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Namnet ar hamtat fran ett instrument som den inflytelserike museimannen
Benjamin Ives Gilman utvecklade i bérjan av 1900-talet for att ge
betraktaren méjlighet att fokusera pa konsten i de, enligt upphovsmannen,
ofta alltfor stora och tatt hdngda museisalarna. Ett finns pa Géteborgs
konstmuseum, sannolikt ink6pt av Axel L Romdahl.

Skiascopet blev aldrig nagon succé. Det blev kanske obsolet genom att en
glesare hiangningsideologi vann mark under mellankrigstiden. Anda kan
nog manga museibesdkare kinna igen sig i det som Gilman beskriver som
ett av museivdsendets grundproblemen: den museitrétthet som infinner sig
redan efter ett par salar. Redan vid sekelskiftet stod det klart att museernas
sjalva essens - att samla och stélla ut - hotade att géra dem alltfor
omfattande och oméjliga fér besdkarna att ta till sig. Sovring blir med tiden
lika viktigt som samlande.

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.

THIS IS THE SIXTH ISSUE OF

GOTHENBURG MUSEUM OF ART PUBLIC ATION SERIES

Skiascope takes its name from a contraption invented in the early
twentieth century by the influential museum curator, Benjamin lves Gilman.
Concerned that art was hung too close together in over-large galleries,

he designed the skiascope to help visitors focus on individual works of
art. The Gothenburg Museum of Art owns one, probably bought by Axel L.
Romdahl.

The skiascope was never much of a success. Obsolescence was certain
once the idea gained ground in the inter-war period that galleries should
be more sparsely hung. Still, many today will recognize what Gilman saw
as a fundamental problem: the museum fatigue that sets in after only a
couple of rooms. Even in his day it was clear that the museums’ identity
- their mission to collect and exhibit — threatened to make them too
comprehensive, and overwhelming for visitors. In time, selection would
become almost as important as collection.

Like Gilman’s device, the guiding principle of Skiascope is focus. We will

bring select topics to public attention and study each issue in depth, be it a
single work of art, an artist’s oeuvre, or an entire period.

GOTHENBURG MUSEUM OF ART PUBLICATION SERIES

GOTEBORGS KONSTMUSEUMS SKRIFTSERIE

Skiascope

ISBN 978-91-87968-87-7

Skiascope

adoosen|s

Hur ser svensken ut? Som Emil och hans lillasyster Ida? Eller den leende
grabben pa Kalles kaviar? Ljus 1 skinnet, ragblond och blaégd. Forestall-
ningen om att det finns ett ”svenskt” utseende kan tyckas absurd. And
har den fatt patagliga konsekvenser pa senare tid. Som nér polisen 1 jakt pa
illegala immigranter kontrollerar manniskor med "icke-svenskt” utseende.
Det sjatte numret av Skiascope undersoker hur svensken blev blond
och bladgd. Hur det gick till nér vissa kroppsliga drag kom att fastas vid
nationaliteten svensk. Tv-serien Hammarkullen, vykort fran Slottsskogen,
malningar av beduinska képmén, Anders Zorns nakna flickor och Elsa
Beskows Putte 1 blabarsskogen ar ndgra exempel pa det som studeras.
Fokus riktas mot dem som ser sig som normala. Som &r ytterst kédns-
liga f6r hur andra avviker, med en frimmande accent, mork hudférg eller
andra vanor, men som dr blinda for sitt eget sitt att tala, se ut och vara.

What does the typical Swede look like? Like Astrid Lindgren’s Emil and his little
sister Ida or the smiling boy on the ‘Kalles Kaviar’ tube? Fair-skinned, blond-haired
and blue-eyed. The idea that there is a ‘Swedish’ appearance may seem absurd. Yet
it has had tangible consequences recently, such as when police looking for illegal im-
migrants stop and check people with a ‘non-Swedish’ appearance.

The sixth issue of Skiascope examines how the Swede became blond and blue-
eyed. How did it come about that certain physical features became Swedish stereo-
types? The TV series Hammarkullen, postcards of Slottsskogen Park, paintings of
Bedouin merchants, Anders Zorn’s nude girls, and Elsa Beskow’s Puite in the Blueberry
Forest are some examples of what 1s examined.

A focus 1s on those who see themselves as normal. Who are extremely sensitive
to how others differ, with a foreign accent, dark skin or other customs, but who are
blind to their own way of speaking, looking and being.
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FORORD

Forskningsavdelningen vid Goteborgs konstmuseum har fortsatt
att utforska museets historia. Nu senast i det tvarvetenskapliga
forskningsprojektet En malad historia. Svenskt historiemdlerie under
1800-talet som dven gestaltas 1 en under 2014 pagiende utstillning
med samma namn. I bilder av oftast storslagna format har svenska
framgangar och katastrofer skildrats 1 detaljrika scenerier. Dessa
ger tillsammans en berittelse som format dagens uppfattningar om
betydelsen 1 begrepp som svenskhet och svensk. Fragan stills om
vad som har levt vidare 1 dagens bilder genom visuella retoriska
grepp fran tiden f6r nationalstatens stridvan att skapa forestall-
ningen om ett svenskt folk. Detta nummer av Skiascope ger tillfalle
att kritiskt granska museernas historia utifrdn den ideologi som

de historiskt vilar pa. Genom sin forskning kan museer som kun-
skapsférmedlande institutioner bidra till en kritisk diskussion kring
fragor som dr viktiga idag i relation till kulturen och samhallet. Vi
laser prognoser om att hilften av EU-linderna kommer att rsta
in partier frdn den nationalistiska och populistiska hogern 1 EU-
parlamentet 1 maj 2014, daribland Sverige. I relation till ett antal
brinnande &mnen kring nationalistiska strdvanden och synsitt kan
museets forskningsrapport Skiascope 6 med tema Blond och blaogd.
Vithet, svenskhet och visuell kultur utifran ett vithetsperspektiv analy-
sera hur forestallningar om svenskhet och ras kommer till uttryck 1
visuell kultur, historiskt och idag.
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The Research Department at Gothenburg Museum of Art has continued
to explore the museum’s history. Most recently in the interdisciplinary
research project, 4 Painted History: Swedish 19"-century History Fuinting, which
also takes the form of a current exhibition with the same name. Swedish
successes and disasters have been depicted in detailed scenarios in often
large-scale paintings. Together these weave a narrative that has shaped
contemporary understanding of concepts such as Swedishness and what
it means to be Swedish. The research project asks the question ‘what has
lived on in contemporary images through visual rhetorical devices from
the time of the nation state’s ambition to create the concept of a Swedish
people?” This issue of Skuascope provides an opportunity to critically exam-
ine the history of museums based on the ideology on which they histori-
cally rest. Museums as knowledge intermediaries can contribute through
their research to a critical debate around key contemporary issues in re-
lation to culture and society. We read forecasts that half of EU member
states, including Sweden, will elect parties from the nationalist, populist
right to the European Parliament in May 2014. In relation to a number
of hot topics around nationalistic tendencies and outlook, the museum’s
research report, Skiascope 6, with its theme Blond and Blue-eyed: Whiteness,
Swedishness, and Visual Culture, can analyse from a whiteness perspective
how concepts of Swedishness and race are expressed in visual culture,
historically and today.

Skiascope 6 1s a critical review of the norms shared by many people
who see themselves as ‘normal’, you and I, and of conceptions of what
Swedes look like. My hope is that this issue of Skiascope will deepen and



Skiascope 6 @r en kritisk granskning av de normer som delas av
manga, som ser sig som sa kallade normala, du och jag, och om {6-
restdllningar om hur svenskar ser ut. Min férhoppning ar att detta
nummer av Skiascope skall férdjupa och tydliggéra bilden av det som
allt som oftast kallas "vi och dom” genom att granska den som oftast
ar den osynliggjorda, normbdrande, vita aktoren.

Diskussionen kring detta angeldgna projekt har pagitt en langre
tid och dmnets vikt har 4n mer eskalerat. Ett varmt tack till profes-
sor Jeff Werner och forskningsledare Kristoffer Arvidsson fér att med
ofértruten energi fort projektet vidare samt till medverkande professor
"Tomas Bjork och alla andra som pa skilda sitt bidragit till Skiascope 6.
Ett sarskilt tack riktas dven till Sten A Olssons Stiftelse f6r Forskning
och Kultur som bidragit till utgivningen av denna utgava av Skiascope.

ISABELLA NILSSON
MUSEICHEF

clarify the image of what is fairly often referred to as ‘us and them’ by
examining the often invisible, white norm carrier.

The debate around this important project has been going on for along
time and the topic has become even more relevant. I wish to express my
sincere thanks to Professor Jeff Werner and Head of Research Kristoffer
Arvidsson for their untiring energy in conducting this project, as well as
to Professor Tomas Bjork for his participation, and everyone else who has
contributed in different ways to Skiascope 6. I am also indebted to the Sten
A Olsson Foundation for Research and Culture which has supported the
publication of this edition of Skiascope.

ISABELLA NILSSON
MUSEUM DIRECTOR

TRANSLATED FROM SWEDISH BY JANET COLE



JEFF WERNER

INLEDNING

Forskningen som presenteras 1 detta nummer av Skuscope har van-
tat ett bra tag pa att fa se dagens ljus. Jag och Kristoffer Arvidsson
diskuterade @mnet redan hésten 2007, 6ver en kopp kaffe pa Jungans
1 Goteborg. Planen var att initiera ett forskningsprojekt som kombi-
nerar vithetsperspektiv med visuell kultur. Det skulle, tankte vi, vara
ett lampligt amne f6r den nya forskningsavdelning vid Goteborgs
konstmuseum som startade sin verksamhet vid nyar 2008. Under
resans gang har manga varit inblandade 1 planeringsarbetet under
kortare eller langre tid: museicheferna Birgitta Flensburg och Isabella
Nilsson, samt forskarna Magnus Berg, Per Dahlstrém, Gunilla Knape,
Mikela Lundahl, Catrin Lundqvist, Eva Nodin, Ulrika Stahre och
Ann-Kristin Wallengren. Ingen konstellation eller projektidé lycka-
des emellertid vinna nad hos den svenska beredningsbyrakratin for
forskningsmedel.

De senaste arens framgangar f6r Sverigedemokraterna och inten-
siva diskussioner om rasisitiska stereotyper har ytterligare aktualise-
rat den frdga som dr studiens kdrna: hur ser den position ut fran vilken
andras avvikande farg sd beniget pekas ut men som &r sa blind for
sin egen? Jag kénde ett allt storre behov av att undersoka fragan och
insag att det inte skulle bli gjort som externfinansierat projekt. Tack
vare att prefekt Peter Gillgren vid Stockholms universitet gav mig sex
madnaders skrivtid 1 tjédnsten har jag kunnat anvanda ansenliga delar
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INTRODUCTION

The research presented in this issue of Skiascope has been a while in
coming. Kristoffer Arvidsson and I first discussed the topic back in the
autumn of 2007, over a cup of coffee in that historic haunt, Jungans in
Gothenburg. The plan was to start a research project that combined a
whiteness perspective with visual culture. It would, we thought, be an
appropriate topic for the Gothenburg Museum of Art’s new research
unit, which was going to open early the following year. Along the way,
many people have been involved in the planning, for shorter or longer
periods: the museum directors Birgitta Flensburg and Isabella Nilsson,
and the researchers Magnus Berg, Per Dahlstrom, Gumnilla Knape,
Mikela Lundahl, Catrin Lundqvist, Eva Nodin, Ulrika Stahre, and
Ann-Kristin Wallengren. However, none of the various constellations
or project ideas succeeded in winning favour with the academic research
funding boards.

The recent success of Sverigedemokraterna and the heated debates
about racial stereotypes have further highlighted the issue that is the core
of the study: what can be said about a position from which one draws at-
tention to other people’s skin colour, and yet one is wholly blind to one’s
own? I felt a growing need to study the issue, and realized that it would
not get done as an externally financed project. Thanks to the fact that my
head of department at Stockholm University, Peter Gillgren, arranged for
me to take six months’ writing sabbatical, I was able to spend much of
2013 doing research. The study is of course not nearly as comprehensive
and multifaceted as it could have been if all the researchers thanked here



av 2013 till forskning. Studien ar forstds inte alls lika uttdmmande
och méngfacetterad som den kunnat bli om ovan nimnda forskare
hade kunnat delta 1 arbetet, men jag hoppas den kan fungera bade
mnspirerande och irriterande.

Vithet kan svarligen forstds utan icke-vithet. Som komplement
och kontrast till de sex kapitel jag skrivit om vithet, bidrar professor
"Tomas Bjork, som jag delar korridor med pa Stockholms universitet,
med en studie av orientalistiska bilder under det sena 1800-talet. Den
handlar om Orienten som speglings- och projektionsyta, men ocksa
om mojligheter att 1 fantasin tillfalligt bli den Andre. Bjérk ar landets
framsta expert pa orientalism inom 1800-talets bildvarld.

Ett stort tack till Lena From, Mikela Lundahl, Anders Tornquist
och Fredrik Krohn Andersson for ldsning av texter och for goda
och handfasta rad. Jag ar ytterst tacksam att min forna kollega och
numer eftertrddare som forskningsledare vid Géteborgs konstmu-
seum, Kristoffer Arvidsson, upplét utrymme till oss 1 detta nummer
av Skiascope och med fast hand styrt processen. Det inger stor respekt
att det finns en forskningsavdelning vid ett svenskt museum - tillika
den enda vid ett kommunalt museum - som inte rads att gripa sig an
svara fragor.

14

15

had been able to participate in the research, but by the same token I hope
the results will both inspire and annoy.

Whiteness can hardly be understood without non-whiteness. As a
complement and contrast to the six essays that I have written from white-
ness perspective, Professor Tomas Bjork, with whom I share a corridor
at Stockholm University, has contributed a study of Orientalist images in
the late nineteenth century. He not only considers the Orient as a mirror-
cum-projection, but also the possibilities offered by temporarily becoming
the Other in one’s imagination.

My thanks to Lena From, Mikela Lundahl, Fredrik Krohn Andersson,
and Anders Tornquist for reading the texts and for their good, solid ad-
vice. I am extremely grateful to my former colleague and now succes-
sor as head of research at the Gothenburg Museum of Art, Kristoffer
Arvidsson, who volunteered the space in this issue of Skiascope and has
maintained a steady hand at the rudder. It inspires great respect that there
1s a research unit at a Swedish museum—and moreover the only one at a
municipal museum—that is unafraid to tackle difficult issues.

TRANSLATED FROM SWEDISH BY CHARLOTTE MERTON



FIG. 1
Kalles kaviar original 300 g.

Kalles kaviar original 300 g.

FIG. 2

Okand, Projekt till &ndring av Egyptiska rummet i Kungliga museet pa
Stockholms slott. Interiérperspektiv, akvarellerad pennteckning pa papper,
26 x 21,3 cm, Nationalmuseum, Stockholm, évertagande 1866 fran Kongl.
Museum, NMH THC 3327. Foto: Nationalmuseum.

Unknown, Project for Amending the Egyptian Room in at the Royal Palace,
Stockholm. Interior Perspective, watercoloured pencil drawing on paper,
26 x 21.3 cm, Nationalmuseum, Stockholm, takeover from the Royal
Museum 1866, NMH THC 3327. Photo: Nationalmuseum.

FIG. 3

Olle Hjortzberg, svensk 1872-1959, Olympiska spelen. Stockholm 1912,
affisch, Kungliga biblioteket, Stockholm. © Olle Hjortzberg/BUS 2014

Olle Hjortzberg, Swedish 1872-1959, The Olympic Games: Stockholm 1912,
poster, National Library of Sweden, Stockholm. © Olle Hjortzberg/BUS 2014
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Fig. 5

Carl Larsson, svensk 1853-1919, Kréftfangst, cirka 1895, ur Ett hem, 1899, akvarell pa papper, 32 x 43 cm,
Nationalmuseum, Stockholm, ink6pt 1900, NMB 278. Foto: Nationalmuseum.

Carl Larsson, Swedish 1853-1919, Crayfishing, circa 1895, from Ett hem (A Home), 1899, watercolour on paper,
32 x 43 cm, Nationalmuseum, Stockholm, purchased 1900, NMB 278. Photo: Nationalmuseum.

Fig. 4

Albert Engstrom, svensk 1969-1940, omslag till "Sport och spe”, S6ndags-Nisse 1912, Kungliga Biblioteket,
Stockholm.

Albert Engstrém, Swedish 1969-1940, cover of ‘Sport och spe’ (Sport and Ridicule), S6ndags-Nisse 1912,
National Library of Sweden, Stockholm.



Fig. 7

Anders Zorn, svensk 1860-1920, Midsommardans,
1897, olja pa duk, 140 x 98 cm, Nationalmuseum,
Stockholm, gava 1903 av Konstakademien med bidrag
av grosshandlare Pontus och fru Géthilda Fiirstenberg,
NM 16083. Foto: Nationalmuseum.

Anders Zorn, Swedish 1860-1920, Midsummer Dance,
1897, oil on canvas, 140 x 98 cm, Nationalmuseum,
Stockholm, gift 1903 from the Royal Swedish Academy
of Arts funded with a contribution from Pontus and
Gothilda Fiirstenberg, NM 1603.

Photo: Nationalmuseum.

Fig. 6

Richard Bergh, svensk 1858-1919, Nordisk sommarkviéll, 1899-1900, olja pa duk, 170 x 223,5 cm, Géteborgs
konstmuseum, testamentarisk gava av Pontus och Géthilda Fiirstenberg 1902, F 7. Foto: Hossein Sehatlou.

Richard Bergh, Swedish 1858-1919, Nordic Summer Evening, 1899-1900, oil on canvas, 170 x 223,5 cm, Gothenburg
Museum of Art, bequest from Pontus and Géthilda Firstenberg 1902, F 7. Photo: Hossein Sehatlou.

Fig. 8

Cloettapaviljongen, Slottsskogen, Géteborg, cirka 1900, vykort.

The Cloetta Pavilion, Slottsskogen, Gothenburg, circa 1900, postcard.



Fig. 9
Slottsskogen, Goéteborg, cirka 2000, vykort. Foto: Lars Ericsson, DET Partille.

Slottsskogen, Gothenburg, circa 2000, postcard. Photo: Lars Ericsson, DET Partille.

Fig. 10

Ralph Lundquist, svensk f. 1931, Gemenskap, 1995, fargad betong,
Linnéplatsen/Slottsskogen, Géteborg. Foto: Hossein Sehatlou.

Ralph Lundquist, Swedish b. 1931, Community, 1995, coloured
concrete, Linnéplatsen/Slottsskogen, Gothenburg.
Photo: Hossein Sehatlou.

Fig. 11

Marianne Lindberg De Geer, svensk f. 1946, Jag tdnker pa mig sjélv - orientering, 2004-2005.
Foto: Carl Johan De Geer.

Marianne Lindberg De Geer, Swedish b. 1946, / Am Thinking About Myself—Orienteering, 2004-5.
Photo: Carl Johan De Geer.



Fig. 12

Elsa Beskow, svensk 1874-1953, ur Puttes dventyr i blabédrsskogen, 1901.

Elsa Beskow, Swedish 1874-1953, from Puttes dventyr i bldbérsskogen (Peter in blueberry land), 1901.

Fig. 13

Carl Larsson, svensk 1853-1919, Interi6r fran Fiirstenbergska galleriet, 1885,
akvarell pa papper, 78 x 56,5 cm, Géteborgs konstmuseum, testamentarisk gava
av Pontus och Géthilda Firstenberg 1902, F 67. Foto: Hossein Sehatlou.

Carl Larsson, Swedish 1853-1919, Interior of the Fiirstenberg Gallery, 1885,

watercolour on paper, 78 x 56.5 cm, Gothenburg Museum of Art, Pontus and
Gothilda Fiirstenberg’s bequest 1902, F 67. Photo: Hossein Sehatlou.

Fig. 14

Okand, kopia fran slutet av 1500-talet av Jacob Bincks
Gustav Vasa, 1542, Uppsala universitet.

Unknown, copy of Jacob Binck’s Gustav Vasa, 1542,
from the end of the 16" century, Uppsala University.



Fig. 15

Johan Gustaf Sandberg, svensk 1782-1854, Gustav Vasas intag i Stockholm, 1834, Uppsala domkyrka.
Foto: Atlantis.

Johan Gustaf Sandberg, Swedish 1782-1854, The Entry of King Gustav Vasa of Sweden into Stockholm, 1834,
Uppsala Cathedral. Photo: Atlantis.

Fig. 16

Robert Lundberg, svensk 1861-1903,
Marockanska murare, 1889, olja pa duk,

116 x 80 cm, Goéteborgs konstmuseum, géva av
Ahlstréms arvingar 1935, GKM 0997.

Foto: Hossein Sehatlou.

Robert Lundberg, Swedish 1861-1903, Moroccan
Bricklayers, 1889, oil on canvas, 116 x 80 cm,
Gothenburg Museum of Art, gift from Ahlstrom’s
heirs 1935, GKM 0997. Photo: Hossein Sehatlou.

Fig. 17

Egron Lundgren, svensk 1815-1875, Ormtjusare, akvarell och tusch pa papper, 26 x 34 cm,
Goteborgs konstmuseum, testamentarisk gava av Pontus och Géthilda Fiirstenberg 1902,
F 98. Foto: Hossein Sehatlou.

Egron Lundgren, Swedish 1815-1875, Snake Charmer, watercolour and indian ink on paper,
26 x 34 cm, Gothenburg Museum of Art, Pontus and Géthilda Fiirstenberg’s bequest 1902,
F 98. Photo: Hossein Sehatlou.



Fig.18

Henric Ankarcrona, svensk 1831-1917, K6pman férféljd av beduiner, 1873, olja pa duk, 53 x 94 cm, Géteborgs
konstmuseum, testamentarisk gava av John West Wilson 1889, GKM 0222. Foto: Hossein Sehatlou.

Henric Ankarcrona, Swedish 1831-1917, Merchant Pursued by Bedouins, 1873, oil on canvas, 53 x 94 cm,
Gothenburg Museum of Art, John West Wilson’s bequest 1889, GKM 0222. Photo: Hossein Sehatlou.

Fig. 19

Gustaf Cederstrém, svensk 1845-1933, Karl Xll:s likférd, 1878, olja pa duk, 256 x 370 cm,
Goteborgs konstmuseum, gava av Gustaf Werner 1939, GKM 1100. Foto: Hossein Sehatlou.

Gustaf Cederstrom, Swedish 1845-1933, The Body of Charles XII of Sweden Being Carried
Home from Norway, 1878, oil on canvas, 256 x 370 cm, Gothenburg Museum of Art, gift from
Gustaf Werner 1939, GKM 1100. Photo: Hossein Sehatlou.

Fig. 20

Oscar Bjorck, svensk 1860-1929,
Susanna, 1885-1886, olja pa duk,

246 x 168 cm, G6teborgs konstmuseum,
gava av August Réhss 1886, GKM 0196.
Foto: Hossein Sehatlou.

Oscar Bjorck, Swedish 1860-1929,
Susanna, 1885-1886, oil on canvas,
246 x 168 cm, Gothenburg Museum
of Art, gift from August R6hss 1886,
GKM 0196. Photo: Hossein Sehatlou.

Fig. 21

Frans Wilhelm Odelmark, svensk
1849-1937, Alhambra, 1889, olja pa
duk, 127 x 76 cm. Foto: Stockholms
auktionsverk.

Frans Wilhelm Odelmark, Swedish
1849-1937, Alhambra, 1889, oil on
canvas, 127 x 76 cm. Photo: Stockholms
auktionsverk.
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Fig. 22

Anders Zorn, svensk 1860-1920, / Algers hamn, 1887, akvarell pa papper, 67 x 41 cm, Prins
Eugens Waldemarsudde, W 823. Foto: Per Myrehed.

Anders Zorn, svensk 1860-1920, In the Harbour of Algiers, 1887, watercolour on paper,
67 x 41 cm, Prins Eugens Waldemarsudde, W 823. Photo: Per Myrehed.

Fig. 23

lvan Aguéli, svensk 1869-1917, Palmskog, olja pa papper,
20 x 26 cm, Goteborgs konstmuseum, ink6pt 1920, GKM 0688.
Foto: Hossein Sehatlou.

Ivan Aguéli, Swedish 1869-1917, Palm Forest, oil on paper,
20 x 26 cm, Gothenburg Museum of Art, purchased in 1920,
GKM 0688. Photo: Hossein Sehatlou.

Fig. 24

Alphonse-Etienne Dinet, fransk 1861-1929, Arabiska graterskor, 1896, olja pa duk, 89 x 117 cm,
Goteborgs konstmuseum, inkdpt 1898, GKM 0295. Foto: Hossein Sehatlou.

Alphonse-Etienne Dinet, French 1861-1929, Arabiska graterskor, 1896, oil on canvas, 89 x 117 cm,
Gothenburg Museum of Art, purchased in 1898, GKM 0295. Photo: Hossein Sehatlou.



JEFF WERNER

MED OGON KANSLIGA FOR VITT

Hur ser en svensk ut? Som den leende grabben pa Kalles kaviar? Fig. 1

Eller Emil och hans lillasyster Ida? Ljusa 1 skinnet, ragblonda och
blaégda. En promenad genom Stockholms innerstad tycks bekréfta
att sa ar fallet. Det forefaller till och med som att svenskarna blivit
mer blonda och bldégda under senare decennier. Min minnesbild
ar att ganska fi var ljusblonda ndr jag var 1 tonaren pa 1970-talet.
Rattfargat har ansags som typiskt svenskt. Tjejerna fargade haret rott
med henna. Eller kolsvart om de var punkare.

Nagot tycks alltsa ha hant. Det har blivit viktigare att se ut som en
"svensk”. I avhandlingen Svenska latinas diskuterar sociologen Catrin
Lundstréom hur invandrartjejer blonderar héaret och anviander bla
kontaktlinser for att se svenska ut.! Det kan tyckas underligt. Récker
det inte med att vara svensk, maste man ocksé se svensk ut?

Uppenbarligen inte. Nar detta skrivs 2013, kontrollerar svensk
granspolis minniskor med "utlandskt utseende” 1 Stockholms tun-
nelbana pa jakt efter illegala invandrare — som om nationalitet vore
nagot som syns utanpd, som ar inskrivet 1 skinnet. Det var ocksa
det ar som Sveriges integrationsminister Tobias Billstrém kritiserade
forestillningen att illegala invandrare halls gomda av "en trevlig
blond svensk dam 1 50-60-arsildern som vill hjalpa till. Men det ar
juinte sd. De allra flesta bor hos sina landsmén som inte alls &r blonda
och bladgda”.? 2013 misstankliggjordes dessutom en romsk familj 1
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Fig. 1

JEFF WERNER

N —

OPEN YOUR EYES TO WHITE

What does a Swede look like? Like the smiling boy on the tubes of Kalles
kaviar? Or like Emil of Lénneberga and his little sister Ida? Pale skin, ash-
blond hair, and blue-eyed. A walk through central Stockholm would seem
to confirm this. It even seems that the Swedes have become more blond
and blue-eyed in recent decades. My recollection is that when I was a teen-
ager in the 1970s, there were not that many who were very fair-haired. It
was mousey hair that was considered typically Swedish. Girls dyed their
hair red with henna. Or jet black if they were punks.

In other words, something seems to have happened. It has become
more important to look ‘Swedish’. In her thesis, Svenska Latinas (‘Swedish
Latinas’), the sociologist Catrin Lundstrém discusses how immigrant girls
bleach their hair and use blue contact lenses in order to look Swedish.!
This may seem strange. Is it not enough to e Swedish, do you now also
have to look Swedish?

Apparently so. In 2013 the Swedish border police check for people of
‘foreign appearance’ in the Stockholm underground when on the lookout
for illegal immigrants—as if nationality were something externally visible,
inscribed on the skin. This was also the year that Sweden’s Minister for
Integration, Tobias Billstrom, ridiculed the idea that illegal immigrants
are helped to hide by ‘a nice, blonde Swedish lady in her fifties or sixties
who wants to help. But that’s simply not the case. The vast majority live
with their countrymen, who are not at all blond and blue-eyed.”” Again
i 2013, a Roma family in Greece were suspected of having abducted a
blonde girl. In the police investigation that followed, she was presumed to
be of Scandinavian origin.? After intense media coverage, which exposed



Grekland for att ha révat till sig ett blont flickebarn. Hon antogs 1
polisutredningen kunna vara av skandinaviskt ursprung.® Efter en
intensiv mediebevakning, som blottlade omfattande rasistiska fére-
stdllningar om romer, visade det sig att familjen tagit hand om flickan
for att hjalpa bulgariska vanner.

Denna studie féddes ur en vilja att f6rsta varfor fragor om inte-
gration nistan alltid forldgger problemen nagon annanstans. Hos
dem med slgja. Eller hos rasisterna. Detta dr en studie av dem som
ar problemldsa. Som ser sig som normala. Som dr ytterst kiansliga for
hur andra avviker, med en fraimmande accent, mérk hudfarg eller
andra vanor, men som &r blinda for sitt eget sitt att tala, se ut och
vara. Jag tillhor sjdlv denna skara, atminstone ibland. For det ér just
detta som dr konsekvensen av att leva som vit 1 ett vitt samhélle: man
flyter med strémmen. Det &r forst uppstroms, {or att tala med Joseph
Conrad, som vitheten blir synlig. Den osdkerhet som blottldggandet
av vitheten medfor, kanske 1 ett frimmande land, kanske pa ett f6r-
ortstorg 1 Sverige, kan verka klargérande. Men den kan ocksa féda
den vardagsrasism som géder framlingsfientliga krafter.

Syftet ar att studera forestillningar om hur svenskar ser ut, inte Aur
svenskar egentligen ser ut. Forestdllningar som uppenbarligen ocksa
far konsekvenser for hur svenskar vill se ut. En central fragestéllning
ar hur svenskarna blev blonda och blaégda, hur vissa kroppsliga drag
kom att fastas vid nationaliteten svensk.

En hypotes ar att den visuella konstruktionen av svenskhet som
polisen och Tobias Billstrom arbetar efter formades under 1800-talet,
parallellt med att den moderna svenska nationalstaten skapades. Det
var en tid nar betydelsefulla institutioner inréttades som bland annat
hade till uppgift att sprida kunskap om vad Sverige och svenskhet ir,
exempelvis folkskolorna och museerna.

En annan hypotes ar att svenskhetens visuella drag for det
mesta dr omarkerade 1 svensk visuell kultur. Det finns sillan skél
att lyfta fram normalitet. Harigenom skiljer sig denna studie fran ar-
beten som undersoker hur de Andra gestaltas. Bilden av Orienten,
till exempel. Eller hur svarta, judar och muslimer framstalls 1 vis-
terldndsk visuell kultur. Men den som férundrat tittar pa harems-
damer, hottentotter, judiska bankirer och islamistiska terrorister
har ofta forblivit osynlig sdvil i1 bilden som 1 den bildvetenskapliga
forskningen.
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the widespread racist notions about Roma, it turned out that the family
had in fact taken the girl in purely to help Bulgarian friends.

The present study was born out of a desire to understand why ques-
tions about integration almost always locate the problem elsewhere. With
those wearing the veil. Or with racists. This is a study of the problem-free;
those who see themselves as normal; who are extremely sensitive to how
others differ, homing in on foreign accents, dark skin colour or habits,
but who are blind to their own way of speaking, looking, and being. I am
one of this crowd, sometimes at least. And this is the very thing about
being white in a white society: you go with the flow. It is only upstream,
to borrow from Joseph Conrad, that whiteness becomes visible. The un-
certainty entailed in the laying bare of whiteness, perhaps in a foreign
country, perhaps in a suburb in Sweden, can be instructive. But it can also
give birth to the everyday racism that feeds xenophobia.

The aim is to study notions of what Swedes look like, not Swedes’ real
appearance. Notions which, obviously, also have implications for what
Swedes want to look like. A central question is fow the Swedes became
blond and blue-eyed; /ow certain bodily traits came to be associated with
Swedish nationality.

One hypothesis is that the visual construction of Swedishness that
the police and Tobias Billstrom work with was formed in the nineteenth
century, parallel with the creation of the modern Swedish nation-state. It
was a time when important institutions were established, including those
still tasked with spreading awareness of what Sweden and Swedishness
1s—for example, primary schools and museums.

Another hypothesis is that the visual characteristics of Swedishness
have mostly gone unmarked in Swedish visual culture. There is rarely
any call to highlight normality. In consequence, this study differs from
work which explores how the Other is portrayed. The image of the
Orient, for example. Or how blacks, Jews, and Muslims are portrayed in
Western visual culture. But the person who stands astonished, staring at
odalisques, Hottentots, Jewish bankers, and Islamic terrorists, has often
remained invisible, both in the images themselves and in visual studies
research.

It is true that the image of the Other can be understood as a distorted
mirror image of a normative centre. By studying the image of the Other,
a white self-image can, theoretically, be reconstructed. There has been
some very interesting research that has taken this perspective, not least



Det ar sant att bilden av den Andre kan uppfattas som en for-
vrangd spegelbild av ett normgivande centrum. Genom att studera
bilden av den Andre kan, teoretiskt, en vit sjalvbild rekonstrueras.
Det har producerats mycket intressant forskning med detta perspek-
tiv, inte minst 1 Edward Saids efterfoljd. Men hur ska férvrangning-
arna kunna aterskapas till en korrekt bild om man inte vet efter vilka
bojningsmonster de férvridits? Hellre dn att forsdka vranga forvrid-
na spegelbilder ratt syftar denna studie till att fi syn pa det som doljs
av sin vardaglighet. Precis som bilden av den Andre bygger pa ste-
reotyper, tycks studier som anvander bilder av de Andra till att siga
nagot om normaliteten, litt tendera till stereotypiseringar av sorten
"vita, medeldlders man”. Syftet med denna studie ar att gora det lite
svarare. Lite mer mangdimensionellt.

Detta projekt dr forbundet med besvirliga teoretiska och meto-
dologiska problem. Hur ser normalitetens vita flick egentligen ut?
Hur kan det omarkerade, det icke-synliggjorda studeras? Studiens
generella metod ar att folja insikten att fenomen, liksom stjarnhim-
len, ibland bést studeras genom att inte fokusera pa objektet utan
istéllet titta lite vid sidan om. I detta fall betyder det visuellt material
dér svenskhet inte markeras men dnda synliggors. Detta mnebér att
studien inte bara undviker bilder av de Andra utan dven visuellt
material dar svenskhet sarskilt betonas, exempelvis nationalistisk
och rasistisk propaganda. Istdllet har visuell kultur eftersokts dar
svenskhet uttrycks pa ett sjalvklart och f6r breda befolkningslager
férmodligen oproblematiskt sitt. Material som 1 sin samtid véckt de-
batt om etnicitet, nationalism eller likartade fragor undviks, eftersom
debatten 1 sig signalerar att det funnits olika meningsuppfattningar
om gestaltningen.

"Det sista en fisk blir medveten om &r vatten”, skriver Qaisar
Mahmood, och fortsatter: ”Jag lyssnar darfér endast halvhjartat nér
blonda och vita personer sdger att kinslan av att vara en del av den
svenska gemenskapen inte ar viktig f6r dem eller att de inte kdnner
sig som ’svenskar’. De dr en del av normen. Och ett av normens
privilegier ar att den dr omedveten om vad som gor den till norm.”*

Det sdgs ofta att Sverige gatt fran att vara ett homogent till att bli
ett heterogent land. Att svenskar inte ldngre ar blonda och bldégda.’
Som om det fanns en férgangen tid nér svenskar var blonda och bla-
6gda. Hur kommer det sig att férestallningen om ett typiskt svenskt
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following the example of Edward Said. But how to resolve the distortions
into an accurate picture if you do not know which paradigm distorted
them in the first place? Rather than attempt to right the distorted mirror
images, this study sets out to distinguish something hidden by its com-
monplaceness. Just as the image of the Other builds on stereotypes, stud-
ies that use images of the Other to say something about normality tend to
fall back on stereotypes of ‘white, middle-aged men’. The purpose of this
study is to make that a little more difficult. A little more multidimensional.

This project involves some difficult theoretical and methodological
problems. What does the white stain of normality really look like? How
best to study the unmarked, the non-visualized? The study’s general ap-
proach is to act on the insight that some phenomena, just like the starry
sky, are best studied not by trying to focus on the object, but instead by
looking off to one side. In this case, it means using the visual material
where Swedishness is not conspicuous, but is nonetheless visible. This
requires the study not only to avoid images of the Other, but also the
visual material where Swedishness is especially emphasized—for example,
nationalist and racist propaganda. Instead, visual culture has been sought
where Swedishness is expressed in an obvious and, for the broad major-
ity of people, presumably unproblematic way. Material that in its day
sparked debate about ethnicity, nationalism, or similar issues has been
avoided, as any debate in itself indicates that there have been various
opinions on its interpretation.

‘The last thing a fish becomes aware of is water’, writes Qaisar
Mahmood, and continues: ‘So I listen only half-heartedly when blond,
white people say that the feeling of being part of the Swedish community
is not important to them, or they do not feel that they are “Swedes”. They
are part of the norm. And one of the norm’s privileges is that it is unaware
of what makes it the norm.

It is often said that Sweden has gone from being a homogeneous to a
heterogeneous country. That Swedes are no longer blond and blue-eyed.’
As if there was a time gone by when Swedes were blond and blue-eyed.
How is it that the idea of a typical Swedish appearance still lives on when
one-fifth of all Swedish citizens have foreign backgrounds, a journalist
asked on Swedish Radio’s current affairs programme Studio 1 in March
2013.% This is an important issue, of course, but another question that
also must be addressed, as already mentioned, is how the notion of a
typical Swedish look ever arose? To claim that Sweden has become more



utseende fortfarande lever kvar nir en femtedel av alla svenska
medborgare har utlaindsk bakgrund, frigade en journalist 1 Sveriges
Radios férdjupande nyhetsprogram Studio 1 1 mars 2013.° Det &r
forstas en viktig fraga, men en fradga som ocksa maste stdllas dr, som
nidmnts, hur férestéllningen om ett typiskt svenskt utseende nagon-
sin uppstod? Att hdavda att Sverige blivit mer heterogent riskerar att
befista synen pd nationen som 1 grunden vit. Med inspiration fran
Michel Foucault betraktas har detta slags sjalvklara uppfattningar
med misstanksamhet. Avsikten &r att undersoka bilden av en férand-
ring fran ett homogent till ett heterogent Sverige.

Det finns 1 denna studie inga ambitioner att vara heltickande
eller representativ och det gar sjalvklart att hitta avvikande bilder.
Men - och detta dr en metodologisk poidng — genom att synliggora
det foérbigangna blottlaggs normalitetens visuellt omedvetna lager.
Det ér ocksa hir som de bildanalytiska metoder som utvecklats inom
konstvetenskapen och visuella kulturstudier blir produktiva. Bilder
ar alltd mer specifika dn spraket nér det giller visuella egenskaper.
Jag kan skriva "svenska kvinnor fick rdstréitt 1919”, utan att specifi-
cera hur dessa svenska kvinnor ser ut. Men om det ska uttryckas 1
bild maste en lang rad saker bestdmmas, déribland sidana som har
att gora med klass, dlder och utseende — samt vad en "kvinna” ar.
Detta sker dven nér bilden ackompanjeras av andra medier, som
skriven text, tal eller musik. Av detta skil undersoks 1 studien bilder
snarare dn féremal och faktiska forhéllanden. Det ar bilden av hem-
met, bilden av naturen och bilden av férorten, som studeras 1 de
foljande kapitlen.

Som analytiskt verktyg anvinds begreppet "den vita blicken”.
Den vita blicken gar tillbaka pa Martin A Berger som vidareutvecklat
teorin kring "the male gaze” och ”the tourist gaze”’ Den vita blicken
fungerar pa tre nivder: den pekar ut vad 1 varlden som ar vart att
uppmaérksammas, samt hur detta representeras och recipieras. Den
ar dessutom blind for sin egen firg samtidigt som den ar sensibel for
andra(s) hudfarg(er). Den vita blicken &r en diskriminerande blick.

John Urry daterar fédelsen av turistblicken till 1840-talet och
dess stora genomslag till andra halvan av 1800-talet. Fotografiets for-
maga att fanga motiv och peka ut dem som sevdrda 1 kombination
med kommunikationsmedlens utveckling ar betydelsefulla faktorer
bakom turistblickens uppkomst. En hypotes f6r denna studie ar att
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heterogeneous is to risk endorsing the perception of the nation as basi-
cally white. Inspired by Michel Foucault, this kind of self-evident belief is
here viewed with suspicion. The intention is to examine the impression of
the change from a homogeneous to a heterogeneous Sweden.

This study does not harbour any ambitions to be comprehensive or
representative, and it goes without saying that one finds images that run
counter to it. But—and this is a methodological point—by highlighting
what is usually ignored, one exposes normality’s visually unconscious
layers. It is also here that the methods of visual analysis developed in art
history and visual cultural studies prove so fruitful. Images are always
more specific than language when it comes to visual qualities. I can write
‘Swedish women got the vote in 1919’ without specifying what those
Swedish women looked like. But if I want to express the same thing using
an image, a long list of factors have to be determined, including those
to do with class, age, and appearance—and what a ‘woman’ is. This is
the case even when the image is accompanied by other media, such as a
written text, speech, or music. For this reason, the study examines images
rather than objects and actual circumstances. It is the image of the home,
the image of Nature, and the image of the suburbs which are studied in
the following chapters.

As an analytical tool, the term ‘the white gaze’ is used. The white gaze
goes back to Martin A. Berger, who has elaborated on the theory of ‘the
male gaze’ and ‘the tourist gaze’” The white gaze operates on three levels:
it points out what about the world is worth drawing attention to, and how
it is represented. It is also blind to its own colour while being sensible to
others’ colour. The white gaze is a discriminating gaze.

John Urry dates the birth of the tourist gaze to the 1840s, with
the real effect being felt in the second half of the nineteenth century.
Photography’s ability to capture subjects and single them out as worthy
of attention, combined with its development as a means of communica-
tion, were important factors behind the emergence of the tourist gaze.
One hypothesis for this study is that it should be possible to pin down
the genesis of the white gaze, coupled with the fact that it was closely as-
sociated with both the development of reproductive technologies and the
rise of race thinking.

This study experiments with a differentiated white gaze. It can be
a racist gaze that divides people into races, associates race with differ-
ent evaluative qualities, and opposes interracial relationships, but equally



det skulle kunna vara mgjligt att peka ut den vita blickens uppkomst
och att den ar nira férbunden med sévil reproduktionsteknikernas
utveckling som rastdnkandets genomslag.

Denna studie laborerar med en differentierad vit blick. Det kan
handla om rasismens blick som delar in folk 1 raser, {orknippar raser
med olika varderande egenskaper och motsitter sig rasblandning,
men ocksd om en valvillig etnotistisk blick som uppskattar skillnader
och som glads at kulturella blandningar.® Det kan vara frdga om en
estetisk blick som ser skiftande skonhetsvarden hos olika hudfirger
eller en erotisk blick som tillskriver olika raser varierande sexuella
egenskaper och attraktionsvarden.

VARNING FOR RAS

Mycket av det mest spannande som har producerats inom vithets-
forskning 1 Sverige har bedrivits utifrdn en position av mellanfor-
skap, det vill siga av svenska forskare som pa grund av sin hudfirg
ibland positioneras som icke-svenska av omgivningen.’ Deras forsk-
ning handlar ofta om vithet betraktad frin en icke-vit synvinkel, vil-
ket bidrar till att tydliggéra den. Detta arbete férsoker ocksa det att
anvanda sig av forskarens egen erfarenhet, men den av att vara vit.
Tydligast blir det mdhanda mot slutet, 1 ett kapitel som behandlar
Hammarkullen.

Jag tanker alltsd inte bortse fran att jag dr en vit, medeldlders,
heterosexuell man. Att jag migrerat fran férorten till innerstan, fran
arbetarklass till medelklass. Min nuvarande position ger mig ett ut-
rymme att tala som fa 1 min omgivning hade dér jag vixte upp.
Men att tala utifrdn min nuvarande position innebdr problem med
vad Irene Molina bendmnt Vi:et som konstruerar vitheten. ”Vithet
upplevd som erfarenhet anvinds inte sdllan som en fast kategori, ett
'vad-gor-jag-med-min-vithet-problem.””” Utpekandet av vithet som
norm maste alltid atféljas av en dekonstruktion och en destabilise-
ring av vithet som kategori. ”Varfor tala om vithet ndr det finns en
risk att man, genom att forska om vithet, bidrar till processer som
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it can be a benevolent ethnicizing gaze that appreciates differences and
rejoices in a cultural mix.® It can be a question of an aesthetic gaze that
sees changing aesthetic values in different skin colours, or an erotic gaze
that ascribes varying sexual characteristics and degrees of attractiveness
to different races.

BEWARE OF RACE

Much of the most exciting work in whiteness studies in Sweden has been
done from a position of mellanforskap, or ‘betweenship’, where, because of
their skin colour, Swedish researchers are sometimes positioned as being
non-Swedish by those around them.’ Their research is often about white-
ness considered from a non-white perspective, which helps to expose it.
The work in hand also attempts to use the researcher’s own experience,
but in this case of being white. This becomes clearest perhaps towards the
end, in the essay on Hammarkullen.

