened
in Gothenburg would lead to an incident that would fundamentally alter
the course of future events and the fate of the movement. That incident
is the declaration that would later be known as ‘the Hamburg Theses of
September 1961". It occurred upon the return of the conference partici-
pants to the continent in a loose-lipped and aimless dérive, drifting from bar
to club in Hamburg, finally agreeing a secret pact, and swearing a sacred

oath the implications of which would not be revealed until much later.

But before all that, Debord had profoundly provoked the sociologi-
cal establishment. The prominent Marxist philosopher Henri Lefebvre
(1901-1991) had invited Debord to speak at a seminar about the concept
of ‘everyday life’ , la vie quotidienne, as a slogan for the political agenda.
Debord gave his speech on 17 May 1961. He wrote in advance that this
would be an outstanding opportunity to create a great row. He chose to
record the entire speech in advance, and stood wordlessly between cas-
sette player and loudspeaker as a dumbfounded audience looked on. His
presentation began with the words “Io study the ordinary life would be
something entirely and supremely ridiculous, an attempt doomed from
the start never ever to grasp its subject, unless we expressly resolved to
study ordinary life for the purpose of ckanging it

In the collected work given out by I'LS., there are several references
to a document that was never published, Les Theses de Hambourg en septem-
bre 1961, according to Debord himself one of the most fabled ever pro-
duced throughout the history of the movement. In a private memo dated
November 1989 he summarizes the document’s historical implications:

As a matter of fact, it was about conclusions that had been drawn, and conscientiously held
secret, about a theoretical and strategic discussion that affected the entire breadth of I'LS's future
actions. This discussion took place during the two or three first days of September, in randomly
chosen bars in Hamburg, between G. Debord, A. Kotdnyi, and R. Vaneigem on their return from

I'LSs Fifth Conference, which had been held in Gothenburg from 28* to 30" August.”®

What then constituted this secret and so decisive declaration? Nothing
less than the conclusion that T'LS. henceforth shall, in this very moment,

FIG. 33. Situationister i diskussion utanfér Hotel Volrat Tham, augusti 1961/ Situationists in discussion outside
Hotel Volrat Tham, August 1961. Foto/ photo: Collection Alice Debord.




TESERNA | HAMBURG

Det som fascinerar med tilldragelsen 1 Goteborg frammanas 1 allt
storre tydlighet om man ser till och tringer djupare in 1 vad som
hinde fore och framfor allt efter métet; mellan upptiackten av var-
dagslivets revolution och det 6desmittade beslutet 1 Hamburg. Upp-
gorelsen med "de konstnirliga hogerkrafterna”, de som nojde sigmed
att bara utéva modern konst, isoleringen av Nash och dven Strid,
koncentrationen kring den politiska kdrntruppen kring Debord,
Vaneigem och Kotanyi som skedde 1 Goteborg, skulle leda till en fér
den framtida hiandelseutvecklingen och rérelsens framtid avgérande
héndelse. Denna hdndelse ér det stallningstagande som senare kallats
"Teserna 1 Hamburg september 1961”. Det tilldrog sig just efter att
medlemmarna fortsatt sin resa tillbaka till kontinenten 1 en 16sslappt
och planl6s dérive, pa drift, till barer och klubbar 1 Hamburg, dér en
hemlig 6verenskommelse triaffades och en ed svors vars innebérd
inte avslojades forrian langt senare.

Men dessférinnan hade Debord rejilt provocerat det sociolo-
giska etablissemanget. Den framstdende marxistiske filosofen Henri
Lefebvre (1901-1991) bj6d in Debord till ett seminarium att tala om
begreppet vardagsliv som ett slagord pa den politiska dagordningen.
Det genomférdes den 17 maj 1961. Debord skrev dessférinnan att
det hir skall bli ett utmirkt tillfdlle att stélla till med en rejal scen.
Han valde att spela in hela sitt bidrag pa band och infann sig med
bandspelare och hogtalare och sade forstas sjdlv inte ett ljud infor
forbluffade seminariedeltagare. Anférandet inleddes med dessa ord:
”Att studera vardagslivet vore nagot alldeles utsokt 16jligt, och fran
boérjan en ansats démd att aldrig ndgonsin fa grepp om sitt dmne, om
det inte vore sa att man uttryckligen foresatte sig att studera detta
vardagsliv 1 syfte att fordndra det.”*

I de samlade numren av L'1.S.:s publikationer hanvisas vid flera
tillfdllen till ett dokument som aldrig publicerades, Les Theéses de
Hambourg en septembre 1961, ett av de mest mytomspunna som nagon-
sin forekommer 1 rérelsens samlade produktion, enligt Debord sjdlv.
Han summerar 1 en intern notering daterad november 1989 dess
egentliga innebord:

15 0 FI1G. 34. Collage med inklippta situationister i Ivar Arosenius mélning Rus (1906) pa Géteborg
konstmuseum/ Collage with some Situationists pasted in onto Ivar Arosenius’ painting Rus (1906):
Frén vinster/ from left: Jeppesen Victor Martin, Jacqueline de Jong, Jergen Nash, Dieter
Kunzelmann, Guy Debord. Foto/ photo: Gollection Alice Debord.
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Det handlade faktiskt om dragna slutsatser, som medvetet hemlighélls, om en teoretisk och
strategisk diskussion som berérde hela omfattningen av L'1.S’s framtida agerande. Denna
diskussion dgde rum under de tvé till tre férsta dagarna i september, pa slumpvis valda
barer i Hamburg, mellan G. Debord, A. Kotdnyi och R. Vaneigem, pa édterfard fran LT.S’s
V¢ Konferens, som avholls 1 Goteborg fran den 28 till 30 augusti.?®

I vad bestod da detta hemliga och sd avgoérande stdllningstagande?
Inte mindre dn slutsatsen att " L'LS. hddanefler skall, i detta nu, forverkliga
Silosofin”.* Det &r en slutsats som aldrig yttrades, skrevs ner eller publi-
cerades, som inte avsldjades forrdn langt senare da allt var 6verstan-
det. Den utgdr L'LS. :s hela komplexa och sammansatta stallningsta-
gande sammanfattat 1 en enda sats, en helig 6verenskommelse 1 en
formulering som nistan 6vertydligt parafraserar Karl Marx. Debords
smak for skonheten i den iscensatta barocka komplotten, det hemliga
politiska ranksmidandet kan inte gestaltas tydligare dn sa.

Saledes, efterenraljantuppgorelse med den etableradesociologiska
eliten och Lefebvre 1 Paris kring bilden av vardagslivets revolution 1
maj ochuppgorelseniGoteborgiaugustimed de hogervridna och f6r-
ledda konstnérsgestalterna, foljde den férdolda 6verenskommelsen
mellan sdrskilt utvalda och sammansvurna i Hamburg 1 september.
Nu gillde det att pa allvar realisera den filosofiska utopin, den slut-
giltiga uppgorelsen med "spektakelsamhillet”, L'1.S.:s sjalvpatagna
yttersta kallelse. Vivet alla hur det slutade 1 Paris och 1 véarlden, under
maj 1968.

Motet 1 Goteborg far 1 denna belysning en betydelsefull roll 1
en for konstvirldens villkor och samhallsutvecklingen 1 stort kritisk
vandpunkt. Det bildar en avgérande mittpunkt 1 1960- och 1970-ta-
lets radikaliserade konststorm. Konferensen var ocksa av avgérande
betydelse for situationistrorelsens utveckling men gick obemairkt
forbi i lokalpressen, sd ndr som pd en artikel i Giteborgs-Tidningen.
Situationisterna kom, stannade i tre dagar och akte igen. De for-
indrade virlden men kanske inte Géteborg, Atminstone inte dar
och di.?® Men situationisterna etablerade en vistsvensk gren, vis-
serligen med centrum i Orkelljunga men med tydliga kopplingar till
Goteborg. Redan dret efter konferensen visade Galleri 54 en utstill-
ning med konstnérer inom situationistrorelsen, kallad Sju rebeller. Pa
utstillningen, som delades med Kunstbygningen 1 Odense, deltog
Gordon Fazakerley, Jens Jorgen Thorsen, Jorgen Nash, Jaqueline
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make philosophy real’® It is a conclusion that was never spoken aloud
or published, never revealed until long after, when it was all over. It con-
stitutes I'LS.’s entire complex and compounded declaration distilled to a
single proposition, a sacred pact that almost too obviously paraphrases
Karl Marx. There is no better expression of Debord’s taste for the beauty
of a staged Baroque intrigue, a secret political plot.

Thus, after a combative dispute with the established sociological elite
and Lefebvre in Paris over the image of the revolution of ordinary life in
May, and after the dispute in Gothenburg in August with a group of great
artistic figures led astray by the forces of the right, followed the covert
accord among the specially chosen and allegiance-sworn in Hamburg in
September. It was now time to get serious about realizing the philosophi-
cal utopia, the final clash with the ‘spectacle society’, I'I.Ss self-appointed
ultimate mission. We all know how it ended in Paris, and in the rest of the
world, in May of 1968.

The conference in Gothenburg, seen in this light, takes on an impor-
tant role in what became, in essence, a critical turning point for conditions
in the art world and the development of society. It forms a decisive centre
point for the storm of radicalizing art that swept through the 1960s and
1970s. The conference was also of decisive importance for the develop-
ment of the Situationist movement, though it went unnoticed in the local
press, apart from a single article in Goteborgs-Tidningen. The Situationists
came, stayed three days, and left again. They changed the world, but not
Gothenburg—at least not then and there.?® But the Situationists did estab-
lish a branch in western Sweden, centred perhaps in Orkelljunga but with
clear ties to Gothenburg. Just a year after the conference, Gallery 54 held
an exhibition entitled Seven Rebels. The exhibition was organized in con-
junction with the Centre for Contemporary Artin Odense, Denmark, and
included work by Gordon Fazakerley, Jens Jorgen Thorsen, Jorgen Nash,
Jaqueline de Jong, Ansgar Elde, Hardy Strid, and Hans-Peter Zimmer. As
we have already seen, there were already artists in town with connections
to the Situationists, most prominently Hardy Strid. Students at the Valand
School of Fine Arts like Bengt Hinnerson (b. 1939) and Yoshio Nakajima
(b. 1940), working in the latter part of the 1960s, did performance art in
urban spaces that had much in common with the Situationists’ concept of
art. Nakajima was also involved in the Drakabygget commune.

So even if the Situationists never grew to exert great influence over
the Gothenburg art world, their movement endured as an undercurrent



de Jong, Ansgar Elde, Hardy Strid och Hans-Peter Zimmer. Som vi
sett fanns det konstnirer 1 staden med koppling till situationisterna,
framst Hardy Strid. Valandselever som Bengt Hinnerson (f. 1939)
och Yoshio Nakajima (f. 1940) arbetade senare under 1960-talet med
performanceverk i stadsrummet med berdringspunkter med situatio-
nisternas konstbegrepp. Nakajima var ocksa engagerad 1 Drakabyg-
get. S4 dven om situationismen aldrig vaxte till nagon inflytelserik
riktning 1 Goteborgs konstliv fanns den kvar som en understrém
och ett radikalt alternativ. Situationisternas mote 1 staden skakade
inte G6teborg men dess konsekvenser kom sa smaningom att skaka
vérlden, inte minst Skandinavien, G6teborg inrdknat. Guy Debord
och I'LS. lyckades pd alla satt infria sin strategiska malsittning att
lagga under sig den nordiska terrdngen. Tillfdllet var det ratta. Det
sdger ocksa nagot om staden Goteborg.

FIG. 35. Fran vinster/ from left: Gordon Fazakerley, Erna & Hardy Strid, Jens Jérgen Thorsen
(liggande /lying) & Jérgen Nash Utstillningen Sju rebeller pa Galleri 54 1962 /
The exhibit Seven Rebels at Galleri 54 1962. Foto / photo: Kamerareportage.
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Guy Debord, brev daterat den 30 maj 1961. Guy Debord, Guy Debord Correspondance — volume 2.
septembre 1960-décembre 1964, Paris 2001, s. 92.

En levnadstecknare, Christophe Bourseiller, vars framstillning bygger pa samtal med de Debord
nérstdende Michele Bernstein och Alice Becker-Ho, arvtagerskan, samt med Debord’s halvbroder
Patrick Labaste, dgnar tilldragelsen stort utrymme och betydelse men misstar sig pa geografin nar
han talar om "Géteborg, Danmark” som platsen f6r métet. Han bekriftar bilden av avfillingarna
kring Nash som efterblivna konstnérssjalar som drdjt sig kvar i en kult kring skandalen och bilden
av en ickekonst med provokationen som enda uttrycksmedel, i en ambition till en revolution
begransad till konstens virld. Christophe Bourseiller, Vie et mort de Guy Debord 193 1-1994, Paris
1999, s. 178.

Asger Jorn, artistnamn f6r Asger Oluf Jorgensen, dansk konstnar, f6dd i Vejrum p4 Jylland, d6d i
Arhus men begravd pa Grotlingbo kyrkogard pa Gotland. Bror till konstniren Jorgen Nash.
Jorgen Nash, dansk malare och poet, lade grunden till den andra Situationistiska Internationalen.
De sista 40 &ren av sitt liv levde han i konstnirskollektivet Drakabygget utanfér skanska Orkel-
ljunga.

Anselm Jappe, i den enda av Debord sjilv fullt ut sanktionerade biografin, ndimner inte ens namnet
Nash, vilket inte férvénar. Hir 4r minnet av Nash bokstavligen bortretuscherat. (Anselm Jappe,
Guy Debord. Essai (1993), 2001. Se dven: Vincent Kaufmann, Guy Debord. La révolution au service de
la poésie, Fayard, Paris 2001.)

Gruppen bildades genom en sammanslagning av personer fran I'Internationale lettriste (Guy
Debord) och Mouvement internationale pour un Bauhaus imaginiste (Asger Jorn). Guy Debord,
Guy Debord (Euvres. Editions établies et annotée par Jean-Louis Rancon en collaboration avec Alice Debord.
Préface et introductions de Vincent Kaufmann, red. Jean-Louis Rancon, Paris 2006, s. 309; Guy Debord,
Rapport sur la construction des situations et sur les conditions de organisation et ['action de la tendance situation-
nisle internationale, Paris (1957) 2000. Oversittningar i texten 4r mina och bygger pa de aterpubli-
cerade originalutgavor som anges.

Sa gott som samtliga Guy Debords verk har nyligen utgivits i samlad nyutgava. Debord 2006. L'I.
S’s samtliga publicerade utgévor av internationale situationniste, nummer 1-12 under 4ren 1958-1969
finns publicerade i en faksimilutgéva som denna framstallning bygger p&. Guy Debord, internatio-
nale situationniste, Paris (1958-1969) 1997. Se ocksé min framstéllning av Debord och situationens
estetik i: Utforskande arkitektur. Situationer i nutida arkitektur, red. Sten Gromark och Fredrik Nilsson,
Stockholm 2006.

Hardy Strid 4r f6dd 1 Haverdal, strax norr om Halmstad. Han gick pa Valands konsthdgskola
1947-1952 och The Central School of Art and Craft (f6r Tom Faers) i London 1958-1959.

Spur ansl6t sig till LS. frén 1959 i samband med Giuseppe Pinot Gallizios (1902-1964) utstéllning
pé Galleriet Van den Loo i Miinchen. Gallizios mélade rullar med duk som saldes per 16pmeter, ett
slags foregangare till Ernst Billgren och Carl Johan De Geer projekt pd Goteborgs konstmuseum
1994. Spur hade redan nigra ménader tidigare blivit bekanta med Asger Jorn. I november 1961
beslagtar den tyska polisen i Bayern samtliga upplagor av sex nummer av konsttidskriften Spur,
som senare ledde till fillande dom for blasfemi och fingelsestraff.

Sten Gromark, telefonintervju med Hardy Strid, 2009-02-23.

L1S. hade f6r vana att sitta upp en marmorplakett pa varje plats dér konferenser dgt rum.

Sten Gromark, telefonintervju med Hardy Strid, 2009-02-23; Se: Situationuster i konsten. Carl Magnus,
Forgen Nash, Heimrad Prem, Hardy Strid, Jens Jorgen Thorsen, red. Carl Magnus Orkelljunga 1966;
Hardy Strid, Situationister i konsten, Halmstad 1966; Bauhaus situationist. Lund Art Press, red. Jean
Sellem, Lund 1992.

Hardy Strid, Anyone Can Be a Situationist. Statement by Hardy Strid for the Seminar, Norrebro 2007
Deklaration i samband med Seminar om den situationistiske beveegelse © Skandinavien, 15 och 16 mars
2007 1 Folkets Hus, Stengade 50, Norrebro, DK. Originaltext pa engelska, min éversittning.
Debord 1997, s. 265.

Belgisk forfattare, filosof och sociolog kénd for sitt traktat om vardagslivets revolution. Raoul
Vaneigem, Traité de savoir-vivre a usage des jeunes générations, Paris 1967.

Debord 1997. Guy Debord, internationale situationniste nx 7, april 1962, s. 26-27.
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and a radical alternative. The Situationists’ conference in Gothenburg
may not have shaken the city, but its consequences later came to shake the
world at large, Scandinavia and Gothenburg fully included. Guy Debord
and I'LS. had indeed achieved their strategic objectives of taking on the
Nordic world. The time was right. This also says something about the city
of Gothenburg.

* %k %k ok ok

TRANSLATED FROM SWEDISH BY JOHN KRAUSE
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Magnus 1966.

Debord 1997 s. 53.

Bourseiller 1999, s. 181.

Bourseiller 1999, s. 178.

Laurent Chollet, Les situationnistes. L'utopie incarnée, Paris 2004, s. 37.

Bilden publicerades som illustration till en artikel om hiandelsen. Signaturen Bernicus (Bernt
Eklundh), "Situationistiska Internationalen erdvrade asfalt-vilt 1 Géteborg”, Giteborgs-Tidningen
1961-08-31.

La Dérive (planlos drift) 4r ett centralt begrepp i den situationistiska rorelsens program. Det syftar
pé de utforskande stadspromenader, ofta till gémda eller osynliga delar av stadsrummet, som
situationisterna foretog.

Eklundh 1961.

Hela anférandet publiceras sedan 1 LS. Se: Debord 2006, s. 571.

Debord 2006, s. 585.

Min 6vers.: "L'LS. doit, maintenant, réaliser la philosophie”, Debord 2006, s. 585.

P4 1990- och 2000-talet vicktes ett fornyat intresse for situationismen bland konstnérer och intel-
lektuella i Géteborg, framst genom tidskriften OEIs insatser. I ett nummer fran 2003 publiceras
hela den dokumenterande texten frén métet pd svenska. Jonas (J) Magnusson, OEInr 13 2003;
"Internationale Situationnistes femte konferens i Goteborg” (internationale situationniste nr 7, april
1962), OEInr 13 2003. Det géteborgska bokforlaget Daidalos har gett ut Debords magnum opus pa
svenska 2002, Skddespelssamhéllet fran 1967. Guy Debord, Skddespelssamhéillet (La Société du Spectacle
1967), 6vers. Bengt Ericson, Géteborg 2002. Kulturskribenten Magnus Haglund berér situationis-
mens relation till Géteborg i en bok fran 2004 som lanar sin titel frin Debord. Magnus Haglund
och Stefan Schneider, Den nakna staden. Ménniskor och platser i Goteborg, Goteborg 2004.
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NOTES
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Guy Debord, letter dated 30 May 1961. Guy Debord, Guy Debord Correspondance — volume 2.
septembre 196 0-décembre 1964, Paris 2001, p. 92.

One biographer, Christophe Bourseiller, whose description is founded on conversations
with the to Debord close Michéle Bernstein and Alice Becker-Ho, the heiress, and also with
Debord’s half-brother Patrick Labaste, devote the event a lot of space and significance, alt-
hough he is mistaken about the geography when he speaks about ’Géteborg, Denmark’ as
the place of the meeting. He confirms the picture of the renegades around Nash as retarded
artit’s souls who lingered in a cult of scandal and the view of non-art with provocation as
their only means of expression, in an ambition for revolution limited to the world of art.
Christophe Bourseiller, Vie et mort de Guy Debord 1931-1994, Paris 1999, p. 178.

Asger Jorn, the nom dartiste of the Danish artist Asger Oluf Jorgensen, was born in the
village of Vejrum on Jylland, and died in Aarhus but was buried in Grétlingbo Cemetery
on the Swedish island of Gotland. Brother of the artist Jorgen Nash.

Jorgen Nash, Danish painter and poet, laid the foundations of the second Situationist Inter-
national. He lived the last forty years of his life in the artists’ commune Drakabygget outside
the village of Orkelljunga in southern Sweden.

Anselm Jappe, in the only biography of Debord to be fully sanctioned by the subject,
doesn’t even mention Nash by name, which should come as no surprise. Here the legacy
of Nash is literally erased. (Anselm Jappe, Guy Debord. Essai (1993), 2001. See also: Vincent
Kaufmann, Guy Debord. La révolution au service de la poésie, Fayard, Paris 2001.)

The group was formed through a union of people from I'Internationale lettriste (Guy
Debord) and Mouvement internationale pour un Bauhaus imaginiste (Asger Jorn). Guy
Debord, Guy Debord (Euvres. Editions établies et annotée par Jean-Louis Rangon en collaboration avec
Alice Debord. Préface et introductions de Vincent Kaufmann, ed. Jean-Louis Rancon, Paris 2006,
p- 309; Guy Debord, Rapport sur la construction des situations et sur les conditions de l'orgamisation et
Laction de la tendance situationniste internationale, Paris (1957) 2000. Translations in the text are
mine, based on the reissue of the original editions as indicated.

Virtually all of Guy Debord’s works have recently been reissued in a new edition of his
collected works. Debord 2006. All twelve issues of I'L.S.’s Internationale Situationniste published
1958-69 have been reissued in a facsimile edition upon which this description is based. Guy
Debord, Internationale Situationniste, Paris (1958-69) 1997. See also my description of Debord
and the Situationist aesthetic in: Ulforskande arkitektur. Situationer i nutida arkitektur, ed. Sten
Gromark and Fredrik Nilsson, Stockholm 2006.

Hardy Strid was born in Haverdal, just north of Halmstad, Sweden. He attended the
Valand School of Art 1947-1952 and the Central School of Art and Craft (studying under
Tom Faers) in London 1958-1959.

Spur joined I'LS. in 1959 in connection with Giuseppe Pinot Gallizios’s (1902-1964) exhi-
bition at Gallery Van den Loo in Munich. Gallizios painted rolls of canvas that were sold by
the linear meter, a kind of precursor to the project by Ernst Billgren and Carl Johan De Geer
at the Goteborg Museum of Art 1994. Spur had already met Asger Jorn several months
carlier. In November 1961, the German police in Bavaria confiscated every copy of the six
issues of the art journal Spur, leading eventually to a conviction and prison sentence on the
charge of blasphemy.

Sten Gromark, telephone interview with Hardy Strid 23 February 2009.
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It was customary for I'LS. to install a marble plaque on the site of each of their conferences.
Sten Gromark, telephone interview with Hardy Strid, 23 February 2009; See: Situationister
i konsten. Carl Magnus, Jorgen Nash, Heimrad Prem, Hardy Strid, Jens Forgen Thorsen, ed. Carl
Magnus Orkelljunga 1966; Hardy Strid, Situationister i konsten, Halmstad 1966; Bauhaus
situationist. Lund Art Press, ed. Jean Sellem, Lund 1992.

Hardy Strid, Anyone Can Be a Situationist. Statement by Hardy Strid for the Seminar, Nerrebro
2007 ; Declaration in connection with the Seminar on the Situationist Movement in Scandinavia,
15 and 16 March 2007 in Folkets Hus, Stengade 50, Norrebro, Denmark.

Debord 1997, p. 265.

Belgian author, philosopher, and sociologist known for his tract on the revolution of ordi-
nary life. Raoul Vaneigem, Traite de savoir-vivre & l'usage des jeunes générations, Paris 1967.
Debord 1997. Guy Debord, internationale situationniste no. 7 April 1962, pp. 26-27.

Magnus 1966.

Debord 1997, p. 53.

Christophe Bourseiller, Vie et mort de Guy Debord 1931-1994, Paris 1999, p. 181.
Bourseiller 1999, p. 178.

Laurent Chollet, Les situationnistes. Lutopie incarnée, Paris 2004, p. 37.

The picture was published as an illustration for an article about theiska Internationalen
erdvrade asfalt-vilt 1 Goteborg), Giteborgs-Tidningen 31 August 1961.

La Dérive (aimless wandering) is a concept central to the Situationist Movement’s agenda.
It refers to the exploratory city walks, often to hidden or invisible parts of the city, prized
by the Situationists.

Eklundh 1961.

The entire speech was later published in I'LS. See: Debord 2006, p. 571.

Debord 2006, p. 585.

My translation: ‘L’LS. doit, maintenant, réaliser la philosophie’, Debord 2006, p. 585.

In the 1990s and 2000s, a new interest in Situationism arose among artists and intellectuals
in Gothenburg, primarily through the efforts of the journal OEI In one issue from 2003, the
entire transcript of the meeting is published in Swedish. Jonas (J) Magnusson, OEIno. 13
2003 ‘Internationale Situationnistes femte konferens i G6teborg’ (Internationale Situationniste
no. 7, April 1962), OEIno. 13 2003. The Gothenburg publishing house Daidalos publis-
hed Debord’s magnum opus in Swedish in 2002, Skdadespelssamhdillet from 1967. Guy Debord,
Skddespelssamhdllet (La Société du Spectacle 1967), translation by Bengt Ericson, Gothenburg
2002. Cultural correspondent Magnus Haglund addresses Situationism’s relationship with
Gothenburg in a 2004 book, the title of which is borrowed from Debord. Magnus Haglund
and Stefan Schneider, Den nakna staden. Méinniskor och platser i Goteborg, Gothenburg 2004.
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THE BJORNLIGAN TIME MODULE

BJORNLIGANS TIDSMODUL

The new landscape is entropical, which means that its physical and mental condition is as it
always has been. Its future now is identical to that of yesterday. Seen objectively from today’s

standpoint, its future and its past appear the same. A uniform, extended immobility.!

- § Anders Bergh -
Det nya landskapet ér entropiskt, vilket innebér att dess fysiska och psykiska kondition In 1968 the two artists Lars Hansson (b. 1944) and S Anders Bergh
ar densamma som den alltid har varit. Dess framtid 4r identisk med gérdagens. I ett (1947-2004) surveyed a site outside Lerum, near to what was then Hans-
objektivt nu ser bade framtiden och dess motsats forntiden likadana ut. En enformig son’s home and studio in the old Slatthult school building. This survey
utstrickt immobilitet.! — S ANDERS BERGH F1G.36-39 resulted in the film Extension of a Landscape (Utvidgning av ett landskap). Hans-

son relates that they had fixed on this particular place, a beautiful hill,
which - seen from a slight distance — possessed a curved form, almost
global in shape. In the film a man moves to and fro across the hillside
planting numbered markers in the ground that later are linked by cords
to form a kind of grid. The activity was filmed using a 16mm hand-held
camera.” This project was one of the first instances of a form of land art
on Swedish ground, an art form that at the time engaged the attention of

1968 dokumenterade konstnirerna Lars Hansson (f. 1944) och
S Anders Bergh (1947-2004) uppmitningen av en plats utanfor
Lerum, niara Hanssons davarande hem och ateljé 1 Slatthults gamla

skolbyggnad. Detta resulterade 1 filmen Utvidgning av ett landskap. ric.se-39 number of artists in the US.

Hansson beréttar att de hade fastnat f6r den sérskilda platsen, en Hansson and Bergh went on to found the artists’ group Bjérnligan
vacker kulle som om man sdg den pa lite hall beskrev en bagform, (the Swedish name for the Beagle Boys in the Donald Duck comic),
nistan som ett jordklot. En man rér sig fram och tillbaka éver kullen in the company of Nils Olof Bonnier (1945-1969), Dag E Nyberg (b.

1944), Graham Stacy (b. 1940) and Bo Soderstrom (b. 1945).> When,
in 1968, Bjérnligan presented its activity in the form of an outdoor exhi-
bition at Gotaplatsen, the article ‘Entropy and the New Landscape’ was
included in the stencilled folder handed out, which contained texts by

o ) Bjornligan’s members.! Their interest in landscape was thereby linked
en rad konstnérer i USA under beteckningen land art. to a concept they had picked up from the American art scene, namely,

och sdtter ned numrerade markeringar 1 marken, som sedan binds
thop med linor il ett sorts rutnit. Denna handling filmades med 16
mm handkamera.? Projektet utgor ett av de férsta exemplen pa en
form av jordkonst pa svensk mark som vid tidpunkten engagerade

162 FIG. 36-39. (SIDA/PAGE 164-165) S Anders Bergh & Lars Hansson, Utvidgning av ett landskap ellexr
Entropi och det nya landskapet | Extension of a Landscape or Entropy and the New Landscape, 1968
temporir installation / temporary installation, Slitthult, Lerum.

Foto /photo: Lars Hansson. © S Anders Bergh & Lars Hansson/BUS 2009.






Tillsammans med Nils Olof Bonnier (1945-1969), Dag E Nyberg
(£.1944), Graham Stacy (f. 1940) och Bo Séderstrom (f. 1945) bildade
Hansson och Bergh konstnérsgruppen Bjornligan.® Vid Bj6rnligans
aktion 1 form av en utomhusutstillning pa Gétaplatsen hosten 1968
ingick texten "Entropi och det nya landskapet” 1 den stencilfolder
med texter av Bjornligans medlemmar som delades ut.* Intresset for
landskapet férenades ddrmed med ett begrepp de plockat upp fran
den amerikanska konstdiskussionen, namligen entropi. Bjornligans
tydliga orientering mot internationella strémningar, framfér allt 1
USA, var ndgot ovanligt 1 Goteborgs konstliv vid denna tidpunkt. De
forde jordkonst, primary structures (minimalism), konceptkonst och
performance till Géteborg 1 ett par uppmarksammade aktioner, ut-
stiallningar och publikationer. 1968 blev éret f6r deras genombrott.

Hur ska man se pa det mytomspunna aret 1968 1 Goteborgs
konstliv? Ar det politiska uppvaknandet en vattendelare for ett for-
dndrat konstuttryck ? Bjérnligan ldmpar sig bade val som markoér for
denna brytningstid och som ett nyanserande exempel pa en 6vergang
mellan oskyldig lekfullhet och sambhaéllskritiskt allvar pa Géteborgs
konstscen.

I den hir texten vill jag préva hypotesen att Bjornligans provoka-
tioner endast var mojliga under ett kort 6gonblick strax fére konstli-
vets politisering efter maj 1968, som inte minst i Géteborg kom att ta
sig dogmatiska uttryck. Den typ av institutionskritik som Bjoérnligan
stod for, liksom flera av de mer subtila inomestetiska utforskningar
som dess enskilda medlemmar dgnade sig at, passade inte med det
nya politiska klimatet 1 G6teborg. Gruppen var visserligen vanster-
orienterad, men inte enligt nagot uttalat partiprogram.

Bjornligan orienterade sig mot en amerikansk minimalistisk tra-
dition. Rubriken "Bjérnligans tidsmodul” kommer fran boken Bjirn-
ligan som gruppen gemensamt férfattade och It sélja pa Konstmuseet
hosten 1968. Jag anvinder den som utgangspunkt for att tolka hur
gruppen och de enskilda medlemmarna anviande tiden 1 sin konst.”
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entropy. Bjornligan’s marked leaning towards international influenc-
es, particulary from the US, was an unusual element in the art life of
Gothenburg at that time. They brought land art, primary structures
(minimalism), concept art and performance art to Gothenburg in a se-
ries of noted actions, exhibitions and publications. Their breakthrough
came in 1968.

How are we to see the mythical year 1968 against the background of
Gothenburg’s artistic life? Does the political awakening indicate a water-
shed marking a shift in artistic expression? Bjérnligan is ideally qualified
to illustrate this period of change, providing subtly varied instances of the
transition between innocent playfulness and serious social criticism on the
Gothenburg art scene.

My aim in this text is to test the hypothesis that Bjérnligan’s provoca-
tions were only possible for a brief spell immediately prior to the politicisa-
tion of artistic activity following May 1968, which not least in Gothenburg
came to assume dogmatic expression. The type of institutional criticism
practised by the Bjornligan, along with much of the more subtle inquiries
conducted by individual members in the field of aesthetics, were not in ac-
cord with the new political climate pervading in Gothenburg. The group
was undoubtedly left-wing but chose not to conform to any specific party
programme.

Members of Bjérnligan were attracted towards an American mini-
malist tradition. The headline “The Bjérnligan Time Module’ is taken
from the book Bjornligan that the group jointly authored and sold at the
Goteborg Museum of Art in autumn 1968. I use the headline as start-
ing point for investigating how the group and its individual members
explored the theme of time in their art.’

ENTROPY AND POLITICS

The Slatthult production of 1968 exhibits a desire for order and struc-
ture. Structure is, in fact, the only point of the exercise. It creates a closed
system that is self regenerating and devoid of other references. Use of the
term entropy in this context has a dystopic significance. Time will cause



ENTROPI OCH POLITIK

Iscensattningen 1 Slatthult 1968 uppvisar en strivan efter ordning och
struktur. Strukturenisig ar verkets enda mening. Den upprittar ett slu-
tet system som 4r sjalvgenererande och icke-refererande. Anvindning-
en av begreppet entropi far hér en dystopisk betydelse. Tiden kommer
att fa all materia att ugdmnas, vittra bort och alla hierarkier att upp-
16sas. Utgdngen &r inte positiv utan innebdr ett stort matt av tristess,
likformighet och upprepning. Det repetitiva utgér en mild provoka-
tion, en antites till en dramatiskt omdanande och explosiv hindelse.

DEN SORTS ENTROPIBEGREPP SOM FIN KANSKE FASCINERAR MIG MEST
JUST DET UTAN CENTRUM ELLER RIKTNINGAROPI, EN SORTS PSYKISK
ENTROPI: ... INGA PRINCIPER ATT VAD SOM LANGSAMT TOMS, RENSAS
FRAN NOLLSTALLNING ... [sic.] ®

EN TROPL E ALLTING, STELNA var titeln pé en forestillning och
installation av Nils Olof Bonnier, Leif Nylén (f. 1939) och musikern
Bo Anders Persson (f. 1937) fran musikgruppen International Har-
vester, senare Trdd, Grdas och Stenar. Den visades pa Galleri £ 1
Goteborg och dérefter i Moderna Museets filmsal 1 mars 1968.7 Det
visuella elementet var Bonniers stora teckningar med en maskinlik-
nande, texturerad, organisk arkitektur. Bonnier hade bett Persson
spela in musik pa bandspelare som med hjélp av fotoceller styrdes
av publikens rorelser 1 rummet. Nylén bidrog med en text som 1
sann grianséverskridande anda fungerade som en del av verket och
som 1 sig ar ett exempel entropiskt sonderfall.® Ord som ”primary
structure”, ”struktur”, "modell” sénderdelas 1 sina bestandsdelar och
bokstédver blandas for att mot slutet mest likna ett oként sprak i ursin-
niga skrivmaskinsversaler. Den stencilerade foldern inleds med ett
citat av konstniren Robert Smithson (1938-1973):

P4 besynnerliga omviagar har en rad konstnérer natt fram till en synlig analogi till termo-
dynamikens andra lag, den som utvidgar entropins spelrum och lar oss att energi lattare
forloras an vinnes, samt att hela universum i den yttersta framtid kommer att brinna ut och

omdanas till en alltomspinnande likformighet.®
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all material objects to be brought low and wither away and all hierarchies
to be disbanded. The final outcome is not something positive but involves
a great deal of gloom, conformity and repetition. This element of repeti-
tion provides a mild provocation, antithetical to any dramatic reconstruc-
tion and explosive occurrence:

THESORT OFENTROPY CONCEPTWHICHFASCINATES MEMOSTISJUST THAT
LACKING ANY CENTRE OR DIRECTION, A KIND OF MENTAL ENTROPY...NO
PRINCIPLES CLAIMING THAT WHAT IS SLOWLY EMPTIED, IS CLEARED OF ITS
ZERO STANDPOINT ... [sic.]°

EN TROPY; IS EVERYTHING, STIFFEN (EN TROPL E ALLTING,
STELNA) was the title given to a performance and installation by Nils
Olof Bonnier, Leif Nylén (b. 1939), and the musician Bo Anders Persson
(b. 1937) from the music group International Harvester, later known as
Trad, Gris och Stenar. It was shown at Galleri £ in Gothenburg and
after that at the cinema of the Moderna Museet in Stockholm in March
1968.7 The visual element consisted of Bonnier’s large-scale drawings of
textured, organic architecture resembling machines. Bonnier had asked
Persson to record music on a tape-recorder, which, through photocells,
was controlled by the movements of people in the gallery. Nylén contrib-
uted with a text, which in true cross-border spirit served as a part of the
whole and is itself an example of entropic disintegration.! Words such as
‘primary structure’, ‘structure’, ‘model’ were broken up into their respec-
tive constituents and the letters mixed finally to form some unknown
language in a fever of typing madness. The stencilled folder began with a
quote from the artist Robert Smithson (1938-1973):

In a rather roundabout way, many of the artists have provided a visible analogy for the Second
Law of Thermodynamics, which extrapolates the range of entropy by telling us energy is more
easily lost than obtained, and that in the ultimate future the whole universe will burn out and be

transformed into an all-encompassing sameness.’

Entropy, in the poetic form inspired by the Bjérnligan-Smithsonian
approach, means levelling, conformity, erosion and decline over eons of
time. Applied to a narrative structure, such an entropic account would
form the direct opposite of the classic detective story. It would lack
the dramaturgic curve of tightening conflict and solution, and instead



Entropi som poetiskt begrepp 1 Bjérnligans Smithson-inspirerade
tappning, betecknar utjamning, likformighet, erosion och forfall
under langa tidsrymder. Oversatt till en narrativ struktur skulle en
entropisk berittelse vara raka motsatsen till en klassisk deckare. Den
skulle sakna den dramaturgiska kurvan med konfliktupptrappning
och -uppldsning, och istillet vara en form av utjamnad, handelselds
utstrackning 1 tid. Ett tillstand med ett forfall sa langsiktigt att det
knappt kan uppfattas av ménskliga sinnen.

Begreppet entropi r tolkat och 6verfort fran fysiken och infor-
mationsteorin: enligt termodynamikens andra huvudsats gar infor-
mation, 1 betydelsen ordning, med tiden férlorad i ett slutet system
eller ett monster och lamnar plats at entropi: férfall, oordning och
likformighet.'* Men berittelsen om Bjornligans framfart 1 Géteborg
framstar som den entropiska tidsrymdens raka motsats. Den var ett
fenomen som brann med stark laga under kort tid med ett abrupt
slut1och med Bonniers tragiska férsvinnande under en studieresa till
Moskva och St Petersburg (dévarande Leningrad) 1 maj 1969."

Den minimalistiska skulpturens reducerade formsprak har setts
som ett brott mot modernismens elitistiska tendenser. Utforskandet
av "priméra strukturer” tog fart vid 1960-talets mitt, atfoljt av teoreti-
serande texter. Den minimalistiska skulpturen dr autonom men syftar
paradoxalt nog till att inkludera betraktaren 1 verket.'? Konstverken
ses som enheter som dr “tidsliga” 1 lika hég grad som rumsliga.
Tanken om en "tidsmodul” kan jamféras med Smithsons ord om
Dan Flavin (1933-1996): "Flavin gér ’6gonblicksmonument’, 6gon-
blicket gor att hans verk blir tid snarare dn rum. Tid blir en punkt
minus rorelsen. Om tiden dr en punkt sa dr ett oandligt antal punk-
ter mojliga. Flavin omskapar gallerirum till galleritid.”** Om Donald
Judd (1928-1994) skriver Smithson ldngre fram 1 samma text: "De
gomda ytplanen 1 Judds arbeten dr "tids-hdlor”, hans konst l6per ut 1
en serie av statiska mellanrum baserade pé en rad fasta kroppar”.**

Det av Bjornligan uppfunna ordet "tidsmodul” kan anvindas
1 6verford bemirkelse och representera inkapslandet av tid 1 konst-
objekt, 1 utstallningsrummet och 1 upplevelse och tolkning av konst-
verk skapade av gruppen och dess medlemmar. Bjérnligans “tids-
modul” dr ocksa tiden fér undersékningen, det tidsfénster dar
Bjornligan framtrddde mitt emellan den lekfulla modernismen och
politiseringen av konsten 1 Géteborg efter maj 1968.
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represent a form of levelled, uneventful extension of time. A state of de-
cline so prolonged as to be barely noticeable to human senses.

The concept of entropy is interpreted and derived from physics and
information theory: according the second principle of thermodynamics,
information, in the sense of order, is in due time lost within a closed sys-
tem or pattern and leaves room for entropy: decline, disorder and con-
formity.'* But the progress achieved by Bjérnligan in Gothenburg stands
out as the precise opposite of entropic time-space. It was a phenomenon
that burned brightly for a brief while, coming to an abrupt end with the
tragic disappearance of Bonnier during a study trip to Moscow and St
Petersburg (then Leningrad) in May 1969."

The starkly reduced idiom of minimalist sculpture has been regarded
as in conflict with modernism’s elitist tendencies. The study of ‘primary
structures’ took off in the mid-1960s, to the accompaniment of theoriz-
ing texts. Minimalist sculpture is autonomous but paradoxically aims to
include the viewer in the work.'? The artworks are seen as items which
are temporal as much as spatial. The idea of a ‘time module’ can be com-
pared with Smithson’s words on Dan Flavin (1933-1996) : ‘Flavin makes
‘instant-monuments’ [...] The ‘instant’ makes Flavin’s work a part of time
rather than space. Time becomes a place minus motion. If time is a place,
then mnumerable places are possible. Flavin turns gallery-space into gal-
lery time.*® And further on in the same text Smithson writes this about
Donald Judd (1928-1994): “The concealed surfaces in some of Judd’s
works are hideouts for time. His art vanishes into a series of motionless
intervals based on an order of solids.**

The term ‘time module’ as invented by Bjérnligan can be applied to
express the enclosure of time in art objects, in the exhibition gallery and in
the experience and interpretation of the artworks created by the group and
its members. Bjornligan’s ‘time module’ is also the time for inquiry, the
window of time in which Bjérnligan emerged between playful modernism
and the politicizing of art in Gothenburg after May 1968.

The members of Bjoérnligan made use of a number of different time
perspectives in their art, ranging from the brief (but by repetition end-
lessly many) ‘time modules’ as described above in the art of Flavin and
Judd, to the long-term geological perspective in their use of the concept
of entropy. Smithson became something of a house-philosopher for the
group, and his texts were translated and published in Faletten in 1968.'
Bonnier, not least, was clearly influenced by Smithson’s texts.



Bjornligan anvinder flera olika tidsperspektiv 1 sin konst: fran
de korta, men 1 upprepning odndligt manga "tidsmodulerna” som
uttrycks ovan om Flavins och Judds konst, till det langa, geologiska
tidsperspektivet 1 anvandningen av begreppet entropi. Smithson blev
nagot av en husfilosof f6r gruppen och hans texter 6versattes och pu-
blicerades 1 Fuletten under 1968." Inte minst Bonnier var uppenbart
influerad av Smithsons texter.

Det faktum att Bjornligan himtade néring fran internationella r6-
relser var tydligt redan vid tiden for utstéllningen 8 s, innan gruppen
formellt hade bildats. Flera recensenter tyckte att det &r spinnande
att “objektskonsten” och ”"popkonsten” kommit till det — underfér-
stitt — efterblivna Goteborg.'® Men det héjdes dven kritiska roster.
I en insindare i Giteborgs-Tidningen klandrar den tidigare redaktdren
for Konstperspektiv Per Bergman de unga utstéllarna for att vara imi-
tatorer som dessutom dr sena 1 sitt upplockande av utlaindska ismer.
Bergman hivdar att konstnarerna under konceptet 8 st ar "trakiga”
och bara "apar” efter internationella, avantgardistiska strémningar."’
Pa satt och vis kan denna typ av kritik vara symptomatisk, inte bara
for 8 st och Bjornligan, utan for det konstklimat som radde 1 Gote-
borg. A andra sidan skedde hir en egenhindig tolkning av "objekts-
konsten” som skiljer sig fran den 1 Stockholm, dar Moderna Museets
dominans var stark.

Bjornligan och dess medlemmar sokte aktivt efter influenser uti-
fran. Graham Stacy, som hade gitt pa konstskola i London innan han
kom till Valand, hade fortsatt nira kontakt med det brittiska konst-
livet. Han berittar om hur hans kamrater nistan slet de konsttid-
skrifter han tagit med sig fran London ur hinderna pa honom.'® Sven
Danvik (1919-1982) skapade med Galleri Klippans Kulturreservat
en motesplats 1 Goteborg med manga internationella utblickar.'
Moderna Museet var en annan arena som Bjérnligans medlemmar
tog del av. De vittnar ocksa om betydelsen av nirheten till Dan-
mark och Louisiana. Det var inte bara den viasterlandska kulturen
som lockade. Lars Hansson reste mycket, bland annat till Indien,
varifrdn flera bilder som anvindes 1 Bjornligans "marknadsféring”
harstammar.

Minimalismen uppmérksammades 1 Sverige 1 flera nummer av
FPaletten1968.2° Utifran kravet pa politisering av konsten framstod mini-
malismens 6ppenhet och avsaknad av politiskt stéllningstagande som
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The fact that Bj6érnligan derived inspiration from international move-
ments was plain as early as at the exhibition 8 Contributors (8 st), before
the group was even formally founded. Several reviewers found it ex-
citing that ‘object art’ and ‘pop art’ had reached the implied backward
Gothenburg.'® But critical voices were heard, too. In an entry in Gateborgs-
Tidningen, Per Bergman, the former editor of Konstperspektiv, charges the
young exhibitors with being imitators, who moreover are behindhand in
adopting these foreign isms. Bergman claims that the 8 Contributors artists
are ‘dull’ and are merely ‘mimicking’ international, avant-garde move-
ments."” In one way this type of criticism can be seen as symptomatic, not
just for 8 Contributors and Bjornligan, but for the Gothenburg prevailing
art climate. On the other hand, what was taking place here was an inde-
pendent interpretation of ‘object art’, which distinguished itself from that
in Stockholm, where the dominance of the Moderna Museet was strong.

Bjornligan and its members sought actively after influences from
abroad. Graham Stacy, who had trained at art college in London before
coming to Valand, maintained his contact with the British art world. He
recounts how his colleagues almost tore from his hands the art magazines
that he had brought from London.'® Sven Danvik (1919-1982), in his
Galleri Klippans Kulturreservat, created a meeting place in Gothenburg
for a wide range of international views." The Moderna Museet was one
further arena to inspire the members of Bjérnligan. The proximity to
Denmark and the Louisiana Museum of Modern Art was also of im-
portance. And it was not only Western culture that attracted them. Lars
Hansson travelled a lot, including trips to India, from where a number of
pictures used in Bjornligan ‘sales promotion’ originated.

Minimalism attracted attention in Sweden in several issues of Fuletten
during 1968.%° In view of the call for the politicizing of art, the open-
ness of minimalism and its lack of political attitude appeared problematic.
Minimalist art is built around structure, but how these structures are to be
interpreted or exploited is up to the viewer. Nylén, the editor of Faletten at
the time, writes in a leader for issue number 3, 1968, about the headache
that this new ‘structure art’ is causing the politically aware if it is seen as an
indication of the commercialization of art, a marketing of space.?' It was
difficult to discern a clear and distinct break between modernist purism
and minimalist art. The strict and empty forms could be read as striving
for perfection. The aesthetically subversive wish to create a new kind of
sculpture, inclusive and integral to its site, was not always obvious. This



problematiskt. Den minimalistiska konsten byggs upp kring struktu-
rer, men hur dessa ska tolkas eller anvandas ar upp till betraktaren.
Faletten:s davarande redaktor Nylén skriver i ledaren till nummer 3
1968 om det huvudbry som den nya ”"strukturkonsten” véllar den po-
litiskt medvetne om den tolkas som ett tecken pa konstens kommer-
sialisering, ett saluférande av tomrum.*! Ett klart och tydligt brott mel-
lan den modernistiska purismen och den minimalistiska konsten var
svar att skonja. De avskalade och ihaliga formerna kunde ldsas som
en strivan efter perfektion. Den estetiskt omstortande viljan till en ny
sorts platsspecifik och inkluderande skulptur var inte alltid uppenbar.
Denna konstform f6ljdes ocksa av ordrika teorier och en intellektua-
lism som kunde uppfattas som elitistisk. Detta gdllde inte bara texter
av Smithson, Judd, Sol LeWitt (1928-2003) och Carl Andre (f. 1935),
vars texter publicerades 1 Puletten, utan aven den danska Ta’-gruppen,
som gastspelade 1 Faletten nummer 2 1968. Att lasa och uppleva mini-
malistisk skulptur som objekt med politisk sprangkraft genom att de
moblerade om 1 utstéllningsrummet var alltsd inte sjalvklart.

8ST

Flera av medlemmarna 1 det som skulle bli Bjérnligan hade stallt
stillde ut tillsammans pa Konsthallen 1januari 1968 under namnet 8 s,
samtliga fortfarande elever pa Valand: S Anders Bergh, Lars Hans-
son, Bengt Hinnerson, Lars E Johansson (f. 1945), Dag E Nyberg,
Graham Stacy, Ivan Stiiffe (f. 1936) och Bo Séderstrém. 8 st var otve-
tydigt konsthallsintendenten Carl-Erik Hammaréns (1922-1990)
skapelse, ett sitt att fornya den traditionsenliga Decemberutstillningen
genom att pa ett kontrollerat och, for att anvanda ett nutida ord,
curerat sdtt visa fram nya férmagor. § s¢initierades pa forslag av S6-
derstrom och Stacy.” Hammarén inkluderade Stiiffe, Hinnerson och
Johansson. De atta var, trots sina inbordes beréringspunkter, starka
individualister. Utstallningen hade ett experimentellt uppligg. Den
skapades pa plats for att ge upphov till ovintade méten under arbe-
tets gang och blev avgorande for tillkomsten av Bjornligan. *
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art form was also accompanied by wordy theories and an intellectual-
ism that could be seen as elitist. This criticism applied not only to texts
by Smithson, Judd, Sol LeWitt (1928-2003) and Carl Andre (b. 1935),
whose texts were published in Faletten, but also to the Danish Ta” Group,
who made a guest appearance in Faletten in number 2, 1968. Recognition
of the politically explosive power of minimalist sculpture in the rearrange-
ment of gallery space was not self-evident.

8 CONTRIBUTORS

Several who were later to become members of Bjérnligan had exhibited
together at the Gothenburg Art Gallery (Konsthallen) in January 1968,
under the title 8 Contributors. They were all still students at Valand: S
Anders Bergh, Lars Hansson, Bengt Hinnerson, Lars E Johansson (b.
1945), Dag E Nyberg, Graham Stacy, Ivan Stiiffe (b. 1936) and Bo Séder-
strom. 8 Contributors was undeniably the creation of Carl-Erik Hammarén
(1922-1990), curator at the Gothenburg Art Gallery, as a way of renewing
the traditional December Exhibition by means of a controlled and - to use
a contemporary term — ‘curatored’ method for presenting fresh talents.
8 Contributors was initiated at the suggestion of Soderstrom and Stacy.?
Hammarén included Stiiffe, Hinnerson and Johansson. The eight artists
were, despite their group links, strong individualists. The exhibition was
mounted as an experiment. It was created on site to generate unexpected
meetings as work proceeded, and it was decisive for the origin of Bjérn-
ligan.?®

The exhibition was broad in ambition and multimedial in charac-
ter, offering a wide range of expression. The visitor to the exhibition
was greeted in the entry foyer by an illuminated display and a ‘lowing’
electronic musical composition — though the tape-recording equipment
was soon stolen.”* A characteristic common to several of the artists was
a broadened sculptural approach and the use of unconventional materi-
als and techniques. The gallery potential was explored by Hansson, to
take one instance, who presented a sculpture called Mutations in Suitable
Materials, where his work included silhouettes in plexiglass.” S6derstrém



Utstéllningen spretade at flera hall och var multimedial till sin
karaktdr med en méangfald av uttryck. Redan 1 foajén méttes besoka-
ren av ljusspel och en "ramande” elektronmusikkomposition, dven
ombandspelarutrustningen stals pa ett tidigt stadium.? En gemensam
nidmnare for flera av konstndrerna var ett utvidgat skulpturbegrepp
och okonventionella material och tekniker. Utstillningsrummet ut-
forskades av exempelvis Hansson, som stéllde ut en skulptur kallad
Mutationer 1 limpliga material, dair han bland annat arbetade med silhu-
etter 1 plexiglas.?® Soderstréom visade skulpturer 1 glasfiberarmerad
plast. Deras strikta svartvita former 6ppnar sig forsiktigt ut i rummet
med ett par utstrickta "ben”: "En vit skiva kliver med tvd svarta
plastrér ut pa en annan likadan skiva som ligger pa golvet (vad ar
golv, och vad dr vigg?)”, skiver Tord Backstrom.?® I Séderstroms
skulpturer finns en idé om samverkan mellan rum, bestkare och
konstverk och ett slags storskalig, meditativ serialitet.

Rummet lidngst in 1 Konsthallen med verk av Stiiffe och Hinner-
son vickte uppmadrksamhet och indignation med sina egensinniga
installationer. Enligt Hinnerson var ett av syftena att just provocera.
Hans installationer uppvisar en typ av provokation beslidktad med
dadaismen. Hir finns surrealisternas obyets trouvés, som 1 Havsman-
nens maltid som bestod av ett "kottstycke” och en akrylbemalad trabit
fran havet nedsankt 1 ett akvarium med en skramd guldfisk. Som en
blinkning till Marcel Duchamp fanns ett kolsvart fénster ovanfér en
skyltdocka pa en sang.”’

Dag E Nyberg stéllde ut en serie malningar med titlar hdmtade
fran teknikens varld: Fluidistor, Diagramme, Schema, 1000000 Ohm och
Halvledare. Nyberg berittar sjalv att han var vildigt intresserad av
den nya tekniken, av datamaskiner och ingenjorskonst, liksom av de
bilder denna teknik kunde ge upphov till. Att ndrma sig det tekniska,
avskalade formspraket var enligt honom ocksa ett sétt att experimen-
tera med teser vid undervisningen pa konstskolorna, som att en bild
skulle formedla en subtil sinnlighet, sentimentalitet, "den innersta
urkramningen utav sjdlens sista droppar”.?® Trots att Nyberg mélade
pé duk finns mycket gemensamt med den minimalistiska skulpturen:
en vilja att engagera utan att anspela pa vilbekanta kansloyttringar.
Som ett f6rsok att testa hur ldngt man kan ga i motsatt riktning, att
rationalisera bort allt som dr bekant f6r att méta publiken pa neutral
mark.

