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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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KRISTOFFER ARVIDSSON Forskare vid Goteborgs konstmuseum / .
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
Director of Research, Géteborg Museum of Art. oilbleadiibet=tidioE it =lplanninalohine THE 1960s AND 1970s Foto/photo: Monica Englund. clear that the museums’ identity — their mission to collect and exhibit - threatened to make them too compre-
HAKAN WETTRE 1:e intendent, Géteborgs konstmuseum / exhibition Serf - OWN LIFE 1973. hensive, and overwhelming for visitors. In time, selection would become almost as important as collection.

Senior Curator, Géteborg Museum of Art. Foto/photo: Monica Englund.

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
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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.
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(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

18

19

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
22

23

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



47

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.
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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.

FIG. 21

FIG.4

FIG.22

FIG.23




59

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
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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.

108

109

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
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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

116

117

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.



11.
12.

13.

14.
15.

16.

17.

18.
19.
20.
21.
22.

23.

24.

25.
26.

27.

28.

161

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-