I therefore do not intend to ignore the fact that I am a white, middle-
aged, heterosexual man; that I have migrated from the suburbs to the city
centre, from the working class to the middle class. My current position
gives me an opportunity to speak possessed by few people where I grew
up. Yet speaking from my current position brings problems with what
Irene Molina has called the ‘we’ who construct whiteness. “Whiteness
construed as experience is not infrequently used as a fixed category, a
“what-should-I-do-with-my-whiteness”-problem. The singling out of
whiteness as the norm must always be accompanied by a deconstruction
and destabilization of whiteness as a category. “‘Why talk about white-
ness, given the risk by undertaking intellectual work on whiteness one
might contribute to processes of recentering rather than decentering it, as
well as reifying the term and its “inhabitants” ’, asks Ruth Frankenberg."
Her answer is that it assigns everyone a place in those racist relations,
even those who otherwise consider themselves to be colourless.'? I, like
Frankenberg, judge that the benefits of being able to visualize and con-
ceptualize relationships that centre on colour and race far outweigh the
disadvantages. Class distinctions do not vanish if we were to stop talking



recentrerar vitheten istéllet for att decentrera den, och dessutom f6r-
tingliga termen och dess 'invanare’?”, fragar sig Ruth Frankenberg."
Hennes svar ar att det tilldelar alla en plats 1 de rasistiska relationer-
na, ocksd de som annars anser sig vara farglosa.' Jag bedémer, med
Frankenberg, att férdelarna med att kunna synliggéra och begrepps-
liggora forhallanden som har med farg och ras att géra ar stérre 4n
nackdelarna. Lika lite som klasskillnader upphér om vi slutar att tala
om klass, eller konshierarkier forsvinner om vi inte latsas om dem,
kommer rasférdomar att skingras for att vi inte pekar ut dem.

Vita svenskar uppfattar sig sillan som tillhoriga en ras eller etnisk
grupp. De ser sig som individer som handlar utifran personliga inci-
tament. Att borja se sig som en del av ett system ger forutsdttningar
att uppticka de strukturella orsakerna till atminstone delar av sitt
handlande. Att som vit exempelvis uppmarksamma att oproportio-
nellt ménga av dem man méter som professorer pa svenska univer-
sitet har samma hudférg som en sjilv. Eller att fi av lokalvardarna
har det.

Vita dr ingen homogen grupp, lika lite som mién ér det, eller med-
elklassen. Men liksom samhillet kan analyseras 1 termer av klass-
struktur och kénsmaktordning kan det studeras utifrdn rasmaktord-
ning. Det finns dominerande sétt som manniskor agerar pa utifrdn
klass, kon och ras. Det dominerande sittet att vara vit pa benamns
hegemonisk vithet."

Det finns ocksa problem med att 1 analysen isolera en maktrela-
tion, eftersom det kan normalisera andra ojamlika strukturer. Studier
som enbart fokuserar kon tenderar att géra maktférhallanden som
baseras pa ras, klass, alder och sexualitet osynliga. Detta slags kritik
har exempelvis riktats fran feministiskt hall mot marxister, och fran
ett postkolonialt perspektiv mot den vita feminismen. Vithet dr en
identitet som skapas och omskapas 1 relation till andra identiteter
som klass, kon, sexualitet och generation, lokalt, regionalt, nationellt
och globalt.!*

Ras, klass, generation och kén ér fyra avgérande faktorer som upp-
ratthaller samhallets maktstrukturer. Att enbart se dem som konstruk-
tioner ar att bortse fran de faktiska konsekvenser de far f6r ménniskors
liv. Enligt Pieterse ror de flesta diskussioner hur dessa skir igenom
varandra snarare dn hur de agerar med varandra.” Att studera deras
interaktion maste vara en central uppgift for intersektionella studier.
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about class, nor gender hierarchies if we ignored them: the chance is just
as small that racial prejudice would be dispelled if we do not point it out.

White Swedes rarely see themselves as belonging to a racial or ethnic
group. They see themselves as individuals acting on personal impulses.
By beginning to see themselves as part of a system, they are presented
with the opportunity to uncover the structural causes of least some of
their actions. The fact that, being white, one notes for example that a
disproportionate number of the people you meet who are professors at
Swedish universities have the same skin colour as you. Or that few of the
cleaners do.

Whites are not a homogeneous group, any more than men are, or the
middle class. But just as society can be analysed in terms of class struc-
ture and gender power, it can be studied in terms of racial power. There
is a dominant way people act on the basis of class, gender, and race. The
dominant way of being white is termed hegemonic whiteness.'®

There are also problems if one undertakes to analyse a power rela-
tionship in isolation, because that can normalize other, unequal struc-
tures. Studies that only focus on gender tend to make power relations
based on race, class, age, and sexuality invisible. This kind of criticism
has been directed from feminist quarters against Marxists, for example,
and from postcolonial quarters against white feminism. Whiteness is an
identity that is created and recreated in relation to such other identities as
class, gender, sexuality, and generation, be it locally, regionally, nation-
ally, or globally.'*

Race, class, generation, and gender are four key factors that maintain
society’s power structures. To see them as mere constructs is to ignore the
actual consequences they have for people’s lives. According to Pieterse,
most discussions turn on how they intersect rather than the way they
mteract.’” The study of their interaction must be a central task for inter-
sectional studies.

Whiteness is also used in this study for landscapes, design, architec-
ture, and institutions. The word refers to how white bodies are natural-
ized in certain environments and contexts. In white institutions, whiteness
is rendered invisible, all while attention is focussed on non-whiteness. I
spend much of my time in white institutions such as universities and art
galleries. Any faint awkwardness I might sense is to do with my class
background. And it is nothing compared to the unpleasantness that non-
whites can experience, as is described so well by the likes of bell hooks,



Vit anvinds 1 denna studie dven om landskap, formgivning, arki-
tektur och institutioner. Ordet syftar pa hur vita kroppar naturalise-
ras 1 vissa miljoer och sammanhang. I vita institutioner osynliggors
vitheten, samtidigt som icke-vithet tydliggors. Jag ror mig dagligen 1
vita institutioner som universitet och konsthallar. Det ldtta skav jag
kan férnimma har med min klassbakgrund att géra. Det 4r ingenting
jamfért med den obekviamlighet som icke-vita kan uppleva, och som
beskrivits sa vil av bland andra bell hooks, Frantz Fanon och Sara
Ahmed. Klass uppfattas inte omedelbart av omgivningen, vilket av-
vikande hudfirg gor. Sjalvklart finns det fenotypiska skillnader mel-
lan ménniskor i olika delar av varlden som ett resultat av evolutionen
men ocksa av migration. Det intressanta for detta sammanhang ar
nér dessa skillnader knyts till icke-synliga egenskaper.

Bendgenheten att koppla samman utseende med nationalitet ar
av timligen modern tid. Den kan f6r svensk del forldggas till 1800-ta-
let. Innan dess uppfattade ménniskor sikert skillnader mellan vi och
dem, men vi definierades d& snarare med orten dar man bodde eller
yrket man ut6vade 4n med nationsgranser. Processen kan fortfarande
studeras pa platser dir det svenska nationsbyggandet dnnu inte helt
utplanat dldre identitetsband, exempelvis 1 Bohusldn dar slikten pa
min mors sida kommer ifran. Befolkningen pa norra och sédra sidan
av Svinesund har hort samman under arhundraden, sprakligt saval
som kulturellt. Den talade samma sprak, at samma slags mat och bar
samma slags kldder. Sedan ndgra generationer tillbaka dr den dock
uppdelad mellan tva nationer. Banden ar fortfarande starka dven om
saval spraket som kulturen har bérjat differentieras. Det gar numer
att handla "norsk mat” pa svenska sidan griansen. Och man tycker
sig kunna kdnna igen norrmin pa deras utseende och noterar att de
beter sig annorlunda dn svenskar. "Det nationaliserade 6gat soker
systematiskt efter olikheterna”, skriver Orvar Lofgren.'®

For att markera att ndgon &r svensk 1 en bild eller film betonas
férmenta visuella sardrag som hud-, har- och 6gonfarg, och formen
pa huvud, nisa, 6gon och lappar. Ett argument 1 denna studie ar att
vilar oss kdnna igen vem som &r svensk och vem som ar fraimmande
genom de koder som forma(t)s 1 den visuella kulturen. Olika visuella
egenskaper tillmits ocksa olika betydelser.

Ingen dr forstas vit (eller gul, r6d, brun eller svart). De folk som
brukar riknas som vita uppvisar en bred palett av hudfarger som
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Frantz Fanon, and Sara Ahmed. Class is not immediately perceived by
others, whereas different skin colour is. Obviously, there are phenotypical
differences between peoples in different parts of the world as a result not
only of evolution but also of migration. What is of interest here is how
these are linked to non-visible qualities.

The tendency to link appearance with nationality is of fairly recent
date. As far as Sweden is concerned, it can be dated to the nineteenth cen-
tury. Before then, people certainly perceived differences between Us and
Them, but defined according to the place where people lived or to their
profession rather than national borders. The process can still be studied
in places where Swedish nation-building has not yet completely oblit-
erated the older ties of identity, for example in the province of Bohuslin
on the west coast, where my family on my mother’s side came from. The
population on both banks of Svinesund, the sound dividing present-day
Sweden and Norway, had been as one for centuries, linguistically as well
as culturally. They spoke the same language, ate the same kind of food,
and wore the same kind of clothes. Several generations back, however,
they were divided between the two nations. The ties are still strong, al-
though both their language and culture have begun to diverge. Nowadays
it is possible to buy ‘Norwegian food’ on the Swedish side of the border.
And to Swedes, the Norwegians seem to be more readily recognizable
by their appearance and the fact that they behave differently to Swedes.
“The nationalized eye seeks systematically for differences’, writes Orvar
Lofgren.'s

In order to mark someone in a picture or film as Swedish, the accent
1s on supposed visual characteristics such as the colour of the skin, hair,
or eyes and the shape of the head, nose, eyes, and lips. One argument put
forward in this study is that we learn to recognize who is Swedish and who
is ‘foreign’ using the codes that shape and are shaped by visual culture.
Different visual properties are also ascribed different meanings.

No one is actually white, of course—or yellow, red, brown, or black.
The people who are usually accounted white exhibit a broad palette of skin
tones that span all shades from pink to olive green. Colour-wise, it ranges
from very pale individuals to the relatively dark-skinned. Historically, it
has also been negotiable which individuals and peoples counted as white.
The Irish were long thought to be non-white by the English. Nor were
Swedes automatically thought of as white: they had to win their whiteness
in the US in the nineteenth century.” Even in today’s Sweden, there are



inkluderar nyanser fran skart till olivgront. Valérmaissigt spanner det
fran ytterst bleka individer till relativt mérkhyade. Historiskt sett har
det ocksa varit férhandlingsbart vilka individer och folk som riknats
som vita. Irlaindare uppfattades linge som icke-vita av engelsmin-
nen. Inte heller svenskar betraktades som givet vita, de fick erévra sin
vithet 1 USA under 1800-talet.’” Ocksa i dagens Sverige sker omfor-
handlingar om vem som dr vit eller inte, omférhandlingar som inte
enbart har med hudfirg att géra. Om det 1 mellankrigstidens Sverige
var judar som utpekades som 1 grunden frimmande inslag har upp-
marksamheten under 2000-talet flyttats till muslimer.

Vithet syftar inte enbart pa hudfirg utan pa en rad visuella egen-
skaper som rakt blont har och bla 6gon. Men aven reslighet dr en
relativt ofta markerad egenskap, liksom — i synnerhet f6r kvinnor -
en rak kroppsform. Rak ndsa, smal mun, omarkerade kindben - ju
ldngre listan gors av férmodade svenska egenskaper desto mer liknar
den en rapport fran Statens institut for rasbiologi (1922-1958), men
det dr forestillningar som lever kvar hos manga 1 Sverige som tecken
for svenskhet. Det dr forstas en absurd tanke att det finns ett svenskt
utseende som inte kan foérvixlas med hur andra nationaliteter ser ut.
Anda ir det en ytterst livaktig tankefigur som béde polisens agerande
och Tobias Billstréms uttalande visar pa. Det nationella rummet upp-
rattas som vitt.'®

2012 sokte Sverigedemokraterna fyra statister till en reklamfilm,
tva med "mellanésternursprung” och tva med “svenskt utseende”."
Filmens tema 4r hedersmord. Den svenska kvinnan som 1 slutet av
filmen torkar upp blodet efter hedersmodet 4r vit med langt blont
har. Det ligger ett diffusionsfilter 6ver scenen som gor det omajligt att
utldsa detaljer. Men det gar att se att hon ér klddd 1 arml6st linne och
bldjeans, som forstirker hennes tillhérighet till den "fria varlden”. I
Sverigedemokraternas varld gar det att se vem som ar svensk. Och
om utseendet inte dr tydligt nog, som 1 fallet Jimmie Akesson, kan
svenskheten forstarkas med yttre attribut, som nér han anldnde till
Riksmotets 6ppnande 2010 1 folkdrakt.

Det ar plats for ytterligare ett klargérande. Jag har valt att skriva
vit utan distanserande citattecken, vil medveten om att begreppet
(liksom svart, brun, r6d och gul) dr metaforiskt, normerande och
inte sdllan har anvints 1 rasistiska sammanhang. Bruket 1 denna
studie dr provisoriskt. Att passera som vit dr 1 allménhet att vara
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renegotiations of who is white and who not—renegotiations which do not
only have to do with colour. Where in interwar Sweden it was the Jews
who were singled out as fundamentally alien elements, attention in the
2000s has shifted to the Muslims.

Whiteness is not solely a matter skin colour, but rather a series of vis-
ual characteristics such as straight, blonde hair and blue eyes. But stature
too 1s a characteristic that is relatively often remarked on, including—espe-
cially for women—good posture. A straight nose, thin lips, non-prominent
cheekbones—the longer the list of supposedly Swedish characteristics be-
comes, the more it resembles a report from the National Institute for
Racial Biology (1922-1958), but these are notions still held by many in
Sweden to be a sign of Swedishness. It is, of course, an absurd idea that
there is a Swedish look that cannot be confused with the appearance
of other nationalities, yet even so, it is an extremely persistent figure of
thought that both the actions of the police and Tobias Billstrém’s state-
ment show. Sweden’s national space has been drawn up to be white.'®

In 2012, the Sweden Democrats (Sverigedemokraterna), a far-right-
wing populist party, advertised for four extras for a commercial, asking
for two of ‘Middle Eastern origin’ and two ‘of Swedish appearance’."’
The film’s theme was honour killings. The Swedish woman who at the
end of the film mops up the blood after an honour killing is white with
long, blonde hair. A diffusion filter has been applied to the scene, which
makes it impossible to make out the details. But it is possible to see that
she is wearing a sleeveless top and jeans, which reinforces her affiliation
to the ‘free world’. In the Sweden Democrats’ world, you can see who
is Swedish. And where appearance is not clear enough, as in the case of
the party leader Jimmie Akesson, Swedishness can be reinforced with
external attributes, as when he arrived at the opening of the Swedish
Parliament in 2010 in full national dress.

Time for a further clarification. I have chosen to write white without
scare quotes, well aware that the term (just as much as black, brown, red,
and yellow) is metaphorical, normative, and frequently used in a racist
context. Its use in this study is provisional. In Sweden, to pass as white
is generally to be unnoticed; unmarked; to be seen without being either
visible or made visible. The purpose of using white is to spell out a nor-
mative position.

White is thus a concept that focuses on race as a social construct. For
the same reasons that I use the concept of white, I sometimes also use



obemirkt. Omarkt. Att bli sedd utan att vare sig synas eller synlig-
goras. Syftet med att anvinda vit 4r att synliggéra en normerande
position.

Vit ar alltsa ett begrepp som syftar pa ras som socialt begrepp.
Av samma skl som jag brukar begreppet vit, anvander jag ibland
ocksa ras utanfor ordets rasbiologiska kontext, dven det ar ett pro-
blematiskt och belastat begrepp. I mdnga sammanhang motsvarar
svenskans etnicitet engelskans "race”. Men inte 1 alla. "Race” syftar
tydligare pa kroppsliga och visuella egenskaper.

Ras, 1 den betydelse som det anvinds 1 vithetsforskning, beskri-
ver inte en uppsdttning fenotypiska drag, utan hur utseenden och
kultur blir en del av samhillets maktstrukturer. Ras verkar parallellt
med bland annat kén och klass for att skapa och upprétthalla hie-
rarkiska strukturer. Det blir verksamt genom att framsta som natur-
givet, liksom till exempel ocksa olikheter mellan min och kvinnor,
fattiga och rika. Ras ska salunda uppfattas som en relationell och inte
statisk kategori.?’

Vad vithetsforskning undersoker ar rasifieringsprocesser och
rasiferingsmekanismer, det vill siga hur sociala och psykologiska
egenskaper kopplas till fenotypiska sardrag. Tankandet utifran
ras leder till att inte bara foreteelser utan dven fysiska milj6er
kopplas till utseende och etnicitet. Att inte anvinda begreppet ras
vore att fransdga sig ett verktyg for att blottligga rasifiering och
rasférdomar.

Det torde knappast rdda nagot tvivel om att Sverigedemokraterna
avser vitt utseende nir de skriver "svenskt utseende”. Signifikativt
ar upptagenheten vid harfirg. Svenskar dr blonda. De som 1 den
rasistiska diskursen inte hér hemma 1 Sverige ar svarthdriga. Den
nedsittande bendmningen svartskalle &r dokumenterad fran 1977
men har under senare ar bérjat anvindas av ménniskor med invand-
rarbakgrund for att vrida det ur rasisternas hander.?!

Det ndra foérhallandet mellan svenskhet och vithet kommer till
uttryck genom osynligheten av icke-vit svenskhet. Svenskar som inte
ar vita definieras av det vita normalitetssamhallet som tillhériga an-
dra etniciteter och kulturer. Harvidlag skiljer sig Sverige fran méanga
andra linder. Aven om brittiskhet, franskhet eller amerikanskhet i
forsta hand ar vit rader det, for alla utom rasisterna, 1 dessa lander
ingen motsittning mellan nationalitet och farg.
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race outside the word’s racial context, even though it is a problematic and
charged concept. In many contexts, what Swedes term ethnicity, etnicitet,
equates to the English ‘race’. But notin all. ‘Race’ clearly refers to physical
and visual characteristics.

Race, in the sense in which it is used in whiteness studies, does not de-
scribe a set of phenotypical traits, but rather how appearance and culture
become part of society’s power structures. Race operates parallel to, say,
gender and class to create and maintain hierarchical structures. It can do
so because it appears to be a given, much like the differences between men
and women, rich and poor. Race should thus be thought of as a relational
and not static category.*’

What whiteness studies are concerned with are racializing processes
and mechanisms—that is, how social and psychological characteristics are
linked to phenotypical traits. Thinking based on race leads not only to
phenomena but also to physical environments being linked to appear-
ance and ethnicity. To avoid using the concept of race would be to reject
a prime means of laying bare racialization and racial prejudice.

There can be little doubt that the Sweden Democrats mean white
when they write ‘of Swedish appearance’. The preoccupation with hair
colour is significant. Swedes are blond. The people who according to the
racist discourse do not belong in Sweden are black-haired. The deroga-
tory term svartskalle (lit. black head) is documented from 1977, but in re-
cent years has begun to be used by people from immigrant backgrounds
in order to wrench it from the hands of the racists.*

The close relationship between Swedishness and whiteness is evident
in the invisibility of non-white Swedishness. Swedes who are not white
are defined by white, normalizing society as belonging to other ethnicities
and cultures. In this respect, Sweden differs from many other countries.
Although Britishness, Frenchness, or Americanness is primarily white,
for everyone except racists these countries see no contradiction between
nationality and colour.



TVA LANDER, TVA STADER... OCH EN O

Den forsta idén till denna studie fick jag 2003 strax efter hemkom-
sten fran en tvaarig vistelse 1 USA. De svenska diskussionerna om
integration lat valdigt markliga 1 mina 6ron. Inte minst tycktes mig
forestillningen, som ofta torgfordes, att Sverige gatt fran att vara
monokulturellt till mangkulturellt vara djupt problematisk. Efter en
andra vistelse 1 Amerika 2005-2006 skarptes kinslan av obehag.
Denna ging hade jag bott 1 hjartat av de svenska immigrantbyg-
derna, Minneapolis, och bland annat forskat om vithet 1 relation till
skandinaviska immigranter.

Kapitlen som f6ljer 1 foreliggande bok féljer bade en kronologisk
och en tematisk struktur, 1 syfte att underséka savél forandringar
over tid som 1 olika typer av material. Forskningsomraden som mu-
seer, landskapsbilder, portritt, design och arkitektur har valts for att
de férmodas ha bidragit till producera vithet och forestallningar om
vad som dr svenskt. Men ocksa for att de erbjuder olika angreppssitt,
olika utmaningar till de vithetsteoretiska perspektiven. Av samma
skal spanner kallmaterialet fran hogt virderade kulturella uttryck,
som antika skulpturer, oljemélningar pa konstmuseer och designi-
koner, till populdrkultur 1 form av bland annat vykort, reklam och
tv-serier.

Fallstudierna har valts for att de bedémts vara metodiskt och
teoretiskt utmanande genom att inte vara i6gonfallande och 1 liten
grad beforskade sedan tidigare. De har ocksa valts utifran nagra po-
ler 1 mitt liv: framst Goteborg och Stockholm men dven 1 ndgon méan
Gotland. Texten ar en pendlingsrorelse mellan dessa platser, precis
som mycket av mitt vuxna liv varit.
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TWO COUNTRIES, TWO CITIES—AND ONE ISLAND

The kernel of the idea for this study came to me in 2003, shortly after
returning home from a two-year stay in the US. The Swedish debates
about integration sounded very strange to my ears. At the very least, it
seemed to me to show that the idea constantly trotted out that Sweden
has gone from being monocultural to multicultural is deeply problem-
atic. A second stay in America in 2005-2006 increased my disquiet. This
time I had been living in the heart of the Swedish immigrant community,
Minneapolis, and among other things had done research on whiteness in
relation to Scandinavian immigrants.

The essays that follow here adhere to both a chronological and a the-
matic structure, in order to examine both change over time and in different
types of materials. Areas of study such as museums, landscape paintings,
portraits, architecture, and design have been chosen because they are
believed to have helped produce whiteness and notions of Swedishness—
but also because they offer different approaches, different challenges to
the whiteness of the theoretical perspectives. For the same reasons, the
source material has been taken from everything from treasured cultural
expressions, such as ancient sculptures, oil paintings in art museums, and
design icons, to popular culture in the form of postcards, advertisements,
television serials, and the like.

The case-studies have been chosen for the methodological and theo-
retical challenges they seemed to pose by being inconspicuous and little
researched. They have also been chosen because they reflect some of the
poles in my life: mainly the cities of Gothenburg and Stockholm, but also
to some extent the Baltic island of Gotland. The text oscillates between
these sites, just as I have done for much of my adult life.

TRANSLATED FROM SWEDISH BY CHARLOTTE MERTON



NOTER

10.
11.
12.
13.
14.
15.
16.
17.

18.
19.
20.

21.

52

Catrin Lundstrom, Svenska latinas. Ras, klass och kin i svenskhetens geografi, diss. Stockholm 2007.
Niklas Orrenius, "Billstrom kovander om reform”, Dagens Nyheter 2013-03-18.

Helena Ekinge och Ola Westerberg, "Romskt par héktat for kidnappning”, Tidningarnas Telegrambyré
2013-10-21.

Qaisar Mahmood, Fakten pa svenskheten, Stockholm 2012, s. 20-21.

"Sverige 4r inte lingre en monokultur” (min kursivering). Gertrud Sandqvist, “Ménniskan har inte
rotter. Hon har f6tter”, Moderna-utstillningen 2010 2 okt=9 jan, Stockholm 2010, s. 42.
http://sverigesradio.se/sida/artikel.aspxPprogramid=1637&artikel=5484397, 2013-03-25.

Martin A Berger, Sight Unseen. Whiteness and American Visual Culture, Berkely 2005; Laura Mulvey,
"Visual Pleasure and Narrative Cinema”, Sereen hosten 1975 s. 6-18; John Urry, The Tourist Gaze.
Leisure and Travel in Contemporary Societies, London 1990.

Aleksander Motturi, Etnotism. En essé om mangkultur, tystnad och begéiret effer mening, Géteborg 2006.
For en diskussion om mellanférskap, och "mixed race studies”, se: Daphne Arbouz, ”Vad betyder
det att inte kénna sig hemma dér man ar f6dd och uppvuxen? Om mellanférskap i dagens Sverige”,
Om ras och vithet i det samtida Sverige, red. Fataneh Farahani, Tobias Hiibinette, Helena Hérnfeldt och
René Ledn Rosales, Stockholm 2012, s. 16.

Irene Molina, ”Om forestilld vithet, systerligt medlidande och nya husbyggen”, Tidskrift for genus-
vetenskap nr 1-2 2010, s. 81.

Ruth Frankenberg, Displacing Whiteness. Essays in Social and Cultural Criticism, Durham 1997, s. 1,
oversatt 1 Ahmed 2011, s. 203.

Ruth Frankenberger, White Women, Race Matters. The Social Construction of Whiteness, Minneapolis
1993, s. 6.

Fataneh Farahani, Tobias Hubinette, Helena Hornfeldt och René Ledn Rosales, Om ras och vithet ©
det samtida Sverige, Stockholm 2012, s. 16.

Frankenberg 1993, s. 236-237.

Pieterse 1992, s. 212.

Orvar Lofgren, "Nationella arenor”, Forsvenskningen av Sverige. Det nationellas forvandlingar, Stockholm
1993, s. 85.
Jetf Werner, Medelvigens estetik. Sverigebilder i USA, del 1, Hedemora/Moklinta 2008, s. 161-180.
Sara Ahmed, Vithetens hegemoni, Hagersten 2011, s. 53.
http:/ivww.dagensmedia.se/nyheter/tv/article3414696.ece, 2012-03-18.

Se vidare: Paulina de los Reyes och Diana Mulinari, Intersektionalitet. Kritiska reflektioner dver (o)jiim-
likhetens landskap, Stockholm 2005, s. 59-61.

SAOB, http://g3.spraakdata.gu.se/saob/ 2013-04-18: Dagens Nyheter 1977-07-03, s. 5.

10.
11.
12.
13.
14.

15.
16.

17.

18.
19.
20.

21.

53

NOTES

Catrin Lundstrém, Svenska latinas: Ras, klass och kin i svenskhetens geografi, diss. Stockholm
University, Stockholm 2007.

Niklas Orrenius, ‘Billstrom kovinder om reform’, Dagens Nyheter 19 March 2013.

Helena Ekinge and Ola Westerberg, ‘Romskt par hiktat f6r kidnappning’, Tidningarnas
Telegrambyré 21 October 2013.

Qaisar Mahmood, Fakten pi svenskheten, Stockholm 2012.

‘Sweden is no longer a monoculture’ (my emphasis). Gertrud Sandqvist, ‘Ménniskan har inte
rotter. Hon har f6tter’, Moderna-utstéllningen 2010 2 okt=9 jan, Stockholm 2010, p. 42
http://sverigesradio.se/sida/artikel.aspxPprogramid=1637&artikel=5484397, 25 March 2013.
Martin A. Berger, Sight Unseen: Whiteness and American Visual Culture, Berkeley 2005; Laura
Mulvey, ‘Visual Pleasure and Narrative Cinema’, Sereen , autumn 1975, pp. 6-18; John
Urry, The Tourist Gaze: Leisure and Travel in Contemporary Societies, London 1990.

Aleksander Motturi, Etnotism: En essi om mdangkultur, tystad och begéiret effer mening, Gothenburg
2006.

For a discussion of ‘betweenship’, and ‘mixed race studies’, see: Daphne Arbouz, ‘Vad
betyder det att inte kdnna sig hemma dir man 4r f6dd och uppvuxen? Om mellanférskap
i dagens Sverige’, in Om ras och vithet i det samtida Sverige, eds. Fataneh Farahani, Tobias
Hiibinette, Helena Hornfeldt, and René Leén Rosales, Stockholm 2012, p. 16

Irene Molina, ‘Om férestilld vithet, systerligt medlidande och nya husbyggen’, Tidskrif? for
genusvetenskap no. 1-2, 2010, p. 81.

Ruth Frankenberg, Displacing Whiteness: Essays in Social and Cultural Criticism, Durham 1997, p.
1, quoted in Ahmed 2011, p. 203.

Ruth Frankenberger, White Women, Race Maiters: The Social Construction of Whiteness,
Minneapolis 1993, p. 6.

Farahani, Hubinette, Hérnfeldt, and Leén Rosales 2012, p. 16.

Frankenberg 1993, pp. 236-237.

Pieterse 1992, p. 212.

Orvar Lofgren, ‘Nationella arenor’, Forsvenskningen av Sverige: Det nationellas _forvandlingar,
Stockholm 1993, p. 85.
Jeff Werner, Medelvigens estetik: Sverigebilder i USA, vol. 1 Hedemora/Moklinta 2008, pp.
161-180.

Sara Ahmed, Vithetens hegemoni, Hagersten 2011, p. 53.
http://www.dagensmedia.se/nyheter/tv/article3414696.ece, 18 March 2012.

See also: Paulina de los Reyes and Diana Mulinari, Intersektionalitet: Kritiska reflektioner dver
(o)jéimbikhetens landskap, Stockholm 2005, pp. 59-61d

SAOB, http://g3.spraakdata.gu.se/saob/, 18 April 2013; Dagens Nyheter 3 July 1977, p. 5.
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Martin Hoffman, hollandsk, Portrétt av Linné,
1737, olja pa duk, 180 x 95 cm, Linnémuseet,
Uppsala. Foto: Séren Hallgren.

| Martin Hoffmans portrétt avbildas Carl von
Linné iférd den sydsamiska vinterdrakt som han
forvarvade under sin resa till Lappland 1734.
Portréttet finns i tre versioner.

Martin Hoffman, Dutch, Portrait of Linnaeus, 1737,
oil on canvas, 180 x 95 cm, Linnaeus Museum,
Uppsala. Photo: Séren Hallgren.

In Martin Hoffman’s portrait, Carl Linnaeus is
wearing the South Sami winter jacket he had
acquired during his trip to Lapland in 1734.
There are three known versions of the portrait.

Fig. 26

Pehr Hillestrém d. &., svensk 1732-1816, Inre galleriet i Kongl. Museum, Stockholms slott,
1796, olja pa duk, 86 x 120 cm, Nationalmuseum, Stockholm , gava enligt testamente 1873
av Karl XV, NM NMRbg 41. Foto: Nationalmuseum.

Pehr Hillestrom the Elder, Swedish 1732-1816, The Inner Gallery of the Royal Museum at the
Royal Palace, Stockholm, 1796, oil on canvas, 86 x 120 cm, Nationalmuseum, Stockholm, gift
according to will of Karl XV 1873, NM NMRbg 41. Photo: Nationalmuseum.
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Johannes Jaeger, tysk 1832-1908, Gustav lll:s skulptursamling pa Stockholms slott, 1864, fotografi, Stockholms
stadsmuseum, Fa 34253.

Johannes Jaeger, German 1832-1908, Gustav llI:s Sculpture Collection at the Royal Palace, Stockholm, 1864, photograph,
Stockholm City Museum, Fa 34253.

Fig. 28

Ovre vestibulen i Nationalmuseum, Stockholm, xylografi ur Ny lllustrerad Tidning nr 42 1867,
s. 333.

Upper hall of Nationalmuseum, Stockholm, xylograph in Ny lllustrerad Tidning no. 42 1867,
p. 333.

Fig. 29

Amalia Lindegren, svensk 1814-1891, S6ndagsafton i en dalstuga, 1860, olja pa duk, 88 x 117 cm,
Nationalmuseum, Stockholm, évertagande 1866 fran Kongl. Museum (inkdp 1860), NM 992.
Foto: Nationalmuseum.

Amalia Lindegren, Swedish 1814-1891, Sunday Evening in a Farmhouse in Dalarna, 1860, oil on canvas,
88 x 117 cm, Nationalmuseum, Stockholm, takeover from the Royal Museum in 1866 (purchased in
1860), NM 992. Photo: Nationalmuseum.



JEFF WERNER

ANTIKVITT

Till de allra vitaste av vasterldndska institutioner hér konstmuseet.!
Inte framst fOr att det framfor allt har stéllt ut vit, vasterlandsk konst
utford av manliga konstndrer 1 traditionella tekniker. Hypotesen for
detta kapitel ar att konstmuseets vithet primért bottnar 1 att det kon-
struerar saval den vita konsten som den vita kroppen som norm, och
genom sina praktiker instiftar, upprattar och reproducerar vithet. Att
konstmuseet dessutom ofta bokstavligen ar exteriért och interiort
vitt ar inte utan betydelse 1 sammanhanget. Dess arkitektoniska ut-
formning och sittet som konsten installeras 1 det, hinger historiskt
och ideologiskt samman.

Att manga av 1800-talets museer uppférdes som vita tempel ar ett
uttryck fér en medveten symbolik. Under 1800-talet framhélls anti-
kens Grekland som konstens ursprung och ideal. Antikens greker upp-
fattades som forfader till samtidens museibyggare. Kulturen de skapa-
de sags som ett uttryck for vita virden som demokrati, vetenskap och
urbanitet. Antikens konst hade méanniskan som matt och medel, och
var bokstavligen marmorvit, dtminstone 1 1800-talets forstaelse av den.
Tecken pa att stenen 1 saval skulptur som arkitektur varit bemalad 1
bjarta farger, férgylld och patinerad med bland annat bivax har endast
langsamt, mycket ldngsamt, vunnit acceptans bland konsthistoriker.
Sa sent som for tjugofem ar sedan, ndr jag gick grundutbildningen 1
konstvetenskap, férnekade min ldrare detta & det bestdmdaste.
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ANTIQUE WHITE

Of all the Western institutions, perhaps few are quite so white as muse-
ums of art,' but not because they have mainly exhibited white, Western
art, executed by male artists using traditional techniques. The hypothesis
of this essay is that art museums’ whiteness springs primarily from their
construal of both white art and the white body as the norm, and their
praxis of instituting, establishing, and reproducing whiteness. The fact
that museums of art are also often literally white, inside and out, is not
without significance in this context. Their architecture and the way they
display art are historically and ideologically linked.

That many of the nineteenth-century museums were built as white
temples was an expression of a conscious symbolism. In the nineteenth
century, ancient Greece was held up as the origin and ideal of art. The
ancient Greeks were thought of as the forerunners of the contemporane-
ous museum builders. The culture they created was seen as an expression
of white values such as democracy, science, and sophistication. Ancient
art took its norms and forms from the human body, and was quite liter-
ally marble-white, at least in the nineteenth-century understanding of it.
The evidence that stone in both sculpture and architecture was painted in
gaudy colours, gilded, and patinated for example with beeswax has only
slowly—very slowly—gained acceptance among art historians. As recently
as twenty-five years ago, when I did an undergraduate course in art his-
tory, my lecturer flatly denied it.

It was at around this time, the late 1980s, that the first texts were
published that revisited notions of white antiquity from a postcolonial
perspective. The most influential was Martin Bernal’s three-volume Black



Det var just vid denna tid, 1 slutet av 1980-talet, som de forsta
texterna publicerades som granskade forestillningarna om den vita
antiken ur ett postkolonialt perspektiv. Mest inflytelserik var Martin
Bernals tre volymer om Black Athena som argumenterar for att den
grekiska kulturen har sina rétter 1 det svarta Afrika. Oavsett om
Bernal har ritt eller ¢j visade den hitska debatten att han rérde vid
en kénslig punkt i den viasterldndska sjalviorstaelsen.?

I den forsta volymen av Black Athena fran 1987, med undertiteln
The Afroasiatic Roots of Classical Civilization, fér Bernal utforliga histo-
riografiska diskussioner om skiftet 1 synen pa Grekland, Egypten
och Fenicien under det tidiga 1800-talet. Antikens greker trodde att
de 1 det férgiangna hade varit koloniserade av Egypten och Fenicien.
Denna uppfattning rddde fram till 1800-talet ndr den gradvis ersattes
av en ny modell. Enligt denna var ursprunget till den grekiska hog-
kulturen 1 stéllet att indoeuropeiska stammar tringde in 1 Grekland
norrifran. Detta hingde samman med politiska forandringar i sam-
tiden, inte med interna vetenskapliga krav. Den doriska invasionen
av Peloponnesos var i grunden europeisk 1 1800-talets 6gon.? Det var
helt enkelt omajligt for 1800-talets européer att se vad man uppfat-
tade som sitt ursprung, som ett resultat av semitiskt och afrikanskt
inflytande. Ju mer samtiden beundrade grekerna, skriver Bernal, de-
sto mindre respekterade man deras egen historieskrivning.*

I det rastinkande som boérjade vaxa fram 1 Europa under 1700-ta-
let, och som paverkades av slavhandel och kolonialism, framstod
rasblandning som nagot negativt. Samtidigt borjade kultur och ras
alltmer uppfattas som sammanhingande. Nyskapande kulturer mas-
te vara rasmdassigt homogena. Det fanns darfor starka incitament for
att vilja uppfatta antikens greker som renrasiga. I synnerhet ville man
halla det svarta Afrika, fran vilket man himtade slavar, sd langt bort
som mojligt fran den europeiska civilisationen.’

Den forsta generationen konstmuseer framstéllde och tog sam-
bandet mellan folk och kultur fér givet, vilket styrde ordnandet av
samlingarna efter kronologi och nationalitet. Att framst vita nationer
inkluderades 1 konstmuseet dr avhingigt antagandet om den vita
rasens kulturella, intellektuella och moraliska 6verlagsenhet.

Under romantiken blandas Johann Friedrich Blumenbach och
Carl von Linnés raskategorier med sprakforskningens modell av
den indoeuropeiska sprakfamiljen och Charles-Louis de Secondat
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Athena, which argues that Greek culture had its roots in black Africa.
Whether Bernal was right or not, the rancorous debate that ensued
showed that he had hit a nerve in Western self-understanding.”

In the first volume of Black Athena from 1987, subtitled The Afroasiatic
Roots of Classical Civilization, Bernal presented a detailed historiographical
disquisition on the shift in perceptions of Greece, Egypt, and Phoenicia
seen in the early nineteenth century. The ancient Greeks believed that
in the past they had been colonized by Egypt and Phoenicia. This view
prevailed until the nineteenth century, when it was gradually replaced
by a new model in which the origins of Greek high culture were instead
traced to Indo-European tribes that arrived in Greece from the north.
This was connected to contemporaneous political change, not the inter-
nal logic of scholarly advance. The Dorian invasion of the Peloponnese
was, to nineteenth-century eyes, fundamentally European.? It was simply
impossible for nineteenth-century Europeans to acknowledge that what
they liked to think of as their origins were a result of Semitic and African
influences. The more their contemporaries admired the Greeks, wrote
Bernal, the less they respected their own history.*

In the racial thinking that had begun to emerge in Europe in the eight-
eenth century in the wake of the slave trade and colonialism, racial mixing
was held to be miscegenation—something negative. At the same time, cul-
ture and race were increasingly perceived as being interrelated. Innovative
cultures, it was felt, had to be racially homogeneous. There was therefore a
strong incentive behind their willingness to understand the ancient Greeks
as purebred. In particular, they wanted to keep black Africa, their source
of slaves, as distant as possible from European civilization.’

The first generation of art museums took the resulting relationship
between people and culture for granted, which determined the arrange-
ment of their collections according to chronology and nationality. The
fact that it was generally white nations that were included in the muse-
ums’ exhibits reflects the white race’s presumed cultural, intellectual, and
moral superiority.

Romanticism brought with it an amalgam of Johann Friedrich
Blumenbach’s and Carl Linnaeus’ racial categories, the philological mod-
el of the Indo-European language family, and Charles-Louis de Secondat
Montesquieu’s climate theory. This took many diverse forms, but there
was a shared tendency to see the white race as having been hardened
by a harsh climate. Meanwhile, aesthetic considerations lay behind



Montesquieus klimatldra. Detta tog sig manga olikartade uttryck
men en vanlig tendens var att se den vita rasen som hirdad av ett
strangt klimat. Blumenbach inférde beteckningen kaukasier utifran
estetisk grund, han tyckte sig se den renaste, vita rasen 1 Kaukasiens
bergtrakter.

Samtidigt som konstens historia kunde beskrivas som en utveck-
ling, knots den under 1800-talet till forestallningen om folket som en
oféranderlig faktor. I kulturen, och kanske allra fradmst 1 traditionella
sanger och sagor, kommer folkets sanna rost till uttryck. Det blev 1
detta perspektiv mindre intressant att skriva historia déar kulturers ut-
veckling sdgs som en foljd av paverkan av yttre, frimmande krafter.

Inte bara konstens utan dven vetenskapens historia vitmalades.
Nar ett nytt vetenskapligt paradigm vixte fram under 1600-talet var
detden egyptiska matematiken och filosofin som sags som ursprunget,
inte minst av Isaac Newton.® Grekland var inte vetenskapens fodelse-
plats utan en milj6 ddr delar av den egyptiska vetenskapen hade
overlevt. Hogaktningen av Egypten medférde ocksd att méanga
lange uppfattade dess befolkning och kultur som huvudsakligen vit.
1800-talets betoning av Grekland som kulturens vagga utgor alltsd
ett kraftigt brott mot den tidigare europeiska idéhistorien.

Bernal anger tvda huvudsakliga skal till varfér Egypten férsvann i
kulisserna. Det forsta har att géra med landets ambivalenta rastillho-
righetinorra Afrika. Grekland kunde enklare identifieras som platsen
for den vita rasens "barndom”. Det andra 4r den Egyptiska kulturens
langa och stabila historia som ger ett intryck av nagot statiskt och
sterilt pd kant med 1800-talets ideal om obeveklig progression.’

Under 1800-talet blev salunda Grekland filosofins, vetenskapens
och kulturens fodelseplats. En skarp grans drogs bade geografiskt
och kronologiskt till andra Medelhavskulturer, samtidigt som ett ra-
sideologiskt tinkande blev en grundldggande matris f6r forskning-
en. Antikens greker forklarades vara ett ariskt folk, till skillnad fran
sina asiatiska, semitiska och afrikanska grannar 1 6ster och soder.
Likheter mellan det grekiska spraket och egyptiskan och fenikis-
kan avfardades, liksom mgjligheterna till paverkan och inspiration
inom vetenskap och kultur. I sin mest extrema form framstélldes
den grekiska kulturen som autokton. Detta dr 1 detta perspektiv som
det stora engagemanget 1 det grekiska frihetskriget 1821-1829 kan
forstas. De filhellenska strémningarna var starka 6ver stora delar av
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Blumenbach’s coining of the term Caucasian: he thought he had identi-
fied the purest of the white race in the Caucasus Mountains.

While the history of art could be described as one of linear develop-
ment, over the course of the nineteenth century it became bound up
with the notion of the whole nation as a constant factor. It was in culture,
and perhaps most particularly in traditional songs and stories, that the
people’s true voice was to be heard. From this perspective, it became less
Interesting to write a history in which cultural development was seen to
result from the influence of external, alien forces.

And it was not only the history of art; the history of science too was
whitened. When a new scientific paradigm emerged in the seventeenth
century, it was thought, not least by Isaac Newton, to have originated in
Egyptian mathematics and philosophy.® Greece was not the birthplace of
science, but an environment in which the vestiges of Egyptian science had
survived. The esteem in which Egypt was held also meant that its people
and culture were widely and long understood to have been predomi-
nantly white. The nineteenth-century emphasis on Greece as the cradle
of culture thus represented a significant breach with the earlier European
history of ideas.

Bernal cites two main reasons why Egypt vanished from the scene.
The first had to do with the country’s ambivalent racial origins in north-
ern Africa, while Greece was more readily identified as the site of the
white race’s ‘infancy’. The second was that Egyptian culture’s long, stable
history gave the impression of something static and sterile, at odds with
the nineteenth-century ideal of relentless progress.’

Thus it was that in the nineteenth century Greece became the
birthplace of philosophy, science, and culture. A sharp distinction was
drawn both geographically and chronologically between it and other
Mediterranean cultures, while racist thinking became a fundamental ma-
trix for academic research. The ancient Greeks were declared to have
been an Aryan people, unlike their Asian, Semitic, and African neigh-
bours to the east and south. Similarities between the Greek language and
Egyptian and Phoenician were dismissed, as was the likelihood of there
having been influence and inspiration in science and culture. In its most
extreme form, Greek culture was depicted as autochthonous. This is the
perspective in which the popular sympathy for the Greek cause in the
War of Independence of 1821-1829 should be understood. Philhellenic
currents were strong across much of Europe and the US. The Turkish



Europa och 1 USA. De turkiska anspraken pa Grekland uppfattades
som ett angrepp pa hela vdsterlandet. Dorerna sags under 1800-talet
alltmer som arier. Inte minst folket 1 Sparta ansags ha varit star-
kare och adlare an det vekare joniska folket. Detta bildar bakgrund
till den starka identifikation med dorerna som senare utvecklades 1
Nazityskland.