176 ric. a0. Bengt Hinnerson, Bruden sover | The Bride Is Aslecp, installation pa utstillningen 8 st, Konsthallen,
Goteborg 1968 /installation at the exhibition 8 Contributors, Gothenburg Art Gallery 1968.
Foto / photo: Bengt Hinnerson.
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showed sculptures in fibre-reinforced plastic. Their restrained black and
white forms open themselves cautiously to the gallery with two extended
‘legs’: ‘A white disc steps out with two black plastic pipes onto another
similar disc lying on the floor (what is floor, and what is wall?)’, wrote
Tord Beckstrom.? Séderstrom’s sculptures expressed the idea of collabo-
ration between gallery space, visitor and artwork, and a kind of large-
scale, meditative seriality.

The room at the far end of the Gothenburg Art Gallery, with works
by Stiiffe and Hinnerson, aroused attention and indignation with their
individualistic installations. According to Hinnerson one of his objectives
was just to provoke. His installations display a type of provocation close to
Dadaism. Here the visitor met objets trouvés from the Surrealists, as in The
Seaman’s Dinner (Havsmannens maltid) which consisted of a joint of ‘meat’
and an acrylic-painted piece of wooden flotsam lowered into an aquarium
tojoin a terrified goldfish. As reference to Marcel Duchamp there was also
a pitch black window above a tailor’s dummy lying on a bed.”

Dag E Nyberg exhibited a series of paintings with titles from the
world of technology: Fluidistor, Diagramme, Schema, 1000000 Ohm and
Semiconductor. Nyberg relates that he was enormously interested in this
new technology, in computers and engineering skills, as well as in the im-
ages this technique could generate. This leaning towards the technical re-
strained idiom was, he said, also a way of experimenting with theses when
teaching at the art schools, such as that a picture should convey a subtle
sensuality, sentimentality, ‘the essential squeezing of the soul’s ultimate
drops’?® Despite the fact that Nyberg painted on canvas, there remains
much in common with minimalist sculpture: an urge to engage without
alluding to familiar expressions of feeling. It represented an attempt to see
how far one can go in the opposite direction, rationalizing away every-
thing familiar in order to confront the public on neutral ground.

The only item that could be seen as political art in 8 Contributors was
Stacy’s drawings of Malcolm X, but according to Stacy there was no
conscious political programme underlying these portraits. Their origin
lay instead in the fact that when he was in London he had as neighbour
and good friend the British Rastafarian leader Michael X, and it was for
that reason he wanted to paint his friend Malcolm X.* The artists from 8§
Contributors that I have spoken to are all agreed that 8 Contributorshad noth-
ing to do with politics.** But even if it was only a matter of provocation for
provocation’s sake or meditations before abstract objects, the exhibition’s

FIG. 41. Bengt Hinnerson, Havsmannens maltid pA utstillningen 8 st, Konsthallen, Géteborg 1968 /

The Seaman’s Meal at the exhibition 8 Contributors, Gothenburg Art Gallery 1968.
Foto / photo: Bengt Hinnerson.



Det enda som kunde uppfattas som politisk konst 1 & st var Stacys
teckningar av Malcolm X. Men enligt Stacy fanns det inget program
bakom dessa portritt. De kom istillet till dd han 1 London blivit gran-
ne och god vian med den brittiske rastafariledaren Michael X och dar-
for ville mala hans van Malcolm X.?° De 8 st-utstillare jag talat med
4r eniga om att 8 s¢ inte hade négonting med politik att géra.?’ Aven
om det rérde sig om provokationer f6r provokationens egens skull,
eller meditationer infér abstrakta objekt, hade utstillningens sitt att
forhélla sig till publiken politiska implikationer. Konsthallsbes6karen
var inte passivt utlimnad dt en estetisk upplevelse, utan bjods in att
delta med alla sinnen och anvinda utstillningsrummet pa ett nytt
satt. Det dr visserligen svart att finna ndgra programmatiska verk i 8
st, men hdr behandlas mer eller mindre 6ppet politiskt laddade teman
som milj6{6rstdring, pacifism, internationalism.

GOTAPLATSAKTIONEN

Ett halvar efter 8 stiscensatte Bjornligan en utomhusutstillning fram-
for Goteborgs konstmuseum. Den utldsande gnistan till vad som
kan bendmnas en protestaktion var att "lyxkrogen” La Scala inrymts
1 entrén till museet. Bjérnligan opponerade sig mot att en dyr och
exklusiv restaurang tack vare sin placering blivit Konstmuseets an-
sikte utdt. Med anledning av detta skrev gruppen en debattartikel
som publicerades 1 Géteborgs-Tidningen den 28 augusti 1968, med en
efterfoljande intervju ett par dagar senare. Dar foreslar de ocksa att
Konstmuseets samlingar kan ersittas av diabilder for att ge plats at
samtida konst.?!

Bjornligan fortsatte pa den inslagna linjen fran 8 st med att invol-
vera publiken och minska avstandet mellan konstverk och betraktare
genom att placera ut objekt 1 medvetet enkla och férgangliga material
pa platsen framf6ér Konstmuseet. Det var som om man ville anvinda
Gotaplatsen som testarena for rumslig interaktion och ta det offent-
liga rummet 1 besittning. Hansson hade tillverkat lador malade som
engelsk lakritskonfekt 1 jatteformat, "utkastade” 6ver trappan fram-

180 FIG. 42. Dag E Nybergs verk pa utstillningen 8 s, Konsthallen, Géteborg 1968 /
g L Nybergs p g g
Works by Dag E Nyberg at the exhibition 8 Contributors, Gothenburg Art Gallery 1968.
Foto / photo: Dag E Nyberg, © Dag E Nyberg/BUS 2009.
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approach to the public nevertheless held political implications. The visi-
tor to the Gothenburg Art Gallery was not left passively to explore his or
her own aesthetic experience, but was invited to participate using all the
senses and to use the gallery in a new manner. It is admittedly difficult to
find any works of pure political message in 8 Contributors, but the artworks
deal more or less openly with such politically charged topics as environ-
mental pollution, pacifism and internationalism.

THE GOTAPLATSEN ACTION

Six months after 8 Contributors, Bjérnligan mounted an outdoor exhibi-
tion in front of the Géteborg Museum of Art. The spark that triggered
what can be regarded as a protest action was the presence of the ‘luxury’
restaurant La Scala within the museum’s entrance foyer. The members
of Bjornligan objected to an expensive and exclusive restaurant being
permitted, by virtue of its physical placement, to serve as the museum’s
public facade. Motivated in this way the group wrote a polemical article
published in Géteborgs-Tidningen on 28 August 1968, with a follow-up in-
terview a few days later. In addition, they proposed that the museum’s
collections be replaced by film transparencies so as to make room for
contemporary art.*! Bjornligan pursued the line taken in 8 Contributors
- of involving the public and reducing the distance between artworks and
viewers — by placing objects made of deliberately simple and perishable
materials on Gotaplatsen, the square in front of the G6teborg Museum of
Art. It was as if they wanted to use Gotaplatsen as a test arena for spatial
interaction and to take over public spaces. Hansson had produced boxes
painted to imitate English liquorice allsorts on a gigantic scale, and these
were ‘scattered’ over the steps in front of the Museum of Art. Bonnier had
made plywood structures that could function as public graffiti boards.
And, as mentioned earlier, the Gétaplatsen action was accompanied by
the distribution of a stencilled text, with contributions from each of the
group’s members.

FIG. 43. Bjornligan, En utomhusutstilluing | An Outdoor Exhibition, Gotaplatsen 27 oktober-10 november 1968 /
27 October-10 November 1968. Foto / photo: Bo Séderstrém, © S Anders Bergh, Nils Olof Bonnier,
Lars Hansson, Dag E Nyberg, Graham Stacy, Bo Séderstrém/BUS 2009.
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PALETTEN

During 1968 the members of Bjérnligan made several appearances in
Faletten, which — along with Konstrevy — was Sweden’s leading art journal.
This year was turbulent even for Faletten itself. When Folke Edwards
(b. 1930) was appointed senior curator at the Lund Art Gallery (Lunds
konsthall), Nylén was offered the job of succeeding him as editor. Nylén
had written poetry and art and literary reviews and was a member of the
Gorilla Group, which had published two issues of the influential magazine
Gonillain 1966-1967. Fuletten had already earlier been willing to admit fresh
artistic expression but somehow had managed to keep within the guidelines
considered proper by the board and members of the Gothenburg Artist’s
Club (Goteborgs Konstnarsklubb). The magazine was a common sight in
the waiting rooms of dentists and lawyers, but many readers were scared
off by its new direction and by the sight of the naked Kjartan Slettemark
on the cover of the first issue in 1968.> Succeeding issues exhibited an
interesting mixture of political awakening by reason of the ‘Police biennial’
in Venice in 1968 and the ‘primary structures’ mentioned earlier.

Bergh was represented with a spread in Faletten as early as the first
issue in 1968: a mysterious narrative in pictures and signs spread over
twelve squares.® Bergh had a further page in the third issue, with pictures
and text on an abstract object, wedged in between such major minimalist
names as Judd, LeWitt and Andre.** Issue number 2 in 1968 was visually
dominated by Bonnier’s polygonal cell patterns. At the centre of the front
cover, a part of the page is stamped out so that one can fold it to form
a three-dimensional shape. ‘It was fearfully expensive, Nylén recalls.®
According to Bonnier, the potential three-dimensional shape was a ‘dis-
sident’. He wrote: ‘One can wonder if monotonous repetition is capable
of generating development. Within monotony lies a latent tendency to
separatist tendencies. If good use is made of the favourable conditions
for occasional variations, then the separatist can make himself effective
against the neutral background.*® Bonnier’s text depicts, as the title sug-
gests, a utopian vision of a future society in which the intelligence of

FIG. 44. Lars Hanssons konfekt pa Bjérnligans utomhusutstillning pa Gétaplatsen 27 oktober—10 november
1968 / Lars Hansson’s English liquorice allsorts at Bjérnligan’s outdoor exhibition at Gétaplatsen
27 October-10 November 1968. Foto / photo: Bo Séderstrém, © Lars Hansson/BUS 2009.




fér Konstmuseet. Bonnier hade gjort plywoodstrukturer som skulle ria.45
fungera som klotterplank. Som tidigare ndmnts ackompanjerades
aktionen pa Gotaplatsen av en stencilskrift, med textbidrag av var

och en av gruppmedlemmarna.

PALETTEN

Under 1968 figurerade Bj6rnligans medlemmar flera ganger i Puletten
som tillsammans med Konstrevy var landets dominerande konsttid-
skrift. Detta ar var turbulent &ven {or Falettens del. Nar Folke Edwards
(f. 1930) blev chefsintendent vid Lunds konsthall erbjéds Nylén att ' =l o
eftertrdda honom som redaktdr. Nylén hade bland annat skrivit '_ 3
konst- och litteraturkritik, poesi och var med i den sa kallade Goril- T ' fgw{‘ oy :
lagruppen som publicerat den inflytelserika tidskriften Gorilla 1 tva v i &) '. b A F" ‘}'?'%R
nummer 1966-1967. Fuletten hade redan tidigare varit 6ppen for nya B ek ? N egia K - 1" ] r}q v
konstuttryck men pa nagot sitt lyckats halla sig inom de ramar som ps ' : : Tk 4 - o rarg
styrelsen och ledaméter 1 Goteborgs Konstndrsklubb ansag var pas-
sande. Tidskriften var en vanlig syn i tandlidkares och advokaters
vantrum men manga skrimdes bort av dess nya inriktning och av att
se den nakne Kjartan Slettemark pa omslaget till nummer 1 1968.%
Foljande nummer uppvisar en intressant blandning av politiskt upp-
vaknande med anledning av "Polisbiennalen” 1 Venedig 1968 och
ndmnda "primary structures”.

Bergh var representerad redan i nummer 1 1968 med ett uppslag:
en gatfull tecken- och bildberittelse fordelad pa tolv rutor.® Aven i
nummer 3 finns en sida av Bergh med bilder och text kring ett ab-
strakt objekt, insprangd bland minimalismens stora namn som Judd,
LeWitt och Andre.?* Nummer 2 1968 domineras visuellt av Bonniers
polygona cellménster. Mitt pa framsidan dr ett parti utstansat sd att
man ska kunna vika en tredimensionell form. "Det var oerhort kost-
samt” minns Nylén.?> Den potentiellt tredimensionella formen ér,
enligt Bonnier, en "utbrytare”. Han skriver: "Man kan fraga sig om
monoton upprepning kan leda till utveckling. Inom monotonin finns
en latent utbrytartendens. Utnyttjas de goda férutsittningarna for
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]. 86 FIG. 45. Nils Olof Bonnier, klotterplank pa Bjérnligans utomhusutstéllning pa Gétaplatsen 27 oktober—
10 november 1968 /Nils Olof Bonnier’s graffiti board at Bjérnligan’s outdoor exhibition at
Gotaplatsen 27 October-10 November 1968. Foto / photo: Bo Séderstrom,
© Nils Olof Bonnier/ BUS 2009.
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machines exceeds that of humans, a three-dimensional sphere viewed
as something higher and more desirable than the two-dimensional one,
which - in Bonnier’s words - is subjective and limited. ¥ This can be
mterpreted as elitist: the dissident stands out glowingly against the back-
ground of the grey mass. And yet there lies a tone of irony in Bonnier’s
highflown prose, which indicates that all this systematic classification is no
more than a mocking of complex and intelligent systems. In an interview
with Rolf Anderberg, members of Bjérnligan are quoted as saying that
they are ‘tired of the complex communication theories’*® And just as on
the cover of Fuletten, that same year Bonnier had a book printed in which
each page was filled with hexagonal cells.

It is fruitful to interpret Bonnier’s cells in a Smithsonian context.
Bonnier once again depicted the repetitious, endless and uninteresting
in his work EN TROPY; IS EVERY THING, STIFFEN. This interpreta-
tion of entropy as a measure of conformity and gloom can be seen partly
as dystopic and partly as an experiment in presence, though in a vastly
reduced form. The cell structure in the book repeats a sense of here and
now, a series of time units, as if to represent existence’s smallest common
factors. In ‘Entropy and the New Monuments’, where Smithson describes
Judd’s art as ‘hideouts for time’, he regards — also partly in self criticism
- the artistic use of entropy as an indication of a tiredness, a total inaction
mnstead of a reaction to awareness of ‘the ultimate collapse of both me-
chanical and electrical technology’?* When action and reaction shrink, the
focus shifts to the beautiful surfaces and structures. This can be seen as an
artistic strategy, aloof from the world at a time of political turbulence, but
also as absolute and cynical honesty. At the same time, Bonnier’s book is a
straightforward examination of a non-hierarchical form and structure. No
viewpoint is superior to any other, there is no beginning or end, no first
chapter or decorative initial letters. In theory this levelling of hierarchies
was easy to associate with a socialist world view.

At the end of May 1969, Bonnier disappeared on his way home
from a college excursion with the Valand School of Art to St Petersburg
(Leningrad), and the Bjérnligan group then broke up. He has never been
found. But in the window of time where Bjérnligan had made its ap-
pearance on the Gothenburg art scene changes were now to take place:
a new generation of students took over at the New Valand, which then
moved north from the centre of town to Lindholmen on Hisingen is-
land across the river. A few years after the Gothenburg Art Gallery had

FIG. 46. Nils Olof Bonnier, cellménster, bok/ cell pattern, book, ca 1968. © Nils Olof Bonnier/BUS 2009.



enstaka variationer, s kan utbrytaren géra sig géllande mot den neu-
trala bakgrunden.”® Bonniers text har, som titeln antyder, ett utopiskt
motiv om ett framtida samhille ddr maskinernas intelligens 6vertraf-
far méanniskans, en tredimensionell sfir som nagonting hégre, mer
efterstravansvart dn det tvadimensionella som med Bonniers ord ar
nagonting subjektivt och begrinsat.*” Detta kan uppfattas som elitis-
tiskt: utbrytaren lyser klart mot den grd massan. Anda finns det en
ton av ironi 1 Bonniers hogtravande prosa som indikerar att all den
systematik som madlas upp kanske bara ar en drift med invecklade
och intelligenta system. I en intervju med Rolf Anderberg sager sig
gruppen Bjornligan vara "trétta pa de invecklade kommunikations-
teorierna”®® Precis som med Fulettens omslag lat Bonnier samma ar
trycka en bok dar varje sida var fylld av sexkantiga celler.

Det ar fruktbart att tolka in Bonniers celler i en Smithsonsk kon-
text. Det upprepade, odndliga och intresselosa skildrade Bonnier
ocksd 1 verket EN TROPL E ALLTING, STELNA. Denna tolkning
av entropi som ett matt for likformighet och tristess kan dels ses
som dystopisk, dels som ett experiment 1 ndrvaro 1 en oerhdrt re-
ducerad form. Cellstrukturen 1 boken upprepar ett hir och nu, ett
antal tidsblock, som fOr att representera varats minsta gemensamma
bestandsdelar. I "Konst och entropi” dar Smithson beskriver Judds
konst som "tidshalor”, ser han, ocksa delvis sjalvkritiskt, den konst-
nérliga anvindningen av entropi som ett tecken pa en trétthet, total
"mnaktion” istéllet f6r reaktion pa vetskapen om ”den mekaniska och
elektroniska teknologins slutliga sammanbrott”.?* Nar aktionen och
reaktionen minskar forskjuts fokus till de vackra ytorna och struktu-
rerna. Detta kan tolkas som en virldsfranvand konstnarlig strategi
1 en tid av politisk turbulens, men ocksd som en absolut och cynisk
arlighet. Samtidigt dr Bonniers bok ett renodlat undersékande av en
icke-hierarkisk form och struktur. Ingen synvinkel dr 6verordnad na-
gon annan, det finns ingen borjan eller slut, inget forsta kapitel eller
utsmyckade anfanger. I teorin var en utjamning av hierarkier latt att
férena med en socialistisk varldsbild.

I'slutet av maj 1969 férsvann Bonnier pa vagen hem fran en skol-
resa med Valand till St Petersburg (Leningrad) och gruppen upplos-
tes. Han har aldrig aterfunnits. Men i det tidsfénster dar Bjornligan
framtritt pa Goteborgs konstscen intradde férdndringar: en ny gene-
ration studenter tog 6ver pa Nya Valand som da flyttat fran centrum
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fallen under local government control, Hammarén was forced to leave his
post as curator. Nylén, after a disastrous year circulation-wise as Faletten’s
editor, obtained a post with Konstrevy and moved back to Stockholm.*
The members of Bjérnligan went on working in their different ways, but
the group’s provocations and actions, which at one time had appeared so
radical, now lost their topicality.

THE COMPROMISING OF UNCOMPROMISING STRUCTURES?

In his text ‘Pentagon Structures’ in Fuletten, issue number 3, 1969, Nylén
interprets the fixation of land art on simplicity and decline as a nega-
tion of the positivism and economic, scientific and political success of
the American power elite. The artists are digging holes in the ground
instead of erecting impregnable buildings.*’ The article, which can be
seen as following a period of reflection after the disruptive year 1968, also
expresses ambivalence on the subject of land art. How can an art move-
ment that has become so economically successful that it is sponsored by
international capital retain its criticism of civilisation? ‘How can the most
uncompromising structures avoid being compromised?*? This question
could equally well apply to Bjornligan.

Under the title “They aim to exterminate themselves’, the critic Rolf
Anderberg introduces a discussion with the members of Bjornligan on
the question of art’s role in society.* On the one hand, the group claim to
be ‘tired of experiments, tired of modernism, tired of the complex com-
munication theories’** On the other hand, they direct certain criticism
at ‘committed’ art. No clear political standpoint emerges either; rather,
the discussion extends uncertainty as to the group’s political leanings:
‘Bjornligan in Gothenburg does not profess communism. But the mem-
bers seem to believe that a change in socialist policy is the only conceiv-
able development. And at the same they insist on individualism. And
avow not to be dogmatic...”

The works of Bjérnligan in general and some of Bonnier’s in particu-
lar reveal the ambiguity associated with minimalist sculpture. The baring
of time structures and ‘inaction’ expose the field to interpretations which



till Lindholmen pa Hisingen. Ett par ar efter kommunaliseringen av
Konsthallen tvingades Hammarén ldmna sin intendenttjanst. Nylén
fick efter ett upplagemassigt katastrofalt ar som Fuletten-redaktor jénst
pa Konstrevy och flyttade tillbaka till Stockholm.*’ Bjérnligans tidigare
medlemmar arbetade vidare pa olika sitt, men gruppens provoka-
tioner och aktioner, som en gang framstod som sa radikala, miste sin

aktualitet.

KOMPROMISSLOSA STRUKTURER KOMPROMETTERAS?

I texten "Pentagon Structures” 1 Faletten nummer 3 1969 tolkar Nylén
jordkonstens fixering vid enkelhet och f6rfall som en negation av den
amerikanska maktelitens positivism och ekonomiska, vetenskapliga
och politiska framfart. Konstnirerna graver gropar i marken istéllet
for att uppfora ointagliga byggnader.*! Texten, som kan sdgas vara
tillkommen efter en tid av reflektion efter det omvilvande aret 1968
uttrycker ocksd ambivalens 6ver jordkonsten. Hur kan en konstrikt-
ning som blivit sa ekonomiskt framgangsrik att den sponsras av det
internationella kapitalet bibehdlla sitt civilisationskritiska anslag:
"Hur kan de mest kompromissldsa strukturer undga att kompromet-
teras ?”*? Fragan skulle ocksa kunna gilla Bj6rnligan.

Under rubriken "De vill utpldna sig sjilva”, for kritikern Rolf
Anderberg ett nyanserat samtal med Bjornligans medlemmar kring
frigan om konstens funktion i samhillet.”® A ena sidan siger sig
gruppen vara “trdtta pa experiment, trétta pd modernism, trotta pa
invecklade kommunikationsteorier”* A andra sidan riktar den viss
kritik mot "engagerad” konst. Nagot tydligt politiskt stallningsta-
gande framkommer inte heller, snarare 6kar intervjun osakerheten
kring gruppens politiska hemvist: "Bjérnligan 1 Géteborg bekénner
sig nte till kommunismen. Men medlemmarna tror nog att en and-
ring i socialistisk riktning ar den enda tédnkbara. Samtidigt haller dom
pé individualismen. Och vill inte vara ndgra dogmatiker...”*

Bjornligans 1 allménhet, och ett par av Bonniers verk 1 synner-
het, pavisar den mangtydighet som ar férknippad med minimalistisk
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leave these objects silent and empty.

According to Leif Nylén, after 1968 the radical groups at Valand
looked down on Bjérnligan. Their internationalism and theorizing were
seen as forms of mystification and elitist modernism.*® For a brief while
the group had access to what can be referred to as Gothenburg’s artistic
public arena. But Bjornligan’s star ranking faded as rapidly as it had
come. Demands for the politicizing of art grew in strength, and with it
the forms in which art might properly appear. Especially in Gothenburg,
with the strident ideological climate prevailing at Valand, it was difficult
for dissenters to assert themselves, however loyal and left-leaning they
were.” In an article in Goteborgs-Posten, Rolf Anderberg writes about the
disappearance of Bonnier, in 1969, as being an expression of ‘the crisis
of the arts’*® He writes that the role of art is now rightly called in ques-
tion when war, pollution and starvation can no longer be ignored. But
Anderberg s also of the view that the requirement that art serve the cause
of politics has sown division and disquiet at Valand. That observation
reflects, too, upon the problematic attitude adopted by Bjérnligan in the
year of student revolts, 1968.

Even if the actions of Bjornligan are worth recalling, it is impor-
tant to remember that they occupy an atypical position in the art life
of Gothenburg. Exhibitions such as 8 Contributors and the outdoor ex-
hibition at Gétaplatsen, along with the interest shown by several of the
members for international and theorizing art movements, were in no way
representative of the local art scene. This can be seen, for instance, in the
reception given to 8 Contributors, with Lars G Fallman writing in Goteborgs-
Tidningen that pop art had finally reached Gothenburg - ‘traditionally a
stronghold of oil painting’.* The exhibiting of abstract sculpture and the
testing of new kinds of materials was evidently not commonplace. Just
by their choosing to be atypical Bjérnligan illuminated and revealed the
problems underlying a significant period in the art history of Gothenburg
and Sweden.
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skulptur. Frildggandet av tidens strukturer och “inaktion” lamnar fal-
tet 6ppet for tolkningar som gor dessa objekt stumma och ihéliga.

Enligt Leif Nylén sag de radikala grupperingarna pa Valand efter
1968 snett pa Bjoérnligan. Deras internationalism och teoretiska syn-
sattkom att ses som mystifikationer och elitistisk modernism.* Under
en kort men intensiv period hade de tillgang till vad man kan kalla
Goteborgs konstnirliga offentlighet. Men Bjornligans stjdrnstatus
slocknade lika fort som den tants. Kraven pa konstens politisering
tilltog och med det formerna f6r hur konst fick se ut. Sarskilt 1 Gote-
borg, med det starkt ideologiska klimatet pa Valand, var det svart f6r
oliktinkande att hdvda sig, hur solidariska och viansterorienterade
dessa dn var." I en artikel 1 Goteborgs-Fosten skriver Rolf Anderberg om
Bonniers forsvinnande 1969 som ett uttryck for "konsternas kris”.*®
Han skriver att konstens funktion med ritta kommit att ifragasattas
nér krig, milj6forstdring och svilt inte langre gar att blunda for. Men
Anderberg anser ocksa att kraven pa konst 1 politikens tjanst skapat
splittring och oro pa konstskolan Valand. Den iakttagelsen visar ock-
sd pa Bjornligans problematiska stéllning, studentrevoltens ar 1968.

Aven om Bj6rnligans aktioner ar virda att lyfta fram 4r det viktigt
att komma ihdg att de intar en atypisk position 1 G6teborgs konst-
liv. Utstallningar som 8§ s¢ och utomhusutstallningen pa Goétaplatsen,
liksom flera av gruppmedlemmarnas intresse for internationella och
teoretiserande konststromningar, var inte representativa for den
lokala konstscenen. Detta gar exempelvis att se 1 receptionen av §
st, ddr Lars G Fallman i Giteborgs-Tidningen skriver att popkonsten till
slut natt den "av tradition sa oljefargsmalande” staden Goteborg.*
Att stélla ut abstrakt skulptur och testa nya sorters material tillhor-
de alltsa inte vanligheten. Just genom att vara atypisk belyser och
problematiserar Bjornligan ett betydelsefullt skede 1 G6teborgs och
Sveriges konsthistoria.
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10.

11.
12.

S Anders Bergh, Enutomhusutstéllning av : Bjornligan Gotaplatsen 27 okt—10mnov 1968, Gothenburg
1968, p. 3.

Karolina Uggla, interview with Lars Hansson 24 September 2008. Uncertain if the film still
exists, but transparencies remain.

I'have selected three historical occasions when Bjornligan exhibited their work and invited
interpretation: the exhibition 8 Contributors January-February 1968, the action taken at G6-
taplatsen autumn 1968 and the journal Fuletten in 1968, where Bjoérnligan, both as a group
and as individual members, published artworks and texts. Sources are — apart from exhi-
bition catalogues — articles in the daily press and later materials in the form of surveys and
interviews. The latter are partly with previous members of Bjérnligan, Graham Stacy, Bo
Soderstrom and Dag Nyberg, with Bengt Hinnerson, who was not a member of Bjérnligan
but who exhibited in 8 Contributors, and also with Leif Nylén, editor of Paletten 1968-1969.
Lars Hansson provided materials and interviews at an early stage. They have all shared
generously of their time and their memories, and not least with pictorial material and hints
as to where to find further material. Bjérnligan was given fullest treatment in the catalo-
gue accompanying the Réda Sten exhibition Vistsvenskt ‘avantgarde’ 1950-80 and an article
by Thomas Millroth. Vistsvenskt ‘avantgarde’ 1950-80 , red. Folke Edwards, Gothenburg
2002; Thomas Millroth, ‘Bildkonsten’, Signums svenska konsthistoria. Konsten 1950-1975, Lund
2005.

Bergh 1968.

The heading for this text is taken from the stencilled pamphlet ‘Bjérnligan’ from 1968,
printed for the outdoor exhibition. It contains the story of how Bjérnligan (‘the Beagle
Boys’), with the help of a time machine, aim to break into Uncle Scrooge’s safe. JA - EN
TIDSMODUL, EN TIDSMODUL forms the chorus of the ‘Bjérnligans Arbetssang’.
Anders Bergh, Nils Olof Bonnier, Lars Hansson, Dag E Nyberg, Graham Stacy, Bo Soder-
strém, Byornligan, Gothenburg 1968, p. 8.

Nils Olof Bonnier, Leif Nylén, Bo Anders Persson, EN TROPIL, E ALLTING, STELNA,
Stockholm 1968, p. 3.

Bonnier, Nylén, Persson 1968, p. 2; Millroth 2005, p. 188.

Information about the work is derived from my interview with Leif Nylén 31 January
2009. Millroth writes that Bonnier’s drawings were projected as transparencies on the wall,
something which is not borne out by the interview with Nylén. Millroth 2005, p. 188.
Bonnier, Nylén, Persson 1968. The quote (as given in the Swedish version of this essay) is
probably from Nylén’s shortened translation of ‘Entropy and the New Monuments’, Paletten
no. 3 1968, pp. 38-43 (Artforum June 1966), published with excerpts from Smithson’s es-
says ‘A Museum of Language in the Vicinity of Art’ (4rt International March 1968) and ‘A
Sedimentation of the Mind: Earth Projects’ (4rtforum September 1968). In Paletten no.1 1968
was published a section of ‘A Tour of the Monuments of Passaic, New Jersey’ (1967). For the
original texts see Robert Smithson, The Collected Writings, Berkeley, Los Angeles and London
1996.

Norbert Wiener, Materia, maskiner, ménniskor. Cybernetiken i samhdillet ( The Human Use of Human
Beings Cybernetics and Society 1950), transl. Edvin Thall, Stockholm 1952, pp. 24-26.

Rolf Anderberg, ‘Ett offer for konsternas kris?, Giteborgs-Fosten 15 June 1969.

A survey of the status of minimalist sculpture as autonomous art object, together with its in-
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13.

14.
15.
16.

17.

S Anders Bergh, En utomhusutstillning av : Bjornligan Gotaplatsen 27 okt — 10 nov 1968, Goteborg 1968,
s. 3.

Karolina Uggla, intervju med Lars Hansson 2008-09-24. Det 4r oklart om filmen finns bevarad,
men diabilder finns fran tllfillet.
Jaghar valt ut tre historiska scener dar fenomenet Bjérnligan visar upp sig och blir majligt att tolka:
utstéllningen 8 st januari-februari 1968, aktionen pa Goétaplatsen hosten 1968 samt tidskriften
Fulettenunder 1968 dér Bj6érnligan som grupp, liksom enskilda medlemmar, publicerade konstverk
och texter. Killor dr forutom utstéllningskataloger, artiklar i dagspress och senare material 1 form
av oversiktsverk ett antal intervjuer. Dessa dels med fére detta Bjornligemedlemmarna Graham
Stacy, Bo S6derstrém och Dag Nyberg, dels med Bengt Hinnerson, som inte var med i Bjérnligan
men som stillde ut p& 8 s, samt med Leif Nylén som var redaktor pa Puletten 1968-1969. Lars
Hansson stillde i ett tidigt skede upp med material och samtal. Alla har generdst bidragit med sin
tid och sina minnen och inte minst med bildmaterial och tips pa s6kvagar. Bjérnligan har behand-
lats mest utforligt i katalogen till Réda Stens utstallning Vastsvenskt “avantgarde” 1950-80 (Goteborg
2002) och av Thomas Millroth 1 Konsten 1950-1975. Signums Svenska konsthistoria (Lund 2005).
Bergh 1968.

Rubriken pé denna text 4r hamtad ur stencilskriften "Bjérnligan” frén 1968, som trycktes till
utomhusutstillningen. I den finns berittelsen om hur Bjérnligan, med hjilp av en tidsmaskin, ska
ta sig in 1 Joakim von Ankas kassavalv. ”JA - EN TIDSMODUL, EN TIDSMODUL” utgér
refrangen till "Bj6érnligans Arbetssang”. Anders Bergh, Nils Olof Bonnier, Lars Hansson, Dag E
Nyberg, Graham Stacy, Bo Séderstrom, Bjornligan, Géteborg 1968, s. 8.

Nils Olof Bonnier, Leif Nylén, Bo Anders Persson, EN TROPL E ALLTING, STELNA, Stockholm
1968, s. 3.

Bonnier, Nylén, Persson 1968, s. 2; Thomas Millroth, "Bildkonsten”, Signums svenska konsthistoria.
Konsten 1950-1975, Lund 2005, s. 188.

Information om verkets utformning bygger pa min intervju med Leif Nylén 2009-01-31. Millroth
2005, s. 188, skriver att Bonniers teckningar projicerades som diabilder pa viggen, vilket inte
framgar av intervjun med Nylén.

Bonnier, Nylén, Persson 1968. Citatet ar troligen fran Nyléns forkortade Gversittning av “Entropy
and the New Monuments”, Palettennr 3 1968, s. 38-43 (Artforum juni 1966), publicerad tillsammans
med utdrag ur Smithsons essder "A Museum of Language in the Vicinity of Art” (4rt International
mars 1968) och ”A Sedimentation of the Mind: Earth Projects” (4r#forum september 1968). I Paletten
nr 1 1968 publicerades en del av ”A Tour of the Monuments of Passaic, New Jersey” (1967). For
originaltexter se Robert Smithson, The Collected Writings, Berkeley, Los Angeles och London 1996.
Norbert Wiener, Materia, maskiner, méinniskor. Cybernetiken i samhéillet (The Human Use of Human Beings
Gybernetics and Society 1950), 6vers. Edvin Thall, Stockholm 1952, s. 24-26.

Rolf Anderberg, "Ett offer for konsternas kris?”, Goteborgs-Fosten 1969-06-15.

En 6versikt av den minimalistiska skulpturens status som autonomt konstobjekt, samt dess
samspel med betraktaren i utstéllningsrummet finns 1 Sven-Olov Wallensteins introduktion till:
Minimalism och postminimalism, Stockholm 2005. Pamela M Lee, Chronophobia. On Time in the Art of the
1960s, Cambridge, Massachusetts 2004. Lee tar fasta pa tidsrymdens och tidens speciella position
i den kanoniska amerikanska 1960-talskonsten. Konceptkonst, jordkonst (Land Art) och mini-
malistisk skulptur 4r konstformer som pa olika sitt dokumenterar, soker kapsla in och uttrycka tid.
Lee tar 4ven upp olika systemteorier, dir Norbert Wieners cybernetik intar en framskjuten plats,
som en populariserad teori som hade betydelse for det som hon hidvdar vara 1960-talets fixering
och nirmast skrick fér en tid som riskerar hamna ur led.

Robert Smithson, "Konst och entropi” ("Entropy and the New Monuments”, 4rfforum June 1966),
overs. Leif Nylén, Paletten nr 3 1968, s. 38-41.

Smithson 1968, s. 39.

Karolina Uggla, intervju med Leif Nylén 2009-01-31.

Lars G Fillman, "8 stycken — en generation tar over”, Giteborgs-Tidningen 1968-01-22. Rolf
Anderberg, "Objektskonsten har nétt Géteborg”, Goteborgs-Fosten 1968-01-13.

Per Bergman, ”Avskaffa ungdomen”, Goteborgs-Tidningen 1968-01-25.
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teraction with the viewer in the exhibition gallery, can be found in Sven-Olov Wallenstein’s
introduction to: Minimalism och postminimalism, Stockholm 2005. Pamela M Lee, Chronophobia.
On Time in the Art of the 1960s, Cambridge, Massachusetts 2004. Lee focuses on the special
position occupied by timespace and time in canonical American art of the 1960s. Concept
art, land art and minimalist sculpture are art forms that in their different ways all strive to
enclose, document and express time. Lee also discusses various system theories, among
which Norbert Wiener’s cybernetics occupies a leading position as a popularized theory of
importance to what she claims was the fixation of the 1960s and their near terror of a time
which threatened to become out of joint

Robert Smithson, ‘Entropy and the New Monuments’, Ar#forum June 1966, p. 26.
Smithson 1966, p. 26.

Karolina Uggla, interview with Leif Nylén 31 January 2009.

Lars G Fillman, ‘8 stycken — en generation tar éver’, Goteborgs-Tidningen 22 January 1968.
Rolf Anderberg, ‘Objektskonsten har nétt G6teborg’, Giteborgs-Fosten 13 January 1968.
Per Bergman, ‘Avskaffa ungdomen’, Géteborgs-Tidningen 25 January 1968.

Karolina Uggla, interview with Graham Stacy and Bo Séderstrém 27 January 2009.
Karolin Uggla, interview with Graham Stacy and Bo Séderstrém 27 January 2009.

In Puletten in 1968, several different terms are used for what we usually mean by 1960s
minimalist sculpture. ‘Primary Structures, Minimal Art, ABG Art, Conceptual Art, Ec-
centric Abstraction - varying allusions to these artfully meagre and peculiar objects that
have engaged the attention of a host of American artists in recent years ..., Leif Nylén,
‘Politisk propaganda och primary structures’, Fulettenno. 3 1968, p. 5. In Fulettenno. 1 1968,
Smithson is presented as ‘one of the leading figures in the American ’primary structure’
movement’. Introduction to: Robert Smithson, ‘Dom fanns dir’ (Monumenten i Passaic)’,
Fuletten no. 1 1968, p. 36.

Leif Nylén, ‘Politisk propaganda och primary structures’, Paletten no. 3 1968, p. 5.
Karolina Uggla, interview with Graham Stacy and Bo Séderstrém 27 January 2009.
Carl-Erik Hammarén, 8 st, Gothenburg 1968, p. 1.

Karolina Uggla, interview with Bengt Hinnerson 5 January 2009; Tord Backstrém, ‘I plast
och tyg’, Goteborgs Handels- och Sjsfartstidning 20 January 1968.

Baeckstrom 1968.

Baeckstrom 1968.

Karolina Uggla, interview with Becke Hinnerson 5 January 2009.

Karolina Uggla, telephone interview with Dag E Nyberg 20 January 2009.

Karolina Uggla, interview with Graham Stacy and Bo Séderstrém 27 January 2009.
Karolina Uggla, interview with Graham Stacy and Bo Séderstrom 27 January 2009.
Karolina Uggla, interview with Becke Hinnerson 5 January 2009.

Bjérnligan, ‘Vinbraserad piggvarsfilé La Scala 13.-, Géteborgs-Tidningen 28 August 1968;
Hakan Kéllén, ‘Detta dr Bjérnligan’, Giteborgs-Tidningen 30 August 1968.

Karolina Uggla, interview with Leif Nylén 31 January 2009.

Anders Bergh, ‘Bildtexter’, Paletten no. 1 1968, pp. 22-23.

Anders Bergh, ‘Omstallning’, Faletten no. 3 1968, p. 32.

Karolina Uggla, interview with Leif Nylén 31 January 2009.

Nils Olof Bonnier, ‘Omslaget — del 1 en utopt’, Fuletten no. 2 1968, inside cover.

Bonnier 1968.

Rolf Anderberg, ‘De vill utplana sig sjalva’, Giteborgs-Fosten 30 November 1968.

Smithson 1966, p. 26.

Karolina Uggla, interview with Leif Nylén 31 January 2009.

Leif Nylén, ‘Pentagon Structures’ in Fuletten no. 3 1969. p.19.

Nylén 1969.

Anderberg 1968.
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Karolina Uggla, intervju med Graham Stacy och Bo Séderstrém 2009-01-27.

Karolin Uggla, intervju med Graham Stacy och Bo Séderstrom 2009-01-27.

1 Puletten 1968 anvinds flera olika bendmningar pa det som vi vanligtvis menar med 1960-talets
minimalistiska skulptur: "Primary Structures, Minimal Art, ABC Art, Conceptual Art, Eccentric
Abstraction - skiftande beteckningar p4 dom utstuderat torftiga och besynnerliga objekt som har
sysselsatt en méngd amerikanska konstnarer de senaste &ren...”, Leif Nylén, "Politisk propaganda
och primary structures”, Paletten nr 3 1968, s. 5. I Paletten nr 1 1968 presenteras Smithson som "en
av de dominerande i den amerikanska ’primary structure’ rérelsen”. Introduktion till: Robert
Smithson, ”’Dom fanns diar’ (Monumenten i Passaic)”, Puletfen nr 1 1968, s. 36.

Leif Nylén, "Politisk propaganda och primary structures”, Fuletten nr 3 1968, s. 5.

Karolina Uggla, intervju med Graham Stacy och Bo Séderstrém 2009-01-27.

Carl-Erik Hammarén, 8 sz, Géteborg 1968, s. 1.

Karolina Uggla, intervju med Bengt Hinnerson 2009-01-05; Tord Backstrém, "I plast och tyg”,
Giteborgs Handels- och Sjofartstidning 1968-01-20.

Baeckstrom 1968.

Baeckstrom 1968.

Karolina Uggla, intervju med Bengt Hinnerson 2009-01-05.

Karolina Uggla, telefonintervju med Dag E Nyberg 2009-01-20.

Karolina Uggla, intervju med Graham Stacy och Bo Séderstrém 2009-01-27.

Karolina Uggla, intervju med Graham Stacy och Bo Séderstrom 2009-01-27. Karolina Uggla,
intervju med Becke Hinnerson 2009-01-05.

Bjérnligan, ”Vinbriserad piggvarsfilé La Scala 13.-”, Giteborgs-Tudningen 1968-08-28 ; Hakan Killén,
"Detta ir Bjérnligan”, Giteborgs-Tidningen 1968-08-30.

Karolina Uggla, intervju med Leif Nylén 2009-01-31.

Anders Bergh, "Bildtexter”, Paletten nr 1 1968, s. 22-23.

Anders Bergh, "Omstallning”, Faletten nr 3 1968, s. 32.

Karolina Uggla, intervju med Leif Nylén 2009-01-31.

Nils Olof Bonnier, "Omslaget — del 1 en utopi”, Paletten nr 2 1968, omslagets insida.

Bonnier 1968.

Rolf Anderberg, "De vill utplana sig sjilva”, Goteborgs-Fosten 1968-11-30.

Smithson 1968, (1967), s. 39-41.

Karolina Uggla, intervju med Leif Nylén 2009-01-31.

Nylén, Leif: "Pentagon Structures” i Paletten nr 3 1969, s. 19.

Nylén 1969.

Anderberg 1968.

Anderberg 1968.

Anderberg 1968.

Karolina Uggla, intervju med Leif Nylén 2009-01-31.

Detta skildras av Peter Dahl (f. 1934) i hans skénlitteréra skildring av sin problematiska tid som
malerildrare pa Valand i borjan av 1970-talet. Peter Dahl, Konstndren som magister. Glimtar frin ateljéer,
akademier och gallerier under ett decennium, Stockholm 1980.

Anderberg 1969.

Féllman 1968.
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Anderberg 1968.

Anderberg 1968.

Karolina Uggla, interview with Leif Nylén 31 January 2009.

This is described by Peter Dahl (b. 1934) in his fictional account of his problematical time
as painting instructor at Valand in the early 1970s. Peter Dahl, Konstndiren som magister. Glimtar
Jrén ateljéer, akademier och gallerier under ett decennium, Stockholm 1980.

Anderberg 1969.

Fillman 1968.



JESSICA SJOHOLM SKRUBBE

EN ANNAN BERATTELSE OM OFFENTLIG SKULPTUR

I konsthistorieskrivningen beskrivs ofta Géteborg pa 1950-talet som
abstraktionens artionde, 1960-talet som préglat av aktionskonst
1 olika former och 1970-talet som format av kravet pa verklighets-
tillvand konst som utévar samhallskritik.! I relation till karaktarise-
ringar som dessa framstar den offentliga skulpturen som en underlig
anakronism. I férhallande till avantgardet har det manga ganger fun-
nits ett slags efterslapning i den offentliga skulpturens praktik. Som
en konsekvens av detta har skulpturer som placerats 1 det offentliga
rummet sillan varit representativa for sin samtids mest uppmark-
sammade konst.2

Mot bakgrund av detta ar det inte férvanande att ndgra av de sjut-
ton skulpturer som exempelvis Charles Felix Lindbergs donations-
fond placerade 1 Goteborgs offentliga miljé under 1960- och 1970-
talen tycks vara inte bara konventionella 1 jamférelse med, utan rent
av visensskilda fran, samtidens radikalare konst. For att illustrera
detta kan ndmnas att 1962, samma ar som Elis Eriksson och Per Olof
Ultvedst stéllde ut assemblage och kinetisk konst pa Konsthallen, pla-
cerades Arvid Knoppels (1892-1970) 1 sitt formsprak betydligt mer
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JESSICA SJOHOLM SKRUBBE

PUBLIC SCULPTURE: ANOTHER STORY

When art histories turn their attention to Gothenburg, they often describe
the 1950s as the decade of abstraction, the 1960s as dominated by various
forms of action art, and the 1970s as shaped by the demand for socially
critical art, relevant to real lives.! Public sculpture, by that token, seems
a strange anachronism. Vis-a-vis the avant-garde, the practice of pub-
lic sculpture has very often lagged behind. Sculptures installed in pub-
lic spaces have rarely had much in common with the contemporary art
attracting attention at the same period.”

Thus it is hardly surprising that many of the seventeen publicly
accessible sculptures placed in Gothenburg by the Charles Felix Lindberg
Donation Fund in the 1960s and 1970s seem not merely conventional by
comparison with the more radical art of the period, but even products of
an entirely different approach. For example, 1962, the year in which Elis
Eriksson and Per Olof Ultvedt exhibited assemblage and kinetic art at the
Gothenburg Art Gallery, saw the arrival in Lundby of Arvid Knéppel’s
(1892-1970) Bears at Play (Lekande bjornar), a sculpture in a much more
traditional idiom. And while Alfredo Mosella Vila was mounting an exhi-
bition at the Géteborg Museum of Art in 1977 on the theme of the acts of
cruelty perpetrated under the military dictatorship in Chile, a piece of ab-
stract sculpture on a light-hearted subject was installed at Kapellgangen:
The First Sun of Spring (Forsta vérsolen ) by Margareta Ryndel (1920-1996).
While comparisons of this kind are somewhat artificial, and thus perhaps
unfair, they do serve to illustrate the range of tensions in the art scene at
that time. Their point is to show how problematic the use of concepts
such as action and social criticism is when referring to public sculpture
of the 1960s and 1970s. It is more fruitful to study public sculpture of the
period on its own particular terms. This means giving due weight to the
needs and expectations of those commissioning and using the work, and
recognizing the potential and limitations of public spaces.



traditionella skulptur Lekande bjornar 1 Lundby. Och samtidigt som
Alfredo Mosella Vila pa Goteborgs konstmuseum 1977 gjorde en
utstillning som tematiserade Gvergrepp 1 militdrdiktaturens Chile,
placerades en skulptur med abstrakt formsprak och bekymmers-
16st innehdll pa Kapellgangen: Forsta varsolen av Margareta Ryndel
(1920-1996). Jamforelser av detta slag ar till viss del sokta, och dar-
med mdjligen ocksa orittvisa, men de ger i alla fall en bild av det
samtida konstlivets spanningsfalt. Podngen ar att visa hur svart det ar
att, med utgangspunkt 1 begrepp som aktion och samhallskritik, tala
om den offentliga skulpturen under 1960- och 1970-talen. Ett mer
fruktbart sdtt att studera periodens offentliga skulptur ar att disku-
tera den med utgangspunkt 1 dess speciella villkor. Det mnnebdr att ta
hinsyn till betydelsen av bestéllarnas och brukarnas férvantningar
och behov, samt att uppmirksamma de offentliga rummens specifika
mojligheter och begransningar.

I mangt och mycket ar 1960- och 1970-talen en period av pafallan-
de mangfald inom den offentliga skulpturens praktik. Pa ett nationellt
plan hade vélfardssamhaillets konst- och kulturpolitiska satsningar pa
offentlig konst hunnit bli en del av en utbredd konsensus. Nyttjandet
av olika typer av procentprinciper 1 samband med om- och nybygg-
nationer var forhéllandevis utbredda bland saval offentliga som pri-
vata aktorer. Vid de storre konsthogskolorna fanns utbildningar som
férberedde konststudenterna fér kommande offentliga uppdrag. Kri-
tiska perspektiv pd monumental- eller miljokonsten fanns dessutom
pa agendan 1 den kulturpolitiska debatten.

Forhéllandena 1 G6teborg skilde sig inte namnvirt fran det 6vriga
landet. Ar 1909 fick staden grosshandlaren Charles Felix Lindbergs
(1840-1909) hela kvarlatenskap 1 testamentarisk gava. Vart tredje
ar sedan 1912 har Goteborg anvint delar av avkastningen frian
CF Lindbergs donationsfond for att bekosta offentliga skulpturer.®
Donationsfonden méjliggjorde tidigt satsningar pa offentlig konst av
relativt monumental karaktdr och har inte minst bidragit till att férse
mnerstaden med representativa verk som Carl Milles (1875-1955)
Poseidon pa Gotaplatsen (1931) och Tore Strindbergs (1882-1968)
Farntorgsbrunnen (1927). Goéteborgs kommunala konstndmnd bilda-
des 1946 och ansvarade for att inférskaffa konst och konsthantverk
till stadens offentliga lokaler, men bidrog dessutom med medel till
fasta konstnarliga utsmyckningar. Detta pagick fram till bérjan av
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In many respects, the 1960s and 1970s were decades of striking di-
versity in the practice of public sculpture. At a national level, the invest-
ment of the welfare state in the area of art and culture policy was part of
a broad consensus. Wide use was made in both the private and public
sectors of the system allocating a percentage of the budget of building and
rebuilding projects to works of art. At the major art colleges, courses pre-
pared art students for future public commissions. Critical perspectives on
monumental and environmental art were also on the agenda whenever
arts policy was debated.

The situation in Gothenburg was not dissimilar to that in the rest of
Sweden. In 1909, the city received a bequest of the entire estate of Charles
Felix Lindberg (1840-1909). Every three years since 1912, Gothenburg
has spent a proportion of the interest earned by the CF Lindberg Donation
Fund on public sculptures.? The donation fund enabled the city to invest
at an early stage in public art that was relatively monumental in charac-
ter, providing the city centre with distinguished and representative works
such as Garl Milles’s (1875-1955) Poseidon at Gotaplatsen (1931) and Tore
Strindberg’s (1882-1968) Firntorget Fountain ( farntorgsbrunnen 1927). The
Gothenburg Municipal Art Board(Géteborgs kommunala konstnamnd)
was set up in 1946 to purchase works of art and handicraft for public ven-
ues in the city, but it also helped to fund permanent pieces of decorative
art. This continued to the early 1970s, when the city appointed specific en-
vironment groups. Representatives from the Art Board sit on these in an
advisory capacity and aim to secure a sum equivalent to one per cent of the
total building cost for artistic decoration in any construction or rebuilding
project in the city.* Housing corporations, too, applied similar principles
in both the public and private sphere during the comprehensive housing
construction programmes of the 1960s and 1970s. Bostadsbolaget, for ex-
ample, in its role as a major provider of rented housing, acquired art, espe-
cially sculpture, for housing estates in Gothenburg from the beginning of
the 1950s.> Among other housing providers bringing art to public spaces
were the cooperative housing association Hyresgésternas Sparkasse och
Byggnadsférening (HSB) and the social housing foundation Stiftelsen
Sambhillsbyggen. In this context the County Council (landstinget) can

also be mentioned, as can a smaller number of works commissioned by
the National Public Art Council (Statens konstrad).



1970-talet da Goteborgs kommun tillsatte sérskilda miljogrupper. I
dessa har representanter fran Konstnimnden en radgivande funktion
och verkar for att sdkerstlla att ett belopp motsvarande en procent
av den totala byggkostnaden avsitts for konstnarlig utsmyckning da
staden utfér om- eller nybyggnationer.* Darut6éver har bostadsbolag,
saval kommunala som privata, anvént sig av liknande principer 1
samband med det omfattande bostadsbyggandet under 1960- och
1970-talen. Bland annat kopte det kommunala Bostadsbolaget in
konst, framfor allt skulpturer, till bostadsomraden 1 Goteborg fran
1950-talets borjan.’ Andra bostadsbolag som forsett det offentliga
rummet med konst dr Hyresgasternas Sparkasse och Byggnadsforen-
ing (HSB) och Stiftelsen Samhillsbyggen. Har kan ocksa landstinget
ndmnas, liksom ett fatal verk som tillkommit pa uppdrag av Statens
konstrad.

MODERNISM OCH MODERNITET

I konsthistorieskrivningen &r det 1 princip uteslutande avantgardet
som utgdr kirnan 1 berdttelsen. Av den anledningen tycks inte alltid
berittelsen om den offentliga skulpturen vara 1 fas med den "st6rre”
berittelsen.® Det innebér daremot inte att den offentliga konsten som
sddan bor betraktas som regressiv eller att den kan stéllas 1 ett for-
enklat dikotomiskt férhéllande till den férment radikalare och pro-
gressivare galleri- och konsthallskonsten. Tvartom kan 1960- och
1970-talen av flera anledningar betraktas som ett brytningsskede for
konsten 1 den offentliga miljon.

Hur kan da den offentliga skulpturen under 1960- och 1970-talen
karaktériseras? For att dterigen anvianda Charles Felix Lindbergs
donationsfond som exempel kan det nimnas att fonden under 1960-
och 1970-talen bidrog med klassiskt modernistiska uttryck till det
offentliga rummet genom inkép av verk som Palle Pernevis (1917-
1997) Fina fisken pa Dr Fries Torg 1 Guldheden (1961) och Eric Grates
(1896-1983) Sndckfagel framfor hotell Opalen (1963). Under 1970-
talet representerade de skulpturer som donationsfonden bekostade
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MODERNISM AND MODERNITY

When art history is written, it is essentially the avant-garde that consti-
tutes the heart of the narrative. That is why the story of public sculpture
does not always seem to be in sync with the ‘bigger’ story.® It does not
follow, however, that public art should be viewed as regressive per se, nor
that its relationship with supposedly more radical and progressive gallery
art can be seen in terms of a simplistic dichotomy. On the contrary, there
are good grounds for viewing the 1960s and 1970s as a period of consider-
able upheaval for works of art in public settings.

What characterizes the public sculpture of those two decades? To
take the Charles Felix Lindberg Donation Fund as an example once
again, it introduced work that was classically modernist in expression
into public spaces in the 1960s and 1970s by the acquisition of such pieces
as Palle Pernevi’s (1917-1997) Fine Fish (Fina fisken 1961) at Dr Fries Torg
in Guldheden and Eric Grate’s (1896-1983) Shellbird (Sndckfigel 1963) in
front of the Opalen Hotel. The sculptures financed by the Donation Fund
in the 1970s embodied primarily abstract modernism. This is in line with
general trends in public sculpture in this period. For at a national level,
too, it is not until the mid-1960s that abstract modernism starts to become
truly predominant in public sculpture, not least in the guise of what has
crystallized into the formula ‘the abstract-(fountain-) sculpture-on-the-
(suburban-) square’. The real breakthrough of abstract sculpture onto the
public scene in the 1960s can be explained by the fact that modernism
only became institutionalized after the Second World War, which meant
that the modernists’ abstract idiom developed into an artistic norm for art
in the modern welfare state.”

Prior to that, much public sculpture was still a manifestation of what,
with hindsight, has come to be considered as conventional and old-fash-
ioned. The hallmark of such works was a realistic and/or idealized repre-
sentational idiom with a traditional choice of motifs: busts commemorat-
ing men of note, female nudes, children playing, deer fawns etc. Most of
this public sculpture never made it into the art history books. Which art



framf6r allt just en abstraherande modernism. Detta askadliggor en
generell tendens 1 den offentliga skultpuren under perioden. Ocksa
1 ett nationellt perspektiv dr det nidmligen forst under 1960-talets
mitt som den abstrakta modernismen pa allvar bérjar dominera den
offentliga skulpturen - inte minst 1 form av vad som kommit att
utkristallisera sig 1 formeln ”den-abstrakta-(fontin)skulpturen-pa-
(fororts)torget”. Den abstrakta skulpturens ordentliga genombrott 1
offentlig milj6 under 1960-talet kan forklaras med att det var forst
under efterkrigstiden som modernismen institutionaliserades, vilket
innebir att det modernistiskt abstrakta formspraket utvecklades till
norm for konsten 1 det moderna valfardssamhallet.”

Fram till dess priglades fortfarande en stor del av den offent-
liga skulpturen av vad som i efterhand har kommit att betraktas
som konventionella och otidsenliga uttryck. Dessa verk utmarktes
av ett forestdllande realistiskt och/eller idealiserat formsprdk samt
traditionsenliga motivval: byster till minne av bemérkta mén, kvinn-
liga nakenakter, lekande barn, radjurskid et cetera. Majoriteten av
denna offentliga skulptur har inte gatt till den (modernistiskt prag-
lade) konsthistorieskrivningen. For vilken konsthistoriker av idag
skulle spontant nimna Thord Tammings (f. 1939) Hdstar (1975),
Ake]énssons (f. 1921) Myran (1976) eller Sven Lundqvists (f. 1918)
Gubbe med barn (1978) som sjalvklara exempel pa skulptur fran 1970-
talet? Det ar dock viktigt att komma ithdg att bigge tendenserna — det
vill siga bade den mer konventionella realismen och den mer el-
ler mindre abstrakta modernismen - &r uttryck som kan kopplas
samman med forestallningar kring moderniteten i valfardssamhallet.
Den skiftande och variationsrika modernistiska konsten uppfattas
ofta som ett kongenialt uttryck fér de gangse dominerande idéerna
om moderniteten som en samhéllskultur med siktet installt pa fram-
tiden, utvecklingen, rorelsen och det urbana livet. De kvardréjande
mer konventionella skulpturerna motsvarade ocksa férestéllningar
om modernitetsprojektet, men kanske snarare dess "fransida”. Detta
genom att hdnvisa till aspekter som riskerade att ga férlorade 1 den
etablerade berittelsen om det moderna utvecklingsprojektet: tradi-
tion, ursprung, natur och sa vidare. Hir kan tilliggas att bagge ten-
denserna var tydligt konade, ddr till exempel dynamisk utveckling,
urbanitet och dven sjdlva moderniteten i sig, kunde stéllas pa den
manliga sidan 1 en konsdikotomi som pa sin kvinnliga sida hade det
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historian of today would spontaneously cite Thord Tamming’s (b. 1939)
Horses (Histar 1975), Ake Jonsson’s (b. 1921) The Ant (Myran 1976) or
Sven Lundqvist’s (b. 1918) Old Man with Child (Gubbe med barn 1978) as
prominent examples of sculpture of the 1970s? It is important nonetheless
to remember that both strands —i.e. more conventional realism and more
or less abstract modernism — are manifestations of conceptions of mo-
dernity in the welfare state. In its ever-changing variety, modernist art is
often perceived as a congenial expression of the currently dominant ideas
of modernity as a social culture with its eye firmly fixed on the future,
on progress, motion and urban living. The more conventional sculptures
that continued to be made also tied in with the idea of the modernity
project, but what one might call its ‘reverse side’. This was because they
referred to aspects that risked being lost in the established narrative of the
modern progress project: tradition, roots, the natural world and so on.
One might add that the two trends were clearly gendered, with dynamic
progress, urbanism, and indeed modernity itself ranged on the male side
in a gender dichotomy that put continuity, origins, nature and tradition
on the female side. The ‘male narrative’ dominated understanding of
modernity for a long time.®

It is important in this context to bear in mind that it took until the
dawn of the new decade in 1970 for the hitherto male priorities of in-
terpretation and essential monopoly of power to be questioned in the
practice of public art. There had been virtually total male dominance
of the groups both assigning and carrying out the commissions, with
the inevitable result that male requirements and desires left their mark
on the sculpture and other works of art being installed in public places.’
Gothenburg was no exception in this respect, and male dominance took
a long time to break down. In the 1960s and 1970s, an estimated 85% of
all public sculpture in Gothenburg was executed by male artists, a figure
that speaks for itself. The gradual decline in the number of public sculp-
tures of female nudes, which had been a dominant theme in the 1940s
and 1950s, should therefore be seen as a result not merely of advances
in modernism, but also of the increasing awareness of sexual politics and
feminist criticism that the emerging women’s movement was formulating
in a wider socio-political context.



statiska, ursprunget, naturen och traditionen. Den "manliga berit-
telsen” dominerade lange forstielsen av moderniteten.®

I detta sammanhang &r det viktigt att pdminna om att férst kring
decennieskiftet 1970 borjade det ditintills manliga tolkningsféretra-
det och principiella maktmonopolet inom den offentliga konstens
praktik att ifragasittas. Den manliga dominansen bland uppdrags-
givare och uppdragstagare hade fram till dess varit 1 det ndrmaste
total, vilket givetivs fick till foljd att manliga behov och begir satte
sin pragel pa den skulptur och 6vriga konst som placerades 1 den
offentliga miljén.® Géteborg var hdrvidlag inget undantag och den
manliga dominansen tog lang tid att bryta. Under 1960- och 1970-ta-
len var uppskattningsvis 85 procent av alla offentliga skulpturer 1 G6-
teborg utférda av manliga konstnérer, en siffra som talar for sig sjdlv.
Den gradvisa minskningen av offentliga skulpturer i form av kvinn-
liga nakenakter, som varit ett dominerande motiv under 1940- och
1950-talen, bor darfor inte enbart ses som en {6]jd av modernismens
landvinningar, utan dr ocksa ett resultat av den 6kade konspolitiska
medvetenhet och feministiska kritik som den framvaxande kvinno-
rorelsen formulerade 1 en storre samhallspolitisk kontext.

ETT UTVIDGAT SKULPTURBEGREPP?

Parallellt med att den abstrakta modernismen transformerades fran
radikalitet till normalitet utvecklades inom skulpturen allt fler ut-
tryckssatt dar vedertagna strukturer utmanades. Om en skulptur
som Henry Moores (1898-1986) Vilande figur i tvé delari Slottsskogen
1 borjan av 1960-talet fortfarande kunde beskrivas som en "bisarr”
skapelse, hade det fram mot mitten av 1970-talet 1 vissa sammanhang
blivit motiverat att stdlla sig fragan vad en skulptur egentligen var for
nagot?"* Utover val beprévade material som brons och natursten, sags
nu allt oftare skulpturer utférda 1 betong, stdl, aluminium, koppar,
olika plastmaterial et cetera." Jag vill hdr pdminna om att skulpturens
materialitet givetvis dr av betydelse for verkets meningsproduktion.
Ett avstandstagande fran traditionella material kan dérfor tolkas som
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AN EXPANDED CONCEPT OF SCULPTURE?

Running parallel with the transformation of abstract modernism from
radical to accepted norm was the development of various sculptural forms
of expression that challenged established structures. A sculpture such as
Henry Moore’s (1898-86) Two-Piece Reclining Figure (Vilande figur i tvé delar)
in the park at Slottsskogen could still be described in the early 1960s as a
‘bizarre’ creation, while by the mid-1970s there seemed justification in cer-
tain contexts for questioning what a sculpture actually was.!’ In addition
to tried and tested materials such as bronze and natural stone, sculptures
were increasingly often made of concrete, steel, aluminium, copper, a va-
riety of plastics, and so on.! Here it should be noted that the materiality
of sculpture is naturally significant for the production of meaning in a
work. A rejection of traditional materials can therefore be interpreted as
a rejection of the connotations of bronze, granite and marble. These are
materials associated with traditional monumental practice and the explicit
demonstration of power that was often the function of a monument. By
contrast, the very material of the increasingly common concrete sculptures
contributed to an essentially more everyday aesthetic. The expressiveness
of the sculpture could also be enhanced by use of colour, and even, occa-
sionally, of movement.'”> Works characteristic of this period include John
Abhlgren’s (b.1934) Figures (Figurer 1969) in plastic, at Pilegarden in Askim;
Eva'leorell’s (b.1943) Endangered Animals (Utrotningshotade djur 1975) in stov-
ing enamel aluminium at Grevegérd School; Graham Stacy’s (b.1940) The
High Fumper (Hojdhopparen 1971) in plastic and steel at Torslanda School
and Jan Steen’s (1929-1997) Sculpture (Skulptur 1974) in copper and poly-
ester at Visterhed School. It would, however, be over hasty to conclude
that this ‘playing down’ of the aesthetic of public sculpture automatically
implied that art in the public arena was no longer a vehicle for the expres-
sion of power. The fact that several of the works listed above were located
at schools, for example, can be seen as a modern-day continuation of ideas
of aesthetic education which in the early twentieth century led to the tradi-
tion of providing education institutions with artistic adornments."



ett avstandstagande fran de konnotationer som exempelvis brons,
granit och marmor star for. Dessa material ar férknippade med det
traditionella monumentets praktik och den uttryckliga maktdemon-
stration som ofta varit monumentets funktion. I jimférelse med detta
bidrar sjidlva materialet 1 de allt talrikare betongskulpturerna till en
vasentligt alldagligare estetik. Skulpturens uttryck kunde dessutom
berikas med fargsattning och i nagot enstaka fall till och med rérelse. ™
Tidstypiska exempel ar John Ahlgrens (f. 1934) Figurer (1969) av
plast pa Pilegarden 1 Askim, Eva Teorells (f. 1943) sju Utrotningshotade
djur (1975) av brannlackerad aluminium pa Grevegardsskolan, lik-
som Graham Stacys (f. 1940) Hojdhopparen (1971) av plast och stal
pé Torslandaskolan och Jan Steens (1929-1997) Skulptur (1974) av
koppar och polyester pa Vasterhedsskolan. Att utgd fran att denna
"avdramatisering” av den offentliga skulpturens estetik ocksa per au-
tomatik innebar att konsten 1 den offentliga milj6n inte ldngre var
ett uttryck for makt ar dock att dra férhastade slutsatser. Det faktum
att flera av de nyss ndmnda skulpturerna placerades intill skolor kan
exempelvis ses som ett sentida resultat av de idéer om estetisk fostran
som 11900-talets borjan grundlade en tradition av att férse undervis-
ningslokaler med konstnarlig utsmyckning.*

Inte bara introduktionen av nya material, som hade en helt annan
viardeladdning dn de traditionstyngda bronserna och naturstensma-
terialen, utan ocksa skulpturens sjilva struktur férandrades under
1960- och 1970-talen. Detta foranledde Rosalind E Krauss (f. 1941)
att 1979 tala om en postmodernistisk utvidgning av skulpturens falt.
Krauss menade att den modernistiska skulpturen 1 bérjan av 1960-
talet hade blivit en kategori vars mojligheter var fardigutforskade
och som hade stelnat i ett slags negation: [...] skulpturen sjdlv hade
gatt in 1 ett kategoriernas ingenmansland: skulptur var det som stod
framf6r en byggnad, och som inte var byggnaden sjilv, eller det som
stod 1 ett landskap, utan att vara landskapet sjalv”."* For att kartlagga
denna strukturférandring av skulpturbegreppet utvecklade Krauss
en teorl som pekade ut nya skulpturala kategorier, vars praktiker
hade det gemensamt att verken tydligt relaterade till eller utforskade
sin omedelbara rumslighet, oavsett om denna bestod av landskap
eller arkitektur.

Utdver experiment 1 nya material bérjade det singuldra verkets es-
tetik att frangas 1 konstnérliga utsmyckningar som bestod av skulptur-
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It was not only the materials that were new in the 1960s and 1970s,
with a move to materials whose emotional charge was entirely differ-
ent from the bronzes and natural stone materials that bore the weight
of tradition; it was also the structure of the sculptures themselves that
changed. This led Rosalind E Krauss (b. 1941) to speak in 1979 of a
postmodernist broadening of the sculptural sphere. Krauss maintained
that modernist sculpture of the early 1960s was by then a category, the
potential of which had been fully explored, leaving it to petrify into a
sort of negation:‘[...]sculpture had entered a categorical no-man’s-land:
it was what was on or in front of a building that was not the building, or
what was in the landscape that was not the landscape.'* In order to chart
this changing concept of sculpture, Krauss developed a theory identify-
ing new sculptural categories, whose common practice was to make the
works clearly relate to, or investigate, their immediate spatial surround-
ings, whether landscape or architecture.

Alongside experiments in new materials, the aesthetic of the singular
work began to be abandoned in favour of decorative art comprising group
sculptures or works exploiting the spatial possibilities of the public setting.
Around 1970, spatial interventions on a more monumental scale began
to be seen in Sweden, demonstratively moving away from single statues
and instead pushing the boundaries of sculpture and moving closer to
new ways of shaping the environment that were being called for in the de-
bate about public art."” One noteworthy example is Karl G6te Bejemark’s
(1922-2000) brightly-coloured Volvo — I'm on a Roll (Volvo — jag rullar 1967)
outside Volvo’s head office in Torslanda. This is a work comprising five
monumental, screw-like wheels standing on edge in the open area in front
of the building. By means of the rolling metaphor, also highlighted by the
title of the work, and the choice of non-rusting sheet metal, the material
used for the bodywork of cars, Bejemark anchors the piece in its specific
context, thus marking the place and its importance.



grupper eller verk som tydligare tog den offentliga miljéns rumslighet
i ansprak. Aren kring 1970 sig nagra av de forsta rumsliga inter-
ventionerna 1 mer monumental skala 1 Sverige, vilka demonstrativt
frangick den enskilda stoden for att istéllet tinja pa sjdlva skulptur-
begreppet och niarma sig den form av miljégestaltning som sa ofta
efterlystes 1 debatten om den offentliga konsten.”> Har kan exem-
pelvis Karl Goéte Bejemarks (1922-2000) fargglada Tolvo — jag rullar
(1967) utanfor Volvos huvudkontor 1 Torslanda ndmnas. Hans verk
bestar av fem monumentala mutterliknande hjul stéllda pa hogkant
pa garden framfér byggnaden. Inte bara det metaforiska rullandet,
som ocksa betonas genom verkets titel, utan ocksa det faktum att
Bejemark valt att utféra dem 1 karossmaterialet rostfri plat, férankrar
skulpturgruppen i den specifika kontexten och bidrar till att markera
platsen och dess betydelse.

FRAN KONSTNARLIG UTSMYCKNING TILL MILJOGESTALTNING

Mangfalden inom den offentliga skulpturens praktik kan pé en dis-
kursiv niva sdgas motsvara begreppen konstnarlig utsmyckning, of-
fentlig konst respektive miljégestaltning. Dessa begrepp anvindes 1
den samtida diskussionen om konsten 1 det offentliga rummet, men
de stod for skilda innebdrder.’ Konstnérlig utsmyckning, liksom
dekorativ konst, var begrepp som var férknippade med ideal och
ambitioner fran 1900-talets forsta halft. Under 1960- och 1970-talen
hade dessa bendmningar blivit negativt belastade. De sammankopp-
lades ibland med en f6rlegad konstpolitisk praktik som ansags resul-
tera 1 att konsten 1 den offentliga miljén endast blev ett ytligt tillagg.

Det ér forst fran och med 1960-talets mitt som begreppet offentlig
konst forekommer mer frekvent 1 publicerade texter. Ndgot senare
introducerades dven begreppet miljokonst. Att en begreppsapparat
férandras pa detta sitt ar inte endast en frdga om nya ord. Skiften och
forskjutningar 1 sprakbruket motsvaras av férandringar i definitioner
och forestallningar. Introduktionen av begreppen offentlig konst och
miljokonst under 1960- och 1970-talen bor darfér forstas 1 relation
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FROM ARTISTIC ADORNMENT TO SHAPING THE ENVIRONMENT

The diversity in the practice of public sculpture can be said at a discur-
sive level to correspond to the concepts of ‘artistic adornment’, ‘public
art’ and ‘shaping the environment’, respectively. These concepts were all
used at various times in discussions of art in public spaces, but signified
very different things.'® Artistic adornment, like decorative art, was a con-
cept linked to the ideals and ambitions of the first half of the twentieth
century. By the 1960s and 1970s, these terms had acquired negative con-
notations. They were sometimes identified with old-fashioned practices
in arts policy that were seen as relegating art in the public arena to a mere
superficial extra.

In the mid-1960s, we see the concept ‘public art’ occurring more fre-
quently in published texts. Somewhat later, the concept of ‘environmental
art’ is also introduced. When a conceptual structure changes in this way,
it is not simply a question of new words. Shifts and displacements in lin-
guistic use are matched by changes in definitions and perceptions. The
introduction of the concepts ‘public art’ and ‘environmental art’ in the
1960s and 1970s should therefore be understood in relation to the debate
about art and culture that was in progress at the time, and dominated by
notions of making art more accessible. This meant not only placing art-
works in given settings, but also using art to create settings.

In the course of the 1960s, there had been growing criticism of the
artistic and cultural policy that had developed as a cultural counterpart
of the social reforms of the ‘People’s Home’ (Folkhemmet) policy in the
1930s. The uses to which public art had been put at that time were now
increasingly viewed as the embodiment of elitist policies, bound to fail.
They very often resulted merely in works of art being installed in random
places, without any real consideration of their potential in the specific
spaces in which they were supposed to have an effect. Existing ways of
working were questioned, and criticized for appearing not to live up to
the specific goal of democratizing art. Work with public sculpture projects
seemed to have become cemented into aesthetically decorative practices



till samtidens konst- och kulturdebatt, som préiglades av idéer om
att oka tillgangligheten till konsten. Detta handlade inte bara om att
placera konsten 1 en given milj6, utan ocksa om att anvinda konsten
1 miljoskapande.

Under 1960-talet hade kritiken vaxt mot den konst- och kulturpo-
littk som grundlagts som en kulturell motsvarighet till folkhemspo-
litikens socialreformer under 1930-talet. Det gingse sittet att arbeta
med offentlig konst betraktades nu 1 allt hdgre grad som en elitistisk
konstpolitik, domd att misslyckas. Manga ganger resulterade den
endast 1 att konstverk placerades ut pa olika platser, utan att 1 egentlig
mening underska konstens mojligheter i det specifika rum som den
skulle verka 1. Rddande verksamhetsformer ifragasattes och kritise-
rades for att de inte tycktes leva upp till den specifika malséttningen:
att demokratisera konsten. Arbetet med den offentliga skulpturen
tycktes ha cementerats 1 en estetiskt dekorativ praktik som bestod
av mer eller mindre rutinmissigt utplacerade abstrakta konstverk.
Infor konstverk som exempelvis Willy Orskovs (1920-1990) Tecken
(1968) pa Lundby gymnasium eller Bengt Blomquists (f. 1920) Stenar
och vatten (1963) pa Vérviderstorget 1 Biskopsgarden dr det enkelt
att kdnna igen Krauss beskrivning av den modernistiska skulpturen
som det som &r placerat pa eller framfér en byggnad men som inte
ar byggnaden sjdlv.

Som alternativ till denna typ av praktik borjade konstens roll som
en miljoskapande del 1 en social rumslighet diskuteras mer och mer
- en ny uppgift for den offentliga skulpturen som kan relateras till
skulpturens utvidgade falt. Dessutom debatterades konstens funk-
tion allt oftare fran slutet av 1960-talet. Det ar mdjligt att se betonan-
det av det offentliga i begreppet offentlig konst som aterspegling av det
okande intresset for konstens relation till allménheten. Pa liknande
satt vittnar begreppet miljokonst om de viaxande kraven pa att kon-
sten inte langre bara skulle utsmycka utan snarare gestalta miljon. I
Goteborg anordnades en miljokonferens 1969 och en artikel som 1
Goteborgs-Fosten rapporterade fran konferensen vittnade om de tids-
typiska fragestéllningarna och angreppssatten: ”det stod snart klart
att uttrycket konstnarlig gestaltning inte tickte diskussionsomradet.
Det var fraga om méjligheterna att géra en manskligt trivsam miljo
overhuvud taget, och dér kom sadant som rabatter, lekplatser for
barn och motionsplatser f6r vuxna ocksa med”.”

2 14 FIG. 47. Elma Oijens, Seglats / Sailing Tour, 1972, centrum / city centre, brons /bronze.
Foto / photo: Jessica Sjoholm Skrubbe.




DEN OFFENTLIGA SKULPTURENS TOPOGRAFI

I en studie som ror politiska minnesmidrken har det konstaterats att
storlek, kvantitet och placering dr av avgorande betydelse for den
representativitet som tillskrivs symbolen.* I 6verférd bemirkelse gar
det att resonera om offentlig skulptur pa ett liknande satt. Det inne-
bér att om den offentliga skulpturen undersoks 1 relation till stadens
topografi dr det mojligt att dra slutsatser om viarderingen av savil
platser som konstverk och konstnirer. Platsen, storleken och antalet
spelar helt enkelt roll f6r betydelsebildningen. Upprittas en topografi
over Goteborgs offentliga skulpturer fran 1960- och 1970-talen gar
det inte ovintat att konstatera att 1 stadens centrala delar -1 ett triang-
elformat omrade som ligger vister om motorvagen och Mélndalsian
och som striacker sig fran Nordstan i norr till Guldheden 1 séder
och Majorna 1 véster — aterfinns en stor méngd, uppskattningsvis
nirmare en fjardedel, av den offentliga skulpturen. Skulpturerna har
hér bidragit till att understyrka omradet som Go6teborgs representa-
tiva centrum. Men det dr ocksa uppenbart att en mycket stor del av
ovriga offentliga skulpturer har bidragit till att markera en annan typ
av platser 1 Goteborg och det giller de bostadsomraden som ligger
utanfor de centrala delarna.

Det gar foljaktligen att urskilja ett tydligt kluster av offentlig konst
11950- och 1960-talens bostadsomraden i Vastra Frélunda och Backa.
P4 liknande sitt dr Askims flerbostadsomrade kring Pilegarden for-
sett med en méngd offentliga verk. Frélunda torg ar sarskilt tydligt
markerat som en representativ och offentlig plats. P4 torget finns
Arne Jones sex meter hoga skulptur Universum (1967). Den symbo-
liska betydelsen av verkets monumentalitet skall inte underskattas.
Pa en trivial men dnda vdsentlig niva signalerar skulpturens storlek,
det faktum att den tar en stor del av rummet 1 ansprék, liksom det
ekonomiska och symboliska kapital som investerats 1 den, att detta
ar en plats av representativ tyngd och betydelse.

Det hir ar ett fenomen som inte dr utmérkande for just Géteborg.
Under efterkrigstiden kom den offentliga skulpturen generellt sett att
bli en del av den medvetna konstruktionen av flerbostadsomraden
som just offenthiga rum. Den utan tvekan storsta samlade satsningen

216 Fic. 48. Claes Hake, dmerikanaren | The American 1969, bemalad epoxiarmerad polyester / painted
epoxi-enforced polyester, Géteborgs konstmuseum / Géteborg Museum of Art.
Foto /photo: Claes Hake, © Claes Hake/BUS 2009.
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sixth-form college or Bengt Blomquist’s (b. 1920) Stones and Water (Stenar
och vatten 1963) at Varvaderstorget in Biskopsgarden, one readily recog-
nizes Krauss’s description of a modernist sculpture as something that is
placed on or in front of a building but is not the building itself.

As an alternative to practices of this kind, discussion turned increas-
ingly to the role of art in shaping the environment in social spaces — a new
mission for public sculpture to reflect sculpture’s expanding sphere. From
the late 1960s onwards, there was also more debate about the function of
art. The emphasis on the public aspect of the concept of public art can be
seen as a reflection of a growing interest in how art relates to the general
public. Similarly, the concept ‘environmental art’ bears witness to increas-
ingly loud demands that art should not just adorn, but rather shape, the
environment. An environmental conference took place in Gothenburg
in 1969 and a report appearing in Goteborgs-Fosten showed that its pro-
ceedings had included the questions and modes of attack typical of the
period:‘it was clear that the expression “artistic adornment” did not cover
the area under discussion. This was more to do with the potential for cre-
ating a generally pleasant and human environment, which might involve
such things as flower beds, children’s play areas, and places for adults to
take exercise.’

THE TOPOGRAPHY OF PUBLIC SCULPTURE

One study of political memorials noted that size, quantity and location are
of crucial importance for how representative the symbol is considered to
be.'® The same criteria can be transferred and applied to public sculpture.
Thus, if public sculpture is scrutinized in relation to the topography of the
town or city, it is possible to draw conclusions about the value assigned
both to places and to artists and works of art. Location, size and quantity
undeniably have a role to play in generating importance. If one were to
construct a topography of Gothenburg’s public sculptures of the 1960s
and 1970s, it would reveal, predictably enough, that the central districts of

FIG. 49. Alexander Calder, De tre vingarna | The Three Wings, 1963, Angereds Centrum / Angered Centre
(placerad dar / placed there 1979), svartmalad jarnplét / blackpainted sheet iron, ca 400 x 400 X 250 cm.
Foto / photo: Jessica Sjoholm Skrubbe.
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the city - a triangular area lying to the west of the motorway and the River
Molndal and extending from Nordstan in the north to Guldheden in the
south and Majorna in the west — contain a large number, approximately a
quarter, of all public sculptures. The sculptures have also played their part
in confirming the area as the centre and official face of Gothenburg. But
it is also apparent that a large number of the other public sculptures have
become focal points in other types of location in Gothenburg, specifically
in areas of housing outside the central districts.

A distinct cluster of public art can consequently be identified in the
housing estates dating from the 1950s and 1960s at Vistra Frélunda and
Backa. The blocks of flats round Pilegarden in Askim are similarly pro-
vided with a whole array of public works. Frolunda Square marks itself
out as a supremely representative and public location. The square is home

|

to Arne Jones’s six-metre tall sculpture Unwerse (Universum 1967). The
symbolic significance of the monumental nature of the work should not
be underestimated. On a trivial yet crucial level, the size of the sculpture,
the amount of space it demands, and the financial and symbolic capital
invested in it, all signal that this is a place of dignity and importance.
This phenomenon is by no means confined to Gothenburg. In the
post-war period, public sculpture in general became part of the conscious
construction of areas of apartment blocks specifically as public spaces.
Undoubtedly the biggest coordinated project to be implemented in
Gothenburg was the artistic adornment of the housing districts built in
FIG.49-54 various parts of Angered in the 1960s and 1970s. In national terms, too,
the Angered project can be considered exceptional. Over a period of ten
years, some eighty public works of art were sited there.
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CANONIZATION AND MUSEUMIZATION

Compared to other areas of Gothenburg, the centre is naturally already
defined as the most representative in nature. Here we find the most im-
portant official institutions, and the most representative public locations,
where political, economic and cultural power is manifested in spatial
form. This means that, on the one hand, a number of the works placed

F1G. 50. Ralph Lundquist, Ringar/ Rings, 1970-1971, h: 250 cm, Kanelgatan, Gardsten, Angered. Foto / photo:
Jessica Sjcholm Skrubbe.




som dgde rum 1 G6teborg var den konstnérliga utsmyckningen av de
bostadsomraden som uppférdes 1 Angereds olika delar under 1960-

och 1970-talen. Aven ur ett nationellt perspektiv kan just Angereds- Fia.49-54
satsningen betraktas som exceptionell. Under en 10-arsperiod utfér-

des hir sa mycket som uppskattningsvis ett attiotal offentliga verk.

KANONISERING OCH MUSEALISERING

I jamforelse med 6vriga delar av Goteborg har givetvis centrum en
1 grunden redan definierad representativ karaktir. Har finns de vik-
tigaste officiella institutionerna liksom de mest representativa offent-
liga platserna dar den politiska, ekonomiska och kulturella makten
manifesteras genom den rumsliga gestaltningen. Det innebdr a ena
sidan att en del av de verk som placeras 1 de centrala delarna av sta-
den bidrar till att understyrka och bekrifta den representativa karak-
taren. De markerar med andra ord visuellt den institutionaliserade
makten i det offentliga rummet. A andra sidan innebir detta ocks att
de konstverk som placeras inom detta representativa ramverk ocksa
tillskrivs en speciell betydelse. For en dnnu inte helt etablerad konst-
nér kan diarmed ett uppdrag for en viktig plats 1 centrum fungera som
ett erkdnnande, ja kanske till och med som ett slags kanonisering om
man sa vill.

Jag dr benigen att tolka det uppdrag som Claes Hake (f. 1945)
tilldelades for kvarteret Traktoren 1 ljuset av just detta. Pa denna
plats uppfordes under 1970-talet ett byggnadskomplex avsett for Go-
teborgs Stads férvaltning. Kvarteret Traktoren ligger 1 direkt anslut-
ning till Gustav Adolfs torg och Radhuset och befinner sig dirmed
pa den plats dir Goteborg sedan mycket lang tid tillbaka haft sitt
administrativa centrum. Det ar med andra ord svart att finna ett
annat omrade 1 stadens centrala delar som &r lika praglat av officiell
tyngd. Valet att lata Hake utsmycka platsen kan knappast ses som
en strategi att markera platsens betydelse genom att lata en sarskilt
viletablerad och vilrenommerad konstnar std fér den konstnérliga
gestaltningen. Snarare tvartom. Hake hade mindre 4n ett decennium

222 ric. 51. Vide Jansson, Utan titel | Untitled, 1970-tal / 1970s, Lovgirdet, Angered, betong / concrete.
Foto / photo: Jessica Sjoholm Skrubbe.
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in the central parts of the city are there to emphasise and confirm its rep-
resentational character. In other words, they are visual markers of institu-
tionalized power in public spaces. On the other hand, this also means that
special significance is ascribed to those works of art placed within this rep-
resentational framework. For an artist who is not yet properly established,
a commussion for an important location in the centre can thus function as
recognition, perhaps even a kind of canonization, as it were.

I would tend to interpret the commissioning of Claes Hake (b.1945)
for the Traktoren site in this light. This was the site of a new complex con-
structed in the 1970s to house the Gothenburg city administration. Situated
right next to Gustav Adolf’s Square and the City Hall, the Traktoren area
has been at the administrative heart of Gothenburg for a very long time.
In other words, it would be hard to find another place in the centre of the
city so synonymous with official gravitas. The choice of Hake for this
location was scarcely a strategy designed to mark the importance of the
site by the commissioning of a particularly well-established artist with a
good reputation. Rather the opposite, in fact. Less than ten years earlier,
Hake had created something of an artistic scandal when his sculpture The
American (Amerikanaren), which will be discussed in greater detail below,
was refused on grounds of its political overtones. When Hake won the
competition and was formally awarded the commission to carry out his
proposed project for one of the inner courtyards in the complex, to be
entitled The Water-Sprite Strikes Up (Niicken spelar upp), this amounted to a
virtual official endorsement of the author. The Water-Sprite Strikes Up is a
sculptural group in three parts, a male collective with references to both
mythology and the real world. The sculptures are classic bronzes. The
fabled water sprite, said to lure people into danger with his music, sits
playing his fiddle beside a gushing waterfall. He has a counterpart, or suc-
cessor, in “The Fiddle Man’, a male figure carrying a fiddle case, intended
as a portrait of the well-known Gothenburg street musician John Eriksson.
The third element is a father and son group, the artist himself and his son
Hjalmar.'* The work as a whole is characterized by a homosociality which
certainly now, thirty years later, could be perceived as problematic, given
the representative status of the work. The theme is no doubt intended to
be universal, but today it can be construed as a metaphorical confirmation
of persistent male dominance of public life and public space.

The placing of a sculpture thus confers importance on the work, and
vice versa. This reciprocity between a place and a work naturally varies

FIG. 52. Lars Petersson, Befande ﬁr/ Grazing Sheep, 1981, rostfritt stal / stainless steel, h: 200 cm, Hammarkullen,
Angered. Foto / photo: Jessica Sjcholm Skrubbe.




tidigare uppmérksammats 1 en konstskandal da han fatt skulpturen
Amerikanaren (som skall diskuteras utforligare nedan) refuserad pa
grund av dess politiska implikationer. Nar Hake vann den tivling
som utlystes och formellt tilldelades uppdraget att utfora sitt férslag
Ndicken spelar upp pa en av innergardarna till byggnadskomplexet var
det en hdndelse som ndrmast kan betraktas som ett slags officiellt
erkdnnande av konstniren. Ndcken spelar upp ar en skulpturgrupp 1
tre delar som bestar av ett manligt kollektiv med referenser till bade
myt och verklighet. Skulpturerna &r klassiska bronser. Den mytom-
spunne Nacken sitter vid forsande vatten och spelar pa sin fiol. Han
har en motsvarighet, eller efterfoljare, 1 "Fiolmannen”, en mansfigur
som bar pa en fiollada och som férestiller den 1 Géteborg vilkdnde
gatumusikanten John Eriksson. Den tredje delen av skulpturgruppen
forestiller far och son, konstnéren sjilv och sonen Hjalmar."” Sam-
mantaget priglas verket av en homosocialitet som atminstone tret-
tio ar senare kan uppfattas som problematisk med tanke pa verkets
representativa status. Tematiken ar sikerligen avsedd att referera till
nagot allmangiltigt, men 1 ett nutida perspektiv tycks den metaforiskt
understryka den seglivade manliga dominansen 1 offentligheten och
det offentliga rummet.

Placeringen av en skulptur tillfor alltsa verket betydelse och vice
versa. Denna vixelverkan mellan en plats och ett konstverk varierar
sjalvfallet 1 varje enskilt fall. Om platsen f6r Hakes del tillférde skulp-
turen, och méjligen ocksa konstnéren, viss status har det 1 andra fall
varit narmast det motsatta. Mojligen kan Charles Felix Lindbergs
donationsfonds inkép av Henry Moores skulptur Vilande figur @ tvd
delarbetraktas som ett sadant exempel. Placeringen av skulpturen var
fran borjan inte klar. Konstniren hade sjdlv uttryckt 6nskemél om en
héjd invid Delsjon. Men efter en omrostning placerades skulpturen
istéllet 1 Slottsskogen, vilket kan ses som ett tecken pa att verkets sta-
tus och konstndrens renommé tycktes kriva en aningen mer central,
och didrmed mer representativ, placering.® Skulpturens formsprak
refererar tydligt till en kvinnokropp. Genom placeringen ilandskapet
forstarks den konventionella forestdllningen om kvinnan som natur,
som skulpturen representerar. Henry Moores status som en av vist-
vérldens mest uppburna skulptorer under efterkrigstiden, och en av
dem vars verk péfallande ofta fungerat som representativa markorer
1 anslutning till institutionsbyggnader, gor att hans skulptur med

FIG. . aoz, Utan tite ntitled, Exriksbo, ered, , Vi ning / mural.
226 Fic. 53. Ely Maoz, Utan titel | Untitled, Exiksbo, Angered, 1979, viggmalning /mural
Foto / photo: Jessica Sjoholm Skrubbe.




from case to case. The location in Hake’s case lent the sculpture, and
perhaps the artist, a certain status, but in other cases, the opposite has

applied. The purchase of Henry Moore’s sculpture Two-Piece Reclining
Figure by the Charles Felix Lindberg Donation Fund may serve as an
example. The location of the piece had not initially been decided. The art-
ist himself had expressed a preference for a rise overlooking the water at
Delsjon. But after a vote, the sculpture was placed instead at Slottsskogen,
signalling that the work’s status and the artist’s renown seemed to call
for a slightly more central, and thus more representative, location.?” The
idiom of the piece clearly refers to a female body. Its location in the land-
scape reinforces the conventional notion, represented by the sculpture,
of woman as the embodiment of nature. Henry Moore’s status as one
of the most celebrated post-war sculptors of the western world, and one
whose works remarkably often function as representative markers con-
nected with institutional buildings, mean that his sculpture is highly
likely to enhance the status of any location where it is placed and give it
a representational air.*!

The purchase of the Moore sculpture should therefore be seen as
a prestigious transaction. Some sculptures by Swedish modernists who
had entered the canon, such as Eric Grate and Christian Berg, can, of
course, be seen in the same terms, and also relate to the institution-
alization of modernism in that period. Born in the 1890s, both Berg
and Grate were veterans of modernism by the 1960s and 1970s, when
the Charles Felix Lindberg Donation Fund acquired their work: Grate’s
Snailbird (Sndckfagel), in 1967, for the front of the Opalen Hotel and Berg’s
Sundial (Solur), in 1973, for the courtyard of the R6hsska Museum. This
practice of retrospective acquisition was mirrored in other purchases that
can be considered as a kind of museumization of public space. I am think-
ing specifically of the installation of Tore Strindberg’s Crocus (Krokus) in
Kungsparken, in 1964, and the purchase of Gusten Lindberg’s The Mist
(Dimman) for the Garden Society of Gothenburg (Tradgardsféreningen),
in 1975. These two works are particularly significant examples because
they blatantly belong to the past, and moreover perpetuate a gender
ideology that must already have seemed outdated to many at the time
of acquisition.

. 54. Egil Carlsson, Moduler | Modules, utan artal [ undated, Exiksbo, Angered.
Foto / photo: Jessica Sjsholm Skrubbe.




storsta sannolikhet hojer statusen pa den plats dér den placeras och
ger den en viss representativitet.?!

Ink&pet av Moore-skulpturen bor alltsa ses som en prestigelad-
dad affir. Vissa skulpturer av kanoniserade svenska modernister,
som Eric Grate och Christian Berg, kan méjligen ocksa forstas 1 re-
lation till detta, liksom till modernismens institutionalisering 1 sam-
tiden. Fodda pa 1890-talet var bade Berg och Grate modernistiska
veteraner pa 1960- och 1970-talen nar Charles Felix Lindbergs do-
nationsfond kopte in verk av dem — Grates Sndckfigel framfor ho-
tell Opalen (1967) och Bergs Solur pa Rohsska museets gard (1973).
Jamte denna retrospektiva praktik férekom andra ink6p som faktiskt
ar att betrakta som ett slags musealisering av det offentliga rummet.
Jag tinker hér speciellt pa placeringen av Tore Strindbergs Arokus 1
Kungsparken 1964 liksom pa inkdpet av Gusten Lindbergs Dimman
for Tradgardsféreningen 1975. Just dessa tva verk dr extra talande
som exempel dd de pa ett 6vertydligt sitt tillhor det forgangna och
da de dessutom reproducerar en kénsideologi som redan 1 samband
med inkdpen maste ha betraktats som forlegad av manga.

KONSTEN | DE NYA OFFENTLIGA RUMMEN

Fran och med 1961 inskérptes malsattningen f6r bostadsomradenas
konstnarliga utsmyckning pa statlig niva genom ett riksdagsbeslut
som inforde ett sa kallat bostadslanetilligg, motsvarande en procent
av kostnaderna vid om- och nybyggnad av just bostéder.? De ambi-
tioner som uttrycktes 1 den samtida debatten var, dtminstone pa en
teoretiskt niva, ofta inriktade pa helhetsgrepp om miljégestaltningen.
I en tidstypisk artikel 1 Goteborgs Handels- och Sjifartstidning 1965 efter-
lystes ett utdkat samarbete mellan konstnérer och arkitekter — inte
minst 1 bostadsomradena dar konsten kunde férhindra den "visu-
ella 6dsligheten” — och ett medvetet helhetsgrepp pa miljon som den
rumsliga gestaltningens ledstjarna. Konstens uppgift skulle bli att
artikulera och vitalisera den byggda miljén, ja arkitektur och konst
skulle helt smélta samman.*
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ART IN NEW PUBLIC SPACES

From 1961 onwards, the promotion of artistic decoration of residential
areas was underlined at state level by a parliamentary resolution introduc-
ing a housing loan supplement, equivalent to 1% of the cost of building or
rebuilding homes.”” The ambitions expressed in debates in that period, at
least at a theoretical level, often focused on the overall concept of shaping
the environment. In one typical newspaper article of the time, in Goteborgs
Handels- och Sjofartstidning in 1965, there is a plea for increased cooperation
between artists and architects — not least in housing estates where art could
be a weapon for fighting off ‘visual desolation’ — and a consciously holistic
approach to the environment as the guiding star of the shaping of space.
The task of art should be to articulate and vitalize the built environment;
in fact, art and architecture should blend totally.”

By far the most generous investment in public art in areas of multi-
residence housing was made during the construction of the Gérdsten es-
tate in Angered as part of Gothenburg’s ambitious housing development
scheme known as the ‘Million Programme’. In the years 1968-1969, the
social housing foundation Stiftelsen Samhallsbyggen erected three-sto-
rey apartment blocks and blocks with balcony access designed by Arne
Nygard (b. 1925) round twelve central courts to create Vastra Gérdsten.
Nine relatively young artists were commissioned to make a large number
of sculptures, some free-standing and some an integral part of the archi-
tecture. They were Gudrun Eduards (b. 1935), Nils Johansson (b. 1922),
Olle Langert (b. 1924), Bengt Arne Linderos (1929-1989), Bengt Lundin
(b. 1924), Ralph Lundquist (b. 1931), Bertil Malmstedt (b. 1926), Bror
Persson (b. 1923) and Bo Séllstrom (b. 1932). The composition of the
group shows that art at this period was in practice still an area strongly
dominated by men, as both the givers and receivers of commissions.
Altogether, forty-five sculptures were completed. According to Gudrun
Eduards, all those involved signed a common contract, which meant that
if one artist was prevented from carrying out his commission for any rea-
son, the others were responsible for completing the work.*



Den utan jamférelse storsta satsningen pa offentlig konst 1 flers-
bostadsomraden genomférdes 1 samband med byggandet av Gards-
ten, en av stadsdelarna 1 Goteborgs stora miljonprogramsomrade 1
Angered. Under aren 1968-1969 uppforde Stiftelsen Samhallsbyg-
gen trevanings- och loftgangshus ritade av Arne Nygard (f. 1925)
kring tolv gardar, vilka bildar Vistra Gérdsten. Nio férhéllandevis
unga konstnérer gavs 1 uppdrag att utféra en méngd bade fristaende
och arkitekturbundna skulpturer: Gudrun Eduards (f. 1935), Nils
Johansson (f. 1922), Olle Langert (f. 1924), Bengt Arne Linderos
(1929-1989), Bengt Lundin (f. 1924), Ralph Lundquist (f. 1931),
Bertil Malmstedt (f. 1926), Bror Persson (f. 1923) och Bo Sallstrom
(f. 1932). Sammansittningen av konstnirer vittnar om att den offent-
liga konstens praktik fortfarande vid denna tidpunkt var ett omrade
som starkt dominerades av manliga aktorer bland saval uppdrags-
givare som uppdragstagare. Sammanlagt realiserades 45 skulpturer.
Enligt Gudrun Eduards skrevs ett gemensamt kontrakt for samtliga
inblandade, vilket innebar att om en konstndr av nagon anledning
inte skulle kunna slutféra sitt uppdrag var det de dvrigas ansvar att
fullfolja arbetet.?*

Arne Nygards bostadshus 1 Gérdsten ar upplyfta pa pelare och
uppenbart inspirerade av den schweizisk-franske arkitekten Le Cor-
busiers (1887-1965) modernistiska ideal. I samklang med detta ar
ocksa manga av konstverken exempel pa abstrakt modernism. Pa
varje gard finns en storre fristaende skulptur som ger garden en mer
individuell pragel 1 den annars ytterst repetitiva arkitektoniska ge-
staltningen. De mycket likartade férutséittningarna som gardarnas
rumslighet stéllde till férfogande begransade siakerligen méjligheten
att variera gestaltningen med olika typer av platsrelaterade verk. De
skulpturer som realiserades har heller inte utférts med nagon uppen-
bar relation till det omgivande rummet. P4 det stora hela kan dér-
for gardarnas fristdende skulpturer beskrivas som exempel pa vad
som brukar kallas drop (eller plop) sculpture, en bendmning som refe-
rerar till intrycket att skulpturen inte alls tycks hora hemma dar den
befinner sig, den verkar snarare helt godtyckligt ha placerats pa en
plats.” Den som ér uppmarksam pa vandringen 6ver gardarna langs
med Kanelgatan och Peppargatan slas av de dterkommande gavelut-
smyckningarna pa loftgangshusen. Varje loftgangsbyggnad har pa
den gavel som vetter ut mot gatan ett abstrakt modernistiskt konst-
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Arne Nygard’s housing in Gardsten 1s raised on columns and clearly
inspired by the modernistideals of the French-Swiss architect Le Corbusier
(1887-1965). In keeping with this, many of the art works also exemplify
abstract modernism. In every central court there is a sizeable free-standing
sculpture, setting its individual stamp on what is otherwise an extremely
repetitive architectural configuration. The almost identical preconditions
offered by the courts in spatial terms undoubtedly limited the options for
varying the form to relate to the location in creative ways. And indeed,
the resulting sculptures were not created with any obvious relation to
the spaces around them. Taken as a whole, the free-standing court sculp-
tures are therefore best described as what is generally called drop (or plop)
sculpture, a term for work that gives the impression of not belonging where
it stands, of having been placed quite arbitrarily.?> Anyone paying atten-
tion on a walk through the courts along Kanelgatan and Peppargatan
will be struck by the recurring gable-end decorations on the blocks with
balcony access. On each block, the wall facing out to the street boasts an
abstract modernist piece of art by either Bengt Lundin or Bo Sallstrom.
Lundin’s work consists of groups of abstract concrete shapes attached
directly to the facade. Séllstrém operates on a similar principle, but some
of his shapes are painted. Many of these works are best described as deco-
rative patterns, their titles offering vague guidelines for interpretation:
Sections (Sektioner), Flower Cup ( Blomkalk), Stereo, Reflecting Shapes (Speglande

Jormer), Fish (Fisk), Fatterns in the Sky (Himlaspel) and so on.

It is worth noting here that art had a very distinct task in this hous-
ing estate: The function of the art was to individualize the twelve courts,
whose prefabricated units had a tendency to look rather monotonous.
The intention was to make it easy for people to find their way about the
new estate.”® This overtly utilitarian aspect to the art may surprise us
today, but it was not an isolated phenomenon. Stiftelsen Samhallsbyggen
commissioned art for the entrances to many of its blocks of flats to help
children find their way home.?”” Olle Langert, Bengt Arne Linderos, Bertil
Malmstedt and Bo Séllstrém had already done similar work in the late
1960s for apartment blocks in Hjallbo Park, later called Skolsparet. There,
too, the buildings were designed by the Le Corbusier-inspired architect
Arne Nygard. The three-storey and seven-storey blocks with free-stand-
ing columns and arcades are grouped round a large open space. The con-
crete faccades of the buildings are articulated with rounded, countersunk
decorations. The work is said to symbolize ‘communication’?® Its themes



verk utfort av antingen Bengt Lundin eller Bo Sallstrém. Lundins
verk bestar av grupper av abstrakta former i betong fista direkt pa
fasaden. Sallstroms verk bygger pa en liknande princip men sarskiljer
sig genom att vissa av formerna ar bemélade. Manga av dessa konst-
verk kan biést beskrivas som dekorativa ménster och 1 relation till
dessa utgor de flesta titlarna vaga riktlinjer fr tolkningen: Sektioner,
Blomkalk, Stereo, Speglande former, Fisk, Himlaspel och s& vidare.

Har ar det vart att notera att konsten tillskrevs en mycket spe-
cifik uppgift 1 bostadsomradet: "Konsten hade som funktion att in-
dividualisera de tolv gardarna, som med sina elementbyggda hus
kunde se nagot monotona ut. Det skulle vara litt att orientera sig 1
det nya bostadsomradet”? Denna uppenbara nyttoaspekt pa kon-
sten kan mojligen férvana idag, men var inte ett isolerat fenomen.
Stiftelsen Samhallsbyggen bestéllde konst till portingangarna 1 flera
av sina bostadsomraden for att den skulle fungera som symboler
som gjorde det ldttare for barn att hitta hem.” Olle Langert, Bengt
Arne Linderos, Bertil Malmstedt och Bo Sallstrém hade 1 slutet av
1960-talet redan tidigare utfért denna typ av skulpturer f6r flerbo-
stadshusen i Hjillbo park, senare kallat Skolsparet. Aven den gangen
var det den Le Corbusier-inspirerade Arne Nygard som hade ritat
byggnaderna. Dessa bestdr av tre- och sjuvaningshus med fristaende
pelare och arkader, vilka dr grupperade kring en stor 6ppen gard.
Byggnadernas betongfasader artikuleras med runda férsankningar.
Konstens sigs symbolisera "kommunikation”.?® 'Tematiken dr avlas-
bar 1 ett antal portgangsskulpturer férestillande helikoptrar, flygplan
och sparbundna fordon samt 1 ytterligare nagra reliefer forestédllande
fotavtryck, propellrar, hjulspar och liknande. Det kommunala bo-
stadsbolaget Goteborgshem arbetade enligt samma princip nér det 1
boérjan av 1970-talet bestdllde tre monumentala skulpturer av Walter
Bengtsson (1927-1998), vilka hade den uttryckliga funktionen att
vara orienteringspunkter 1 Lévgardets bostadsomrade 1 Angered: "I
ett stort bostadsomrade dar husen ofta blir lika kan det vara vansk-
ligt for besokare att hitta ritt. De tre jattefigurerna ar placerade pa
strategiska punkter och skall tjdna som orienteringsmarken.”® Den
oOsterrikiske forfattaren Robert Musil noterade traffsakert redan 1936
att skulpturer ofta far fungera som kompasser eller distansmatare 1
det offentliga rummet och att de betraktas pa samma sitt som ex-
empelvis trdd — som en del av gatans kulisser.*” Men skillnaden 1
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are easy to identify in a number of entranceway sculptures of helicopters,
aeroplanes, trains and trams, and in other reliefs depicting footprints,
propellers, wheel tracks and similar motifs. The public housing associa-
tion Goteborgshem operated on the same principle when commission-
ing three monumental sculptures by Walter Bengtsson (1927-1998) in
the early 1970s with the express function of aiding orientation on the
Lovgardet estate in Angered:‘In a large area of housing, where the blocks
are often all alike, it can be difficult for visitors to find their way. The three
gigantic figures are positioned at strategic points and will help people find
their bearings* As Austrian writer Robert Musil shrewdly observed as
early as 1936, sculptures often function as compasses or help to measure
distances in public spaces, and are viewed in much the same way as trees,
for example - as part of the scenery of the street.’* But the difference in
function between what Musil refers to and the works described here is
nonetheless crucial. Musil is talking about spontaneous everyday practice
in public space, individual appropriation of art on personal premises.
In Angered, however, this orientation function was externally imposed
and the result of practices in which art is instrumentalized, rather than
anything else.

THE VISIONARY VERSUS THE EVERYDAY

It may seem a little strange that the expansion of the concept of sculpture,
resulting in works that often expressly concerned themselves with the
shaping and exploration of specific spatialities and/or experimented with
unconventional material, had so few dealings with art in public spaces.?!
It became obvious in the 1960s and 70s, if not before, that gallery art and
environmental art had developed into parallel but separate aesthetic and
1deological discourses. In many respects it appears to be a question of spa-
tialities relating both literally and figuratively to the way art’s possibilities
and limitations depend on where it is taking place. These separate sys-
tems sometimes found themselves on a collision course with each other,
one notable example being the controversy surrounding Claes Hake’s
FIG.48 The American, referred to above. The cooperative housing association



funktion mellan det Musil hanvisar till och de verk som har har be-
skrivits ar dnda visentlig. Musil talar om en spontan vardagspraktik
1 det offentliga rummet, ett individuellt ianspraktagande av konsten
pa den enskildes premisser. I Angered var dock denna orienterings-
funktion pabjuden och ett resultat av en praktik dar konsten snarast
instrumentaliserats.

VISIONER VERSUS VARDAG

Det kan tyckas lite mérkligt att det utvidgade skulpturbegreppet,
vilket resulterade 1 verk som ofta uttryckligen sysselsatte sig med
just gestaltning och utforskande av specifika rumsligheter och/eller
experimenterade med okonventionella material, hade sa lite samrére
med konsten i det offentliga rummet.** Om inte f6rr sa blev det under
1960- och 1970-talen uppenbart att gallerikonsten och miljokonsten
hade utvecklats till parallella men atskilda estetiska och i1deologiska
diskurser. I mangt och mycket tycks det vara en fraga om rumslig-
heter som bade bokstavligen och bildligen handlade om att konsten
gavs olikartade mojligheter och begransningar beroende pa var den
dgde rum. Ett exempel pa nér dessa skilda system hamnat 1 kolli-
sionskurs med varandra dr kontroverserna kring Claes Hakes ovan
ndmnda skulptur Amerikanaren.