Medan uttryck som “"redan de gamla grekerna...” pekar ut
antikens Grekland som framatsyftande, forbinds Egypten med en
(ut)déd kultur, med dunkla dédsritualer, sarkofager, pyramider och
mumier. Egypten var mystiskt och fascinerande, men en atervinds-
grand 1 historien, precis som hela Afrika. Den egyptiska konsten och
arkitekturen har hirigenom fatt en ambivalent position 1 konsthisto-
rien. Sedd som atervindsgrand hamnar den i samma fack som andra
utomeuropeiska hogkulturer, den blir inte integrerad 1 den konsthis-
toriska utvecklingshistorien. I konstmuseer visas ofta den grekiska
antiken 1 ljusa rum som férstarker upplevelsen av vithet, medan
egyptisk konst iscensitts med dramatisk belysning 1 mérka rum.

WINCKELMANNS VITA KROPPAR

(Ater)upptickten av den grekiska antika kulturen 4r starkt forknip-
pad med Johann Joachim Winckelmann (1717-1768). Genom honom
forflyttades fokus fran Rom och den latinska kulturen till Grekland,
aven om han sjélv aldrig kom dit utan byggde sina studier pa vad som
fanns att se 1 Italien. Han hade som bibliotekarie 1 Dresden skaffat sig
djupgdende kunskaper om antika kulturer. Strax innan att han reste
till Rom 1755-1756 publicerades hans Gedanken iiber die Nachahmung
der griechischen Werke in der Malerei und der Bildhauerkunst. Knappt tio ar
senare, 1764, utkom hans mest betydande verk, Geschichte der Kunst
des Altertums. Sistnamnda ar ett komplext och omfattande verk som
inte later sig sammanfattas pa nagot enkelt sétt. Centrala delar av de
bada volymerna kretsar kring den klassiska grekiska konsten under
400-talet £.Kr., vilken Winckelmann uppfattade som en héjdpunkt 1
konsthistorien.
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claim to Greece was perceived as an attack on the entire West. Over the
course of the nineteenth century, the Dorians were increasingly thought
of as Aryans. The people of Sparta in particular were considered to have
been stronger and nobler than the weaker Ionian people. This was the
background to the strong identification with the Dorians that later devel-
oped in Nazi Germany.

While phrases such as ‘as early as the ancient Greeks’ reinforced the
impression that ancient Greece was forward-looking, Egypt was linked
to a death culture, if not a dead culture, with obscure death rites, sar-
cophagi, pyramids, and mummies. Egypt was mysterious and fascinating,
but a historical dead end, just like the whole of Africa. Egyptian art and
architecture thus still enjoys an ambivalent position in art history. Being a
dead end, it can be pigeonholed with the other advanced non-European
cultures; it has not been integrated into the standard run of art history. In
museums of art, Greek antiquities are often displayed in bright rooms that
enhance the impression of whiteness, while Egyptian art is staged with
dramatic lighting in dark rooms.

WINCKELMANN’S WHITE BODIES

The (re)discovery of ancient Greek culture is strongly associated with
Johann Joachim Winckelmann (1717-1768). It was because of him that
the focus shifted from Rome and Latin culture to Greece, although he
himself never went there, and instead based his studies on what there
was to see in Italy. As a librarian in Dresden, he had acquired a profound
knowledge of ancient cultures. Just before he visited Rome, in 1755-6
he published his Gedanken tiber die Nachahmung der griechischen Werke in der
Malerei und der Bildhauerkunst ("Thoughts on the imitation of Greek works
in painting and sculpture’). Then, barely a decade later in 1764, he pub-
lished his most important work, Geschichte der Kunst des Altertums (‘History
of ancient art’). This latter is a complex, wide-ranging work that does
not lend itself to easy summary. The key elements of both works revolve
around classical Greek art in the fifth century BC, which Winckelmann
saw as an apogee in the history of art.



Geschichte der Kunst des Altertums kan ldsas bade som en konsthis-
toria och som en traktat om konstens natur. Till skillnad fran aldre
litteratur om konst star inte konstnirerna 1 centrum. Winckelmann
fokuserar pa storre skeenden. Med Winckelmann blir skulpturen
den viktigaste konstformen, dven om han ocksa for langa diskussio-
ner om maleri och litteratur. Han beklagade att sa mycket av maleriet
gatt forlorat att det inte gick att ha en klar uppfattning om det, men
férmodade att antikens maleri natt en minst lika h6g niva som skulp-
turen. Genom konsten férknippas forestallningar om (den grekiska)
kroppen med estetik och vithet. I Grekland fanns de basta forutsatt-
ningarna for konsten. Genom klimat, kost och traning formades sko-
na kroppar utifran ett gynnsamt ramaterial. Sven-Olov Wallenstein
understryker dock att Winckelmann inte sidg den grekiska konsten
som naturalistisk. Tvartom inspirerades konstnérerna att 1 sina verk
overskrida perfektionen mot skonhetens 1dé.?

For Winckelmann hingde skonheten och den estetiska njutning-
en intimt samman med gestaltandet av den nakna manliga, ideala
kroppen.’ Han sag ocksa ett samband mellan sitt eget folks skonhets-
begrepp och de antika grekernas. Tyskland skulle bli det nya Hellas
aven om samtidens tyska kroppar inte kunde mita sig med greker-
nas. Men 4dven 1 den moderna varlden finns det vackra kroppar, en-
ligt Winckelmann, &ven om han inte sett dem sjalv. Reseberittelserna
vittnar om georgiernas och kabardiernas skénhet, noterar han och
utndmner Georgien till: "De skéna ménniskornas land”.*’

For Winckelmann stod antikens Grekland f6r ungdom, skonhet
och frihet. Kontrasten till Egypten &r knivskarp. Den egyptiska kon-
sten kunde aldrig nd de héga hojderna pa grund av att forutséttning-
arna var usla. Egyptierna var hjulbenta och plattnista. Klimatet var
oférdelaktigt och folket hade ett pessimistiskt sinnelag. Den egyptiska
kulturen representerade ett tidigare, markligt stillastaende, stadium 1
manniskans utveckling.'*

Winckelmann delade 1 stor utstrackning tidens dominerande syn
pa raser och kultur, men ansag att det fanns en absolut skénhet som
var oberoende av kulturella skillnader och klimatpaverkan. Denna
skonhet dterfinns 1 den ideala, vita, grekiska kroppen som édgde en
perfekt form. Andra rasers kroppar visar upp tillkortakommanden
som beror pa miljéns inverkan. De grekiska kropparna har emellertid
formats under optimala kulturella och klimatmaissiga férutséttningar
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Geschichte der Kunst des Altertums can be read both as art history and as a
treatise on the nature of art. Unlike the older literature, the focus is not on
individual artists. Winckelmann instead concentrated on major events. For
him, sculpture was to be the most important art form, even though he also
included lengthy discussions of painting and literature. He regretted that so
many paintings had been lost that it was impossible to obtain a clear sense
of their achievement, but he assumed that ancient painting reached at least
the same level as ancient sculpture. Through art, notions of the (Greek)
body were associated with aesthetics and whiteness. The best conditions
for the creation of art were to be found in Greece. Climate, diet, and exer-
cise all shaped graceful bodies from a promising raw material. However, as
Sven-Olov Wallenstein has pointed out, Winckelmann did not see Greek
art as naturalistic; on the contrary, to his mind artists were inspired to go
beyond perfection in their work, to strive for the ideal of beauty.?

For Winckelmann, beauty and aesthetic enjoyment were intimately
bound up with the shaping of the naked, male, ideal body.’ He also saw
a connection between his fellow Germans’ concept of beauty and the
ancient Greeks’. Germany would be the new Hellas, and although the
German bodies of his day could not measure up to those of the Greeks,
yet even in the modern world beautiful bodies did exist, according to
Winckelmann, although he had not seen any himself. Travel stories testi-
fied to the beauty of the Georgians and Kabardians, he noted, and he
went on to hail Georgia as ‘the land of beautiful people’.’

For Winckelmann, ancient Greece stood for youth, beauty, and free-
dom. The contrast to Egypt could not have been more striking. Egyptian
art had never been able reach the same heights because the conditions
under which it was produced were miserable: the Egyptians were bow-
legged and flat-nosed, the climate was unfavourable, and its people were
of a pessimistic disposition. Egyptian culture represented an earlier, oddly
static stage in human development."

Winckelmann largely shared the day’s dominant views on race and
culture, but believed that there was an absolute beauty that was indepen-
dent of cultural differences and climate. This beauty was to be found in
the ideal, white, Greek body in its perfect form. Other the bodies of other
races could not measure up because of the ravages of their environment.
Greek bodies, however, had been formed under optimum cultural and
climatic conditions, and were thus the nearest possible to the ideal form
that God had once created."?



och befinner sig dirmed ndrmast den ideala form som Gud en gang
skapade.'

Vit hudfirg far kroppen att framstd som skonare, skriver
Winckelmann, eftersom vitt reflekterar mer ljus och déarfér ar latt-
are att uppfatta. En kropp blir darfor vackrare ju vitare den dr, men
Winckelmann uppger 1 samma andetag att farg kan bidra till skén-
heten. Han exemplifierar med savil morer som antika skulpturer i
gron och svart basalt.'® Det utrymme f6r diskussion som finns hos
Winckelmann 1 synen pa den vita kroppens skénhet kom att for-
svinna 1 1800-talets reception av hans texter. Det upprattades allt
starkare kopplingar mellan den vita rasens moraliska, politiska och
ckonomiska 6verhéghet och forestillningar om den vita kroppens
skonhet och perfektion.

LINNE OCH DE VITA VIDDERNA

Aven fér Carl von Linné (1707-1778) var det visuellt noterbara hos
kropparna viktigt, men av andra skl dn f6r Winckelmann. I sin iver
att kategorisera och katalogisera allt, kom han dven att intressera
sig for manniskan. Linné anvinder inte ras om minniskan, utan
talar om variationer. Rasbegreppet gillande minniskor inrattades
forst 1777 av Linnés efterfoljare och kritiker Georges-Louis Leclerc
de Buffon. Linné var emellertid den forste att inordna ménniskan 1
ett biologiskt klassificeringssystem utan férbehall.'* Systema Naturae
(1735-) omfattar 1 princip hela naturen och manniskan utgor hér inte
ndgot undantag fran andra varelser.

I den tionde upplagan av Systema Naturae (1758) infors klassen
Mammalha (daggdjur) och ordningen Primates under vilken méanniskan
inordnas 1 arten Homo sapiens. Linné sysselsatte sig en del med
forekomsten av andra manniskoarter, nattménniskan Homo troglodytes
(nocturnus) och svansméanniskan Homo caudatus (Lucifer Aldrovandi)
samt under en kortare tid Homo lar, baserade pa folktro och mindre
tillforlitliga reserapporter. Dartill upptas en, enligt Gunnar Broberg,
typisk linneansk antites till Homo sapiens: vildmanniskan med
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White skin makes the body appear more beautiful, wrote
Winckelmann, because white reflects more light and therefore is more
easily seen. The body therefore becomes more beautiful the whiter it is,
but he said in the same breath that colour could contribute to beauty. As
examples, he pointed to both Moorish and ancient sculptures in green
and black basalt."® The catholicity evident in Winckelmann’s view of
the beauty of the white body was to disappear in the nineteenth-century
reception of his texts. Instead, ever stronger links were found between the
white race’s moral, political, and economic superiority and notions of the
beauty and perfection of the white body.

LINNAEUS AND THE GREAT WHITE OPEN SPACES

What was true of Winckelmann was also true of Carl Linnaeus (1707-
1778), although for different reasons: that which was visually apparent
about the body was important. In his zeal to categorize and catalogue
everything, Linnaeus became interested in human beings. He did not use
race to refer to mankind, but instead wrote of variations. The concept of
race as applied to people was to come later, in 1777, coined by Linnaeus’
follower and critic Georges-Louis Leclerc de Buffon. Linnaeus, however,
had been the first to classify humans according to a full biological classi-
fication system.™ His Systema Naturae, first published in 1735, covers all of
Nature, and the human form, like that of all other creatures, not excepted.

The tenth edition (1758) introduced the class Mammalia (mammals)
and the order Primates, within which humans were placed as the species
Homo sapiens. Linnaeus busied himself with the existence of other human
species: caveman, Homo troglodytes (or nocturnus); tail man Homo caudatus
(Lucifer Aldrovandi); and for a brief time Homo lar, based on folklore and
less reliable travel accounts. Additionally, according to Gunnar Broberg,
there is a typical Linnaean antithesis to Homo sapiens: wild man, with the
suffix ferus.'> Wild man, by his existence, showed how thin the line was
between human civilization and Nature. People in the eighteenth century
were fascinated with tales of wild people who were found and brought to
civilization. According to Linnaeus, they exhibited traits such as copious



tillaggsbeteckningen ferus.'® Vildménniskorna visade genom sin
existens hur tunn grinsen mellan mansklig civilisation och natur ar.
1700-talet uppvisar en stor fascination fér berittelser om vildménnis-
kor som hittats och forts till civilisationen. Enligt Linné uppvisar de
drag som kraftig kroppsbeharing, att inte kunna tala och att de ofta
springer pa bade hander och fétter.*

Homo sapiens indelas 1 sin tur 1 fem varieteter utifran fysiska
egenskaper. I 1758 ars upplaga dr de 1 tur och ordning: 1) Homo
amerwcanus, 2) Homo europacus, 3) Homo asiaticus, 4) Homo afer och
5) Homo monstrosus. Noterbart ar att den sistndmnda beteckningen
ar tydligt varderande till skillnad frdn de andras geografiska be-
stimningar. Homo americanus ar Amerikas ursprungsbefolkning och
tillskrivs fargen rod samt egenskaper som kolerisk, envis, glad och
fri. Haret ar svart, rakt och tjockt, ndsan bred, ansiktet fraknigt och
hakan nidstan skagglos. Homo europeus ar vit, med gult har och bla
6gon. Varieteten dr ombytlig (listig), spetsfundig och uppfinningsrik.
Hon kldr sig enligt Linné 1 atsittande kldder. Homo asiaticus dr gul,
med morkt har och mérka 6gon. Hon ér allvarsam, hogdragen och
girig. I Afrika aterfinns Homo afer, som ér svart med krulligt svart hr,
tillplattad nisa och uppsvullna lappar. Kvinnorna har blygselflikar
och mj6lktunga brost som hénger ned till kndna. Hon ér slug, lat och
obekymmersam. Slutligen inférde Linné varieteten Homo monstrosus
som omfattar bland andra hottentotter. Till denna grupp hérde dven
manniskor som f6tts missbildade."”

Linné blandar, som synes, biologiska karakteristika med kultu-
rella. Beskrivningarna av de minskliga varieteterna blandar egen-
skaper som v11 dag skulle hdanfora till religion, psykologi, politik och
traditioner. Till och med modet blir ibland en del av beskrivningen
av varieteten, som Homo europeus forkarlek till atsittande kldder. Linné
uppfattade tvivelsutan sig sjalv som tillhérande denna varietet, men
var sjlv inte alls glad at att kli sig 1 tranga och obekvdma plagg.

Den samiska kulturen gjorde ett outplanligt intryck pa Linné
under hans ungdomsresa 1 Lappland och han beskriver de samiska
drékterna som ldngt mer funktionella och bekvima an hans egna.
Med sig hem fran resan hade han bland annat en samedréakt som han
1737 bér 1 det enda monumentalportritt som finns av den svenske
vetenskapsmannen. Drikten hiangde tillsammans med andra samiska
foremal 1 hans bostad och det 4r omvittnat att han anvinde den vid
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body hair and an inability to speak, and they often ran on both hands
and feet.'®

Homo sapiens he subdivided in turn into five varieties, according to
their physical properties. In the 1758 edition they are listed in order,
from (1) H.s. americanus, (1) H.s. europacus, (i) H.s. asiaticus, and (i) H.s.
afer, to (v) H.s. monstrosus. Notably, the last is clearly evaluative, unlike
the others, which are geographic determinations. H.s. americanus was the
Native American, who was assigned the colour red and was character-
ized as choleric, stubborn, happy, and free. His hair was black, straight,
and thick, his nose broad, his face freckled, and his chin almost beard-
less. H.s. europaeus was white, with yellow hair and blue eyes. Inconstant,
this variety was cunning, subtle, and inventive. He dressed, according to
Linnaeus, in tight clothing. H.s. astaticus was yellow, with dark hair and
dark eyes. He was serious, arrogant, and greedy. In Africa one found H.s.
afer, who was black, with curly black hair, a flattened nose, and thick lips.
The woman’s labia and milk-heavy breasts hung down to her knees. She
was cunning, lazy, and carefree. Lastly, Linnaeus introduced the variety
H.s. monstrosus, which included the ‘Hottentots’. This group also included
people who were born with deformities.”

Linnaeus obviously mixed biological with cultural characteristics. His
descriptions of the human varieties combine characteristics that we today
would refer to as religion, psychology, politics, and tradition. Even dress
is sometimes included in the variety’s description, as with F.s. europeus
penchant for close-fitting clothing. Linnaeus undoubtedly saw himself as
belonging to this variety—although in fact he was not at all happy to dress
in tight, uncomfortable clothes.

Sami culture had made an indelible impression on Linnaeus in his
young days travelling in Lapland, and he described Sami dress as being
far more functional and comfortable than his own. Among the things
he brought back from the journey was a Sami gakti, or pull-over jacket,
that in 1737 he was depicted wearing in the only monumental portrait of
the Swedish scientist. It hung along with other Sami objects in his home,
and it 1s known that he wore it on special occasions. He is also said to
have joiked, and he let his students try his ‘Lapp skis’ The Sami were
for Linnaeus a people from a golden age. ‘Oh fortunate Lapp, who in
the uttermost corner of the world, thus hidden, lives well, happy and in-
nocent.'® The portrait, by Martin Hoffman, shows a man who has vested
himself in the Other’s ethnicity; a man who, to borrow Sara Ahmed’s



hogtidliga tillfallen. Han ldr dven ha jojkat ibland och latit studenter-
na préva pa att dka pa "lappskidor”. Samerna var for Linné ett guld-
aldersfolk. ”O lycklige lapp, som 1 varldens yttersta horn, sdlunda 1
det férdolda lever vil, néjd och oskuldsfull.”*® Malningen, signerad
Martin Hoffman, visar en man som ikldder sig den Andres etnicitet.
En man som kanske, med Sara Ahmeds ord, vill bli den Andre, en1dé
som var under uppsegling under 1700-talet. Men att bli den Andre,
genom att forflytta sig 1 tid eller rum, innebdr samtidigt att skillnaden
mellan jaget och den Andre tydliggérs. Linné kan utféra passagen
darfor att han vet skillnaden. I vetskapen om skillnaden upprétthalls
6verblicken och kontrollen. Daremot kan den Andre inte bli som
Linné utan att ge upp sin skillnad. En skillnad som inte enbart mar-
keras genom klader och seder utan dven den Andres kropp.'* Till
skillnad fran Winckelmann handlar Linnés beskrivningar av krop-
pen om funktionalitet, inte om skdnhet. Den samiska kroppen med
sin, enligt Linné, krumma och hjulbenta gang, imponerade genom
sin vighet och snabbhet.

1700-talets maskeradkultur lit 6verklassen ikldda sig roller som
vilde, asiat och herde, utan att nagot blivande nagonsin stod pa spel.
Allmogens drakter var ddremot starkt knutna till deras identitet och
tradition. Under sina resor antecknade Linné noggrant kladernas
utseende och bruk. Drikten férknippas med kontinuitet och natio-
nalitet, 1 motsats till modet som utplanar historiska och nationella
skillnader. Det ar framst genom kldderna som skilda folk kan identi-
fieras, ocksa for Linné. Detta synsitt héller 1 sig under férsta halvan
av 1800-talet. Det ar skillnader 1 kladerna, inte hos kropparna, som
noteras av svenska utlandsresendrer. "Olikheterna mellan alla dessa
folkslag rojer sig forst, for framlingen, genom kladesdrigten”, skri-
ver exempelvis P U Kernell fran det mangkulturella Gibraltar 1825.
Skillnaderna tycks dock storst bland underklassen. ”[B]ildningen
gifver mdnniskan néstan enechanda pregel 1 alla land”, antecknar
konstndren Leonard Roos af Hjelmséter 1836.%° Den vita, moderne
mannen befinner sig stindigt 1 rorelse, oberoende av tradition och
regional hemvisst.
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words, wanted to become the Other—an idea that was on the rise in the
eighteenth century. Yet becoming the Other, by moving in time or space,
also calls for the difference between the self and the Other to be clarified.
Linnaeus could undergo that change because he knew the difference, and
it is by telling the two apart that overview and control are maintained. On
the other hand, an Other cannot be like Linnaeus without giving up all
differences; differences that are not only marked by clothing and customs,
but also by the Other’s body."* Unlike Winckelmann, Linnaeus’ descrip-
tions of the body are concerned with functionality, not beauty. The Sami
body, and what Linnaeus described as their stooped, bow-legged gait,
was impressively agile and quick.

The eighteenth century’s masque culture saw the upper classes as-
sume the roles of savage, Asian, or shepherd, without anything real ever
being at stake. Peasant dress, however, was strongly associated with the
wearer’s identity and traditions. During his travels, Linnaeus carefully
noted clothing customs and appearance. It was mainly by their dress that
different nations could be identified, and this was the case for Linnaeus
too. This approach continued into the first half of the nineteenth century.
It was the differences in dress, not body types, that were noted by Swedes
travelling abroad. “The differences between all these peoples are first
betrayed, to the stranger, by the apparel’, wrote Per Ulrik Kernell from
multicultural Gibraltar in 1825, for example. The differences appear to
have been thought greatest among the lower classes, however: ‘Breeding
gives man almost the same appearance in every country’, noted the artist
Leonard Roos af Hjelmsiter in 1836.2° White, modern man is in constant
motion, independent of tradition and regional origins.

WHITE BLOOD

1775 saw the publication of Generis Humani Varietate Nativa by Johann
Friedrich Blumenbach (1752-1840), who the following year would be-
come a professor of medicine in Géttingen. On the basis of a series of
measurements, including of the skull, Blumenbach divided mankind
into five races: Caucasian (white), Mongolian (yellow), Malay (brown),



DET VITA BLODET

1775 publicerades Generis Humani Varietate Nativa av Johann Friedrich
Blumenbach (1752-1840), som féljande ar skulle bli professor i medi-
cin 1 Gottingen. Pa basis av bland annat uppmétningar av kranier
delade Blumenbach in manniskoslaktet 1 fem raser: den kaukasiska
(vita), den mongoliska (gula), den malajiska (bruna), den etiopiska
(svarta) och den amerikanska (r6da). Han forestillde sig att den kau-
kasiska rasen (ett begrepp han anvinde forsta gdngen i den tredje
utgavan 1795) var den mest hogstiende, ursprunget som de andra
raserna degenererats fran.

Det var alltsa georgierna som Blumenbach uppfattade som den
vitaste rasen. Han sade sig grunda uppfattningen pa vetenskapliga
undersokningar, men det fanns dven en religiés underton. Det var pd
berget Ararat1sodra Kaukasus (6stra Turkiet) som Noaks ark ansags
ha strandat. Befolkningen dar kunde dérfér f6rmodas avvika minst
fran Adam och Eva. Det var ocksa tilltalande f6r Blumenbach att de
renaste manniskorna kom fran bergstrakter, inte fran Nilens eller
Eufrat och Tigris dalgangar.!

Blumenbach har stor betydelse for utvecklingen av vithetens
ideologi under 1800-talet, men det dr viktigt att notera nagra skilj-
aktigheter gentemot senare tiders tidnkare. For det férsta finns annu
inte det biologiska utvecklingstankandet. Raserna hos Blumenbach
maste tdnkas som variationer eller avvikelser fran den férsta méanniska
som en gang skapades av Gud. Kaukasier ar ocksa hos Blumenbach
ett vidare begrepp dn hur det senare skulle komma att anvindas.
Under kaukasier inordnade han bland annat semiter och araber.

Storst betydelse for hur rastinkandet utvecklades till rasism och
tankar om vit dverhdghet under 1900-talet har Joseph Arthur de
Gobineau. I Essai sur l'inégalité des races humaines (1853-1854) forklarar
han stora civilisationers uppgang och fall med rasblandning. Han
tanker sig att alla civilisationer alltid bestar av erévrare och erévrade,
harskarfolk och besegrade folk, dar det férstnimnda alltid &r vitast.
Harskarna ér inte lika manga som de underkuvade och som regel
inte lika fruktsamma. Dessutom finns bade attraktion och repulsion
mellan raserna vilket pa sikt leder till rasblandning. Varje civilisation
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Ethiopian (black), and American (red). He imagined the Caucasian race
(a term he coined for the third edition of 1795) to be the noblest, the fons
et origo from which the other races had degenerated.

It was thus the Georgians who Blumenbach believed to be the whitest
race. He said he had based his idea on scientific studies, but there was also
a religious undertone. It was on Mount Ararat in the Southern Caucasus
(in eastern Turkey) that Noah'’s ark was believed to have come to rest.
The local population could thus be expected to differ least from Adam
and Eve. Further, the idea that the purest strain of mankind came from
the mountains, not from the valleys of the Nile or Euphrates and Tigris,
was something that appealed to Blumenbach.*

Blumenbach was of great significance for the development of the ide-
ology of whiteness during the nineteenth century, but it is important to
note the differences between him and later thinkers. Firstly, Blumenbach
entertained little notion of biological development. His races should be
thought of as variations; deviations from that first man who had been
created by God. Further, Caucasian for Blumenbach was a much broader
concept than it would later become; in its ranks one finds Semites and
Arabs, among others.

The greatest impact on how racial thinking evolved into racism and
the idea of white supremacy during the twentieth century was had by

Joseph Arthur de Gobineau. In his Essai sur l'inégalité des races humaines
(1853-54, ‘An essay on the inequality of human races’), he explained
the rise and fall of the great civilizations in terms of miscegenation. He
argued that all civilizations always consist of conquerors and conquered,
a master race and the vanquished, where the former are always the whit-
est. The master races are not as numerous as the subjugated, and as
a rule not as fertile. In addition, there are both attraction and repul-
sion between the races, which eventually leads to miscegenation. Each
civilization thus bears the seeds of its own destruction, which comes
when white blood has been diluted too much. Other races thus consti-
tute a real threat to Western civilization—something that the Nazis would
later appropriate. Gobineau himself was a pessimist. Miscegenation was
mevitable. Ever since classical antiquity, there had been no unmixed
white people, and with simple statistics taken from the Bible’s chronol-
ogy, Gobineau proved to his own satisfaction that in about six or seven
thousand years, all humanity would perish as a result of the depletion of
the white blood.



bér salunda pa fréet till sin egen undergang, nir det vita blodet spitts
ut alltfér mycket. Andra raser utgjorde salunda ett reellt hot mot den
visterlandska civilisationen, nagot som senare nazisterna kom att ta
fasta pd. Gobineau sjalv var pessimist. Rasblandning var oundvik-
ligt. Efter antiken har det inte funnits nagot oblandat vitt folk och
med enkel statistik utifran Bibelns tiderdkning tyckte sig Gobineau
kunna visa att om sex till sju tusen dr kommer hela manskligheten att
gd under till f6]jd av uttunningen av det vita blodet.

Det finns enligt Gobineau tre huvudsakliga raser, den vita, den gula
och den svarta. Alla stora civilisationer var enligt Gobineau resultat av
vita erdvringar: den egyptiska var f6ljden av en arisk kolonisering fran
Indien liksom dven den kinesiska; den grekiska antiken var vit och
blomstrande tills det semitiska blodet tog 6verhanden. Det romerska
rikets fall var ocksd en konsekvens av utspadning av det vita blodet.
Aven de prekolumbianska civilisationerna i Syd- och Mellanamerika
berodde pa vita folks erévringar under férhistorisk tid.

Gobineaus forklaringsmodell for civilisationers 6den ar ori-
ginell men métte hart motstand under hans livstid. Autodidakten
Gobineau betraktades med skepsis av vetenskapssamhillet, dven
om han fick Prix Bordin foér boken La Renaissance 1878. Att Essai sur
'inégalité des races humaines gatt till historien har enbart med 1900-ta-
lets reception att gora. Om det inte varit for rasbiologer som svenske
Herman Lundborg och den tyska nazismen hade den franske greven
sannolikt fallit 1 glomska.

1872 blev Gobineau placerad som envoyé 1 Stockholm.
Inledningsvis uppskattade han det nya landet, men snart dndrade
han uppfattning och bérjade vantrivas bland svenskarna som han
ansag vara intellektuellt underlagsna grannfolken. Tiden 1 Sverige
tycks han ha dgnat val sa mycket at konst som diplomati. Han pu-
blicerade ovan nimna bok om renissansen 1877, samma ar som han
fick avsked fran sitt arbete, men dgnade sig ocksa at att skulptera 1
sin vaning pa Nybrogatan.?? Dessutom arbetade han med slakthis-
torien Histowre d’Ottar Ffarl, pirate norvégien, conquérant du pays de Bray,
en Normande, et de sa descendance (1879). Uppskattningen av Norge
hinger samman med att Gobineau ansdg sig vara dttling till norska
vikingar som slagit sig ned 1 nordvastra Frankrike.

Harskarklassen 1 alla samhillen &r vit, eller har 1 varje fall inbland-
ning av vitt, enligt Gobineau. Hans rasspektrum innehaller bade en
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According to Gobineau, there were three main races: white, yellow,
and black. All the great civilizations were the result of white conquests.
Ancient Egypt was the result of an Aryan colonization from India, as
was ancient China; Greek antiquity was white and thriving until Semitic
blood gained the upper hand; the fall of the Roman Empire was also a
consequence of the dilution of its white blood. Even the pre-Columbian
civilizations of South and Central America originated in conquests by
white peoples in prehistoric times.

Gobineau’s model to explain the fate of civilizations was original, but
met with stiff opposition during his lifetime. An autodidact, Gobineau
was viewed with scepticism by the scholarly community, although he
received the Prix Bordin for his book La Renaissancein 1878. The only rea-
son Essai sur I'inégalité des races humaines is remembered is solely because of
its twentieth-century reception. If it had not been for the proponents of ra-
cial biology such as the Swede Herman Lundborg and the German Nazis,
the French count would probably have long since sunk into oblivion.

In 1872, Gobineau was sent as an envoy to Stockholm. At first he
appreciated the new country, but soon changed his opinion and began
to feel uncomfortable among Swedes whom he considered intellectually
mnferior to the neighbouring peoples. He appears to have spent his time in
Sweden pursuing art as much as diplomacy. He published his book on the
Renaissance in 1877, the same year he was dismissed from his post, and
he was also very busy sculpting in his apartment in Nybrogatan in central
Stockholm.?? Additionally, he was working on a family history, Histoire
d Ottar Farl, pirate norvégien, conquérant du pays de Bray, en Normandie, et de sa
descendance (1879, “The history of Jarl Ottar, Norwegian pirate, conqueror
of Bray in Normandy, and his descendants’). His favourable opinion of
Norway was linked to his claim to be a descendant of Norwegian Vikings
who had settled in north-western France.

The ruling class in all societies was white, or at all events had more
than a suggestion of white, according to Gobineau. His racial spectrum
comprised both a class and a gender axis. The working classes were less
white, not only in the colonies but also in Europe. The white race was
in his eyes also the most masculine; the black, the most female.*® This
approach seems to have been well suited to the business of legitimizing
the white colonial conquest of other countries and continents. Such links
between race, class, and gender hierarchies are still common, as will be
seen in subsequent chapters.



klass- och en genus-axel. De arbetande klasserna ar mindre vita, inte bara
1 kolonierna utan ocksa 1 Europa. Den vita rasen var 1 hans 6gon ocksa
den mest manliga, den svarta den mest kvinnliga.?® Synsittet tycks vl
anpassat for att legitimera den vita koloniala erévringen av andra lander
och kontinenter. Kopplingar mellan ras-, klass- och genushierarkier ar
fortfarande frekventa, vilket utvecklas i efterfoljande kapitel.

Gobineaus intresse for raser gar hand 1 hand med hans fascina-
tion for dldre konst och kultur. Den vita, europeiska rasen ar den
enda vackra, enligt Gobineau. Skonheten 4r absolut och liksom for
Winckelmann ar mattstocken de vita marmorskulpturerna frin an-
tikens Grekland. Anledningen till konstens forfall 1 samtiden ar ras-
blandningen. Som {6ljd av utblandningen av det vita blodet kommer
samtida och framtida samhillen aldrig att kunna skapa en konst 1
narheten av antikens, havdar Gobineau.?*

VITA MUSEER

Det finns starka kopplingar mellan det moderna konstmuseets {6-
delse, inrittandet av konsthistoria som vetenskaplig disciplin och
framvixten av den moderna rasismen. I sin moderna form, fran och
med sekelskiftet 1800, kom konstmuseet att bli starkt sammanflatat
med nationsbyggandet. Oppnandet av Louvren 1793 ir emblema-
tiskt: konstskatterna som tidigare tillhért kungamakten presentera-
des nu som hela det franska folkets egendom. Over hela Europa, och
1 Nordamerika, skedde en exempell9s etablering av konstmuseer un-
der 1800-talet. De tillh6r tidens mest populdra institutioner och drog
miljonpublik. Pa dessa konstmuseer visades konsthistoriska méster-
verk ordnade efter nationella skolor och kronologi. Detta nya sitt att
ordna konsten betonade dess samband med geografiska och natio-
nella sardrag. I museernas salar visualiserades ett gemensamt f6rflu-
tet med rotter tillbaka till antiken, men ocksé senare tiders kulturella
differentiering efter stilepoker, regioner, folkslag och nationaliteter.
Konstmuseets timligen textldsa konsthistoria, med 1 bésta fall
kortfattade verksforteckningar for besdkarna att konsultera, fédde
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Gobineau’s interest in race went hand in hand with his fascination
with early art and culture. The white European race was the only one
that was beautiful, according to Gobineau. Beauty was absolute, and, for
him as for Winckelmann, the yardstick was the white marble sculptures
of ancient Greece. The reason for the decay of art in the present age was
miscegenation. As a result of the dilution of white blood, contemporane-
ous and future societies would never be able to create art that might match
the ancients’, proclaimed Gobineau.?*

WHITE MUSEUMS

There are strong links between the birth of the modern museum of art, the
establishment of art history as an academic discipline, and the emergence
of modern racism. In its modern form, from the turn of the nineteenth
century, the art museum came to be closely linked with nation-building.
The opening of the Louvre in 1793 was emblematic: the art treasures
that had previously belonged to the Crown were now on show as the
property of the French people. All over Europe and in North America,
the nineteenth century saw an unprecedented wave of new art museums
founded. They were among the era’s most popular institutions and drew
millions of visitors. In these museums, art-historical masterpieces were
displayed according to national school and chronology. This new way of
organizing art emphasized its connection with geographical and national
characteristics. In the museum’s halls, a common ancestry was visual-
ized with roots stretching back to ancient times, but also the more recent
cultural differentiation by style and epoch, region, race, and nationality.
The museum of art’s brand of textless art history, at best with brief
lists of works for visitors to consult, gave rise to the need to publish
surveys. History of art was to be shaped by a series of moves during the
nineteenth century. On the one hand, things not considered to be art were
excluded; on the other, those items that were selected were grouped using
various narrative approaches into a chronological narrative. What was
excluded included art principally created by women (such as textile art),
the lower classes (folk art), and non-Europeans (ethnographic art).* The



behovet av skrivna 6versiktsverk. Formeringen av den allménna
konsthistorien skedde genom en rad operationer under 1800-talet. A
ena sidan exkluderades sddant som inte ansdgs vara konst, & andra
sidan kopplades de utvalda objekten samman genom olika narrativa
grepp till en kronologisk berittelse. Till det som exkluderades hor
konst som foretradesvis skapats av kvinnor (exempelvis textilkonst),
lagre klasser (folkkonst) och utomeuropeiska folk (etnografika).” Pa
konstmuseerna hamnade hérigenom féretriadesvis maleri och skulp-
tur utférd av vita mén. I Sverige dr det uppenbart att den samiska och
romska kulturen under lang tid inte inkluderades 1 konsthistorien,
vare sig pa museer eller 1 6versiktsverk. I den man den 6verhuvudta-
get synliggjordes var det som etnografiska foremal.

Med socialdarwinismen under andra halvan av 1800-talet bor-
jade varldens befolkning delas upp 1 kulturfolk och naturfolk, dar de
sistndmnda av olika skdl ansdgs ha blivit efter 1 utvecklingen. Istillet
for att se andra raser som avvikelser fran den vita, av Gud skapade,
blir de 1 detta perspektiv reminiscenser av tidigare stadier 1 mannis-
kans utveckling. Mansklighetens historia beskrivs som en resa fran
ett primitivt naturstadium, dir omstindigheterna bestimmer livs-
villkoren, till allt hogre grad av civilisation dir manniskan vinner
kontroll 6ver naturen.

Denna historiesyn dr narvarande 1 museernas sitt att presentera
konst. Ofta visas andra kulturers konst an den véasterlandska pa ett
betydligt mer kontextrelaterat sitt. Den ses som ett kollektivt kul-
turuttryck till skillnad fran den visterldndska konsten dér individen
framhalls, fran Fidias till Lucian Freud. Harigenom framstélls den
utomeuropeiska konsten som mer passiv dn den visterlaindska. Den
ar en f6ljd av omstandigheterna, inte en kraft som férdndrar varlden
och for civilisationen framét. Aven folkkonst visas ofta i kulturhis-
toriska installationer, snarare an utstélld som objekt f6r individuell
beundran. Pa konstmuseerna visas vithetens hegemoni fram som
faktum; pa konsthantverksmuseer, etnografiska museer och folk-
konstmuseer utgér den normen genom vilken de Andras avvikande
kultur ska forstas. Konstmuseet blir salunda det vitaste museet ge-
nom att icke-vita féremal inte definieras som konst.

Konstmuseet dr en plats fér betraktande av konst. Det reglerar
hur konsten uppfattas och upprittar relationer mellan betraktarna,
konstobjekten och virlden utanfér. Konstobjekten tillférs olika
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result was that the paintings and sculpture that ended up in museums of
art were largely the work of white men. In Sweden, it is obvious that Sami
and Roma culture were long excluded from the history of art, whether in
museums or in reference works. In so far as they were ever visualized, it
was as ethnographic objects.

With the advent of social Darwinism in the second half of the nine-
teenth century, the global population began to be divided into civilized
peoples and indigenous people, with the latter for various reasons be-
lieved to have lagged behind. Instead of other races being seen as devia-
tions from the white race, instituted by God, they began to be thought of
as representing an earlier stage in human development. The history of
mankind was described as a journey from a primitive natural stage where
circumstance determined living conditions, to an ever higher degree of
civilization in which man gained control over Nature.

This view of history was evident in the museums’ way of presenting
art. Often, the art of non-Western cultures was displayed in a much more
context-related manner: it was seen as a collective cultural expression,
unlike Western art where the focus was on the individual, from Phidias
to Lucian Freud. The upshot was that non-European art was portrayed as
being more passive than the Western art. It was a child of circumstance,
not a force that changed the world and drove civilization. Folk art too
was often put on display in historical exhibits, rather than as the object of
singular admiration. In museums of art, the hegemony of whiteness was
presented as fact; for the museums of the decorative arts, ethnographic
museums, and folk art museums, it represented the standard by which
the Others’ diverging cultures were to be understood. Museums of art
thus became the whitest museums by dint of defining non-white objects
as ‘not art’.

A museum of art is a place for viewing art. It regulates how art is
perceived, and establishes relationships between viewers, artworks, and
the outside world. Artworks are provided with different contexts by such
things as guided tours, wall texts, catalogues, but the meanings are also
created by the artworks’ relative position, lighting, and the like. In this
way, the museum frames stories about art, history, society, culture, and
so on, which are partly regulated by the museum itself, but also exist in
interaction with external forces beyond the museum’s control. Yes, each
visitor contributes their own experience and knowledge to the meaning-
making that takes place in the museum’s galleries, but by selecting works



kontexter genom bland annat guidningar, vaggtexter och kataloger
men betydelser skapas ocksa genom konstobjektens inbérdes pla-
cering, ljussittning med mera. P4 museet uppstar hdrigenom berét-
telser om konsten, historien, samhallet, kulturer et cetera, som delvis
ar reglerade av museet men som ocksa befinner sig i interaktion med
utommuseala félt som museet inte rader 6ver. Varje besokare bidrar
med sina erfarenheter och kunskaper till de betydelsebildningar som
uppstar 1 museisalarna, men genom urvalet av och utndmnandet till
konst, genom hédngningar och presentationer, genom konstverken
sjalva som visuella utsagor och genom den inramande museiarkitek-
turen kodar konstmuseet den vita blicken.

I MUSEETS SALAR

I Sverige 6ppnades 1794 det Konglig Museum 1 den nordoéstra flygeln
av Stockholms slott. Det inrymde framfor allt de antiksamlingar som
Gustav IIT hade férvirvat i Italien och som efter hans dod tillfallit sta-
ten. Kungen hade umgatts med idéer att inritta ett museum pa Haga,
dven om det dr oklart hur publikt tillgangligt han hade ténkt att det
skulle vara. En forebild var tvivelsutan Pio-Clementine Museet 1
Rom (Vatikanmuseet) som 6ppnade for allmdnheten 1771. Under
andra halvan av 1700-talet gjordes ett flertal kungliga samlingar runt
om 1 Europa tillgangliga for bredare befolkningsgrupper, inte minst
borgerskapet. Med Konglig Museum fick Sverige ett offentligt muse-
um efter europeisk modell. I sin f6rsta katalog som utgavs i samband
med Sppnandet 1794 jamfor sig museet med sin berdmda forebild 1
Rom redan p4 titelbladet.?®

For Gustav II1, liksom foér kanslirddet Carl Fredrik Fredenheim
som efter kungens dod fick 1 uppdrag att uppritta och skéta mu-
seet, var det skulpturen som stod i centrum. Gustav III:s intresse
hade med Italienresan 1783-1784 forskjutits fran maleri till skulptur
och fran barocken till antiken, sannolikt uppmuntrades det av hans
foljeslagare, Johan Tobias Sergel. Intresset for antikens skulpturer
var pa inget sitt unikt, snarare tidstypiskt, och kom att fa avsevirt
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and classifying them as art, by making hanging and presentation choices,
by its artworks’ existence as visual statements, and by its architectural
framework, the art museum encodes the white gaze.

IN THE MUSEUM’S GALLERIES

In Stockholm in 1794, the Konglig Museum (Royal Museum) opened
in the north-east wing of the Royal Palace. It was primarily intended to
house the collections of antiquities that Gustav III had acquired in Italy,
and which after his death had come to the state. The king had nursed the
idea of setting up a museum at Haga Palace just outside Stockholm, al-
though it is unclear what degree of public access he had envisaged. It was
undoubtedly modelled in part on the Museo Pio-Clementino in Rome (in
the Vatican), which had opened to the public in 1771. During the second
half of the eighteenth century, several royal collections around Europe
were made accessible to a wider public, particularly the bourgeoisie. With
the Konglig Museum, Sweden now had a public museum of the European
model. Indeed, on the title page of its first catalogue, published at the
time of its opening in 1794, the museum was compared with its famous
archetype in Rome.?

For Gustav III, as for his under-secretary of state Garl Fredrik
Fredenheim, who on the king’s death was charged with establishing and
operating the museum, what mattered was sculpture. Gustav III’s interest
had shifted during his Italian Grand Tour of 1783-84 from painting to
sculpture, and from the Baroque to classical antiquity, probably encour-
aged by his companion, Johan Tobias Sergel. This interest in classical
sculpture was by no means unique—in fact, it was very much of the day—
and it was to have considerable influence on the development of Swedish
art throughout the nineteenth century. It was not until about 1880 that the
collections of the Nationalmuseum (the National Museum of Fine Arts),
the Konglig Museum’s successor, held more paintings than sculptures.”

The Stenmuseum (lit. Stone Museum), the two elongated galleries
that Fredenheim, assisted by the architect Carl Fredrik Sundsvall, had
appointed to display the Konglig Museum’s sculptures, had grey walls.



inflytande pa den svenska konstutvecklingen under hela 1800-talet.
Det ar forst omkring 1880 som Nationalmuseum, Konglig Museums
efterféljare, hade fler malningar 4n skulpturer i1 samlingarna.”

Stenmuseum, de tva langstrackta gallerier som Fredenheim med
arkitekten Carl Fredrik Sundvalls hjilp inrett f6r skulpturkonsten 1
Konglig Museum, hade gra viggar. Pehr Hillestrom den aldre ger en
forestillning om hur museet sdg ut 1 nagra malningar frdn omkring
1796.28 I en av dessa malningar spatserar méan och kvinnor nedanfor
raden av byster och beundrar konsten. Miljon ar sparsmakat klas-
sicistisk. Rummet har ett tunnvalvt tak och tragolvet har malats med
ett svartvitt schackmonster.

Mannens vitpudrade peruker forstarker deras likhet med de an-
tika marmorbysterna. Det sena 1700-talets bildade elit uppfattade sig
som sentida arvtagare till den antika kulturen. Den héga placeringen
av portrittbysterna 1 malningen, som inte dverensstimmer med gal-
leriets faktiska utformning, forstarker intrycket av vérdnad infor an-
tikens dignitérer. Stramheten 1 installationen, liksom 1 ménniskornas
poser, ar uttryck for den sjalvdisciplin och kontroll som var nyklas-
sicismens ideal.