HSB hade 1970 vant sig till Hake och bett honom inkomma med
skissforslag till skulpturer. Fyra av de inldmnade skisserna accepte-
rades av HSB och Hake fick uppdraget att fardigstélla skulpturerna
som skulle utforas 1 fargglad, glasfiberarmerad polyester.* De fardiga
verken skulle placeras som vaggutsmyckningar 1 ett nytt bostads-
omrade 1 Backa pa Hisingen.?® En av skulpturerna, vars former har
liknats vid ett jéttelikt dlghorn men som lika girna kan associera
till giriga tentakler pa nagon imaginér rymdvarelse, bemalades med
stars and stripes. HSB:s representanter godkénde forst skulpturen
vid ett besok 1 Hakes ateljé, men dterkom senare for att meddela att
man dndrat stindpunkt och inte kunde acceptera verket pa grund av
dess politiska associationer.*
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HSB had approached Hake in 1970 and asked him to submit preliminary
sketches for sculptures. Four of the sketches were accepted by HSB and
Hake was commissioned to execute the sculptures in brightly coloured,
glass fibre armoured polyester.®* The completed works would be used as
wall decorations in a new area of housing in Backa at Hisingen.*® One of
the pieces, which has been compared in shape to an enormous set of elk
antlers, but also prompts associations with the greedy tentacles of some
imaginary space creature, was painted with stars and stripes. The repre-
sentatives of HHSB initially approved the piece on a visit to Hake’s studio,
but later informed him that they had changed their minds and could not
accept the work because of its political overtones.**

Hake himself denied that the work was intended as a political state-
ment.*® Even so, HSB’s verdict on the sculpture and the ensuing media
attention inevitably meant that it became politically charged. The sculp-
ture had thereby also crossed the boundary for what was acceptable
in the domain of public art. The fact is that public art in the post-war
period has in practice been characterized by the notion of remaining
non-political.*® This notion has the aura of the ‘People’s Home’ about
it, and can be related to compromises and consensus in the spirit of the
Swedish model. But this could equally well be a perception deriving from
modernist ideas of the freedom of art (from politics). This view of art
has become both normalized and institutionalized in the West since the
Second World War.

The dominant position of modernist perceptions in the art world
could be used strategically in a (world) political context.”” But this would
be entirely dependent on the non-political character attributed to modern-
ist abstraction.?® And this in spite of the fact that, paradoxically, it was not
the art per se but society’s acceptance of modernist art that could function
in a political context as a symbol of the democratic Western world’s affir-
mation of freedom and individualism.?® This was intended, of course, as
an explicit antithesis of the collectivism and lack of freedom of the Eastern
block. In a 1975 newspaper article, Torsten Weimarck touched on this
emotive polarization, writing that if public sculpture had previously had
representation and the demonstration of power as its primary function,
taking for granted that the observer be reduced to the object of this power
exercise, then now there was a chance for both sculptors and onlookers to
relate more freely to the sculpture and allow it to be the subject of personal
expression, and for personal use.*’



Enligt Hake sjalv var verket aldrig avsett som en politisk mani-
festation.* Oavsett detta innebar givetvis HSB:s tolkning av skulp-
turen, liksom den paféljande uppmairksamheten 1 media, att den blev
politiskt laddad. Darmed hade skulpturen ocksa éverskridit gransen
foér vad som kunde rymmas inom den offentliga konstens doman.
Den offentliga konstens praktik har ndmligen under efterkrigstiden
préglats av forestéllningen om denna konstarts icke-politiska karak-
tar.?® Det dr en fOrestillning som har ett slags folkhemskt skimmer
over sig och kan relateras till kompromisser och konsensus 1 den
svenska modellens anda. Men det ér lika mycket en uppfattning som
kan hirledas till en modernistisk forestillning om konstens frihet
(frdn politik). Denna konstsyn bade normaliserades och institutiona-
liserades 1 vistvirlden efter andra varldskriget.

Den modernistiska konstuppfattningens dominerande stillning
inom konstlivet kunde strategiskt anvindas i en (vérlds)politisk kon-
text.” Helt avgorande for att detta skulle vara majligt var den icke-
politiska karaktdr som tillskrevs den modernistiska abstraktionen.
Detta trots att det paradoxalt nog inte var konsten 1 sig utan snarare
samhillets acceptans av en modernistisk konst som 1 en politisk kon-
text kunde fungera som sinnebild fér den demokratiska vastvarl-
dens bejakande av frihet och individualism.* Detta givetvis tankt 1
explicit motsats till 6stblockets ofrihet och kollektivism. I en artikel 1
tidningen Arbetet tangerar Torsten Weimarck 1975 just denna vérde-
laddade polarisering da han skrev att om offentlig skulptur tidigare
framst fyllt en representativ och maktdemonstrerande funktion, som
forutsatte att betraktaren reducerades till ett objekt for denna visuella
maktutévning, fanns nu mojligheter for saval skulptérer som betrak-
tare att forhalla sig friare till skulpturen och lata den vara ett foremal
for ett personligt uttryck och ett personligt bruk.*

Virldspolitiken kan méjligen verka avldgsen och synas ha mycket
lite att gora med den géteborgska offentliga konsten under 1960- och
1970-talen. Men den uppenbara avsaknaden av politiskt innehall 1
Goteborgs offentliga skulpturer under denna tid ger en fingervis-
ning om att de normer som varit styrande 1 alla fall inte avviker
fran ovan beskrivna férhédllanden. Det ndrmsta man kommer na-
gon form av politisk tematik 1 den offentliga skulpturen &r Thord
Tammings (1939- ) Solidaritet (1977). Denna skulptur dr dock mer att
betrakta som historiserande dn som politiskt agiterande. Inte minst
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World politics may perhaps seem far removed from, and largely
irrelevant to, public art in Gothenburg in the 1960s and 1970s. But the
manifest lack of political content in the city’s public sculptures of the
period indicates that the prevailing norms do not, at any rate, diverge
from the situation described above. The nearest one gets to any kind of
political theme in public sculpture is Thord Tamming’s (b. 1939) Solidarity
( Solidaritet 1977). This sculpture, however, is to be viewed more as histor-
ification than political agitation. Its location in the working district of
Gamlestaden underlines its memorial nature.*!

Viewed in these terms, it is obvious that Hake’s sculpture Tre
American broke with the normalizing modernist paradigm. HSB’s cen-
sorship of the piece clearly defined the limits of the discourse on public
art, and that the practice of public art now to a great extent constituted
a separate system, alongside the world of art. The fact that these were
now two separate spheres was revealed still further by the different sets
of concepts testifying to different attitudes to the ‘consumers’ of art. The
art world referred to the beholder’s role as co-creator, while the equivalent in
public art was the user’s co-determination. At the most extreme pole of the
latter were various collective ways of working that had emerged in the
wake of the more general cultural debate abut the democratization of
art in the 1960s. In these projects, the focus shifted from a work signed
by an individual artist to socially collaborative projects involving artists
and users.*?

Sven Sandstrém maintained, in an article in Faletten 1978, that for
a change in public art to be remotely possible, it would have to take
as its starting point the conventional genre traditions, statues in parks
and squares, fountains, busts etc, that it had hitherto found so hard to
leave behind.** Sandstrém’s account of the status quo hints that it was no
longer possible to ignore the fact that developments in contemporary art
depended entirely on where that art took place. The changes resulting
from the expanded concept of art in the 1970s might be radical in private
and public galleries, but in the wider public environment, only modest
changes and displacements were possible. One could speak of a revolu-
tion in the art world, but in the public arena it was more a question of
reform. The contrasting spatial premises led to the establishment in the
1960s and 1970s of a perspective on, and understanding of, public art as
something that differs by its very nature from other art.** Public art had
created its own discourse.



dess placering 1 arbetarstadsdelen Gamlestaden understryker dess
karaktdr av minnesbild.*

Mot bakgrund av ovanstdende resonemang ar det uppenbart
att Hakes skulptur Amerikanaren brét mot det normaliserade moder-
nistiska paradigmet. I samband med HSB:s censur av Amerikanaren
tydliggjordes darmed var den yttre grinsen f6r den offentliga kon-
stens diskurs gick, liksom att den offentliga konstens praktik nu 1
hog grad utgjorde ett separat system vid sidan av konstlivet. Att det
nu rorde sig om atskilda sfarer tydliggjordes dessutom av de olika
begreppsapparater som vittnade om olika férhallningssatt gentemot
konstens "konsumenter”. Om man 1 konstvirlden talade om betrak-
larens medskapande roll sa motsvarades detta av brukarens medbestim-
mande roll inom den offentliga konsten. Den yttersta polen av det
sistnimnda utgjordes av vissa kollektiva arbetssétt som vaxte fram
1 kolvattnet av den mer &vergripande kulturdebatten om konstens
demokratisering under 1960-talet. I dessa projekt flyttades fokus fran
det enskilda konstnarligt signerade verket till sociala samarbetspro-
jekt mellan konstnér och brukare.*

Sven Sandstrom hiavdade 1 en artikel 1 Faletten 1978 att om en for-
dndring av den offentliga konsten éverhuvudtaget skulle vara méjlig
maste denna utga fran de konventionella genretraditioner, torg- och
parkstatyer, fonténer, byster et cetera, som den dittills haft s svart att
bryta med.* Sandstroms lagesbeskrivning antyder att det inte ldngre
var mojligt att bortse fran att férandringar i den samtida konsten
var beroende av var denna konst tog plats. De fordndringar som
foljde pa det utvidgade konstbegreppet under 1970-talet kunde vara
radikala 1 gallerier och pa konsthallar, men i den offentliga milj6n var
endast moderata skiften och forskjutningar méjliga. Inom konstvarl-
den kunde man revolutionera, i den offentliga miljéon handlade det
mer om att reformera. De skilda rumsliga premisserna bidrog till att
det under 1960-och 1970-talen etablerades en syn pa och forstielse
for offentlig konst som nagot som per se skiljer sig fran annan konst.*
Den offentliga konsten hade skapat sin egen diskurs.

Nar genredverskridande skulpturala verk blev en stark tendens 1
konstlivet var detta en praktik som tydligt utspelades inom konstin-
stitutionernas ramar. Institutionskritiska verk som medvetet anvin-
de sig av platser utanfor konstens konventionella rumsligheter — som
exempelvis Bjornligans aktion pa Goétaplatsen 1968 — ingick trots allt
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When cross-genre sculptural works became increasingly common in
the art world, this trend was clearly confined within the framework of
artistic institutions. Works that were critical of these institutions and con-
sciously made use of locations beyond the conventional spatialities of art
- such as the action by the Bjornligan group at Gétaplatsen in 1968 — were
nonetheless still clearly part of the artistic context. They were aimed at
much the same audience as that which visited galleries and art exhibi-
tions, and they addressed issues to do with artistic and/or political visions,
rather than the everyday life of the so-called common man. The ephemer-
al impression left by, for example, action art was moreover difficult, if not
impossible, to combine with public art’s implicit demand for permanence.
A work of art that was placed in a public setting was quite simply intended
to be there for the foreseeable future. The demand for permanence also
touches on another aspect of public sculpture, namely, the fact that the
content or message of a publicly located work has some sort of implicit
claim to perpetual validity. Here we have yet another explanation of why
a contemporary work with a political charge, such as Hake’s The American,
became impossible to carry through in the context of public sculpture. Itis
therefore hardly surprising that Hake’s work was refused; it would have
been more remarkable if HSB had accepted it.

ANOTHER STORY

It should by now be evident that the history of public sculpture can be
seen as a story parallel to, but different from, the one we encounter in the
usual surveys of art history. While the rest of the art world was turning
its eyes, in the 1960s and 1970s, to action and social criticism, modernism
still dominated public space. Admittedly, challenges were being issued
to the singular aesthetic of the individual work and to use of traditional
materials, but there was no question of any expanded, postmodernist con-
cept of sculpture in the sense used by Rosalind E Krauss. Public sculpture
follows a different logic, and the main change in this period is more a
displacement in the perception of the role of art in a public environment,
where the focus was on promoting a genuine relationship between the



fortfarande i en tydlig konstkontext. De riktade sig till ungefdr samma
publik som besokte gallerier och konsthallar och adresserade frage-
stillningar som rérde konstérliga och/eller politiska visioner, snarare
dn den sa kallade gemene mans vardagsliv. De efemira uttryck som
exempelvis aktionskonsten utvecklade var dessutom svéra, for att
inte sdga omojliga, att férena med den offentliga konstens implicita
krav pa permanens. Ett konstverk som placerades 1 offentlig miljo
tanktes helt enkelt vara kvar dér for all 6verskadlig framtid. Kra-
vet pa permanens tangerar ocksd en annan aspekt av den offentliga
skulpturen, ndmligen den att innehéllet eller budskapet i ett offentligt
placerat verk har ett slags underforstatt ansprak pa evig giltighet. Har
finns ytterligare en forklaring till varfor ett samtida politiskt laddat
verk, som exempelvis Hakes Amerikanaren, blev omojligt att utféra
inom den offentliga skulpturens kontext. Det &r alltsa inte att f6rvana
att Hakes verk refuserades, det hade snarare varit mer anmérknings-
vart om det hade accepterats av HSB.

EN ANNAN BERATTELSE

Det torde vid det hir laget vara uppenbart att den offentliga skulptu-
rens historia kan betraktas som en parallell men annorlunda berittelse
an den som moter 1 sedvanliga konsthistoriska dversikter. Nar konstli-
vet16vrigt under 1960- och 1970-talen vinde blickarna mot aktion och
samhallskritik dominerade fortfarande modernismen i det offentliga
rummet. Det enskilda verkets singuléra estetik och de traditionsenliga
materialen utmanas férvisso, men nigot postmodernistiskt utvidgat
skulpturbegrepp 1 Roslind E Krauss bemarkelse ar det inte fraga om.
Den offentliga skulpturen féljer en annan logik och den huvudsakliga
férandringen under perioden handlar snarare om en férskjutning 1
uppfattningen om konstens uppgift i den offentliga miljén dér en verk-
lig relation mellan verket och betraktaren/brukaren stod 1 centrum. Ser
man till resultatet av dessa idéer ar det enkelt att konstatera att teori
och praktik inte alltid gick hand 1 hand - oavsett om man studerar de
centrala eller perifera delarna 1 den offentliga skulpturens topografi.
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art and the beholder/user. Looking at the results of these ideas, it is easy
to see that theory and practice did not always advance hand in hand
- regardless of whether one looks at the central or peripheral areas of the
topography of public sculpture.

In the centre, there is still a strong tendency for the continuation of
older and more conventional practices aiming at representativity and ‘safe
bets’. Well-known artists, monumental works and official locations were
combined in an interaction replete with meaning, helping to reinforce
the representative status of the city centre. This can be contrasted with
the choice of relatively young artists for many of the commissions in
Angered. It may indicate a belief that a younger generation of artists could
contribute progressive expression to new public spaces such as those on
the housing estates. But it is just as likely that the artistic shaping of the
‘Million Programme’ districts was entrusted to these less-established art-
ists because they did not enjoy the same prestige as the equivalent prac-
titioners in the more central public spaces, where national and interna-
tional greats such as Christian Berg, Eric Grate and Henry Moore were
represented.*’ The collective contract for Gardsten in Angered, discussed
above, supports this thesis and furthermore implies that the individual
artists were viewed as more or less interchangeable by the client, Stiftelsen
Samhillsbyggen. There is good reason to see the Angered projects, both
architectural and sculptural, as exemplifying the fact that the potential of
modernism had been fully explored and had petrified into cliché.

k %k %k ok sk ok ok

TRANSLATED FROM SWEDISH BY SARAH DEATH



I centrum tycks tendensen istillet vara att en dldre konventionell
praktik som var intriktad pa representativitet och pa ”sdkra kort”
fortfarande hade en stark stillning. Namnkunniga konstnirer, mo-
numentala verk och officiella platser samspelade 1 en betydelsemét-
tad vixelverkan som bidrog till att markera centrums representa-
tiva status. Detta kan jimféras med det faktum att det var relativt
unga konstndrer som fick méanga av uppdragen 1 Angered. Det skulle
mojligen kunna forklaras med att det fanns en tro pa att en yngre
konstnarsgeneration skulle kunna bidra med progressiva uttryck 1
de nya offentliga rum som bostadsomradena utgjorde. Men ett lika
rimligt antagande &r att dessa delvis oetablerade konstnérer anfor-
troddes den konstnérliga gestaltningen av miljonprogramsomradena
darfor att de inte hade lika hog prestige som motsvarande praktiker
1innerstadens offentliga rum, dér nationella och internationella stor-
heter som Christian Berg, Eric Grate och Henry Moore var repre-
senterade.” Den ovan ndmnda kollektiva kontraktsskrivningen for
Gardsten 1 Angered stirker denna tes och antyder dessutom att de
enskilda konstnérerna av bestillaren Stiftelsen Samhallsbyggen nér-
mast betraktades som utbytbara. Det finns fog for att uppfatta bade
den arkitektoniska och skulpturala satsningen 1 Angred som exempel
pd att modernismen nu uppenbarligen var fardigutforskad och hade
stelnat 1 schabloner.
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art. See: Bo Madestrand and Milou Allerholm, ‘Nu ér goda konstrad dyra’, Expressen, 15
October 1993; Staffan Cullberg, ‘Kverulantens vandringsmyter’, Expressen, 8 November
1993.

FIG.49 45. The exception that proves the rule in this case is Alexander Calder’s (1898-1976) sculpture
The Three Wings in the central precinct at Angered.



LENA BOETHIUS

KVINNOKAMP, KLASSKAMP OCH KOLLEKTIVISM

Liksom den politiska vansterrorelsen var kvinnorérelsen mer pole-
misk 1 Goteborg dn pa andra hall 1 Sverige under 1960- och 1970-
talet. Bland grupper med en socialistisk kvinnokamp pd agendan
var Grupp 8, som startade 1 Stockholm, den dominerande. Trots
detta var vissa kvinnogrupper i Go6teborg mer uttalat feministiska
och sdag kvinnofortrycket 1 alla samhéllsskikt, medan andra politiskt
aktiva kvinnor gjorde gemensam sak med ménnen och sag kvinnans
fortryck endast som ett uttryck for ett kapitalistiskt samhallssystem.
Hos kvinnorna inom bildkonsten vixte det fram nya uttryck med
nytt innehall. Sarskilt tydligt blir detta 1 tre viktiga utstéllningar med
kvinnliga konstndrer 1 Géteborg under 1970-talet. Dessa utstillning-
ar var pa ett nytt sitt provokativa i1 formsprak och innehall.

Med utgéngspunkt i de tre utstillningarna Livegen - EGET LIV
pa Maneten 1973, Verkligheten sdtter spar pa Rohsska museet 1975 och
Modersmyt, moderskap, ménskoskap pa Konsthallen 1979, beskriver och
analyserar jag 1 denna text hur de konstnarliga uttrycken férandrades
hos kvinnliga konstnidrer 1 G6teborg under 1970-talet. Utstallningar-
na tog upp det specifikt kvinnliga, verkligheten omkring oss, moder-
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LENA BOETHIUS

WOMEN'’S RIGHTS, CLASS STRUGGLE AND COLLECTIVISM

As was the case with the left-leaning political movement, the struggle for
women’s rights during the 1960s and 1970s proved more controversial
in Gothenburg than in other parts of Sweden. Of the groups advocating
a socialist action in defence of women’s rights, Grupp 8, founded in
Stockholm, was the most dominant. But certain women’s groups in
Gothenburg were nevertheless more markedly feminist and detected the
oppression of women at all levels of society, while other politically active
women made a common front with men and regarded women’s repres-
sion as just one more symptom of a capitalist social system. Among the
women engaged in pictorial art, new forms of expression with new con-
tent developed. This was particularly apparent in three major exhibitions
by women artists in Gothenburg during the 1970s. These exhibitions
were provocative in their originality, idiom and content.

Taking as my starting point three exhibitions — Serf/' = OWN LIFE
(Livegen— EGET LIV) at Maneten in 1973, Reality Leaves Its Mark ( Verkligheten
sditter spar) at the Rohsska Museum in 1975, and The Myth of Motherhood,
Motherhood, Humanity (Modersmyt, moderskap, minskoskap) at the Gothenburg
Art Gallery (Konsthallen) in 1979 — I aim here to analyse and describe
how artistic expression among women artists developed in Gothenburg
during the 1970s. These exhibitions all treated the specifically feminine
reality surrounding us, i.e. motherhood and the myth of motherhood.
They influenced not only the art scene of Gothenburg but affected the
situation for women artists nationally. I examine here the background to
the exhibitions, how they were presented, how they were received and
what results they led to. How did it come about that these artists dared
to transgress the borders separating the various artistic idioms in the way
they did? How did the art critics respond to this feminist art?

Each of the three exhibitions is treated in a separate section. I per-
sonally contributed to the realization of the third exhibition, The Myth
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skapet och modersmyten. De kom inte enbart att paverka konstlivet
1 Goteborg utan férandrade ocksa situationen for kvinnliga konstna-
rer nationellt. Jag underséker bakgrunden till utstallningarna, hur de
sdg ut, hur de togs emot och vilka konsekvenser de fick. Hur kom det
sig att dessa konstnérer vagade 6verskrida granserna mellan konst-
formerna pa det sétt som de gjorde? Hur forholl sig konstkritikerna
till den feministiska konsten?

Var och en av de tre utstdllningarna behandlas 1 ett eget avsnitt.
Den tredje utstillningen, Modersmyt, moderskap, ménskoskap, var jag sjalv
med om att realisera. Jag var ombedd av konstnirerna att ansvara for
utstillningen fran Konstmuseets sida, som utstéllningskommissarie,
sd jag foljde utstdllningens framvixande, deltog 1 diskussionerna och
skrev férordet till katalogen, dir jag tolkade konstnérernas idéer.
Darfor ar mitt perspektiv pa detta tredje exempel annorlunda, mer
ett inifrdnperspektiv dn ett utifranperspektiv. Det innebér att jag a
ena sidan har en direkt tillgang till material och minnesbilder, a andra

sidan att det kan bli svarare att férhalla sig objektivt till projektet. Att
det gétt 30 ar sedan utstillningen visades borgar dnda for en kritisk f
distans. Jag ville atervinda till denna utstdllning, med var tids 6gon ;
granska utstdllningen och vad som skrevs om den, vilket dven giller i
de tva andra utstdllningarna. '
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LIVEGEN - EGET LIV, MANETEN 1973 g
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=

1970-talets rad av kvinnokonstutstillningar 1 Goteborg startade

1973 med den provocerande Livegen - EGET LIV, som visades som Fic.12,55

invigningsutstillning pa féreningen Manetens nya utstallningslokal

pé Parkgatan 1 Goteborg. Med ett forslag med titeln Det bloder hade

en grupp pa atta kvinnor vunnit en jurybedémd tévling om for-

sta utstdllning pa galleriet.! Nar utstillningen realiserades hoppade

Elsa Agélii (f. 1938) av och de atta blev sju: konstnéirerna Benedicte

Bergmann (f. 1931), Ulla Hammarsten McFaul (f. 1937), Monica

Englund (Johansson) (f. 1935), Annbritt Ryde (f. 1937), social-

antropologen Eva Evers-Rosander (f. 1941), etnologen Hjordis

252 ri6. 55. Utstillningen Livegen - EGET LIV pi Maneten 1973 / The exhibition Serf~ OWN LIFE
at Maneten 1973. Foto / photo: Monica Englund.




Johansson (f. 1942) och sjukskéterskan Berit Axelsson. Initiativ-
tagaren var Bergmann.?

Livegen - EGET LIV pégick under mars-april 1973. Den dgde rum
ungefar samtidigt som Anna Sjodahl pa Konstframjandet 1 Stock-
holm visade sin utstallning Var dags liv, som ocksa tog sin utgangs-
punkt i kvinnans erfarenheter. Livegen - EGET LIV var kronologiskt
uppbyggd. Besokarna leddes genom utstéllningen fran fodelse till
alderdom. Med collage, broderier, malningar, fotografier, skulpturer
1 textil, gips och papier-maché samt text beskrevs kvinnors villkor. I
taket hingde en stor binda. Schablonbilder av kvinnor stélldes mot
bilder av ”vanliga” kvinnor. Pedagogiska och lekfulla installationer
illustrerade texterna. Allt skapades gemensamt av konstndrerna, inga
enskilda signaturer syntes. Gruppen var tillsammans avsédndare, dven
om de hade gjort enskilda verk individuellt - Bergmann malningar
och skulptur, Hammarsten McFaul textila skulpturer, Englund foto-
grafier och Ryde skulpturer och installationer.

Utstéllningen var indelad 1 fem underavdelningar. Fyra handlade
om kvinnans biologiska funktioner och den femte f6rde in ett socialt
perspektiv med den dubbelarbetande kvinnan som samtidigt ocksa ér
ckonomiskt fortryckt med konkreta f6ljder av lagre 16n, lagre befatt-
ningar och sdmre anstdllningsférhallanden. I inledningstexten beskri-
ver konstnirerna sitt eget dubbelarbete och syftet med utstéllningen,
som var att belysa de férdomar som finns kring kvinnokroppen och
dess funktioner seddaiettsocialt, ekonomiskt ochideologiskt samman-
hang. De ville ocksa avsloja hur och varfér férdomar fortlever samt
visa ett jamstallt och manskligt alternativ.® Utstallningen var renodlat
feministisk, det vill siga den hade inga klassaspekter utan framstallde
de fragor som togs upp som generella kvinnofragor. Enligt Bergmann
ville de vinda sig till alla kvinnor, saval fran arbetarklass som fran
overklass, som de ansag var fortryckta 1 samma omfattning.*

Till utstéllningen hade Eva Evers-Rosander och Hj6rdis Johans-
son, antropologen och etnologen 1 gruppen, skrivit en elvasidig 1dé-
bakgrund. Den bérjade:

Var utstillning skall betraktas som ett led 1 en frigérelse fér kvinnan och darmed indirekt
ocksa for mannen. Vi har valt att visa de vanf6restéllningar och férdomar som finns kring
kvinnokroppen och hur dessa utnyttjas, d.v.s. sjalva konsindoktrineringen. Utstallningen

bygger pa bild - motbild, som uttrycker schablon och f6rsok till alternativ.®
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of Motherhood, Motherhood, Humanity. 1 was asked by the artists to be re-
sponsible as commissioner for the exhibition, representing the Géteborg
Museum of Art. Accordingly I followed closely the progress of the exhibi-
tion, took part in discussions, and wrote the introduction to the catalogue,
in which Iinterpreted the artists’ ideas. For this reason my perspective on
this third example differs from the other two, being more a view from
within than without. This means that, on the one hand, I possess direct
access to the material and to personal recollections but, on the other, that
it can be more difficult to maintain an objective stance towards the project.
However, the fact that thirty years have passed since the exhibition is
some guarantee of my attaining a critical distance to the events. I wish to
return later to this exhibition and examine both it and what was written
about it through our own contemporary eyes, as I hope also to do with
the other two exhibitions.

SERF - OWN LIFE, GALLERI MANETEN 1973

The series of Gothenburg exhibitions by women artists began in 1973
with the provocative Serf— OWN LIFE, which was mounted as the open-
ing number at the Maneten society’s new locale on Parkgatan. With a
project called It Is Bleeding (Det bloder) a group of eight women had won
a competition, assessed by jury, entitling them to hold the first exhibi-
tion at the gallery.! When the exhibition was installed one of the eight
artists, Elsa Agélii (b. 1938), left the group, which was thus reduced to
seven: Benedicte Bergmann (b. 1931), Ulla Hammarsten McFaul (b.
1937), Monica Englund (Johansson) (b. 1935), Annbritt Ryde (b. 1937),
social anthropologist Eva Evers-Rosander (b. 1941), ethnologist Hjérdis
Johansson (b. 1942) and nurse Berit Axelsson. The exhibition’s initiator
was Bergmann.?

Serf — OWN LIFE was held in March and April 1973. It took place
at the same time that Anna Sj6dahl at the Society for the Promotion of
Art (Konstfrdmjandet) in Stockholm presented her exhibition Every Day
Life (Var dags lv), which also had its roots in women’s experiences. Serf
- OWN LIFEwas arranged chronologically. Visitors were led through the
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exhibition from birth to old age. The conditions of women were described
in collage, embroidery, paintings, photographs, texts and in sculptures
made of textile, plaster of Paris and papier méaché. Hanging from the
ceiling was a large sanitary napkin. Stereotypical images of women were
contrasted with pictures of ‘everyday’ women. The texts were illustrated
by pedagogical and playful installations. The entire exhibition was the
collective work of the artists and no individual signature was to be seen.
The whole was the work of the group, even if the members had in real-
ity created works individually — Bergmann paintings and sculpture, for
example, Hammarsten McFaul textile sculptures, Englund photos and
Ryde sculptures and installations.

The exhibition was in five sections. Four of these dealt with the bio-
logical functions of women, and the fifth introduced a social perspective,
focusing on working mothers, discriminated economically by lower pay,
lower status and poorer working conditions. In the introductory text the
artists described their own situations as working mothers and stressed the
aim of the exhibition, namely to reveal the prejudices associated with the
female body and its functions as viewed in a social, economic and ideo-
logical context. They aimed also to show how and why such prejudices
persisted and to present a humane and sexually just alternative.® The
exhibition was exclusively feminist, by which I mean that it took no ac-
count of class aspects but concentrated on questions of general feminine
interest. According to Bergmann, their ambition was to reach out to all
women, whether from working or upper class, who they considered to be
oppressed in the same way.*

Eva Evers-Rosander and Hjordis Johansson, anthropologist and eth-
nologist, respectively, had written an eleven-page conceptual background
to the exhibition. It began:

Our exhibition shall be considered as a step towards the freeing of women, and indirectly
thereby also of men. We have chosen to exhibit the delusions and prejudices surrounding
the female body and the ways in which these are exploited, i.e. direct sexual indoctrination.
The exhibition presents its views in the form of contrasting images depicting stereotypes and

alternatives.’

The text included a historical survey of the biblical account of Adam and
Eve, the Fall of Man and of Christianity. It dealt, too, with physical mat-
ters and with all the myths associated with the female body.®

FI1G. 56. Ulla Hammarsten McFaul 1972. Foto / photo: Monica Englund.



Texten inneholl en historisk 6versikt 6ver Bibelns berdttelse om
Adam och Eva, syndafallet och kristendomen. Den handlade ocksa
om det kroppsliga och alla myter férenade med kvinnokroppen.’

Det skrevs mycket om utstdllningen 1 pressen och det gjordes
radio- och T'V-intervjuer och den fick flera recensioner i Géteborg,
men de hade oftast en raljerande ton. Tord Backstrém pa Goteborgs
Handels- och Sjifartstidning reflekterade 6ver amnet och menade att
kvinnorna nog fétt det lite battre, eftersom de nu fatt kraft att siga
ifrdn. Han tyckte det kunde verka komiskt att kvinnorna framstéller
sig som fortryckta av manssamhallet, eftersom det finns kvinnor pa
annat hall 1 virlden som &r sa mycket mer fortryckta.” Han fick svar
pa tal av Lotte Moéller. "Men tankegangen ar vilbekant fran alla om-
raden dir ménniskor stéller krav pa forandring, rattvisa, jamlikhet:
- Var f6rnéjsam”.?

Lars G Fillman, konstkritiker p& Goteborgs-Tidningen, ironiserar
over utstdllningen med utgdngspunkt 1 den elvasidiga stencilen:

Nu borde jag vara allvarlig och férséka "recensera” den hér utstéllningen. Och framf6r allt
ta fram allt det som flickorna pd Maneten har sé fortvivlat ritt i [....]. Men jag kommer bara
att dabba mig igen och avsl6ja mina karlaktiga vanf6restéllningar och min djupa okunnighet

om det kvinnliga sinnet. S4 jag avstar.’

Fallmans text fick utstdllarna att reagera. I ett genmile 1 Goteborgs-
Tudningen skriver de bland annat: "I det hela misstinkliggor Fallman
utstdllningens bejakande sensualitet [...]. Varfér maste en utstéillning
om kvinnan uppfattas som ett hot mot mannen?”"’ Fallman skrev
en raljerande slutreplik pa ordvixlingen: "Om flickorna pa Mane-
ten intresserat sig mindre f6r sin kropp — som endast Skaparen bar
ansvaret for — och mer f6r samhillets oférritter och férdomar mot
kvinnan, hade sidkert de flesta 'missforstind’ kunnat undvikas.”!!
En enda recensent, Monika Tunback-Hanson 1 Goteborgs-Fosten, tar
upp hur utstéllningen ar gjord och de konstverk som visades som
delar 1 en konstinstallation.'”” Hon beskriver en av installationerna
med en mamma och barn och férgyllda koksattiraljer 1 dockskaps-
storlek och forhéller sig positiv till utstdllningen och dess form.
Hon anser att den visar pa ett annat sdtt att framstélla tankevack-
ande idéer, inte enbart med texter som vid denna tidpunkt var det
vanliga.
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Much was written about the exhibition in the press, and numerous
interviews were given on both radio and T'V. There were several reviews
in the Gothenburg press, most of which adopted a mocking tone. Tord
Backstrom, writing in Goteborgs Handels- och Sjofartstidning, discussed the
theme of the exhibition and claimed that women must have enjoyed some
improvement in that they now had the power to express their views. He
found it comical that the women saw themselves as oppressed by a male-
dominated society, because there were women in other parts of the world
who were oppressed far more severely.” He received his rebuke from
Lotte Moller. “This line of thought is familiar in every area where people
demand change, justice, equality — Be content’?

Lars G Fillman, art critic of Gateborgs-Tidningen, commented ironically
on the exhibition, with the eleven-page stencil as his point of departure:

Now, I ought to try and be serious and ‘review’ this exhibition and first of all point out everything
that the girls at Maneten are so absolutely right about [...]. But I should only end up making
a fool of myself again and revealing my masculine delusions and deep ignorance of the female

mind. So I refrain.’

Fillman’s text won a response from the exhibitors. In a reply published
in Goteborgs-Tidningen they write, for example: ‘Fillman casts suspicion
throughout on the positive sensuality of the exhibition [...]. Why must
an exhibition about women be seen as a threat to men?’? Fallman came
back with a bantering closing reply: ‘If the Maneten girls interested them-
selves less in their bodies — for which the Creator alone is responsible
- and more in the injustices of society and prejudices towards women,
most of these ‘misunderstandings’ would certainly have been avoided.™
Only one reviewer, Monika Tunbéck-Hanson, writing in Goteborgs-Fosten,
describes how the exhibition is arranged and treats the artworks as ele-
ments in an artistic exhibition.!? She describes one of the installations,
mother and child and doll-house-size gilded kitchen equipment, and is
generally positive towards the exhibition and its form. She considers that
it indicates a new way of advancing thought-provoking ideas, not just
with textual material as was usual at the time.

In an unpublished text intended for the art journal Fuletten, Bergmann
discusses the reception given to the exhibition:



I ett opublicerat manus dmnat for konsttidskriften Faletten disku-
terar Bergmann mottagandet av utstillningen:

Genom var erfarenhet av att manliga skribenter inte klarar av, eller inte intresserar sig for
utstdllningar med kvinnoproblematik, borde slutsatsen bli, att man pa respektive redaktio-
ner snarast tillsdtter kvinnliga skribenter som inte uppfattar avsléjandet av manipulation av
kvinnor som ovasentligheter. Utstallningen Livegen Eget Liv ar inte 6ver, vi lar hora talas om
den pé andra orter — men det dr i G6teborg den skapades, den visades férsta gdngen — och

inte blev tagen pa allvar av kulturskribenterna.'?

Detta var den forsta av de utstéllningar dér just kvinnliga konst-
nérer férnyade utstdllningsmediet och det konstnirliga uttrycket,
ja den forsta 6verhuvudtaget 1 en rad feministutstillningar under
1970-talet gestaltade av konstnérer. Det var ocksd den enda av dessa
utstillningar dar det gemensamma sattes framfér det individuella
skapandet 1 utstéllningens presentationsform. Temakvillarna med
diskussion om sexualpolitik och prostitution var ocksa en viktig del
1 utstédllningen. De vickte stor uppmérksamhet dven 1 Stockholms-
pressen. Utstillningen Livegen - EGET LIV kom att ingd som en
del 1 Kulturhuset 1 Stockholms utstallning Kvinnfolk 1975, som ocksa
visades pa Malmo Konsthall.

VERKLIGHETEN SATTER SPAR, ROHSSKA MUSEET 1975

Hosten 1975, tva ar efter Livegen - EGET LIV, visade sju kvinnliga
konstnérer textila bilder pa Rohsska museet 1 en utstéllning de kall-
lade Verkligheten séitter spar. De deltagande konstnirerna — Elsa Agélii
(f. 1938), Inga Bjorstedt (f. 1943), Aja Eriksson (f. 1948), Sandra
Ikse (Bergman) (f. 1945), Bibi Lovell (f. 1945), Gunwor Nordstrom
(f. 1947) och Ingalill Sjoblom (f. 1944) — arbetade med och f6rhoéll sig
till textilkonsten pa ett nytt satt. Utstallningen kom att betyda mycket
for den textila konstens sjdlvstandighet och status som konst.
MuseichefJan Brunius (f. 1930) skriveriforordet att konstnérerna
fran borjan forklarat att en utstillning pa Réhsska inte ar ett mal 1 sig.

260 FIG. 57. De deltagande konstnarerna pé utstéllningen Verkligheten siitter spir pa Rohsska museet 1975 pa
trappan utanfor museet / The participating artists of the exhibition Reality Leaves Its Mark at the
Réhsska Museum 1975 on the stairs outside the museum. Fran vanster / from left: Aja Eriksson,
Ingalill Sjoblom, Gunwor Nordstrém, Elsa Agélii, Bibi Lovell, Inga Bjorstedt & Sandra Ikse
Foto / photo: Christer Hallgren.
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De vill nd ut med sina bilder och med sitt budskap, de vill nd man-
niskor pa arbetsplatser, 1 fororter och andra kulturellt fattiga eller
utarmade omraden. Budskapet formedlas inte enbart 1 deras bilder,
utan ocksa genom skriftliga program samt 1 de enskilda gruppmed-
lemmarnas uttryckta syn pa sitt arbete. Konstnérerna ser sina bilder
som vapen i kampen f6r en f6rdndring av samhéllet. Brunius avslutar
férordet: "Men man far hoppas att darfér budskapet inte skall ga for-
lorat, att bildernas férmdga att engagera ménga ménniskor inte skall
forsvinna och ersittas helt av den estetiska kontemplationen.”**

Deras textila bilder — gobeldnger, applikationer, textila skulpturer,
broderier och screentryck — handlade om kvinnor fran tredje varl-
den, om arbetarklassens kvinnor, om utsatta kvinnor 1 krigsharjade
lander, om méanniskor fran skiftande samhéllsskikt, om dem sjdlva,
om virlden och hur den borde se ut. De visade konstverken och de
tog in sina vavstolar och symaskiner pa museet for att sitta dar och
arbeta under hela utstallningsperioden {or att pa detta satt fa kontakt
med besokarna. Det var alltsa en helt ny form av utstéllning dar inte
enbart de fardiga verken hingde tysta pa viggarna, utan dér sjilva
konstskapandet ocksa framhivdes. Detta, som man kan kalla det
pedagogiska, var ocksa en viktig del av deras idé. Alla skulle fa méj-
lighet att delta. Det var inte en uttalad feministutstallning (de kallade
sig inte feminister), men konstnirerna var alla kvinnor, de arbetade
alla 1 material som traditionellt uppfattats som kvinnligt — textil - och
deras verk handlade framfér allt om kvinnors villkor. I en del av
utstillningen visade de ocksa en av sina forebilder inom den textila
konsten, den 1 Norge verskamma Hannah Ryggen (1894-1970),
som ocksa skapat politiskt engagerade textila verk. Rohsska museet
hade bland andra verk lénat in hennes flossavivnad om Lyndon
B Johnson och Vietnamkriget, Blod ¢ gresset (1966), den sa kallade
"Vietnamteppet”.

Konstnédrsgruppen bakom utstillningen traffades regelbundet
under tre ars tid for att diskutera och kritisera varandras verk. Med-
lemmarna kom fran olika bakgrund. Nagra hade gitt pa Valands
konstskola, alla pa Konstindustriskolan. Trots samarbetet fortsatte
de att arbetade individuellt 1 olika tekniker. Enligt det gemensamt
forfattade katalogforordet ar det textila materialet och det berdttande
bildspriket en gemensam niamnare. De ndmner dven hur nyhetsrap-
porteringen fran Vietnam satt spar 1 deras arbete:
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In view of our experience that male critics are either uninterested in or incapable of handling
exhibitions on the subject of women’s problems, the obvious conclusion to be drawn is that the
various editorial offices should rapidly appoint women writers who do not regard the manipula-
tion of women as an irrelevance. The exhibition Serf— OWN LIFEis not over; we can expect to
hear about it in other places, too, but it was in Gothenburg that it was created and exhibited first

- and not taken seriously by the critics."?

This was the first of the exhibitions in which women artists injected new life
into the exhibition medium and artistic expression. It was indeed the very
first in a succession of feminist exhibitions throughout the 1970s created
by artists. It was also the only one of these exhibitions where the collective
was given priority over the individual in the exhibition’s presentation.
Discussion evenings devoted to questions of sexual policy and prostitution
also made up an important part of the exhibition. They drew consider-
able attention even in Stockholm. The exhibition Serf— OWN LIFE was
later to form part of the exhibition Womenfolk (Kvinnfolk) at Kulturhuset in
Stockholm in 1975, an exhibition later shown also at Malmé Konsthall.

REALITY LEAVES ITS MARK, ROHSSKA MUSEUM 1975

In the autumn of 1975, two years after Serf— OWN LIFE, seven women
artists exhibited textile pictures at the R6hsska Museum in an exhibition
they called Reality Leaves Its Mark. The participating artists — Inga Bjorstedt
(b. 1943), Aja Eriksson (1948), Sandra Ikse (Bergman) (b. 1945), Bibi
Lovell (b. 1945), Gunwor Nordstrém (b. 1947) and Ingalill Sjéblom (b.
1944) - approached textile art in a novel fashion. The exhibition was to
prove of great importance for the independence and status of textile art.
The museum director, Jan Brunius (b. 1930), writes in the introduc-
tion to the exhibition that the artists had from the outset made clear that
an exhibition at Réhsska was not for them an end in itself. Their aim was
to bring their pictures and their message to public notice; they wanted to
reach out to people and workplaces, in suburbs and other culturally im-
poverished areas. The message is expressed not in their pictures alone but
also in written programmes and in the views expressed by the individual



FIG.58

265

members of the group about their work. The artists see their pictures
as weapons in the struggle for a transformation of society. Brunius con-
cludes: ’but one hopes that the message is not lost in the process, that
the pictures’ power to engage large numbers of people is not erased and
replaced entirely by the aesthetic contemplation.*

Their textile images — tapestries, appliqués, textile sculptures, embroi-
deries and screen prints — dealt with women from the third world, work-
ing-class women, deprived women in war-ravaged countries, people from
various levels of society, with themselves, with the world and how it ought
to look. They exhibited their works and they brought with them into the
museum their looms and sewing machines so that they could sit there and
work throughout the period of the exhibition and thereby ensure contact
with the visitors. It was thus an entirely new form of exhibition in which it
was not just finished artworks hanging silently on the walls but where the
actual creative artistic process was also stressed. This aspect, what we can
call the pedagogical, was a major part of their concept. Everyone should
have a chance of participating. It was not an explicitly feminist exhibition
(they did not call themselves feminists), but the artists were all women,
they all worked in material traditionally seen as feminine - textile — and
the theme of their work dealt principally with women’s conditions. In one
part of the exhibition they also displayed one of their models in the field of
textile art, Hannah Ryggen (1894-1970), an artist active in Norway who
was also a creator of politically committed textile works. For the exhibi-
tion, the Réhsska Museum had borrowed her chenille weft of Lyndon B

Johnson and the Vietham War, Blood in the Grass (Blod i gresset 1966), the
so-called “Vietnamteppet.

This group of artists used to meet regularly over a three-year period
to discuss and criticize each other’s work. The members of the group
were from varying backgrounds. Some had studied at the Valand School
of Fine Arts in Gothenburg and all of them at the Art Industry School
(Konstindustriskolan). Despite their collaboration they continued to work
individually in different techniques. According to the catalogue introduc-
tion, written collectively by the group, the use of textile and the narrative
pictorial idiom were features they shared in common. They mention, too,
how news reports from Vietnam affected their work:

The Vietnamese people are victorious! In Laos and Cambodia, too, the American imperialists

have been forced to pick up their flag and go home. In Africa people resist their oppressors and

FIG. 58. Elsa Agélii vaver pa utstillningen Verkligheten siitter spar pd Rohsska museet 1975 /Elsa Agélii weaving at

the exhibition Reality Leaves Its Mark at the R6hsska Museum 1975. Foto / photo: Christer Hallgren.



Det vietnamesiska folket har segrat! Aven i Laos och Kambodja har de amerikanska im-
perialisterna fétt ta sin fana under armen och fara hem. I Afrika kdmpar folken mot sina
fortryckare och for oberoende och frihet. [...] Men hur linge kan reformer hélla oss "néjda”,
nér fler och fler arbetare gar ut i strejk, arbetslosheten stiger och ensamhet och prestations-
krav deformerar och lamslar ménniskorna. Hur kan vi std oberdrda infor detta som hander?
Vara bilder méste ju med nédvindighet bli en spegling av det som omger oss. Verkligheten
sitter spar. [...] Men trots svarigheterna ar det viktigt att vi kulturarbetare lamnar vér varld
av relativ trygghet och tar stallning for de fortryckta och kimpande folken och f6r arbetar-
klassen 1 Sverige. [...] Men den storsta svérigheten for oss 4r: hur skall vi nd ut med vara

bilder till dem vi solidariserar oss med ?*>

I katalogen aterfinns dven en text av Ikse och Nordstrom: "Kvin-
nofragan dr 1 huvudsak en klassfraga”.'® Dar skriver de att kvinnans
stillning 1 produktionen inte skiljer sig ndmnvart fran hennes manlige
arbetskamrat. ”And3 utsitts kvinnan idag fér ett dubbelt fortryck p
g a den ideologi som dominerar det kapitalistiska samhallet.”*” Textil
betraktas ofta som ett kvinnligt och darfér sekundért uttrycksmedel,
"men varfor férkasta den kvinnliga vavartraditionen”*® Varfor inte
istillet anvanda dess sdrpraglade uttrycksférmaga som ett vapen 1
kampen? Ikse proklamerar med hégt huvud: "Jag &r stolt 6ver att
vara kvinna. Jag &r stolt 6ver att fa féra den i var kultur gamla kvin-
nodominerade textilkonsten vidare, att inte férkasta utan anvinda
den som ett vapen 1 den kamp som till slut skall géra oss alla jim-
lika”*

Ikse och Nordstrém visade stora vivnader 1 gobeldngteknik med
motiv som Mor och barn framfor highus, Stiderskan, Arbetskamrater, Tiger-
buren, Kvinna ur Tredje véirlden. Aja Eriksson och Elsa Agélii utgick frin
sig sjdlva 1 sin konst, livssituationen, oro och férhoppningar. Agélii
uttryckte detta 1 sma personliga dagboksbroderier cirka 20 x 20 cm
som handlade om politik, kirlek eller ensamhet. Aja Eriksson bygg-
de upp en textil skulptur kallad Livets karusell. Sex personer ur olika
samhallsskikt, intervjuades av Ingalill Sj6blom och hon tryckte upp
deras portritt 1 screentryck. Inga Bjorstedt beskrev ett kvinnodde 1
en serie textila applikationer och Bibi Lovell beskrev varlden utanfor
1 textila applikationer och maskinbroderi, till exempel Vi slir tillbaka,
L gdr mot seger.

Utstéllningen togs val emot 1 pressen. Crispin Ahlstrém 1 Goteborgs-
Posten skriver under rubriken "Fint experiment pa Rohsska museet”:

266 Fic. 59. Gunwor Nordstrém, Stiderskan | The Cleaning Weman, 1975, applikation / appliqué, Rohsska museet /
Réhsska Museum. Foto / photo: Réhsska museet /Réhsska Museum,
© Gunwor Nordstrém/BUS 2009.
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fight for independence and freedom. [...] But how long can reforms keep us ‘satisfied’, when
more and more workers come out on strike, unemployment rises and loneliness and perform-
ance requirements continue to deform and paralyse human beings? How can we remain un-

moved at the sight of what is happening? Our images must necessarily reflect what surrounds us.

N

Reality leaves its mark. [...] Heedless of the difficulties, it is important that we cultural workers
abandon our world of relative security and stand up for oppressed and struggling peoples and
for the working class in Sweden. [...] But our greatest problem is how to have our images reach

those with whom we make common cause.'

The exhibition catalogue also contains a text by Ikse and Nordstrom:

“The feminist issue is primarily a matter of class’'® They write there that

the status of women in production industries does not differ significantly

from that of their male colleagues. ‘Yet nevertheless, today’s woman is

subjected to a double oppression by reason of the ideology dominating

capitalist society. Textile is often regarded as a womanly and thereby

3 second rank means of expression, ‘but what reason is there for rejecting

the weaving tradition of women?’ 7 Why not instead make use of its

distinctive mode of expression as a weapon in the struggle? Ikse declaims

with her head high: ‘T am proud to be a woman. I am proud to advance

traditionally female-dominated textile art, not to reject it but to use it as a
weapon in the struggle which will finally bring equality to us all.*®

Ikse and Nordstrém exhibited large-scale tapestries on such themes

F1G.59 as Mother and Child in Front of a High-Rise Building, Cleaning Woman, Work

Colleagues, Tiger Cage, Woman_from the Third World. Aja Eriksson and Elsa

FiGg.60 Agélii used themselves as starting points in their art, their daily living

conditions, their anxieties and hopes. Agélii expressed these ideas in the

form of personal diary embroideries, 20 x 20 centimetres small, on the

themes of politics, love or loneliness. Aja Eriksson created a textile sculp-

Fig.e1 ture called Life’s Roundabout (Livets karusell). Ingalill Sjéblom interviewed

six people from different levels of society and then presented their por-
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3 traits as screen prints. Inga Bjorstedt described one woman’s life story in
3 a series of textile appliqués and Bibi Lovell depicted the world outside in
7 ‘ré the form of textile appliqués and machine embroidery, one instance being
We Strike Back, We Move on to Victory (Vi slar tillbaka, vi gar mot seger).
The exhibition was well received by the press. Crispin Ahlstrém, in
Goteborgs-Posten, wrote under the heading ‘Fine experiment at Réhsska
Museum’:

FIG. 60. Elsa Agélii, Alska, skratta, grata, leva, kinna... | Love, Laugh, Cry, Live, Fel..., applikation / appliqué.
Foto /photo: Elsa Agélii, © Elsa Agélii/BUS 2009.
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I shall not say much about what there is to see at R6hsska, about the political images which link
the finer artistic qualities with the burning message. That is something I think you should go and
see for yourselves. And you can read once again the brief reviews in the introduction. [Crispin
Ahlstrém had found these anonymous reviews in a note pad at the exhibition.] “This was an
exhibition I had been long waiting for, just this opportunity to see how you work and be able to
talk to you. “They have lots of good things but some are a bit odd.” ‘COMMENIST. No, what
is more interesting here is the method they have chosen, instead of making just a conventional

exhibition with lots of artworks with small titles.!

When the exhibition was later shown at Kulturhuset in Stockholm the
enthusiastic headline in Svenska Dagbladet was “Textile Triumph’. Stig Jo-
hansson explains that:

It is hard not to be excited by their youthful energy and enthusiasm. [...] What Sandra Ikse
reveals to us of women'’s faces and the politically conscious woman surpasses in its unsentimen-
tal reporting most of what one has previously seen of that kind. Gunwor Nordstrém’s equally
powerful and sensitive depictions of everyday realism make many of the official working-class

images — Amelin is an instance — appear dry and dull.*

Leif Nylén, writing in Dagens Nyheter, was also highly favourable. “This
is an exhibition so full of concrete observations, analytical clarity and
expressive fantasy that it lingers in the memory more as an ongoing con-
versation, a lively discussion, a significant meeting than as a traditional
display of pictures.* In March 1976 Rebecka Tarschys refers to a discus-
sion at Kulturhuset in which six of the artists took part: “Why did it go so
well? Because we're a group. That has given us strength. We don’t have
to present ourselves as single artists. And three years’ collaboration has
begun to give a certain security t0o.*

Reality Leaves Its Mark contributed a great deal towards textile expres-
sion being accepted as pictorial art. Textile art received fresh vitality from
such new combinations as appliqué, embroidery and tapestry. The ex-
hibition also provided proper redress for talented predecessors who had
pioneered the way for this development. Artworks in a material tradition-
ally associated with women were now used in a new way. The exhibition
had its fullest effect in Gothenburg, since the artists were present through-
out the exhibition period, but it was in Stockholm that they made their
impact as artists, despite the fact that they were only occasionally present
during the exhibition.

FIG. 61. Aja Erikssons Livets karusell pa utstéllningen Verkligheten séitter spar pa Rohsska museet 1975 /
Aja Eriksson’s The Carousel of Life at the exhibition Reality Leaves Its Mark at the Réhsska Museum 1975.
Foto/photo: Christer Hallgren.




Jag skall inte orda mycket om vad man far se p4 Rohsska, de politiska bilderna som férenar
konstnirskapets finare kvaliteter med det brinnande budskapet. Det tycker jag ni sjilva
skall ga och se. Och ni kan ju ldsa kortrecensionerna i inledningen en gang till. [De ano-
nyma kortrecensionerna hade Crispin Ahlstrém funnit 1 ett kollegieblock pé utstallningen]
"Denna utstéllning var nagot som jag vintat ldnge p4, just att man ser hur ni arbetar och
kan tala med er” "De har ménga fina saker, men en del ar lite konstiga” "KOMENIST?”
Nej, intressantare hér ar deras metod att inte bara goéra en konventionell utstéllning med en

massa verk med sma titlar.2’

Nar utstillningen senare visades pa Kulturhuset 1 Stockholm
16d Svenska Dagbladet:s entusiastiska rubrik: ”Textil triumf”. Stig
Johansson forklarar att:

det ar svart att inte ryckas med av deras ungdomliga kraft och entusiasm [...] Det Sandra
Ikse visar av kvinnoansikten och den politiskt medvetna kvinnan 6vertréffar i sin osenti-
mentala redovisning det mesta man sett i den vigen. Gunwor Nordstroms lika kraftfulla
som kénsliga vardagsrealism, kan fi mycket av den officiella arbetarskildringen, typ Amelin,

att framsta som torr och trakig.*

Aven Leif Nylén var mycket positiv i Dagens Nyheter: "Det 4r en ut-
stillning sa full av konkreta iakttagelser, analytisk klarsyn, uttrycks-
massig fantasi att den snarare lever kvar som ett levande samtal, en
livlig diskussion, ett viktigt méte 4n som en traditionell bildvisning”.?*
Rebecka Tarschys aterger 1 mars 1976 en diskussion pa Kulturhuset
dar sex av konstndrerna deltog: ”Varfor har det gatt sa bra? For att
vi dr en grupp. Det har gjort oss starka. Vi slipper ga fram en och en.
Tre ars samarbete har borjat ge trygghet ocksa.”®

Verkligheten sdtter spar kom att betyda mycket for att textila uttryck
borjade accepteras som bildkonst. Textilkonsten vitaliserades genom
nya kombinationer av exempelvis applikationer, broderier och go-
beldngteknik. Utstdllningen gav ocksd upprittelse at begavade f6-
retrddare som banat vag for utvecklingen. Konstverk i material som
traditionellt férknippats med kvinnor anvindes pa nya sitt. Det var
1 Goteborg utstéllningen hade sitt mest fulldiga uttryck eftersom
konstnirerna fanns pa plats under hela utstéllningsperioden. Men
det var 1 Stockholm de slog igenom som konstnérer, trots att de da
endast undantagsvis fanns pa plats under utstallningen.
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THE MYTH OF MOTHERHOOD, MOTHERHOOD, HUMANITY,
GOTHENBURG ART GALLERY 1979

The Myth of Motherhood, Motherhood, Humanity was the third major exhibi-
tion of women artists held in Gothenburg during the 1970s. Nineteen
women artists joined together to present and debate a subject of major
importance to them all. The initiator of the exhibition was once again
Benedicte Bergmann. She and some other colleagues had gathered a large
group of artists, almost all from western Sweden, with the aim of discuss-
ing motherhood, the myth of motherhood and humanity from various
points of view, but also — as I put it myself in the introduction to the ex-
hibition catalogue - ‘to unmask the myth of motherhood, which isolates
women and children and preserves the prejudice that all the child’s needs
can be met by one only person ‘the good mother”*

Several of the artists taking part, including Ryde, Hammarsten
McFaul, Bergmann, Englund, Ikse and Nordstrém, had participated in
the earlier group exhibitions. Additional members were Barbro Andréen
(b. 1943), Eva Berggren (1929-1998), Synnéve Beskow (1937-1999),
Lena Crongvist (b. 1938), Agneta Goés (1938), Joanna Helander (1948),
Mona Ljungblad (1938), Linda Lundgren (1949), Nina Nilsson (1947),
Pia Oom, Barbro Reyman (1934), Agnes Velander (1945) and Anette
Aberg (b. 1952).