Svenskhet uttrycks i bilden framst genom kldderna. Mannen strax
till vinster om mitten bar hovets vardagsvariant av den nationella
drikten som inforts av Gustav III 1778 f6r att motverka lyxkonsum-
tion av utlindskt mode.? Aven mannen till hoger i bilden kan genom
kladseln identifieras som svensk, i detta fall som officer vid ett kaval-
leriregemente.®® Hillestrom var vil skickad att gestalta drikterna. Pa
1780-talet hade han fatt i uppdrag av Gustav III att dokumentera
svenska folkdrikter som underlag for den nationella drakten.

Att grupptillhérigheter, ddribland nationalitet, uttrycks genom kla-
der och andra attribut dr forstds det géngse, och kan sparas tillbaks till
forhistorisk tid. Arméer har anvant uniformer sedan antiken. Klader
har ocksa forblivit det dominerande séttet att markera nationalitet pa
1var egen tid, eftersom nationaliteten inte finns inskriven pa kroppen.
Landskamper skulle inte kunna spelas utan sdrskiljande drakter. Nar
Sverigedemokraten Jimmie Akesson anlinde i folkdrikc till Riksmétets
oppnande 2010 var det for att understryka en svenskhet som annars
nte otvetydigt kan beldggas av hans bruna har och bleka hy.

Under 1800-talets forsta halft genomgér Konglig Museum flera
omhingningar. Ndgra dr efter Sergels dod 1814 férvarvade museet
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The artist Pehr Hillestrom the Elder gives an idea of what the museum
looked like in a number of paintings from around 1796.”® In one, men
and women stroll between rows of busts, admiring the art. The environ-
ment is rigorously classicist. The room has a barrel-vaulted ceiling and
a wooden floor painted with a black-and-white chequer-board pattern.
The men’s white powdered wigs reinforce their similarity to the ancient
marble busts; appropriate enough, given that the late eighteenth-century
educated elite saw themselves as latter-day heirs to classical culture. The
high placement of the portrait busts seen in the painting—something that
did not agree with the gallery’s actual arrangement—underlines the sense
of veneration of the ancients. The austerity of the exhibition, like the
people’s poses, were expressions of the self-discipline and control that
were very much neoclassical ideals.

Swedishness is chiefly expressed in the image through clothing. The
man just left of centre is wearing the everyday court-dress variant of na-
tional dress introduced by Gustav III in 1778 to counteract the luxury
consumption of foreign fashion.” The man to the right can also be identi-
fied as Swedish from his uniform, in this case that of a cavalry officer.*’
Hillestrém was well placed to portray the various outfits: in the 1780s, he
had been commissioned by Gustav III to document Swedish folk costume
as preparation for designing the new national dress.

Of course, it is usual for group affiliation, including nationality, to be
expressed through clothing and other attributes, as can be traced back
to prehistoric times. Armies have used uniforms since antiquity. Indeed,
clothing has remained the dominant way of marking nationality in our
own time, as nationality itself is not inscribed on the body. International
matches could not be played without distinctive sporting strip. When
the leader of the Sweden Democrats, Jimmie Akesson, arrived in na-
tional dress at the opening of Parliament in 2010, it was to emphasize
a Swedishness that otherwise could not be unmistakably read from his
brown hair and pale skin.

In the first half of the nineteenth century, the Konglig Museum saw
several rehangings. A few years after Sergel’s death in 1814, the museum
acquired his collection of sculptures in plaster and terracotta, which, along
with the marbles that had belonged to Gustav I1I, were exhibited in a spe-
cial ‘Sergel room’?! It was under the aegis of Sergel and his contemporaries
that classical antiquity became whiter than white. Not a trace of colour,
barely any variation in the stone, was allowed to disturb the aesthetic



hans efterlimnade skulpturer 1 gips och terrakotta som, tillsammans
med marmorskulpturerna som tillhért Gustav II1, visades 1 ett sar-
skilt "Sergelrum”3! Hos Sergel och hans samtida blir antiken vitare
an vit. Inte ett fargspar, knappt ens en skiftning 1 stenen, fick stéra
den estetiska upplevelsen. Nyklassicismens reception av antiken har
under lang tid styrt uppfattningen om den klassiska skulpturen och
arkitekturen som vit.

Samma ar, 1817, som Sergels kvarldtenskap férvirvades av mu-
seet mirks tydliga motsittningar 1 det svenska konstlivet mellan a
ena sidan Konstakademien, som foéretradde en klassicistisk konstsyn,
och 4 andra sidan Goétiska férbundet och Fosforisterna, som 6nskade
se en nordisk konst. Gotiska Forbundet utlyser detta ar en tivling
om konst med fornnordiska motiv. En avgorande inspirationskalla
till tavlingen var en serie foreldsningar som Pehr Henrik Ling hal-
lit 1814-1817. Det mest uppskattade bidraget till utstallningen som
holls foljande dr 1818 var Bengt Erland Fogelbergs skulpturskisser
av Oden, Tor och Frej.*

Skulpturerna vdckte Karl XIV Johans intresse — kungens intresse
for goticismen dr dokumenterad redan fran fore det att han kom till
Sverige. Efter forlusten av Aland och Finland il Ryssland 1809 blev
det fornnordiska anslaget ett sdtt att mobilisera nationen. Efter en ling-
re tids f6rdrojning fick Fogelberg 1828 en bestéllning att utféra Oden
1 marmor. Han frangick sitt ursprungliga forslag med den tronande
Oden och utférde pa kungens 6nskan en mer krigisk asagud 1 sté-
ende stéllning, "som hargud skddande fran ndgon bergstopp in uti det
gamla Skandinavien”. Inspirationskilla var en skulptur som férestiller
krigsguden Mars Ultor pA Museo Capitolino 1 Rom. Den 4 september
1831 anlédnde Oden med bét fran Italien och installerades 1 Konglig
Museum, dér han visades upp en hostkvill 1 juset av ett trettiotal vax-
ljus. Till det som mgjligen férankrar Oden 1 den nordiska myllan hor
de "lappsockor” med rdvnosar han férsetts med. Till skillnad fran den
gangse ikonografin dr guden emellertid inte endgd. Formodligen ansag
Fogelberg att lIytet skulle stora skonheten hos statyn.*

Darefter foljde ett nytt uppehall 1 processen innan kungen 1839
gav klarsignal att komplettera Oden med ytterligare tva gudar. Nu
sker emellertid en férdandring av gudauppsattningen, uppenbarligen
pa kungens initiativ: Tor blev kvar, men fruktsamhetens gud Frej er-
sattes av den skone Balder. Den 2 augusti 1845 installerades gudarna
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experience. And neoclassicism’s reception of antiquity would long deter-
mine the perception of classical sculpture and architecture as white.

In 1817, the same year that Sergel’s estate was acquired by the mu-
seum, clear disagreement was evident in the Swedish art scene between
Konstakademien (the Royal Swedish Academy of Fine Arts), which rep-
resented a classicist view of art, and on the other hand Goétiska férbundet
(the Geatish Society) and the neo-romantic circle around the periodical
Phosphorus, who wanted to see Nordic art. In that year, Gotiska forbundet
announced a competition for art with ancient Nordic motifs. A principal
source of inspiration for the competition was a series of lectures given
by Pehr Henrik Ling between 1814 and 1817. The most acclaimed en-
try to the exhibition, which was duly held in 1818, was Bengt Erland
Fogelberg’s sculpture models of Odin, Thor, and Freyr.*

The sculptures attracted Karl XIV Johan’s attention—the king’s inter-
est in Gothicism is documented from before he came to Sweden, and after
the loss of Aland and Finland to Russia in 1809, all things Old Norse had
become a way to mobilize the nation—and after prolonged delay, Fogelberg
was commissioned in 1828 to execute Odin in marble. He departed from
his mitial proposal, which had Odin enthroned, and at the king’s request
produced a more warlike, pantheonic god, standing ‘as the god of hosts,
gazing out from a mountain peak over ancient Scandinavia’. His source of
inspiration was Mars Ullor, a sculpture in the Museo Capitolino in Rome
depicting the war god. On 4 September 1831, his Oden arrived by boat
from Italy and was installed in the Konglig Museum, where it was shown
one autumn evening, lit by thirty candles. Among the things that serve to
anchor Oden in the Nordic soil, one cannot fail to miss the pointy boots
he is sporting. Unlike the conventional iconography, the god is not one-
eyed. It is probable that Fogelberg felt the disfigurement would disturb
the beauty of the statue.®

The completion of Oden was followed by a new, prolonged break in
proceedings, until finally the king gave the go-ahead in 1839 to complete
the group with two more gods. Now, however, there was a change of
line-up, again apparently on the king’s initiative: Thor was kept, but the
fertility god Freyr was replaced by the Balder the Fair. On 2 August 1845,
the three gods were installed in the Konglig Museum, where they caused
quite a stir. Aflonbladet compared Fogelberg’s attempts to give form to
Norse mythology with the way in which Phidias gave shape to Greek
Olympus: ‘After the twenty-two centuries that have elapsed between the



1 Konglig Museum och vickte stor uppstandelse. Affonbladet jamftor
till och med Fogelbergs insats att ge gestalt at den nordiska mytolo-
gin med hur Fidias gav form at den grekiska Olympen: "Efter 22
arhundraden, som férflutit mellan den grekiske mastaren och den
skandinaviske, har férsoket nu blivit vigat for forsta gangen.” Balder
for, enligt tidningen, tankarna till en Kristusbild och omnédmner ho-
nom som “den hvite” och "den gode”. 3*

Tor och Balder var, liksom Oden, formade med den grekiska anti-
ken som forebild. Den kraftfulle Zor dr framstilld med ett getskinn
6ver kroppen, knogjarn och en stor yxa pa axeln — hammaren
Mjélner. Pa fotterna bar han, enligt Bengt Thordeman, "lapp-pjax-
or”3 Inspirationen torde framst komma fran en staty som férestéller
Herkules pa Vatikanmuseet, naken sidnir som pa sin lejonhud och
med en klubba 1 handen. Balder — den vite guden — ar gestaltad som
en skon yngling. Guden Balder ”var sa skon och ljus att det lyste om
honom”, menade Ling.*® Hans godhet och tragiska déd — han dog av
att den blinde Hoder lurades av Loke att skjuta honom med en pil
— uppfattades ha ett samband med Kristus. Balder star med utslagna
hénder och kroppen blottad till midjan pa ett sétt som fér tankarna
till Bertel Thorvaldsens Den uppstindne Kristus, men Thordeman me-
nar att inspirationskéllorna snarare ar antika skulpturer.’

I ett fotografi taget av Johannes Jaeger 1864, alltsa strax fore 6ver-
flyttningen av samlingarna till det nybyggda Nationalmuseum, tro-
nar Oden 6ver de grekiska gudarna 1 Musernas galleri. Delvis skymd
av hans skold syns Balder och 1 motsatt inde av Musernas galleri star
Tor. Diaremellan syns olika antika skulpturer, byster och dekorativa
féremal utan synbar tematik 1 uppstdllningen. Det framstar som en
samling skulpturer dar den vita marmorn ar det framsta férenande
elementet mellan Valhalla och Olympen.

De egyptiska samlingarna, som hade ut6kats under 1820- och
1830-talen, inrymdes déremot sedan 1833 i en "gravkammare” 1 slot-
tets kallarvaning. Det tunnvdlvda rummet hade forsetts med egyp-
tiserande dekorationsmaleri pd viggar och tak. Hérigenom mani-
festerades den uppdelning av de forntida medelhavskulturerna som
diskuterats ovan. Faraonernas Egypten iscensattes genom gravtemat
som en utdod och mork kultur, medan antikens Grekland visuellt
férbands med savil det forntida Norden som det samtida Sverige 1
den ljusa sal som fordom varit slottets orangeri.
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Greek master and the Scandinavian, an attempt has now been ventured
for the first time” Balder, according to the newspaper, brought to mind an
image of Christ, referring to him as ‘the white’ and ‘the good’.?*

As sculptures, Torand Balder, like Oden, had Greek antiquity as a mod-
el. The powerful Zoris shown draped in a goatskin, with knuckle-dusters,
and a large axe on his shoulder—his hammer, Mjolnir. On his feet he is
wearing what Bengt Thordeman has referred to as ‘Lapp ski boots’** The
main inspiration seems to have been a statue representing Hercules in the
Vatican Museum, naked but for a lion skin, and with a club in his hand.
Balder, the white god, is portrayed as a beautiful youth—‘so beautiful and
light that he gleamed’, as Ling said.** His goodness and tragic death—he
died when blind Hoéder was tricked by Loki into shooting him with an
arrow—was recognized as having Christ-like associations. Balder stands
with outstretched hands, naked to the waist, in a manner reminiscent
of Bertel Thorvaldsen’s Den uppstindne Kristus ("The Risen Christ’), but
Thordeman argues that the sources of inspiration were instead classical
sculptures.*

In a photograph taken by John Jaeger in 1864, shortly before the
transfer of the collections to the newly built Nationalmuseum, Odenlooms
over the Greek gods in Musernas galleri (the Gallery of the Muses). Partly
obscured by his shield one can see Balder and, at the other end of the
gallery, Zor. In between there are various classical sculptures, busts, and
decorative pieces, but without any obvious theme to their arrangement.
The effect is of a collection of sculptures where the main unifying element
between Valhalla and Olympus is white marble.

The Egyptian collection, which had been expanded during the 1820s
and 1830s, however, had since 1833 been housed in a ‘tomb’ in the palace
basement. The barrel-vaulted room had been decorated with Egyptian-
style painting on the walls and ceiling. This is where one can see the seg-
regation of the ancient Mediterranean cultures, as discussed above. With
the tomb theme, the Egypt of the pharaohs was conjured up as an extinct
and dark culture, while ancient Greece was visually linked with both the
ancient Nordic region and contemporary Sweden in a light, bright room
that had formerly been the palace’s orangery.

After decades of conflict, the Nationalmuseum, very much of the
European model, opened in 1866. It had been intended that the three
Nordic gods would be installed on the mezzanine of the new museum
building on Blasieholmen, but when the moment came, the chairman



Efter decennier av kulturpolitiska strider 6ppnade National-
museum 1866 efter europeiska forebilder. De tre nordiska gudarna
var tankta att installeras pa mellanvaningen 1 den nya museibygg-
naden pa Blasicholmen, men vid inflyttningen tog ordféranden 1
Nationalmusei namnd, Fritz von Dardel, beslut om att istillet pla-
cera dem direkt innanfér entrén. S& hamnade Balder Gver ingangen
till de historiska samlingarna i bottenvaningen, med Zor och Oden vid
trappans bas. De gav, enligt Dardel, det svenska nationalmuseet ”en
dkta nordisk pragel”.*

I en bild i Ny Hlustrerad Tidming 1867 av det Gvre trapphuset pé
det nyoppnade Nationalmuseum ses en stor skara kvinnor, mén
och ungdomar betrakta konsten — och varandra.* De har alltsa pas-
serat f6rbi Oden, Tor och Balder, uppfoér den monumentala trappan.
Utstdllda langs balustraden och 1 viggarnas nischer finns gipsavgjut-
ningar av antika skulpturer. I férgrunden till héger syns Den diende
gallern, 1 bakgrunden scener fran Farthenonfrisen. Emellan dem ror sig
mén 1 hoga cylinderhattar och kvinnor 1langa kjolar. En yngre flicka
1 férgrunden diskuterar en amfora med sin mor. I detta hogtidliga
rum, med sitt klassicerande kassettak, moter samtidens borgerskap
en tidsmadssigt avldgsen men dnda beslaktad civilisation, vars konst
vittnade om dess storhet.

Dérren 1 bakgrunden leder till "Tafvelsamlingen”. Pa National-
museum kunde konstens historia f6ljas, fran antikens Grekland till
samtidens Sverige, ordnad efter lander (skolor) och tid. Harigenom
forstods konsten som sammanldnkad med olika folk och epoker.
Detta sitt att arrangera konsten hade omkring 1800 alltmer ersatt
ett dldre paradigm med kontrasterande hangningar. Tidigare férvan-
tade betraktarna, infor olikartade verk, kunna jimféra och diskutera
olika slags foretraden och tillkortakommanden 1 firg, komposition
och motiv. I den kronologiska hangningen inplaceras besékarna som
sista utpost 1 en genealogi som ytterst pekar tillbaka pa antiken.

Besokarnas egen samtid representerades av bland annat Amalia
Lindegrens Sondagsafion i en dalstuga (1860), 6verflyttad fran Konglig
Museum. Lindegren var en av tidens mest hyllade konstnirer.
Hennes bilder spreds som reproduktioner 1 den illustrerade pressen,
som litografier, illustrationer 1 tidskrifter, dekor pa porslin och som
tablaer med dockor. Efter hemkomsten fran studiearen 1 Paris reste
hon 1857 till Dalarna tillsammans med konstnirsvinnen Jeanette
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of the Nationalmuseum board, Fritz von Dardel, decided to place them
immediately inside the main entrance instead. Balder ended up over the
entrance to the historical collections on the ground floor, flanked by Zor
and Oden. To Dardel’s mind, they gave Sweden’s national museum ‘a
truly Nordic touch’3®

In a picture in Ny Hlustrerad Tidning in 1867 of the upper stairwell at
the newly opened Nationalmuseum, a large crowd of women, men, and
young people are looking at the art—and one another.?* They must have
walked past Oden, Tor, and Balder as they went up the monumental stair-
case. Exhibited along the balustrade and in niches around the walls are
plaster casts of classical sculptures. In the foreground to the right is The
Dying Gaul; in the background, scenes from the Elgin Marbles. Between
them mingle men in high top hats and women in long skirts. A young
girl in the foreground is discussing an amphora with her mother. In this
solemn place, with its classicist coffered ceiling, the bourgeoisie of the
day met a temporally distant but still kindred civilization whose art bore
witness to its greatness.

The door in the background led to the “Tafvelsamlingen’, or picture
collections. At the Nationalmuseum, the visitor could follow the history
of art from ancient Greece to contemporary Sweden, arranged by country
(schools) and date. Art was clearly thought of as being linked to different
peoples and eras. This way of arranging art had since about 1800 increas-
ingly replaced an older paradigm of contrasting hangings. Previously, the
viewer, faced with very different works, had expected to compare and
discuss the various merits and shortcomings in colour, composition, and
subject. In a chronological arrangement, the visitor was positioned as the
last halt in a genealogy which stretched back to antiquity.

The visitor’s own time was represented by, among other things,
Amalia Lindegren’s Sunday Evening in a Farmhouse in Dalarna (1860), moved
there from the Konglig Museum. Lindegren was one of the most cel-
ebrated artists of her day. Her pictures were widely reproduced in the
illustrated press, lithographs, magazines, porcelain decoration, and wax
tableaux. After returning home from her studies in Paris, she and an artist
friend, Jeanette Holmlund, visited the province of Dalarna in 1857, and
from that time on Dala motifs were to be her most successful genre.*’

Before she turned to Swedish folklore, Lindegren had painted genre
pictures of a more European type, such as Girl with Orange (1855), which
was included in the first state purchase for the planned Nationalmuseum,



Holmlund, och fran och med denna tid blev dalmotiv hennes mest
framgangsrika genre.*’

Fore vandningen mot nationella folklivsmotiv hade Lindegren
malat genrebilder av mer europeiskt snitt, exempelvis Flicka med
apelsin (1855), som ingick 1 det forsta statsinkopet till det planera-
de Nationalmuseum, eller Blinde gubben med sina barnbarn (1855) 1
Goteborgs konstmuseum.** Hennes storsta succé blev Lillans sista
bidd (1858) som numer finns pa Nordiska Museet. Malningen visar
ett par fordldrar 1 Rattviksdrikter som sorjer sitt doda flickebarn. En
nagot dldre dotter, kanske tre till fyra ar gammal, stir bredvid fadern,
ocksa hon traditionellt kladd. En dldre man 1 skinnpéls star bakom
vaggan med det déda barnet. Lillans sista bédd utgjorde forlaga till en
av de folklivsscener som Sverige presenterade pa varldsutstéllning-
arna under andra halvan av 1800-talet. Figurerna var utférda av Karl
August Soderman (1835-1907) under konstnarlig ledning av Fritz
von Dardel. De hade bemalade ansikten och hénder av vax eller gips,
och var klidda 1 autentiska kldder.* Vaxdockor fascinerar genom
sin realism, genom att lura 6gat. De saknar den idealisering som
gips- och marmorskulpturerna besitter. Betoningen av deras folkliga
drékter och representativa féremal och sysslor, leder till en verklig-
hetseffekt inte en distanserad och beundrande blick.

Lillans sista bidd och Sondagsafion i en dalstuga ar varandras motsat-
ser, den ena ar en tragedi och den andra en idyll. Men de stiller bada
familjen och Dalarnas rika kulturarv i1 centrum. Och de gor det pa
ett 6vertygande sitt. Lindegrens teknik, med tunna penslar och lase-
rande lager, hojer verklighetsillusionen. Efter att bes6karen métt de
fornnordiska gudarna 1 nedre trapphuset och de grekiska idealkrop-
parna pa det dvre etaget stilldes hen 1 "Tafvelsamlingen” framfér
nagot som kunde upplevas som verklighet, hir och nu. Nog férstod
varje besokare att det ligger konstnarlig idealisering bakom den fiol-
spelande mannen och de tre dansande flickorna men det befinner sig
inte 1 forgrunden vid betraktandet. Istdllet styrs blicken mellan de
upplysta foremélen och ménniskorna i den ganska moérka interiéren
och fascineras av den precisa atergivningen av klader, inredningar
och féremal. Fadern spelar en polska, barnen dansar, modern har
lagt ifrdn sig stickningen for att ta hand om den lilla. P4 viggarna
hinger hemvivda textiler och 6ver den 6ppna elden kokar mid-
dagen. Malningen dr en uppvisning av Dalarnas kultur: kldderna,
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or Blind Old Man with His Grandchildren (1855) in the Gothenburg Museum
of Art."! Her greatest success came with her new style—The Last Bed of the
Little One (1858), now in Nordiska Museet. The painting shows a fam-
ily mourning the death of a baby girl, the parents dressed in traditional
Rittvik clothing. An older daughter, perhaps three or four years old,
stands next to her father, she too dressed traditionally. Behind the cradle
with the dead child stands an elderly man in sheepskin coat. The Last Bed
of the Little One was the model for one of the folklore vignettes Sweden
presented at the world exhibitions in the second half of the nineteenth
century. The figures were made by Karl August S6derman (1835-1907)
under the direction of Fritz von Dardel. They had faces and hands of
painted wax or plaster, and were dressed in authentic clothing.** Wax
figures fascinate with their realism, with their ability to deceive the eye.
They lack the idealization of plaster and marble sculptures. The empha-
sis on their folk costumes and representative objects and chores gives an
impression of reality, not a distanced and adoring gaze.

The Last Bed of the Little One and Sunday Evening in a Farmhouse in Dalarna
are diametric opposites; the one a tragedy, the other an idyll. Yet they
both centre on the family and Dalarna’s rich heritage. And they do so
In a convincing manner. Lindegren’s technique, with thin brushes and
translucent layers, heightens the illusion of reality. The visitor, having
first met the Norse gods in the lower stairwell and then Greek physical
ideals on the upper floor, would then have found in the picture collections
something that could be seen as reality, here and now. Each visitor would
probably have realized that a degree of artistic licence had been taken with
the fiddler and the three dancing girls, but that would not have been the
first thing to strike them. Instead, the gaze is directed to the illuminated
objects and people in the rather dark interior, drawn in by the precise
rendering of clothing, furnishings, and objects. The father plays a reel, the
children dance, the mother has put down her knitting to take care of the
baby. The walls are covered with woven textiles and dinner is cooking on
the hearth. The painting is a display of Dalarna culture: the clothes, mu-
sic, and dancing, the buildings, crafts, and food. But there is also evidence
of the Established Church, Sweden’s national touchstone: on the couch,
lit by daylight, is the Bible, and by the window hangs what is probably an
almanac. This is the peasant culture from which modern Sweden springs:
faith and tradition, history and modernity. This is an image of the core
values of the Swedish nation.



musiken, dansen, byggnadskonsten, hantverket och maten. Men
hér finns ocksa tecken for den rikslikande svenska statskyrkan: pa
soffan, upplyst av dagsljuset, ligger Bibeln och vid fénstret hanger
sannolikt en kalender. Detta ar den allmogekultur som det moderna
Sverige vilar pd, tro och tradition, historia och samtid. Detta 4r en
bild av kirnbefolkningen i den svenska nationen.

Vid 1800-talets mitt dominerade nationalistiska och patriotis-
ka motiv det svenska konstlivet. Det handlade om historiemaleri,
romantiska svenska landskap och folklivsbilder men utan krav
pa autenticitet. Landskapen skildrade mnte en exakt plats utan ge-
staltade en kansla, som Marcus Larsons Vattenfall 1 Smaland (1856,
Nationalmuseum) eller Vattenfall (1856, Goteborgs konstmuseum).
Hugo Salmson anvande parisiska kvinnor utkladda i daladrakter for
svenska allmogemotiv,* och Gustaf Cederstrém franska mén i karo-
lineruniformer som modeller for f6rsta versionen av Karl X11:s likfird
(1878, Goteborgs konstmuseum). Men detta var snart en omdgjlighet.
Under de sista artiondena av 1800-talet kommer svenskheten att fas-
tas allt hardare vid kroppen och landskapet. Detta blir startpunkten
for efterfoljande kapitel.
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By the mid nineteenth century, nationalist and patriotic motifs domi-
nated the Swedish art world. It was largely a question of historical paint-
ings, romantic Swedish landscapes, and folklore pictures, but without
the requirement of authenticity. The landscapes did not depict actual
places, but conveyed a feeling, as in Marcus Larson’s Waterfall in Sméland
(1865, National Museum) or Waterfall (1856’, Gothenburg Museum of
Art). Hugo Salmson used Parisian women dressed in Dala outfits for
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his Swedish peasant motifs,” and Gustaf Cederstrém French men in

Carolinian uniforms as models for the first version of The Body of Charles
XII of Sweden being carried home from Norway (1878, Gothenburg Museum of
Art). But this was soon impossible. In the last decades of the nineteenth
century, Swedishness was to be increasingly bound up with the body and
the landscape. This was the starting-point for what followed.

TRANSLATED FROM SWEDISH BY CHARLOTTE MERTON



NOTER

w N

® NS o

10.
11.
12.
13.

14.

15.
16.
17.
18.
19.
20.

21.
22.
23.
24.
25.

26.
27.
28.

29.
30.
31.
32.
33.
34.
35.
36.
37.
38.
39.
40.

41.

96

Martin A Berger, Sight Unseen. Whiteness and American Visual Culture, Berkely 2005.

Barbro Santillo Frizell, "Den vita retoriken”, Vita logner, red. Gustav Beijer, Malmé 2010, s. 31.
Martin Bernal, Black Athena. The Afroasiatic Roots of Classical Civilization, New Brunswick (1987) 1991,
s. 25.

Bernal, 1991, s. 441.

Bernal, 1991, s. 30.

Bernal 1991, s. 165-169.

Bernal 1991, s. 189.

Sven-Olov Wallenstein, "Efterord”, Johann Joachim Winckelmann, Tankar om imitationen av de gre-
kiska verken inom maleriet och skulpturen (Gedanken iiber die Nachahmung der griechischen Werke in der Malerei
und der Bildhauerkunst 1755-1756), 6vers. Sven-Olov Wallenstein, Goteborg 2007, s. 147.
Karlholm 1996, s. 29.

Winckelmann 2007, s. 13 och s. 80.

Bernal 1991, s. 212-215.

Alex Potts, Flesh and the Ideal. Winckelmann and the Origins of Art History, New Haven 1994, s. 160-161.
Johann Joachim Winckelmann, History of the Art of Antiquity (Geschichte der Kunst des Alterthums 1764),
6vers. Harry Francis Mallgrave, Los Angeles 2006, s. 195. Kommenteras av Potts 1994, s. 161.
Gunnar Broberg, Homo Sapiens L. Studier i Carl von Linnés naturuppfatining och ménniskoldira, diss.
Uppsala universitet 1975, Uppsala 1975, s. 155.

Broberg 1975, 5. 207.

Broberg 1975, 5. 212-213.

Broberg 1975, s. 222-223.

Christian Catomeris, Det ohyggliga arvet. Sverige och framlingen genom tiderna, Stockholm 2004, s. 195.
Sara Ahmed, ”Att bli framlingen. Att bli den infédde”, Vithetens hegemons, Hagersten 2011, s. 35-63.
Citerat ur: Lena Johannesson, "Folkdriktstudium och folkdriktsverk i Norden och Europa.
Nagra reflektioner”, Natur och nationalitet. Nordisk bildkonst 1800-1850 och dess europeiska bakgrund,
red. Jérgen Wiebull och Per Jonas Nordhagen, Héganis 1992, s. 150-151.

Bernal 1991, s. 219.

Leo Kramadr, Rasismens ideologer, fran Gobineau till Hitler, Stockholm 20000, s. 43.

Bernal 1991, s. 343.

Arthur de Gobineau, The Inequality of Human Races, London 1915, s. 104-107.

Dan Karlholm, Handbickernas konsthistoria. Om skapandet av “allmin konsthistoria” i Tyskland under
1800-talet, diss. Uppsala universitet 1996, Ho6r 1996, s. 77-79.

Per Bjurstrém, Nationalmuseum 1792-1992, Stockholm 1992, s. 84.

Bjurstrom 1992, s. 77.

De olika mélningarna av Konglig Museum och deras relation till verkligheten diskuteras i: Solfrid
Séderlind och Ulf G Johnsson, ”Pehr Hillestroms malningar av Kongl. Museum”, Kongl. Museum.
Rum for ideal och bildning, Arsbok fér Statens konstmuseer nr 39, Stockholm 1993, s. 65-70.

Dr Carolina Brown, Hogskolan pa Gotland, e-brev till Jeff Werner, 2012-12-13.

Intendent Martin Markelius, Armémuseum, e-brev till Jeff Werner, 2012-12-13.

Bjurstrom 1992, s. 98.

Bengt Thordeman, Gaternas gudar i Fogelbergs gestaltning, Stockholm 1961, s. 15-17.

Thordeman 1961, s. 21-40.

"Stockholm”, Afionbladet 1845-08-09.

Thordeman 1961, s. 56.

Thordeman 1961, s. 61.

Thordeman 1961, s. 70.

Thordeman 1961, s. 84.

Ny Tllustrerad Tldningnr 42 1867, s. 333.

Eva-Lena Bengtsson och Barbro Werkmister, Fidn Amalia Lindegren till Julia Beck. Kvinnliga konstnéirer
pa Konstakademien 1847-1872, Stockholm 1997, s. 91.

Flicka med apelsinforvarvades 1856. Eva-Lena Bengtsson, ” Amalia Lindegren och verklighetens poesi”,
Firén Amalia Lindegren till Julia Beck. Kvinnliga konstnéirer pi Konstakademien 1847-1872, Stockholm 1997, s. 38.

w

o N o o

10.
11.
12.

13.

14.

15.
16.

17.

18.
19.
20.
21.
22.
23.
24.
25.

26.

27.

28.

29.
30.
31.

97

NOTES

Martin A. Berger, Sight Unseen: Whiteness and American Visual Culture, Berkeley 2005.

Barbro Santillo Frizell, ‘Den vita retoriken’, Vita ligner, ed. Gustav Beijer, Malmé 2010, p. 31.
Martin Bernal, Black Athena: The Affoasiatic Roots of Classical Civilzation, New Brunswick
(1987) 1991, p. 25.

Bernal 1991, p. 441.

Bernal 1991, p. 30.

Bernal 1991, pp. 165-169.

Bernal 1991, p. 189.

Sven-Olov Wallenstein, ‘Efterord’, in Johann Joachim Winckelmann, Tankar om imitationen av
de grekiska verken inom maleriet och skulpturen (Gedanken iiber die Nachahmung der griechischen Werke
in der Malerie und der Bildhauerkunst 1755-1756), trans. Sven-Olov Wallenstein, Gothenburg

2007, p. 147.

Karlholm 1996, p. 29.

Winckelmann 2007, p. 13 & 80.

Bernal 1991, pp. 212-215.

Alex Potts, Flesh and the Ideal: Winckelmann and the Origins of Art History, New Haven 1994, pp.
160-161.

Johann Joachim Winckelmann, History of the Art of Antiquity (Geschichte der Kunst des Alterthums
1764), trans. Harry Francis Mallgrave, Los Angeles 2006, 195; remarked on by Potts 1994,
p- 161.

Gunnar Broberg, Homo Sapiens L. Studier i Carl von Linnés naturuppfatining och ménniskoléira, diss.

Uppsala universitet, Uppsala 1975, p. 155.

Broberg 1975, p. 207.

Broberg 1975, pp. 212-213.

Broberg 1975, pp. 222-223.

Christian Catomeris, Det ohyggliga arvet. Sverige och framlingen genom tiderna, Stockholm 2004,
p- 195.

Sara Ahmed, ‘Att bli framlingen: Att bli den infédde’, Vithetens hegemoni, Hagersten 2011, pp.
35-63.

Quoted in Lena Johannesson, ‘Folkdriktstudium och folkdréktsverk i Norden och Europa:
Nagra reflektioner’, in Natur och nationalitet: Nordisk bildkonst 1800-1850 och dess europeiska
bakgrund, eds. Jérgen Wiebull and Per Jonas Nordhagen, Hoganis 1992, pp. 150-151.
Bernal 1991, p. 219.

Leo Kramdr, Rasismens ideologer, frin Gobineau till Hitler, Stockholm 20000, p. 43.

Bernal 1991, p. 343.

Arthur de Gobineau, The Inequality of Human Races, London 1915, pp. 104-107.

Dan Karlholm, Handbickernas konsthistoria: Om skapandet av "allmén konsthistoria” @ Tyskland
under 1800-talet, diss. Uppsala University 1996, Ho6r 1996, pp. 77-79.

Per Bjurstrom, Nationalmuseum 1792-1992, Stockholm 1992, p. 84.

Bjurstrom 1992, p. 77.

The various paintings from the Konglig Museum and their relation to reality are discussed
in Solfrid Séderlind and UIf G. Johnsson, ‘Pehr Hillestroms mélningar av Kongl. Museum’,
Kongl. Museum: Rum for ideal och bildning, Arsbok for Statens konstmuseer 39, Stockholm
1993, pp. 65-70.

Carolina Brown, Gotland University, email to Jeff Werner, 13 December 2012.

Curator Martin Markelius, Army Museum, email to Jeff Werner, 13 December 2012.
Bjurstrém 1992, p. 98.



42.

43.

98

Jeff Werner, Medelvéiigens estetik. Sverigebilder i USA, del 1, Hedemora/Moklinta 2008, s. 73-75;
Jonas Berg, "Driktdockor — Hazelius” och andras”, Fataburen. Nordiska museets och Skansens drsbok,
Stockholm 1980, s. 22; Karen Wonders, Habitat Dioramas. Illusions of Wilderness in Museums of Natural
History, diss. Uppsala universitet, Uppsala 1993, s. 95.

Birgitta Rausing, "Maleriet”, i Jan Thorsten Ahlstrand et al., Signums svenska konsthistoria. Konsten
1890-1915, Lund 2001, s. 235.

32.
33.
34.
35.
36.

37.

38.
39.
40.

41.

42.

43.

99

Bengt Thordeman, Goternas gudar i Fogelbergs gestaltning, Stockholm 1961, pp. 15-17.
Thordeman 1961, pp. 21-40.

‘Stockholm”, Affonbladet, 9 August 1845.

Thordeman 1961, p. 56.

Thordeman 1961, p. 61.

Thordeman 1961, p. 70.

Thordeman 1961, pp. 84.

Ny Dllustrerad Tidning no. 42, 1867, p. 333.

Eva-Lena Bengtsson and Barbro Werkmaster, Frdn Amalia Lindegren till fulia Beck: Kvinnliga
konstndirer pd Konstakademien 1847-1872, Stockholm 1997, p. 91.

Flicka med apelsin, acquired 1856. Eva-Lena Bengtsson, ‘Amalia Lindegren och verklighetens
poest’, Fran Amalia Lindegren till fulia Beck. Kvinnliga konstndirer pd Konstakademien 1847-1872,
Stockholm 1997, p. 38.

Jeft Werner, Medelvigens estetik: Sverigebilderi USA, vol. 1, Hedemora/Moklinta 2008, pp. 73—
75; Jonas Berg, ‘Driktdockor—Hazelius’ och andras’, Fataburen. Nordiska museets och Skansens
drsbok, Stockholm 1980, p. 22; Karen Wonders, Habitat Dioramas: lllusions of Wilderness in
Museums of Natural History, diss. Uppsala University, Uppsala 1993, p. 95.

Birgitta Rausing, ‘Maleriet’, in Jan Thorsten Ahlstrand et al., Signums svenska konsthistoria:
Konsten 1890-1915, Lund 2001, p. 235.



Fig. 30

Carl August Ehrensvard, svensk 1745-1800, Nordiskt landskap med klassisk tempelruin,
cirka 1782-1790, tuschlavering pa papper, 27,8 x 43 cm, Géteborgs konstmuseum,
inképt 1922, T 11/1922. Foto: Hossein Sehatlou.

Carl August Ehrensvird, Swedish 1745-1800, Nordic Landscape with Classical Temple
Ruin, circa 1782-1790, indian ink on paper, 27,8 x 43 cm, Gothenburg Museum of Art,
purchased in 1922, T 11/1922. Photo: Hossein Sehatlou.

Fig. 31

John Ericsson, svensk 1877-1951, och Natan Johansson, svensk 1893-1951,
Saltoluokta mot Stora Sjéfallet, vaggmalning i Stockholm centralstations
vénthall. Foto: Trafikverket.

John Ericsson, Swedish 1877-1951, and Natan Johansson, Swedish
1893-1951, Saltoluokta, Looking Towards Stora Sjéfallet, mural in the main
concourse of Stockholm Central Station departure hall.

Photo: Transport Administration.

Fig. 32
Stig Blomberg, svensk 1901-1970, Ringen, 1959, Stockholms centralstation.

Stig Blomberg, Swedish 1901-1970, The Ring, 1959, Stockholm Central Station.

Fig. 33
Gotlands
Omslag till Gotlandsguiden 2013.
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JEFF WERNER

BLAGULA LANDSKAP

Det hér dar ditt land

Det héir dir mitt land
fran Ales stenar

tll norra Lappland
fran Bohus klippor

tll Gotlands raukar

Landet, det tillhor dej och mej

Med mirka skogar

och hoga furor

med vita bjorkar

och roda stugor

med_ falt och akrar

och varv och gruvor

landet, det tillhor dej och mey

Sa skaldar Mikael Wiehe 1 sin svenska 6versittning av Woody
Guthries This Land Is Your Land. Den starka nationalismen och kopp-
lingen mellan nationalstaten och naturen kan tyckas 6verraskande for
att komma fran en gammal vansteraktivist, men kan forstds som att
Wiehe inte vill att fascisterna ska ha ensamritt att dlska Sverige och
det svenska landskapet. Mojligen kdnner Wiehe ocksa till att dyrkan
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JEFF WERNER
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A BLUE-AND-YELLOW LANDSCAPE

This land is your land, this land is my land
From Ale’s Stones to Northern Lapland
From Bohus’s cliffs to Gotlands sea stacks
This land was made for you and me

With dark forests and tall pines

With white birch trees and red cottages

With fields and pastures and shipyards and mines
This land was made for you and me

So runs Mikael Wiehe’s song, his Swedish translation of Woody
Guthrie’s This Land Is Your Land. The forcefulness of its nationalism
and the linking of nation-state and Nature may come as a surprise from
an old left-wing activist, but can be understood as reflecting Wiehe’s
determination that the fascists should not have a monopoly on loving
Sweden and the Swedish landscape. It is also possible that Wiehe knew
that ever since 1900 the cult of the Swedish countryside has been con-
sidered a more democratic and acceptable form of nationalism than cel-
cbrations of the monarchy or the national spirit. This essay will exam-
ine which kinds of images of Swedish Nature have become intertwined
with notions of Swedishness, and which sections of the population were
be associated with images of the Swedish countryside. The hypothesis
is that natural images, just like other forms of visual culture, can be
colour-coded.! In the images of Swedish Nature, are there whiteness-
producing elements?



av den svenska naturen, sedan sekelskiftet 1900, ansetts vara en mer
demokratisk och acceptabel form av nationalism dn hyllningar av
monarkin och folksjdlen. Detta kapitel kommer att undersoka vilka
slags bilder av den svenska naturen som sammanflatats med forestall-
ningar om svenskhet, samt vilka befolkningsgrupper som associerats
med bilder av den svenska naturen. Hypotesen ar att naturbilder
liksom annan visuell kultur kan firgkodas.! Finns det 1 bilderna av
svensk natur vithetsproducerande inslag?

I foregaende kapitel diskuterades bland annat Amalia Lindegrens
genrebilder fran Dalarna ur ett vithetsperspektiv. Det rader ingen
tvekan om att utndmnandandet av dktsvenska geografiska miljéer
bidrog till att konstituera den svenska vitheten, men det finns en
uppenbar friktionsyta. De sjdlvigande bonderna i Dalarna ar inte
identiska med de normerande grupper runt vilka svenskheten linda-
des under 1800-talet. Hos Amalia Lindegren och andra betraktas de
med en viss distans.

For den moderna och huvudsakligen urbana befolkning som
konsumerade Lindegrens malningar framstod bondebefolkningen
1 Dalarna visserligen som traditionsbevarande féredémen, men de
ansags inte vara framatsyftande. Dalfolkets rakryggade och mora-
liska laggning framstod otvivelaktigt som ett ideal med giltighet 1
samtiden men deras kultur var oféranderlig. Dalarnas folk var alltsa
varken de Andra som svenskhet och vithet kunde profilera sig mot,
eller ett framtidsorienterat ”vi” som den kunde associera sig med. De
tillhérde en svunnen tid som bast ldmpade sig for att visas upp pa
Skansen eller pd midsommarfester vid Siljans strand. Eftersom syftet
med denna studie ar att komma &t vithetens omarkerade centrum,
provas 1detta kapitel en annan vag: kopplingen mellan svenska land-
skap och vita kroppar.

Moderniseringen av Sverige skapade ett kluvet forhéllande till
framsteg och tradition. Under andra halvan av 1800-talet s6gs en allt
storre del av den svenska befolkningen in 1, vad Marshall Berman har
bendmnt, modernitetens stromvirvel.? Samtidigt som man upplevde ett
tvang att vara med sin tid, att halla sig socialt, politiskt och tekniskt in-
formerad, sorjdes att traditionella varden gick férlorade. Moderniteten
gick hand 1 hand med nostalgin. Det &r 1 skenet av detta ljus som det
alltmer intensifierade bevarandearbetet av folkliga byggnadstyper ska
forstds, liksom nedtecknandet av folkliga seder och uttryck.

104

105

The previous essay discussed Amalia Lindegren’s genre pictures from
Dalarna from a whiteness perspective. There is no doubt the identification
of genuinely Swedish geographical settings contributed to the construc-
tion of Swedish whiteness, but there is an obvious friction. Peasant farm-
ers in Dalarna were not synonymous with the normative groups on which
Swedishness centred in the nineteenth century. For Amalia Lindegren and
others, they were viewed from something of a distance.

For the modern and predominantly urban population that were drawn
to Lindegren’s paintings, the peasants of Dalarna may have appeared to
be mainstays of tradition, but they were not considered forward-looking;
their moral decency was undoubtedly an ideal that all then could look up
to, but their culture was unchanging. The people of Dalarna were not the
Others that Swedishness and whiteness could be pitted against, neither
were they a future-oriented We that could be associated with. Instead,
they belonged to a bygone era best suited to being put on show at the
Skansen open-air museum in Stockholm or to midsummer celebrations
on the shores of Siljan. Since the purpose of this study is to fathom the
heart of whiteness that has been ignored so long, a different approach is
tried here: the link between the Swedish landscape and white bodies.

The modernization of Sweden created mixed feelings about progress
and tradition. During the second half of the nineteenth century, an in-
creasing proportion of the Swedish population was sucked into what
Marshall Berman has called the maelstrom of modernity.? At the same
time as people felt compelled to stay up to date, to keep abreast socially,
politically, and technologically, the loss of traditional values was much re-
gretted. Modernity went hand in hand with nostalgia. The increasing ef-
forts to preserve Sweden’s vernacular architecture should be understood
in this light, as should the concerted efforts to collect of folk customs and
expressions.

Few personified this ambivalence better than the artist Anders Zorn.
On the one hand, he defended Sweden’s rural traditions, encouraged the
use of folk costume and traditional customs, and acted to save old build-
ings. On the other hand, he was distinctly modern, if not to say fashion-
able, in his art. He acquired a wood-fired water-heater at the world fair in
Chicago in 1893 that was connected to his home heating system. His home
in Mora was equipped with a toilet and bath at the turn of the century,
electricity in 1906, and a house phone in 1908. A stainless-steel sink unit
was installed in the kitchen in 1914.> And he began to use a camera instead



F4 personifierar denna ambivalens bittre &n Anders Zorn. A ena
sidan slog han vakt om sin hembygds traditioner, uppmuntrade an-
vandandet av folkdrikt och traditionella seder och l4t samla in och
bevara gamla byggnader. A andra sidan var han utpriglat modern,
for att inte siga mondén 1 sin konst. Han férvirvade en vedeldad
varmvattenberedare pa varldsutstillningen i Chicago 1893 som
kopplades till husets uppvirmning. Hans hem 1 Mora forsdgs med
WC och badkar 1 bérjan av seklet, elektricitet 1906, interntelefon
1908. En rostfri diskbéank sattes in 1 koket 1914.2 Och han bérjade
anvanda kamera 1 stallet for skissblock for att ta fram férlagor till sina
malningar. Zorn framstar sdlunda som en brygga mellan ett kultur-
arvifierat Dalarna och ett modernt Sverige.