This was a many facetted exhibition with varying modes of expres-
sion and material, where the artists also displayed differing views in their
criticism of the motherhood role and the myth of motherhood, and pre-
sented fresh ideas as to how the situation could be improved. Because
opinions varied in this way, the exhibition proved not to be as unambigu-
ous as was customary at the time. It nevertheless offered a range of inter-
esting approaches to the theme. Many of the pictures showed the lonely
vulnerable mother with her child. A luxuriant goddess of fertility in the
form of a textile and papier maché sculpture by Andréen greeted visitors
at the entrance. In contrast to this was Reyman’s sensually plump female
torso and Cronqvist’s suburban Madonna in which a single mother looks



MODERSMYT, MODERSKAP, MANSKOSKAP, KONSTHALLEN, 1979

Modersmyt, moderskap, ménskoskap var den tredje stora utstallning med
kvinnliga konstnérer 1 Goteborg under 1970-talet. Nitton kvinnliga
konstnirer gick samman for att uttrycka och debattera ett for alla
vasentligt amne. Utstéllningens initiativtagare var aterigen Benedicte
Bergmann. Hon och ndgra andra kollegor hade samlat en stor grupp
konstnarer, nistan alla fran Vastsverige, for att gemensamt belysa
modersmyt, moderskap och manskoskap ur olika aspekter, men ock-
sd, som jag sjalv uttrycker det 1 inledningen 1 utstillningskatalogen,
"for att avsloja modersmyten som isolerar kvinnor och barn och som
konserverar férdomen att barnets alla behov skall kunna tillfredsstl-
las av en enda person 'den goda modern’”?*

Blanddekonstnirersomdeltoghadeflera,somRyde, Hammarsten
McFaul, Bergmann, Englund, Ikse och Nordstrém, deltagit 1 de
tidigare grupputstillningarna. Nytillkomna var Barbro Andréen (f.
1943), Eva Berggren (1929-1998), Synnéve Beskow (1937-1999),
Lena Crongvist (f. 1938), Agneta Goés (f. 1938), Joanna Helander
(f. 1948), Mona Ljungblad (f. 1938), Linda Lundgren (f. 1949), Nina
Nilsson (f. 1947), Pia Oom, Barbro Reyman (f. 1934), Agnes Velan-
der (£.1945), Anette Aberg (f. 1952).

Det var en mangskiftande utstéllning med olika uttrycksformer
och material, dir konstnédrerna ocksa hade olika synsitt 1 sin kritik
mot modersrollen och modersmyten, och olika idéer om hur fér-
hallanden kunde forbattras. Eftersom det fanns skilda uppfattningar
blev utstillningen inte sd entydig som man var van vid pa den har
tiden. Den erbjod dndd manga intressanta infallsvinklar pa temat.
Manga av bilderna visade den ensamma skyddslésa modern med
sitt barn. En frodig fruktbarhetsgudinna, 1 form av en skulptur 1 pa-
pier-maché och textil av Andréen, motte besékarna vid ingangen.
Mot denna stélldes Reymans sensuella och frodiga kvinnotorso och
Crongqvists férortsmadonna dir en ensam mamma ser ut att bli strypt
av sitt barn. Besokarna fick 1 en fotoserie av Englund f6lja ett barns
fodelse pa ett sjukhus. Lundgren, som kallade sig antifeminist, hade
1 teckningar och malningar foljt kvinnors arbete och invandrare med
barn pa en textilfabrik 1 Vedum.” I en fotoserie med bild och Ljud
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to be strangled by her child. Visitors could follow the birth of a child in
hospital in a series of photos by Englund. Lundgren, who called herself
an anti-feminist, showed drawings and painting depicting women’s work
and immigrants with children at a textile factory at Vedum.?* In a series
of photos accompanied by audio, Helander interviewed male workers at
SKF (the Swedish Ball Bearing Company) about their attitudes to mother-
hood and fatherhood.

At the far end of the Gotheburg Art Gallery Bergmann had erected an
ambitious installation in the form of a large white egg-shaped womb, with
a placenta on the wall behind. Visitors could, after removing their shoes,
enter through a narrow gap and experience the sense of soft warmth
inside the gentle purple-red enveloping womb. Once inside, the visitor
heard the beating of a heart and a voice speaking of the relationship
between human beings and the ecological system, i.e. about humanity.
The exit took visitors through curtains of tulle to be ‘born’ into the room
outside.

Bergmann had long been planning to construct a womb sculpture to
embrace the visitors. In the catalogue she explains her purpose in these
words:

Our culture characterizes people in terms of the modes of thought and sets of values associated
with their sex. The picture of the human being lacks its feminine element. The word ‘god’ lacks
any feminine connotation. Our material world is formed without the contribution of women’s
experience. Work and production are divorced from responsibility for life and environment. It
will only be when the caring human being is acknowledged as creator of culture — when we are all
caring human beings - that we shall have achieved a culture worthy of human beings. The womb
is a symbol for the creative power of life, the core of existence, the primeval egg that unites great
and small, the cosmos and the atom. A woman is not sacred because she possesses a womb; that
person is sacred who does not forget and reject the creating concept responsible for life — love of
life, what can be called a ‘life principle’.
Now, looking back, Bergmann is critical of herself for calling the installa-
tion “The Womb’. She believes today that the criticism the work aroused
would not have been as fierce if the title had been “The Primeval Egg’*®
The exhibition stirred up a lively debate among both visitors and
the media. Numerous critics, in particular, found themselves strongly
provoked by it. The ambitions of ‘unmasking’ the myth of motherhood
that isolates women and children and of fostering the view of humanity



intervjuade Helander manliga arbetare pa SKF om deras foérhéllande
till moderskap och faderskap.

I det innersta rummet i konsthallen hade Bergmann byggt upp en
omfattande installation med en livmoder som en stor vit 4ggform och
en moderkaka pa viggen bakom. Besokaren kunde, efter att ha tagit
av sig skorna, ga in genom en smal springa och uppleva den varma
mjuka kénslan inuti den rédlila mjuka omslutande livmodern. Vil
dédrine hordes hjartljud och en rést som talade om relationen mellan
méanniskan och det ekologiska systemet — alltsa om manskoskapet.
Pa vig ut passerade man genom tylltyger for att "f6das” till rummet
utanfor.

Bergmann hade ldnge planerat att bygga upp en livmoderskulp-
tur for betraktaren att omslutas av. Sa hér foérklarar hon sjélv i kata-
logen varfér hon byggt upp livmodern:

Var kultur beskriver médnniskan utifran ett kons tankegéng och vérderingar. Bilden av mén-
niskan saknar sin kvinnliga del. Ordet gud saknar sin kvinnliga betydelse. Var materiella
virld 4r utformad utan kvinnors erfarenhet. Arbete och produktion ér frikopplat fran an-
svar for liv och milj6. Férst ndr den vardande ménniskan erkdnns som kulturskapare — nar
vi alla blir vérdande fér vi en kultur fér minniskor. Livimodern 4r en symbol for livets ska-
pande kraft. Tillvarons kédrna — urtidsagget som forenar stort och litet kosmos och atomen.
En kvinna 4r inte helig for att hon har organet livmoder — den ménniska 4r helig som inte
glommer och férnekar den skapande tanken som &r ansvaret for livet — kérleken tll livet
det som kan kallas livsprincipen.?®
Sa hir 1 efterhand ar Bergmann sjilvkritisk till att hon kallade instal-
lationen "Livmodern”. Idag tror hon att den kritik som verket vickte
inte hade varit lika stark med en titel som "Urtidsagget”.*
Utstéllningen vickte ndmligen stor och animerad debatt bland
besokare och 1 media. Sdrskilt manliga kritiker kdnde sig starkt pro-
vocerade av den. Syftet att "avsl6ja” modersmyten som isolerar kvin-
nor och barn och att visa fram minskoskapet ansags inte komma
fram tydligt nog. De manga synsitten som visades upp och stilldes
mot varandra ansdgs inte visa ndgot nytt. Snarare tyckte flera av kriti-
kerna att de befiste férdomarna. Det mest provokativa i utstallningen
ansags Bergmanns uppbyggda livmoder vara. Leif Nylén skrev till
exempel under rubriken "Feministisk kénslosamhet”:

276 FIG. 62. Benedicte Bergmann, Livmodern (fran insidan), installation pa utstéllningen Modersmyt, moderskap,
ménskoskap, Konsthallen, Géteborg 1979 / Benedicte Bergmann, Womb (from the inside), installation
at the exhibition Myth of Motherhood, Motherhood, Humanity, Gothenburg Art Gallery 1979.
Foto / photo: Monica Englund, © Benedicte Bergmann/BUS 2009.
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I Benedicte Bergmanns rum har feminismen utvecklats till of6rstélld biologisk mystik : fran
livmodersgrottans sjunkna Atlantis stiger en naken manniskokropp upp genom vixtlighe-
ten i fostervattnets urhav. Stdmningen 4r sakral och formspréket boljande symbolistiskt.

Sjalv kdnner jag mig bara kvavd av den kvalmiga anspréksfullheten.?

Kjell-Ake Olsson hivdar i Proletiren under titeln "Konstiga kvinnor”
att konstndrerna pa utstillningen dgnar "sig at kinslofyllt svammel,
privatliv och kénsmystik”.? For KPML(r) var kvinnokampen under-
stilld klasskampen. Aven mindre rabiata kritiker reste invindningar
mot utstillningen. Ingemar Pettersson noterar i Goteborgs-Tidningen en
bristande 6verrensstimmelse mellan temat och de utstéllda verken:
"Nagra fa bilder ticker det som utstdllningsrubriken talar om. De
6vriga ar for oartikulerade och aterhallsamma. Polemiken lyser med
sin franvaro.”®* Stockholmskritikern Bengt Olvang citerade férordet
1 Afionbladet men konstaterade att sjilva utstillningen inte tar "nagot
riktigt ordentligt grepp for att reda ut problemkomplexet. De visar
bara ifragment olika roller, olika attityder. Men vissa sentimentala ut-
gjutelser, som den stora livmodern i en av salarna, férstdr jag mig inte
pa.”*! Olvang aterkom till utstillningen i sin historik éver efterkrigsti-
dens konstiSverige: "det var bara vissa bilder som gav sig 1 kast med
att avsldja myterna. Andra byggde istillet upp nya myter.”**

Aven Yvonne Eriksson i VPK:s husorgan Ny Dag var kritisk:
"Vart tog manskoskapet vigen?” fragade hon sig. ” Jag kan inte finna
det hos ndgon annan an livmodern, i hennes rost.”** Crispin Ahl-
strom var en av fa kritiker som var odelat positiv till utstallningen:

Jag ér egentligen en stark motstdndare mot enkénade utstéllningar. [...] Men efter att ha sett
utstdllningen ger jag mig. Hér finns inget av den aggressivitet som man vant sig vid fran
kvinnosakens féresprékare. Tvirtom 4r den en djupt ménsklig utstdllning, dér vi mén kan

fa unika erfarenheter férmedlade frn kvinnorna.®*
Kanske var det apolitiska, ndstan religidsa anslaget, det som provoce-

rade mest. I en starkt politiserad tid som det goteborgska 1970-talet
var det problematiskt att lyfta fram kvinnofragor 1 sig.
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were not considered to have been stressed clearly enough. The many
contrasting points of view presented were not found to demonstrate any-
thing new. On the contrary, several of the critics thought that they even
reinforced the prejudices. The most provocative item in the exhibition
was found to be Bergmann’s womb installation. Leif Nylén, for example,
wrote under the heading "Feminist sensibility’:

In Benedicte Bergmann’s gallery feminism has expanded to levels of unfeigned biological mys-
ticism: from the sunken Atlantis of the cavernous womb a naked human form rises through
vegetation in the primeval sea of amniotic fluid. The tone is sacred and the idiom billowingly

symbolic. For myself, I feel merely suffocated by the nauseating pretentiousness.”

Kjell-Ake Olsson, writing in Proletirenunder the heading ‘Strange Women’,
asserts that the artists are engaged in ‘emotional drivel, private life and
sexual mysticism’*® For the left-wing movement KPML(r), women’s
rights came second to the class struggle.?” Even less extreme critics raised
objections to the exhibition. Ingemar Pettersson observes, in Goteborgs-
Tidningen, a weak concordance between the exhibition’s theme and the
exhibited works. ‘A few of the pictures deal with the topic indicated by
the exhibition’s title. The rest are too unclear and diffuse. Controversy is
strikingly absent’** The Stockholm critic Bengt Olvang quoted the cata-
logue introduction in Aflonbladet but came to the conclusion that the exhi-
bition itself ‘does not make a firm enough effort to sort out the complex of
problems. The artists only present fragments of different roles, different
attitudes. But some of the sentimental effusions, such as the vast womb
in one of the galleries, I fail to understand®' Olvang referred again to
the exhibition in his survey of post-war art in Sweden: ‘Only a few of the
pictures strove to debunk the myths. Others created new ones instead.’

Also Yvonne Eriksson was critical, in VPK’s journal Ny Dag.** “‘Where
did humanity get to?’ she asks. ‘I can’t find it anywhere but in the womb,
in her voice.** Crispin Ahlstrém was one of the few critics wholly positive
towards the exhibition:

Iam actually strongly critical of single-sex exhibitions. [...] But after seeing this one I capitulate.
There is nothing here of that aggression that one has grown used to from the advocates of
women’s rights. On the contrary, this is a deeply human exhibition, where we men can derive

unique experiences from the women.®



KOLLEKTIVISMENS UTPLANANDE

Genom attlyfta fram tidigare osynliga erfarenheter och uppfattningar
1nya medie6verskridande former blev de tre utstillningarna banbry-
tande i svensk konst, var och en pa sitt sétt. P4 Livegen - EGET LIV
var sjilva utstdllningsgestaltningen 1 installationsform det speciella.
Pa Verkligheten siitter spar gjordes utstéllningsformen till ett pedagogiskt
projekt, ddr konstnirerna visade upp och férklarade sjilva skapan-
det med dem sjdlva som férmedlare vid vavstolen och symaskinen.
Modersmyt, moderskap, ménskoskap som temautstéllning visade pa mang-
falden 1 de skapade verken, med nya former som installationer och
bildspel. Hér var det verken 1 sig som innebar nagot nytt.

Medan Livegen - EGET LIV var uttalat (sérarts)feministisk — den
var de facto den forsta feministiska utstéllningen 1 Sverige — sa var
Verkligheten sditter spar forst 1 modern tid med att dteruppratta vardet
av textil konst som traditionellt férknippats med kvinnligt skapande.
Pa denna utstdllning undvek konstnédrerna att tala om feminism.
Istallet ville de pavisa fortrycket mot arbetarklassens kvinnor och
talade om kvinnokampen som i huvudsak klasskamp. Modersmyt,
moderskap, ménskoskap tog upp fragor som visade sig vara tabubelagda.
Bergmanns djirva tilltag att skapa en livmoder som star for livets
fodelse var kanske det allra mest feministiska och provokativa av alla
verk fran 1970-talet?

Som kollektiv framtrider gruppen Livegen — EGET LIV star-
kast. Det gemensamma skapandet framhévdes pa deras utstéllning.
Pa de andra tva projekten visades deltagarnas konstverk 1 sin egen
ratt och konstndrerna uttryckte sina individuella idéer 1 katalogtex-
terna. Aven om de framtridde med olika uttryck var konstnirerna
1 Rohsskautstillningen dndd samstdmmiga. I en tillbakablick 2007
skriver Ingalill Sjoblom fran Verkligheten séitter spar:

D3 -75 handlade det inte om individuella konstnérskap i forsta hand tinker jag. Vi var alla
delaktiga, och vi bidrog alla pa olika sétt med starka delar och det med sjil och hyjérta. [...]
Hur kan det huvudsakliga budskapet om den kollektiva kvinnliga kraften s omvandlas 1

var tid %
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Perhaps it was the apolitical, almost religious approach, which provoked
people most. In such a strongly politicized era as Gothenburg in the 1970s it
was difficult to focus attention on feminist questions by themselves.

THE ERADICATION OF COLLECTIVISM

By their drawing attention to previously unnoticed experiences and at-
titudes in novel inter-medial forms, the three exhibitions proved epoch-
making in Swedish art, each in its own way. In the case of Serf— OWN
LIFE it was the actual installational style taken by the exhibition that
made it special. In Reality Leaves Its Mark the exhibition took the form of
a pedagogical project in which the artists were themselves present and
explained the creative process with themselves sitting at the loom or sew-
ing machine. The thematic exhibition T%e Myth of Motherhood, Motherhood,
Humanity displayed the wide range of variety in the artworks, with such
new features as installations and slide shows. In these latter cases it was
the works themselves that contributed something new.

While Serf— OWN LIFE was explicitly feminist — it was in fact the
first feminist exhibition in Sweden — Reality Leaves Its Mark was the first
in modern times to revive the status of textile art, which is traditionally
associated with female creativity. The artists in this exhibition avoided
referring to feminism. Instead they wanted to reveal the oppression of
working-class women and they saw the struggle for women’s rights as
primarily a class battle. The Myth of Motherhood, Motherhood, Humanity dealt
with matters which proved to be taboo. Bergmann’s daring move of con-
structing a womb representing the birth of life was perhaps the most
feminist and provocative of all the works of the 1970s.

In terms of collectives, the group Serf— OWN LIFE stands out as the
strongest. The theme of collective creation was stressed at their exhibi-
tion. In the other two exhibitions, the artists’ works were presented in
their own right and the artists expressed their individual opinions in the
catalogue. But even if they represented varying approaches, the artists at
the Rohsska exhibition were nevertheless fully in accord. In a retrospec-
tive article from 2007 Ingalill Sj6blom of Reality Leaves Its Mark writes:



I moderskapsutstéllningen med dess tjugo deltagare slog gruppkéns-
lan inte igenom pa samma satt. Har hade konstndrerna olika grund-
syn men foérenades 1 amnet, trots att de sade sig vara saval feminister
som antifeminister. Alla var 6verens om moderskapets problematik.
Om minskoskapet fanns det daremot skilda idéer och det tenderade
att tappas bort 1 utstdllningen som helhet. Att méanskoskapet fanns
uttryckt 1 Bergmanns Livmoder 1 salen langst bort var inte helt latt att
forsta utan introducerande text.

Manetenutstéllningen visade pa det specifikt kvinnliga ur bio-
logisk, social och ekonomisk synvinkel, hur kvinnor formas och
fortrycks 1 de kvinnoroller som samhillet sétter upp. I Réhsskaut-
stallningen diskuterades, genom det nedvirderade textila materialet,
kvinnors fortryck i varlden och 1 Sverige med sérskilt fokus pa arbe-
tarklassen. De uppvarderade ocksa det personliga 1 en stark tilltro till
kvinnors egna kinslor.

Pressens reaktion i Goteborg var fran bérjan ironiserande, ralje-
rande och nedldtande bland de manliga kritikerna. Idag ndr jag laser
recensionerna stors jag over termen "flickorna”, men ldgger mirke till
att aven de kvinnliga skribenterna anviander denna beteckning. Har
verkar spraket ha dndrats — kanske till att respektera kvinnor som
vuxna individer? Jag tror inte att man skulle ha skrivit "pojkarna” om
manliga konstnirer som stéller ut tillsammans. Nar Livegen - EGET
LIV visades som en del 1 Kvinnfolk pa Kulturhuset 1 Stockholm, och
senare pa Malmé Konsthall, skrevs det, till skillnad fran nér den vi-
sades 1 G6teborg, enbart respektfullt om den.

Verkhgheten sditter spar recenserades 1 mycket positiva ordalag 1
Goteborgspressen. Men det var nér utstillningen kom till Kultur-
huset 1 Stockholm som succén var given, genom entusiastiska recen-
sioner 1 flera dagstidningar. Hir slog konstnirerna igenom ocksa
individuellt. Kanske ar det sa att forst ndr en konstnér far berém 1
Stockholm blir hon kind 1 Sverige?

Modersmyt, moderskap, minskoskap méttes av omfattande kritik fran
savil manliga som kvinnliga recensenter. Mest negativa, med undan-
tag for Crispin Ahlstrom, var dock ménnen. Kritiken riktade, som vi
sett, in sig pa kvaisreligi6sa 6vertoner och sarartsfeministiska anslag.
Detta var 1 slutskedet av den vinstervag som inleddes med maj 1968.
Bara nagra ar senare skulle tongangarna se helt annorlunda ut. Mén
kom da frdn Mars och kvinnor fran Venus.
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Back then, in ’75, it was not so much a matter of being individual artists, I think. We were all
part of it and we all contributed in different ways as best we could and with total enthusiasm.
[...] How can it be that that essential message of collective feminine strength has become so

transformed in our own time ?%¢

In the Motherhood exhibition, with its twenty participants, the group
emphasis was less apparent. Here the artists possessed differing basic
outlooks, but they were united in their subject matter, despite the fact that
they claimed to be both feminists and anti-feminists. They were all agreed
on the problems associated with motherhood. On the concept of human-
ity, on the other hand, their ideas differed and the topic tended to be lost
in the exhibition as a whole. That the theme of humanity was expressed
in Bergmann’s womb in the farthest gallery was not entirely easy to grasp
without an introductory text.

The exhibition at Maneten stressed the specifically feminine from
biological, social and economic points of view, how women are formed
and oppressed in the roles assigned to them by society. In the R6hsska ex-
hibition, disparaged textile material was used as the means for discussing
the oppression of women throughout the world and in Sweden, with par-
ticular focus on the working class. The artists laid stress on reasserting
the value of the personal in a gesture of strong confidence in women’s
own feelings.

The reaction of the press in Gothenburg was initially ironic, bantering
and patronizing among the male critics. Today, when I read the reviews, I
find myself offended by the word ‘girls’, but I notice that even the women
writers used this term. It seems that the Swedish language has changed on
this point — perhaps to the extent of respecting women as adult individu-
als? I do not believe that it would have been possible to write ‘boys’ about
male artists exhibiting together. When Serf— OWN LIFE was shown at
Kulturhuset in Stockholm as part of the exhibition Womenfolk (Kvinnfolk),
and also later at the Malmo Konsthall, the coverage was — in contrast to
Gothenburg - purely respectful.

The exhibition Reality Leaves Its Mark was reviewed very warmly in
the Gothenburg press. But it was when it reached the Kulturhuset in
Stockholm that it scored a success, thanks to enthusiastic reviews in sev-
eral daily papers. It was here, too, that the artists were acknowledged
individually. Perhaps it is so that it is only when an artist wins praise in
Stockholm that he or she becomes recognized in Sweden as a whole?



Fornyelsen av teknik och motiv 1 bildvévar, applikationer och
broderier ledde till ett uppsving for textilkonst som helhet. Den var
pa vig att accepteras som konst likvirdig med maleri. Men ledde det
till att textilkonsten helt anammades som konstform? Genombrottet
for textila material 1 konsten under 1970-talet visade sig vara en till-
fallig seger. 1980-talet sag en dterkomst f6r maleri 1 stort format och
1990-talets postmodernism premierade moderna medieteknologier
och installationer. Samtidigt kunde man under 1990-talet se en ater-
komst for kollektiva arbetssdtt och socialt engagerad konst, liksom
nya former av feministisk konst och feministiska aktioner. Nér konst-
néren Kicken Eriksson just avslutade sin utstidllning med broderier
pa Galleri Anna H 1 Goéteborg 2009, sade hon att hir 1 Géteborg
verkar man inte bli sdrbehandlad pa samma sétt som 1 Stockholm
nir man arbetar med textilt material. Har verkar man se det mer
som konst.*® Kanske har de banbrytande utstéllningarna i Géteborg
pa 1970-talet trots allt satt spar? Samtidigt visar hennes uttalande att
det annu tycks finnas skillnader i varderingen av textil konst, trots
att majoriteten av studenterna vid konsthégskolorna idag ar kvin-
nor och trots att férdelningen mellan kvinnor och min pa gallerier
och konsthallar borjat jamnas ut. Nér det géller att arbeta 1 material
som traditionellt ansetts kvinnliga verkar utjgmningen inte ha slagit
igenom.

Nir utstillningen Konstfeminism. Strategier och effekter i Sverige frin
1970-talet till idag, dér flertalet av konstnarer fran de hér behandlade
utstillningar deltog, visades 2005-2007 valde curatorgruppen att féra
fram individuella konstndrskap 1 temaindelning och endast tala om
gruppernas strategier 1 katalogtexterna.” Harigenom osynliggdrs en
av de mest centrala aspekterna av 1970-talets konst: kollektivismen.
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The Myth of Motherhood, Motherhood, Humanity met with extensive criti-
cism from both male and female reviewers. Apart from Crispin Ahlstrém
the most negative were the men, however. The criticism was focused, as
we have seen, on pseudo-religious overtones and the distinctively feminist
elements. This was in the final phase of the left-wing surge that began
with May 1968. Only a few years later, attitudes would be totally differ-
ent. At that time, men were from Mars and women from Venus.

The renewal of techniques and subject matter in woven artworks,
appliqués and embroideries led to a revival of textile art as a whole. It
was now ready to be received as an art form as valid as painting. But did
it result in textile art being lastingly accepted as an art form? The textile
breakthrough in the 1970s proved to be a temporary victory. The 1980s
saw the return of painting on a large scale, and 1990’s post-modernism
favoured modern medial technologies and installations. At the same time,
one could, during the 1990s, detect a revival of the collective work process
and of socially committed art, along with new forms of feminist art and
feminist actions. When the artist Kicken Eriksson finished her embroidery
exhibition at the Galleri Anna H in Gothenburg in 2009, she said that it
seemed that here in Gothenburg one was not discriminated in the same
way as in Stockholm when working with textile material. Here it appeared
to be regarded more as an art form.” Have the pioneering exhibitions in
Gothenburg during the 1970s perhaps left their mark nevertheless? At the
same time, her comment reveals that there still seem to be differences in the
evaluation of textile art, regardless of the fact that the majority of students
at art colleges today are women, and despite the proportions of women
and men exhibiting at galleries showing signs of levelling out. But when it
comes to working in material traditionally considered feminine, it seems
that the levelling has not yet attained it fullest impact.

When in 2005-2007 the exhibition Art Feminism. Strategies and Effects in
Sweden from the 19705 to Today (Konstfeminism. Strategier och effekter i Sverige frin
1970-talet till idag) was presented — an exhibition in which several of the art-
ists from the exhibitions discussed above participated — the curators chose
to stress individual artistry in a thematic lay-out and mention the aspect of
group strategies only in the catalogue texts.*® Thus one of the most central
aspects of 1970s art — collectivism — was left invisible.
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Foéreningen Manetens Protokoll 1972-06-07, dir ocksd den attonde deltagaren i det inskickade
forslaget, Elsa Agélii. ndmns.

Benedicte Bergmann var mycket engagerad i kvinnorérelsen. Hon hade bérjat i Grupp 8 men gick
ur, tillsammans med flera medlemmar som ansag att gruppen stod for en form av &siktsfortryck, en
marxisistisk styrning. 1973 bildade hon tillsammans med nagra av dessa kvinnor istillet gruppen
Ny-Feministerna i Géteborg.

Texten skriven pa insidan av utstillningsaffischen Livegen - EGET LIV.

Lena Boéthius, intervju med Benedicte Bergmann 2009-02-15.

Eva Evers-Rosander och Hjérdis Johansson, "Det bérjade med syndafallet... Kommentarer till
utstéllningen Livegen - Eget Liv”, (stencil), Goteborg 1973, s. 2. I forfattarens 4go.
Evers-Rosander och Johansson 1973, s. 4-7.

Tord Beeckstrom, "Tredje sidan”, Gateborgs Handels- och Sjsfartstidning 1973-03-23.

Lotte Moller, "Kvinnof6rtrycket”, Goteborgs Handels- och Sjifartstidning 1973-04-09.

Lars G Fillman, "Vad vill kvinnan egentligen?”, Giteborgs-Tidningen 1973-04-13.

Svaret fran utstillningsgruppen, ”Varfér méste en utstallning om kvinnan uppfattas som ett hot
mot mannen?”, Goteborgs-Tidningen 1973-04-25.

Lars G Fillman, "Till Maneten”, Giteborgs-Tidningen 1973-04-25.

Monika Tunbick-Hanson, ”Sju tjejer till attack”, Goteborgs-Posten 1973-03-17.

Texten finns atergiven i: Yvonne Eriksson, "Den visualiserade kvinnligheten ur ett feministiskt
perspektiv. Ett 70-talsprojekt”, Frdn modernism till samtidskonst. Svenska kvinnliga konstndirer, red. Yvonne
Eriksson och Anette G6thlund, Lund 2003, s. 55.

Jan Brunius, "Forord”, Verkligheten séitter spar, Goteborg 1975, s. 1.

"Forord”, Verkligheten siitter spar, Goteborg 1975, s. 3.

Sandra Ikse och Gunwor Nordstrom, ”"Kvinnofrégan &r i huvudsak en klassfrdga”, Verkligheten
sditter spar, Goteborg 1975.

Ikse och Nordstrom 1975, s.6.

Ikse 1975, s.12.

Crispin Ahlstrém, "Fint experiment pa Réhsska museet”, Goteborgs-Fosten 1975-11-03.

Stig Johansson, " Textil triumf{”, Svenska Dagbladet 1976-02-21.

Leif Nylén, "Detta enkla och svara: att lara sig teckna en man som graver, en kvinna som sitter
pannan pa spisen”, Dagens Nyheter 1976-02-27.

Rebecka Tarschys, "Textilkonst dekoration och vapen”, Dagens Nyheter 1976-03-27.

Lena Boéthius, "Inledning”, Modersmyt, moderskap, minskoskap, Goteborg 1979, s. 1.

Arbetet 1979-10-08.

Benedicte Bergmann, Modersmyt, moderskap, ménskoskap, Goteborg 1979, s. 62.

Lena Boéthius, intervju med Benedicte Bergmann, 2009-02-15.

Leif Nylén, ”Feministisk kdnslosamhet”, Dagens Nyheter 1979-10-15.

Kjell-Ake Olsson, "Kvinnokonst i arbetets tjinst ... konstiga kvinnor”, Proletdiren nr 12-16, oktober
1979.

Ingemar Pettersson, ”En blandad kér pa Konsthallen”, Giteborgs-Tidningen 1979-10-13.

Bengt Olvéang, "Kvinnor skildrar barnens helvete — och mammornas”, Affonbladet 1979-10-07.
Bengt Olvang, Viga se! Svensk konst 1945-1980, Stockholm 1983, s. 270.

Yvonne Eriksson, "Vart tog ménskoskapet vigen?”, Ny Dag 1979-11-21-22.

Crispin Ahlstrém, "Kvinnors bilder av egen erfarenhet”, Goteborgs-Fosten 1979-10-06.

Ingalill Sjoblom, opublicerat manus i férfattarens dgo, 2007.

Kicken Eriksson samtal med Lena Boéthius 2009-02-22.

Den enda grupp som presenterades i utstillningen var den idag verksamma Féreningen Ja. I
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Bengt Olvang, ‘Kvinnor skildrar barnens helvete — och mammornas’, Affonbladet 7 October
1979.

Bengt Olvang, Viga se! Svensk konst 1945-1980, Stockholm 1983, p. 270.

VPK stands for the Left Party, the Communists.

Yvonne Eriksson, ‘Vart tog ménskoskapet vigen?’, Ay Dag 21-22 November 1979.
Crispin Ahlstrém, ‘Kvinnors bilder av egen erfarenhet’, Goteborgs-Fosten 6 October 1979.
Ingalill Sjéblom, unpublished manuscript in possession of the author, 2007.

Kicken Eriksson, conversation with Lena Boéthius 22 February 2009.

The only group presented in the exhibition was the Féreningen Ja, still active today. The
exhibition catalogue includes a text by Barbro Werkmister discussing feminist art in the
1970s. Barbro Werkmaster, ‘Mitt i livet), Konstfeminism. Strategier och effekter fran 1970-talet
till idag, ed. Anna Nystrom, et al, Stockholm 2005. Also included are interviews conduc-
ted by Ann-Charlotte Glasberg Blomqvist with myself, with Elsa Agélii, Barbro Andréen,
Ulla Hammarsten McFaul and Gunwor Nordstrém. Ann-Charlotte Glasberg Blomqvist,
‘Feministisk textilkonst i Géteborg under 1970-talet’, Konstfeminism 2005.



KRISTOFFER ARVIDSSON

FRAN EUTOPIA TILL DYSTOPIA

TVA BILDER
FIG.17

FIG.18

Tva lagesbeskrivningar av konsten 1 Géteborg under 1960- och 1970-
talet.

% / Januari 1962: Elis Ernst Eriksson (1906-2006) och Per Olof
Ultvedt (1927-2006) gor en gemensam utstallning med kine- FIG.63
tiska skulpturer, collage och assemblage pa Konsthallen. En
lekfull attityd bryter in 1 Goteborgs konstliv. Kan vad som Frig.17
helst vara konst? Fragan stilldes under en valbesokt debatt
1 samband med utstillningen. Etablerade uppfattningar om ric.18
konst stélldes pa huvudet.

% [ Juni 1978: teckningen Géteborgs konstmuseums fasad (grafit 1978,
GKM) av Roj Friberg (f. 1934) publiceras 1 Dagens Nyheter som
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KRISTOFFER ARVIDSSON

FROM EUTOPIA TO DYSTOPIA

TWO PICTURES

"Two accounts of the state of art in Gothenburg in the 1960s and 1970s.

% / January 1962: Elis Ernst Eriksson (1906-2006) and Per Olof
Ultvedt (1927-2006) show a joint exhibition of kinetic sculp-
tures, collages and assemblages at the Gothenburg Art Gallery
(Konsthallen). A playful attitude breaks out onto the Gothenburg
art scene. Can absolutely anything be art? That question was
posed during a well-attended debate held to coincide with the
exhibition. Established notions of art were turned upside down.

% / June 1978: a drawing called Goteborg Museum of Art’s Fucade-
(Goteborgs konstmuseums fasad, graphite 1978, GMA) by Roj Friberg
(b. 1934) is published in Dagens Nyheter newspaper to illustrate
Henric Borgstrém’s article about the economic crisis in Gothen-
burg.! ‘Collapse imminent in crisis-stricken Gothenburg’, says the
headline. This realistic drawing shows the facade of the Géteborg
Museum of Art in a far-advanced state of decay. The art museum
has been closed down. On the steps leading down to Gétaplatsen
lie litter and newspapers. The boarded-up arcade can prompt
thoughts of covered mouths. The voice of art has been silenced.

"Two images of their times. If the first is full of optimism, then the second is
deeply pessimistic. What do they say about the early 1960s as compared
to the late 1970s? One hypothesis is that they constitute points on a curve



illustration till Henric Borgstroms artikel om den ekonomiska
krisen 1 Goteborg.! "Forfallet néra 1 krisens Goéteborg” lyder
rubriken. Den realistiska teckningen visar Goteborgs konst-
museums fasad 1 ett langt framskridet forfall. Konstmuseet ar
igenbommat. P4 trapporna ner mot Gotaplatsen ligger skrip
och tidningspapper. De stingda valven kan leda tankarna till
6vertickta munnar. Konstens rost har tystats.

Tva tidsbilder. Om den forsta ar full av optimism sa ar den andra
djupt pessimistisk. Vad siger de om det tidiga 1960-talet respektive
det sena 1970-talet? En hypotes &r att de utgér punkter pa en kurva
som l6per fran experimentlusta via revolutionért patos till depressiv
undergingsromantik.

I denna text avser jag studera 1960- och 1970-talets vistsvenska
konst med fokus instdllt pa utopigenren, med sérskild inriktning pa
underkategorin dystopin och hur dess retoriska form anvindes av
konstndrerna Bertil Berg (f. 1935) och Roj Friberg, de tvd vastsvenska
konstnérer som mest konsekvent anvinde sig av ett dystopiskt tilltal
1 sin konst under perioden.

UTOPI

Utopi (av grekiskans od=ingen, och Zopos=plats) betyder ingenstans.
Ordet anviandes forst av Thomas More 1 Ulopia (egentligen De Optimo
Republicae Statu, deque Nova Insula Utopia 1516), en litterdr skildring av
ett fiktivt samhdélle belaget pa en isolerad 6 kallad Utopia, forfattad pa
latin. Detta Utopia var pa manga satt det samtida Englands motsats,
en upp och nedvind spegelbild. Utopia framstills som ett idealt sam-
hille, en eutopi (av grekiskans ex=vil). Darav det senare allménna
bruket av termen utopi f6r en idealvirld. Ursprungligen var dock
utopi beteckningen pa en litterdr genre, uppkallad efter Mores verk,
som iscensatter en forflyttning till en fiktiv plats, vilken kan vara bade
en eutopi eller en dystopi (av grekiskans dys=illa), det vill siga en vil
respektive illa ordnad plats.

292 ric. 63. Roj Friberg, Giteborgs konstmuseums fasad | Géteborg Museum of Art’s Fagade, 1978, grafit pi
papper / graphite on paper, 48 X 76 cm, Goteborgs konstmuseum / Goteborg Museum of Art.
Foto / photo: Hossein Sehatlou, © Roj Friberg/BUS 2009.

FIG.63




Gemensamt {or nistan alla utopiska berittelser ar att de mnehal-
ler en stillforetradande férmedlare, en gransgangare mellan denna
och den andra virlden. Redan Platons dialog Stafen, som var en av
Mores forebilder nér han skrev Utopia, inneholl en sadan f6rflyttning
med en soldat som atervander frén dodsriket efter tolv dagar.? En typ
av mer aktionsorienterade utopier framtrddde under 1600-talet, till
exempel 1 Francis Bacons Det nya Atlantis (1624, publicerad 1627) och
Thomas Hobbes Leviathan (1651). Ett senare exempel pa en utopi
ar Jonathan Swifts Gullivers resor (1726), ocksa den innehallande en
gransgangare mellan denna varlden och en annan.

Aven om utopin skildrar ett ingenstans riktar den sig alltid till det
samhille den &r tillkommen i. Genom sin negativa kritik ar den en
samtidskommentar som mer eller mindre direkt uppmanar till hand-
ling. "I fokus for all utopisk litteratur star intresset for féorhandlingen
mellan ideala former och erfarenheten av ofullkomliga villkor”, pa-
talar litteraturvetaren Dominic Baker-Smith.? Utopin talar till ldsa-
ren dir han eller hon befinner sig, fortsatter hon. Oavsett 1 vilken
form den utopiska fiktionen ar formulerad sa dr dess kritiska fokus
lasarens icke-eutopiska erfarenhet. Genom utopins forflyttning till
ett ingenstans gors var egen virld och vart eget samhalle frimmande
och ddrmed synligt pa ett nytt satt.

Numera anvands alltsa ordet utopi som liktydigt med eutopi,
vilket kan skapa forvirring. Eftersom det finns en podng i att skilja
pa olika nivaer inom utopibegreppet har jag valt att anvinda utopi
som beteckning pa den 6vergripande genren och eutopi respektive
dystopi som beteckning pa olika former av utopier, trots att detta gar
emot det allménna sprakbruket.*

DYSTOPI

Det ar forst kring sekelskiftet 1900 som dystopin utbildas som en egen
kategori inom den utopiska litteraturgenren.’ Den kan dock harledas
tillbaka till medeltida domedagsskildringar, liksom till romantikens
skrack- och undergangsvisioner. Man bor dock skilja dystopier fran
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that runs from a desire to experiment, via revolutionary fervour, to a
depressive romanticism of destruction.

Here, I intend to investigate western Swedish art of the 1960s and
1970s, focussing on the utopian genre, and paying particular attention
to the subcategory of the dystopia, and to the way its rhetorical form is
used by the artists Bertil Berg (b. 1935) and Roj Friberg, the two western-
Swedish artists who most consistently adopted a dystopian approach in
their art of this period.

UTOPIA

Utopia (from the Greek oi=no, and fgpos=place) means nowhere.
The word was first used by Thomas More in Utopia (actually De Optimo
Republicae Statu, deque Nova Insula Utopra, 1516), a literary depiction of a
fictitious society situated on an isolated island called Utopia, written in
Latin. This Utopia was in many ways the opposite, an inverted mirror
image, of the contemporary England. Utopia was portrayed as an ideal
society, a eutopia (from the Greek ew=well). Hence the later general use of
the term utopia for an ideal world. But, originally, utopia was the designa-
tion for a literary genre, named after More’s work, that stages a shift to a
fictitious place, which can be either a eutopia or a dystopia (from the Greek
dys=bad), i.e. a well or badly ordered place.

A common feature of almost all utopian narratives is that they include
a vicarious intermediary, a boundary crosser between this world and the
other. Plato’s dialogue The Republic, which served as one of More’s models
when he was writing Utopia, already included such a shift, in the guise of a
soldier who returns from the realm of the dead after twelve days.*? A more
action-oriented type of utopia appeared during the 17" century, for exam-
ple, in Francis Bacon’s New Atlantis (1624, published 1627) and Thomas
Hobbes’ Leviathan (1651). A later example of a utopia is Jonathan Swift’s
Gulliver’s Travels (1726), this, too, containing a boundary crosser between
this world and another.

Even if a utopia depicts a ‘nowhere’, it is always oriented towards the
society in which it came about. Via its negative criticism, it is a comment



kristna apokalyps-, yttersta domen- och helvetesskildringar eftersom
dystopierna inte bygger pa bibliska berattelser utan skapas som kom-
mentarer till samhillsutvecklingen. Enligt litteraturvetaren Erika
Gottlieb ar dystopin en postkristen genre.® Men under den moderna
dystopins sekuldra genre kan man fortfarande skonja idéer om him-
mel och helvete, anser hon. Ofta finns ocksd moraliska budskap av
religios art. Eftersom dystopier 1 regel skildrar ett framtida samhdlle
6verlappar dystopin science fiction-genren. Dystopin dr en varning
riktad till samtiden och kan dérfér sdgas ha ett politiskt budskap som
science fiction i regel saknar.

Linge anvindes begreppet antiutopi istéllet for dystopi. Ibland
gors en distinktion mellan antiutopi och dystopi. Da antiutopin f6r-
soker skapa en eutopi men misslyckas ar dystopin en skildring av ett
helt igenom déligt samhalle. Jag har valt att f6lja denna distinktion
men anvinder da for tydlighetens skull termen antieutopr.

Generellt kan dystopin sdgas kritisera tendenser i samtiden
genom en skildring av ett mardrémslikt framtida samhdlle. Varia-
tionen inom genren ar dock stor, fran mer tydligt politiska dystopier
till skrackromantiska varianter. Man kan skilja pa atminstone sex
typer av dystopier: skildringar av ett totalitart samhille dér individen
har frantagits alla réattigheter och privatliv, skildringar av ett samhélle
pa randen till upplosning och sammanbrott, skildringar av invasio-
ner av fientligt instéllda utomjordingar som kommit till jorden for
att forinta eller forslava ménniskorna, skildringar av stora katastro-
fer, postapokalypser, det vill sdga skildringar av tillvaron efter den
stora katastrofen, samt skildringar av datorernas eller maskinernas
overtagande av makten fran manniskorna. Exempel pa berémda lit-
terara dystopier &r HG Wells Virldarnas krig (1898), Aldous Huxleys
Du skina nya vérld (1932), Karin Boyes Kallocain (1940), George Or-
wells Nittonhundradttiofyra (1949), Ray Bradburys Farenheit 451 (1953)
och Cormac McCarthys Vigen (2006). Inom filmen finner vi exem-
pel som Metropolis (Fritz Lang 1927), 1984 (filmatiserad av Michael
Anderson 1956 och Michael Radford 1984), 2001 - ett rymdiventyr
(Stanley Kubrick 1968), Stalker (Andrej Tarkovskyj 1979), Mad Max
(George Miller och Byron Kennedy 1979, 1981, 1985), Blade Runner
(Ridley Scott 1982), Brazl (Terry Gilliam 1985) och Terminator I-I11
(James Cameron 1984, 1991, 2003). Inom bildkonsten &r genren
inte lika vil utnyttjad men man kan skonja dystopiska teman hos
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on its day that more or less directly urges people to action. ‘At the center
of all utopian writing is a concern with the mediating process between
ideal forms and the inadequate provisions of experience, the lterary scholar
Dominic Baker-Smith observes.? He goes on to say that a utopia speaks
to the reader where he or she is. Regardless of the form in which utopian
fiction is cast, its critical focus is the reader’s own, non-utopian experience.
Shifting utopia to a nowhere defamiliarizes our own world and our own
society, and hence makes them visible in a new way.

As a consequence, nowadays, the word utopia is used as a synonym
for eutopia, which can lead to confusion. Since there is reason to distin-
guish between different levels within the concept of utopia, I have chosen
to use ‘utopia’ as a designation for the genre as a whole, and ‘eutopia’ and
‘dystopia’ as designations for the different forms of utopia, despite the fact
that this goes against general linguistic usage.*

DYSTOPIA

Itis not until around the turn of the 20" century that dystopia is developed
into being a distinct category within the utopian literary genre.” It can, how-
ever, be traced back to medieval depictions of the Day of Judgement, and to
romanticism’s visions of horror and destruction. Nevertheless, we should
distinguish between dystopias and depictions of the Christian Apocalypse,
The Last Judgement and Hell, since dystopias are not based on biblical
tales, but are created to serve as commentaries on developments in society.
According to the literary scholar Erika Gottlieb, dystopia is a post-Chris-
tian genre.® She, nevertheless, thinks we can still detect ideas about heaven
and hell within the secular genre of the modern dystopia. This often also
contains moral messages of a religious type. Since, as a rule, dystopias
depict a future society, dystopia overlaps with the science-fiction genre. But
a dystopia is a warning directed at the present age, and can therefore be
said to have a political message, which science fiction, as a rule, lacks.

For a long time, the concept of the ‘anti-utopia’ was used instead
of dystopia. Occasionally, a distinction is made between anti-utopia and
dystopia. According to this, where an anti-utopia tries to create a eutopia,



surrealisterna, liksom hos konstnérer som Max Book, Jake och Dino
Chapman, Philip Guston, Anselm Kiefer, Edward Kienholz, Clare
Langhan, Palle Nielsen och Franz Radziwill. Genren dr daremot
rikligt forekommande inom tecknade serier och datorspel.

UPP MED RULLGARDINERNA!

Om vi forknippar 1960-talet med den nydadaistiska konsten, dé an-
linde 1960-talet till G6teborg med Erikssons och Ultvedts utstill-
ning pa Konsthallen 1 januari 1962. Den signalerade att en ny tid
var 1 antdgande. Med collage, assemblage och rorliga konstruktioner
stalldes det traditionella konstbegreppet pa huvudet.

I entréhallen stod Erikssons av Ultvedt animerade parafras
av Carl Milles Poseidon (1931). Nar besokarna éppnade dorren till
Konsthallen bérjade den stampa med ena foten medan fisken som
havsguden haller 1 ett fast grepp viftade pa stjarten. Eriksson, som
nyligen 6vergett sitt arkaiserande modernistiska formsprak 1 skulptu-
ren for en medie6verskridande avantgardism, visade verk 1 den nya
andan 1 form av teckningar, pappcollage och assemblage. Stora salen
dominerades av Ultvedts mekaniska trdkonstruktion Goteborg, med
rullgardiner som hissades som segel.

Ultvedst uttalade sig 1 Goteborgs Handels- och Sjofartstidning: "Det dar
med rullgardinerna ar en uppmaning till Géteborg. Upp med rullgar-
dinerna!”” De bada konstnirerna ville genom utstillningen féra in en
ny syn pa virlden: ”vivill fa folk att 6ppna 6gonen fér de varden som
finns omkring oss”, sade Eriksson i Géteborgs-Tidningen.® ”Vi behover
andningshal i socialdiktaturen”, hdvdade han.’

Aven om utstillningen inte presenterade nigon regelritt eutopi
hade den en eutopisk dimension i den meningen att den nérdes av en
tro pa lekens férmaga att befria den av samhallets traditioner och pa-
bud bundna méinniskan. Publiken tog sig ocksa an utstillningen med
lust och skratt, med reservation f6r den halva som fann spektaklet
stotande. Konst behévde visst inte vara hogtidlig och allvarlig.
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but fails, a dystopia is a portrayal of a pervasively bad society. I have
chosen to adhere to this distinction, but for the sake of clarity I use the
term anti-eutopia.

In general, dystopias can be said to critizise current trends via a
depiction of a nightmarish future society. There are, however, great vari-
ations within the genre, ranging from more explicitly political dystopias
to variants on ‘Gothic’ tales of horror and romance. We can distinguish at
least six types of dystopia: depictions of a totalitarian society in which the
individual has been deprived of all rights and privacy; depictions of a so-
ciety on the verge of disintegration and collapse; depictions of invasions
by hostile extraterrestrials who have come to Earth to annihilate or en-
slave humanity; depictions of major catastrophes, post-apocalypses, 1.e. of
life after the great catastrophe; and depictions of computers or machines
usurping power from humans. Some examples of famous literary dysto-
pias are H G Well’s The War of the Worlds (1898), Aldous Huxley’s Brave
New World (1932), Karin Boye’s Rallocain (1940), George Orwell’s 1984
(1949), Ray Bradbury’s Fafrenheit 451 (1953), and Cormac McCarthy’s
The Road (2006). In cinema we find examples such as Metropolis (Fritz Lang
1927), 1984 (screen versions by Michael Anderson 1956 and Michael
Radford 1984), 2001: A Space Odyssey (Stanley Kubrick 1968), Stalker
(Andrei Tarkovsky 1979), Mad Max (George Miller and Byron Kennedy
1979, 1981, 1985), Blade Runner (Ridley Scott 1982), Brazl (Terry Gilliam
1985), and Terminator I-I1I (James Cameron 1984, 1991, 2003). In visual
art the genre is not so widely used, but we can detect dystopian themes
in the work of the surrealists, as well as in that of artists such as Max
Book, Jake and Dino Chapman, Philip Guston, Anselm Kiefer, Edward
Kienholz, Clare Langhan, Palle Nielsen, and Franz Radziwill. In contrast,
the genre crops up profusely in comics and computer games.

OPEN THE SHADES!

If we take the 1960s to be synonymous with neo-dadaist art, then the
1960s arrived in Gothenburg with Eriksson and Ultvedt’s exhibition
at the Gothenburg Art Gallery in January 1962. This signalled that a
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new age was on its way. Collages, assemblages and mobile constructions
turned the traditional concept of art on its head.

In the entrance hall stood Eriksson’s paraphrase of Carl Milles’s
Poseidon (1931) animated by Ultvedt. When visitors opened the door to
the Gothenburg Art Gallery, the statue began to stamp one foot, while the
fish that the god of the sea was holding firmly in his grip flapped its tail.
Eriksson, who had recently abandoned his archaic modernist form lan-
guage in sculpture for a cross-media avantgardism, showed works in the
new spirit in the form of drawings, paper collages and assemblages. The
main hall was dominated by Ultvedt’s mechanical wooden construction
Gothenburg ( Goteborg), with its roller blinds hoisted like sails.

Ultvedt stated his views in Goteborgs Handels- och Sjifartstidning: “This
thing with the roller blinds is a challenge to Gothenburg. Open the
shades!"”” Both artists wanted to use the exhibition to introduce a new
view of the world: “We want to get people to open their eyes to the values
that surround us, Eriksson said in Géteborgs-Tidningen. “We need a breath-
ing space in the social dictatorship,’ he asserted.’

Even if the exhibition did not present a conventional eutopia, it had a
eutopian dimension in the sense that it was fuelled by a belief in the power
of play to liberate the human individual shackled by society’s traditions
and decrees. The public took up the cause of the exhibition with delight
and laughter, notwithstanding the half of them that found the spectacle
offensive. Art certainly did not have to be solemn and serious.

BJORN LOVIN'S IRONIC EUTOPIA

Another exhibition that offered a new type of art experience was Bjorn
Lovin’s (1937-2009) installation In Memoriam at the Gothenburg Art
Fig.64 Gallery in 1972.1 In the main hall there was a room that was said to be a
reconstruction of the office of a certain Dr John Léwenskjold’s, founder
of the global ILAC (International Life Assurance Company) before he
became the victim of the bullets of a murderer on parole at Bremen air-
port. The office was furnished in the modern manner with wall-to-wall
carpeting, white furniture, computers, telephones and a screen on which

FIG. 64. Bjorn Lovin vid sin installation f2 Memoriam, Konsthallen, Géteborg /Bjérn Lévin at his installation
In Memoriam, Gothenburg Art Gallery 1972. Foto / photo: Kamerareportage.




BJORN LOVINS IRONISKA EUTOPI

En annan utstéllning som erbjéd en ny typ av konstupplevelse var
Bjorn Lovins (1937-2009) installationen In Memoriam pa Konsthallen
1972.1 I stora salen fanns ett rum som sades vara en rekonstruktion
av en viss dr John Lowenskjolds kontor, grundare av det virldsom-
spannande férsakringsbolaget ILAC innan han blev offer {6r en lejd
mordares kulor pa Bremens flygplats. Kontoret var modernt inrett
med heltickningsmatta, vita mobler, datamaskiner, telefoner och en
bildskdrm dir en film om Loéwenskjold och hans férsékringsrorel-
se rullade. Filmen, skapad av en undersokande journalist, berdttar
framgangssagan om férsikringsrorelsen som, genom att planera det
ménskliga livet in 1 minsta detalj, lyckats undvika risker och olycka.
Medborgarna 6éverldmnar sina livsval till férsakringsbolaget som ge-
nom statistik och vetenskapliga tester kommer fram till vad som &r
ratt livsval for varje individ. Ndgra kritiker inom rérelsen star inte
att finna.