Det finns anledning att aterkomma till Zorn, men férst nagra ord
om nationsskapandet 1 Sverige under andra halvan av 1800-talet.
Lars Jonses har pekat pa territoriets betydelse fér definitionen av vad
Sverige ar. I1angt mindre grad dn grannlédnderna Norge och Tyskland
grundades den svenska identiteten 1 Blut und Boden. Det sammanhal-
lande kittet var inte folket eller ndgot mytiskt urhem. Sverige bestod
av flera olikartade landskap och folkgrupper. Det nationella projektet
handlade 1 detta perspektiv om integration.* Svear, gétar och gutar
betraktades alla som svenskar vilka befolkade det svenska territoriet.

I denna process knéts vita svenska befolkningsgrupper till de
svenska landskapen. Icke-vita folkgrupper definierades antingen som
rotl6sa (den vandrande juden, zigenare...) eller som egentligen hem-
hériga 1 en annan nation. Déarutéver fanns befolkningsgrupper med
en mer ambivalent position till svenskhet och vithet som férbands
med det svenska territoriets utmarker, exempelvis Finnskogarna och
Lappmarkerna.

Om det tidiga 1800-talet var inriktat pa det immateriella kultur-
arvet (spraket, sagorna, sangerna, sederna...) fokuserade den sena-
re delen pa det materiella (byggnaderna och bruksféremaélen, men
ocksad naturen och kroppen).” Viktiga aktérer 1 denna process var
museerna, inklusive det internationellt forebildliga Skansen, men
ocksda Svenska Turistféreningen. Det materiella kulturarvet skulle
helst upplevas pa plats med vandringstav och réansel.

I den svenska diskursen har, som inledningsvis noterades, dyr-
kan av naturen betraktats som en form av mindre storvulen nationa-
lism 4n den som hyllar blodet, rasen eller folket. Det talades redan
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of a sketchbook to work up the models for his paintings. Zorn thus stands
out as someone who bridged heritage Dalarna and modern Sweden.

We will return to Zorn later, but first a few words about nation-build-
ing in Sweden during the second half of the nineteenth century. Lars

Jonses has pointed to the importance of territory in defining what Sweden

was. Far less than in neighbouring Norway and Germany, the Swedish
identity was founded on Blut und Boden. The unifying factor was not the
people or some mythical homeland. Sweden, after all, consisted of several
disparate landscapes and ethnic groups. The national project in this sense
was a question of integration.' The Svear, Geats, and Gutes who popu-
lated Swedish territory were all thought of as Swedes.

In the process, white Swedish population groups were linked to the
various Swedish provinces. Non-white ethnic groups were either defined
as rootless (wandering Jews, gypsies) or as really belonging in another
nation altogether. In addition, there were communities with a more am-
bivalent position when it came to Swedishness and whiteness, and which
were associated with the fringes of Sweden’s territory, such as Finnskogen
(‘Forest of the Finns’) and Lappmarken (‘Lapp lands’) in the north of the
country.

If the focus in the early nineteenth century was on an intangible cul-
tural heritage (language, stories, songs, customs), in the second half of the
century it was on the material (buildings and utensils, but also Nature and
the body).” The key actors in this process were Sweden’s museums, in-
cluding the internationally famous Skansen, but also the Swedish Tourist
Association. The country’s material heritage was preferably to be experi-
enced on the spot, armed with a walking stick and a rucksack.

In the Swedish discourse, as already noted, the worship of Nature
was regarded as a more acceptable form of nationalism than the sort that
celebrated blood, race, or people. As early as the turn of the twentieth cen-
tury there was talk of Nature being the basis for a democratic nationalism.
Unlike the brand of history that, as the historian Jacob Christensson puts
it, appeared ‘to be something that only concerned the advocates of anti-
quated right-wing values and old-fogey punch-room patriotism’, Nature
caught on with all Swedes. It was Nature, it was said, which determined
the Swedish temperament and character.’

The linking of notions of Swedishness to democracy and the land-
scape was to prove very successful. The Sweden-democracy-Nature con-
stellation has survived all subsequent shifts in political wind, urbanization,



kring sekelskiftet 1900 om naturen som bas fér en demokratisk na-
tionalism. Till skillnad frén historien som, med idéhistorikern Jakob
Christenssons formulering, framstod "som nagot som endast angick
anhingarna av foraldrade hogervirderingar och gubbig punschbals-
patriotism”, slog naturen an hos alla svenskar. Det var naturen, hette
det, som skapat det svenska folkkynnet och folkkaraktdren.®

Att knyta forestallningar om svenskhet till demokratin och land-
skapetblev mycket framgangsrikt. Konstellationen Sverige-demokrati-
natur har 6verlevt vixlande politiska vindar, urbanisering, globali-
sering och skiftande migrationsmoénster. Men vilka landskapstyper
som sammankopplas med svenskhet har fluktuerat. Lange var det de
barrsskogstackta delarna av landet som framstod som mest svenska.
Under det sol- och baddyrkande 1900-talet kompletteras de av sjéar
och kustlandskap. Pa 1980-talet hojdes roster for att géra Ulf Lundells
Oppna landskap (1982) till ny svensk nationalséng. I Lundells lyrik hyl-
las det 6ppna landskapet ndra kusten, inte den fjallhéga nord. ”Du
gamla, du fria ansags uttrycka alltfér gammeldags och unkna uppfatt-
ningar som var opassande for det moderna Sverige. Att den svenska
nationalsangen inleds med en lovsang till fjallen har mindre med den
topografiska &n den emotionella kartan att gora”, konstaterar Orvar
Lofgren.” Richard Dybecks text till nationalsdngen skrevs 1844 efter
ett besok 1 Dalarna och var knappast avsedd att endast beskriva det
svenska landskapet. Du gamla, du fria blev ocksa langsamt och under
strid accepterad som Sveriges nationalsang, och har heller aldrig stad-
fasts som sadan genom politiskt beslut.

Forloppet som skapade vita, svenska landskap intensifierades un-
der de sista decennierna av 1800-talet. Dessférinnan dominerade sy-
nen pa naturen som en ekonomisk resurs. Topografiska skildringar
av Sverige under 1700- och 1800-talen kan 1 detta perspektiv ses som
initiala aktioner som gjorde landskapen svenska dven om de linge
hade fokus pa omradenas niringar som skogen, malmen och jord-
bruket. Delar av det svenska territoriet associerades med de folk-
grupper som fillde skogen, férddlade malmen och odlade jorden.
Dirfér kunde tidigare 1 historien de stora skogarna i norra Varmland
férknippas med finnar och Bergslagen med valloner.

Avgorande for de senaste drygt hundra arens syn pa den svenska
naturen var att borgarklassen under det slutande 1800-talet som-
martid bérjade appropriera valda delar av Sverige 1 syfte att under
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globalization, and migration patterns. However, the types of landscapes
associated with Swedishness have fluctuated. For a long time it was the
pine-clad areas of the country that appeared most Swedish. In the sun-
worshipping, swimming-mad twentieth century, lakes and coastal scenery
were added to the list. In the 1980s, there were calls to make Ulf Lundell’s
song Oppna landskap (1982, ‘Open landscape’) the new Swedish national
anthem. Lundell’s lyrics hail the open countryside near the coast, not
the mountainous North. The anthem Du gamla, du_fria ("Thou ancient,
thou free’) was felt to embody stale, old-fashioned ideas that were unbe-
coming of modern Sweden. “The fact that the Swedish national anthem
begins with a song of praise to the mountains has less to do with the topo-
graphic than the emotional map-making’, notes Orvar Lofgren.” Richard
Dybeck’s lyrics for the national anthem were written in 1844 after he had
paid a visit to Dalarna, and were scarcely intended to describe only the
Swedish landscape. It was only after a long and tortuous process that Du
gamla, du fria gained general acceptance as Sweden’s national anthem, and
it has never been officially selected as such.

The course of events that created a white, Swedish landscape in-
tensified during the last decades of the nineteenth century. Before that,
the view that Nature was an economic resource had dominated. In this
perspective, topographical accounts of Sweden from the eighteenth and
nineteenth centuries can be seen as the first steps in making the land-
scape Swedish, although they long concentrated on such industries as
forestry, mining, and agriculture. Some Swedish territory was associated
with the ethnic groups who felled the forests, refined the ore, and farmed
the land. This was why earlier in Sweden’s history the vast forests of
northern Varmland were associated with the Finns, and Bergslagen with
the Walloons.

The determining factor in the last hundred years’ views on Swedish
Nature was that in the summers towards the end of the nineteenth cen-
tury, the middle classes began to appropriate select parts of Sweden, intent
on living a more authentic life for a few weeks, far from the noise of the
big city. 'To this day, a holiday cottage is a whiteness-producing locus, and
the contours of an ideal Swedish summer are still dominated by white,
middle-class norms and values.?

The process by which choice picturesque Swedish geography was
made the subject of attention, admiration, study, or documentation may
be termed ‘the white gaze’? It was closely related to the ‘tourist gaze’



nagra veckor leva ett mer autentiskt liv, langt fran storstadens larm.
Ani dag ir sommarstugan en vithetsproducerande milj6 och de ideal
som rader kring det ideala svenska sommarlivet domineras av den
vita medelklassens normer och virderingar.®

Den process genom vilken de avbildningsvérda utsnitten ur den
svenska geografin gors till foremal f6r uppmirksamhet, beundran,
studium eller dokumentation kan benidmnas “den vita blicken”?
Den ér ndra beslidktad med den "turistblick” som John Urry utfors-
kat.'” Det handlar om en process under vilken vissa landskapstyper
viljs ut som sevarda och essentiellt svenska. De landskap som under
1800-talet utvaldes som svenska ar forstas néstan undantagslost situ-
erade 1 Sverige, men det betyder inte att alla geografiska platser eller
1 Sverige vanliga biotoper blev motiv f6r mélare och fotografer. Det
fanns platser och motiv inom landets granser som endast langsamt
I4t sig inordnas 1 det mentala svenska territoriet. Det géller exempel-
vis Bohuskusten och de skanska slitterna.'!

Aven fjallvirlden inordnades sent i den mentala bilden av Sverige.
Som framgdtt ovan, i diskussionen om Carl von Linné, Skansens
tablder och folkdriktsbilder, sags fjallen som samernas territorium.
Det var ett griansland, befolkat av minniskor med fraimmande seder
och sprak. I dldre tid ndr Sverige definierades utifran kungamakten
och mer eller mindre tllfilliga grinsdragningar var det inget
problem. Men 1 takt med att Sverige alltmer férbands med distinkt
avgriansade territorier blev grinstrakter som fjallvarlden angeldgna
att forsvenska. I ett 1800-tal upptaget av att bringa ordning och
reda var flytande tillstind inget efterstravansvart. En svenskhet
som gradvis avtog ju lingre fran centrum man rérde sig var svar att
acceptera. Det svenska kom istdllet att konstitueras av olika regionala
identiteter inom fastlagda granser. I detta sammanhang kan det
okande engagemanget i fjallvirlden forstas.

Med Svenska Turistféreningen (1885), Riksféreningen for skid-
16pningens framjande 1 Sverige (1892) och Svenska naturskydds-
foreningen (1909) spreds intresset f6r de norra delarna av landet,
dven om "lappmarkerna” lange framst ansags passa for morska, vita,
vildmarksélskande mén. 1909 inrittades ocksa de nio forsta svenska
nationalparkerna varav fyraiLappland och en 1 Harjedalen: Abisko,
Garphyttan, Hamra, Pieljekaise, Sarek, Stora Sjofallet, Sonfjillet,
Angsé och Gotska Sandén. Jirnvigsnitets utbyggnad okade
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explored by John Urry." It was a process that saw certain types of land-
scapes singled out as essentially Swedish and well worth the seeing. Those
chosen in the nineteenth century as Swedish were almost without excep-
tion in Sweden proper, but that did not mean that all geographic loca-
tions or common biotopes in Sweden became the subject of painters and
photographers: there were places and motifs within its borders that were
only slowly subsumed into Sweden’s mental territory. This was the case
with the Bohusldn coast in the west and the plains of Skane (Scania) in
the far south, for example."

The mountains too were late to be subsumed into Sweden’s self-
perception. As we have seen, when it came to Carl Linnaeus, tableaux
at Skansen, or paintings of folk costume, the northern mountains were
thought of as Sami territory. It was a frontier country, populated by peo-
ple with strange customs and language. This had not been a problem
back when Sweden was defined by the nature of royal power and more
or less temporary national borders, but as Sweden increasingly became
a series of territories bounded by firmly demarcated borders, the need
arose to make the borderlands and mountains more Swedish. In a nine-
teenth century preoccupied with bringing order to chaos, fluid situations
were far from desirable. A Swedishness that gradually waned the further
one was from the centre was difficult to accept. Swedishness instead came
to be constituted of different regional identities within fixed borders. It is
against this background that the growing fascination with its mountain-
ous areas should be understood.

The founding of the Swedish Tourist Association (1885), the
Association for the Promotion of Ski-racing in Sweden (1892), and the
Swedish Society for Nature Conservation (1909) fuelled interest in the
northern parts of the country, although Lappmarken in the far north
was long thought of as the preserve of brave, white, wilderness-loving
outdoorsmen. It was also in 1909 that the first nine Swedish national
parks were established, including four in Lapland and one in Hérjedalen:
Abisko, Garphyttan, Hamra, Pieljekaise, Sarek, Stora Sjofallet, Sonfjéllet,
Angso, and Gotska Sandon. The expansion of the railways certainly im-
proved access to the vast northern regions of Sweden, yet it was only
with the advent of modern mountain tourism at the turn of the last cen-
tury that the white open spaces became the natural stamping ground
of the white, Swedish population.'* Northern Nature—with its cold and
hardships which, according to scientific racism, had tempered the Aryan



tillgdngligheten till de vidstrackta nordliga delarna av Sverige. Forst
1 och med den moderna fjallturismen som tar fart vid sekelskiftet
blir de vita vidderna hela den vita, svenska befolkningens naturliga
terrang.'? Den nordliga natur, som genom koéld och pafrestningar av
rasbiologins teoretiker antogs ha hdrdat den ariska rasen, kunde nu
pa allvar intas. Dess hélsobringande effekter betonades 1 marknads-
foéringen och svenskarna blev ett skiddkande folk.

Det ar ocksa vid denna tid som ett modernt fjallmode uppstar.
Minnen hade dessférinnan kunnat aka 1 en avlagd yllekostym men
for kvinnorna fanns inga lampliga klader vid en tid nir anstandig-
heten kravde ankellinga kjolar. Vid sekelskiftet 1900 utvecklades
darfér den sd kallade "lappdrikten”, med inspiration fran samernas
klader. Att aka skidor blev hérigenom att fo6r en period ikldda sig
rollen av den Andre - liksom Linné hade gjort fér portrittet 1 sam-
eklader. Marianne Larsson berittar i en artikel om fjallmodet hur en
grupp kvinnliga skiddkare vid sekelskiftet dven tog sig "lappnamn”
pa skdmt: Karjula, Ristikka, Njotana och Katjama.'?

"Lappdrékten” dr dock en parantes 1 modehistorien. Vid mel-
lankrigstiden hade moderna konfektionssydda sportklader for kvin-
nor slagit igenom, med skidbyxor och korta jackor. 1934 publicerar
KF:s bokforlag Hur bo?, forfattad av Svenska slojdféreningens ord-
forande Gregor Paulsson. Bokens huvudbudskap var att den nya ti-
den fordrade moderna bostader. I ett forsta bilduppslag kontrasteras
en salong fran omkring 1880 mot ett modernt vardagsrum. Sett ur
det moderna livets perspektiv dr 1880-talssalongen "en karikatyr av
hemlivet”, enligt Paulsson, men som representationsyta fér 1800-ta-
lets borgerlighet fungerade den vil.'* Skriften innehaller en for tiden
typisk retorik dér den moderna bostaden bland annat jamférs med
atlantdngare, ddr "arlighet” 1 designen hyllas och ddr betydelsen av
ljus poangteras. Vinsten med vita vaggar dgnas en sarskild utred-
ning."” Négot 6verraskande avslutas framstéllningen med en bild av
en kvinnlig skiddkare som 1 ensamt majestdt ar pa vag nerfor ett
fjall. Det ar ett fotografi som férmedlar frihet och total kontroll av
situationen. Men Paulssons poédng édr en annan: "Skidloperskan som
1 byxor och lumberjacka ensam l6per ner for fjéllsidan, kladd och
utrustad rationellt, ser med 16je pa en framfaren generations sitt att
idka kroppskultur. [...] Men nir hon kommer hem far hon kanske
sova pa en duchatel i en hall...”*® Idrottandet har blivit modernt, men
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race—now began to figure prominently. Its healthful effects were empha-
sized in tourism marketing, and the Swedes became a nation of skiers.

It was also around this time that modern mountain fashion arrived.
Men had previously been happy to don layers of woollen gear, but for
women there was no appropriate clothing at a time when decency de-
manded ankle-length skirts. The period around 1900 therefore saw the
arrival of the so-called lappdriikt or ‘Lapp costume’, inspired by Sami cloth-
ing. For a while, to go skiing was thus to assume the role of the Other—just
as Linnaeus had done for his portrait in Sami clothing. Marianne Larsson
describes in an article about mountain fashion how a group of female ski-
ers at the turn of the century even took ‘Lappish names’ as a joke, calling
themselves Karjula, Ristikka, Njotana, and Katjama.'

The question of Lapp costume is a footnote to fashion history, how-
ever. In the interwar period, the first modern, ready-made sportswear for
women appeared, with ski trousers and short jackets. In 1934, the Swedish
Co-operative Union published Hur bo? (‘How to live?’), written by the
chairman of the Swedish Arts and Crafts Society, Gregor Paulsson. The
book’s central message was that the new age called for modern homes.
In the first picture, a salon from about 1880 is contrasted with a modern
living-room. Seen through the lens of modern life, the parlour was ‘a cari-
cature of home life’, according to Paulsson, but as a reception room for the
nineteenth-century bourgeoisie it had served its purpose well.'* The book
is framed in the rhetoric characteristic of the period, where the modern
home is compared to an ocean liner, the ‘honesty’ of a design is all, and
the importance of light is emphasized. The advantages of white walls are a
subject of special consideration.'” Somewhat surprisingly, it all ends with
a picture of a woman skiing in splendid isolation down a mountain. It is a
photograph that speaks of freedom and total control of the situation, but
Paulsson’s reason for including it is rather different: “The lady ski-racer,
who, in trousers and lumber jacket, skis down the mountainside, ratio-
nally clothed and equipped, looks with derision on a past generation’s
way of engaging in physical culture. ... But when she returns home, she
may perhaps sleep on a chaise longue in a drawing-room.'® Sport might
have become modern, but not home living—that was the point Paulsson
wanted to make. In the next essay, it is the whiteness generated by design
that will be further examined.

That sport and the outdoor life had a prominent place in the modern-
ization of Sweden is beyond question. The relationship between outdoor



inte boendet, dr poangen Paulsson vill ta hem. I f6ljande kapitel kom-
mer designens vithetsproduktion att granskas nérmare.

Att idrotten och friluftslivet hade en framtrddande plats 1 moder-
niseringen av Sverige torde std utom allt tvivel. Sambandet mellan
friluftsidealet och den rasbiologiska forskningen &r ocksa ett oom-
tvistligt faktum. Det var den vita kroppen som behdvde starkas, ho-
tad som den ansdgs vara av den moderna, urbana kulturens férvek-
ligande krafter. I detta sammanhang kom nya topografier att knytas
till svenskheten. Det var inte lingre enbart de boérdiga jordbruksland-
skapen 1 Milardalen och Dalarna som framstod som dktsvenska utan
dven de karga landskap dér kroppen kunde hdrdas av sol, vind och
vatten. Vid sidan av fjillen fick Bohuslins kala kobbar, Olands alvar
och Gotlands hillar sina uttolkare 1 fotografi och maleri, och sina
vandrande, seglande, skiddkande och cyklande turister. Under mel-
lankrigstiden erévrar den vita, svenska befolkningen naturen pa ett
nytt sitt. Det handlar inte lingre primért om naturen som ekonomisk
resurs, att bryta stubb och sten, utvinna mineraler och filla skog,
utan om naturen som rekreationsyta, &ven om nyttoaspekten av att
plocka bér och svamp ocksa framholls. Genom massiva reklam- och
folkbildningsinsatser gav sig alltfler svenskar ut 1 naturen: strévande
och paddlande, tiltande och fiskande.

Den ideala friluftsminniska som lyfts fram 1 reklam, av Svenska
Turistféreningen och pa utstéllningar som Fritiden 1 Ystad 1936, var
bildad, fysiskt viltrdnad och sig naturen som en kélla till rekreation.
Andra bruk av naturen betraktades med motvilja. Vid sekelskiftet
klagades det 6ver den flockmentalitet som kannetecknade arbetar-
klassens umgange med naturen, skriver Orvar Lofgren. "Det var for
mycket bullrande réster och glada utfiarder med dragspel, 6lhalsande
och kortspel och for lite av den asketism som borgerliga naturkin-
nare sag som den ldmpliga umgédngestonen 1 den svenska naturens
tempelsalar””” Dansbaneeldndet blev en skrickbild av ett felaktigt
satt att anvianda dngar och buskage under mellankrigstiden. Bonder
och arbetare saknade medelklassens matta och sans. De betraktades
inte heller som lika vita 1 exempelvis tidens skamtpress och pilsnerfil-
mer. Det dr som om solbrannan och smutsen etsat sig fast i skinnet.

Vid denna tid fanns ocksa en lag mot dagdriveri, inrittad 1885.
Den betraktades enligt lagen som brottsling som inte ”drligen férsorja
sig” eller "stryker kring landet”. Tiggare, bettlare och vigmaén, for att
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ideals and scientific racism is also an indisputable fact. It was the white
body that needed to be strengthened, threatened, it was believed, by the
emasculatory forces of modern, urban culture. It was in this context that
new topographies came to be linked to the Swedish character. It was no
longer merely the fertile agricultural landscapes of the Mélaren Valley
and Dalarna that appeared truly Swedish, but also the barren wastes
where the body could be hardened by sun, wind, and water. And it was
not only the mountains: Bohusldn’s bare islets, Oland’s limestone plain,
and Gotland’s weathered rocks found their chroniclers in photograph
and paint, and their walking, sailing, skiing, and cycling tourists. Between
the wars, the white Swedish population conquered Nature in a wholly
new way. It was no longer predominantly a question of Nature as an eco-
nomic resource—clearing fields of stumps and stones, mining ore, felling
trees—but of Nature as recreation, although the commercial aspect of pick-
ing berries and mushrooms was mentioned. Through massive advertis-
ing and public education campaigns, ever increasing numbers of Swedes
headed into the wilds to walk and paddle, camp and fish.

The ideal outdoor type highlighted in adverts by the Swedish Tourist
Association and exhibitions such as ‘Fritiden 1 Ystad 1936’ (‘Leisure in
Ystad 1936) was educated, physically fit, and saw Nature as a source of
recreation. Other uses of Nature were viewed with distaste. At the turn
of the century, there had been complaints about the herd mentality that
characterized the working class’s relationship with Nature, writes Orvar
Lofgren: “There were too many loud voices and happy trips with ac-
cordions, beer-swigging, and card games, and too little of the asceticism
which bourgeois nature lovers saw as the appropriate tone to adopt in
the lofty temple of Swedish Nature."” The ‘awfulness of open-air dance
pavilions’ was held up as a warning against the improper use of meadows
and woods in the interwar period. Farmers and workers did not have
the middle class’s moderation. Neither were they thought as white as
the middle class, as the comic magazines and films showed. It was if the
sunburn and dirt were etched into their skin.

At this date there was still a law against vagrancy, passed in 1885.
The law held all who could not ‘honestly earn a living’ or who ‘roam
the country’ to be criminal. Beggars, tinkers, and men of the road, to
quote Dan Andersson’s ‘Omkring tiggaren fran Luossa’ (“The beggar
from Luossa’), did not have the same self-evident right to use Nature as
a larder or to light campfires. According to the vague customary public



citera Dan Anderssons Tiggaren frin Luossa, hade inte samma sjilv-
klara ritt att anvinda naturen som skafferi eller for att sld upp lager-
eldar. Enligt den vaga sedvdnja som benidmns allemansrdtten kan
man ga 1 annans mark, plocka bar och svamp och till och med &ver-
natta. Men for tiggare, resande och romer géllde andra lagar.

GRANSKOGENS FOLK

De landskap som forst kom att omhuldas som dktsvenska var de
barrskogstickta. Harry Martinson har kallat svenskarna for ett
granskogsfolk.'® Barrskogens blomma Linnea dr en inofficiell svensk
nationalblomma.” Dédrmed inte sagt att granar och tallar alltid
varit forknippade med positiva kinslor. Tviartom. Den svenska
litteraturen ar fylld av tirader om mérka granskogar och fula tallar.
For anttkvurmarna under sent 1700-tal kontrasterades Nordens
morka barrskogar med séderns kultur. Carl August Ehrensvard sig
likheter mellan antikens skulpturkonst och de ménniskor han métte
1 sodra Italien. Nar han reste hem fran Italien noterade han med
vixande fortvivlan hur bade landskapet och folket blev allt fulare ju
ndrmare Sverige han kom. "Farvél folk pa andra sidan om Appeniner,
farval styrka och hilsa, orsak till skénhet och smak, farvil vackra
natur. Norden nalkas, vilkommen oreda.”® P3 ett tidstypiskt sdtt
ansag han att det fanns ett samband mellan naturens utseende och
manniskornas. Med fértvivlan sdg han granar och grasten dyka upp
utanfor Stralsund. Manniskorna var alltmer bleka och fula. "Naturen
har skapat folkslagen s illa och s& omogne at norr att ingenting kan
mogna 1 deras hander.”*! Allra minst konst och kultur, menar han.

Smaland gjorde Ehrensvird djupt olycklig. Han dromde om att
branna ner all granskog och odla i askan.?” I sina teckningar gér han
hart at landskapet och framstéller de smalédndska bergen som rum-
por. ”Jag skall &nnu 1 afton bese granar, tallar, dalar och knallar och
véra svanska berg monotona, runda, sléta, liknar stussar och folket
likna sine trackter.”? Det var bara Skanes slattlandskap som fann ndd
hos honom.
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right of access to private land, anyone can walk across any land, pick ber-
ries and mushrooms, and even stay overnight. But for beggars, travellers,
and Roma, other laws applied.

THE PEOPLE OF THE FIR FOREST

The first of the landscapes to be cherished as truly Swedish was the pine-
clad vista. Harry Martinson has called the Swedes the people of the fir for-
est.!® The flower of the pine forest floor, Linnea, is unofficially the national
flower."” That is not to say that firs and pines have always been associated
with positive emotions. On the contrary. Swedish literature is filled with
tirades against dark firs and ugly pine trees. For those in the late eighteenth
century who were fanatical about classical antiquity, Scandinavia’s dark
coniferous forests stood in stark contrast to southern culture. Carl August
Ehrensvird relished the similarities between ancient sculpture and the
people he met in southern Italy, and when he returned from Italy, he noted
with growing despair how both the landscape and the people became
increasingly uglier the closer to Sweden he came. ‘Farewell, people be-
yond the Apennines; farewell strength and health, the occasion of beauty
and taste; farewell beautiful Nature. The North approaches; welcome,
disarray.® In the manner typical of the day, he believed that there was
a connection between Nature’s and people’s appearance. His heart sank
as he saw firs and granite as he approached Stralsund, one of Sweden’s
German possessions. The people were increasingly pale and ugly. ‘Nature
has created the nations to the North so ill and so immature that nothing
can mature in their hands.”®" Least of all art and culture, in his opinion.

The southern province of Smiéland left Ehrensvird deeply unhap-
py. He dreamed of burning down all the fir-trees and cultivating in the
ashes.? In his drawings, he dismisses the landscape contemptuously and
depicts the Smaland mountains as buttocks. ‘Even now this evening I
shall look on firs, pines, valleys and hillocks, and our Swedish moun-
tains—monotonous, round, smooth—resemble buttocks, and the people
resemble the parts hereabout.” It was only Skane’s plains that he viewed
with a favourable eye.



Att barrskogen forknippas med Sverige hinger samman med att
Viarmland och Dalarna tidigt uppfattades som ursvenska omraden.
Virmlands betydelse forstirktes genom litteraturen — det ar Erik
Gustaf Gejjers, Esaias Tegnérs, Anders Fryxells, Gustaf Frodings och
Selma Lagerlofs landskap, skriver Jakob Christensson.?* Och genom
Rackstadsgruppens konst, kan tilldggas. Dalarnas betydelse instifta-
des visserligen redan genom historieskrivningen om Gustav Vasa,
men landskapets egentliga storhetstid som svenskhetens centrum
infaller forst under sent 1800-tal, med stéd hos konstnédrer som Carl
Larsson och Anders Zorn.

Av sdrskilt intresse for denna studie 4r den process som tog sin
bérjan i slutet av 1880-talet med Parissvenskarnas dterkomst till fos-
terlandet. En generation konstnirer med Richard Bergh 1 spetsen
som mott det nya franska friluftsmaleriet satte upp som program att
skildra det svenska landskapet.” Detta dr salunda en betydligt yngre
generation dn Amalia Lindegren (1814-1891); den ar mestadels f6dd
vid 1800-talets mitt.

I den historieskrivning som Bergh var med om att uppritta,
hade det fére hans generation varit fult att vara svensk och att mala
svenska motiv. Malet f6r varje ny generation hade varit att komma
till sédern och lara av den klassiska konsten. "Driv ut svensken ur
kroppen pa er, pojkar!”, 16d uppmaningen enligt Bergh. "Bryt... sa
mycket som mojligt... pa italienska, franska eller tyska, men helst
pa grekiska. [...] Raka ut Norrkopingsnisan, din blonda degklump!
- Bliga inte pa den kallbld himmelen, hér du; ty da bli dina 6gon dn
blaare och gldmigare!”*®

Men en sval februariafton pa ett berg utanfér Florens ndr han
lyssnande till pinjeskogens sus, drabbades Bergh av svar hemlang-
tan: "Det it som suset 1 en furuskog. — En furuskog! Det slet till 1
brostet pa mig. Med ens foll det 6fver mig en langtan. En langtan sa
valdsam, att tdrarna ville stiga till 6gonen - en lingtan till Sverige,
det tysta, vita landet 1 norr.”® Det "nakna och risiga” landskap med
ogrupperade 16vtrid 1 snéiga backar som Bergh inledningsvis 1 tex-
ten ondgjort sig 6ver, "ett farglost svart och vitt f6r din fargtorst, en
formlos splittring for ditt formsinne”, blev nu en utmaning och ett
ideal.?®

Under det f6ljande decenniet kom flera av Berghs generations-
kamrater att soka upp vad de uppfattade som svenska landskap och
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The reason pine forest was associated with Sweden was because
Varmland and Dalarna were among the first to be seen as genuinely
Swedish areas. Varmland’s importance was reinforced in literature—it was
the landscape of Erik Gustaf Geijer, Esaias Tegnér, Anders Fryxell, Gustaf
Froding, and Selma Lagerlof, writes Jakob Christensson.”* And in the
work of the colony of artists at Rackstad in Virmland, it should be added.
True, Dalarna’s significance had been established very early by the stories
of how Gustav Vasa came to power, but the province’s real heyday as the
centre of Swedishness came much later in the late nineteenth century,
with the support of artists such as Carl Larsson and Anders Zorn.

Of particular interest to this study is the process that began in the
late 1880s with the return home of the Paris-trained Swedes. A genera-
tion of artists led by Richard Bergh who had met with the new French
way of painting en plein air took it upon themselves to depict the Swedish
landscape.” Theirs was thus a much younger generation than Amalia
Lindegren’s (1814-1891); most of them were born mid-century.

According to the version of events that Bergh did much to estab-
lish, prior to his generation it had been unseemly to be Swedish or paint
Swedish motifs. The goal of each new generation had been to travel south
tolearn from classical art. ‘Drive out the Swede from your body, boys!” was
the advice Bergh was given. ‘Speak ... as much as possible ... in Italian,
French, or German, but best of all in Greek. ... Up with your Norrkoping
nose, you blond lump of dough! - Do not stare at the clear blue heavens,
d’you hear; for then your eyes will be even bluer and paler!

But one cool February evening on a hill outside Florence, when he
was listening to the sigh of the wind in the pine trees, Bergh was struck
by severe homesickness: ‘It sounded like the wind in a pine forest. —A
pine forest! It was heart-wrenching. Suddenly, a longing swept over me.
A longing so fierce that the tears welled up in my eyes—a longing for
Sweden, the quiet, white land in the north’® The ‘bare and scrubby’
landscape, its snowy slopes dotted with broadleaf trees, that Bergh wrote
had initially annoyed him—‘a colourless black-and-white for your thirst
for colour, formless dispersal for your sense of form’—now became a chal-
lenge and an ideal.?®

Over the coming decade, several of Bergh’s contemporaries were to
search out what they thought of as Swedish landscape, developing the
artistic means to depict it. It was at this point Carl Larsson and Anders
Zorn became the portrayers of Dalarna. Bruno Liljefors painted wildlife



utveckla konstnirliga medel for att skildra dessa. Sd kom Carl Larsson
liksom Anders Zorn att bli Dalarnas skildrare. Bruno Liljefors skild-
rade djurlivet 1 Uppland — men &r dven liksom Zorn starkt férknip-
pad med motiv fran Stockholms skargard. Gustaf Fjestad associeras
med vinterbilder fran de varmlidndska skogarna. Till Gétalands ut-
tolkare hér Nils Kreuger (Halland och Oland), Carl Wilhelmsson
(Bohuslan) och Karl Nordstrom (Halland och Bohusldn). Gottfrid
Kallstenius blev de solbelysta tallarnas och det smaldndska kustland-
skapets malare. Motiven och stimningsldgena 1 sekelskiftets natio-
nella landskapsmaleri kom att bli normbildande f6r vad svenskar
an 1 dag uppfattar som upplevelsevart. De har reproducerats genom
otaliga filmer och teveserier, turistbroschyrer och vykort.

Det finns ett ndra samband mellan vilka landskap som blev fore-
mal {6r konstndrers blick och utbyggnaden av kommunikationerna.
Konstens exploatering av nya vyer gick hand i1 hand med turistin-
dustrins, 1 Sverige likvil som pa andra platser 1 virlden. Konstnarer
behovde en nirhet till marknaden, sévil den som fanns i storstader
som Stockholm som den som tempordrt upprittades pa turistorter.
Att Richard Bergh och andra stockholmare bérjade mala motiv fran
Gotland hinger samman med angbatstrafikens utbyggnad fran 1865
och framat, samt prinsessan Eugénies sommarvistelser pa 6n som
gjorde den mer attraktiv 1 societetens 6gon.

Det viktigaste kommunikationsmedlet under andra halvan av
1800-talet och en bra bit in pa 1900-talet var annars taget. Efter en tid
av tvekan infér kostnaderna beslét Riksdagen 1854 att bygga stam-
banorna. 1892 stod det rikstickande jarnvigsnitet 1 stort sett klart
med invigningen av stambanan genom Ovre Norrland. Jarnvigen
omdefinierade forhédllandet mellan centrum och periferier. Orter
ldngs stambanorna utvecklades till regionala centrum medan de som
hamnade vid sidan av forlorade i betydelse. Med tdg kunde avlagsna
delar av landet nds inom rimlig tid. P4 ett par dygn kunde den som
hade pengar till och med ta sig till varldsmetropoler som Paris och
Rom.

Pa den 6stra vaggen 1 centralrummet pa Stockholms centralsta-
tion finns atta malningar av svenska landskap. De utférdes 1927 1
samband med en stérre ombyggnad. Konstndrer var John Ericsson
och Natan Johansson. Anmarkningsvart nog har mélningarna ald-
rig vackt ndgon storre uppmérksambhet trots sin placering 1 ett av
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in Uppland, but, like Zorn, is strongly associated with motifs from the
Stockholm archipelago. Gustaf Fjastad is associated with winter images
of the forests of Varmland. Among southern Sweden’s interpreters one
finds Nils Kreuger (Halland and Oland), Carl Wilhelmson (Bohuslin),
and Karl Nordstréom (Halland and Bohusldn). Gottfrid Kallstenius be-
came the painter of sunlit pines and Sméland’s coastal landscape. The
motifs and sentiment of turn-of-the-century national landscape painting
would set the norm for what Swedes to this day perceive as worthwhile.
They have been reproduced in countless films and television series, tour-
ist brochures, and postcards.

There was a close relationship between the landscapes that became
the subject of the artists’ gaze and the expansion of communications.
Art’s exploitation of new vistas went hand in hand with the tourism n-
dustry, in Sweden as elsewhere in the world. Artists needed proximity to
the art markets, both in large cities such as Stockholm and those estab-
lished temporarily in tourist areas. The fact that Richard Bergh and other
Stockholmers began painting designs from Gotland had much to do with
the increase in steamship traffic from 1865 onwards, along with Princess
Eugénie’s summer stays on the island, which made it more attractive
proposition in society’s eyes.

Otherwise, the most important means of communication in the sec-
ond half of the nineteenth century and well into the twentieth were the
railways. After some initial reluctance at the cost, the Swedish Parliament
decided in 1854 to build the main lines. With the opening of the main line
through northern Norrland in 1892, the national railway network was to
all intents and purposes complete. The railways redefined the relationship
between centre and periphery. Towns along the main lines developed into
regional centres, while those at a distance began to wane in importance.
Travelling by train, remote parts of the country could be reached within
a reasonable time. Indeed, it only took a few days for someone with the
money to reach world metropolises such as Paris and Rome.

On the east wall of the main concourse of Stockholm Central Station
there are eight paintings of Swedish landscapes. They date from 1927,
when the station underwent a major refurbishment. The artists were John
Ericsson and Natan Johansson. Remarkably, the paintings have never
attracted much attention, despite their location in one of the most public
spaces possible. There is not a word about them in any newspaper, nor
any brochures or books. And no proper academic study exists.>



Sveriges mest offentligt tillgdngliga rum. De har inte dgnats nagra
tidningsartiklar, inte heller ndgra broschyrer eller bécker. Och inga
regelritta vetenskapliga studier.?

De bada konstndrerna ar ocksa tdmligen okdnda. Savil John
Ericsson som Natan Johansson var verksamma som dekorationsma-
lare, bland annat vid Kungliga Dramatiska Teatern. De har signerat
samtliga av Centralstationens malningar tillsammans. Malningarna
liknar till saval format som motiv "vackra vykort 1 kolossalformat”?
eller majligen utsikter fran ett tagfonster. Darmed kan de ha bidragit
till Svenska Turistféreningens ambitioner att 6ka den nationella tu-
rismen.* Sviten av malningar skildrar Sveriges omvéxlande arstider
frén ett snoklitt vinterlandskap kring Areskutan till ett somrigt Skéne.

Bilder som passerar oférmairkta innehaller sékerligen ingenting
stotande och heller inget som bryter mot det férvantade. Franvaron
av uppmirksamhet kan forstds som att malningarna ger en ostridig,
om an tillrdttalagd, bild av Sverige. Med tanke pa att fler an 200 000
manniskor passerar stationen varje dag och att manga blir kvar lang-
re dn planerat 1 vantan pa forsenade tig dr det notervart att ingen
artikulerat vare sig ett missnoje med eller beundran av malningarna.

De étta mélningarna, utférda 1 limfarg pa duk som fasts pa vag-
gen,*? skildrar frén norr till séder Saltoluokta mot Stora Sjofallet
med en kata 1 férgrund; Ett vintermotiv av Vedasjon 1 Nordingra,
Angermanland; Areskutan 1 Jamtland, ocksa den 1 vinterdrakt; En
snotickt Leksands kyrka 1 Dalarna med sondagsklddda kyrkobe-
sokare; Uddeholms herrgard 1 Hagfors kommun, Varmland, som
hissat den svenska flaggan bland sommargréna bjorkar och kraft-
fulla tallar; Aven Vadstena slott i Osterg('jtland, Varbergs fastning 1
Halland och Dybdcks slott 1 Skdne skildras under sommarhalvaret.

Malningarna visar "perifera” platser som det var majligt att na
med jarnvag fran Stockholm.*® Platser 1 ndromradet kring huvud-
staden 4r inte med, inte heller Gotland och Oland dit jarnvagsresan
maste kompletteras med battransport. Dominerar gor lantliga, pitto-
reska miljoer medan stérre stider som Malmd, Goéteborg och Umea
inte avbildas. Turisten férvintades inte soka sig till urbana miljder,
aven om det naturligtvis i praktiken inte var ovanligt. Aven om jirn-
vigen férknippades med ett modernt sitt att leva visar malningarna
inte det moderna Sverige. Resan bort fran Stockholm kunde séle-
des uppfattas som en resa bakat i tiden. Huvudstaden &r bildsvitens
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The two artists are also relatively unknown. Both were active as scene-
painters, and had worked at the Royal Dramatic Theatre in Stockholm.
Together, they were responsible for all the Central Station’s paintings. In
both format and motif the paintings resemble nothing so much as ‘beauti-
ful postcards on a colossal scale’,* or perhaps views from a train window.
In that sense, they may have helped the Swedish Tourist Association in
its ambition to increase domestic tourism.*’ The sequence of paintings
depicts Sweden’s changing seasons, from the snow-covered mountain
Areskutan in the wintry north to a summery Skéne in the south.

Pictures that go unnoticed certainly contain nothing objectionable,
nothing that violates the norm. The lack of attention can be taken to mean
that the Central Station paintings give an undisputed, albeit sanitized,
impression of Sweden. Given that more than 200,000 people pass through
the station every day, and that many have to wait in the concourse longer
than expected, waiting for delayed trains, it is striking that no one has said
a word of complaint or praise about the paintings.

Running north to south, the eight paintings, executed in distemper
on canvas which was then fixed to the walls,*” show Saltoluokta, looking
towards Stora Sjofallet, with a Sami tent in foreground; a winter motif of
Vedasjon, a lake in Nordingr in Angermanland; Areskutan in Jimtland,
it too in winter; the snow-clad church in Leksand in Dalarna, with church-
goers in their Sunday best; Uddeholm House in Hagfors in Varmland,
with the Swedish flag flying among summer-green birches and towering
pines; and Vadstena Castle in Ostergotland, Varberg Fortress in Halland,
and Dybiack Castle in Skane, they too depicted in the summer months.

The paintings show ‘peripheral’ places that could be reached from
Stockholm by train.** Nowhere in the vicinity of the capital is included,
neither are the Baltic islands of Gotland and Oland, which could only be
reached by taking a ferry. Picturesque, rural settings dominate, while ma-
jor conurbations such as Malmé, Gothenburg, and Umea are not shown.
Tourists were not expected to want to Vvisit cities, although of course in
practice it was not uncommon. Although the railways were associated
with a modern way of life, the paintings show nothing of modern Sweden.
A journey from Stockholm could thus be read as a journey back in time.
The capital was thus the unspoken centre of the sequence, as well as being
the place from which the paintings were actually viewed. The viewer is
thus situated in the middle of Sweden, despite Stockholm’s anything but
central location.



givna centrum och den plats varifran bilderna faktiskt betraktas.
Askadaren befinner sig pi detta sitt mitt i Sverige, trots Stockholms
nagot ocentrala lage.

Urvalet ar lite 6verraskande. Nagra av motiven tillhér inte de mest
avbildade 1 konsten, som exempelvis privatigda Dybicks slott och
Uddeholms herrgard. Dybacks slott, beldget en knapp mil séder om
Skurup, ar Skanes sydligaste herresite, vilket kan ha motiverat dess
plats 1 bildsviten. Uddeholms herrgard ar den storsta herrgardsbygg-
naden 1 Virmland med sin 17 fénsteraxlar langa fasad. Betraktaren
av bilderna kan knappast férvintas kunna attribuera alla motiv, men
de skapar ett rum av mojligheter, av platser majliga att ta sig till. De
visar hur det svenska territoriet ser ut fran norr till séder, fran var
till vinter — de 4r en provkarta pa dess rika natur och gamla kultur.

Liksom vykort pekar malningarna ut vad som ar sevirt, men
ocksa hur det ska ses. Ett genomgdende drag dr den distanserade
blicken. De ar miljéer som betraktas pa hall, som fran ett tagfonster,
inte sammanhang att bli en del av. I Saltoluokta syns en kata pa langt
avstand. Ingen av kyrkobesokarna pa vig ut fran Leksands kyrka
tycks medvetna om nagon betraktare. Framfér Vadstena slott sitter
en gammal man och fiskar, men bade han och paret som vandrar
lings kajen vander betraktaren ryggen. Miljéerna betraktas alltsa
fran ett omarkerat och omérkligt centrum som sammanfaller med
den potentiella tigresendrens. Detta dr den natur, den kultur, de arsti-
der och det folk som &r Sverige, 4r mélningarnas stillsamma budskap.

BETYDELSERINGAR

Betydelseproduktionen hos de atta viggmalningarna paverkas sedan
1959 av ricket kring Ringen, en 6ppning mot nedre hallen. Det ar
utformat som ett smideskonstverk med figurer som representerar de
fyra vaderstrecken. Konstnir dr Stig Blomberg och konstverket var
en gava fran Svenska jarnviagsmannaférbundet till Statens jarnvagars
100-arsjubileum som firades 1956. Detta férevigas genom en min-
nesplatta och ett stiliserat anglok.
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It has to be said that selection is surprising. Some of the motifs are
not exactly standard subjects for a painting, such as the privately owned
Dybiack Castle and Uddeholm House. Dyback Castle, to the west of
Ystad, is the southernmost country house in Sweden, which may have
been the reason for its inclusion in sequence. Uddeholm House is the larg-
est in Varmland, with a long facade fully seventeen windows wide. The
paintings’ motifs can hardly have been thought instantly recognizable to
the viewer, but they create a range of possibilities, of possible places to get
to. They show how Sweden’s territory looked, from north to south, from
spring to winter—a sample of its rich Nature and ancient culture.

Just like postcards, the paintings single out what is worth visiting, but
also how it should be seen. One common feature is the distanced gaze.
These are settings to be viewed from a distance, as from a train window;
they are not contexts to become a part of. In the Saltoluokta painting, a
Sami tent is shown in the far distance; none of churchgoers on their way out
from Leksand Church seems aware that they are being observed; in front
of Vadstena Castle, an old man is sitting fishing, but both he and the couple
walking along the quay have their backs to the viewer. The landscapes are
thus seen from an unnoticed, imperceptible centre that corresponds to that
of the potential train passenger. It 1s this Nature, this culture, these seasons,
these people who are Sweden—that is the paintings’ quiet message.

RINGS OF MEANING

The meaning-making power of the eight murals has been enhanced by
Ringen (“The ring’), the railing that surrounds the opening from the main
concourse into the underpass below. It was designed as a work of art, with
wrought-iron figures representing the four points of the compass. The
artist was Stig Blomberg, and the artwork was a gift from the Swedish
Railway Workers’ Union to Swedish State Rail to mark the latter’s cen-
tenary in 1956, as is recorded by a plaque and a stylized steam engine.
The composition had its historical precedents, not least the Baroque
fountains that were decorated with personifications of the continents, riv-
ers, and cardinal points. In Blomberg’s hands, north became an Eskimo



Kompositionen ar lanad fran historiska forebilder, inte minst
fran barockens brunnar som utsmyckades med personifikationer av
vérldsdelar, floder och vaderstreck. Hos Blomberg pekas norr ut av
en eskimédfamilj, séder av en afrikansk medicinman, dst av fageln
Fenix och vist av en alligatorgud.

Samtliga figurer ar stiliserade pa ett for Blomberg karaktaristiskt
vis. Stilisering betyder bade férenkling och betoning av vissa aspek-
ter av motivet. Enligt uppslagsverket Nationalencyklopedin innebar det
att typiska drag framhavs.?* Mer korrekt ar férmodligen att sdga att
det dr stereotypiska drag som lyfts fram och karikeras. Detta innebar
att betraktarens fordomar stryks medhars; stereotyper bygger pa att
det finns fastlagda forestéillningar om hur olika grupper ser ut och
beter sig. De kan 1 stor utstrdckning vara deskriptiva, det vill siga
bygga pa faktiska kunskaper, men ar ocksa nistan alltid normativa i
det att de definierar hur grupper bor vara.

Stereotyper finns ocksa av den egna gruppen. Den 1 inlednings-
kapitlet anférda bilden som marknadsfoér Kalles kaviar dr en sadan.
Han ar blondare &n blond. Mer blaégd an nagra faktiska svenskar
ar, for pa Kalle ar hela 6gonvitan bldmalad. Stig Blomberg har ocksa
gjort stereotypa bilder av svenskar, som inte heller de har vickt nagra
protester. Ett exempel dr utsmyckningen till Svenska Amerikalinjens
fartyg Stockholm 1941. 1 en serie reliefer f6r restaurangen skildras ra-
varor fran olika delar av varlden. Exotismen ar pataglig. En scen
skildrar barn som plockar dpplen. Den fick kritikern och konstnéren
Otto G Carlsund att utbrista: "Man behdver inte anstranga sig for att
gissa vilket land scenen anspelar pa. Svenskare kan ingen situation
vara. Svensk dr ocksa bilden med hénshuset dar gumman 1 schalett
och triskor samlar 4gg, medan den underbara lilla fastmon med ut-
slaget har, kramar en hona till sitt hjarta.”®

Pa Stockholms centralstation ar det de Andra som stereotypiseras.
Den afrikanske medicinmannen, som pekar ut sdder, har stora miss-
singsringar 1 6ronen. Midssing anvinds ocksa som halssmycke pa en
av de tre "infédingskvinnorna” som barbréstade dansar till héger om
honom. Bredvid fagel Fenix syns sirliga indiska tempeldanserskor
och ett monstrést djur, mojligen ett lejon stiliserat pa ett satt som for
tankarna till kinesisk konst. Mot vister finns en alligatorgud baserad
pa colombiansk folkkonst, flankerad av en mexikan 1 sombrero och
en indian iférd en jattelik fjaderskrud. Norr markeras av en eskima
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family; south, an African witch doctor; east, a phoenix; and west, an
alligator god.

All the figures are stylized in the manner characteristic of Blomberg.
Stylization brings both a simplification and an emphasis of certain as-
pects of the motif. According to the Swedish national encyclopaedia,
Nationalencyklopedin, it means that typical features are accentuated. It
would probably be more correct to say that stereotypical traits are high-
lighted and caricatured. It also means pandering to the viewer’s preju-
dices: stereotypes are based on the existence of established notions of
how different groups look and behave. They may be largely descriptive
and reflect known facts, but they are also almost always normative, in that
they define how groups should be.

There are not only stereotypes of the Other; they can exist for Us too.
The image used to market Kalles kaviar mentioned in the introductory
chapter is just such a one. He is blonder than blond. More blue-eyed than
Swedes could ever be, actually, for his eyes are solid blue. Stig Blomberg
also produced stereotypes of Swedes, again to no protest. One example
was the decor of the Swedish America Line’s ship Stockholm in 1941. In
a series of reliefs for the ship’s restaurant, he depicted ingredients from
different parts of the world. The exoticism is conspicuous. One scene
shows a child picking apples. It led the critic and artist Otto G. Carlsund
to exclaim: ‘It is little effort to guess which country the scene alludes to.
No situation could be more Swedish. Swedish, too, is the image of the
hen house where the old woman in kerchief and clogs gathers eggs, while
the lovely young woman with flowing locks clasps a hen to her bosom.’*

At Stockholm Central Station, meanwhile, it is the Other that is
stereotyped. The African medicine man, pointing south, has big brass
earrings. Brass is also used for the necklace for one of the three ‘native
women’ who, bare breasted, are dancing to his right. Next to the phoenix
there are graceful Indian temple dancers and a monstrous animal, pos-
sibly a lion, stylized in a way that calls to mind Chinese art. To the west
is the alligator god, based on Colombian folk art, flanked by a Mexican
in a sombrero and a Native American wearing a huge plume of feathers.
North is denoted by an Eskimo with a puffin on his head. To his left is
a fishing Eskimo woman, to his right a resting seal. The group is shown
standing on drift-ice, and includes stylized northern lights. The points of
the compass are thus marked using readily decipherable, stereotypical
representations.



med en lunnefigel pa huvudet. Till vinster om honom gestaltas en
fiskande eskimakvinna och till héger vilar en sdl. Gruppen star pa
drivis och omfattas av ett stiliserat norrsken. Vaderstrecken marks sa-
lunda ut genom enkelt dechiffrerbara stereotypiska framstéllningar.

Om viggmalningarna kan tyckas vara avmdlade fotografier
som ger dem ett oansenligt uttryck, tar Ringens gestaltning visuell
plats 1 rummet och vicker uppmarksamhet genom sina dverdrifter.
Malningarna visar, med andra ord, en diskret svensk normalitet,
racket en exotisk annorlundahet. Ett séllsamt fjarran pekas ut av
Blomberg, som lockelse men ocksa som kontrast till ett valordnat
men kanske lite trist Sverige. Den virld som ligger bortom Sverige ar
marklig och miarkvardig, befolkad av afrikaner med ringar 1 6ronen,
eskimder med sdlskinnsdrakter, indiska tempeldansare och mexika-
ner med stora sombreros.

Visserligen finns hir ett stiliserat lok men det var knappast tankt
att alla exotiska miljéer som pekas ut genom figurerna pa ricket skul-
le kunna nds med tag. 1950-talet ar en tid ndr det internationella re-
sandet blivit mycket vanligare. 1951 inférdes tre veckors lagstadgad
semester och vid mitten av decenniet genomfoérdes de forsta char-
terresorna. De dominerande trafikslagen var fortfarande tag, buss
och bat, men flyget tog allt storre del av marknaden och Mallorca
och Kanariebarna blev vanliga chartermal 1 jakt pa sol och badbart
vatten.

SOL, VIND OCH VATTEN

En, inte minst f6r mig, ikonisk bild av svensk sommar ar Anders Zorns
Ute pa Goteborgs konstmuseum. Jag sdg den som liten och f6érknip-
pade den med min barndoms badklippor 1 Bohuslén. I sjalva verket
ar den malad p& Dalard i Stockholms sodra skirgérd. Aret var 1888.
Platsen och aret har Zorn angivit 1 malningens nedre hégra horn.
Malningen &r inte bara en skildring av svensk sommar och ett
svenskt landskap, utan dven av den svenska kvinnan. Hennes Lju-
sa hy och cendréfirgade har gor henne till ett med klipporna och
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If the Gentral Station murals look like nothing so much as painted
photographs, which gives them a modest air, Ringen is an emphatic visual
presence in the concourse, its exaggerations clamouring for attention. In
other words, the murals display a discrete Swedish normality, the railings
an exotic Otherness. A strange remoteness is highlighted by Blomberg; an
invitation, yet also a contrast to a Sweden that is orderly, but perhaps ever
so slightly boring. The world beyond Sweden’s borders is strange and re-
markable, populated by Africans with rings in their ears, Eskimos dressed
in sealskin, Indian temple dancers, and Mexicans in big sombreros.

True, he has included a stylized railway engine, but it was hardly
the idea that all the exotic places represented by the figures around the
railing could be reached by train. The 1950s were a time when interna-
tional travel had become much more common. Sweden saw three weeks’
statutory holiday introduced in 1951 and, mid-decade, the first package
tours. The dominant modes of transport were still train, bus, and boat,
but airlines took an increasing share of the market, and Majorca and the
Canary Islands became popular charter destinations for those wanting a
beach holiday somewhere warm.

SUN, WIND, AND WATER

For me like so many others, one of the iconic images of Swedish summer
is Anders Zorn’s Ute (‘Outdoors’) in the Gothenburg Museum of Art. I
first saw it when I was little, and saw in it my childhood swimming spots
in Bohusldn. In fact, Zorn painted it on Dalaré in the Stockholm archi-
pelago. The year was 1888. The location and year were noted by Zorn at
the bottom right of the painting.

It is not just a depiction of Swedish summer and the Swedish land-
scape, but also of Swedish womanhood. Her fair complexion and ash-
blonde hair makes her at one with the rocks and the sun’s reflection on
the water. It becomes an image of the naturalness and affinity between
humans and Nature, even if swimming naked from the rocks of Dalar6
was probably not part of everyday life. The painting is also an object
lesson in the art of portraying water, light, rocks, and pale, naked skin,



solens reflexer 1 vattnet. Harigenom blir den en bild av naturlighet
och samhorighet mellan méanniskan och naturen, &ven om nakenbad
pa Dalar6s klippor antagligen inte tillhérde vardagen. Mélningen ar
ocksa en uppvisning 1 konsten att skildra vatten, ljus, klippor och
naken, blek kvinnohud, fran en tid fére det att Zorns konst blev mer
oppet voyeuristisk, for att inte siga pornografisk.

Noterbart f6r en nutida betraktare ar att kvinnorna inte ar sol-
brinda. Zorn skydde solbrianda kvinnokroppar.?® I detta var han
langt ifran unik. Vid denna tid var solbrdnna fortfarande en markér
for arbetarklass och férknippat med utomhusarbete. Visserligen var
1888 aret da ordet "solbada” borjade anvandas 1 Sverige, "solbad”
som medicinsk term finns dokumenterad redan 1837 % men den
overklass som frekventerade kusternas fashionabla badorter skyd-
dade sig dannu noggrant mot solen med mobila badhytter, klader och
parasoller.

Det sena 1800-talet var annars en tid ndr solens medicinska egen-
skaper alltmer kom att uppmérksammas. 1903 fick den danske ldka-
ren Niels Finsen Nobelpriset i medicin och fysiologi f6r sin forskning
om ljusterapi. Solen ansdgs kunna bidra till kampen mot flera av
tidens stora folksjukdomar, inte minst tuberkolos. Fran att ha varit
solskygga blev stora delar av vdstvarldens befolkning soldyrkare.?®
Blekhet gick fran att ha varit ett tecken pa skonhet och socialt hog
klass till att bli ett varsel f6r osunt leverne och sjukdom. Detta hanger
ocksa samman med att arbetarklassen tillbringade en allt storre del
av sin tid inomhus, 1 fabrikslokaler, och att landsbygdens liv f6r den
urbana medel- och 6verklassen alltmer kom att uppfattas som sunt
och autentiskt.

Solbranna ansdgs visa hur anpassningsbar den vita rasen ir — na-
got som 1 tidens rasbiologiska litteratur visades genom utbrednings-
kartor; den vita rasen kunde leva och hirska 6ver hela jordklotet.
Trots att alla hudtyper utvecklar mérkare pigment vid belysning av
ultraviolett strdlning kom solbrinna framst att férknippas med vit-
het. Men dven om solande borjade fa hogre status hos vissa grupper
1 sekelskiftets Sverige skulle det drdja till 1920-talet, alltsd efter Zorns
d6d, innan det vann mer allmdn acceptans. Patrik Steorn anfér i Nakna
mdn (2006) att Olle Hjortzbergs affisch for Stockholmsolympiaden
1912, med atletiska, solbridnda min, kritiserades av Clarence von
Rosen, svensk medlem av Internationella Olympiska Kommittén, for
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from a time before Zorn’s art became more openly voyeuristic, if not to
say pornographic.

The thing that strikes modern viewers is that the women are not sun-
burned. Zorn balked at tanned female bodies.* In this he was far from
unique. This was an age when a tan still denoted the working class and
was associated with outdoor work. True, it was in 1888 that the word
‘sunbathing’ entered the Swedish language (‘sun-bath’ as a medical term
is documented as early as 1837),% but the upper classes who frequented
the fashionable seaside resorts carefully protected themselves from the
sun with bathing machines, bathing suits, and parasols.

The late nineteenth century was otherwise a time when the sun’s
medicinal properties increasingly came to be recognized. In 1903, the
Danish physician Niels Finsen was awarded the Nobel Prize for medicine
and physiology for his research on light therapy. It was thought sunlight
would be able to contribute in the fight against many prevalent diseases,
especially tuberculosis. From having been positively heliophobic, much
of the population of the Western world became sun-worshippers.* Pallor
went from being a sign of beauty and high class to being a mark of an
unhealthy lifestyle and disease, reflecting the fact that the working class
spent an increasing amount of their time indoors, in factories, and that
country life came to be seen as healthy and authentic by the urban middle
and upper classes.

A tan was thought to show how adaptable the white race was—some-
thing that in the scientific racist literature of the day was demonstrated us-
ing distribution maps, with the white race shown living and ruling across
the globe. Although all skin types develop darker pigmentation when ex-
posed to ultraviolet radiation, tanning was chiefly associated with white-
ness. Yet even if sunbathing began to gain higher status among certain
groups in turn-of-the-century Sweden, it would not be until the 1920s,
after Zorn’s death, that it gained more general acceptance. Patrik Steorn
remarks in Nakna mdn (2006, ‘Naked men’) that Olle Hjortzberg’s poster
for the Stockholm Olympics in 1912, with its athletic, tanned men, was
criticized by Clarence von Rosen, a Swedish member of the International
Olympic Committee, because the figure in the foreground was not of the
‘blond, Swedish type’?* No one a decade or so later would have failed to
recognize the young man energetically waving a Swedish flag, or indeed
any of the other standard-bearers on the poster, as Nordic bodies. That
was how rapid the change was.



att forgrundsfiguren inte var av "blond, svensk typ”.*® Ingen skulle Fig. 3

nagot artionde senare ha tvekat att igenkanna vare sig ynglingen som

energiskt viftar med en svensk fana eller nagon av de andra fanba-

rarna 1 bilden som nordiska solbranda kroppar. Sa fort gick skiftet.
Hjortzbergs affisch parodierades av Albert Engstrom samma ar pa

omslaget till Sport och spe. Stockholm 1912, en specialutgava av Sondags- Fig. 4

Nisse. Motivet ar snarlikt men den svenska fanbéraren har gjorts &nnu
morkare och forsetts med kraftig kroppsbehéring. I munnen har han
en cigarett och hans kraftiga fétter greppar om bildramen. Med en
bildretorik som hdmtar inspiration fran mer uttalat rasistiska skamt-
teckningar liknar Engstrém morkhyade atleter vid apor.

Vita svenskar kan assimilera annorlundahet. Farga och perma-
nenta haret. Ikldda sig andra kulturers klidder. Anldgga solbrinna.
Detta forstarker, fran normalitetens utkikspunkt, den vita svenska
identiteten, till skillnad fran nir en svart person blonderar och ratar
ut sitt har, klar sig vasterlandska klader eller bleker sin hud. Den vita
svensken har valet att frivilligt och temporirt anta andra(s) utseende.
Att anldgga solbrinna blir under 1900-talet ett tecken pa friskhet, fri-
het och naturlighet.*” Den firg som temporirt anbringas lases som
en mask, en utsmyckning, ett tilligg, inte en essentiell del av den vita,
svenska kroppen.

Det salta vattnet 1 Zorns malning konnoterar ocksa naturlighet
och hilsa. Utomhusbad och frisk luft (sé kallat luftbad) blev allt vikti-
gare element 11800-talets medicinska behandlingar, 4ven om vattnets
hélsobringande effekter, saval for invértes som utvirtes bruk, hade
uppmirksammats langt tidigare. Platser som uppsoktes for att dricka
eller badaihilsobringande vatten ir kiinda sedan antiken, men under
1700-talet kom flera av dessa orter att utvecklas till motesplatser f6r
overklassen att idka nojesliv. Havsbadande i organiserad form upp-
trader forst 1 England 1 bérjan av 1700-talet. Har introducerades bad-
hytten pa hjul 1753, som vinschades eller drogs ut 1 vattnet av héstar
och mojliggjorde ogenerade dopp (kvinnor anvinde ldnga drikter,
mannen badade 1 allmdnhet nakna). Den forsta svenska badanstalten
med uppvarmda salta bad att 6ppna var Gustafsberg 1 utkanten av
Uddevalla 1774, dar man dven drack brunn. Anlidggningens genom-
brott som havsbadort kom med den sjuklige Gustav IV Adolfs besck
sommaren 1804. En sarskild flytande hytt iordningsstilldes f6r den
fyraarige kronprinsens bad.*
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Hjortzberg’s poster was parodied that same year by Albert Engstrom
in the special ‘Sport och spe, Stockholm 1912’ edition of the humorous
magazine Sondags-Nisse. The motif is similar, but the Swedish standard-
bearer has been made even darker and endowed with thick body hair.
Cigarette at lip, his sturdy feet grip the picture frame. With a visual rheto-
ric that draws inspiration from more explicitly racist cartoons, Engstrém
likens dark-skinned athletes to monkeys.

White Swedes could assimilate Otherness. They could dye and perm
their hair; dress in Other cultures’ clothing; work up a tan: from the van-
tage point of the Swedish normality that then pertained, all this would
have reinforced white identity, unlike when a black person bleached and
straightened their hair, dressed in Western clothes, or bleached their skin.
The white Swede had the choice to voluntarily and temporarily adopt
others’ appearance. In the twentieth century, a tan became a mark of
health, freedom, and naturalness.*” Such temporary skin colour was read
as a mask, an embellishment, an addition, not an essential part of the
white, Swedish body.

The salt water in Zorn’s painting also denotes naturalness and health.
Swimming outdoors and taking the air (known as an air bath) became in-
creasingly important elements in nineteenth-century medical treatments,
even if the water’s health benefits, both internally and externally, had
been noticed much earlier. Spas and baths that were visited for their cura-
tive waters had been known since antiquity, but in the eighteenth century
several evolved into meeting-places where the upper classes gathered to
be entertained. Sea-bathing in its organized form began in England in
the early eighteenth century. It was there that bathing machines were
mtroduced in 1753—a carriage winched or pulled into the water by hors-
es, which enabled people to take a dip undisturbed (women wore long
bathing suits, men generally bathed naked). The first Swedish public
baths with heated saltwater to open was Gustafsberg on the outskirts of
Uddevalla in 1774, where people also took the waters. The change in its
fortunes as a seaside resort came with a visit paid by the sickly Gustav IV
Adolf in the summer of 1804. A special floating cabin was prepared so the
four-year-old crown prince could bathe.*!

Gustafsberg was followed by Stréomstad in 1784 and Varberg in
1811, both having started out as spas. Then came Marstrand in 1823,
Sar6 in 1839, Norrtilje and Grebbestad in 1844, and Lysekil 1847. Both
mineral spring water and seawater were invigorating, but dangerous in



Gustafsberg foljdes av Strémstad 1784 och Varberg 1811 — bada
startade f6rst som brunnsorter. Dérefter 6ppnades Marstrand 1823,
Sar6 1839, Norrtilje och Grebbestad 1844 samt Lysekil 1847. Bade
brunnsvattnets och havsvattnets vederkvickande, men vid 6verdose-
ring farliga, egenskaper 6vervakades pa plats av sarskilda brunnsla-
kare. Parkanldggningarnas trad och tickta gangar skyddade mot so-
len, liksom parasoller och badhytter. De kontinentala badvagnar som
rullades ut pa langgrunda strander tycks dock inte ha kommit 1 bruk
1 Sverige.”? Sarskilda varm- och kallbadhus uppférdes, och strider
férdes mellan foresprakare och motstdndare till varma respektive
kalla bad.* Mot slutet av 1800-talet betonades alltmer badandets
hiardande egenskaper och sigs som en del av bade nationens och
rasens stirkande.

Till Lysekil kom den blivande ldkaren Carl Curman 1853 1 hopp
om att kurera en 6gonsjukdom. Detta tycks inte blivit resultatet, men
han blev dnda 6vertygad om badandets medicinska potential och en
nationell banérférare for inrattandet av badhus. Tillbaka 1 Stockholm
laste Curman medicin vid Karolinska institutet ddr Anders Retzius
var mspektor.**

Retzius ar en inflytelserik person i rasbiologins historia. Som upp-
finnare av ”skallindexet” méjliggjorde han indelningen av ménnisk-
or 1 langskallar (dolikocefalisk skalle) och kortskallar (brakycefalisk
skalle). Nordeuropéerna var enligt Retzius kvasivetenskap langskal-
liga. Skallens form férbands enligt radande rasistiska forestéllningar
med sociala och psykologiska egenskaper.

Retzius stéttade Curman och rekommenderade honom till tjans-
ten som badlékare 1 Lysekil.** Efter att den tidigare dgaren till badan-
ldggningen avlidit 1863 var Curman med om att bilda Lysekils Nya
Badhus AB. Lysekil utvecklades under Curmans tid till en modern
och fashionabel badort med parkanldggningar och societetshus. Dar
kunde man rena kroppen genom varma och kalla bad, dricka vatten
och fa sin vikt uppmatt.** T Lysekil 14t han ocksa uppfora de sa kallade
Curmanska villorna som tillhér de viktigaste exemplen pa fornnor-
diskt inspirerad arkitektur 1 Sverige. Badandet och arkitekturen blev
hirigenom delar av samma nationalistiska projekt.

Zorns dyrkan av friluftsliv dr direkt kopplat till Curman, som han
hade somldrareianatomi pa Konstakademien.* Fascinationen f6r den
nakna kvinnokroppen hade en stark férankring i det rasbiologiska
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excess—properties monitored on site by special spa doctors. The pub-
lic parks’ trees and covered walkways protected visitors from the sun,
as did parasols and bathing huts. Continental bathing machines, which
were rolled into the water on shallow beaches, do not seem to have been
known in Sweden.* Special open-air swimming-baths were built, and
there were heated exchanges between the advocates and opponents of
warm and cold bathing.*® Towards the end of the nineteenth century, it
was increasingly the inuring properties of bathing that were emphasized,
hailed as one of the ways to strengthen both the nation and the race.

Among the visitors to Lysekil in 1853 was a medical student, Carl
Curman, who hoped to cure an eye condition. He failed to do so, it
would seem, but he was nevertheless convinced of the medical potential
of bathing, and he went on to become a driving force behind the establish-
ment of public baths. Back in Stockholm, Curman studied medicine at the
Karolinska Institute, where Anders Retzius was warden.*

Retzius was a key figure in the history of scientific racism. As the de-
finer of the cranial index, he made it possible to categorize people as long-
headed (dolichocephalic) and short-headed (brachycephalic). Northern
Europeans, according to Retzius’ pseudoscience, were long-headed. The
shape of the head was associated with specific social and psychological
characteristics, according to the racist notions of the day.

Retzius supported Curman and recommended him for the post of
resort doctor in Lysekil.*> When the previous owner of the public baths
died in 1863, Curman had a hand in starting Lysekils Nya Badhus AB to
take over the running. Lysekil in Curman’s time developed into a modern
and fashionable seaside resort with public parks and an assembly-room.
There one could purify the body in the hot and cold baths, take the wa-
ters, and have one’s weight measured.*® In Lysekil, he also commissioned
the so-called Curman villas, which were among the most important ex-
amples of Norse-style architecture in Sweden. The bathing and the archi-
tecture thus became part of the same nationalist project.

Zorn’s worship of the outdoor life had a direct linked to Curman,
who had taught him anatomy at the Royal Swedish Academy of Arts.”
A fascination with the naked female body had deep roots in scientific
racist thought. In Zorn’s library is a copy of Carl Heinrich Stratz’s Die
Rassenschonheit des Weibes of 1902.*8 It 1s a veritable atlas of scientific rac-
1sm, with hundreds of pictures of women from around the globe. Some
are clothed in typical national dress, but most are naked, with the



tinkandet. I Zorns bibliotek finns C H Stratz Die Rassenschinheit des
Weibes fran 1902.* Det ér en rasbiologisk atlas med hundratals bilder
av kvinnor fran hela jordklotet. Nédgra ar kladda 1 typiska, nationella
drékter men de flesta 4r nakna och 1 den ackompanjerande texten
forsedda med upplysningar om kroppsmatt och vikt.* Enligt Stratz
ar den nordiska kvinnan den vackraste. I inget annat land, utom
mojligen Friesland, har kvinnorna lika ljus hy och djupbld 6gon som
1Skandinavien. Denna typ illustreras i boken med en bild av en flicka
fran Dalarna. I Skandinavien finns dven en moérkharig kvinnotyp,
konstaterar Stratz, aven hon med ytterst blek hudfarg.>® Noterbart ar
att liksom tidigare Winckelmann férbinder Stratz vita kroppar med
skonhet. Och liksom hos Winckelmann bildar konsten utgangspunkt
for resonemanget. Under den grekiska antiken kom rasidealet till sitt
mest fullkomliga uttryck i statyn Venus de’ Medici, hdvdar Stratz
och infogar en reproduktion.’® Stratz ma betraktas som en obehaglig
parantes 1 historien, men faktum ar att just den vita kvinnokropp
som han glorifierar fortsatt framhalls av bland andra Hollywood och
skonhetsindustrin. Den blonda, vita kvinnan har blivit ett globalt
skonhetsideal. Aven i Sverige har blonda och bldégda kvinnor for-
blivit norm 1 saval 1 Miss Sweden-tdvlingar som Lucia-uttagningar.’*
Zorns malningar skulle kunna fungera som en exakt rasbiologisk
atlas, skriver Karl Asplund 1921,%® det vill sdga samma ar som det
rasbiologiska institutet grundas i Uppsala. Under sina resor till bland
annat England, Frankrike, Spanien, Italien, Grekland, Turkiet och
Nordafrika tog Zorn tillfillet 1 akt att fanga kvinnornas rasmaissiga
sardrag. Hans Henrik Brummer skriver att 1 ”sina sjalvbiografiska
anteckningar spekulerar Zorn ofta i rasteoretisk riktning och det lig-
ger néra till hands att tolka manga av hans kvinnoskildringar som
uttryck for en rasuppfattning framsprungen ur den pangermanska
forestillningsvirlden. Det faktum att han inte ville anvinda sig av
alltfor solbrinda modeller far nu en speciell innebo6rd: deras ljusa hy
var inte bara estetiskt intressant utan ocksa nordiskt skon.”** Zorn
anvander begrepp som "rastyp” och beskriver en av sina modeller
som "en av dessa ursprungliga nordiska laga typer med ljusgult har,
breda kindknotor, stor mun med fylliga lappar och uppnasa”.>®
Senare skulle Zorn ge frikostigt stod till utstdllningen Svenska
folktyper vilken Rasbiologiska institutets blivande chef Herman
Lundborg turnerade ar 1919.°° Dock maste, med Brummer, tilldggas
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accompanying text giving information about their size and weight.
According to Stratz, the Nordic women were the prettiest. In no other
country, except perhaps Friesland, did the women have such fair skin and
deep blue eyes as in Scandinavia. The type is duly illustrated in the book
with a picture of a girl from Dalarna. Scandinavia did have a dark-haired
type of woman as well, wrote Stratz, although she too had very pale
skin.® It 1s significant that Stratz, like Winckelmann before him, associ-
ated white bodies with beauty. And just like Winckelmann, art formed
the basis for his whole argument. In Greek antiquity, Stratz claimed, the
racial ideal found its most perfect expression in the Venus de’ Medici, and
he included a photograph of the statue to make his point.* Stratz may be
regarded as an unpleasant footnote in history, but the fact remains that
it is the white woman’s body he so glorified that continues to be peddled
by the likes of Hollywood and the beauty industry. The blonde, white
woman has become a global ideal of beauty. Even in Sweden, blonde,
blue-eyed women have remained the norm in both the Miss Sweden and
Lucia competitions.**

Zorn’s paintings could serve as an accurate atlas of scientific racism,
wrote Karl Asplund in 1921, the very year the National Institute for Racial
Biology was founded in Uppsala.”® During his trips to Britain, France,
Spain, Italy, Greece, Turkey, and North Africa, Zorn took every oppor-
tunity to record women’s racial characteristics. Hans Henrik Brummer
writes that in ‘his autobiographical notes, Zorn often speculates along
eugenicist lines, and it is tempting to interpret many of his depictions
of women as expressions of a eugenicist outlook born of Pan-Germanic
thinking. The fact that he did not want to use models that were too sun-
tanned now takes on a special meaning: their fair complexion was not
only aesthetically interesting, but also a Nordic beauty.”* Zorn used terms
such as ‘racial type’, and described one of his models as ‘one of those
original Nordic low types with bright blonde hair, wide cheekbones, large
mouth with full lips, and snub nose’*®

Zorn later lent generous support to the touring exhibition Svenska folk-
typer (‘Swedish folk types’) organized by the future head of the National
Institute for Racial Biology, Herman Lundborg, in 1919.°° That said, like
Brummer, one must also acknowledge that Zorn’s ‘ideal of wholesome-
ness ... had an artlessness and immediacy that was far removed from
the parched world of eugenicist speculation. The pine scent and gen-
tle light of his native home straightway awakens associations with more



att Zorns "sundhetsideal dgde [...] en flirdfrihet och omedelbarhet
som var fjarran fran den rasteoretiska spekulationens fértorkade
virld. Hembygdens barrdoft och dess milda ljus vickte oférbehall-
samt associationer till mer fundamentala livsvirden. Aven i ett an-
nat avseende framstir Zorn som en helt oldmplig foretridare for en
fanatisk raslara. I sitt livslanga dktenskap hade han pa manga olika
satt lart sig att respektera sin hustrus judiska arv.””

Zorns Ute ar ett av de konstverk som Carl G Laurin diskuterar i
Sverige genom konstndirsogon. Fér Laurin dr det ”en typisk svensk bild,
som bor vara allminfattlig: pa en gra, av vattnet slipad granithall
krypa ett par blonda flickor ned mot det jumma, bldnkande vattnet.”
Det finns, enligt Laurin, "fa lander, dir man badar sa mycket 1 6ppna
sj6n som 1 Sverige. Landskapets enslighet tilldter ofta en frihet fran
baddrikt, som lockar konstndrerna.”® Det dr ett anmarkningsvirt
pastaende for en man som foéddes 1868. Som Ivar Lo-Johansson be-
skrivit 1 Bara en mor kunde det vara férédande for en kvinna att ertap-
pas nakenbadande, 4ven om bad 1 det fria férekom varma sommar-
dagar.”® Kanske kan Laurins skrivning ldsas som en indikation pa
hur snabbt idén om friluftsbadandet spred sig i sekelskiftets Sverige,
och kanske ockséd pa Zorns bilders performativa kraft. Att bada na-
ken 1 det fria blev ett uttryck for naturlig sundhet.

Det finns skl att titta ndrmare pa andra verk som Laurin valt
att reproducera 1 boken. Laurin var en av sekelskiftets mest folk-
bildande konstskribenter genom bocker som de populirt héllna
Konsthistoria och Nordisk konst samt pionjarverket Skamtbilden och dess
historia i konsten, alla utgivna pa familjeféretaget Nordstedts. Han var
ocksa drivande 1 Féreningen f6r skolornas prydande med konstverk,
sedermera kallad Konsten 1 skolan. Den konstsyn som Laurin {6-
retradde, och férmedlade genom sina texter och féredrag, lag néra
opponentgenerationens — som hans bror Thorsten Laurin dgde en
av Sveriges frimsta samlingar av. Carl Laurin sag det som viktigt att
skapa en svensk, nationell konst. Det 4r i detta sammanhang Sverige
genom konstndirsogon ska forstas.

Tjugotva konstnérer ar representerade med ett eller flera verk.
Alla dr mén och fédda vid 1800-talets mitt. Det handlar alltsd om
Berghs tidigare omndmnda generationskamrater. Av de 39 repro-
duktionerna &dr ungefar en tredjedel rena landskapsmalningar. Flera
ar liksom Zorns Ute bilder av manniskor 1 nira relation till naturen.
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fundamental values of life. In another respect, too, Zorn appears as an ut-
terly inappropriate advocate of a fanatical racial doctrine. In his life-long
marriage, he in many ways learned to respect his wife’s Jewish heritage.”’

Zorn’s Ute is one of the artworks that Garl Gustaf Laurin discussed
in Sverige genom konstnérsogon (‘Sweden through artist’s eyes’). For Laurin,
it was ‘a typical Swedish picture, which ought to be intelligible to all: on
a grey, water-smoothed granite rock, a couple of blonde girls edge down
towards the warm, glistening water” According to Laurin, there were ‘few
countries where one bathes so much in open water as in Sweden. The
landscape’s solitude often permits a freedom from bathing-suits, which
attracts artists.”® It is a remarkable statement for a man born in 1868. As
the writer Ivar Lo-Johansson described in Bara en mor (‘Only a mother’),
it could be devastating for a woman to be caught bathing naked, although
bathing in the open was known on hot summer days.*® Perhaps Laurin’s
words should be taken as an indication of how quickly the idea of open-air
bathing spread in turn-of-the-century Sweden, and perhaps the same ap-
plies for the performative force of Zorn’s images. Bathing naked outdoors
became an expression of natural health.

There is reason to look at other artworks that Laurin chose to repro-
duce in his book. Laurin was one of the most popular art critics of his day,
with books such as the popular Konsthistoria (‘Art history’) and Nordisk konst
(‘Nordic art’), and pioneer works such as Skéamtbilden och dess historia i konsten
(“The caricature and its history in the arts’), all published by the family
firm, Nordstedts. He was also a driving force behind the Society for the
Adornment of Schools with Works of Art, later Art in Schools. The view
of art that Laurin represented, and communicated in his writings and lec-
tures, was close to that of the group of artists known as the Opponents—of
whom his brother Thorsten Laurin had one of Sweden’s leading collec-
tions. Garl Laurin thought it important to create a Swedish national art.
It is in this context that Sverige genom konstnirsogon should be understood.

Twenty-two artists were represented by one or more works. All were
male, all born in the mid nineteenth century. In other words, this was
a book about Bergh’s contemporaries mentioned earlier. Of the 39 re-
productions, about one-third are pure landscape paintings. Several, like
Zorn’s Qutdoors are pictures of people in a close relationship with Nature.
These include Bruno Liljefors’s 4 Poacher (Hunter Listening) and Johan
Tirén’s Summer in Lapland. The book also contains a couple of cityscapes,
such as Eugene Jansson’s Midsummer mght at Riddarholmsfjirden, as well as



Hit hér Bruno Liljefors Tjuuskytt (Jigare som lyssnar) och Johan Tiréns
Sommar 1 Lappland. Boken innehéller dven ett par stadsskildringar,
som Eugene Janssons Riddarholmsfjérden en midsommarnatt, samt nagra
portritt, exempelvis Oscar Bjorcks Verner von Heudenstam (i sitt hem pd
Djursholm). Aven i dessa ir landskapet en betydelsefull aktér.

Sverige genom konstndirsogon kan ségas féra samman det svenska ter-
ritoriet. Laurin genomf6ér med hjélp av konsten en virtuell resa genom
landet, inte helt olik Nils Holgerssons flygtur. Men det dr tvekldst sa
att for Stockholmaren Laurin dr det Méalarregionens bjérktradshagar
och méjligen Ostersjoskirgirdens martallar som ir mest svenska.
Han beklagar visserligen att ingen framtradande konstnér gripit sig
an att skildra Oresund och Falsterbo, men enligt Laurin ger Skane
“ett osvenskt intryck” med sina vitrappade bondgéardar och bérdiga
slatter. Det ar, skriver han, "forst da tiget susar igenom Smaélands
tallskogar, och da vid stationerna sma lingula, blyga och blaégda
flickor, stumma som fiskar, med bedjande blickar utbjuda hallon och
blabar i ndveraskar, som man kidnner, att man dr hemma i Sverige.”®
Kontrasten till Ehrensvards avsky f6r Smaland kunde knappast vara
storre. Annu starkare blir euforin nir Laurin nirmar sig sina hem-
trakter: "Nar man kommit med nattiget sdderifrdn och vaknar vid
nagon sormlindsk station en sommarmorgon, slar en till métes en
frisk flakt ur skogen och fran markens granitgrund. Man kanner att

detta dr Sverige.”®

Boken inleds med Otto Hesselboms Virt land (1902), ett vid-
strackt panorama 6ver Dalslands skogar och sjoar, dér tallarna sam-
spelar med aftonhimlens jugendslingor. Det dr ett landskap utan
méanniskor, men med spar av mansklig narvaro i form av uppodlad
mark, byggnader och rokpelare som stiger mot skyn. Det édr bilden av
ett hdrt och ensligt land som stiller héga krav pa sina invanare, men
ocksa av stillhet och skénhet.

Det ar forvanansvart fa djur med 1 boken. Tva verk av Bruno
Liljefors visar ejdrar i soluppgang och ilgar 1 en tallskog. I ett par
andra malningar finns hdstar. Liksom landskap och flora knéts till
territoriet kom ocksa vissa djurarter att i den visuella kulturen defi-
nieras som sdrskilt svenska. Hit hoér daggdjur som bjérn och dlg men
inte 1lika hog grad exempelvis gravling och varg. Till tamboskapen
kom kon (framst svensk laglandsboskap och svensk réd och vit bo-
skap) att knytas till svenskhet 1 hogre utstrickning &n ren, far och
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some portraits, for example, Oscar Bjorck’s Verner von Heidenstam (at his
home at Djursholm). Even in these paintings, the landscape features large.

Sverige genom konstndirsogon can be said to bring together all Sweden’s
territory. With the help of art, Laurin undertakes a virtual journey
through the country not unlike Nils Holgersson’s airborne tour. But
there is no doubt that for a native of Stockholm like Laurin it was the
Milaren Valley’s birch woods and possibly the dwarf pines of the Baltic
archipelago that were most Swedish. Admittedly, he regretted that no
prominent artist had tried to paint the Sound and Falsterbo, but, accord-
ing to Laurin, the province of Skdne where they are to be found gives
‘an un-Swedish impression’ with its whitewashed farmhouses and fertile
plains. It is, he wrote, ‘only when the train is rushing through Smaland’s
pine forests, and then at the railway stations small flaxen-haired, shy, and
blue-eyed girls, speechless as fish, with beseeching eyes offer birch-bark
punnets of raspberries and blueberries, that one feels that one is home
in Sweden.®® The contrast to Ehrensvard’s abhorrence of Sméland could
hardly be greater. Even stronger is the euphoria when Laurin approaches
home: “‘When you come up with the night train from the south and wake
up in some S6érmland railway station one summer morning, one is met
by the breeze from the forest and by the granite underfoot. One knows
that this is Sweden."!

The book begins with Otto Hesselbom’s Our Country (1902), a sweep-
ing panorama of Dalsland’s forests and lakes, with its dialogue between
the pines and the art nouveau swirls of the evening sky. It is a landscape
without people, but with traces of human presence in the form of arable
land, buildings, and smoke rising into the sky. It is the image of a hard and
lonely country that demands much of its inhabitants, but also of stillness
and beauty.

There are surprisingly few animals in the book. Two works by Bruno
Liljefors show eider at sunrise and elk in a pine forest. There are horses
in a couple of other paintings. Just as Sweden’s visual culture linked land-
scapes and flora to specific territory, certain animals were also felt to be
particularly Swedish. These included mammals such as bears and elk, but
to a lesser degree the likes of badgers and wolves. Of the livestock, cat-
tle (mainly Swedish Lowland Cattle and Swedish Red-and-White Cattle)
were linked to Swedishness far more than were reindeer, sheep, and goats.
Among the invertebrates, nothing was more strongly associated with the
Swedish landscape and its blond inhabitants than freshwater crayfish.



get. Bland de ryggradslésa djuren férnippas inget starkare med det
svenska landskapet och dess blonda invanare 4n insjkréftor.

Ocksa insjokraftans status som svensk nationalritt dr en produkt
av det sena 1800-talet. Visserligen hade man 1 hégrestandsmiljoer atit
kréftor sedan medeltiden men ett utbrett bruk blev det knappast f6r-
rin pa 1800-talet. Carl von Linné avradde fran att dta dessa "insek-
ter”. Dagens sitt att dta insjokréftor, hela med skal och under Ljudligt
sorplande, vixte fram vid sekelskiftet 1900. Begreppet "kraftkalas”
ar forsta gangen belagt 1894.

En av de akvareller av Carl Larsson som Laurin tagit med i bo-
ken ar Kréfifangst (aven kallad Krififiske) ur Ett Hem (1899). I ett ljust
sommarlandskap med spensliga bjorkar och klarblatt vatten &r nagra
av barnen sysselsatta med att fiska kraftor. En rejal jarngryta att koka
fangsten 1 finns centralt 1 bilden, medan ett stort faing nykokta kraftor
tronar pa ett fat 1 férgrunden, dekorerat med en dillkrona pa toppen.
Till véanster kokas kaffe 6ver 6ppen eld. Tillbehér som snaps och
brod star framdukat, mahinda f6r husets herre som malar scenen
fran andra sidan bordet. Suzanne méter var blick med ljusbla 6gon
och lingult har under den bdljande sommarhatten.

Med Carl Larsson, och lite senare Oscar Bergman, blir bjérken
en alltmer framtrddande representant for det svenska landskapet. I
Carl Larssons ljusa maleri ar det néstintill undantagslost den vita
bjérken, inte den morka barrskogens trad, som idylliseras. Redan 1
mitten av 1800-talet hade Carl Adolph Agardh delat in svenskarna
1 barrskogsfolk (svear) och l6vskogsfolk (goter). Under 1900-talet
tar 16vskogsfolket Gver alltmer. Bjorken blir, som utvecklas 1 kapit-
let "Blond design” dven ett material som definierar modern svensk
design. Dess ljusa, glesa l6vverk och vita bark ar som en bild av
svensken. Redan Linné lar ha beskrivit dess, 1 antropomorfa ordalag,
mjolkvita barm.®

Carl Larssons akvareller fran Dalarna har blivit sa férknippa-
de med bilden av Sverige, nationellt saval som internationellt, att
det dr svart att uppfatta dem som annat an direkta och autentiska.
I sjalva verket innebar de ett paradigmskifte och upprittade nya
ideal for hur svenskar skulle inreda sina hem, kli sig, umgas, ja,
kort sagt leva sina liv. Akvarellerna 1 E#t Hem visades forsta gangen
pa Stockholmsutstéllningen 1897 och vackte stor uppmarksambhet.
Bland annat inspirerade de Ellen Key till att borja skriva pa det som
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The place held by freshwater crayfish as a Swedish national dish
is another product of the late nineteenth century. Although the upper
classes had eaten crayfish since the Middle Ages, it was far from common
until the nineteenth century. Garl Linnaeus advised against eating such
‘insects’. Today’s way with freshwater crayfish, peeling off the shells at
the table with loud slurps, dates to the turn of the last century. The first
Swedish mention of a ‘crayfish party’ was in 1894.