Verket har manga beréringspunkter med utopin, bland annat det-
ta att Lovin tar till olika berdttartekniska grepp for att gora fiktionen
om ILAGC och dr Léwenskjold trovardig. Vi star 1 vad som uppges
vara en rekonstruktion av Léwenskjolds kontor, samtidigt som vi far
se och héra manniskor beritta om sina minnesbilder av honom. Den
uppdiktade varlden gors verklig for oss.

Lovin skildrar en eutopi — det genomplanerade livet ddr risker
och olycka eliminerats. Samtidigt har verket en kritisk undertext. Vill
vi verkligen leva liv ddr vi fransagt oss var valfrihet? Det som fram-
stills som en eutopi framstar snart som en antieutopi med en kritisk
udd riktad mot tendenser 1 det svenska vilfirdssambhéllet 1 bérjan av
1970-talet, som blind tilltro till vetenskap och social ingenjérskonst.
Men da Lovins eutopi kan sigas vara ironisk, sd dr det dystopiska
temat direkt uttalat hos flera vistkustkonstnirer.

302

FIG.64

303

a film about Léwenskjold and his insurance movement was playing. The
film, created by an investigative journalist, tells the success story of this in-
surance movement, which, by planning human life down to the minutest
detail, managed to avoid risks and accidents. Citizens put their life choices
into the hands of the insurance company, which then uses statistical and
scientific tests to draw conclusions as to what is right for each individual.
There were no critics within the movement.

This work has many points in common with a utopia, for instance,
the fact that Lévin employs various technical narrative devices to make
the fiction about the ILAC and Dr Léwenskjold believable. We stand in
what is said to be a reconstruction of Léwenskjold’s office, at the same
time as we see and hear people talk about their memories of him. The
fictitious world is made real for us.

Lovin depicts a eutopia — the totally planned life, from which all risk
and accident have been eliminated. At the same time, the work contains a
critical subtext. Do we really want to live in a situation in which we have
renounced our freedom? Something that has been presented as a eutopia
soon comes across as an anti-eutopia, with its critical spearhead pointed
at the trends in the Swedish welfare state at the beginning of the 1970s,
such as blind faith in science and social engineering. But, where Lovin’s
eutopia can be said to be ironic, the dystopian theme is articulated directly
in the work of several west-coast artists.

WESTERN-SWEDISH DYSTOPIAS

The 1960s are a pivotal epoch in the development of modern art. If the
term postmodernism can be used at all today, then it is in the 1960s that
we must locate the turning point that this concept describes, when mod-
ernism seems to have come to an end and other criteria emerged in art. It
was in the 1960s that the boundaries between artistic media began to be
crossed in earnest, and that the concept of art was expanded and mass-
media imagery broke into art. But this development cannot be understood
solely as an intra-aesthetic movement, a boundary crossing from within
autonomous art. It has to be situated in relation to the transformation of



VASTSVENSKA DYSTOPIER

1960-talet ar ett brytningsskede 1 den moderna konstens utveckling.
Om termen postmodernism alls gar att anvinda idag sa ar det till
1960-talet vi maste lokalisera den vandpunkt detta begrepp beteck-
nar, dd modernismen forefoll ha kommit till ett slut och andra kri-
terier gjorde sig gillande 1 konsten. For det var pa 1960-talet som
granserna mellan konstnérliga medier pa allvar bérjade 6verskridas,
som konstbegreppet vidgades och massmediernas bildvarld brot
in 1 konsten. Men denna utveckling kan inte enbart forstas som en
inomestetisk rorelse, ett 6verskridande inifran den autonoma kon-
sten. Den maste stillas i relation till omvandlingen av samhiéllet, den
tekniska och ekonomiska utvecklingen, explosionen av nya medier,
framf6r allt TV, popkulturens framvaxt och den yngre generationens
politiska uppvaknande.

I'métet med en social och politisk verklighet, férmedlad av mass-
medierna, och de krav pa stéllningstagande som formulerades som
svar pa detta méte, dvergav manga yngre svenska konstndrer under
1960-talet abstrakta uttryck for berdttande bildformer. Den brittiska
och amerikansk popkonsten fanns bland killorna, liksom den franska
nyrealismen. Men dven geografiskt mer nérliggande féregangare in-
spirerade, som den danske grafikern Palle Nielsen (1920-2000), vars
bildsvit Orfeus och Eurydike (Orfeus og Eurydike) visades pa Goteborgs
konstmuseum 1965. Atminstone Friberg tog djupa intryck av hans
arbeten.

Under 1960-talet utvecklades bildsatiren av konstndrer som Lars
Hillersberg (1937-2004), Ulf Rahmberg (f. 1935), Lena Svedberg
(1946-1972) och Petter Zennstrom (f. 1945), vars bilder spreds 1
trycksaker som Puss och Ddidens Nyheter. Deras genomlysning av im-
perialismen, utsugningen av arbetarklassen och tredje virlden var
sa skoningslos att bilderna kunde te sig som surrealistiska dystopier
trots att de snarare skildrade var verklighet hiar och nu.

1967 skrev Folke Edwards (f. 1930) en artikel med rubriken "De
otacka” 1 Fuletten, om Hillersberg, Rahmberg, Friberg, Hans Hamn-
gren (f. 1934), Bert-Johnny Nilsson (f. 1934), Albert Johansson (f.
1926) och Berg, en grupp yngre konstnirer som visade upp tillva-
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society, technological and economic developments, the explosion of new
media, above all TV, the rise of pop culture, and the political awakening
of the younger generation.

During the 1960s, as a social and political reality relayed by the mass
media and the demands to take a stand framed in response to that en-
counter met, many young Swedish artists abandoned abstract expression
in favour of narrative pictorial forms. British and American pop art was
one of the wellsprings here, as was French new realism. But inspiration
also came from forerunners who were geographically closer to hand, such
as the Danish graphic artist Palle Nielsen (1920-2000), whose suite of pic-
tures Orpheus and Eurydice (Orfeus og Eurydike) was shown at the Géteborg
Museum of Art in 1965. Friberg, at least, was profoundly influenced by
his works.

During the 1960s, pictorial satire was developed by artists such as
Lars Hillersberg (1937-2004), Ulf Rahmberg (b. 1935), Lena Svedberg
(1946-1972) and Petter Zennstrém (b. 1945), their pictures being dis-
seminated in magazines such as Puss (Kiss) and Didens Nyheter (Death
News). Their X-raying of imperialism, the exploitation of the working
class, and the third world was so merciless that the pictures could look
like surrealistic dystopias, despite the fact that, if anything, they depicted
our reality here and now.

In 1967, Folke Edwards (b. 1930) wrote an article titled ‘De oticka’
(The Nasties) in Faletten, about Hillersberg, Rahmberg, Friberg, Hans
Hamngren (b. 1934), Bert-Johnny Nilsson (b. 1934), Albert Johansson
(b. 1926) and Berg, a group of young artists who showed the unvarnished
faces of existence and society. Edwards identified a wave of morbidness
in the 1960s:

We have acquired a new generation of provocateurs. Who do not want to compromise or close
their eyes. And who describe a reality that is crueller than anything we have previously known. A
generation that is sensitive to the oppression and injustice in the world, and to the western world’s
guilt. A generation whose asociality is a conscious protest — against violence, corruption, milita-
rism, racial discrimination, atomic weapons, neo-colonialism. A generation that is like a round peg

in a square hole in the welfare state — and for which the threat of catastrophe is a reality."

Here, Edwards points to the mood out of which the art of the 1960s had
sprung. Art always in some way mirrors the time and the society in which
it has come about. The 1960s were a turbulent decade, with gusts of wind



rons och samhallets osminkade ansikte. Edwards identifierade en
morbid vag 1 1960-talet:

Vi har fatt en ny generation av provokatérer. Som inte vill kompromissa eller blunda. Och
som beskriver en verklighet grymmare &n nagon vi tidigare kint. En generation kénslig for
fortrycket och orédttvisan i vérlden och for visterlandets skuld. En generation vars asocialitet
ar en medveten protest — mot vald, korruption, militarism, rasdiskrimination, atomvapen,
nykolonialism. En generation som sitter skevt i vélfirden — och for vilken katastrofhotet 4r

en realitet.!!

Edwards pekar hir ut den stimning ur vilken 1960-talets konst var
sprungen. Konsten speglar alltid pa nagot sitt den tid och det sam-
hille den ar tillkommen 1. 1960-talet var ett oroligt decennium, med
kastvindar som slungade manniskor mellan hopp om en battre varld
och fortvivlan infér utvecklingen. Detta dr en del av den bakgrund
som fick dystopin att framstd som en anvandbar form for flera konst-
nérer nir 1960-talet 6vergick 1 1970-tal.

Nils Olof Bonniers (1945-1969) arbeten, framf6r allt hans sur-
realistiska blyertsteckningar av maskinlika strukturer eller arkitekto-
niska konstruktioner, kan tolkas som futuristiska eutopier som ho-
tar att sla Gver 1 antieutopier, bilder av maskinstdder utan manskligt
liv, en virld dar maskinerna tagit 6ver. Bilderna har en kylig ton ria.65
samtidigt som det inte gar att ta miste pd konstnirens fascination
for begrepp som struktur och entropi, aktuella pd den amerikanska
konstscenen inom minimalism och jordkonst.

Ett nyckelbegrepp fér Bonnier &r just strukturer, vilket bland
annat manifesteras 1 hans anvandning av ett monster av sexkantiga
celler pa omslaget till Puletten nummer 2 1968."* Genom att vika upp
en utstansad enhet av sju celler uppstar ett hal 1 omslaget och det
underliggande fotografiet fran karabinjarernas stormning av Venedig-
biennalen 1 juni samma ar blir synlig. En text pa insidan av omslaget,
med rubriken "Omslaget — en utopi”, forklarar syftet med projek-
tet.!® Vilka 4r manniskans mojligheter 1 en tid nar hennes mekaniska
kapacitet vertraffats av maskinens? fragar sig Bonnier. Enligt honom
blir det da ménniskans uppgift att samordna de komponenter som
maskinerna ger oss. Utifran denna problemstillning formulerar han
sin "vetenskapliga vision” 1 en begreppstit text som spanner dver ma-
tematik, datorteknologi, estetik och politik. Hér skriver Bonnier om

306 Fi6. 65. Nils Olof Bonnier, S fruktansvirt fult | So Terribly Ugh, 1968, blyertsteckning / pencil drawing,
31,4 x 58 cm, Géteborgs Stads kulturforvaltning / City of Géteborg Culture Administration.
Foto / photo: Jan Dahlqgvist, © Nils Olof Bonnier/BUS 2009.



noédvindigheten av en utvidgning av var fattningsférmaga fran tva- till
tredimensionalitet, en expansion av l6sningar pa problem som1sin tur
genererar nya fragor — allt sammanfattat 1 cellménstrets uppbyggnad.
Cellménstret kan nédmligen dven uppfattas som en tredimensionell
struktur. Det ”tvadimensionella redovisningssystemet &r begransat”,
skriver Bonnier. For att svara mot teknikutvecklingen och undvika en
maskinernas anarki maste vi utvidga var ”6verskadningskapacitet”,
hivdar han. Bonnier efterstravar en utbyggnad av relationer mellan
manniskor, liksom mellan manniskor och ting, ting och miljéer, mil-
joer och manniskor. Detta dr f6r honom verklig utveckling:

Man kan stilla frigan om en monoton upprepning kan leda till utveckling. Inom monotonin
finns en latent utbrytartendens. Utnyttjas de goda férutsittningarna, sa kan utbrytaren gora
sig gillande mot den neutrala bakgrunden. Omslaget har en utbrytare, den utvikbara fliken

som sd sméningom skall leda oss 6ver till den tredimensionella matematiken.'

Det abstrakta cellmonstret skrivs in 1 en eutopi om utveckling av
manniskans seende och fattningsférmaga. Cellmonstret dr en bild
av denna eutopi samtidigt som det tillskrivs en specifik funktion 1
forverkligandet av densamma. Bonniers utopier ar lika vacklande
mellan eutopin och antieutopin som Lévins, men saknar Lovins
ironiska dimension. Hir lever dnnu tron pa tekniken och ménnis-
kan 1 férening liksom drémmen om en ny varld. Men de férvuxna
maskiner som befolkar hans bilder kastar ocksa ldnga skuggor. Om
ingenting gérs kommer dessa maskiner att ta makten 6ver oss och
kasta oss in 1 ett tillstdnd av dekadens, kaos och forintelse: "I detta
stadium blir ménniskan tvungen att vdlja mellan ménniskosldktets
undergang eller ett modifierat levnadssitt.”"® Trodde han sjélva att
det var mojligt f6r henne att vilja det sista?

Det fanns konstnarer 1 G6teborg som pa ett tydligare sétt anvan-
de konsten som formedlare av politiska idéer. Aven hir var det euto-
piska och dystopiska temat narvarande. I Vistsverige kom politikens
inflytande pa konsten delvis att ta sig andra uttryck &n 1 huvudsta-
den. Konstnirer som Peder Josefsson (f. 1943), Knud (1936-1996)
och Solwei Stampe (1936-2001) skildrade arbetet 1 hamnen och pa
varven. Konsten blev ocksa medel f6r burlesk satir hos bland andra
Gunnar Thorén (1931-2002). I Goteborg fanns ocksd konstnarer
som arbetade med bilder som visserligen bars fram av ett starkt en-
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hurling people back and forth between hope of a better world and despair
about the way things were going. This is part of the background that
made dystopias appear to be a viable form for a number of artists when
the 1960s gave way to the 1970s.

Nils Olof Bonnier’s (1945-1969) works, especially his surrealistic
pencil drawings of machine-like structures and architectonic construc-
tions, can be interpreted as futuristic eutopias that threaten to turn into
anti-eutopias, images of machine cities devoid of human life, a world in
which the machines have taken over. The pictures have a cool tone, at the
same time as it 1s impossible to miss the artist’s fascination with concepts
such as structure and entropy, topical at that time in the American art
scene within minimalism and land art.

One key concept for Bonnier is specifically structures, something that
1s, for instance, manifested in his use of a design made out of hexagonal
cells for the front cover of Faletten number 2 in 1968." Folding out a
punched-out section of seven cells creates a hole in the cover so that the
photograph beneath it of the carabinieri storming the Venice Biennale in
June of that same year shows through. A text on the inside of the cover,
under the heading “The Cover - a Utopia’ (‘Omslaget - en utop?’), ex-
plains the aim of the project.’® Bonnier asks: What choices do human
beings have at a time when their mechanical capacity has been surpassed
by that of machines? According to him, it then becomes humankind’s
job to arrange the components that machines provide for us. From this
problem he formulates his ‘scientific vision’ in a concept-laden text that
takes in mathematics, computer technology, aesthetics and politics. Here
Bonnier writes about the necessity of an expansion of our comprehen-
sion from being two to three-dimensional, an expansion of solutions to
problems that in their turn generate new questions — all of this summed
up in the construction of the cell pattern. The cell pattern can, in fact, also
be understood as a three-dimensional structure. “The two-dimensional
accounting system is limited’, Bonnier writes. In order to keep up with
technical developments and to avoid an anarchy of machines, we have
to expand our ‘capacity for oversight’, he maintains. Bonnier strives to
achieve an extension of relations between people, and likewise between

people and things, things and environments, environments and people.
This, for him, is real development:



gagemang 1 miljo- och samhallsfragor men saknade KFML(r):arnas
programmatiska tydlighet. Berg, Erland Brand (f. 1922), Friberg,
Folke Lind (f. 1931) och Ake Nilsson (f. 1935) gestaltade en existen-
tiell problematik 1 kdlvattnet av den upptrappade maktbalansen mel-
lan USA och Sovjetunionen, miljéférstéringen och teknikutveckling-
en 1 sina visuella dystopier. De kunde vara mer abstrakta, 6ppna for
dubbla perspektiv, som hos Brand dar ett klot ocksa kunde vara ett
huvud, direkt surrealistiska som hos Lind och Nilsson, eller pregnant
formulerade visioner av en démd virld, som hos Berg och Friberg.

BERTIL BERG

Bertil Berg, f6dd 1 Goteborg men sedan ldnge bosatt pa Ekered 1
Lindome 1 Halland, tillh6ér de mest poetiska bildskaparna av dessa
vastsvenska dystopiker. Det hallindska landskapets 6dslighet ater-
finns 1 Bergs karaktéristiska bilder, som trots sin abstrakta och drém-
ska framtoning kan ldsas som kommentarer till miljoférstéring och
krig, ménniskans rovdrift pa naturen och angrepp pa sitt inre. De
kan tolkas som visioner om ett kommande utslocknande, profetior
som tjdnar som varningsord. Darmed fungerar Bergs bilder 1 enlighet
med dystopins retorik. De riktar kritik till betraktaren och dennes
erfarenhetsvarld.

Berg studerade 1 G6teborg pa Slojdféreningens skola 1954-1958
och Valands konstskola 1959-1962 och debuterade med en uppmark-
sammad utstillning p& Galleri Prisma i Stockholm 1964. Aret dirpa
stillde han ut pa Galleri Maneten 1 G6teborg. Sedan dess har utstll-
ningar och offentliga uppdrag avlost varandra. Bland de offentliga
verken utmarker sig utsmyckningen pa Peder Skrivares skola 1 Var-
berg 1970, med fem bilder 1 plexiglas och stal, liksom utsmyckningen
pé Ostra sjukhuset i Géteborg med Serie i 6 stadier (1977-1978).16

Vid debuten 1964 hade Berg redan funnit sitt sprak. Bilderna - of-
tast akvareller — skildrade labyrinter, hjarnor, inre landskap som ocksa
ar yttre, rutnit och celler, blodkroppar, blodadror eller nervtradar, ett
pulserande inre liv. Har fanns ocksa bilder 1 bilden, dar rum ppnar sig
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We can ask questions about whether monotonous repetition can lead to development. Within
monotony there is a latent dissident, breakaway tendency. By making good use of the favour-
able underlying conditions, the dissident can assert itself against the neutral background. The
cover contains a breakaway element, the fold-out flap that will gradually lead us into the three-

dimensional mathematics.'*

The abstract cell pattern is inscribed into a eutopia about development of
the human capacity to see and comprehend. The cell pattern is an image
of this eutopia, at the same time as it is ascribed a specific function in the
realization of that same eutopia. Bonnier’s utopias oscillate back and forth
between eutopia and anti-eutopia as much as Lévin’s do, but they lack
Lévin’s ironic dimension. Here, faith in technology and humankind in un-
ion lives on, as does the dream of a new world. But the overgrown machines
that populate his pictures also cast long shadows. If nothing is done, these
machines will take over the power from us and cast us into a state of deca-
dence, chaos and destruction: ‘In this stage people are compelled to choose
between the extinction of the human race and a modified way of living*®
Did he himself believe it was possible for humanity to choose the latter?

There were artists in Gothenburg who more clearly used art as a
vehicle for political ideas. The theme of eutopia and dystopia was present
here, too. In western Sweden the influence of politics on art partly came
to adopt other modes of expression from those of the capital city. Artists
such as Peder Josefsson (b. 1943), Knud Stampe (1936-1996) and Solwei
Stampe (1936-2001) portrayed labour in the docks and at the shipyard. Art
also became a medium for burlesque satire, for instance, in the works of
Gunnar Thorén (1931-2002). True, there were also artists in Gothenburg
who worked with pictures that are motivated by a powerful commitment
to environmental and social issues, but which lacked the programmatic
clarity of the KFML(r) (Communist League Marxist-Leninists (the revo-
lutionaries)). In their visual dystopias, Berg, Erland Brand (b. 1922),
Friberg, Folke Lind (b. 1931) and Ake Nilsson (b. 1935) gave visual form
to a set of existential problems that had arisen in the wake of the escalation
of the balance of power between the USA and the Soviet Union, envi-
ronmental pollution and technological development. These images could
be more abstract, and viewable from a double perspective, as in Brand’s
works, in which a sphere could also be a head, candidly surrealistic, as
in the work of Lind and Nilsson, or concisely formulated visions of a
doomed world, as in the works of Berg and Friberg.



1 transparenta skikt, kuber eller klot svdvande 1 en bottenlds rymd.
Under andra halvan av 1960-talet experimenterade Berg med
material som plexiglas och stalkulor. Genom att stilla rader av plexi-
glasskivor framf6r varandra kunde han skapa en illusion av ett his-
nande djup. Stalkulor fista vid skivorna framtridde som stjarnbil-
der eller gevarskulor, frusna i sin rorelse. Mellan skivorna kunde
han fasta plastmodeller av hjarnor med vindlingarna som abstrakta
monster. Stalkulorna framtradde d& som angripare 1 bilder av tanke-
fortryck och indoktrinering. Ibland anvinde han tennsoldater som
ytterligare forstarkning av hotet mot det mianskliga organet. Dessa
objekt hade titlar som Fodelse (objekt 1966, GKM), (Omedvetet) mdl-

medvetet angrepp mot medvetandet pagar (objekt 1968, GKM), Hjirna i Fia.se

stigirnsystem, Gasmoln, Expanderande och statiskt rum, Stérnhimmel, Spegel-
bild med tittskap (samtliga 1970) och Rummets avskalning (1972). Titlarna
refererade till en yttre och en inre virld, rymd och rum, men ocksa
till indoktrinering, angrepp och hot.

Redan i dessa arbeten fanns ett uttalat dystopiskt tema med ex-
istentiella fortecken. Det handlar om de strukturer som ménniskan
ar underkastad 1 det moderna sambhillet, om krigféring, inte bara 1
yttre bemarkelse, utan ocksd inre. Karaktaristiskt for Bergs bildsprak
var vaxelverkan mellan makro- och mikrokosmos. Inne i manniskan
oppnas oandliga rymder. Men rymderna stings inne 1 lador och de
6ppna faltens nakna hud sargas av vassa former.

Under 1970-talet limnade Berg objekten for att koncentrera sig
pa maleriet, framfor allt akvarell som dr det medium som passar hans
vision bast. Akvarellen gor det majligt att fa fram det sproda uttryck
han efterstravar och som motsvarar livets skorhet. Kuben kom till-
baka, nu som isblock som reser sig 6ver karga tundror. Det ar 6dsliga
landskap dér inga ménniskor syns till. Men inuti isblocken flammar
en inre eld. P4 detta sétt finns ofta det heta 1 det kalla och det kalla 1
det heta 1 Bergs konst. Andra dterkommande motiv var klot, vindpi-
nade fanor och brinnande drakar. Mérka moln seglar fram 6ver vid-
derna. Vildiga svampar reser sig som efter atombombsexplosioner
1 de 6dsliga landskapen men symptomatiskt nog inte som realistiska
avbildningar av sprangningar. Snarare skapar han symboliskt forta-
tade bilder med utgangspunkt 1 ett motiv som atombombsmolnet.

Ibland férekommer djur 1 hans bilder, som figlar och 1 en mal-
ning en salamander, men aldrig nagra ménskliga individer. Kanske
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BERTIL BERG

Bertil Berg, born in Gothenburg but subsequently a long resident of
Ekered, near Lindome in Halland, is one of the most poetic image-mak-
ers among the western-Swedish dystopians. The desolateness of the Hal-
land landscape recurs in Berg’s characteristic pictures, which despite their
abstract, dreamlike tone can be read as a commentary on environmen-
tal pollution and war, humankind’s ruthless exploitation of nature, and
assault on its own inner world. They can be interpreted as visions of
imminent extinction, prophecies that serve as words of warning. Berg’s
pictures thus operate in accordance with the rhetoric of dystopia. They
direct criticism at the observers and their world of experience.

Berg studied in Gothenburg at the Handicraft Society School
(Slojdféreningens skola) 1954-1958 and the Valand School of Art 1959-
1962 and made his debut with an exhibition that attracted a lot of at-
tention at Galleri Prisma in Stockholm in 1964. In the following year,
he showed at Galleri Maneten in Gothenburg. Since then, exhibitions
and public commissions have come in quick succession. Among the pub-
lic works that stand out are the decoration for the public school Peder
Skrivare’s school in Varberg in 1970, with five pictures in Plexiglas and
steel, and also the decoration for Ostra Hospital in Gothenburg, Series in
6 Stages (Serie 1 6 stadier 1977-1978).1°

On his debut, in 1964, Berg had already found his own language. The
pictures — frequently watercolours — depicted labyrinths, brains, interior
landscapes that are also external ones, grids and cells, blood corpuscles,
veins or nerve fibres, a pulsating inner life. Here, too, are pictures within
pictures, in which space opens up in transparent layers, cubes or spheres
floating in a bottomless void.

During the second half of the 1960s, Berg experimented with materi-
als such as Plexiglas and steel spheres. By placing rows of Plexiglas sheets
one in front of another, he was able to create the illusion of a dizzying
abyss. Steel ball-bearings attached to the sheets looked like constellations
of stars or rifle bullets, frozen in motion. Between the sheets he might
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fix plastic models of brains, their convolutions in abstract patterns. The
steel ball-bearings then looked like invaders in images of mental oppres-
sion and indoctrination. Sometimes, he used tin soldiers, as a further
reinforcement of the threat to the human organ. These objects had titles
like Birth (Fodelse, object 1966, GMA), (Unconscious) Single-Minded Attack on
Consciousness Goes on ((Omedvetet) mélmedvetet angrepp mot medvetandet pagar,

Fig.e6 object 1968, GMA), Brains in Star System, Gas Cloud, Expanding and Static
Space, Starry Sky, Mirror Inage with Feepshow (Hjdirna 1 stidrnsystem, Gasmoln,
Expanderande och statiskt rum, Stiarnhimmel, Spegelbild med tittskap, all 1970)
and The Peeling of Space (Rummets avskalning 1972). The titles referred to an
external and internal world, to a void and a space, but also to indoctrina-
tion, attack and threat.

Already in these works there was an explicit dystopic theme with exis-
tential overtones. They were about the structures that people were subor-
dinated to in modern society, about warfare, not just in its external sense,
but also the inner one. Characteristic of Berg’s pictorial language was the
interaction between macrocosm and microcosm. The human being con-
tains a boundless expanse of empty spaces. But these spaces are shut inside
boxes, and the naked skin of the open fields is cut by sharp forms.

In the 1970s, Berg abandoned objects to concentrate on painting,
primarily, watercolour, which is the medium that suits his vision the best.
Watercolour makes it possible to produce the delicate expression that he
is aiming at, and which corresponds to the brittleness of life. The cube
returned, this time, as a block of ice that rises up over barren tundra.
These are desolate landscapes with no human beings visible. But inside
the block of ice there blazes an inner fire. Thus, Berg’s art often con-
tains heat within cold and cold within heat. Other recurrent themes were
spheres, windblown flags, and fire-breathing dragons. Dark clouds sail
out over the wide open expanses. Enormous mushrooms rise up in the
desolate landscape, as though after atomic-bomb explosions, but symp-
tomatically enough not as realistic depictions of detonations. Rather, he

creates symbolically condensed images with their starting point in themes
such as the atomic cloud.

Occasionally, animals, for instance, birds, and in one painting a sala-
mander, appear in his pictures, but never any human individuals. Perhaps
the people have been wiped out, or then he is depicting the human inner
world. Titles like Pain (Smdrta 1981) hint at the latter. Other titles, such
as Attack I and II (Angrepp 1971), Threat (Hot 1972), Memento of a Time of

FIG. 66. Bertil Berg, (Omeduetet) mélmeduvetet angrepp mot medvetandet pégir | (Unconscious) Single-Minded Attack on
Consciousness Goes On, 1968, plexiglas, stalkulor, plast / Plexiglas, steel marbles, plastic, 40 x 56 x 63 cm,
Goteborgs konstmuseum / Goteborg Museum of Art. Foto / photo: Ebbe Carlsson,
© Bertil Berg/BUS 2009.



ar manniskorna utplanade, eller sd ar det ménniskans inre virld han
skildrar. Titlar som Smdrta (1981) antyder det senare. Andra titlar,
som Angrepp I och II (1971), Hot (1972), Memento ver bestialitetens tid
(1973), Istid-Nutid I (1977), Isfront (1977, 1979, 1980), bekraftar las-
ningen av bilderna som dystopiska visioner. Ménniskans guldalder
ar 6ver. En ny istid bryter fram 1 kolvattnet av det globala kidrnva-
penkriget och milj6forstoringen. Men lika ofta ar titlarna allménna
och poetiska, som Landskap (1975, 1976), Moln (1977) och Brinnande
drake II (1978). De 6dsliga landskapen kan ocksa leda tankarna till
den sibiriska tundran eller Lofoten, som Berg besokte tillsammans
med de andra medlemmarna 1 konstndrsgruppen 6 aspekter — Roj
Friberg, Bernt Jonasson (f. 1936), Folke Lind, Ake Nilsson och Gun-
nar Thorén — 1 mitten av 1970-talet.

Bergs bilder skiljer sig pa avgérande punkter fran mycket av 1960-
och 1970-talens engagerade konst. De ér inte entydiga som utsagor
och kommenterar inte dagsaktuella hindelser, &ven om de 1 vissa fall
var inspirerade av sidana. Snarare beror de existentiella fragor av en
mer generell art: det madnskliga kontra det artificiella, minniskans
relation till naturen, liksom smirta och férganglighet. Bilderna visar
oss en dromvérld snarare dn en yttre verklighet. Det finns en skonhet
1undergangen och valdet kan ha en farlig lockelse som konstnaren ar
uppriktig nog att inte blunda f6r. Berg skyr inte méanniskans kompli-
cerade kinslor: "Men det vanskliga med att mala pa det hér séttet ar
att jag aldrig klart kan séiga att jag malar for att uttrycka min avsky for
véld och inte for att véaldet 1 sig sjalvt dr fascinerande.””” Véldets och
undergangens dragningskraft finns dir, som en malstrém vi stindigt
riskerar att dras ned 1.

I intervjuer bekréftar Berg att han medvetet arbetar med fragor
om de hot om sjalvférorsakad utplaning som ménniskan star infor.
Han gor det 1 ett oroande bildsprak som narmar sig svargripbara
kanslor. I en utstallningstext 1968 skriver han:

Det bilderna handlar om, det som intresserar mig och som jag férsoker skildra 4r ogripbar-
heten i stérsta allménhet, t ex livets uppkomst, vixande och ofta groteska slut. Méte mel-
lan vdrme och kyla, genomskinlighet, t ex luft. Ménsklighetens situation i dag, 1 morgon.
Virldens 6verhettning, nergrisning, krympning. Min egen och andras radsla, hypokondri,
mnestangdhet, glidje o s v. Allt dckligt och djavligt i en skén inramning.'®

Har framkommer att Berg forsoker narma sig det svaratkomliga, ex-
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Bestiality (Memento over bestialitetens tid 1973 ), Ice Age-Present Age (Istid-Nutid
11977), Ice Front (Isfront 1977, 1979, 1980), confirm the reading of the pic-
tures as dystopian visions. The golden age of humankind is over. A new
ice age is breaking out in the wake of the global nuclear war and environ-
mental pollution. But, equally frequently, the titles are universal and po-
etic, including Landscape (Landskap 1975, 1976), Cloud (Moln1977) and Fire-
Breathing Dragon II (Brinnande drake 111978). The desolate landscape can
also take our thoughts to the Siberian tundra or to the Lofoten Islands,
which Berg visited together with the other members of the 6 aspekter (6
Aspects) artists” group — Roj Friberg, Bernt Jonasson (b. 1936), Folke
Lind, Ake Nilsson and Gunnar Thorén - in the mid-1970s.

Berg’s pictures diverge in crucial respects from much of the committed
art of the 1960s and 1970s. They are not unequivocal as statements and do
not comment on topical events, even if they were in some cases inspired by
them. They deal more with existential questions of a more general type:
the human versus the artificial, humankind’s relationship with nature, as
well as pain and transitoriness. The pictures show us a dreamworld rather
than an external reality. There is a beauty in destruction, and violence
can have a dangerous charm, to which the artist is honest enough not to
shut his eyes. Berg does not avoid people’s complicated feelings: ‘But the
difficult thing about painting in this way is that I can never clearly say that
I paint to express my abhorrence of violence, and not because violence
itself 1s fascinating’"” The attraction of violence and destruction is there,
like a maelstrom that we constantly risk being drawn down into.

In interviews Berg confirms that he consciously works with issues
related to the threat of self-inflicted annihilation that faces humanity. He
does this in a disturbing pictorial language that addresses elusive feelings.
In an exhibition text in 1968 he writes:

The pictures are about what interests me and what I try to depict is the intangibility of the most
universal things, for example, life’s origins, growth and frequently grotesque end. An encounter
between heat and cold, transparency, for example, air. The human situation today, tomorrow.
Global overheating, pollution, shrinkage. My own and other’s fear, hypochondria, being shut in,

joy and so on. All that is sickening and diabolical in a beautiful frame.'®

Here it emerges that Berg tries to approach the inaccessible, for example,
emotions, at the same time as he allows himself to be inspired by the sur-
rounding world. He is influenced by the atom-bomb threat, environmental



empelvis kinslor, samtidigt som han later sig inspireras av omvérlden.

Han ar paverkad av atombombshotet, milj6férstoringen och Viet-

namkriget men later denna bakgrund transformeras till existentiellt

syftande bilder av en mer symbolisk och allmangiltigt art. Mot ond-

skan, valdet och nerskripningen star skonheten 1 bildspraket. Bergs

bilder skapas utifran insikten att det onda kan finnas 1 det skona, att

undergangen ocksd kan bdra en sdllsam skonhet. Har intar han en

héllning till varlden som har mycket gemensamt med romantikernas; ) 5

romantikerna som diktade om skonheten 1 undergingens nérhet.
Berg bor beskrivas som en konstndr som forsoker gestalta all-

manmainskliga kinslor 1 en hotfull omgivning, snarare dn som en

renodlad dystopiker som framstaller en detaljerad bild av ett fram- _ _

tida ont samhalle. ”Jag forsoker fanga kénslor av angest och skrack / : \

1 vart undermedvetna”, sdger han." Men den existentiella tematiken ; '

relateras till konkreta situationer som hotet om ett forestaende tredje y

vérldskrig och kinslan av att vandra "pa gravens rand”.? "
Det dystopiska temat 1 Bergs konst dr ocksda ndgot kritikerna / ‘;“““:'_ B

berért. Redan vid debuten 1964 pekar Folke Edwards 1 Stockholms- ’

Tidningen ut apokalyptiska motiv: "Det hans maleri bjuder oss ar

en varld av 6verhettad apokalyptisk skonhet, ett mikro- och makro-

kosmos med ramnande fantasiarkitektur, bristande vivnader, blod- . sl ‘3 /,

falt och forbranda 6knar”?! Men Edwards ger ocksa uttryck {6r en '

inviandning flera kritiker haft, namligen den att det riskerar att bli

for vackert: "Det ar mycket suggestivt och mycket briljant, men det : /

riskerar att bli for briljant, att perverteras av virtuositet och kvalmig

s6tma”.?? Misstron mot det skona ar stor 1 modernismen, bade inom i

avantgardet och inom den marxistiska kritiken. Edwards har ringa

forstaelse for den spanning som uppstar mellan det skéna och det ' | I

olycksbadande, det som ér sjdlva livsnerven i1 Bergs konst, &ven om '-

han visst ser utstallningen som en l6ftesrik debut. Sy /
Beate Sydhoff (f. 1938) kommer till liknande slutsatser 1 sin recen- I !

sion 1 Svenska Dagbladet (1972) :

Jjagupplever att elegansen i hans arbeten, det dekorativa draget, blir sa starkt manga [g]anger
att det dr svért att klart se syftet med bilden utéver detta. Han har alltid balanserat pa en
spanning mellan ytlig skénhet och budskap och den balansen har varit intressant och gi-

vande. Men faran finns att just det eleganta draget i hans verk ska ta 6ver.?

31 8 FIG. 67. Bertil Berg, Malning nr 9/ Puinting no. 9, 1969, tempera pd papper /tempera on paper, 160 x 120 cm,
Goteborgs konstmuseum / Goteborg Museum of Art. Foto / photo: Lars Noord,
© Bertil Berg/BUS 2009.



Underforstatt: om det blir alltfér elegant hamnar budskapet 1 skym-
undan och bilderna forlorar sin angeldgenhet. Men Berg stravar inte
efter att mystifiera eller dolja verklighetens ansikte, utan efter att up-
penbara virlden och gestalta kinsloligen i ett exakt bildsprak. ”Aven
det som dr motbjudande sker ju i en skén omgivning. Kriget gar
fram ocksa 6ver vitsippsbackar och sommarangar”, som han sjalv
formulerar det.**

Skonheten 1 bildspraket har ocksa en strategisk funktion att fanga
in betraktaren, som dérefter kan paverkas pa ett omedvetet plan.
Berg sdger att bilden maste kunna tala till manniskors kénslor, inte
bara deras intellekt:

Forr gick jag 1 min enfald och trodde att man kunde mala tavlor som hade en social funktion,
som skulle l4ra folk att upptécka att s& hir kunde det se ut. Men det tror jag inte nu. Nu tror
jag att det maste finnas ett sitt att uttrycka sig sd att folk kan férsta dven om dom ingenting
forstar, som psykiskt kan verka hos alla eller flertalet ménniskor, &ven om de inte fattar vad

det handlar om.?

Berg har ocksa upprepade ginger talat om att berdra betraktarens
undermedvetna. Pa sd sitt far verken en starkare verkan dn vad poli-
tiska slagord ndgonsin kan fa. Man befriar sig inte sa létt fran dessa
oroande bilder. Har féljer Berg helt dystopigenrens poetik. Genren
bygger ndmligen pa att forfattaren suggererar fram en vérld som ar
helt uppdiktad men som samtidigt ar tillrackligt ik var egen for att
bli trovdardig och dirigenom later lasaren uppslukas av fiktionen.
Dystopins skildring av en fiktiv plats syftar ytterst till att ge oss nya
perspektiv pa vart eget samhille. Den funktionen har dven Bergs
bilder.

Det surrealistiska draget dr nagot som ofta patalas.?® Men Bergs
bilder saknar det slags surrealistiska rekvisita vi finner hos Salva-
dor Dali, Max Ernst, imaginisterna eller Halmstadgruppen. Snarare
ar det stimningen, den dromska och olycksbadande atmosfiren 1
dem som paminner om surrealisternas 6ververkliga landskap. Det
6dsliga landskapet fungerar som en scen som olika former trader in
pa och befolkar. Liksom hos surrealisterna kan Bergs sdtt att mala
vara mycket realistiskt medan motiven 4r fantasiprodukter. Bergs
bilder har 4nda mest gemensamt med abstrakta surrealister som Yves
Tanguy och Roberto Matta.
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pollution and the Vietnam War, but he has the background transformed
into existentially oriented images of a more symbolic and universal type.
In contrast to evil, violence and detritus stands the beauty of the pictorial
language. Berg’s pictures are created out of the insight that evil can be
found in the beautiful, that destruction can also hold a rare beauty. Here
he adopts an attitude to the world that has a lot in common with that of
the romantics; the romantics, who wrote poems about beauty in the im-
minent presence of doom.

Berg should be described as an artist who tries to give visual form
to universal human feelings in threatening surroundings, rather than as
an out-and-out dystopian who presents a detailed image of some future
wicked society. ‘I try to capture feelings of anguish and terror in our
unconscious, he says.' But the existential themes are related to concrete
situations such as the threat of an impending Third World War and the
feeling of walking ‘on the brink of the grave’*’

The dystopian theme in Berg’s art is also something the critics have
touched on. Already at his debut in 1964, Folke Edwards in Stockholms-
Trdningen points to apocalyptic themes: ‘What his painting offers us is a
world of overheated apocalyptic beauty, a microcosm and macrocosm
with cracked fantasy architecture, rending tapestries, fields of blood and
scorched deserts.”! But Edwards also gives expression to an objection
held by several critics, namely, that it risks being too beautiful: ‘It is highly
suggestive and highly brilliant, but it risks being too brilliant, being per-
verted by virtuosity and nauseating sweetness.””? Distrust of the beautiful
is a major feature of modernism, in both the avant-garde and Marxist
criticism. Edwards has little understanding of the tension that arises be-
tween the beautiful and the ominous, the very lifeblood of Berg’s art, even
if he definitely sees the exhibition as a promising debut.

Beate Sydhoff (b. 1938) comes to similar conclusions in her review in
Svenska Dagbladet (1972):

For me, the elegance of his work, the decorative aspect, frequently becomes so strong that it is
hard to see clearly what the purpose of the pictures is beyond that. He has always balanced in
a tension between superficial beauty and message, and that balance has been interesting and

rewarding. But the danger is that specifically this elegant aspect of his work will take over.23

Implication: if it is too elegant the message ends up in the background and
the pictures lose their point. Yet, Berg does not seek to mystify or conceal



Jan Hafstrom (f. 1937) beskriver Bergs verk Barbariets landskap
och Fordspegling (bada 1963) 1 Dagens Nyheter 1974.*” Hafstrém pekar
pa hur Bergs bilder innehéller médnga nivaer och kan ldsas pa olika
sitt. Bilderna gors till metaforer for inre tillstdnd eller tillstandet 1
virden. Men det Héfstrom framfor allt lyfter fram dr Bergs forhal-
lande till spraket. I malningen Komma (1971) ser Hafstrom hur spra-
ket angrips: "Det sprakliga tecknet dr en organism som haller pa att
brytas ned — rent biologiskt!”?® Erosionen av landskapet, 6knarnas
utbredning och atombombsexplosionernahar sinmetaforiska dubbel-
exponering 1 angreppet mot spraket. Hafstrom satter ljuset pa nagot
centralt. Det dr ndmligen fraga om ett 1 hog grad sprakligt maleri,
ett erovrat sprak, dar konstndren samtidigt ar smartsamt medveten
om sprakets oférmaga att direkt bdra ett budskap. Det ar déarfér han
maste ga via det omedvetna.

Liksom den tyske romantiske malaren Caspar David Friedrich
narmar sig Berg den yttre virlden genom den inre. Tillvaron tolkas
genom det subjektiva. Bilderna blir drémbilder, fragment som sam-
manfattar det absoluta, ménniskans 6de. Vi pdminns om att dystopin
som genre har sina rétter 1 romantiken. Med en ldtthet 1 uttrycket
skildrar han en hotfull atmosfar, framtidens moérka skugga som faller
over var tid. Med dessa symboliskt fortitade bilder har Berg skapat
gripande metaforer 6ver vad han sjilv kallat "bestialitetens tid”.

ROJ FRIBERG

Roj Friberg ar kanske den konstndr 1 Sverige som mest konsekvent ut-
forskat dystopins mojligheter inom bildkonsten. Da manga av Fribergs
generationskamrater uppslukades av politiska eutopier, vars forverk-
ligande de agiterade for 1 sin konst, férblev Friberg trogen dystopins
negativa form. Till skillnad fran exempelvis Lars Hillersberg och Puss-
ganget formulerade han, med ndgot undantag, inte sin samhéllskritik 1
satirens burleska form, utan i den romantiska suggestionens.

Friberg f6ddes 1 Uddevalla 1934 men 4r sedan 1969 bosatt 1 Nds 1
Halland. Debuten skedde redan 1954 pa Galleri Bogestad 1 G6teborg.
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the face of reality, but to reveal the world and give visual form to emo-
tional states in an exact pictorial language. ‘Even things that are disgusting
take place in beautiful settings. War is also waged across wood-anemone
slopes and summer meadows, as he himself puts it.**

Beauty in pictorial language also fulfils the strategic function of cap-
tivating the viewer, who thereafter can be influenced on an unconscious
level. Berg says that the picture has to be able to speak to people’s feelings,

not just to their intellect:

Before, I went around in my stupidity and believed that it was possible to paint pictures that had
a social function, that would teach people to discover that this is what things could look like. But
I do not believe that now. Now, I believe that there has to be a way of expressing things so that
people can understand, even if they understand nothing, which can have a psychological effect

on everyone, or the majority of people, even if they do not grasp what it is about.?®

Berg has also repeatedly spoken about getting in touch with the viewer’s
unconscious. In this way the work has a more powerful effect than political
slogans can ever have. It is not so easy to shake off these disturbing pic-
tures. Here Berg keeps completely to the poetics of the dystopia genre. In
fact, the genre relies on the author summoning up a world that is totally
fictitious, but which, at the same time, is sufficiently like our own to be
credible, thereby allowing the reader to be absorbed into the fiction. A
dystopia’s depiction of a fictive place ultimately aims to give us new per-
spectives on our own society. Berg’s pictures also have the same function.

One thing that is often commented on is their surrealistic aspect.?®
But Berg’s pictures lack the kind of surrealistic props that we find in
the works of Salvador Dali, Max Ernst, the Imaginists or the Halmstad
Group. It is, rather, their mood, their dreamlike, ominous atmosphere
that 1s reminiscent of the hyper-real landscapes of the surrealists. The
deserted landscape functions as a stage, and various forms then enter
into it and populate it. As with the surrealists, his way of painting can be
highly realistic, while his subjects are products of the imagination. Berg’s
pictures, nevertheless, have most in common with the work of abstract
surrealists such as Yves Tanguy and Roberto Matta.

Jan Hafstrom (b. 1937) describes Berg’s works Landscape of Barbarism
(Barbariets landskap) and Earth Reflection ( fordspegling) (both 1963) in Dagens
Npheterin 197427 Hafstrom points to the way Berg’s pictures contain many
levels and can be read in various ways. The pictures are turned into



1960-1964 studerade han vid Slgjdféreningens skola och Valands
konstskola. Fran Valand blev han relegerad pa grund av fér mycket
franvaro under vad han sjalv kallar sin ”Sturm und Drang-period”.?°
Friberg uppticktes pa en elevutstillning 1963 och tilldelades priset
Unga Tecknare dret darpa. Hans konst visades pa grupputstéllningar
pa Maneten 1 Goteborg (1962) och Konsthallen (1963). Under 1960-
och 1970-talet stillde Friberg ut separat pa Maneten (1967 och 1972)
och Varbergs Museum (1973) samt pa en rad andra platser 1 Sverige
och utomlands.

Fribergs hicklande bild av Brasiliens diktator Artur da Costa e
Silva fick Utrikesdepartementet att stilla in det svenska deltagan-
det 1 Ungdomsbiennalen 1 Sao Paulo 1969. 1974 deltog Friberg 1
grupputstillningen 6 aspekler. Ménniska — samhdlle pa Goteborgs konst-
museum. Efter utstdllningen bildade deltagarna konstnirsgruppen
med samma namn. Fran 1971 och framat har Friberg arbetat med
scenografi for teater, opera och TV — erfarenheter som han tillvara-
tagit 1 environments och offentliga utsmyckningar.

I sin konst dr Friberg aldrig politiskt syftande utan att samtidigt
berdra ménniskans existentiella situation. Omvént har hans existen-
tiellt fargade bildkonst néstan alltid en moralisk och politisk sida.
Det handlar om ménniskans ansvar infor skapelsen. I Fribergs verk
finns en spanning, eller en dialektik, mellan det individuella och det
allmdnna, mellan den existentiella erfarenheten och den politiska
verkligheten, mellan ethos och pathos. Hans forebilder dr ocksa ex-
istentialister som Franz Kafka och Palle Nielsen.

Teckningen har hela tiden varit fundamentet 1 hans konstnar-
skap, dven om Friberg pa senare ar borjat arbeta 1 farg. De tidiga
verken inneholl ett myller av figurer, rytmiskt boljande 6ver papperet
1 bilder som kan paminna om Jean Dubuffets "klotter”. Friberg sager
sig alltid ha gillat att teckna minniskomassor och har fortsatt att géra
5.3 Det &r ofta burleskt och samtidigt allvarligt, en féraning om de
dystopiska visioner som skulle f6]ja.

Skogsmotivet, som dterfinns redan 1 teckningar fran tidigt 1960-
tal, aterkommer i senare verk av Friberg, en skog som tycks fértrollad,
ett rum av tystnad och levande materia. Bland annat har han gjort
flera bilder av en skogstjarn med stilla spegelblankt vatten. I skogen
ror sig tiden langsamt. Luften 4r ren. Vi ar befriade fran de borgerliga
interiérernas unkna atmosfar som fyller méanga av Fribergs bilder.
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metaphors for internal states or the state of the world. But what Hafstrém
emphasizes above all is Berg’s relationship with language. In the painting
Comma (Komma 1971) Hafstrom sees the way that the language is subject
to attack: “The linguistic sign is an organism that is in the process of be-
ing broken down - purely biologically!”® The erosion of the landscape,
mcreased desert expansion and atomic-bomb explosions have their meta-
phorical double exposure in the attack on language. Hafstrom puts the
spotlight on something crucial. This is, in fact, to a large extent linguistic
painting, a conquered language, in which the artist is, at the same time,
painfully aware of language’s inability to deliver a message directly. That
is why he has to go via the unconscious.

Like the German romantic painter Caspar David Friedrich, Berg
approaches the external world through the internal one. Existence is
interpreted through the subjective. The pictures become dream images,
fragments that encapsulate the absolute, human destiny. We are reminded
that dystopia as a genre has its roots in romanticism. With a lightness of
expression he evokes a menacing atmosphere, the dark shadow of the
future that falls over our time. With these symbolically condensed images
Berg has created gripping metaphors for what he himself called the ‘age
of bestiality’.

ROJ FRIBERG

In Sweden, Roj Friberg is perhaps the artist who has most systemati-
cally explored the possibilities of dystopia within visual art. While many
of Friberg’s generation were greatly concerned with political eutopias,
whose realization they agitated for in their art, Friberg remained faithful
to negative forms of dystopia. In contrast, for example, to Lars Hillers-
berg and the crowd at Puss, with some exceptions, he did not formulate
his social critique in the burlesque form of satire, but used the suggestive
approach of romanticism.

Friberg was born in Uddevalla, in 1934, but, since 1969, has lived
in Nis in Halland. His debut took place in 1954 at Galleri Bogestad in
Gothenburg. From 1960 to 1964, he studied at the Handicraft Society



Under andra halvan av 1960-talet utvecklade Friberg en sarprag-
lad teknik dir han med ett radergummi monterat pa en roterande
trissa kunde sudda fram ljuset fran en grafitbestruken yta. Tekniken
gjorde det mojligt att ge bilderna illusionistisk kvalitet. Resultatet ar
tecknade fotografier” av dromsyner, besliaktade med Francisco de
Goya, Francis Bacon och surrealisterna.

Dessa hallucinatoriska bilder formade sig i slutet av 1960-talet till
samhallskritiska skrdckvisioner. Under 1970-talet framtradde dys-
topiska visioner om ett totalitdrt samhille eller varlden efter kérn-
vapenkriget, tecknade 1 ett alltmer virtuost bildsprak. Andra verk
har en mer skriackromantisk prigel. Manniskor kreverar i borgerliga
interidrer som tycks smalta ned, férkolna eller slukas av ett existen-
tiellt morker. Varlden har drabbats av en ond fértrollning. De inre
forestillningarna har tagit 6ver 1 bilder som atskilligt pdminner om
symbolisternas, framfér andra Gustave Moreau. Men det finns ocksa
ett absurt drag som har berdringspunkter med Samuel Becketts kort-
slutna psyken och Kafkas obegripliga byrakratier.

Av Kafkas verk ar det framf6r allt Processen som ger sig till kdnna,
med de godtyckliga rittsprocesserna, exempelvis 1 ett verk som Réits-
maskineriet (grafit 1978). Fran en trakonstruktion pa en vidstrackt plan
hinger ménniskor med huvudena tickta av vita huvor. Scenen ar
sankt 1 morker men omréadet framfor stillningen dr upplyst som av
stralkastare.

Liksom hos Kaftka ar varlden f6rvriangd, absurd och obegriplig.
En bild som Fest (grafit 1979) skildrar 6verklassens férlustelser under
kristallkronan - en iskall spokfest av overkliga manniskor utan inre
liv. Tomma blickar méter betraktaren nér en hand drar undan det
tunga draperiet. Varlden ar forgiftad och ligger 1 dédsryckningar.
Overklassen drinker sig i glomska.

Flera bilder kommenterar hindelserna i Chile 1 september 1973,
da Augusto Pinochet tog makten genom en militdrkupp och den folk-
valde presidenten Salvador Allende d6dades under stormningen av
Presidentpalatset den 11 september. Ett skrackvilde foljde dar dis-
sidenter torterades och avrittades. Att Friberg f6rdémde Pinochets
fascistiska diktatur gar inte att ta miste pa 1 de karikatyrlika bilderna,
exempelvis Funtan (grafit 1974), en teckning efter fotografiet av
Pinochet i mérka glas6gon och med armarna 1 kors, taget dagen efter
maktovertagandet. I Fribergs bild dr den maktfullkomlige diktatorn
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School and the Valand School of Art. He was expelled from Valand for
being absent too often during what he calls his ‘Sturm und Drang pe-
riod’?® Friberg was discovered at a student exhibition in 1963 and was
awarded the Young Draftsman Prize (Unga Tecknare) the following year.
His art was shown at group exhibitions at Galleri Maneten in Gothenburg
(1962) and the Gothenburg Art Gallery (1963). During the 1960s and
1970s, Friberg had solo shows at Maneten (1967 and 1972) and at the
Varberg Museum (Varbergs Museum 1973) as well as at a number of
other venues in Sweden and abroad.

Friberg’s mocking image of Brazilian dictator Artur da Costa e Silva
prompted the Swedish Ministry for Foreign Affairs to call off Swedish par-
ticipation in the Youth Biannualin Sao Paulo in 1969. In 1974, Friberg took
part in the group exhibition 6 Aspects. Man — Society (6 aspekter. Ménniska
— samhdlle) at the G6teborg Museum of Art. After the exhibition, the par-
ticipants formed an artists’ group with the same name. Since 1971, Friberg
has worked on set designs for theatre, opera and TV — experience that he
has made use of in environments and public decorative commissions.

In his art, Friberg is never politically oriented, without at the same
time touching on humankind’s existential situation. Conversely, his ex-
istentially tinged visual art almost always has a moral and political as-
pect. It is about humanity’s responsibility to creation. In Friberg’s work
there is a tension, or a dialectic, between the individual and the universal,
between existential experience and political reality, between ethos and
pathos. His role models are also existentialists, such as Franz Kafka and
Palle Nielsen.

Drawing has always been the foundation for Friberg’s artistic work,
even if, in later years, he has begun working in colour. The early works
contain a multitude of figures, rhythmically undulating across the paper
in images that can be reminiscent of Jean Dubuffet’s ‘doodles’. Friberg
says he has always liked drawing crowds, and has continued to do so0.*’
These are often burlesque and, at the same time, serious, a premonition
of the dystopic visions that were to follow.