One of Carl Larsson’s watercolours included by Laurin was Crayfish
catch (also called Crayfishing) from Larsson’s book Ett Hem (1899, A Home).
In a bright summer landscape with slender birches and clear blue water,
some of the Larsson children are busy crayfishing. A heavy iron pot to
cook the catch in sits in the centre of the image, while a large haul of fresh-
ly cooked crayfish is arranged on a dish in the foreground, topped with
a head of dill. To the left, coffee is boiling over an open fire. Accessories
such as snaps and bread have been set out, perhaps waiting for the master
of the house, painting the scene from the other side of the table. Suzanne
meets our gaze with light-blue eyes and flaxen hair under her fluttering
summer hat.

With Carl Larsson, and later Oscar Bergman, the birch became in-
creasingly emblematic of the Swedish landscape. In Carl Larsson’s bright
paintings, it is almost invariably the white birch tree, not the dark pine
forest, which is idyllized. As early as the mid nineteenth century, Garl
Adolph Agardh had divided the Swedes into coniferous forest people
(Svear) and broadleaf forest peoples (Geats).®> During the twentieth cen-
tury, the broadleaf forest people took over more and more. As explained
in the next essay on ‘Blond design’, birch was also to be the material that
defined modern Swedish design. Its bright, sparse foliage and white bark
are the very image of the Swede. Even Linnaeus is said to have described,
in anthropomorphic words, its milky white bosom.®

Carl Larsson’s watercolours of Dalarna have become so bound up
with the image of Sweden, both nationally and internationally, that it is
difficult to perceive them as anything but direct and authentic. In fact,
they represented a paradigm shift, and established new ideals for how
Swedes should dress, decorate their homes, and socialize—in short, how
they should live their lives. The watercolours printed in Ett Hem were first
shown at the Stockholm Exhibition in 1897, where they attracted wide
attention. Among other things, they inspired Ellen Key to begin writing
what would become Skinhet i hemmet (‘Beauty in the home’), discussed



skulle bli Skonhet i hemmet, som kommer diskuteras 1 kapitlet "Blond
design”. Genom publiceringen av Eft Hem tva ar senare, samt efter-
foljarna Larssons 1902 och Spadarvet. Mitt hlla lantbruk 1906 spreds
bilden av det ideala hemmet och det lantliga livet 6ver landet. En tysk
utgava som byggde pa dessa tre bocker, Der Haus in der Sonne, med en
imponerande férstautgava om 40 000 exemplar, gavs ut 1909.%* Efter
att ratten att reproducera Carl Larssons bilder blev fri1 1969, femtio ar
efter konstnarens dod, har marknaden 6versvammats av bilder fran
livet 1 Sundborn.® Fa andra bildskapare har betytt mer for att forma
bilden av hur svenskar ser ut och lever sina liv.

Genomslaget for opponentgenerationens konstsyn skulle for-
modligen kunna mitas 1 den grad av igenkdnnande som malning-
arna vicker hos en svensk publik. Det har inte enbart att géra med
att sa manga av verken blivit nationella klenoder, utan ocksa 1 att de
miljéer och stimningar som pekas ut och gestaltas av manga uppfat-
tas som genuint svenska.

Richard Berghs Nordisk sommarkvdll (1899-1900) uppfyller biada
dessa aspekter. Det dr en mdlning som fascinerar pa méanga plan, inte
minst psykologiska. Féga forvanande har den ocksa vickt interna-
tionellt intresse, inte minst genom utstéllningen Northern Light 1982.%
En man och en kvinna tar in den stilla nordiska kvillen. Inte en krus-
ning syns pa sjén nedanfér verandan. Solen star lagt och kastar langa
slagskuggor — det drjer linge innan natten nalkas, om den nagonsin
gor det denna kvall. Antagligen befinner vi oss nara midsommar, den
sedan det sena 1800-talet mest svenska av hogtider. Personerna ar
halvt bortvinda fran oss och sannolikt inte tinkta att kunna identi-
fieras (aven om vi vet att det dr Karin Pyk och prins Eugen som statt
modeller). Genom dem upplever vi landskapet. De kan 1 férstone
tyckas sta pa en scen, avskilda fran landskapet av en balustrad, men
samtidigt tycks de ndrmast sammansmaélta med traden bakom. Rak 1
ryggen framstar han som en stolt fura, med lila-brun stam. Hon ma-
hinda som ett 16vtrad, men ocksd fargmassigt férbunden med vatt-
net nedanfor. Det ar inte ett fraimmande landskap de betraktar, detta
ar en milj6 som de hér hemma 1. Det ér inte heller ett landskap sett
pa avstand, som 1 mélningarna pa Stockholms centralstation, utan
nagot som bade fysiskt och sjalsligt ligger néra férgrundpersonerna.

Den nordiska sommarkvillen aterkommer nagra sidor ldngre
fram 1 Laurins bok med Anders Zorns minst lika ikoniska verk
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in the next essay. The publication of Ett Hem two years later, and subse-
quently Larssons (The Larssons) in 1902 and Spardarfvet—mitt lilla lantbruk (4
Farm) in 1906, saw the image of the ideal home and rural life spread across
the country. A German edition based on all three books, Der Haus in der
Sonne (“The house in the sun’), with an impressive first print run of 40,000
copies, was published in 1909.% Since the copyright on Carl Larsson’s
published images ended in 1969, fifty years after the artist’s death, the
market has been flooded with pictures of life in Sundborn.®® Few other
artists have done more to shape the image of what Swedes look like and
how they live their lives.

The impact of the Opponents’ generation’s approach to art could
probably be measured in the degree of recognition that their paintings
meet with in a Swedish audience. This is not only because so many of
these works have become national treasures, but also because the settings
and moods they chose to portray are perceived by many to be genuinely
Swedish.

Richard Bergh’s Nordic Summer Evening (1899-1900) meets both these

Fig.6 requirements. It is a painting that fascinates on many levels, not least
psychologically. Unsurprisingly, it has also attracted international inter-
est, especially following the Northern Light exhibition in 1982.% It shows
a man and a woman on a veranda, taking in the tranquil Scandinavian
evening. Not a ripple is to be seen on the lake below them. The sun is low
and casts long shadows—night will be long in approaching, if it is ever to
fall. We are probably close to midsummer, that most Swedish of holidays
ever since the late nineteenth century. The characters have turned away
from us, and are probably not meant to be identified (although we know
that Karin Pyk and Prince Eugen posed for the painting). Through them,
we experience the landscape. At first glance they may seem to stand on a
stage, separated from the landscape by a balustrade, yet at the same time
they seem almost to merge with the trees behind. Straight-backed, he
stands like a proud pine with his purplish-brown trunk. She perhaps is a
broadleaf tree, but in tone echoes the water below. It is not an unfamiliar
landscape they are looking at; this is a place where they belong. Neither
is it a landscape seen from a distance, unlike the paintings in Stockholm
Central Station, but rather something both physically and spiritually
close to the figures in the foreground.

The Nordic summer night appears again a few pages later in Laurin’s

Fig.7 book with Anders Zorn’s equally iconic work Midsummer Dance (1897).



Midsommardans (1897). For Zorn var aterupplivandet av midsom- Fig.7

martraditionen viktigt. Han skriver:

Jag hade just da gett Morkarlby en ny ling majstang. Den maélades réd varje midsommar
och jag anség och anser fortfarande som min heliga plikt att nirvara och leda kladningen av
densamma. [...] Nér den vil var rest spelades upp en polska och en ldngdans dansades kring
stdngen och in pa gardarna, en 4ndl6s orm av ungdom. Sedan dansades inne pa nagon gard

till soluppgangen. Se dar vad min tavla forestiller.%

Det var {6r 6vrigt just prins Eugen, mannen 1 Nordisk sommarkvdll, som
uppmuntrade Zorn att utféra malningen med den uppsluppna dan-
sen pa tunet. Bakom de dansande syns en knuttimrad byggnad av
det slag som Zorn anstringde sig att bevara. Langre till hoger reflek-
teras den forsta morgonsolen 1 fénstret pa ett roédmalat hus, bredvid
midsommarstangen. De dansandes hemhorighet markeras, férutom
av byggnaderna och milj6én, av folkdrikter. Malningen ter sig som
en 6gonblicksbild. Dansen har virvlat bort langt fran midsommar-
stdngen, festdeltagarna &r upptagna av dansandet. Byggnaderna,
drakterna, naturen och férsommarnatten har genom Zorns kansla
for farg och komposition blivit odelbara. De dansande parens bru-
na kjolar och byxor fangar fargmassigt upp ekonomibyggnadernas
morka timmervaggar, drakternas rdda accenter samspelar med man-
gardsbyggnadens rédmalade bradvaggar, och de vita skjortorna och
sjalarna tar upp tonen 1 den ljusa sommarnattshimlen. Méanniskorna
befinner sig 1 perfekt harmoni med saval kulturen (drikterna och
byggnaderna) som den nordiska naturen.

Laurins inteckning av svenska milj6er tar honom dnda upp 1 fjall-
virlden. Han later malmindustrin skildras genom Carl Wilhelmson,
Albert Engstrom teckna en same vid en helig plats, och Johan Tirén
skildrar, 1 bokens nist sista reproduktion, en same med sina renar
1 Sommar 1 Lappland. Laurins bild av samerna dr pafallande lik den
romantiska bild av den siste indianen som vid denna tid etablerats 1

USA:

Var kultur ar déden f6r lapparna. Nar man fran Abisko blickar ut 6ver Tornetrdsk och
pé strinderna ser de gré renhjordarna beta pa vidderna och skymtar bland fjallbjérkarna
nagra morkbla lappdrakter, tinker man med ett visst vemod pa att snart ska den siste lap-

pen med sin egendomliga gang vagga fram 6ver dvargbjérkarna, forkrympta som han sjalv,
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For Zorn, the revival of Sweden’s midsummer traditions was important.
As he wrote:

I had just given Morkarlby [a village in Dalarna] a tall new maypole. It was painted
red every midsummer, and I considered, and still consider it, my sacred duty to at-
tend and lead the dressing of the same. ...Once it was raised, a reel was played and
a long dance was danced around the pole and into the yards, an unending snake of
youth. Then they danced indoors at some farm or other until sunrise. That is what

my painting shows.”

Moreover, it was the same Prince Eugen, the man in Nordic Summer Evening,
who encouraged Zorn to paint the high-spirited dance in the courtyard.
Behind the dancing figures we see a log house of the kind that Zorn tried
hard to preserve. Further to the right, the first morning sun is reflected
in the window of a red-painted house, next to the maypole. Along with
the buildings and the setting, the dancers’ belongingness is marked by
their traditional dress. The painting looks like a snapshot. The dance has
whirled away from the maypole; everyone is caught up in the dancing.
The buildings, clothing, scenery, and early summer night have through
Zorn’s sense of colour and composition become indivisible. The dancing
pairs’ brown skirts and trousers echo the colour of the farm building’s
dark timber walls; the red detail of their clothing interacts with the farm-
house’s red-painted planking, and the white shirts and shawls pick up the
tone of the bright summer sky. The people are in perfect harmony with
both their culture (the costumes and the buildings) and Nordic Nature.

Laurin’s account of Sweden takes him all the way up into the moun-
tains. He uses Carl Wilhelmson to depict the ore industry; Albert
Engstrém’s drawing of a Sami in a sacred place; and, in the book’s pe-
nultimate reproduction, Johan Tirén’s Sami and reindeer in Sommar 1
Lappland (‘Summer in Lapland’). Laurin’s view of the Sami is strikingly
similar to the romantic image of the last Native American, which by this
time was well established in the US:

Our culture is death to the Lapps. When from Abisko one looks out over Tornetrésk
and sees on the lakeshore the grey reindeer herds grazing on the wide open spaces,
and glimpses among the mountain birches dark-blue Lapp clothing, one thinks with
a certain sadness that soon the last Lapp will stride along with his peculiar rolling gait

over the dwarf birches, as stunted as he is, and vanish under the blazing Northern



och férsvinna under det flammande norrskenet i sin pulka, limnande den sista svenska
katan, dar han sa férnéjd och gladlynt skar av rensteken med sin sirade benkniv, utdriven

av krafter, som han ej kan fatta, 4nnu mindre sta emot.58

Samerna tillskrivs liknande drag som andra sa kallade primitiva folk:
De ar forkrympta men férndjda och forstar inte att de dr pa vig att
utpldnas av moderniseringens ostoppbara maskin. Aven ”lappmar-
kerna” har blivit en del av det svenska territoriet och ddrmed under-
stallda den vite mannens ob6nhérliga erdvring av sin omgivning.

SVENSK NATUR | STADENS MITT

Under senare delen av 1800-talet ledde kopplingen mellan svensk-
het och natur ocksa till en férdndring av stadsparkernas utseende,
genom omgestaltningar av befintliga parker och anliaggandet av nya.
Parker kan ur denna undersoknings perspektiv betraktas som tredi-
mensionella idealbilder av naturen. En av de forsta att gestaltas pa
ett satt som ger intryck av att vara en svensk "upprojd skogsbacke”
ar Slottsskogen 1 G6teborg. Marken hade varit tillgédnglig for stadens
befolkning sedan 1600-talet.®® 1867 inforlivade staden omradet med
avsikt att férvandla det till en park. Slottsskogsparken 6ppnades for
allmdnheten 1876. Till skillnad fran det tidigare seklets ordnade och
symmetriska anldggningar var ambitionen, som Sigfried Wieselgren
uttryckte det, attlimna parken "1 det skick naturen gifvit densamma”.
Den skulle vara en "naturligt formad park” med gott om utrymme
for rekreation och vila for stadens befolkning.”

Slottsskogen utformades som en landskapspark med korvigar
lings de 6ppna ytorna upp till utsiktspunkterna. Parkens storlek
nodvandiggjorde en mer omfattande infrastruktur &n andra svens-
ka stadsparkers. Tva dammar anlades 1 en sank del av parken. En
musikpaviljong, liksom flera caféer och restauranger tillkom tidigt.
I syfte att forstirka parkens naturliga, svenska utseende plantera-
des pa hojderna barrtrdd och 1 dalsinkorna bland annat l6vtrad,
syren och kaprifol. Det var huvudsakligen ”svenska” vixter som
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Lights in his sledge, leaving the last Swedish Lapp tent, where he so contentedly and
cheerfully cut reindeer meat with his decorated bone-knife, driven out by forces he

cannot grasp, much less resist.®

The Sami are given similar attributes as other so-called primitive peo-
ples: they are stunted but contented, and do not understand that they are
about to be wiped out by the unstoppable juggernaut of modernization.
The ‘Lapp lands’ have become a part of Sweden’s territory, and therefore
subject to the white man’s inexorable conquest of his environment.

SWEDISH NATURE IN THE HEART OF THE CITY

During the late nineteenth century, the pairing of Swedishness and Nature
also led to a change in the appearance of the country’s municipal gardens,
with the redesigning of existing parks and the creation of new ones. From
the perspective of the present study, public parks should be regarded as
three-dimensional, ideal images of Nature. One of the first parks to be set
out in a way that gave the impression of being a Swedish ‘hillside clear-
ing’ was Slottsskogen (lit. castle forest) in Gothenburg. The parkland had
been available to the city’s population since the seventeenth century when
in 1867 the city took possession of the area with the intention of turning
it into a public park.® Slottsskogen opened to the public in 1876. Unlike
the previous century’s ordered and symmetrical garden designs, the am-
bition, as Sigfried Wieselgren put it, was to leave the park ‘in the state
Nature had given it’ It would be a ‘naturally formed park’, with plenty of
space for rest and recreation for the city’s population.”™

Slottsskogen was designed as a landscape park, with drives through
the open spaces up to the viewpoints. The park’s size necessitated a more
extensive infrastructure than other Swedish municipal parks. Two ponds
were made in a marshy area of the park. A bandstand and several ca-
fés and restaurants were early additions. In order to enhance the park’s
natural, Swedish appearance stands of conifers were planted, and in the
valleys broadleaf trees, lilacs, and honeysuckle. Mainly ‘Swedish’ plants
were used’'—foliage planting was nothing like as widespread in the early



kom till anvandning.” Jimfort med idag var gronskan under tidigt
1900-tal inte lika utbredd. Hojderna hade den fér vastkusten typiska
fjallkaraktiren med milsvid utsikt. De ldgre terrangerna fick ett
vilordnat men inte strikt uttryck. Grasfalten holls kortslagna.”

Men sarskilt konsekvent har hanteringen av Slottsskogen aldrig
varit. Det forsta storre ingreppet 1 strid med idealet "upprojd skogs-
backe” dr Azaleadalen som borjade anldggas 1966 nar traden pa slutt-
ningen vister om djurgardarna filldes. Rjningen vackte protester
men azaleorna blev snabbt en attraktion for hela Géteborg. Genom
mediebevakningen blir de flesta géteborgare medvetna om nér aza-
leorna blommar och eftersom blomningstiden dr kort samlas stora
skaror 1 sluttningen. Harigenom har Azaleadalen gjort Slottsskogen
till en angeldgenhet for fler &n de narboende och 1 flera bemarkelser
en mer fargrik plats. Detsamma kan sdgas om de musikfester som
har anordnats 1 parken sedan 1970-talet.

Slottsskogen ar 1 dag en tidmligen gentrifierad plats, som f6ljd
av rivningar och renoveringar av arbetarstadsdelarna 1 Goéteborgs
innerstad pa 1970- och 1980-talen. Killorna vittnar annars om att
Slottsskogen vid sekelskiftet 1900 brukades av savil arbetare som
av mer vilbesuttna, om dn pa olika sitt. For de rika var parken en
uppvisningsyta dar man kunde aka med hist och vagn, alternativt
promenera, under dygnets ljusa timmar. For arbetarklassen var det
en plats for spel och umgénge under fri himmel, en kontrast till de
ofta tranga och morka bostdderna.

En langvarig tradition 1 Go6teborg var "forsta uteliggarenatta”.
Pa natten till Kristi Himmelfardsdag frikampade arbetarfamiljer 1
Slottsskogen, med mat, musik och dans. De som inte ville 6vernatta
tagade 1 stillet ut tidigt pa morgonen for att laga frukost 1 det fria.
Sarskilda stenspisar hade anvisats av myndigheterna dar man fick
gora upp eld. Lite langre fram pa dagen anlidnde 6verklassen med
hést och vagn for att visa upp sig pa den stora promenaden.” Att arbe-
tarna emellandt anvande parken att sovaiaccepterades alltsa av myn-
digheterna, medan resande och romer aldrig skulle ha tillatits utan
fick sla lager pa anvisade platser i stadens utkanter. Uteliggarenatta
var ett undantag, en natt niar man levde ett annat liv, inte olikt den
bild man hade av zigenare och indianers tillvaro. Detsamma kan
sdgas om camping som ett sdtt att komma néra den svenska naturen.
Distinktionen ar tydlig mellan campingplatser och taltlager 1 stadens
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nineteenth century as it is today. The heights had an alpine character typi-
cal of West Coast Sweden, with expansive views. The lower-lying ground
was orderly, but not formal. The lawns were kept short.”

However, the management of Slottsskogen has never been espe-
cially consistent. The first major incursion into the ideal of the ‘hillside
clearing’ was Azaleadalen (‘Azalea Valley’), which was set out in 1966
when the trees on the hillside west of the menagerie were felled. The
felling caused protests, but the azaleas quickly became an attraction for
the whole of Gothenburg. To this day, local media coverage means that
most Gothenburgers are aware of when the azaleas are in bloom, and
because the flowering period is short large crowds gather in the garden.
Azaleadalen has done much to make Slottsskogen a popular amenity for
more than just local residents, and in many respects a more colourful
place. The same can be said for the music festivals that have been held in
the park since the 1970s.

Slottsskogen is today a fairly gentrified place as a result of the demoli-
tions and renovations in the working-class districts of Gothenburg’s city
centre in the 1970s and 1980s. Sources show that at the turn of the last
century the park was used by both workers and the more wealthy, albeit
in different ways. For the rich, the park was a place of display where they
could promenade or drive in their carriages during daylight hours. For
the working class, it was a place for games and socializing under the open
sky, a contrast to their often cramped and dark dwellings.

A long-standing Gothenburg tradition was ‘forsta uteliggarenatta), the
‘first night in the open’. On Ascension Day Eve, working families slept out
in Slottsskogen, with food, music, and dancing. Those who did not want
to stay overnight instead headed out early in the morning to cook break-
fast under the open sky. The authorities arranged special fireplaces where
it was permitted to have fires. A little later in the day, the upper classes
arrived in their horse-drawn carriages to see and be seen on the main
promenade.” Thus the fact that the workers sometimes used the park to
sleep in was accepted by the authorities, while travellers and Roma would
never have been allowed to, and had to camp in designated areas on the
outskirts of the city. That first night of the year spent outdoors was an
exception, a night when people lived a different life, not unlike the image
they had of gypsies’ and American Indians’ existence. The same could
be said of camping as a way of getting closer to Nature: the distinction
between campsites and camps in the city’s peripheral areas was clear.”



randomraden.™ Det &r, som flera gdnger papekats 1 denna studie, de
vitas privilegium att for en kortare tid iklada sig rollen av de Andra.

Uteliggarenatta tycks ha varit en familjefest utan patagligt stora
problem med fylla och slagsmal. Men parken var ocksd noggrant
6vervakad. Redan 1 slutet av 1800-talet anstélldes sarskilda parkvak-
ter som beviapnade med kippar sikerstallde ordningen tillsammans
med polismakten.” Det kan ocksd ha behovts for fram till 1909 fanns
flera etablissemang med utskdnkningstillstand 1 parken.”

Anslaget ndr man som besokare narmade sig Slottsskogen var
nationalromantiskt. Under ling tid markerades parkens entréer
fran staden av grindar utformade av knotiga ekgrenar. De anvindes
framst till att reglera hastskjutsar som endast var tillatna dagtid.””
Nationalromantikens ideal kom till uttryck ocksa 1 andra byggnader
1 parken som Cloettas paviljong (flyttad under mellankrigstiden till
Budskar) och Goteborgs forsta vattentorn Stora Utsikten (1899), lik-
som 1 platsnamn som Bragehdjden, Baldershagen, Idunalunden och
Valhallaberget.”

Ett kolorerat vykort fran sekelskiftet 1900 visar Cloettas paviljong
vid Stora Dammen.” Av den hissade unionsflaggan, den sa kallade
sillsalaten, framgar att fotografiet &r fran tiden f6r unionen med Norge.
Cloettas paviljong hade uppforts till Industriutstéllningen 1891 och
flyttats till Slottsskogen. Vintertid serverades varm punsch och glogg.
Den fotografiska forlagan tycks dock vara tagen under sommaren. I
férgrunden sitter en man pé huk vid strandkanten och matar en vit
svan. Hans hukande kroppsstéllning och profil férbinder honom vi-
suellt med svanen, liksom hans vita krage. Svanar blev snabbt nagot
av Slottskogens signum och det finns hundratals vykort med dem
som motiv fran det unga 1900-talet. Tillsammans med pafaglar (som
ocksd fanns 1 Slottsskogen) lampade de sig val for den naturinspire-
rade ornamentik som uppskattades av jugendtidens formgivare och
konstnérer. Svanar férknippades med det héga nord och med nordisk
och keltisk mytologi, inte minst aktualiserad genom Richard Wagners
operor Lohengrin och Parsifal. Svanar antogs ocksa leva 1 livslanga for-
hallanden vilket gjorde dem till moraliska forebilder.

En birande tanke bakom tillkomsten av parken var nyttan av att
vistas 1 naturen. Fler aktiviteter an dans tillkom under tidigt 1900-tal.
Aven om planer p tennis- och krocketbanor aldrig forverkligades
fick fotbollen snabbt en plats, den sd kallade Plikta som numer &r
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As pointed out several times in this study, it was the whites’ privilege to
assume for a short time the role of the Other.

Ascension Day Eve seems to have been a family celebration, with no
serious problems with drunkenness and fighting. Even so, the park was
closely monitored. Back in the late nineteenth century, special park war-
dens armed with sticks had been recruited to keep the public peace along-
side the police force.”” They may have been needed too, for until 1909
there were several establishments in the park that had alcohol licences.”

As visitors approached Slottsskogen, the very first thing they met was
National Romantic—the park’s entrances from the city were long marked
by gates made from gnarled oak branches. They were mainly used to
manage carriage traffic, which was only permitted in daytime.” The ide-
als of National Romanticism were also evident in buildings across the
park, including the Cloetta Pavilion (moved during the interwar period to
Budskar in the south-west of the city) and Gothenburg’s first water tower,
Stora Utsikten (1899, lit. ‘wide view’), as well as in place names such as
Bragehdjden (‘Bragi’s hill’), Baldershagen (‘Balder’s field’), Idunalunden
(‘Idunn’s grove’), and Valhallaberget (‘Valhalla mountain’).”

A colour postcard from the turn of the last century shows the Cloetta
Pavilion by the large pond.” The fact that itis flying the Union flag, known
universally as silsalladen (‘the herring salad’), shows that the photograph
dates from before 1905 and the dissolution of the Sweden-Norway union.
The Cloetta Pavilion had first been built for Gothenburg’s industrial ex-
hibition in 1891, and was subsequently moved to Slottsskogen. In winter
it served hot arrack punch and mulled wine; this particular photograph
seems to have been taken in summer, however, for in the foreground a
man sits on his heels at the edge of the pond, feeding a white swan. His
hunched posture and profile link him visually with the swan, as does his
white collar. Swans quickly became something of symbol of Slottsskogen,
and there are hundreds of early twentieth-century postcards that show
them. Along with peacocks (of which there were several in Slottsskogen),
they were well suited to the Nature-inspired ornamentation so appreci-
ated by the Art Nouveau designers and artists of the day. Swans were
associated with the far north, and with Nordic and Celtic mythology, not
least because of Richard Wagner’s operas Lokengrin and Farsifal. Swans
were also known to mate for life, which made them moral role models.

Thekeyideabehind the creation of the park was the benefit of spending
time in the great outdoors. As well as dancing, more activities were added



lekplats. 1924 invigdes Bragebacken for skidhopp, en anldggning
som pa grund av stadens milda vintervader dock sillan har kommit
till anvandning. Kélkbacke fanns vid Stora Liden och Stora Dammen
anvandes kalla vintrar for skridskoakning. For senare generationer
har andra sporter tillkommit, som skateboard, bangolf och frisbe-
egolf, dven om Slottsskogen framfoérallt férblivit flanérernas och
picknick-dtarnas park.

Goteborg var vid sekelskiftet 1900 bade en immigrant- och en
emigrantstad. Stora delar av befolkningen var inflyttad fran lands-
bygden. Detta kom att paverka Slottsskogens gestaltning. Olika
grupper O6nskade uppfora landskapsstugor, sannolikt paverkade av
utformningen av Skansen 1 Stockholm. Smalandsstugan kom pa
plats 1905 f6ljd av Dalslandsstugan 1936, Hallandsgarden 1947 och
Grifsnasgarden 1967 Det har ocksa funnits planer pa att himta en
finnstuga frén Varmland (1906) och en Skanegird (1908).3' Kring
landskapstugorna vavs berittelser om ursprung och tillhorighet.
BesoOkare forvintas kunna se varifran de harstammar, 1 form av ma-
teriella spar av de liv som deras anférvanter levt. Genom den under-
forstadda genealogin knyts kulturarvet darfor 1 hog grad till harfarg,
6gonfirg och koncentration av pigment.® I Slottsskogen samverkar
natur och kulturarv till att forstirka den svenska vitheten.

Till skillnad frén 1 de konstfulla stadsparkerna var tanken att
Slottsskogen inte skulle ha nagra statyer och monument. Naturen
skulle vara sig sjalv nog. Inte heller 1 detta avseende har gestaltningen
av parken varit konsekvent. 1963 placerades Henry Moores Vilande

Jigur 1 tva delar III efter en del diskussioner nédra Lilla Dammen.
Den plockades dock bort 2012 1 vantan pa en mer siker placering.
Men med undantag for ett par skulpturer i1 parkens utkanter har
Slottsskogen alltsa férblivit en ren naturpark.

Det senaste konstnarliga tillskottet 1 parkens utkant har dock en
sarskild betydelse 1 detta sammanhang: Ralph Lundquists Gemenskap,
ocksa kallad Iwandrarmonumentet fran 1995. Det bestar av sju pelare
av infirgad betong som knyts samman 1 vad konstnéren kallar ”en
nordisk drakslinga, som 1 toppen 6ppnas 1 en generos gest [som] kan
tolkas som att varje kultur behaller sin sdrart”.*® Hela formationen for
tankarna till en tip1, men konstniren beskriver den som en assyrisk
boplats.?* Pelarna har forntida ornament fran olika delar av varlden
sasom meanderbard, l6pande hund och maya-tecken. En inskription
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in the early twentieth century. Although the plans for tennis courts and cro-
quet lawns never materialized, football quickly gained a foothold at Plikta,
which is now a playground. In 1924, Bragebacken opened for ski jumping,
although because of the city’s mild winters the hill has rarely been used.
There was a toboggan run on Stora Liden, and in cold winters the large
pond was used for skating. Later generations have introduced other sports,
including skateboarding, minigolf, and disc golf, although Slottsskogen has
primarily remained a park for promenaders and picnickers.

Gothenburg in 1900 was both an immigrant and an emigrant city.
Much of its population had moved there from the countryside, and this
was to leave its mark on Slottsskogen’s design. Various groups wanted to
have ‘landskapsstugor’, or representative buildings from Sweden’s provinces,
having probably been influenced by the design of Skansen in Stockholm.
The Sméland cottage was erected in 1905, followed by the Dalsland cot-
tage in 1936, the Halland farm in 1947, and the Grifsnis farm in 1967.%°
There were also plans to obtain a Finnish cottage from Varmland (1906)
and a farmhouse from Skane (1908).8! Various interwoven stories of ori-
gin and belonging were spun about the various cottages. From the tan-
gible traces of the lives their forebears lived, visitors were expected to be
able to recognize where each building came from. This implicit genealogy
linked people’s heritage to a significant degree to their hair colour, eye col-
our, and the darkness of their skin.® In Slottsskogen, Nature and cultural
heritage came together to reinforce Swedish whiteness.

Unlike the more formal urban parks with their artworks, the idea was
that Slottsskogen would not have any statuary or monuments. Nature
would suffice. True, the park has not remained entirely consistent on this
point either, as in 1963 Henry Moore’s Two Piece Recliming Figure III was
placed close to the small pond (it was removed in 2012, however, prior to
being moved to a more secure location); yet, except for a few sculptures
on the fringes of the park, Slottsskogen has continued to be purely a
landscape park.

The latest artistic addition on the park’s outskirts has a special impor-
tance in the present context, however: Ralph Lundquist’s Communty, also
known as The immigrant monument, of 1995. It consists of seven columns
of coloured concrete which are knotted together in what the artist calls ‘a
Nordic dragon braid, that at the top opens into a generous gesture [that]
can be interpreted as each culture retaining its uniqueness.’® The entire
structure is reminiscent of a tepee, with the artist himself describing it



fortdljer att monumentet "vill betona invandrarnas stora betydelse
f6ér samverkan och kulturellt utbyte mellan skilda kulturer”.

Redan 1984 hade en fempartimotion om ett invandrarmonument
ldmnats in till kommunstyrelsen, pa férslag fran Pascal Virvall. I en
tid ndr rasisterna hade borjat vixa sig starka énskade man paminna
om att Goteborg varit invandrarstad dnda sedan grundlaggningen
pa 1600-talet. Efter en lang beslutsvinda om var monumentet skulle
placeras utlystes en tavling 1 tva steg 1993 utan att en bestamd plats
pekats ut.* Drakslinga var ett av fyra forslag som gick vidare till en
andra etapp ddr Slottsskogens entré féreslogs som en av flera mgjliga
placeringar.®¢

Vidinvigningenhade skulpturens namn andrats till Gemenskap. Den
abstrakta symboliken gor betydelsebildningen vag. Fargsdttningen
signalerar uppenbarligen "mangfargad” och ornamentiken pekar mot
virlden pa ett sitt som paminner om Blombergs Ringen. Kulturerna
flatas samman i en form som Sppnar sig mot himlen men varfoér det
sker med den nordiska symbolen drakslingan som sammanbindande
kraft &r en fraga som bokstavligen blir hangande i luften.

Det har, som synes, funnits olika uppfattningar under olika tider
om Slottsskogen ska ha skulpturer eller inte. En annan fraga som
givits olika svar vid olika tider gdller djurhallningen. Nationell och
regional karaktdr har under det gdngna seklet vigts mot barnvinlig-
het och djurskyddsaspekter. Dovhjortar hade funnits 1 Slottsskogen
redan i slutet av 1500-talet for att tjdna som villebrad vid den kung-
liga jakten och 1891 importerades tio nya fran England. 1901 anla-
des djurgardarna for ilg, ren och radjur med byggnader 1 national-
romantisk stil. Svanar och andra simfaglar hamtades till dammarna.
1897 uppfordes ett elegant Svanhus med tillhérande damm.* I Stora
Dammen ersattes svanarna pa 1960-talet av flamingos.®® Bjornar sat-
tes 1 bur nira det som 1 dag heter Bjorngardsvillan 1902 - den sista
bjérnen skots 1931. Efter att den forsta silen som togs till parken
1902 dott 1 brist pa en lamplig damm, donerade James Keiller medel
till en sdldamm 1907. Under en tiodrsperiod fram till 1973 fanns ett
Barnens Zoo med bland annat vietnamesiska hiangbukssvin. Getter,
ravar, gotlaindska utegangsfar, afrikanska manfir och ett femtiotal
olika tropiska faglar har ocksa bebott Slottsskogen, vid sidan om
vilda kusiner som gravlingar, radjur och harar. Under 2000-talet har
mnriktningen ater varit att Slottsskogen ska ha en nordisk karaktar.
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as an Assyrian dwelling.®* The pillars have ancient ornamentation from
various parts of the world, with Greek key bands, Vitruvian scrolls, and
Mayan glyphs. An inscription records that the monument ‘wants to em-
phasize immigrants’ great importance for collaboration and cultural ex-
change between different cultures’.

As early as 1984, an all-party motion had been submitted to the
Municipal Council, calling for an immigrant monument as proposed by
Pascal Virvall. At a time when the racists were on the rise, they wanted a
reminder that Gothenburg had been an immigrant city ever since it was
founded in the seventeenth century. After much dithering over where the
monument might be placed, a two-stage competition was announced in
1993 without a definite location having been chosen.® Lundquist’s work,
the working title of which was Drakslinga (‘Dragon braid’), was one of
four proposals that went through to the second round, at which point the
Slottsskogen entrance was proposed as one of several possible locations.®®

By the time the sculpture was unveiled, its name had been changed
to Gemenskap (‘Community’). Its abstract symbolism makes any construc-
tion of meaning somewhat vague. The colours apparently signal ‘mul-
ticoloured’, and its ornamentation gestures outwards to the world in a
manner reminiscent of Blomberg’s The Ring. Cultures are woven together
in a form that is open to the sky, but why this is achieved using a Nordic
symbol, the dragon braid, as the unifying force is a question that literally
hangs in the air.

As we have seen, opinions have varied down the years as to whether
Slottsskogen should have sculptures or not. Another issue that has elicited
different responses at different times relates to the presence of animals in
the park. Over the past century, national and regional character has had
to be weighed against child-friendliness and animal welfare. There had
been fallow deer in Slottsskogen ever since the late sixteenth century to
serve as quarry for the royal hunt, and in 1891 ten more were imported
from England. In 1901 a menagerie was built in the National Romantic
style to house elk, reindeer, and deer. The ponds were stocked with swans
and other waterfowl. In 1897 an elegant swan house was built with its
own pool.¥ In the large pond, the swans were replaced in the 1960s by fla-
mingos.® From 1902, bears were kept in cages near what is today known
as Bjorngardsvillan (lit. ‘the bear-garden house’); the last bear was shot in
1931. After the park’s first seal, acquired in 1902, died for lack of a suitable
pool, James Keiller donated the money to build a seal pool in 1907. For a



I parken finns bland annat Gotlandsruss, gutefdr, sil och dlg. Ett
nytt pingvinhus invigdes 2012.% Det tjugotal flamingos som trippat
omkring 1 Stora Dammen fick 2002 nytt hem 1 Helsingborgs fagel-
park och i Furuviksparken 1 Gévle medan tva pelikaner hamnade pa
Ebeltoft Zoo 1 Danmark.

NardettaskrivshallerennydetaljplanpdatttasframforSlottsskogen.
I det forberedande arbetet betonas tillgéngligheten. Djurgardarna be-
doms besvirliga att na for familjer med barnvagnar och éldre. Fler
caféer och fler parkeringsplatser anges vara dnskvart. Programmet
foreslar vidare en forstirkning av parkens nationalromantiska
karaktir genom nya parkmobler och att nationalromantiska drag
hos dldre byggnader ska restaureras. Grindarna och grindstugan
bor aterskapas och de "nationalromantiskt klingande namnen” pa
olika platser ska behdllas. Programmet foreslar dven att karaktdren
av ett "litet Skansen” ska starkas genom att ytterligare nagon "kultur-
historiskt intressant byggnad” flyttas dit. Vixtligheten ska bestd av
svenska arter.”” Mangfaldsperspektiv dr helt franvarande i planerna.
Parametrar som kon, klass och ras finns éverhuvudtaget inte med 1
analyserna och pa bilderna fran parken som illustrerar programmet
dominerar en homogen skara vita parkbesokare. Planen innehaller
inte heller nagra forsok att bredda parkens anvindningsomrade
utanfor den aktivitets-, picknick- och cafékultur som omhuldas av
innerstadsbefolkningen.

Ett av de sista vykorten fran Slottsskogen som ldmnats in som plikt-
leverans till Kungliga Biblioteket inkom 2001.°' Vykortsproduktionen
fran parken har avtagit avsevirt under de senaste femtio aren for att
under 2000-talet ndstan ha upphort helt. De tre fotografierna pa vykor-
tet inramas av en tunn brandgul linje. Det storsta visar mdnniskor som
njuter av sommaren pa en av parkens stora grasytor. De tvd mindre
bilderna visar gaster pa Belparcs uteservering respektive flamingos.

Liksom under det tidiga 1900-talet visas parken 1 detta vykort
upp som en rekreationsyta. Bilder fran utskdnkningsstéllen var van-
liga vid seklets borjan, liksom fotografier av fagellivet. Det fanns
ocksa vykort som visade méinniskor som satt 1 grongréset och njot
av att vara utomhus, men en gigantisk skillnad ar graden av naken-
het. Flera av personerna pa kortet fran 2001 solar i minimala bad-
eller underklader vilket givetvis hade varit otdnkbart kring 1900.
En annan betydelsebdrande skillnad ar att forra sekelskiftets enorma
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ten-year period up to 1973 there was a petting zoo, including Vietnamese
pot-bellied pigs. Goats, foxes, Gotland sheep, Barbary sheep, and fifty
different types of tropical bird have also been kept at Slottsskogen, along
with such wild cousins as badgers, roe deer, and hares. During the 2000s,
the aim has been to restore a Nordic character to Slottsskogen. The park
now features Gotland ponies, Gute sheep, seals, and elk. A new penguin
house opened in 2012.%° The twenty flamingos that once stalked around
the large pond were found new homes in Helsingborg’s Bird Park and
Furuviksparken in Gévle in 2002, while two pelicans ended up at Ebeltoft
Zoo in Denmark.

At time of writing, a new zoning scheme is being developed for
Slottsskogen. In the preparatory work, the emphasis has been on acces-
sibility. The menageries are deemed difficult to negotiate for families with
prams or the elderly. More cafés and parking spaces have been called
for. The scheme also proposes enhancing the park’s National Romantic
character by installing new park furniture and restoring the National
Romantic features of the older buildings. The gates and entrance lodge
should be reinstated, and the ‘National Romantic-sounding names’ for
various places should be retained. The scheme also suggests that the
‘small Skansen’ feel should be boosted by adding one or more ‘histori-
cally interesting buildings’. The planting should be limited to Swedish
species.” Diversity is something that is totally absent from the scheme.
Parameters such as gender, class, and race are not even mentioned, and
the pictures of the park used as illustrations are dominated by a homo-
geneous group of white park visitors. The scheme makes no attempt to
broaden the park’s appeal beyond the leisure—picnic—café offerings so
cherished by inner-city dwellers.

In 2001, one of the last postcards of Slottsskogen was submitted as
usual as a copyright deposit to the National Library of Sweden.” The
production of postcards of the park has slowed considerably over the past
fifty years, and in the 2000s almost completely ceased. The postcard is
made up of three photographs framed by a reddish-yellow line. The larg-
est shows people enjoying the summer weather on one of the park’s large
lawns. The two smaller photos show people at the Villa Belparc open-air
restaurant and some flamingos.

As in the early twentieth century, the park is shown as a recreation
area. Pictures of cafés and restaurants had been common at the beginning
of the century, as had photographs of the birds, but while there were also



intresse for parkens svanar, vid millennieskiftet 2000 ersatts av fasci-
nation for flamingos.

Som framgitt ovan vixte en sol- och badkultur fram vid férra
sekelskiftet. Solkulturen har expanderat under hela 1900-talet trots
larmrapporter om att den vita huden illa limpar sig for att utsattas for
kraftig UV-stralning. Lange var emellertid solbad inget som idkades
1 stadsparker, utan pa strander vid hav och sjéar. D som nu var par-
kerna en uppvisningsyta och motesplats. De visuella signaler som var
tydligast 1 forra sekelskiftets parkliv var kon, klass och generation.
Vid millennieskiftet hade, atminstone sommartid ndr den fotogra-
fiska forlagan ar tagen, ras blivit en vil sa synlig kategori. Vithetens
hegemoni ér total pa vykortet. Alla som gar att urskilja ar vita, vilket
understryker hur gentrifierad Slottsskogen blivit under senare ar.

P3 ett kanske omedvetet, men inte desto mindre ansldende sitt,
samspelar de tre bilderna med varandra. Alla visar grupper av indivi-
der. P4 grasmattan samlas de kring picknickfiltar eller intar likartade
positioner som visuellt férbinder dem med varandra. Pa uteserve-
ringen sitter de vid caféborden framfor Stora Dammen. Aven faglarna
utgdr en sammanhdllen konstellation, form och fargmassigt. De tre
bilderna forstarker salunda varandra genom formmassiga och mne-
héllsmissiga 6verensstimmelser, de handlar alla om gruppbeteende.
Men de samspelar dven fargmaissigt. De avkladda kropparna har en
fargton som ligger nira faglarnas fjaderdrakt. Vid sekelskiftet 1900
var manniskorna lika vita som svanar, 1 dag ar de skara som flamingos.

BLAND LINGON OCH BLABAR

Jag har ovan argumenterat for att den vita blicken kan férstas uti-
fran likheter med turistblicken. Inte sallan sammanfaller de. Turister
tinks ofta som vita, &ven om den globala turismen blivit alltmer
mangfargad.” P4 semester 1 andra lander forstarks den vita svenska
identiteten genom att avteckna sig mot andra kulturer. Pa resa1Sverige
genom att svenska landskap och kulturhistoriska miljéer bidrar till
att bekrifta den vite svenskens hemhérighet 1 landet och historien.
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postcards that showed people sitting on the grass, enjoying the outdoors, the
vast difference was in the degree of nudity. Several of the people in the 2001
photograph are sunbathing in minimal swimming costumes or their under-
wear, which of course would have been unthinkable back in 1900. Another
significant difference is that last century’s fascination with the park’s swans
has in the 2000s been replaced by a fascination with flamingos.

As we have seen, the turn of the twentieth century saw the rise of
a sunbathing and swimming culture. The tanning culture continued to
grow throughout the twentieth century, despite alarming reports that
white skin is ill suited to exposure to strong UV radiation. For a long time,
however, sunbathing was not a thing for municipal gardens, but rather for
lake- and seashores. Then, as now, public parks were an arena for display,
a meeting-place. The visual signals most in evidence in park life a century
ago were gender, class, and generation. Come the millennium, and at least
in the summer when this particular photo was taken, race has become a
highly visible category. The hegemony of whiteness in the postcard is
total. Everyone in the photograph who can be made out is white, under-
scoring how gentrified Slottsskogen has become in recent years.

In a perhaps unconscious, but none the less striking, manner, the post-
card’s three photographs work together. All show groups of individuals.
On the lawn they are gathered around picnic blankets or occupy similar
positions that connect them visually; in the open-air restaurant they sit at
café tables next to the large pond; even the birds present a coherent con-
stellation, both shape- and colour-wise. The three pictures thus reinforce
one another with their similarities in form and content, for they all treat
group behaviour. But they also interact in terms of colour. The naked
bodies are of a hue close to the birds’ plumage. In 1900, the people were
as white as swans; today, they are as pink as flamingos.

AMONG LINGONBERRIES AND BLUEBERRIES

I have already argued that the white gaze can be understood in terms
of its similarity to the tourist gaze. Quite often, indeed, they coincide.
Tourists are often thought as white, although global tourism has become



Detta kapitel har foljt en slingrande stig genom representationer
av svenska landskap 1 olika tekniker och fran olika tider. En kvar-
dréjande fraga dr om sammankopplingen mellan vit svenskhet och
svenska landskap fortfarande uppritthalls 1 samtida visuell kultur,
2013? Svaret blir ett otvetydigt ”ja”, 1 varje fall om man ser till den
reklam som produceras om Gotland.