The forest theme, which already appears in Friberg’s drawings from
the early 1960s, recurs in his later works, a forest that seems to be en-
chanted, a space of silence and living matter. He has, for instance, made
several pictures of a small woodland mere with still, mirror-smooth water.
In the forest, time passes slowly. The air is clean. We are liberated from the
stale atmosphere of bourgeois interiors that fills many of his pictures.



omgiven av fossilerade generaler, nagra av dem férvandlade till ske-
lett. I Chilejuntan (litografi 1974, GKM) framtrader juntan som en
grupp avindividualiserade héga militidrer med ansikten som liknar
masker, svagt belysta 1 ett kompakt moérker. Deras medaljer skimrar
likt forlista skatter pa havsbottnen. Ut mot bildens kanter suddas
gestalterna ut som av rorelseoskérpa pa ett fotografi.

Arkitekturen har ofta en framtradande roll 1 Fribergs bilder, om
inte som huvudmotiv sd atminstone som inramning av scenerna. I
Fran Borglandet (grafit 1975, GKM) star nagra figurer som stenstoder
pé en palatsbalkong. Teckningen &r baserad pa ett fotografi av Benito
Mussolini, taget nir han haller tal fran en balkong 1 Palazzo Venezia
1 Rom, medan titeln ar himtad frdn en roman av Ernst Jinger.?' "Il
Duce” och hans ndrmaste stiger ut 1 ljuset pa balkongen fo6r att blicka
ned pa folket. Krampaktigt haller han sig 1 balkongracket medan
en kvinna lyser 1 vitt till hoger. I bakgrunden skymtar tva andra ge-
stalter, slukade av det kompakta mérkret. En flaggstang skjuter upp
diagonalt genom bilden. Balkongfénstret dr av enorma proportioner
och ménniskorna framstdr som fingar i sin egen rikedom, inspérrade
1 sitt véldiga stadspalats och avskdrmade fran folket.

Det dystopiska temat ar tydligt uttalat1en serie bilder dér 6vergiv-
na betongkonstruktioner reser sig i ett livlost landskap. Infér Fostumt
landskap (grafit, 1975) dras blicken till den valdiga brostkorg som
hiver sig pa det avmagrade manskadavret 1 férgrunden. Runt om-
kring ligger skrap. Langre in 1 bilden skymtar andra déda kroppar,
utspridda 6ver den sotsvarta marken. Vid horisonten rullar dimman.
Inga 6verlevande syns till. Bunker (1981) skapades som forséttsdekor
till en TV-uppsittning av Karin Boyes Kallocain och utgér dirmed en
visuell gestaltning av en litterdr dystopi.

I takt med att Friberg finslipade sin teknik, for att ge den visuella
framstallningen av hans dystopiska fantasier stérre pregnans, kom
kritik av samma slag som riktades mot Berg ocksa att riktas mot
honom. Den av Fribergs teknik imponerade Tord Backstrém (1908-
1991) anser att bilden Postindustriellt landskap ar ” for lik ett foto”.3? For
andra kritiker dr det nagot suspekt med en konstnir som demon-
strerar sin skicklighet. Bengt Olvang (f. 1934) skriver exempelvis:
"Det finns sidor 1 hans teckningskonst som jag tycker ganska illa
om. Dit hér den pretentisa virtuositeten, hans sitt att upphoja en
illusionistisk teknik till konstnérligt innehall.”* Min upplevelse av
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During the second half of the 1960s, Friberg developed a distinctive
technique in which he could use an India rubber mounted on a drill wheel
to lift out the highlights in a graphite-smeared surface. This technique
made it possible to give the pictures an illusionistic quality. The result
is drawn ‘photographs’ of dream-visions, akin to those of Francisco de
Goya, Francis Bacon and the surrealists.

At the end of the 1960s, these hallucinatory images came to constitute
social-critical visions of horror. During the 1970s, there appeared dystopi-
an visions of a totalitarian society or the world after a nuclear war, drawn
in an increasingly virtuoso pictorial language. Other works have more the
stamp of Gothic horror and romance. People explode in bourgeois interi-
ors that seem to melt, become charred or are devoured by an existential
darkness. The world has been stricken by an evil enchantment. Internal
impressions have taken over in pictures that are highly reminiscent of the
work of the symbolists, primarily Gustave Moreau. But there is also an
absurd quality that has points in common with Samuel Beckett’s short-
circuited mentality and Kafka’s unfathomable bureaucracies.

Of Kafka’s works it is primarily T%e Trial that is recognizable, with its
arbitrary legal processes, for example, in a work like T%e Machinery of Fustice
(Rattsmaskineriet, graphite 1978). From a wooden construction on a vast
plane hang people with their heads covered with white hoods. The scene
is sunk in darkness, but the area in front of them is lit by floodlights.

As with Kafka, the world is askew, absurd and incomprehensible. A
picture such as Farty (Fest, graphite 1979) depicts the upper-class’s amuse-
ments under a cut-glass chandelier — an ice-cold ghost party of unreal
people with no inner life. When a hand pulls aside the heavy drapery,
the viewer is met with empty gazes. The world is poisoned and lies in its
death throes. The upper class is drowning itself in forgetfulness.

Several pictures comment on the events in Chile of September 1973,
when Augusto Pinochet took power in a military coup and the popularly
elected president, Salvador Allende, was killed during the storming of
the presidential palace on September 11. A reign of terror followed, in
which dissidents were tortured and executed. Friberg’s condemnation of
Pinochet’s fascist dictatorship is unmistakable in the caricature-like pic-
tures, for example, The Junta (Juntan, graphite 1974), a drawing made
from the photograph of Pinochet in dark glasses, with his arms folded,
taken the day after the coup. In Friberg’s picture the autocratic dictator
1s surrounded by fossilized generals, some of them transformed into skel-
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etons. In The Chilean Junta (Chilejuntan, lithograph 1974, GMA) the junta
looks like a group of de-individualized high-ranking officers, with faces
resembling masks, dimly lit amid dense darkness. Their medals shimmer
like lost treasure on the seabed. Towards the edges of the picture the fig-
ures are obliterated, as though by motion-blur in a photograph.

Architecture often plays a prominent role in Friberg’s pictures, if not
as the main theme, then at least as a frame for the scenes. In From Castle
Country (Fran Borglandet, graphite 1975, GMA) some figures stand like
stone statues on a palace balcony. The drawing is based on a photo-
graph of Benito Mussolini giving a speech from the balcony of the Palazzo
Venezia in Rome, while the title is taken from a novel by Ernst Jinger.*!
‘I Duce’ and his immediate circle step out onto the balcony to look down
at the people. He clutches the parapet, while a woman to the right of the
picture glows white. In the background can be glimpsed two other fig-
ures, engulfed by dense darkness. A flagpole thrusts upwards diagonally
through the picture. The balcony window is immense, and the people
appear to be prisoners of their own wealth, shut into their vast city palace
and shielded from the ordinary people.

The dystopian theme is clearly expressed in a series of pictures in
which derelict concrete constructions rise up in a lifeless landscape. When
we stand before Posthumous Landscape (Postumt landskap, graphite 1975) our
gaze is attracted to the enormous chest that looms up in the emaciated
cadaver of a man in the foreground. Around about lies litter. Further
mto the picture we glimpse other dead bodies, scattered over the soot-
black earth. Mist rolls in on the horizon. There are no survivors in sight.
Bunker (1981) was created as a set design for a TV adaptation of Karin
Boye’s Kallocain, and thus constitutes a visual interpretation of a literary
dystopia.

As Friberg honed his technique to give the visual representation of his
dystopian fantasies greater conciseness, he was subject to criticism similar
to that directed at Berg. Tord Backstrom (1908-1991), who was impressed
by Friberg’s technique, considers Post-Industrial Landscape (Postindustriellt
landskap) to be ‘foo like a photo’*? For other critics there is something
suspect about an artist who flaunts his skill. Bengt Olvang (b. 1934), for
example, writes: “There are aspects to his drawing art that I quite dislike.
That includes the pretentious virtuosity, the way he elevates an illusionis-
tic technique to being artistic content.** My experience of Friberg’s art is
different, i.e. that the technique underpins the picture’s content. The pre-

FIG. 68. Roj Friberg, Chilgjuntan | The Chilean Junta, 1974, litografi /litograph, 45,2 x 56 cm, Goteborgs

konstmuseum / Goteborg Museum of Art. Foto / photo: Hossein Sehatlou, © Roj Friberg/BUS 2009.
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cision of his drawing is Friberg’s tool for giving his vision impact, giving
it urgency. This suspicion of Friberg’s skilfulness as a draughtsman is an
instance of Marxist criticism’s demand for engagement and its disdain for
anything that might be considered ‘bourgeois’, and that includes artistic
professionalism. For Friberg himself there is barely any conflict between
content and technique. The pictorial language is fully integrated with the
message. The image is its own message.

Even though Friberg went his own way, he was influenced by the
spirit of the time. Above all, the peace and environmental movements
provided the decisive impulses for the themes in his art. But, in contrast
to many other people in cultural life, Friberg did not unilaterally align
himself with the left against the US. His criticism was directed against
totalitarianism and oppression wherever it manifested itself, whether it
be in the US, Chile, the Soviet Union or China. Even if he might com-
ment on contemporary events, such as the military coup in Chile, he
remained a utopian in the sense of an artist who portrays a nowhere. In
his art he shows us where technological developments, science, bureauc-
racy, technologization, rationalism and positivism will take us if we give
them free rein.

In the catalogue for the 6 Aspects. Man — Society exhibition at the
Goteborg Museum of Art in 1974, Friberg describes art as a way of
knowledge, a remnant of the collective, magical wisdom that so-called
primitive people possessed. He stresses art’s intuitive side, and sees in it
a possibility for salvation in light of the diagnosis of the contemporary
situation that he presents: ‘Imagination is the intuitive person’s ‘sense
organ’. [...] Imagination is a powerful weapon and it is necessary if we are
to succeed in breaking out of the doctrinaire, second-hand knowledge that
has driven us to alienation, loneliness and social disorder. Imagination is
love’s sister** As with Berg, there are many points in common here with
the romantics’ way of relating to creation. Friberg admits that he is a ro-
mantic and claims that art-making is a continuation of creation: ‘Creation
1s not eternally given, but a cosmic, time-governed process in which the
human being is a participant and to the greatest extent responsible. [...]
Art’s job is, against all odds, to manifest and maintain the mysterious in
existence.’®

It is clear that, in a quotation like this, Friberg links himself into a
tradition of romantic thought and art interpretation, in opposition to
contemporary positivism, rationalism, materialism and art that has done

FIG. 69. Roj Friberg, Frdn Borglandet | From Castle Country, 1975, grafit pa papper / graphite on paper,
121,5 x 150 cm, Goteborgs konstmuseum / Goteborg Museum of Art. Foto / photo: Hossein Sehatlou,
© Roj Friberg/BUS 2009.



Fribergs konst 4r en annan, namligen att tekniken bar fram bildens
innehall. Precisionen 1 teckningen &r Fribergs redskap for att gora
visionen slagkraftig, det som far den att kdnnas angelagen. Misstank-
liggérandet av Fribergs skicklighet som tecknare &r ett utslag av den
marxistiska kritikens krav pa engagemang och foérakt for allt som kan
anses vara “borgerligt”, ddribland konstndrlig professionalism. For
Friberg sjdlv finns det knappast nagon motsittning mellan innehall
och teknik. Bildspraket ar helt integrerat med budskapet. Bilden ar
sitt eget budskap.

Aven om Friberg gick sin egen vig sa tog han till sig stimningar
1 tiden. Framfor allt var det freds- och miljérorelsen som gav de av-
gorande impulserna &t tematiken 1 hans konst. Men till skillnad fran
manga andra i kulturlivet stillde sig Friberg inte ensidigt pa vansterns
sida mot USA. Hans kritik riktade sig mot totalitarism och fortryck
var helst den yttrade sig, om det sa var 1 USA, Chile, Sovjet eller Kina.
Aven om han kunde kommentera samtida hiandelser, som militir-
kuppen 1 Chile, foérblev han en utopist 1 betydelsen en konstnir som
skildrar ett ingenstans. I sin konst visar han oss vart teknikutveckling-
en, vetenskapen, byrakratin, teknifieringen, rationalismen och posi-
tivismen kommer att féra oss om vi later dem harska oinskrankt.

I katalogen till utstillningen 6 aspekter. Ménniska — samhélle pa
Goteborgs konstmuseum 1974 beskriver Friberg konsten som en
kunskapsvag, en kvardrdjande rest av den kollektiva och magiska
kunskap de sé kallade primitiva folken dgde. Han betonar konstens
intuitiva sida och ser 1 den en mdjlighet till rdddning i relation till den
samtidsdiagnos han stéller: "Fantasin dr det intuitivas ’sinnesorgan’.
[...] Fantasin ar ett miktigt vapen och det beh6vs om vi skall lyckas
att bryta oss ur den doktrindra andrahandskunskap som drivit oss
till alienation, ensamhet och social férvirring. Fantasin dr kérlekens
syster.”** Liksom hos Berg finns det manga beréringspunkter med
romantikernas sdtt att forhélla sig till tillvaron. Friberg erkdnner att
han dr romantiker och hivdar konstskapandet som en fortséttning
pa skapelsen: ”"Skapelsen dr inte evigt given utan ett kosmiskt och
tidsmassigt skeende 1 vilket médnniskan ar delaktig och 1 hogsta grad
ansvarig. [...] Konstens uppgift dr att mot alla odds uppenbara och
bevara det mysteriésa 1 tillvaron.”®

Det ar tydligt att Friberg 1 ett citat som detta ansluter sig till en
romantisk tanketradition och konstuppfattning 1 opposition mot
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away with personal expression and existential depth. Friberg does not
just take visual models from the art of romanticism, from Friedrich or
late-romantics such as Arnold Bocklin, he also carries on their mission:
to reveal the mystery in a reified world.

UTOPIA AS SEISMOGRAPH

I began this text with two pictures, and described them as points on a
curve that runs from playful experiment to dystopian moods. Around
1968, the playful spirit of the 1960s was challenged by the political reality
that thrust itself to the fore and called upon people to take a stand, but
which also summoned up eutopian dreams of revolution. Similarly, dys-
topia served a dream of a better world, albeit negatively. There seems to
have been a shift, from experiment via revolutionary struggle to dystopias,
but the underlying message can be similar. Avantgardists, revolutionaries
and dystopians not infrequently share a belief in art as a protest against
oppressive structures, war, injustice and alienation in modern society.

It seems as though dreams of liberation and equality, which were
drowsily awoken at the onset of the 1960s, and which from 1968 were
increasingly frequently transformed into revolutionary rhetoric, were
abandoned during the second half of the 1970s, when it was realized that
reality is not amenable to being moulded as was thought. The oil crisis
and then the shipbuilding crisis, which hit Gothenburg very hard, struck.
Within a few years, the shipbuilding industry that was so important for
Gothenburg was virtually wiped out, and thousands of people lost their
jobs. But who was responsible? It no longer seemed so easy to apportion
blame when Swedish companies were competing on a global market with
low-wage countries in south-east Asia. The US withdrew its troops from
Vietnam after a long and bloody war, and the FNL was disbanded. This
was also a time when nuclear power was being debated following the
reactor breakdown at Harrisburg in 1979.

Perhaps, against this background, we can look for explanations as to
why, during the 1970s, a number of artists made use of dystopias in their
art. Since it is evident that, during this period, a particular interest in the



samtidens positivism, rationalism, materialism och den konst som
gjort sig av med det personliga uttrycket och det existentiella djupet.
Friberg himtar inte bara visuella férebilder ur romantikens konst,
fran Friedrich eller en senromantiker som Arnold Bocklin, han fort-
sitter ocksd deras mission: att uppenbara mysteriet i en fortingligad
varld.

UTOPIN SOM SEISMOGRAF

Jag inledde denna text med tva bilder och beskrev dem som punk-
ter pa en kurva som l6per fran lekfulla experiment till dystopiska
stimningar. 1960-talets lekfulla anda utmanades kring 1968 av den
politiska verklighet som trangde sig pa och avkrdvde stdllnings-
tagande, men som ocksa framkallade eutopiska drémmar om re-
volution. P4 samma sitt tjinade dystopin en drom om en bittre
virld, fast negativt. En forskjutning ma ha dgt rum, fran experi-
ment via revolutionir kamp till dystopier, men det underliggande
budskapet kan vara snarlikt. Avantgardisterna, revolutiondrerna
och dystopikerna delar inte séllan en tro pa konsten som protest
mot fortryckande strukturer, krig, ordttvisor och alienationen 1 det
moderna samhillet.

Det férefaller som om drémmarna om frigérelse och jamlikhet,
som yrvaket vacktes 1 1960-talets inledning, och som frdn 1968 allt
oftare omsattes i revolutionir retorik, 6vergavs under andra halvan
av 1970-talet ndr insikten att verkligheten inte later sig formas som
man trodde infunnit sig. Oljekrisen och sedan varvskrisen, som drab-
bade Goteborg mycket hart, slog till. P4 nagra ar sa gott som utplana-
des den f6r Goteborg sa viktiga varvsindustrin och tusentals mannis-
kor forlorade sina arbeten. Men vem bar ansvaret? Det foref6ll inte
ldngre lika latt att férdela skulden ndr svenska féretag konkurrerade
pa en global marknad med ldglonelander 1 Sydostasien. USA drog
tillbaka sina trupper fran Vietnam efter ett langt och blodigt krig och
FNL-rorelsen upplostes. Det var ocksa en tid nar kdrnkraften debat-
terades efter reaktorhaveriet 1 Harrisburg 1979.
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genre was awoken among artists in western Sweden. These expressions
appear to be the antithesis of 1960’s boundary-crossings and playfully
optimistic experiments.

Such a description is not without justification, but a closer inspection
will reveal that the relationship between these points in time (1962 and
1978) is more a complicated one. The dystopian is also found in the euto-
pian 1960s, albeit less explicitly, more as an evil premonition or repressed
fear, just as the eutopian is found in the 1970s, too. Eutopia constantly
threatens to turn into anti-eutopia, just as dystopia in itself contains a hope
of another, better world than the one it depicts. Dystopias are created as
a warning, and thus can never be without hope.

The 1960s entail a threat of annihilation, not least through the Cuban
Missile Cirisis in October 1962, when the world stood on the brink of nu-
clear war between the great powers. Then, in 1962, came the book Silent
Spring, about the consequences of poisons on the environment.*® The
1968 student revolt ignited hopes of a socialist revolution. The eutopia
of the classless society was so dazzling in its luminosity that many of its
defenders became blind to the oppression in the Soviet Union, China and
other communist states. During the 1970s, other eutopian dreams were
raised, such as that of living in collectives in harmony with nature and,
starting with these small units, of building a better society. Nevertheless,
it seems that, from the early 1960s to the late 1970s, a shift has taken place
that is cast in sharp relief when the pictures described in the introduction
are put face to face.

The use of the theme of dystopia reflects artists’ preoccupation with
issues of their time, such as the threat of nuclear war or environmental
catastrophe, threats that they wanted to make us aware of through their
art. But, in contrast to the more explicitly political art in Gothenburg after
1968, Roj Friberg’s and Bertil Berg’s critique was suggestively ambiguous
rather than propagandistic. Their pictures constituted testimony to the
human condition in our era. In their dramatic pictorial language, in the
preoccupation with destruction, as well as in their choice of approaching
external reality through the internal, both have links with romanticism.

Working with dystopian images does not necessarily mean that the
artist in question is a pessimist. Through depicting dystopias, artists point
to an undesirable development to which most people prefer to shut their
eyes. A dystopia is a warning, and hence an act of hope, not of resigna-
tion. We should certainly not rule out the idea that a fascination with



Kanske kan man i denna bakgrund soka forklaringen till varfér
ett antal konstndrer under 1970-talet anvande sig av dystopin 1 sin
konst. For det dr patagligt att ett sdrskilt intresse for denna genre
viacktes bland konstndrer 1 Vastsverige under perioden. Dessa ut-
tryck framstar som en antites till 1960-talets granséverskridande och
lekfullt optimistiska experiment.

En sddan beskrivning har fog for sig men en narmare undersok-
ning kommer att ge vid handen att férhallandet mellan dessa tid-
punkter (1962 och 1978) ar mer komplicerat. Det dystopiska finns
ocksd i det eutopiska 1960-talet, fast mindre uttalat, mer som en ond
foéraning eller undantrangd farhaga, liksom det eutopiska ocksa finns
11970-talet. Eutopin hotar standigt att sla 6ver 1 en antieutopi, liksom
dystopin 1 sig innehaller ett hopp om en annan bdttre vérld &dn den
som skildras. Dystopin skapas som en varning och kan darfor aldrig
vara utan hopp.

1960-talet innehaller hot om utpldning, inte minst genom Kuba-
krisenioktober 1962 dd virlden stod pa randen till ett atomvapenkrig
mellan stormakterna. 1962 kom ocksd boken st vir om miljogifter-
nas konsekvenser.?* Med 1968 ars studentrevolt taindes hoppet om
en socialistisk revolution. Det klasslosa samhdllets eutopi var sa stark
1 sin lyskraft att manga av dess forsvarare blev blinda for fortrycket
1 Sovjet, Kina och andra kommuniststater. Under 1970-talet nérdes
dven andra eutopiska drommar, som den om att leva i samklang med
naturen 1 kollektiv och att med utgdngspunkt 1 dessa sma enheter
bygga ett bittre samhille. Anda forefaller en forskjutning ha dgt rum
fran det tidiga 1960-talet till det sena 1970-talet, en férskjutning som
framtrader 1 skarp relief nar de i inledningen beskrivna bilderna stalls
mot varandra.

Anvéndningen av dystopimotivet pavisar konstndrernas upp-
tagenhet vid fragor 1 sin tid, som de om hotande kidrnvapenkrig eller
miljokatastrofer, hot som de genom sin konst vill géra oss uppmaérk-
samma pa. Men till skillnad frdn i1 den mer uttalat politiska konsten
1 Goteborg efter 1968 var Roj Fribergs och Bertil Bergs kritik sug-
gestivt mangtydig snarare an propagandistisk. Deras bilder utgjorde
ett vittnesbérd dver méanniskans situation 1 var tid. I sitt dramatiska
bildsprak, 1 upptagenheten vid undergingen liksom 1 deras val att
ndrma sig den yttre verkligheten genom den inre, knyter bada an till
romantiken.
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destruction can play a role here. A similar fascination is also found among
the romantics, who, like the dystopians of the 1970s, formulated aesthetic
responses to the rapid development of society in their day. The choice of
dystopia as a form of expression perhaps also goes together with a distrust
of political eutopias, which, during this period, were worshipped with a
terrifying blindness. But why persist in describing a nightmarish future if
we do not believe that such a description could contribute to preventing it
from becoming reality? Dystopias turn against the society in which they
have come about, and therefore frequently say more about their own
time than about the future that they depict. The dystopias of the 1970s
say a great deal about the mood of unease in the Swedish welfare state,
in which cracks in the facade had become increasingly obvious, and no
one any longer seemed to believe in progress, which only a decade earlier
appeared inexorable.
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TRANSLATED FROM SWEDISH BY MIKE GARNER



Att en konstnir arbetar med dystopiska bilder behéver inte be-
tyda att konstniren 1 fraga ar pessimist. Genom att skildra dystopier
pekar konstndrerna pa en icke 6nskvird utveckling som de flesta
foredrar att blunda foér. Dystopin dr en varning och diarmed en akt
av hopp, inte uppgivenhet. Vi bor forvisso inte utesluta att en fasci-
nation f6r undergangen kan spela en roll i ssmmanhanget. En sadan
fascination fanns dven hos romantikerna som, liksom 1970-talets dys-
topiker, formulerade estetiska svar pa sin tids snabba utveckling av
samhillet. Valet av dystopin som uttrycksform kanske ocksa hinger
samman med en misstro mot de politiska eutopier som under denna
tid dyrkades med en skrdimmande blindhet. Men varfér framhdrda
1 att beskriva en mardrémslik framtid om man inte tror pad att en
sddan beskrivning ska kunna bidra till att férhindra den fran att bli
verklighet? Dystopin vander sig mot det samhaille den ar tillkommen
1 och sager darfor ofta mer om sin egen tid &n om den framtid den
skildrar. 1970-talets dystopier sager atskilligt om orosstimningar 1
ett svenskt folkhem dir sprickorna 1 fasaden blivit alltmer patagliga
och ingen ldngre verkar tro pa framsteget, som endast ett decennium
tidigare f6refoll orubbligt.
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HAKAN WETTRE

GALLERILIVET AR DET SOM PAGAR MEDAN DE STORA HANDELSERNA AGER RUM

Ar det rent av sa att dessa tva decennier, 1960- och 1970-talen, 4r
héjdpunkten pa Visterlandets nutidshistoria och brytpunkten mot
en ny tid? Av nagon anledning har jag fatt f6r mig att 1966 ar kronet,
for framtidstron, for sysselsattningen. Man kunde alltid fa ett jobb,
det fanns billiga ldgenheter, popmusiken blomstrade och kjolarna
var korta. Det var nagra ar fore ifragasittandet, varvsnedlaggning-
arna, konfrontationerna. Jo, kampanjen mot atomvapen arrangerade
demonstrationer och man stencilerade flygblad mot kapprustningen.
En tidsspecifik doft ar just den lite feta och elektriska doften fran
stencilapparaterna.

1966 laste jag sociologi for att lara mig betrakta samhallet, hur
manniskor fungerar i samspel med varandra. En av metoderna vi fick
lara oss for att avlasa samhillet var "deltagande observation”, vilket
innebdr att den beskrivande sjalv ar delaktig och darmed kan paverka
det som sker. Rapporteringen bér ju ocksa en subjektiv préagel - jag ser
och tolkar vad jag ser. Jag nimner detta eftersom denna kartldggning
av gallerilivet 1 G6teborg pa 1960-och 1970-talen framst grundar sig
pa iakttagelser jag gjort i mina olika roller pa konstscenen.!
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HAKAN WETTRE

GALLERY LIFE IS WHAT HAPPENS WHILE THE GREAT EVENTS TAKE PLACE

Can it be true that these two decades, the 1960s and 1970s, are the climax
of the Western world’s contemporary history and a watershed to a new
time? For some reason, I have this idea that 1966 was the peak - for belief
in the future, for employment. You could always get a job, there were
cheap apartments, pop music was blossoming and skirts were short. This
was a few years before the questioning, the closing of shipyards, the con-
frontations. Of course, the campaign against atomic weapons organized
demonstrations, and we mimeographed flyers protesting the arms race.
One smell typical for that era is the slightly greasy and electric scent of
the duplicators.

In 1966, I was studying sociology in order to learn to observe society,
how people functioned in interactions with each other. One of the methods
we had to learn in order to understand society was ‘participatory obser-
vation’, which means that the person describing it is also taking part, and
for this reason can influence what is happening. The reporting also has
a subjective tint — I see, and I interpret what I see. I mention this because
this article, a charting of gallery life in Gothenburg during the 1960s and
1970s, is based primarily on observations that I made in my different roles
in the art scene.!

When I began to study art history, in 1967, contact was established
between students at the Valand School of Fine Arts and the university for
a joint project: a gallery located in a closed dairy on Karl Gustavsgatan
in the working-class quarter of the city called Landala. We organized
the place, discussed plans for exhibitions, made a shift schedule. After
a few years, two of us art historians, Gunnar Jakobsson and I, kept the
gallery going. The exhibitions varied: former Valand students, Icelandic
children’s drawings, an anti-American salon and Jim Axén’s debut exhibi-
tion, The Cube When It Dreams about the Moon ( Kuben dé den drimmer om mdénen)
- ten years later, it would have been called an installation.



Nar jag 1967 hade borjat ldsa konsthistoria etablerades kontakt
mellan studenter vid Valands konstskola och universitetet for ett ge-
mensamt projekt, ett galleri inrymt 1 en nedlagd mjo6lkaffar pa Karl
Gustavsgatan 1 arbetarstadsdelen Landala. Vi iordningsstillde loka-
len, diskuterade utstillningsplaner, upprittade vakthéllningslistor.
Efter ndgot ar var vi tvd konsthistoriker, Gunnar Jakobsson och jag,
som upprattholl verksamheten. Utstéllningarna varierade: tidigare
Valandselever, islindska barnteckningar, en antiamerikansk salong
och Jim Axéns debututstillning Kuben di den drommer om mdnen — en
installation skulle man kallat den tio ar senare.

I samma hus som galleriet bodde konstniren Yoshio Nakajima
(f. 1940), japansk giststudent pa Valand med sin hustru och sin lille
son Anders. Nakajima, som talade en svarbegriplig form av engelska,
kommunicerade med sina bilder och konstnarliga handlingar 1 en
lekfullt anarkistisk anda. Vid ett tillfalle kn6t han thop skosnérena
for nagra diskuterande vernissagebestkare och nir de skulle vianda
pa klacken uppstod tumult och fortsatt samtal (Nakajima — connecting
people). Tillsammans med en annan Valandselev, Bengt "Becke”
Hinnerson (f. 1939), gjorde han 1966 en happening pa Valand 1 sam-
band med skolans 100-arsjubileum och vidare aktioner pa Student-
karen och pa Avenyen. Nakajima gav ut stenciltidskriften International
Happy News och lierade sig med situationisterna pa Drakabygget och
bosatte sig 1 Ubbeboda i norra Skane.

Pa Hojdgatan 10, bara ett kvarter fran Galleri Landala, lag fort-
farande det hus dir Ake Géransson bodde pa 1920- och 1930-talen.
Léangre ner, pa tvargatan Hantverkargatan 4, levde och verkade
1968-1970 konstndren Robert Jappinen (1924-2006), f6dd 1 Inger-
manland. Hans Galleri Expansiv levde upp till sitt namn. Infér en
utstillning hade han malat golvet blodrétt och pa det lagt bladguld.
Tanken var att besokarna skulle trampa runt och sedan géra Hant-
verkargatan till en gyllene backe. Jappinen skulle pa 1970-talet sam-
arbeta med Kjartan Slettemark (1932-2008) 1 ett antal happenings.
Léngt senare, 1 samband med utstéllningen Hjértat sitter till vinster pa
Goteborgs konstmuseum 1998, kunde man se honom uppflugen 1
Poseidons sndcka dér han strédde flygblad fér vinden.

1968 atog vi, tva studenter fran konsthistoriska institutionen, oss
uppgiften att inventera Vara-bolagets konstinnehav. Under ett ars tid
reste vi runt till hotell och restauranger 1 Vistsverige (Vara stod fér
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Vistra Sveriges Restaurang AB) och det innebar méten med bade
hogt och lagt. Det kunde vara gamla tryck, harmlésa landskap, tro-
skyldiga stilleben eller abstrakta dekorationer. Det hoga var resulta-
tet av en medveten inkpspolitik av bolagets direktér Gosta Stenberg
som besokte alla Valands elevutstéllningar pa 1950- och 1960-talen.
En hel del av dessa forvarv placerades pa Restaurang Victoria som
blev en "konstnérskrog” dar skadespelare och konstndrer traffades.
Stenberg gav dven konstnérer utsmyckningsuppdrag {6r nyinredda
krogar. Det var samme man som lét inreda évervéaningen till Restau-
rang Gyllene Hastskon pa Vallgatan 3, som senare blev Manetens
forsta lokal med konstnédren Bengt Blomquist som intendent.

1968 blev jag tillfragad av Svenska Malareférbundet avdelning 3
om jag kunde 6verta undervisningen 1 konsthistoria. Det innebar att
jag fredagskvillar under sex terminer foreldste om konst pa Folkets
Hus vid Jarntorget. Dér fick man férklara stilar och epoker och sta
till svars for samtidskonstens obegripligheter.

Dessa ar var jag ocksa timlirare pa Konstmuseet med uppgift att
visa samlingarna for skolklasser. 1970 fragade Carl-Erik Hammarén
(1922-1990) om jag kunde gora ett bildspel om skriack och vild ge-
nom konsthistorien f6r Konsthallens kommande utstallning Skréck,
1 vilken Peter Dahls (f. 1934) malningssvit Drommar 1 soffhornet skulle
ingd. Den vidare historien ar kind: en konstilskande dam, ordf6-
rande 1 Kvinnliga Diskussionsklubben, Maj Kullenberg, uppbadade
protester mot en av malningarna, som pa order av kammaraklagare
Erik Ekstrom togs i beslag. Liberalismens genombrott i societeten, som
malningen hette, frigavs inte férrdn Tore Ahnoff (f. 1917), utsedd
som sakkunnig, intygade att den var god konst. Kullenberg léste
ocksa konsthistoria och skrev en trebetygsuppsats om Frihetssym-
boler 1 konsten. Hela "Peter Dahl-affiren” blev féremal for en studie
av Maj-Brit Wadell vid konsthistoriska institutionen.” Den kom att
handla om konstens frihet, utstillningsintendenters ansvar och ratts-
vardande myndigheters agerande. Wadell stéllde ocksa fragan "vad
ar konst?” och undersokte vem som bestimmer det. Aldrig har vil
en konsthéndelse 1 Géteborg genererat sa manga rubriker och spalt-
metrar. Mina ABF-elever tyckte att Peter Dahls Sibylla-malning var
oanstandig.

1969 boérjade jag pa frilansbasis skriva konstkritik 1 Goteborgs-
Tidningen, vars kulturredaktérer Sune Ornberg (1925-2007) och
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In the same building as the gallery, the artist Yoshio Nakajima (b.
1940) lived. He was a Japanese guest student at Valand who lived togeth-
er with his wife and little son, Anders. Nakajima, who spoke an English
that was very difficult to understand, communicated with his pictures
and artistic acts in a playfully anarchistic spirit. On one occasion, he tied
together the shoelaces of a few gallery visitors who were in the midst of a
discussion, and when they turned to go, a tumult ensued as well as con-
tinued conversation (Nakajima — Connecting People). Together with another
student at Valand, Bengt ‘Becke’ Hinnerson (b. 1939), he created a hap-
pening at Valand in 1966 in connection with the school’s 100th birthday
and other events by the Student Union and on Avenyen. Nakajima pub-
lished the mimeographed journal International Happy News, allied himself
with the Situationists at Drakabygget and settled in Ubbeboda in north-
ern Scania.

At Hojdgatan 10, just a block from the Landala Gallery, the house
still stood where Ake Géransson lived during the 1920s and 1930s.
Farther down, on the corner with cross street Hantverkargatan 4, the
artist Robert Jéappinen (1924-2006), born in Ingria, lived and worked.
His Galleri Expansiv lived up to its name. Before one exhibition, he had
painted the floor blood red and put gold leaf on top of that. The idea was
that visitors would stomp around on it and then make Hantverkargatan
a golden hill. In the 1970s, Jappinen would work together with Kjartan
Slettemark (1932-2008) on a number of happenings. Much later, in con-
nection with the exhibition The Heart is on the Left (Hjértat sitter till vinster)
at the Go6teborg Museum of Art, in 1998, he could be seen perched in
Poseidon’s shell, where he was tossing flyers into the wind.

In 1968 the two of us, students from the Department of Art History,
took upon us the task of making an inventory of art in the possession of
Varabolaget. For a year, we travelled around to hotels and restaurants
in western Sweden (Vara stood for Western Sweden’s Restaurants Inc.),
and this meant meetings with both ends of the scale. There could be old
prints, harmless landscapes, naive still lifes or abstract decorations. The
high end was the result of a conscious purchasing policy by the company’s
director Gosta Stenberg, who went to all of Valand’s student exhibitions
in the 1950s and 1960s. Quite a few of these acquisitions were placed
in the Victoria Restaurant, which became an ‘artist’s tavern’ where ac-
tors and artists met. Stenberg also gave artists decoration commissions
for new taverns. This was the same man that had the upper floor of the
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Golden Horseshoe Restaurant decorated at Vallgatan 3, which later on
became the first location of the gallery Maneten, with the artist Bengt
Blomquist as its curator.

In 1968, I was asked by the Swedish Painter’s Union (Svenska
Malareférbundet), Department 3, if I would take over instruction in art
history. This meant that for six terms, I lectured on art on Friday evenings
at the People’s House (Folkets Hus) at Jarntorget. There I explained styles
and epochs, and I was responsible for explaining the incomprehensible
aspects of contemporary art.

During these years, I was also an non-permanent teacher at the
Goteborg Museum of Art, and my job was showing the collections to
school classes. In 1970, Carl-Erik Hammarén (1922-1990) asked if I
could make a picture presentation about terror and violence throughout
art history for an exhibition at the Gothenburg Art Gallery (Konsthallen),
Horror (Skréck), which was to include Peter Dahl’s (b. 1934) suite of paint-
ings, Dreams in the Sofa Corner (Drommar @ soffhornet). The rest is history:
an artloving lady, the chairwoman of the Women’s Discussion Club
(Kvinnliga Diskussionsklubben), Maj Kullenberg, mobilized protests
against one of the paintings, which was confiscated at the behest of the
chamber prosecutor Erik Ekstrém. The Breakthrough of Liberalism in Society
(Liberalismens genombrott i socieleten), as the painting was titled, was not re-

: ; leased until Tore Ahnoff (b. 1917), appointed an expert, certified that it
GALLERI ] : was good art. Kullenberg also studied art history and wrote a three-se-
PICTORBZ & . mester thesis on symbols of freedom in art. The whole ‘Peter Dahl affair’

Gotehorg - - was the subject of a study by Maj-Brit Wadell at the Department of Art
History.? It dealt with artistic freedom, the responsibility of exhibition
curators and the actions of legal agencies. Wadell also asked the ques-
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tion ‘what is art?’ and examined who it is that determines the answer.
Probably no other artistic event in Gothenburg has ever generated so
many headlines and column inches. My students felt that Peter Dahl’s
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BEHEB}%¥EBEE%M2HN painting of Sibylla was indece‘nt. N .
NEDICTEBERGMA In 1969, I began to write art criticism on a free-lance basis for
' . ST ESFS}EEEESM Giteborgs-Trdningen, whose culture editors Sune Ornberg (1925-2007) and
lio IIS i c [l rg;EBEH Bernt Eklundh became like mentors to me. They supported my plans
! B

TEB to write a series of articles under the title ‘Swedish Pictures’ about high
E and low culture in the visual world. There were texts about the pictures
of Thomas Tidholm, about haymarkets, about plastic and about wom-

en’s shoe fashion. On one occasion at an editorial meeting, Eklundh told
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Bernt Eklundh blev ett slags mentorer f6r mig. De stédde mina
planer att skriva en serie artiklar under rubriken "Svenska bilder”
om hégt och lagt 1 den visuella vérlden. Det blev texter om Thomas
Tidholms bilder, om hétorg, om plast och om damskomode. Vid ett
tillfalle pa redaktionen berittade Eklundh om det arv han fatt av den
da avgdende kulturredaktoren Carl Olof Lang, ett PM om en kultur-
redaktors skyldigheter. Lang ansag att en kulturredaktor ska lasa allt,
fran anslag, annonser, tidningar och publikationer till inskriptioner
pa hemlighus liksom upprop fran fréhandlare och mormoner. Han
bor vidare umgds med alla sorters manniskor pa alla stillen, héra och
se allt. Man kan 1 dessa anvisningar och rad ldsa in en héllning som
priglade konstkritiken i Géteborg. Eklundh och Ornberg skrev, lik-
som Rolf Anderberg (f. 1922) pa Goteborgs-Posten, konstkritik utifran
den direkta subjektiva upplevelsen, mer séllan som teoretisk analys.
Eklundh och Ornberg skrev ockséa kronikor, betraktelser om det lilla
och det stora dér griansen mellan kulturen och det vanliga livet inte
var sd skarp. 1974 borjade jag skriva utstallningsrecensioner pa upp-
drag av Goteborgs-Fosten. Da om inte forr blev jag medveten om att
antalet gallerier borjade 6ka.

KULTURPOLITIK

Den goteborgska traditionen att néringslivet stoder konsten mattades
av under 1960-talet. Istallet kom kommunalpolitiken att ta ett fastare
grepp om kulturlivet. Forutom huvudmannaskapet f6r Konstmuseet
och Konsthallen utgjordes kommunens stod till konstlivet 1 staden
av Konstndmndens konstinkdp. Dessa konstverk placerades sedan
ut pa kommunala imnstitutioner. Kulturstodsndmnden delade ut kul-
turstipendier och gav utstéllningsbidrag och hyresbidrag till ateljéer
samt stod till tillfélliga arrangemang. Den som handlade dessa fragor
dessa ar med stort engagemang var Svenning Leander (f. 1929). Pa
konstnérernas initiativ och med politikernas st6d bildades Konstna-
rernas Kollektivverkstad 1974 1 det gamla sockerbruket Carnegie vid
Klippan, nira Alvsborgsbrons fiste.
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about the inheritance he had received from his predecessor: a memo
about the responsibilities of a culture editor. Lang was of the opinion that
a culture editor had to read everything, from posters, ads, newspapers
and publications to inscriptions on privy walls as well as appeals from
seed salesmen and Mormons. Further more, he was supposed to socialize
with all kinds of people at all sorts of locations. In these instructions and
pieces of advice, one can infer an attitude that set its mark on art criticism
in Gothenburg. Eklundh and Ornberg, like Rolf Anderberg (born 1922)
of Goteborgs-Fosten, wrote art criticism from the perspective of the direct,
subjective experience, more seldom as a theoretical analysis. Eklundh
and Ornberg also wrote chronicles, observations about small and large
things where the boundary between culture and common life was not so
sharp. In 1974, I began to write reviews of exhibitions on commission for
Goteborgs-Posten. It was then, if not before, that I became aware that the
number of galleries was starting to grow.

CULTURAL POLITICS

The Gothenburg tradition of trade and industry magnates supporting art
began to weaken during the 1960s. Instead, municipal policy began to take
a firmer grip on cultural life. Besides its responsibility for the Géteborg
Museum of Art and the Gothenburg Art Gallery, the municipality’s
support for artistic life consisted of art purchases by the Art Commission
(Konstndmnden). These works of art were then exhibited in municipal
mstitutions. The Cultural Support Commission (Kulturstédsndmnden)
awarded culture stipends and gave exhibition subsidies and rent subsidies
for studios as well as support for events. The one who dealt with these
1ssues during these years, and with great energy, was Svenning Leander
(b. 1929). On the artists’ initiative and with the support of politicians,
the Artists’ Collective Workshop was created in 1974 in the old Carnegie
sugar plant at Klippan, near the Alvsborgsbro fort.

The politicization of the art scene in Sweden was perhaps most obvi-
ous in Gothenburg. The exhibition curator at the Géteborg Museum
of Art had to ask for bids for printing of catalogues et cetera accord-



Politiseringen av konstlivet 1 Sverige blev kanske tydligast 1
Goteborg. Som utstéllningsintendent vid Konstmuseet var man
genom kommunalt reglemente tvungen att begdra offerter for tryck-
ning av kataloger et cetera. Ibland gick uppdraget till HSoffset som
var ett tryckeri anknutet till KFML(r). Jag minns hur jag hukande
fick passera samlingssalen med portratten av Marx, Engels, Lenin och
Stalin pa vaggarna for att limna manus och bilder for tryckning.

Nar staden skulle fira sitt 350-arsjubileum 1971 bojkottade konst-
nérerna detta. En vaggyta 1 entrén till det nybyggda Stadsbiblioteket
pa Kungsportsavenyen intill G6taplatsen, som reserverats fér konst-
nérlig utsmyckning, dr idag fortfarande tom som en foéljd av denna
bojkott. Nar Folke Edwards (f. 1930) hade ldmnat Lunds konsthall
efter den stoppade utstallningen Underground 1969, gjordes ett upprop
frdn ett par hundra kulturarbetare f6r att fi honom till Géteborg,
1 forsta hand for att leda utstillningsverksamheten vid Goteborgs
konstmuseum.? 1969 fick Edwards istéllet kommunens uppdrag
att utreda kulturen tillsammans med med advokat Ragnar Hedén,
som ordférande for utredningen. Resultatet blev KUB 69, "ett sam-
lat kulturprogram fér Géteborg”, vars slutsatser bestod i forslag pa
breddning av kulturbegreppet och dess malgrupp.* Utredningen an-
togs av kommunfullméktige 1973, vilket bland annat ledde fram till
nya satsningar pa kultur 1 férorterna och till ett arligt evenemang
pa Konstmuseet, den s kallade "Tillsammansdagen” f6r invandrare
och svenskar.

KUB 69:s plan for en mer demokratisk och decentraliserad sprid-
ning av kulturen forverkligades ocksd 1 form av skapande verkstader 1
fororter och planering av kulturhus i Angered - det blivande Bla Stal-
let — och Frolunda kulturhus. Andra kommunala lokaler skulle ocksa
visa konstutstallningar: Stadsbiblioteket vid Gotaplatsen, Historiska
museet (nuvarande Goteborgs stadsmuseum), Kronhuset och Forum
Borsen vid Gustav Adolfs torg. Konstutstallningar med mer debatte-
rande karaktir visades 1972-1973 pa Hagahuset (fére detta Dickson-
ska folkbiblioteket pa Sédra Allégatan), dir chefen Folke Edwards
ledde otaliga storméten. Efter att polisen pekat ut Hagahuset som
ett knarkniste stingdes verksamheten 1972. Efter mycket protester,
inkluderande flera ockupationer av huset, kom ett nytt kulturhus att
oppna, det sa kallade Sprangkullen pa Sprangkullsgatan 19 A. Detta
var ett café och en métesplats for musik, konst och teater. Dar stillde
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ing to municipal procedural requirements. Sometimes the job went to
HSoffset, which was a print shop with connections to KFML(r) (the
Communist League Marxist-Leninists (revolutionaries)). I remember
how I had to crouch past the collection rooms with portraits of Marx,
Engels, Lenin and Stalin on the walls when I would drop off manu-
scripts and pictures to be printed.

When the city was to celebrate its 350th birthday, in 1971, the artists
boycotted it. One wall in the entryway to the newly built City Library on
Kungsportsavenyen near Gotaplatsen, reserved for artistic decoration, is
still empty today as a consequence of this boycott. When Folke Edwards
(b. 1930) had left the Lund Art Gallery (Lunds konsthall) after the exhibi-
tion Undergroundwas closed in 1969, a couple of hundred cultural workers
mobilized to bring him to Gothenburg, primarily to lead the exhibition
activities at the Goteborg Museum of Art.* In 1969, Edwards instead got
a municipal commission to do an official report of culture together with
attorney Ragnar Hedén, as chair of the report. The result was KUB 69,
‘a collected cultural program for Gothenburg’; its conclusions were com-
prised of recommendations for broadening the concept of culture and its
target groups.* The investigation was accepted by the municipal council
mn 1973, which lead to, among others things, new mnvestments in culture in
the suburbs and to an annual event at the Museum of Art, the “Together
Day’ for immigrants and Swedes.

KUB 69's plan for a more democratic and decentralized distribu-
tion of culture was also realized in the form of creative workshops in
suburbs and through planning of a cultural centre in Angered - the
future exhibition hall Bla stéllet — and the cultural centre in Frolunda.
Other municipal buildings would also house art exhibitions: the City
Library at Gétaplatsen, the Museum of History (now the City Museum
of Gothenburg), Kronhuset and Forum Borsen at Gustav Adolf Square.
Art exhibitions with a more debate-oriented character were shown in
1972-1973 at Hagahuset (the former Dickson People’s Library on Sédra
Allégatan), where the boss, Folke Edwards, led countless large meetings.
After the police identified Hagahuset as a drug den, it was closed in 1972.
After a lot of protesting, including several occupations of the building, a
new house of culture was opened, Spriangkullen at Spriangkullsgatan 19
A. This was a café and a meeting place for music, art and theater. Here,
Leif Hellquist exhibited his scenes of figures in painted plaster that be-
came a kind of tableau of the people who frequented the place.
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T Anders Carlsson
Bengt Nordenborg

Bengt H|nnerson As a concrete exception to the development described above, in which
OIOf Sandahl support from businesses was replaced by support from the municipality,

I can mention the exhibition space that the Sparbankshallen at Avenyen
provided, from 1964 at Avenyen 3 and from 1969 on Avenyen 34. The

Ga'leri 54 hardening political climate led at this time to a polarisation of business

. = and art.
Oppet vard.12-17 sond.12-16 The most important exhibition site was the Gothenburg Art Gallery,
19 Okt ok 3nov which since the 1920s had been the ‘gallery’ of the Gothenburg Society
I 3R B - '_ s of Arts (Goteborgs Konstforening). The curators were artists, and in this
Odrmed ?{f{fb‘d:{-‘}'(' ¢ till wrni ssage 19 okt. kl. 14 &l7 way, the Art Gallery became a domestic arena for western Swedish art.

The number of international hits, however, was impressive. Thanks to
Carl-Erik Hammarén’s (curator 1961-1968) contacts in Stockholm and
abroad, many significant and varied exhibitions were presented. As for
me, I remember the Karl Isakson exhibition in 1962. It gave me a clue to
understanding of the type of painting that, to a large extent, distinguished
art in Gothenburg for decades. It had to do with trust in the painting
itself, the way of seeing painting as both colour and material. His attitude
to his work, too, had traces of a an ethic one could see in Gothenburg
artists, characterized by self-criticism, reserve, a naturalness as well as
an aversion to gestures and affectation. The Gothenburg Society of Arts
was without a gallery until 1974, when Ingrid Mesterton (1914-2008)
became chairwoman. Then, the Society took over the gallery apartment
of Sven Gneib (b. 1921), at Engelbrektsgatan 67. In 1976, the Society
moved to Olof Wijksgatan 2 A, where Joe Hedlund, Denice Zetterquist,
Bo Séderstrém, Jens Mattiasson, Tore Ahnoff, Ingemar Pettersson, Elsa
Pars Berglund, Lars Svan, Arne Isacsson, Torsten Renqvist, Domenico
MACERL TECKNING oo GRAFTE Inganni (plaster artist and sculptor who had been making a guest appear-
ance at Valand ever since the time of Nemes) and Mats Aberg exhibited,
among others.

e OLLE SVANLUND

[ X_-GRUPPEN

A gallery that had ‘always’ been around (to be more precise, for
40 years, since the beginning in 1942) was Lorensbergs Konstsalong



Leif Hellquist ut sina figurscener i bemalad gips som blev till ett slags
tablder 6ver de manniskor som frekventerade stillet.

GALLERIER

Som ett konkret undantag till den ovan beskrivna utvecklingen, dar
néringslivets stod ersattes av kommunens, kan ndmnas de utstall-
ningsmojligheter Sparbankshallen pa Avenyen innebar, fran 1964 pa
Avenyen 3 och frin 1969 pa Avenyen 34. Det hardnande politiska
klimatet ledde vid denna tid till en polarisering néringsliv-konst.
Den viktigaste utstéllningslokalen var Konsthallen, som sedan
1920-talet varit Go6teborgs Konstforenings ”galleri”. Intendenterna
var konstnérer och dirmed blev Konsthallen en hemmaarena for vist-
svensk konst. Antalet internationella nedslag var 4nda imponerande.
Tack vare Carl-Erik Hammaréns (intendent 1961-1968) kontakter
1 Stockholm och utlandet visades manga betydande och sinsemellan
mycket olika utstillningar. Sjalv minns jag Karl Isakson-utstdllningen
1962. Den gav mig nycklar till det maleri som 1 stor utstrackning
préglat konsten 1 Goteborg 1 decennier. Det handlade om en tilltro till
sjalva maleriet, sittet att se pa firg bade som kolorit och materia. Aven
hans héllning till arbetet hade drag av en moral man kunde méta hos
goteborgskonstnérerna, praglad av sjalvkritik, tillbakadragenhet, det
flardfria samt en ovilja till gester och manér. Géteborgs Konstfoéren-
ing var utan galleri fram till 1974 da Ingrid Mesterton (1914-2008)
blev ordférande. Da 6vertog Konstféreningen Sven Gneibs (f. 1921)
gallerildgenhet pa Engelbrektsgatn 67. 1976 flyttade Konstféreningen
till Olof Wijksgatan 2 A dér man bland annat visade Joe Hedlund,
Denice Zetterquist, Bo Séderstrém, Jens Mattiasson, Tore Ahnoff,
Ingemar Pettersson, Elsa Pérs Berglund, Lars Svan, Arne Isacsson,
Torsten Renqvist, Domenico Inganni (stuckatéren och skulptéren
som gistspelat pa Valand alltsedan Nemes-tiden) och Mats Aberg.
Ett galleri som 7alltid” hade funnits (mer precist 1 40 ar fran
starten 1942) var Lorensbergs Konstsalong pa Arkivgatan 8. Som
tonaring blev jag hilsad vilkommen med ett litt bugning av Sture,

358

359

(Lorensberg’s Art Salon) at Arkivgatan 8. As a teenager, I was greeted
with a slight bow from Sture, the younger of the Land brothers. The
older Yngve Land looked more stern. The exhibitions were a varied se-
lection, such as, for example, Arne Malmborg, Nisse Zetterberg, Tore
Ahnoff, Johny Colebring, Signe Barth, Staffan Hallstrém, Knut Irwe,
Folke Persson, Rune Kjellman and many graphic artists such as Torsten
Billman, Bertil Bull Hedlund and Gunnar Norrman Here there was also
always original graphic art by Picasso, Braque and Matisse to look at and
buy. It was here that Carl-Erik Hammarén had his Gothenburg debut, and
here curator Nils Ryndel (1917-2008) showed his own paintings, without
the consent of the museum director, Alfred Westholm (1904-1996).

Another institution was the Galleri God Konst (the Good Art
Gallery). Since the owner Gunnar Hjorthén (1913-1997) spent time
with the Gothenburg colourists and acted as an intermediary through
sales and exhibitions, this colour tradition came to dominate the exhibi-
tions. The gallery was located at Vallgatan in 1941, then at Fredsgatan
8, in 1962 at Drottninggatan 61 and moved in 1963 to S6dra Vagen 28.
The Gothenburg profile was obvious with artists such as Rudolf and
Birgitta Flink, Olle Pettersson, Arthur Johansson, Arne Malmborg, Claes
Lindholm, Kjell Falk, Sune Alehammar, Gunnar Dahlstrand, David
Larsson, and Ake Winnberg. Legends, such as Gerhard Henning, Carl
Kylberg, Ake Géransson, Ivan Ivarson, Ragnar Sandberg and, above all,
Inge Schidler, returned. At a vernissage in 1969, I saw the big, bearded
Schitler hunkered down in his office. The gallery kept going until the
beginning of the 1970s, finally on Vasa Kyrkogata.

Maneten was started in 1958 as a club for cultural workers: architects,
visual artists, artisans, interior decorators, composers, photographers
and writers. Its first home was at Vallgatan 3, and it was run by a com-
mittee in which both the Gothenburg Artists’ Club and Group 54 were
represented. Carl-Erik Hammarén was the gallery’s curator before he
accepted his post at the Gotheburg Art Gallery. Among the exhibiting
artists were Jorgen Fogelquist, Torsten Rengvist, Willy Orskov, Jan
Stenvinkel and Ivar Lindekrantz. The architect and politician Lars Agren
became Maneten’s chairman in 1963, and a common project together
with the Réhsska Museum was the exhibition The Sea (Havet) at the
Rohsska Museum. After having been without a home during the years
1967-1970, Maneten moved into Parkgatan 2, where exhibitions were
arranged with, among others, Elsa Agélii, Aja Eriksson, Sandra Ikse,



den yngre av bréderna Land. Den dldre Yngve Land sig strangare
ut. Utstdllningarna var ett varierat utbud, som till exempel Arne
Malmborg, Nisse Zetterberg, Tore Ahnoff, Johny Colebring, Signe
Barth, Staffan Hallstrom, Knut Irwe, Folke Persson, Rune Kjellman
och manga grafiker som Torsten Billman, Bertil Bull Hedlund och
Gunnar Norrman Hir fanns ocksa alltid originalgrafik av Picasso,
Braque och Matisse att se och kopa. Har dgde Carl-Erik Hammaréns
Goteborgsdebut rum och hidr visade intendent Nils Ryndel (1917-
2008) sitt eget maleri, utan museichefens, Alfred Westholm (1904- )
1996), goda minne. NI¥9TIg V10 NOSSTIN  GNV1O¥

En annan institution var Galleri God Konst. Eftersom innehava-

ren Gunnar Hjorthén (1913-1997) umgitts med Goéteborgskoloris- O
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Maodern Nordisk Konst
COTERORG

Attalai Gabor .
Tibor Csiky euiser, vosen

SEPARATUTSTALINING

terna och férmedlat deras verk i form av férsaljning och utstallningar
kom denna férgtradition att dominera utstéllningarna. Galleriet lag
1941 pa Vallgatan, sedan pa Fredsgatan 8, 1962 pa Drottninggatan
61 och flyttade 1963 till S6dra Vagen 28. Den géteborgska profi- |

len var tydlig med konstndrer som Rudolf och Birgitta Flink, Olle : ,(//ms ("l ; H
Pettersson, Arthur Johansson, Arne Malmborg, Claes Lindholm, Kumbireserval t ; - | b 4
Io(jell Falk, Sune Alehammar, Gunnar Dahlstrand, David Larssoon, o s &E W

Ake Winnberg. Klassiker som Gerhard Henning, Carl Kylberg, Ake o i Rocrnin

Goransson, Ivan Ivarson, Ragnar Sandberg och framfor allt Inge
Schidler dterkom. Pa en vernissage 1969 sag jag den storvuxne och = A =,
skaggige Schidler sitta och trycka inne pa kontoret. Verksamheten F E M b l< A N l N G A R
pagick till bérjan av 1970-talet, sist pa Vasa Kyrkogata.

Maneten bildades 1958 som en sammanslutning for kultur-
arbetare: arkitekter, bildkonstndrer, konsthantverkare, inrednings-
arkitekter, tonsittare, fotografer och forfattare. Forsta lokalen lag pa
Vallgatan 3 och verksamheten skoéttes av en ndmnd dér savil Konst-
nirsklubben som Grupp 54 var representerade. Carl-Erik Hamma-
rén var galleriets intendent innan han tilltrddde pa Konsthallen. Bland
utstillande konstnérer marktes Jorgen Fogelquist, Torsten Renqvist,
Willy Orskov, Jan Stenvinkel och Ivar Lindekrantz. Arkitekten och
politikern Lars Agren blev Manetens ordférande 1963 och en med
Rohsska museet gemensam manifestation blev utstéllningen Havet
pa Rohsska museet. Efter att ha varit utan lokal 1967-1970 flytta-
de Maneten in pa Parkgatan 2, dar det arrangerades utstédllningar
med bland andra Elsa Agélii, Aja Eriksson, Sandra Ikse, Gunwor
Nordstrém och Ingalill Sj6blom, Knud och Solwei Stampe samt Bo
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Sallstrom. Maneten ordnade debatter, arbets- och uppdragsférmed-
ling och allaktiviteter med 6ppen verkstad 1 Bergsjon och vandrings-
utstédllningar som Sveket mot framtiden — om kdrnkrafien. Grupparbetet
Tigern, en installation med en stor tiger byggd i papier maché, var
en del av Valands elevutstallning 1972. Papperstigern symboliserade
USA-imperialismen och 1 dess inre skildrades det svenska samhéllet
och 1 tigerns gap syntes en skulpturgrupp med vietnameser. I januari
1973 sattes den upp pa Maneten. 1978 féddes det stolta Pusterviks-
projektet, dir Maneten samarbetade med Nationalteatern och fot-
bollsklubben BK Hécken.

Det pa samma satt konstndrsdrivna Galleri 54 var ett av de
ledande gallerierna. Grunden var Grupp 54 som bildades aret 1954
1 opposition mot Goteborgs Konstnédrsklubb. Det var konstndrer
som ordférande Knut Irwe (1912-2002), Bérge Hovedskou (1910-
1966) och Nils Wedel (1897-1967) men framfor allt elever till Endre
Nemes (1909-1985) pa Valands konstskola, som enligt deras eget
manifest alla arbetade "1 olika abstrakta riktningar”’ 1959 erbjods
Grupp 54 en utstéllningslokal 1 Gamla Hogskolan pa tomten Sédra
Vigen-Parkgatan-Allén. Bland de vistsvenska konstnidrerna kan
ndmnas Lars Erik Strém, Denice, Olle och Jorgen Zetterquist, Jan
Stenvinkel, Gunnar Thorén, Alf Wik, Géran Lantz, Ingrid Olsson,
Hasse Ekdahl, Elvy Engelbrektsson, Agneta Goés, Angela Utbult,
Lennart Landquist, Ralph Lundquist, Ingemar Pettersson och Leif
Knudsen men dven Ola Billgren och Hans Wigert bjéds in att stélla
ut har. Den sista utstéllningen péd den férsta adressen var med Olof
Sandahl, Anders Carlsson, Bengt Hinnerson och Bengt Nordenborg.
1969 flyttade galleriet till hornet Parkgatan/Sédra Vagen och Gamla
hoégskolan revs.

Ett evenemang som dterkom néstan varje sommar pa 1960-talet
var utstillningarna pa Nya Masshuset. Det var ett slags arliga monst-
ringar av konsten 1 G6teborg, arrangerade av Konstnarernas Riks-
organistaion (KRO) i Géteborg. Redan 1957 hade Hanna Fahlnzs
(1907-2008) 6ppnat Svenska Missans konstsalong. Utstéllningarna
var traditionellt méleri med konstnirer som Carl Wilhelmson, Einar
Forseth, Hjalmar Eldh, Einar Jolin, Dick Beer och Karin Parrow.
Hiér visades en minnesutstéllning 6ver Axel Térneman och en utstall-
ning med verk av Emile Bernard. Dessutom stod Fahlnzs 1973-1979
bakom Fahlnzs konstsalong pa Erik Dahlbergsgatan 32, dar Einar
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Gunwor Nordstrom and Ingalill Sj6blom, Knud and Solwei Stampe, and
also Bo Sillstrom. Maneten organised debates, work and commission
notifications and common activities with an open workshop in Bergsjon,
and travelling exhibitions such as The Betrayal Against the Future — About
Atomic Power (Sveket mot framtiden — om kéirnkraften). The group work The
Tager (Tagern), an installation with a large tiger made of papier méché, was
apart of Valand’s student exhibition in 1972. The paper tiger symbolized
US mmperialism and in its inside was portrayed Swedish society. Inside the
tiger’s mouth one could see the Vietnamese people portrayed in a group
of sculptures. The work was reinstalled in January 1973 at Maneten. In
1978, the proud Pustervik Project was born, in which Maneten cooper-
ated with Nationalteatern (a progressive music group) and the soccer club
BK Hicken.

Galleri 54, run in the same way by artists, was one of the leading
galleries. Its basis was Group 54, which formed in 1954 in opposition to
the Gothenburg Artists” Club. It was artists such as chairman Knut Irwe
(1912-2002), Borge Hovedskou (1910-1966) and Nils Wedel (1897-
1967) but above all students of Endre Nemes (1909-1985) at the Valand
School of Fine Arts who, according to their own manifesto, all worked
‘in different abstract directions’’ In 1959, Group 54 was offered a place
for exhibitions in Gamla Hégskolan on land at Sédra Vigen-Parkgatan-
Allén. Among the western Swedish artists can be named Lars Erik Strém,
Denice, Olle and Jorgen Zetterquist, Jan Stenvinkel, Gunnar Thorén, Alf
Wik, Goran Lantz, Ingrid Olsson, Hasse Ekdahl, Elvy Engelbrektsson,
Agneta Goés, Angela Utbult, Lennart Landquist, Ralph Lundquist,
Ingemar Pettersson and Leif Knudsen, but Ola Billgren and Hans Wigert
were also invited to exhibit here. The last exhibition at the first address
was with Olof Sandahl, Anders Carlsson, Bengt Hinnerson and Bengt
Nordenborg. In 1969, the gallery moved to the corner of Parkgatan/
Sédra Vagen, and Gamla Hogskolan was torn down.

Almost every summer in the 1960s, there were exhibitions at the
Nya Misshuset. This was a kind of annual display of art in Gothenburg,
arranged by the Swedish Artists’ National Organization (Konstndrernas
Riksorganisation, KRO) in Gothenburg. Already in 1957, Hanna Fahlnzes
(1907-2008) had opened the Svenska Méssan art salon. The exhibitions
were traditional painting with artists such as Carl Wilhelmson, Einar
Forseth, Hjalmar Eldh, Einar Jolin, Dick Beer and Karin Parrow. Here
there was a memorial exhibition of Axel Torneman and an exhibition



Nerman och Joél Mila fanns med bland utstéllarna.

Som namnet antydde visade Modern Nordisk Konst konstnarer
verksamma 1 Norge, Danmark och Sverige, bland andra Sven Frédin
och Bengt Delefors. Galleriet lag forst pa Sten Sturegatan 25, sedan
pa Tegnérsgatan 24 mellan aren 1966 och 1973.

Litet men ldnglivat var Galleri Christine pa Képmansgatan 18,
sedan 1961 drivet av konstniaren Yngve Funkegird (f. 1919). Mest
uppmirksamhet vickte utstidllningen med "den franske autodidak-
ten och spontanisten Pierre Brassau”. Utstallningen recenserades sak-
kunnigt som ett uttryck for abstrakt expressionism men nér mass-
media (det var Giteborgs-Trdningen som 13g bakom idén) avslojade att
konstniren var apan Peter fran Boras djurpark tog ménga det som
ett avslgjande av den moderna konstens taskspeleri.®

Ett av de mest professionella gallerierna var Galleri & pa
Molinsgatan 11 1967-1973. Tidens intresse for stadens framtid och
det politiska spelet kring saneringarna och stadsomvandlingen fick
galleriinnehavarna Kjell Brodin (f. 1936) och Per Lind (f. 1936), bada
larare och konstndrer, att 1967 arrangera utstallningen Stadsbilder och
bjuda in till debatt om arkitektur och stadsplanering. Starkt politisk
var Knud Stampes (1936-1996) utstallning 1968 med tuschteckning-
ar fran SKF. Som nagot helt nytt upplevde man Nils Olof Bonniers
(1945-1969) tredygnsforestillning 1968 tillsammans med Leif Nylén
(f. 1939) och musikern Bo Anders Persson (f. 1937) fran International
Harvester. Bara detta att ga pa konstutstillning klockan tva pa natten
vidgade granserna. Bonnier sags som en férnyare och visiondr nir
han dret efter tragiskt férsvann 1 samband med en studieresa med
Valand. En mycket stark utstdllning var Lena Cronqvists (f. 1938)
St Jorgensvit, da svarsald, idag en del av 1900-talets svenska konst-
historia. Bland galleriets 6vriga konstndrer fanns Lennart Kérrabo,
Bertil Berg, Roj Friberg, Folke Lind, Gunnar Thorén, Gosta Sillén,
Barbro Backstrom, Lars Hillersberg, Lena Svedberg, Ulf Rahmberg,
Ulf Wahlberg, Bernt Jonasson, Sten Eklund, Ingela Johansson, Carl
Magnus, Hans Hamngren, Petter Pettersson, Jan Falkman, Anders
Fogelin, Arne Jones, Berit Lange och Tommy Ostmar.

Tva huvudstrdk hade vid denna tid utvecklats pa Goteborgs
gallerikarta, ett lings Heden och ett annat lings Gotabergsgatan. Vid
Heden, pa Sodra Vigen 2 A, 1dg 1966-1967 Galleri Leger, en utpost
till galleriet 1 Malmo och som hér skottes av Sven Gneib (f. 1921) och
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with works by Emile Bernard. In addition, from 1973 to 1979, Fahlnes
was behind the Fahlnas Art Salon at Erik Dahlbergsgatan 32, where
Einar Nerman and Joél Mila were among the exhibitors.

As the name suggests, Modern Nordisk Konst (Modern Nordic Art)
showed artists active in Norway, Denmark and Sweden, including Sven
Fr6din and Bengt Delefors. First the gallery was located at Sten Sturegatan
25, then at Tegnérsgatan 24 between the years 1966 and 1973. Galleri
Christinz at Képmansgatan 18 was small but long-lived, run since 1961
by the artist Yngve Funkegard (b. 1919). The exhibit of ‘the French auto-
didact and spontaneist Pierre Brassau’ attracted the most attention. The
exhibition was reviewed by experts as a statement of abstract expression-
ism, but when the mass media (Géteborgs-Tidningen was behind the idea)
revealed that the artist was the monkey Peter from the Boras Zoo, many
took this as an unmasking of the jiggery pokeryof modern art.®

One of the most professional galleries was Galleri A at Molinsgatan
11 from 1967 to 1973. Contemporary interest for the future of the city
and the political maneuverings around redevelopment and the transfor-
mation of the city inspired the gallery owners Kjell Brodin (b. 1936) and
Per Lind (b. 1936), both teachers and artists, to arrange the exhibition City
Pictures (Stadsbilder) in 1967 and to encourage debate about architecture
and city planning. Knud Stampe’s (1936-1996) exhibit in 1968 of ink
drawings from SKF was strongly political. Nils Olof Bonnier’s (1945-
1969) 72-hour exhibition in 1968 together with Leif Nylén (b. 1939) and
the musician Bo Anders Persson (b. 1937) from International Harvester was
experienced as something completely new. Just going to an art exhibition
at 2 a.m. broadened horizons. Bonnier was seen as a renewer and vision-
ary when, the following year, he tragically disappeared in connection
with a study trip with the Valand School of Art. Lena Crongvist’s (b.
1938) St. Forgen Suite was a very strong exhibition, hard to sell then, and
today a part of 20th-century Swedish art history. Among the gallery’s
other artists were Lennart Kérrabo, Bertil Berg, Roj Friberg, Folke Lind,
Gunnar Thorén, Gosta Sillén, Barbro Béackstrom, Lars Hillersberg, Lena
Svedberg, Ulf Rahmberg, Ulf Wahlberg, Bernt Jonasson, Sten Eklund,
Ingela Johansson, Carl Magnus, Hans Hamngren, Petter Pettersson, Jan
Falkman, Anders Fogelin, Arne Jones, Berit Lange and Tommy Ostmar.

Two main streches had developed at this time on Gothenburg’s
gallery map: one along Heden and one along Gétabergsgatan. By Heden,
at Sodra Viagen 2 A, Galleri Leger was located from 1966 to 1967, an out-



Bertil Garmer. Galleri Leger visade utstdllningar med bland andra
Bengt Olson, Gosta Werner, John Wipp och Carl Magnus och fran
den internationella konstvarlden René Bertholo, Hervé Télémaque,
Lucio Fontana och Jan Voss. Omkring 1968 bytte galleriet namn till
Galleri Carneol och visade bland andra Elvy Engelbrektsson, Agneta
Goés och Angela Utbult och en utstéllning med titeln Plasten ¢ konsten.
Aven hir fanns Bertil Garmer i kulisserna. 1978 tog han sjilv tog
over lokalerna som sedan utékades en trappa upp 1 det som nu ar
Goteborgs Konstforenings galleri. Galleri Garmer skulle pa gott och
ontkénnetecknas av det oberdkneliga. Nyutexaminerad fran Kungliga
Konsthogskolan 1 Stockholm kunde avlésa etablerade malare.

1967 renoverade konstnéren Jerry Andersson och Janne Johans-
son en kallarlokal pa Engelbrektsgatan 67 och drev dar Galleri
Heden, dir de visade varmlanningarna Stig Olson och Rex Stuart-
Beck samt Madeleine Pyk, Alf och Gunilla Wik. Sven Gneib tog 6ver
1970. Gneib drev en konstklubb 1lokalen och 6ppnade ett eget galleri
ndagra trappor upp 1 en omsorgsfullt renoverad ldgenhet. Dar visade
han konst av Olle Skagerfors, Olle Pettersson, Yngve Steen, Walter
Bengtsson och Preben Hornung.

Kenneth Abergs (f. 1943) Galleri 69 lag forst pi Hedésgatan 4
och visade etablerade Goteborgskonstndrer. Pa nista adress pa Eng-
elbrektsgatan 57 gjordes utstdllningar med bland andra Lena Cron-
qvist, Peter Dahl, Alf Olsson och Hans Wigert. I lokalen pa Avenyen,
slutligen, visade Aberg Ola Billgren, som han ocksi samarbetade
med 1 utgivningen av tvd bocker med arbeten av Billgren.”

Chris Hellsing (f. 1929) gjorde under 1976-1977 ett tva dr langt
avhopp fran sin jinst pa Konsthallen och 6vertog lokalen pa hornet
Engelbrektsgatan/Hedésgatan. Pa sitt galleri stillde hon ut bland an-
dra Torsten Renqvist, Domenico Inganni, Chennet Juhlin, Bo Hultén
och Knut Yngve Dahlbéck. Nar Dick Bengtsson hade sin utstallning
lyckades Konstmuseet undga att kopa nagot verk.

Ett galleri med inriktning mot modern, inte minst abstrakt, konst
var Galleri Mebius, som lag pa Berzeliigatan 9 vid Sédra Vigen.
1977 visades galleristen, tillika arkitekten, Olle Mebius Nils Kolare,
Olle Beartling, Gunnar Didoff och fran den internationella varlden
Christo och Nicholas Hondrogen. Har kunde man ocksa sitta ner
och ta en kopp kaffe.

1975-1977 visade Elisabeth Heeger (f. 1936) internationella storhe-
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post of the gallery in Malmé and run here by Sven Gneib (b. 1921) and
Bertil Garmer. Galleri Leger showed exhibitions including Bengt Olson,
Gosta Werner, John Wipp and Carl Magnus and, from the international
art world, René Bertholo, Hervé Télémaque, Lucio Fontana and Jan
Voss. Around 1968, the gallery changed its name to Galleri Carneol and
showed, among others, Elvy Engelbrektsson, Agneta Goés and Angela
Utbult and an exhibition with the title Plastic in Art (Plasten 1 konsten). Here,
too, Bertil Garmer was behind the scenes. In 1978, he took over the gal-
leries himself, which were later expanded one floor up in what is now
the gallery of the Gothenburg Society of Arts. Galleri Garmer would, for
better or worse, be characterized by the unpredictable. New graduates
from the Royal University College of Fine Arts could replace established
painters.

In 1967, the artist Jerry Andersson and Janne Johansson renovated a
basement room at Engelbrektsgatan 67, and there they ran Galleri Heden,
where they exhibited the Varmland artists Stig Olson and Rex Stuart-
Beck as well as Madeleine Pyk and Alf and Gunilla Wik. Sven Gneib took
over in 1970. Gneib ran an art club in the place and opened his own gal-
lery a few floors up in a carefully renovated apartment. There he showed
art by Olle Skagerfors, Olle Pettersson, Yngve Steen, Walter Bengtsson
and Preben Hornung.

Kenneth Aberg’s (b. 1943) Galleri 69 was located first at Hedasgatan
4 and showed established Gothenburg artists. At the next address, at
Engelbrektsgatan 57, exhibitions were organized with artists such as Lena
Crongvist, Peter Dahl, Alf Olsson and Hans Wigert. In the location on
Avenyen, finally, Aberg showed Ola Billgren, with whom he also collabo-
rated in publishing two books of works by Billgren.’”

During 1976-1977, Chris Hellsing (b. 1929) took a two-year leave
from her position at the Gothenburg Art Gallery and took over the
location at the corner of Engelbrektsgatan/Hedasgatan. At her gallery,
she exhibited, among others, Torsten Renqvist, Domenico Inganni,
Chennet Juhlin, Bo Hultén and Knut Yngve Dahlback. When Dick
Bengtsson had his exhibition, the Museum of Art successfully avoided
buying any pieces.

A gallery with a focus on modern art, not least of all abstract, was
Gallery Mebius, located at Berzeliigatan 9 near S6dra Vagen. In 1977, the
gallery owner and architect Olle Mebius showed works by Nils Kolare,
Olle Bertling, Gunnar Didoff and, from the international world, Christo
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and Nicholas Hondrogen. Here you could also sit down and have a cup
of coftee.

From 1975 to 1977, Elisabeth Hager (b. 1936) showed international stars
such as Max Ernst, Le Corbusier, Wols, Jean Fautrier and Alexander Calder
as well as Axel Knipschild and Bo Beskow in her gallery at Berzeliigatan 5.
The gallery space was taken over by Fabian Carlsson, who had previously
owned a gallery on Sédra Hamngatan, a neighbor to Gumpert’s corner,
near the department store Meeth’s old premises on Kungsgatan and at
Vasaplatsen. He showed primarily American and British art, Horst Janssen
but also the Gothenburg new realist Tord Lager (b. 1942).

Across the street from the Victoria Restaurant, which in the 1960s
was the usual meeting place of the artists, Galleri Viktoria was located
from 1972 at Viktoriagatan 12. It was a beautiful and airy location with
a decorated ceiling. Here you could also eat lunch, served by the owner
Geo Axelsson (b. 1932), who often showed expressive painting, repre-
sented by Bengt Lindstrom (1925-2008) and the Cobra circle. Other
international names were Bram Bogart, Lucio Fontana, Alan Davie, also
Peter Dahl, Sven-Erik Johansson, Tage Torning, Kjell Ringi and even
Oyvind Fahlstrém, who otherwise was never shown in Gothenburg. On
the way out, you could see Bengt Lindstrém’s shoes, spattered with oil
paint, hung up in the coatroom.

The other large gallery stretch, perhaps Sweden’s most gallery-rich,
was and is Gotabergsgatan. Galleri Malmgran was there in 1973, and
through the years it has shown P G Thelander, Philip von Schantz, Sivert
Lindblom, Ulf Gripenholm, Lennart Aschenbrenner, Harald Lyth, G
Goran Karlsson and Anders Carlsson, and from the international art
market Howard Hodgkin and Malcolm Morley.

Beginning in 1974 at Gotabergsgatan 26, Roy Uddenberg has shown
Olle Skagerfors (1920-1997) three times and published two books about
the artist. Other Gothenburg artists who have been shown there are
Carl Erik Hammarén, Olle Langert, Lennart Landquist, Denice, Olle
and Jorgen Zetterquist, and Hakan Hékansson. Galleri Uddenberg also
showed the Stockholm artists Ulf Wahlberg, Stig Claesson, Tom Krestesen
and international names such as Pierre Alechinsky, Hans Bellmer, Paul
Wunderlich and Horst Janssen.

At the same time as Uddenberg, Birgitta Hellstrand (b. 1935) opened
her Galleri Galax at Gétabergsgatan 22, where Staffan Hallstrém, Jan
Stenvinkel, Claes Lindholm, Michael and Johan Lindberg and interna-



ter som Max Ernst, Le Corbusier, Wols, Jean Fautrier och Alexander
Calder samt Axel Knipschild och Bo Beskow 1i sitt galleri pa Berzelii-
gatan 5. Gallerilokalen 6vertogs av Fabian Carlsson, som tidigare haft
galleriverksamhet pa S6dra Hamngatan, granne till Gumperts hor-
na, vid varuhuset Meeths gamla lokaler pa Kungsgatan och pa Vasa-
platsen. Han visade framf6r allt amerikansk och brittisk konst, Horst
Janssen men ocksé den goteborgske nyrealisten Tord Lager (f. 1942).

Mittemot Restaurang Victoria, som pa 1960-talet var konstnarer-
nas stamlokus, lag fran 1972 Galleri Viktoria pa Viktoriagatan 12.
Det var en vacker och luftig lokal med dekorerat tak. Har kunde man
ocksd dta lunch serverad av innehavaren Geo Axelsson (f. 1932),
som ofta visade ett expressivt maleri, representerat av Bengt Lind-
strom (1925-2008) och kretsen kring Cobra. Andra internationella
namn var Bram Bogart, Lucio Fontana, Alan Davie, vidare Peter
Dahl, Sven-Erik Johansson, Tage Torning, Kjell Ringi och dven Oy-
vind Fahlstrém, som annars aldrig stilldes ut 1 Goteborg. Pa vag ut
skymtade upphédngda i garderoben Bengt Lindstréms oljefargsflack-
ade skor.

Det andra stora galleristrdket, Sveriges kanske galleritdtaste, var
och ar Gotabergsgatan.

Galleri Malmgran fanns pa plats 1973 och har genom éren visat P
G Thelander, Philip von Schantz, Sivert Lindblom, Ulf Gripenholm,
Lennart Aschenbrenner, Harald Lyth, C G6ran Karlsson och Anders
Carlsson, och frdn den internationella konstmarknaden Howard
Hodgkin och Malcolm Morley.

Med start 1974 pa Gotabergsgatan 26 har Roy Uddenberg stallt
ut Olle Skagerfors (1920-1997) tre ganger och givit ut tva bocker
om konstnidren. Andra Géteborgskonstnérer som visats dar ar Carl
Erik Hammarén, Olle Langert, Lennart Landquist, Denice, Olle och
Jorgen Zetterquist och Hakan Hakansson. Galleri Uddenberg visade
ocksa Stockholmskonstndrerna Ulf Wahlberg, Stig Claesson, Tom
Krestesen och internationella namn som Pierre Alechinsky, Hans
Bellmer, Paul Wunderlich och Horst Janssen.

Samtidigt med Uddenberg 6ppnade Birgitta Hellstrand (f. 1935)
pa Gotabergsgatan 22 sitt Galleri Galax dér Staffan Hallstrém, Jan
Stenvinkel, Claes Lindholm, Michael och Johan Lindberg och inter-
nationella namn som Jim Dine, Roberto Matta, Marino Marini och
Paul Delvaux presenterades. Birgitta Hellstrand tillhérde den kate-
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tional names such as Jim Dine, Roberto Matta, Marino Marini and Paul
Delvaux were presented. Birgitta Hellstrand belonged to the category of
gallery owners who were spokesmen for their exhibitors.

Galleri Keruben, farthest down on Gotabergsgatan, took its artists
for the most part from outside of Gothenburg: Stig Claesson, Madeleine
Pyk, Catherine Triagardh and Bennet Edh. Because she was related to
the Griinewald family, the owner Bibbi Ruben served as a link to early
Swedish modernism.

Around the corner of Gétabergsgatan, at Storgatan 41, was Galleri
Pictor from 1977. Its owner, Lars G Fillman (b. 1935) (first together
with Bo A Karlsson), had a former life as an art critic for Faletten and
Goteborgs-Tidningen. If you try to characterize the gallery, you notice a fo-
cus on avant-garde art and surrealist abstraction, even if the exhibition
profile was quite varied: Stig Olson, Lars Lerin, Lars Hillersberg, Lennart
Aschenbrenner, Erik Dietman, Olle Kaks, Ragnar von Holten, Curt
Hillfon, Curt Asker, Hans Wigert, Jan Ternald and the Gothenburgians
Stig Karrstrand, Ulf Sveningsson, Anders Bergh, Lars Hansson and Per
Bergman. The last-mentioned was not only an artist, but also worked at
the Public Employment Service and was, until the beginning of the 1960s,
also editor of the journal Konstperspektiv, which at the time was published
by the Art Associations’ Gommittee on Cooperation (Konstféreningarnas
samarbetsnamnd).

A block from Gotabergsgatan, at Teatergatan 26, the legendary
art dealer Christian Ferber (1901-1967) had his Konstgalleriet (The
Art Gallery), in cooperation with Gosta Olsson (1883-1966) (with the
Svensk-Franska Konstgalleriet in Stockholm). (The naming problem was
solved so simply in the 1940s when there were no other galleries.) It
changed its name to Galleri Aveny and showed, among others, Ragnar
Sandberg in 1955. After that, the gallery was run by a man named Alf
Lodin, but then it became a weaving studio. It came back in 1975, when
Sven Dahl, with his Galleri Aveny, took up west coast painting with art-
ists such as Olle Pettersson, Rudolf and Birgitta Flink, Karin Parrow, Elsa
Hansson-Winnberg, Birgitta Liljebladh, Erik Térning, Lars Larsson, Sten
Teodorsson, Knut Irwe, Olle Langert, Olof Leyman, Erling Arlingsson,
Erland Brand, Ivar Lindekrantz, Alf Lindberg and Ulf Trotzig.

Some historic buildings out in the west were transformed into exhibi-
tion locations for, in particular, Gothenburg art. The old Kustens Hus,
an 18th-century building situated on a small hill, today surrounded by



gori gallerister som var sina utstéllares sprakror.

Galleri Kerubenldngst ner pd Gotabergsgatan hamtade sinakonst-
ndrer 1 stor utstrickning utanfér Géteborg: Stig Claesson, Madeleine
Pyk, Catherine Tragardh, Bennet Edh. Genom sitt sliktskap med
familjen Griinewald utgjorde innehavarinnan Bibbi Ruben en link
till den tidiga svenska modernismen.

Runt hoérnet pa Goétabergsgatan pa Storgatan 41 lag fran 1977
Galleri Pictor, vars dgare Lars G Féllman (f. 1935) (f6rst i samarbete
med Bo A Karlsson) hade ett forflutet som konstkritiker pa Faletten
och Giteborgs-Tidningen. Om man ska forsoka karaktirisera galleriet
kan man notera en inriktning mot avantgardekonst och surrealistisk
abstraktion, dven om utstillningsprofilen var mycket varierad: Stig
Olson, Lars Lerin, Lars Hillersberg, Lennart Aschenbrenner, Erik
Dietman, Olle Kéks, Ragnar von Holten, Curt Hillfon, Curt Asker,
Hans Wigert, Jan Ternald och gétebogarna Stig Kérrstrand, Ulf Sve-
ningsson, Anders Bergh, Lars Hansson och Per Bergman. Den sist-
ndmnde var férutom konstnér anstilld pa Arbetsférmedlingen och
till borjan av 1960-talet dven redaktor for tidskriften Konstperspektiv,
som da gavs ut av Konstféreningarnas samarbetsnamnd.

Ett kvarter fran Goétabergsgatan, pa Teatergatan 26 hade den
legendariska konsthandlaren Christian Ferber (1901-1967), 1 sam-
arbete med Gosta Olsson (1883-1966) (pa Svensk-Franska Konst-
galleriet 1 Stockholm), haft sitt Konstgalleriet (namngivningsproble-
met l6stes sd enkelt pd 1940-talet nir det inte fanns fler gallerier).
Det bytte namn till Galleri Aveny och visade bland andra Ragnar
Sandberg 1955. Direfter drevs galleriet av en man vid namn Alf
Lodin men blev sedan vavateljé och dteruppstod 1975 da Sven Dahl,
med sitt Galleri Aveny tog upp vastkustmaleriet med konstnérer
som Olle Pettersson, Rudolf och Birgitta Flink, Karin Parrow, Elsa
Hansson-Winnberg, Birgitta Liljebladh, Erik Torning, Lars Larsson,
Sten Teodorsson, Knut Irwe, Olle Langert, Olof Leyman, Erling
Arlingsson, Erland Brand, Ivar Lindekrantz, Alf Lindberg samt Ulf
Trotzig.

Nagra historiska byggnader ute i vaster férvandlades till visnings-
lokaler for framfér allt Goteborgskonst. Det gamla Kustens Hus,
ett 1700-talshus beldget pa en bergsklack, idag omfluten av motor-
végar, kom fran 1972 att hysa Goteborgs Konstndrsklubb, Galleri
Majnabbe och Visans Vénner 1 skon forening. I de vackra lokalerna
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highways, would, from 1972 on, house the Gothenburg Artist’s Club
(Goteborgs Konstnirsklubb), Galleri Majnabbe and Visans Vanner in
perfect harmony. In the beautiful premises, work by many Gothenburg
artists would be shown: Ingrid Melin, Bengt Delefors, Stig Andersson,
Karin Parrow (who lived next door to the gallery), Sten Larsson,
Charlotte Hartmann-Lagerwall, Kerstin Ericsson, Marianne Taube,
Barbro Reyman, Ann-Mari Didoff, KG Bratt and Gunnar Dahlstrand.
In addition, memorial exhibitions with Alvar Lundin, Sven Moéll and
Orvar Palm.

In 1967, Galleri Kusten was housed in the building on Klippgatan
where Jacob Wallenberg (1746-1778) wrote ‘My Son on the Galley’
(‘Min son pa galejan’) in the 1770s. The gallery’s owner, Lena Boberg,
showed exhibitions here with Tommy Wiberg, Thomas Frisk, Stellan
Wiberg, Agneta Dellwik-Lantz, Inga Englund-Kihlman, Inger Kihlman
and Annika Kihlman. In 1973, the gallery moved into the old anchor
smithy at Kustens shipyard, where Gothenburg’s history lay deep within
the coarsely whitewashed stone walls. In this powerful exhibition room,
art by Sten Lindholm, Kerstin Dahlstrand, Goran Lantz, and others was
shown.

A stone’s throw from the anchor smithy is Klippan’s Historical
Monument, with its roots in the East India Company’s time of great-
ness in the 18th century. One of these buildings became Galleri Klippans
Kulturreservat, manoeuvered by a former journalist and entrepreneur,
Sven Danvik (1919-1982). Danvik had an expansive nature. The enter-
prise was moved for a time to Kungsgatan 36. At the same time, he had af-
filiates in Stockholm and Malmé. Among the exhibitors can be named Jens
Mattiason, Alf Lindberg, Leif Knudsen, Elvine Osterman, Olle Bonniér,
Tullan Fink, Erik and Tage T6rning, Jorgen Fogelquist, Lars Borjesson
and Staffan Hallstrém. The next move also meant a change of name,
since the location on Karl Johansgatan had previously been a communal
bathhouse for the residents of Majorna, a proletarian section of town:
the Renstrémska Museum. The unscrupulous, warm-hearted ‘museum
director’ had a special liking for wild Danish art and had small red and
white birds in a large cage. Here was also shown an exhibition with Olle
Skagerfors. The last home became a brick building at Esperantoplatsen.
Claes Hake’s (born 1945) sculpture The American (Amerikanaren) (1969),
refused by HSB, a Swedish housing cooperative, was hung on an outer
wall for a time.



skulle manga géteborgska konstnirskap visas: Ingrid Melin, Bengt

Delefors, Stig Andersson, Karin Parrow (som bodde granne med

galleriet), Sten Larsson, Charlotte Hartmann-Lagerwall, Kerstin

Ericsson, Marianne Taube, Barbro Reyman, Ann-Mari Didoff, KG

Bratt och Gunnar Dahlstrand. Dessutom minnesutstéllningar med

Alvar Lundin, Sven Moéll och Orvar Palm. i
Galleri Kusten var fran 1967 inrymt i det hus vid Klippgatan

dér Jacob Wallenberg (1746-1778) pa 1770-talet skrev "Min son pa .

galejan”. Galleriets dgare, Lena Boberg, visade hdr utstéllningar med

Tommy Wiberg, Thomas Frisk, Stellan Wiberg, Agneta Dellwik-

Lantz, Inga Englund-Kihlman, Inger Kihlman och Annika Kihlman.

1973 flyttade galleriet in 1 den gamla ankarsmedjan vid Kustens varv

med Goteborgshistoria djupt inne 1 de grova vitputsade stenvaggar-

na. I detta kraftfulla utstillningsrum visades konst av bland andra ﬁ\

Sten Lindholm, Kerstin Dahlstrand och Goéran Lantz.
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1982). Danvik var en expansiv natur. Verksamheten flyttades en tid e ———
till Kungsgatan 36. Samtidigt hade han filialer 1 Stockholm och Malmé. — s e
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stadsdelen Majornas invinare: Renstromska museet. Den skrupel-
frie och varmhjirtade "museichefen” hade en forkarlek till den vilda
danska konsten och hade sma rédvita figlar 1 en stor bur. Har visades
ocksd en utstillning med Olle Skagerfors. Sista anhalt blev en tegel-
byggnad vid Esperantoplatsen. P4 yttervigg hingdes Claes Hakes (f. o f oy Casa LR BlMshions. 969
1945) av HSB refuserade skulptur Amerikanaren (1969) under en tid.
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med It en delvis ny publik fi se samtida Go6teborgskonst. z i ‘:

I socialdemokratins Sverige pa 1960- och 1970-talen spelade .I g —E
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Konstframjandet en viktig roll f6r spridningen av god svensk grafik.
I Goteborg hade man fran boérjan av 1970-talet en mindre lokal pa
Linnégatan 59 men flyttade 1977 till Korsvagen dir man visade ut-
stallningar med Hanns Karlewski, Lillemor Pettersson, Marja Ruta
och Tore Ahnoff.

Sist men kanske framst skall tva gallerier ndmnas som genom per-
sonlig och mangsidig inriktning betytt mycket for "sina” konstnarer
och stadens konstpublik: Galleri Mors Méssa och Galleri 1, bada
med starkt profilerade kvinnor som ledare.

Margareta Orreblad (f. 1934) togmed signamnet Mors Mossa fran
Kungilv dar gallerietlag pa 1960-talet. Inriktningen pa konsthantverk
6vergavs nér galleriet 1973 etablerade sig pa Carl Skottsbergsgatan 1
Anggarden. Trots off-aveny-liget blev galleriet hogt respekterat, tack
vare kvalitet och udda konstnarskap. Principen att utstillande konst-
nér aldrig far en "andra chans” har gjort att utstillarlistan ar osed-
vanligt lang: Helmtrud Nystrém, Christina Campbell, Lis Zwick och
Jorgen Nash, Gunilla Skyttla, Rune Hagberg, Kenneth Williamsson,
Eva Lagerheim, Richard Brixel, Lillan Kullgren, Pdivi Ernkwvist,
Hasse Hasselgren, Jan Ewemo, Channa Bankier, Lisa Andrén, Leif
Elggren och Carlos Capelan, for att bara ndimna négra.

Galleri 1 fick sitt namn pa sin forsta position, Lilla Kungsgatan
1. 1974 flyttade man till Erik Dahlbergsgatan 14. Birgitta Andersson
(f. 1946) har valt sina utstéllare med en intuitiv kédnsla fér egenart
och variation. Utstédllande konstnérer har varit bland andra Horst
Janssen, Axel Knipschild, Claes Eklundh, Kent Lindfors, Stig Morin,
Kalle Berggren, Mariana Manner, Einar Hylander, Lenke Rothman,
Susan Weil, Bengt Bockman, Olle Nyman och Jan Hafstrom.

AVSAKNADEN AV PROFILERING GALLERILIVETS PROFIL

Hur kan denna arkipelag av gallerier och konstsalonger 1 det gote-
borgska stadslandskapet sammanfattas? Just mangfalden forefaller
vara betecknande. 1960- och 1970-talet &r ett vitalt skede vad det
giller gallerilivet. Gallerierna 6kar starkt i antal under 1960-talet.
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During a phase when the department store Femman, up to that point
the Nordic countries’ largest shopping centre, had not yet leased out all
its floor space for trade, a half of a floor could be used from 1972 to
1973 for art exhibitions. It was the enterprising craftsman and artist Stig
Andersson who in this way allowed a new audience to see contemporary
Gothenburg art.

In Social-Democratic Sweden of the 1960s and 1970s, the Society for
Promotion of Art (Konstfrdmjandet) played an important role for the dis-
tribution of good Swedish graphic art. In Gothenburg, there was a small
locale from the beginning of the 1970s at Linnégatan 59, but it moved, in
1977, to Korsvigen, where exhibitions with Hanns Karlewski, Lillemor
Pettersson, Marja Ruta and Tore Ahnoff were shown.

Finally, but perhaps most importantly, two galleries will be named
which because of their personal and varied focus meant a lot for ‘their’
artists and the city’s art public: Galleri Mors Mdssa and Galleri 1, both
with prominent women as leaders.

Margareta Orreblad (b. 1934) brought the name Mors Mossa
(Mother’s Cap) from Kungilv, where the gallery was located in the
1960s. The focus on arts and crafts was abandoned when the gallery es-
tablished itself in 1973, on Carl Skottsbergsgatan in Anggarden. Despite
its ‘off-Aveny’ location, the gallery became highly respected thanks to
quality and odd artistry. The principle that exhibiting artists never get
a ‘second chance’ has meant that the exhibitor list is unusually long:
Helmtrud Nystrém, Christina Campbell, Lis Zwick and Jérgen Nash,
Gunilla Skyttla, Rune Hagberg, Kenneth Williamsson, Eva Lagerheim,
Richard Brixel, Lillan Kullgren, Péivi Ernkvist, Hasse Hasselgren, Jan
Ewemo, Channa Bankier, Lisa Andrén, Leif Elggren and Carlos Capelan,
just to mention a few.

Galleri 1 got its name from its first location, Lilla Kungsgatan 1. In
1974, it moved to Erik Dahlbergsgatan 14. Birgitta Andersson (b. 1946)
has chosen her exhibitors with an intuitive feel for uniqueness and vari-
ation. Exhibiting artists have included Horst Janssen, Axel Knipschild,
Claes Eklundh, Kent Lindfors, Stig Morin, Kalle Berggren, Mariana
Manner, Einar Hylander, Lenke Rothman, Susan Weil, Bengt Bockman,
Olle Nyman and Jan Héfstrém.



Nagra forsvinner lika snabbt som de kommit medan andra vixer
till etablerade institutioner. Det uppstar en marknad fér privata gal-
lerier, en mer anonym konstmarknad, efter att mecenaterna alltmer
tagit sin hand fran konsten. De mest betydelsefulla scenerna ar dock
1 stor utstrickning forenings- eller konstnirsdrivna gallerier som
Goteborgs Konstforening, Galleri 54 och Maneten.

Genomgéngen visar pa svarigheten att karaktérisera de olika
gallerierna i férhallande till varandra. Aven om inriktningen skiljer
sig at dr bredden och mangfalden 1 vad man visar ofta nidgot som
férenar dem. I upprakningen av utstillande konstnérer aterkommer
flera namn pa olika gallerier. I Go6teborg har det knappast férekom-
mit “konstnérsstall” knutna till sdrskilda gallerier. Ej heller finner
man nischade gallerier med tydlig profil. En férklaring dr sannolikt
att marknaden knappast riacker till f6r en sadan specialisering, till
skillnad fran 1 Stockholm.

Rubriken till denna essd antyder att decenniernas tidstypiska
stromningar inte gjorde nagot avtryck hir. Detta har varit ett sér-
drag 1 stadens konstliv, ndmligen oviljan att finga upp tendenser, att
vara aktuell. Utifran har detta uppfattats som en efterblivenhet”, ett
ointresse f6r vad som ror sig 1 konstvarlden. Nar nagon stockholms-
konstnar vagat stélla ut 1 Goteborg har nyfikenheten hos stadens
konstndrer inte alltid varit sd stor att man kommit till vernissagen.
Vernissager betraktades som ytliga tillstallningar f6r positioneringar
pa karriarvagen.

Nar man 1 efterhand ser listan pa de manga konstnérer som stllt
ut 1 Goteborg under 1960- och 1970-talen ser man méngfalden men
samtidigt en tydlig dominans av ett naturlyriskt maleri, ett maleri
med starka rotter 1 den tidiga nordiska modernismen med konstnarer
som Karl Isakson, Gosta Sandels, Birger Simonsson, Carl Kylberg
och Valandsldraren Tor Bjurstrém, och genom honom koloristerna
pa 1930- och 1940-talen.

Visst kan man bland galleriernas utstéllare hitta konstnérer
som arbetade abstrakt: Nils Olof Bonnier, Lennart Kirrabo, Rune
Hagberg och Carl Magnus dr ndgra exempel. Men abstraktionen &r
madnga ganger undertryckt.

Under 1960- och 1970-talen dominerar alltsa det traditionella
Goteborgsmaleriet galleriscenen 1 Goteborg, men nistan omirkt
borjar andra stromningar sa smatt gora sig géllande. Forst medie-
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THE PROFILE OF THE GALLERY SCENE IS A LACK OF PROFILE

How can this archipelago of galleries and art salons in the Gothenburg
city landscape be summarized? Precisely the multiplicity seems to be dis-
tinguishing. The 1960s and 1970s were vital phases in terms of gallery
life. The number of galleries increased greatly in the 1960s. A few dis-
appeared as quickly as they arrived, while others grew into established
mstitutions. A market for private galleries was born, a more anonymous
art market, after the mercenaries left art alone more and more. However,
the most meaningful scenes were, to a large extent, the galleries run by
associations or artists such as the Gothenburg Society of Arts, Galleri 54
and Maneten.

This summary shows the difficulties of characterizing the different
galleries in relation to each other. Even if their focuses set them apart from
each other, the breadth and variety of what they showed is often something
that unites them. In the list of exhibiting artists, several names appear at
several different galleries. In Gothenburg there have hardly been ‘stables
of artists’ connected to certain galleries. Nor are there niche galleries with
a clear profile. One explanation is probably that the market would hardly
bear such specialization, unlike the situation in Stockholm.

The title of this essay implies that the movements typical of these
decades did not leave an imprint here. This has been a distinguishing
characteristic in the city’s artistic life, that is, the aversion to follow trends,
to be current. The outer world has seen this as a kind of ‘backwardness’,
alack of interest in what is going on in the art world. When an artist from
Stockholm has dared to exhibit in Gothenburg, the curiosity of the city’s
artists has not always been large enough to bring them to the opening. Art
openings were considered superficial occasions for career positioning.

When you look back at the list of the many artists that exhibited
in Gothenburg during the 1960s and 1970s, you see the variety but at
the same time a clear dominance of nature-lyrical painting, painting with
strong roots in early Nordic modernism, with artists such as Karl Isakson,
Gosta Sandels, Birger Simonsson, Carl Kylberg and the Valand teacher



overskridande tendenser, som pa Nils Olof Bonniers flerdygnsfore-
stillning pa Galleri £ 1968, sedan den politiska konsten som tar
plats, bland annat pa Maneten 1973. I dessa exempel 4r maleriet inte
ldngre huvudsak utan pa sin hojd ett medel for nagot annat. Kanske
ar detta bérjan pa en marginalisering av Goteborgstraditionen som
fullféljs med postmodernismens intrade pa scenen under 1980- och
1990-talet.

Det skulle drdja till bérjan av 1980-talet innan ett galleri helt in-
riktat pa konkret konst etablerades 1 Goteborg: Galleri Ars Nova
fyllde da ett tomrum. I tidningen Mareld, utgiven av Galleri 54, skrev
konstniren Ralph Lundquist 1979: ”"Det dr svart att vara valdigt an-
norlunda. Tank om man vore konkretist t ex. Hur skulle man klara
sig 1 Goteborg d&?”®

Goteborgs konstliv har en annan inriktning dn Stockholms. Har
finns inte lika manga samlare och férre institutioner. Hér tar man
hand om sig sjdlv och tar endast till sig de intryck utifrdn som man
behéver och som passar den egna sjdlvbilden. Séledes dr Goteborg
en langsammare men ocksd lugnare milj6, vad det géller konstens
forutsittningar. Har finns tid f6r unga konstnarskap att mogna innan
de slar igenom - om de ndgonsin gor det. Ett genombrott 1 Géteborg
betyder inte ett genombrott nationellt. Denna lugnare rytm ger galleri-
scenen hdr dess karaktir och rikedom.
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"Tor Bjurstrém, and through him the colourists of the 1930s and 1940s. Of
course, you can find, among the galleries’ exhibitors, artists who worked
with abstract art: Nils Olof Bonnier, Lennart Karrabo, Rune Hagberg and
Carl Magnus are a few examples. But abstraction is often suppressed.

During the 1960s and 1970s, then, traditional Gothenburg painting
dominated the gallery scene in Gothenburg, but almost imperceptibly,
other movements begin to gradually make themselves known: first cross-
media tendencies, such as at Nils Olof Bonnier’s multi-day show at Galleri
/E in 1968, then political art that takes its place, such as at Maneten in
1973. In these examples, painting is no longer the main thing, but at the
most a means to achieve something else. Perhaps this is the beginning of a
marginalization of the Gothenburg tradition, which was completed by the
entrance of postmodernism on the scene during the 1980s and 1990s.

It would take a while, until the beginning of the 1980s, before a
gallery that was entirely focused on concrete art would be established in
Gothenburg: Galleri Ars Nova filled an empty space then. In the jour-
nal Mareld, published by Gallery 54, the artist Ralph Lundquist wrote in
1979: ‘It is difficult to be really different. Imagine if you were a concretist,
for example. How would you get by in Gothenburg then?’

Art life in Gothenburg has a different focus than that in Stockholm.
Here, there are not as many collectors and fewer institutions. Here, you
have to take care of yourself, and you only absorb outer impressions that
you need and that fit your conception of yourself. In this way, Gothenburg
is a slower but also calmer environment in terms of conditions for creating
art. Here, there is time for younger artistic talent to mature before it has
its breakthrough - if it ever does. A breakthrough in Gothenburg does
not mean a national breakthrough. This calmer rhythm gives the gallery
scene here its character and its richness.
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GALLERIER OCH UTSTALLNINGSLOKALER | GOTEBORG 1960-1979/
GALLERIES AND EXHIBITION PREMISES IN GOTHENBURG 1960-1979

ARTE
AVENYEN 18

BORJESSONS KONSTHANDEL
FAHLN/ES KONSTSALONG
FEMMANS KONSTSALONG

GALLERI 54

GALLERI 69

GALLERI £

GALLERI ALEX

GALERIE ARIANE

GALLERI AVENY

GALERIE BARBAROSSA
GALERIE VON BARTHA LONN
GALLERI B.E.O.

GALLERI CARNEOL

GALLERI CHAGALL

GALLERI CHRISTINA
GALLERI ELISABETH HAGER
GALLERI EXPANSIV
GALLERI FABIAN CARLSSON
GALLERI GALAX

GALLERI GARMER

GALLERI GNEIB

GALLERI GOD KONST
GALLERI HEDEN

GALLERI HELLSING
GALLERI HUSAR

GALLERI KALEJDA

GALLERI KERUBEN
GALLERI KLIPPAN

GALLERI KONST | HEMMILJO
GALLERI KUSTEN

GALLERI LANDALA

GALLERI LEGER

GALLERI LORENSBERG
GALLERI MAJNABBE
GALLERI MALMGRAN
GALLERI MEBIUS

GALERIE MINIMALE

GALLERI MISTRAL

GALLERI OKTOBER

GALLERI OLAB

GALLERI PICTOR

GALLERI RONNEBERG
GALLERI SHIRVAN

GALLERI UDDENBERG
GALLERI VIKTORIA

GALLERI WILKENSON
GOTEBORGS KONSTFORENING

HAGAHUSET
KONSTFRAMJANDET
LANGEDRAGS GALLERI
MANETEN

MODERN NORDISK KONST
MORS MOSSA

PAN CLUB

SKOLGATAN 21
SPARBANKSHALLEN
SPRANGKULLEN
STUDENTKAREN

SVENSKA MASSANS KONSTSALONG
WALLIN ERIKSSON KONSTHANDEL

1961: Rosenlundsgatan 6

1969-1970: Kungsportsavenyen 18

Véastra Hamngatan 15

1973-1979: Erik Dahlbergsgatan 32

1972-1973: Ostra NordstanGalleri 1, 1972-1974: Lilla Kungsgatan1,
1974-: Erik Dahlbergsgatan 14

1959-: Sddra vagen, 1969-: Parkgatan

1969-: Hedasgatan 4, Engelbrektsgatan 57, Kungsportsavenyen 41
1967-1973: Malinsgatan 11

1974: Storgatan 4

1967-1969: Linnégatan 40

1975-: Teatergatan 26

1969: Chalmersgatan

1976: Chalmersgatan 23

1976: Vastergatan 6

1968-1970: Sodra vagen 2 A

1968: Hedasgatan

1961-: Kbpmansgatan 18

1975-1977: Berzeliigatan 5

1968-1970: Hantverkargatan 4

Kungsgatan, Vasaplatsen, Berzeliigatan 5

1974-: Gotabergsgatan 22

1978-: S6dra vagen 2A

1970: Engelbrektsgatan 67

Vallgatan, Fredsgatan, Drottninggatan, S6dra vagen
1968-1970: Engelbrektsgatan 67

1976-1977: Engelbrektsgatan 57

1968: Ovre Husargatan

1966: Vastergatan 19

Gotabergsgatan

1965-1969: Klippgatan 24, 1968: Kungsgatan 36,
Karl Johansgatan, Esperantoplatsen

1973: Kondorsgatan, Méindal

1967-1973: Klippgatan 7, 1973-: Ankarsmedjan
1967-1969: Karl Gustavsgatan 79

1966-1967: S6dra Vagen 2A

1942-: Arkivgatan 8

1972-: Kustens Hus, Taubegatan 9

1973-: Gotabergsgatan 28

1977-: Berzeliigatan 9

1969: Gibraltargatan 54

1965: Prinsgatan 9

1977

1977-: Erik Dahlbergsgatan

1977-: Storgatan 41

1960: Getebergsang

1969: Lorensbergsgatan 10

1974-: Gotabergsgatan 26

1972-: Viktoriagatan 12

1968: Kyrkogatan 42

-1968: Konsthallen, 1974-1976: Engelbrektsgatan 67
1976-: Olof Wijksgatan 2A

1972-1973: S6dra Allégatan 4

1973: Linnégatan 59, 1977: Korsvédgen

1968: Saltholmsgatan 23

1958-1961: Vallgatan 3, 1970-: Parkgatan 2

Sten Sturegatan 25, 1966-1973: Tegnérsgatan 24
1973-: Carl Skottsbergsgatan

1968: Lilla Kladpressaregatan

Skolgatan 21

1964: Kungsportsavenyen 3, 1965- Kungsportsavenyen 34
1974-: Spréngkullsgatan 19 A

1968-1969: Gotabergsgatan 17

1957-: Massans gata

1966: Gotaplatsen