Turismen, som tiodubblar Gotlands befolkning under somma-
ren, ar mestadels svensk och 1 mycket stor utstrackning vit. Men inte
helt. Aven icke-vita svenskar semestrar forstas pa én och under sen-
sommaren dr narvaron av utlindska turister pataglig, inte minst med
kryssningsfartygens ankomst till Visby. Gotland har visserligen lagst
andel utrikesfédda i landet, 4,6 procent,” men en lang historia av et-
nisk och kulturell blandning. Under storhetsperioden pa medeltiden
talades manga sprak pa on. Tyska var dominerande. Migrationen
fran Ryssland och Baltikum har varit omfattande, liksom 1 dag fran
utomeuropeiska ldnder. Av savidl den etniskt blandade historien som
av samtiden syns mycket lite 1 marknadsféringen av 6n. I turistbro-
schyrerna dar det uteslutande vita ménniskor som badar, vandrar,
cyklar, rider och tittar pa kyrkor. I 2013 ars utgava av Gotlandsguiden,
en reklamfinansierad tidning, finns endast tva fargade personer pa
de 212 sidorna: artisterna Sean Banan och Barbara Hendricks! Alla
som pa olika sitt tar del av vad 6n har att erbjuda ar vita. Méanga ar
blonda, liksom omslagsbildens cyklande mor och dotter.** Vithetens
hegemoni giller dven 1 stort sett alla vykort och alla andra reklambil-
der, vare sig man letar pd Region Gotlands hemsida eller 1 Svenska
spels Kenoreklam. Manniskorna pa 6n, savil gutar som turister, ar
vita som kalk.

Ambitionen 1 detta kapitel har varit att skriva om svenska land-
skap utan kontrasterande exempel, utan att anvianda bilder av hur
vita avbildas 1 svarta landskap, exempelvis alla de skamtteckningar
som gestaltar hur vita resendrer kokas 1 grytor av svarta afrikaner.
Men en alltfér hardnackad hallning undergraver mojligen argumen-
tationen? Vagheten 1 den vita gestaltens kontur tenderar att framsta
som en vaghet 1 resonemanget.

Darfor ska jag avsluta med nagra andra slags exempel. Sallan har
det svenska landskapets vithetsproducerande kapacitet framstatt tyd-
ligare &n 1 en serie malningar av Marianne Lindberg De Geer 1 serien
Fag tinker pa mig sjilv (2004-2005). I hétorgsmalningar av svenska
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increasingly diverse.”” On holiday in other countries, the white Swedish
identity is cast into relief by other cultures; travelling through Sweden,
the landscape and cultural-historical milieus serve to confirm the white
Swede’s affinity to the country and its history.

This essay has picked a winding path through various representations
of the Swedish landscape in different media and from different times. One
lingering question is whether the linkage between white Swedishness and
the Swedish landscape still pertains in contemporary visual culture, in
2013. The answer is an unequivocal ‘yes’, atleast if you look at the adverts
produced about the island of Gotland.

Tourism, which increases the island’s population tenfold during the
summer, is mostly Swedish and very largely white. But not entirely. Even
non-white Swedes holiday there, of course, and in the late summer foreign
tourists are very much in evidence, especially with the arrival of cruise
ships in Visby. True, Gotland has the lowest proportion of foreign-born
inhabitants in the country—4.6 per cent”—but equally it has a long his-
tory of ethnic and cultural mix. In its heyday in the Middle Ages, any
number of languages were spoken on the island, and German was the
dominant one. Migration from Russia and the Baltic states has been ex-
tensive, and continues today with immigration from non-European coun-
tries. Ethnically mixed its past and present may be, but very little of that
is in evidence in the way the island is marketed. In tourist brochures,
it is only white people who swim, hike, bike, ride horses, and look at
churches. In the 2013 edition of Gotlandsguiden (‘The Gotland guide’), an
advertiser-funded newspaper, there are only two people of colour in its
212 pages: the artists Sean Banan and Barbara Hendricks! Otherwise ev-
eryone shown enjoying of all that the island has to offer is white. Many are
blond, like the cover picture of a mother and daughter out cycling.”* And
further, this hegemonic whiteness is true of all the postcards and all the
other advertising images, whether the Region Gotland website or adverts
for the Gotland-based Swedish Games’ Keno lottery. The people on the
island, Gotlanders as well as tourists, are as white as the local limestone.

The aim of this essay has been to write about Swedish landscape with-
out falling back on contrasting examples, and without using images of how
white is depicted in a black landscape, as in all the cartoons that show white
travellers being cooked in cauldrons by black Africans. But does too stub-
born a stance risk undermining the case to be made? The vagueness of the
white figure’s contours tends to be echoed in the vagueness of the reasoning.



landskap placerar hon svarta figurer, manga kladda 1 kliniska, vita
rockar. Figurerna baseras pa afrikanska triaskulpturer som forestéller
olika yrken. De framstar som tillfalliga besokare, utan permanent
hemhorighet 1 landskapen de befolkar. Detta dr en f6ljd av gestal-
ternas statuariska hallning, att penselskriften inte anpassats till den
bakomliggande malningens och att landskapen uppfattas som vita.
Dessa ér till stor del lugna insjéar, granskog och béljande jordbruks-
landskap med réda lador. Sedda utan minniskor kan de uppfattas
som spelplatser, scener, som véntar pa att ndgon ska trada in fér att
fiska 1 sjon, plocka blabér eller sla hé. Men denna nagon férviantas
uppenbarligen vara vit och se stereotypt svensk ut - fér Lindberg De
Geers svarta méanniskor skapar en chockverkan.

Det andra kontrasterande exemplet ar hamtat fran Dagens Nyheter
den 12 juli 2012. Fotografiet, taget av Erland Segerstedt, forestéller
Thadsanee Meerahannok. Hon har sokt sig till Sverige tillsammans
med tusentals andra thaildndare, vietnameser och bulgarer fér att
plocka bar. Pa bilden sitter hon pa huk bland blabarsrisen. Hundratals
liknande bilder har visats 1 svenska tidningsserier, pa bloggar och 1
tevenyheterna de senaste dren. Fotot kan se idylliskt ut men rubriken
"Tusentals barplockare pa vig till Sverige”, dr hotfull. Invasionstemat
har varit vanligt 1 medierna de senaste somrarna ("Barplockarna ar
hiar—polisen ar férberedd”, Gévle Dagblad 22 juli 2013) liksom artik-
lar om utnyttjande ("Barplockare lever 1 misar”, Svenska Dagbladet
12 augusti 2013) samt missbruk av allemansritten (”Stallningskrig
1 barskogen. Markigare sparrar vigar for att slippa nedskrapning”,
Dagens Industri 27 juli 2013). De tva sistndmnda kategorierna illustre-
ras ofta med fotografier av eldndiga taltliger och hégar av avfall i den
svenska naturen.

Det finns ett vitt, svenskt och korrekt sitt att anvinda naturen.
Man far campa men inte sdtta upp taltlager, som diskuterades ovan
1 samband med uteliggarenatta. Kontrasterna mellan bilderna skulle
kunna uttryckas 1 motsatspar som bruk/missbruk (av naturen; av al-
lemansritten), intresselost njutande/kommersiellt utnyttjande, fritid/
arbete, men ocksa: svenskt/osvenskt. I var tid, nér klass alltmer har
kunnat borjat avlasas som hudfirg och globaliseringen fétt fattiga att
resa langviga 1 hopp om f6rsérjning, har somliga bruk av naturen
kodats vita och andra icke-vita. Det giller inte minst barplockning.
Hundra ér efter att den skrevs ér det inte langre smalandska flickor
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For that reason, I will conclude with examples of another kind. Rarely
has the Swedish landscape’s whiteness-producing power been plainer
than in a sequence of paintings by Marianne Lindberg De Geer in the
series I am Thinking About Myself (2004-5). In kitschy paintings of Swedish
landscapes, she places out black figures, many dressed in clinical white
coats. Figures are based on African woodcarvings depicting various occu-
pations. They appear to be occasional visitors, without permanent bonds
with the landscapes they inhabit. This is a result of the characters’ statue-
like stance, the brushwork not matching that of the painting underneath,
and the fact that the landscapes are perceived as being white: for the
most part they are calm lakes, pine forest, and rolling countryside with
red barns, and without the people would appear for all the world to be
venues or scenes, waiting for someone’s entrance to fish in the lake, pick
blueberries, or make hay. But that someone is obviously expected to be
white and to look stereotypically Swedish, otherwise Lindberg De Geer’s
black people would not come as such a shock.

The other, contrasting example is taken from the Dagens Nyheter of 12
July 2012. The photograph, taken by Erland Segerstedt, is of Thadsanee
Meerahannok. She came to Sweden along with thousands of other Thais,
Vietnamese, and Bulgarians to work as a berry picker. In the photograph,
she is squatting down among the blueberry bushes. Hundreds of similar
images have been shown by Swedish newspapers, blogs, and the televi-
sion news in recent years. The photo may appear idyllic, but the headline,
‘Thousands of berry pickers on their way to Sweden’, is ominous. An
invasion theme has been common in the media in recent summers (‘Berry
pickers are here—the police are ready’, Gavle Dagblad 22 July 2013), as
have articles about exploitation (‘Berry pickers live in misery’, Svenska
Dagbladet 12 August 2013), and abuse of the public right of access to pri-
vate land (“Trench warfare in the berry forest. Landowner blocked roads
to avoid littering’, Dagens Industri 27 July 2013). The latter two categories
are often illustrated with photographs of squalid camps and piles of rub-
bish out in the Swedish countryside.

There is a proper, white, Swedish way to use Nature. You can camp
out, but you do not set up camp to live there, as discussed above in
connection with Ascension Day Eve. The contrasts between the images
could be expressed in terms of opposites: use/abuse (of nature, of the
right of public access), personal enjoyment/commercial use, recreation/
work, but also Swedish/un-Swedish. In our day and age, when class is



som trallande vandrar pa lingonréda tuvor och villande mo.” Om
Carl G Laurin foretog en tagresa genom Smaland 1 dag skulle han
inte se nagra “sma lingula, blyga och bladégda flickor” sdlja bar pa
stationerna.

Men ocksa de smalédndska flickorna var en gang 1 tiden verksam-
ma 1 barindustrin. Och konflikter kring kommersiell barplockning
har funnits sedan slutet av 1800-talet ndr siasongsarbete 1 skogarna
underlittades av jarnvigens utbyggnad. Under bérjan av 1900-talet
utskeppades tusentals ton lingon arligen fran de smalandska ljung-
hedarna till inte minst Tyskland.”® Med malsdttningen att férbattra
handelsbalansen uppmanade Folkhushallningskommissionen under
forsta virldskriget arbetslosa kvinnor 1 sédra Sverige att akta till
Norrlands inland for att plocka blabér. Stora mangder bar plockades
ocksa till det egna hushallet.

Bérens betydelse 1 framgar ocksd av den frekvens med vilken de
dyker upp 1 sekelskiftets barnkultur. Mest kind ar mahédnda Elsa
Beskows tecknade saga Puttes dfventyr i blabdrsskogen (1901). Putte ger
sig pa egen hand ut 1 skogen for att plocka blabdr och lingon at sin
mor 1 namnsdagspresent, men snart tar foértvivlan éver. Det finns
inga bar. D@ méter han blabarsfar, kung av bldbéarsskogen med langt
vitt skdagg och blabarsmoénstrad tunika. Tillsammans med blabarsfars
sju soner, bldbarspojkarna, samt lingonmamma och lingonflickorna,
fylls snart Puttes barkorgar. Den visuella gestaltningen av sagan dr,
som alltid hos Beskow, intrikat och méangbottnad. Puttes bla byxor,
blarandiga skjorta och bla 6gon férbinder honom med det bla baren,
medan hans gulblonda har och réda moéssa gér honom lik lingon-
flickorna. Han hor lika mycket hemma bland blabar som bland ling-
on, bland pojkar som bland flickor. Men framfér allt hér han hemma
1den svenska skogen.

Léngt efter att majoriteten av svenskarna flyttat till titorter levde
bruket att plocka bar till egen sylt och saft kvar. Men sedan 1970-talet
har svenskarnas bérplockning till det egna hushallet minskat dra-
matiskt.”” Istdllet har de svenska barskogarna blivit f6rsérjningsmaoy-
lighet for barplockare fran andra ldnder. Pa 1980-talet kom de ofta
fran Polen, senare foljt av Balttkum. Sésongsarbetarna plockar alla
slags bar men sedan 1990-talet rér exporten framst blabar och en
okande del gar till Asien. Sasongen 2012 plockades 10 700 ton blabar
1 Sverige varav cirka 9 000 ton exporterades.”®
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increasingly read as skin colour, and globalization forces the poor to travel
immense distances in the hopes of livelihood, some uses of Nature have
been encoded white and others non-white. This is certainly true of berry
picking. A century after it was written, it is no longer the Smaland girls
of the famous song who walk singing across the lingonberry-red hills and
boundless heath.” If Carl G. Laurin was to undertake a train journey
through Smaland today, he would not see any ‘small flaxen-haired, shy,
and blue-eyed girls’ selling berries at the stations.

In truth, the Smaland girls too once worked in the berry industry.
And there have been conflicts about commercial berry picking since the
late nineteenth century, when seasonal work in the forests was made pos-
sible by the expansion of the railways. During the early twentieth century,
thousands of tonnes of lingonberries were shipped annually from the
Smaland moorlands, especially to Germany.”® In an attempt to improve
the balance of trade, the Swedish Commission of Supply during the First
World War encouraged unemployed women in southern Sweden to trav-
el north to the Norrland hinterland to pick blueberries. Large quantities
of berries were picked for household use too.

The importance of berrying is also evident from the frequency with
which it features in turn-of-the-century children’s culture. Perhaps best
known is Elsa Beskow’s illustrated story Puttes dfventyr i blabdrsskogen
(1901, Peter in blueberry land). Putte goes into the woods on his own to
pick blueberries and lingonberries for his mother as a name-day present,
but soon begins to despair. There are no berries. Then he meets Father
Blueberry, king of the blueberry forest, with a long white beard and blue-
berry-patterned tunic. With the help of Father Blueberry’s seven sons,
the Blueberry Boys, and Mother Lingonberry and the Lingonberry Girls,
Putte’s berry baskets are soon full. As always in Beskow’s work, the visual
form of the tale is intricate and multi-layered. Putte’s blue trousers, blue
striped smock, and blue eyes connect him with the blue berries, while his
blond hair and red hat likens him to the Lingonberry Girls. He is as much
at home among the blueberries as the lingonberries, among the boys as
the girls. But above all, he belongs in the Swedish forest.

Long after the majority of Swedes had moved to the cities, the practice
of picking berries to make one’s own syrups and preserves lived on. But
ever since the 1970s, the number of Swedes picking berries for their own
use has declined dramatically.” Instead, the Swedish forests have become
a source of livelihood for berry pickers from other countries. In the 1980s



Efter arbetskraftsinvandringsreformen 2008 har bilden av bar-
plockning férandrats. En sokning pa nitet ger huvudsakligen bilder
av vietnameser och thaildndare som sliter 1 skogarna, dven om en
och annan bérplockande lintott ocksa dyker upp. Hérigenom har
béarplockning, 1 synnerhet som arbete, blivit alltmer icke-vitt kodat.
Putte har fatt sdllskap av Phuoc i blabarsskogen.

Nagon likartad férdndring har inte skett med svampplockning,
aven om ocksa den kan bedrivas som yrkesarbete. Svampplockning
visar en motsatt trend sedan 1970-talet. En allt storre andel av den
svenska befolkningen plockar svamp, men som fritidssyssla inte som
sdsongsarbete. Barplockning bedrivs framst av landsbygdsbor, dld-
re, kvinnor samt personer med lag- eller medelinkomst, konstaterar
Naturvardsverketien storre studie 2013: "Nar det giller svampplock-
ning finns inga tydliga konsskillnader, och personer med medelin-
komst har hogst deltagandegrad.”®® En nétsokning pa ”svampplock-
ning” ger ocksa ett helt annat resultat &n "béarplockning”. Dominerar
gor vita manniskor bland gula kantareller. Bland dem &r jakten pa
herr Kantarell och hans mindre kdnda sldktingar ett populért satt att
anvanda naturen 1 2000-talets Sverige.
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they often came from Poland, followed later by the Baltic states. Seasonal
workers pick all kinds of berries, but since the 1990s the main export has
been blueberries, with an increasing share going to Asia. In the 2012 sea-
son, 10,700 tonnes of wild blueberries were picked in Sweden, of which
about 9,000 tonnes were exported.”®

Since Sweden’s labour migration reform of 2008, the image of ber-
ry picking has changed. An Internet search mostly brings up images of
Vietnamese and Thai people working hard in the forests, although the
occasional towheaded berry picker turns up. Berry picking, especially the
commercial kind, has increasingly been coded non-white. Putte has been
joined by Phuoc in blueberry land.

A similar change has not been seen with mushroom hunting, although
commercial picking does exist; in fact, since the 1970s, the trend has been
very different, for a growing proportion of the Swedish population now
pick mushrooms, but as a leisure activity, not as seasonal work. While
berry picking is carried out mainly by the rural population, the elderly,
women, and people on low and middle incomes, the Environmental
Protection Agency in a large study in 2013 noted that “‘When it comes to
picking mushrooms, there are no clear gender differences, and those on
average incomes have the highest participation rate.* An Internet search
on ‘mushroom picking’ also gives a very different result to ‘berry picking’
White people dominate among the golden chanterelles. For them, the
hunt for the Mr Chanterelle of the children’s song and his lesser-known
relatives is a popular way of enjoying Nature to the full in twenty-first-
century Sweden.

TRANSLATED FROM SWEDISH BY CHARLOTTE MERTON
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JEFF WERNER

BLOND DESIGN

Jag gick och drev lings huvudgatan till den stora Stockholmsutstallningen 1930. Det var
sommar och dirrande hett. Det nya decenniets sol sken pd min hjdssa. En helt ny stad av
stél, glas och betong var rest pa sltten dar det férut varit ett tomrum. Hus, restauranger och
musiklaktare liknade figlar som lyfte med stela vingar. Runtom i massan talades det om den
nya arkitekturen som skulle féda den nya livskénslan. Ett dorrhandag, ett perspektivfonster,
en saklig mobel skulle pa kort tid paverka den familj som bodde 1 huset s& att dess kinslor
och tankar blev 6ppna, genomskinligt klara. Utstéllningshallarnas blanka maskinlemmar
kravde en ny poesi. Den héga stalmasten pa utstallningsomradet reste sig som en signal, som
en ilning av lycka mot knallbl4 luft. Den funktionalistiska eran hade blast in. Den nya tidens
stil var just avskrapningen av stilar. Dess nakna sprék hette fakta. Jag 6versatte direkt arki-

tekturens sprak till litteraturens. Jag gick och sig mig omkring efter den nya minniskan.!

Men hur sag egentligen den nya ménniskan ut som Ivar Lo-Johansson
letade efter pa Stockholmsutstéllningen? Eller rittare sagt: hur tank-
tes hon se ut? En hypotes for denna studie ar att ett omarkt, vitt,
svenskt "vi” inte framst sker genom att detta "vi” speglar sig 1 andra,
utan genom att detta "vi” ror sig 1 en materiell och visuell kultur
som bekraftar dess normalitet. En kultur som gor detta "vi” tamligen
osynligt.

Rum tar, enligt Sara Ahmed, "farg av de kroppar som bebor dem.
Det ar viktigt att notera att inte bara kroppar ér orienterade. Rum
tar ocksa gestalt genom att orientera sig runt vissa kroppar mer dn
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BLOND DESIGN

I walked aimlessly down the main street to the great Stockholm Exhibition i 1930.
It was summer, and blazingly hot. The new decade’s sun beat down on my head. A
brand new city of steel, glass, and concrete rose up on the plain where before had been
a void. Houses, restaurants, and bandstands like birds soaring up on rigid wings. On
all sides at the fair, there was talk of the new architecture that would give birth to a new
sense of life. A door handle, a picture window, a no-nonsense piece of furniture would
before long affect the family that lived in the house, so that their feelings and thoughts
would become open, transparently clear. The exhibition halls’ shiny, machined limbs
demanded a new poetry. The tall steel mast in the exhibition area stood like a signal,
like a thrill of happiness against the bright blue air. The modern era had swept in.
The style of the new age was precisely the scraping away of styles. Its bare language
was that of fact. I translated direct from architecture’s language to literature’s. I went

to look around for the new man.!

So, what did that new man look like, the one Ivar Lo-Johansson was
looking for at the Stockholm Exhibition? Or more correctly, what was
it thought he looked like? One hypothesis in this study is that an unre-
marked, white, Swedish We is not primarily achieved by it being mirrored
in others, but instead by its operation in a material and visual culture that
confirms its normality—a culture in which that particular We goes largely
unnoticed.

Spaces, as Sara Ahmed has put it, take on the ‘colour of the bodies
that inhabit them. It is important to note that it is not only bodies that are
oriented. Spaces also take shape by orienting themselves around certain
bodies more than others’® One of Ahmed’s sources of inspiration, and



andra.”> En av Ahmeds, och mina, inspirationskallor ar den ame-
rikanska feministen bell hooks som visar hur rum kan analyseras
utifran hur de forknippas med klass, kon och ras, samt hur forestall-
ningar om dessa klibbar fast vid dem.? Minoo Alinia diskuterar sin
egen, och andras erfarenhet, av att réra sig i ett Sverige dér vissa rum
exkluderar henne pé grund av hennes farg. Som 1 en affér i den vita
mnerstaden diar hon behandlas nedlatande och med misstinksam-
het: "Fargen som en markoér f6r min icke-svenska harkomst och dven
fér mina personliga egenskaper och min rumsliga tillhérighet talade
om for [expediten] var jag inte skulle vistas och vilka rum jag inte fick
betrada.”* I detta och 1 efterfoljande kapitel ar avsikten att undersoka
hur design och arkitektur genom bruk och diskurser behaftas med
forestéllningar om ”naturliga kroppar”. Vilka kroppar normaliserar
designen respektive frimlinggor den?

Detta kommer att undersokas ur tva perspektiv. Dels studeras hur
féremalen och rummen synliggdr vissa kroppar mer 4n andra. Dels
analyseras hur viss design diskursivt kopplats till vithet och svensk-
het. De medvetna forsok att skapa en nationell arkitektur som skedde
kring sekelskiftet 1900 ldmnas har at sidan. I nagon man berérdes de
1 féregaende kapitel om svenska landskap. Har fokuseras 1 stéllet pa
den moderna svensk design som etableras under mellankrigstiden.

Genom detta val sétts den mest normativa svenska designepo-
ken ifokus. En period som fitt stor uppmiarksamhet saval nationellt
som internationellt under beteckningar som funktionalism, Swedish
Grace och Swedish Modern.® Det ér en design som omhuldas av mu-
seer och organisationer som Svensk Form, men som ocksd utnytt-
jas kommersiellt av aktérer som Volvo och Ikea. Inte minst viktigt
ur denna studies perspektiv dr att det runt den svenska designen
produceras en historieskrivning som knyter den till f6rment speci-
fika svenska foérhallanden som den svenska fattigdomen, de ldnga
nordiska vintrarna och en rationalistisk anda. Visserligen férpas-
sades de fornnordiska drakslingorna till historiens skrapkammare
av foretrddarna for den svenska modernismen men ut ur det forflut-
nas depaer plockades istéllet en retorik dér klimat och folksjal fick
férnyad aktualitet.

Harigenom kunde den svenska designen, trots att den var en
del av den internationella modernismen, framstillas som nagot es-
sentiellt svenskt. Dess ansprak var 1 hog grad universella: att skapa
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indeed mine, is the American feminist bell hooks, who shows how spaces
can be analysed according to how they are associated with class, gender,
and race, and just how sticky such conceptions are.? Minoo Alinia discuss
her own and others’ experiences of an existence in Sweden where some
spaces exclude her because of her colour. This is what happened in a
shop in a white city centre, where she was patronized and treated with
suspicion: ‘Colour as a marker of my non-Swedish origins and also of
my personal qualities and my spatial affiliation told [the shop assistant]
where I should not be and which spaces I should not enter’ In this and
subsequent essays, my intention is to examine how design and architec-
ture, through use and discourse, are encumbered with notions of ‘natural
bodies’ Which bodies does design normalize, and which does it alienate?

This will be examined from two perspectives. First, I will study how
objects and spaces make some bodies more obvious than others; then I
will analyse how certain types of design were discursively linked to white-
ness and Swedishness. The conscious attempts in around 1900 to create
a national architecture will be left to one side, having been touched on in
the preceding essay on Swedish landscape. Instead, the focus will be on
modern Swedish design as established in the interwar period—a choice
that throws the spotlight on that most normative of Swedish design eras,
and one that has received considerable attention both nationally and in-
ternationally, going under the names of funktionalism, Swedish Grace, and
Swedish Modern.” It is a style of design much cherished by museums
and organizations such as Svensk Form, but also one that has been com-
mercially exploited by the likes of Volvo and IKEA. Equally important
from the perspective of this study, this is the Swedish design that has been
chronicled in terms of specifically Swedish conditions such as Swedish
poverty, the long Nordic winters, and a rationalistic spirit. Norse dragon
braids may have been consigned to the midden-heap of history by the
advocates of Swedish modernism, but it was out of the repositories of the
past that they then picked a rhetoric that gave a new relevance to such
things as climate and Jolksgeist.

This meant that, even though it was part of the international mod-
ernist mainstream, Swedish design could be portrayed as something es-
sentially Swedish. Its claim was universal in the extreme: it would create
modern, functional designs for the people of the modern age. At the same
time, it was understood as springing from explicitly national circumstanc-
es, and was duly promoted as such. Both the modern Swede and the



modern, funktionell formgivning f6r den moderna tidens manniskor.
Samtidigt kom den att avldsas och marknadsféras som sprungen ur
givna nationella férutsdttningar. Savil den moderna svenska méannis-
kan som den universella tinktes som vita. Relationen mellan global
vasterlandsk vithet och lokal svenskhet dar av sarskilt intresse och
aterkommer 1 diskussionen nedan.

SKONHET

Blondhet, demokrati, enkelhet och funktionalitet dr fyra nav som
retoriken om den svenska designen kretsat kring under de senaste
drygt etthundra dren. Skrifter som Ellen Keys Skonet for alla (1899)
och Gregor Paulssons Vackrare vardagsvara (1919) har blivit normbil-
dande {or forstaelsen av svensk formhistoria. Det finns darfér anled-
ning att dnnu en gang ga tillbaka till dem, nu for att sdtta dem i ljuset
av ett vithetsperspektiv.

Den inledande artikeln 1 Skinhet for alla, ”Skonhet 1 hemmen”,
publicerades forst 1 Iduns julnummer 1897. Den saknade da illustra-
tioner, vilket inte &r sjalvklart eftersom Jdun var en illustrerad tidskrift
dar bildmaterialet hade en framtradande plats. Inte heller i de tva {6l-
jande upplagorna av Skinhet for alla illustreras texten. Utformningen
ar densamma som 1 alla andra av Studentféreningen Verdandis sma-
skrifter vid denna tid, med ett jugendinspirerat omslag signerat Carl
Larsson.®

Men tll den 4:e upplagan av Skonhket for alla 1908 sker en for-
dndring.” Ramverket och typsnittet 4r detsamma, men mitt pd om-
slaget reproduceras en klassisk skulptur fran Vatikanmuseet i Rom,
Danaid. Forandringen dr betydelsebarande. Med Danaid knyts titelns
"skonhet” till den nakna — eller 1 detta fall halvkladda — vita kvinno-
kroppen. Som bestraffning for att de hade dodat sina mén pé brol-
lopsnatten démdes danaiderna att for evigt fylla ett ottt karl med
vatten. Skulpturen visar hur en av dem ar pa vig att lyfta dnnu en
skal. Samma reproduktion dterkommer 1 inlagan som illustration till
den férsta av Keys fyra uppsatser, "Skonhet 1 hemmen”, 1 vilken hon
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universal Everyman were thought of as white. The relationship between
global Western whiteness and local Swedishness is of particular interest,
and will be returned to later.

BEAUTY

Blondness, democracy, simplicity, and functionality are the four themes
that the rhetoric of Swedish design has been concerned with for the last
century or so. Works such as Ellen Key’s Skinket for alla (1899, ‘Beauty
for all’) and Gregor Paulsson’s Vackrare vardagsvara (1919, ‘Better things
for everyday life’) set the standard and direction of Swedish design his-
tory. There is thus every reason to revisit them in the light of a whiteness
perspective.

The first essay in Skonhet for alla, ‘Skonhet 1 hemmen’ (‘Beauty in the
home’), was first published in the Christmas issue of Jdunin 1897. It had no
illustrations, which was unusual given that Idun was an illustrated maga-
zine in which pictures played a prominent part. Neither was it illustrated
in the next two editions of Skinhet for alla. The design is the same as in all
the other pamphlets issued at the time by Studentféreningen Verdandi,
an Uppsala-based student society, with an Art Nouveau-inspired cover
by Carl Larsson.’

Nevertheless, come the fourth edition Skonket for alla in 1908 there
was a change.” The layout and font are the same, but in the centre of the
cover is a classical sculpture in the Vatican Museum in Rome: Danaid.
The change 1s significant. With Danaid, the ‘beauty’ of the title is linked
to the naked—or in this case, semi-dressed—white female body. Legend
said that as punishment for killing their husbands on their wedding night,
the Danaides were condemned to filling a leaky vessel with water for
all eternity. The sculpture shows one of them about to lift yet another a
bowl. The same reproduction appears in the insert illustrating the first of
Key’s four essays, ‘Skonhet 1 hemmen’, in which she used Carl August
Ehrensvird’s De fria konsternas philosophi (1786, “The philosophy of the lib-
eral arts’) to discuss how a home should be decorated. Danaid is the only
llustration in Skonhet for alla.



med utgangspunkt hos Carl August Ehrensvirds De fria konsternas
philosophi (1786) diskuterar hur ett hem bor inredas. Danaid ar den
enda illustrationen 1 Skonket for alla.

Med Danaid upphéjs antiken till ideal — skulpturens symbolik 1
ovrigt tycks inte ha haft betydelse for valet, férutom att den for-
starker bilden av hemmet som kvinnans domén. Forestallningen om
antikens Grekland som en plats for skonhet och tankefrihet var stark
hos Key. Ronny Ambj6érnsson diskuterar hur Viktor Rydbergs Den
sista athenaren (1859) paverkade henne som ung. Hos Rydberg kon-
trasteras det fria Grekland mot det auktoritira Osterlandet, en del
1 den forindring av synen pd antiken som diskuterades i kapitlet
” Antikvitt”. Historien fore grekerna, skriver Key 1 sin nionde tanke-
bok, ”4r for mig blott en enda ldng otélig vantan...”®

Den grekiska skonheten, som f6r Key omfattade bade kropp och
sjal, moétte hon under sina resor pa Europas museer. 1873 besokte
hon Louvren diar Venus Milo fyllde henne med ”skénhetslangtan”.
Hennes stora upplevelse var vil forberedd. Sex ar tidigare hade hon
som sjuttondring mott det grekiska masterverket som gipsavgjutning
pa det nydppnade Nationalmuseum. Key kan salunda tinkas som
en av dem som vandrade runt och beundrade gipserna pa den bild
i1 Ny Hllustrerad Tidning 1867 som analyserades 1 kapitlet ”Antikvitt”.
"Den kénsla [Venus Milo] inger ar sa o6fvervildigande maktig att
jag stundom varit néra att sjunka pa knd infér henne, denna evigt
unga skonhetsgudinna som lik den eviga skonheten sjelf, utan armar
omarmar verlden!”, skriver Key.’

I samma andetag f6r hon in den jimlikhetsaspekt som dr barande
1 Skonhet for alla: ”Om séndagen ar 1 synnerhet museum fréjderikt att
besoka, [...] jag alltid blir glad att se dessa knutna, bleka, af néd eller
arbetets 6fvermatt farade anleten... som nu fi hvila, andas frisk luft
och njuta af konstens skatter for intet. Det ger en liten férsmak af
tusenariga riket...”"" Detta skrevs vid en tid ndr besokssiffrorna vid
museerna hade borjat stiga kraftigt. 1872 nadde Nationalmuseum
129 000 besok, vilket kan jamféras med Stockholms befolkning pa
136 000 invanare.! En stor del av bestkarna, 1 synnerhet pa sonda-
gar da det var fritt intrdde, var arbetare.'?

Museet var en plats for befolkningen att lara sig vad som &r skont
och smakfullt.”® Key kom ocksé sjalv att anvdnda utstéllningsme-
diet f6r att Gvertyga med visuella medel. Tillsammans med makarna
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By using Danaid, antiquity is elevated to an ideal—the sculpture’s sym-
bolism in general seem not to have been the reason for the choice, except
that it reinforces the image of the home as the woman’s domain. The
notion that ancient Greece was a place of beauty and freedom of thought
was dear to Key. Ronny Ambjérnsson discusses how Viktor Rydberg’s
Den sista athenaren (1859, “The last Athenian’) influenced her as a child.
Rydberg contrasted free Greece with the authoritarian East, reflecting
the change in the perception of antiquity discussed above in the essay on
‘Antique white’. History before the Greeks, Key wrote in her ninth com-
monplace book, ‘is for me but a long impatient wait’?

Greek beauty, which for Key encompassed both body and soul, was
something she had met during her travels in Europe. In 1873, she vis-
ited the Louvre, where the Venus de Milo filled her with a ‘yearning for
beauty’. The ground had been well prepared for this intense experience.
Six years earlier, at the age of seventeen, she had first seen the Greek
masterpiece as a plaster cast at the newly opened Nationalmuseum in
Stockholm. Key can thus be thought of as one of people walking around,
admiring the plaster casts in the picture in Ny lustrerad Tidningin 1867 that
was analysed above in ‘Antique White’. “The feeling [the Venus de Milo]
mspires was so overwhelming powerful that at times I was close to sinking
to my knees before her, this ageless goddess of beauty who, like eternal
beauty itself, without arms embraces the world!’, wrote Key.?

In the same breath, she introduced the theme of equality that was
central to Skonhet for alla: ‘On Sundays it is particularly delightful to visit a
museum, ... ] am always glad to see these withdrawn, pale countenances,
furrowed by excess of hardship or labour ... which may now rest, breathe
fresh air, and enjoy the riches of art for free. It gives a small foretaste of the
millennium to come’!” This was written at a time when museum visitor
numbers had begun to rise sharply. In 1872, the Nationalmuseum had
129,000 visitors, at a time when Stockholm’s population was 136,000."
Many of the visitors, especially on Sundays when entry was free, were
workers. 2

A museum was a place where people could learn what was beautiful
and tasteful."® Key herself was to use exhibitions as a way to convince oth-
ers by visual means. Along with the husband-and-wife team of Richard
and Gerda Bergh, she arranged in 1899 a couple of home exhibitions at
Stockholms arbetarinstitut (the Stockholm’s Worker’s Institute) to show
how a working-class home could be furnished beautifully with simple



Gerda och Richard Bergh anordnade hon 1899 ett par hemutstall-
ningar pa Stockholms arbetarinstitut for att visa hur ett arbetarhem
kunde inredas vackert med enkla medel. Den férsta utstdllningens
enrumslagenhet, "Bla rummet”, inneh6ll bland annat blamélade sto-
lar och bord signerade Nils Kreuger. P4 viaggarna hiangde reproduk-
tioner ur Carl Larssons Eft hem. Akvarellerna hade Key mott forsta
gangen pa Stockholmsutstillningen 1897. Hon upplevde dem som en
befrielse. Antligen ett hem dir barnen fick vara barn. Ett hem som
var ljust och lekfullt, med klara farger och hemvivda textilier. Hosten
1899 anordnade trojkan en ny férebildlig utstdllning med groénla-
serade mobler av Carl Westman, det ”Grona rummet”. Westmans
"arbetarmébel” blev en forsaljningsframgang — men hos "férmoget
folk”, konstaterar Key."* Enkla, malade trdmdbler var det ideal som
Carl Larsson lanserade i sina akvareller och bocker.

Carl Larsson satte sjilv tonen foér hur hans konst och Karin
Larssons heminredning skulle f6rstas. I inledningen till £#¢ Hem kny-
ter han samman landskap och svenskhet med djupt rotad historia.
Han berittar om hur vikingar en gang i tiden ankrat dir strandkan-
ten fordom gick. Och konstaterar att den svenska bondens rotter
gar sa djupt att inte ”ens den sista amerikanska patentplogen kunnat
rycka upp dem”.** Det dr Heimat och Blut und Boden pé svensk mark.
Inredningen och dess fargsittning férknippas ocksd med den speci-
fika svenska kroppen:

[G]or dig bohag som passar till din tunga kropp, och sitt pa alltsammans de starka farger,
ja, de s.k. bondgranna, hvilka 4ro nédvindiga sdsom motsittningar till den djupgréna furu-
skogen och den kallhvita snén, samt lat din hand otvingad pa ditt bohag skéra ut eller mala

de snirklar han vill och kan.®

Sa knyts folk, form, farg och klimatologiska férutsattningar samman.

I Tyskland kom under andra halvan av 1800-talet hemmet att
férknippas med hemlandet, Heimat. Begreppet betecknar saval hem
som hembygd och fosterland, en kinsla av tillhérighet och hemorts-
ratt liksom ett gemensamt forflutet pa ett gemensamt stycke jord.
Begreppet har blivit kraftigt komprometterat men férmar dnda att
kasta ljus pa Carl Larssons virld. Hos Larsson finns, som ofta pape-
kats, engelsk paverkan fran Arts and Crafts-rérelsen, men ocksa ett
slaktskap med den tyska idévirlden."”
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means. The first exhibition’s one-room apartment, the ‘Blue Room’, con-
tained such things as blue-painted chairs and a table designed by Nils
Kreuger. On the walls hung reproductions from Carl Larsson’s Ett hem (A4
home), watercolours that Key had seen for the first time at the Stockholm
Exhibition in 1897, with a palpable sense of relief: finally, a home where
the children got to be children; a home that was light and playful, with
bright colours and hand-woven textiles. In the autumn of 1899, Key and
the Berghs arranged a second model home exhibition with green-stained
furniture by Carl Westman: the ‘Green Room’. Westman’s ‘working-
class furniture’ became a bestseller—but with ‘wealthy people’, Key not-
ed."* Simple, painted wooden furniture was the ideal that Carl Larsson
launched in his watercolours and books.

Carl Larsson himself set the tone for how his art and Karin Larsson’s
home furnishings were to be understood. In the introduction to Ett Hem,
he teamed the landscape and Swedishness with a deeply rooted history.
He talked about how the Vikings had once anchored where the shoreline
once ran. He noted that the Swedish peasant’s roots ran so deep that not
‘even the latest word in American ploughs could dig them up’.'® It is all
Heimat and Blut und Boden, but on Swedish soil. The decor and colour
scheme were also associated with a specifically Swedish body:

Make yourself household furniture suited to the weight of your body, and paint it
with all the bright colours, yes, even the so-called gaudy peasant colours, which are
necessary as contrasts to the deep green pine forest and the cold, white snow, and let
your hand unhindered carve or paint your household furniture with the ornamenta-

tion you want and can achieve. !

In this way, people, form, colour, and climate were linked together.

In Germany in the second half of the nineteenth century, the home
began to be associated with the homeland, Heimat, a term that applied
to home, homeland, and fatherland alike—a sense of belonging and of
domicile, of a shared past on a shared piece of land. The concept has since
been seriously compromised, but can still be used to shed light on Carl
Larsson’s world. In Larsson, as has often been pointed out, one sees the
influence of the Arts and Crafts movement, but also a kinship with the
German world of ideas.”

Neither Larsson took an especially reverential approach to old furni-
ture, but repainted it white, red, and green. They had a huge influence on



Makarna Larsson hade inget sarskilt pietetsfullt férhallande till
gamla mobler, utan malade om dem 1 vitt, rott och gront. De fick
ett stort inflytande pa svenska heminredningsideal och orikneliga
stolar och bord med mork ddeltrasimitation fran 1800-talets mitt,
malades om 1 bérjan av 1900-talet. De mobler som nytillverkades 1
gustaviansk stil blev ofta vita eller gra, paverkade av att de gustavi-
anska rummen pa Gripsholms slott som invigdes 1897 fick sparsma-
kad, Jjus inredning. Mer exklusiva méblemang 1 gustaviansk stil {61
déremot ur smaken. Under 1900-talet blev den svenska traditionen
alltmer enkel, sparsmakad och ljus.

For Key ar det enkla och funktionella vackert, medan det till-
konstlade och mérka dr fult. "Hur val kdnner man sig ¢j till mods i ett
rum, dir de enkla ljuspolerade méblerna av alm eller bjérk visa det
vackra tréslaget sjalvt...”'® "De aro raka motsatsen till de fula rum,
vilka man nu finner 1 hundratusentals 1 vart land, dem, dar man ser
en dammig turkisk divan med brokigt moébeltyg, [...] dér stolarna [...]
dro av imiterad mahogny, bordet med sina dumt svingda fotter av
imiterad valnét, och byran av imiterad ek...”"

Av avgorande betydelse f6r Key var ldsningen av Carl Jonas Love
Almqvists Svenska fattigdomens betydelse. Enligt Almqvist férlorade den
"kosmopolitiska” minniskan, genom att fjirma sig fran folket, sin
nationella kédnsla. Svenskheten ldg for Key, inte 1 historien, utan "1
den svenska naturen, dess ton, dess doft, dess smak, dess former som
dess farger, dess stolta fattigdom, dess férsynta behaglust, dess un-
derbara ljus och underbara moérker”. Det ér allmogen, inte 6verklas-
sen som bar upp den svenska kulturen.?” Synsittet ligger som synes
1 linje med den moderna nationalism som utvecklas vid sekelskiftet
1900 och som diskuterades 1 samband med synen pd den svenska
naturen 1 foregaende kapitel.

Den dammiga turkisk divan, som det refereras till 1 Skonket for alla,
var ful ocksa for att den inte var svensk. Inte pa sa sitt att Key enbart
foresprakade svenska féremal — den engelska Arts and Crafts-rérelsen
framhalls som féredéme av henne — men all inredning ska vara
sprungen ur svenska forutsittningar och behov oavsett tillverknings-
ort. Det rent dekorativa, "meningslosa lyxféremal”, grannlat och icke-
funktionella mébler hade inte 1 hemmet att goéra, enligt Key.! Mobler
av svenska traslag, utformade fOr att passa svenska kroppar, dr skona
darfor att de ar sprungna ur enkelhet och lokala férutsattningar.
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Swedish interior design, and countless dark hardwood chairs and tables
from the mid nineteenth century were repainted in the early twentieth.
New furniture made in the Gustavian style was often white or grey, guid-
ed by the Gustavian rooms at Gripsholm Castle, which had been redeco-
rated in a restrained, bright style in 1897. The more exclusive furniture in
the Gustavian style fell out of flavour, however. During the twentieth cen-
tury, the Swedish tradition became increasingly simple, sober, and light.

For Key, all that was plain and functional was beautiful, while arti-
fice and dark colours were ugly. ‘How much at ease one feels in a room
where simple, brightly polished furniture in elm or birch shows off the
beautiful wood from which it is made."® “They are the very antithesis of
those ugly rooms, which are to be found in their hundreds of thousands
across our land; those where one sees a dusty Turkish divan in motley
upholstery, ... where the chairs ... are of imitation mahogany, the table
with its stupid bowed feet is of imitation walnut, and the bureau is of
imitation oak."?

The crucial moment for Key came when she read Carl Jonas Love
Almqvist’s Svenska fattigdomens betydelse (“The significance of Swedish pov-
erty’). According to Almqvist, ‘cosmopolitan’ man, by distancing him-
self from the common run, had lost his national sensibility. Swedishness
for Key subsisted not in history, but ‘in Swedish Nature: in its tone, its
smell, its taste, its forms, as in its colours, its proud poverty, its modest
pleasures, its wonderful light and wonderful darkness.’ It was the com-
mon people, not the upper class, who sustained Swedish culture.?” This
approach was clearly in line with the modern nationalism that evolved
at the turn of the twentieth century, as discussed above in the context of
Swedish Nature.

The dusty Turkish divan Key referred to was also ugly because it
was not Swedish. Not that Key only advocated Swedish products—she
held English Arts and Crafts to be an exemplary movement—but she felt
that all furnishings should to be born of Swedish conditions and needs, ir-
respective of where they were manufactured. The purely decorative, ‘use-
less luxury goods’, showy ornaments, and non-functional furniture had
no business being in a home, according to Key.*! Furniture made from
Swedish wood, designed to suit Swedish bodies, was beautiful because it
was rooted in simplicity and local conditions.



MEDELKLASSEN

Kombinationen tradition och modernitet, allmoge och nytidnkande,
blev barande 1 det unga 1900-talets reformstravande. 1915 omorgani-
serades Svenska slojdféreningen 1 syfte att féra konstndrerna och in-
dustrin ndrmare varandra. En viktig milstolpe for det férdandrade upp-
draget var Hemutstillningen som visades pa Liljevalchs 1 Stockholm
1917 och darefter 1 Géteborg och Malmé. Den kan ses som en fort-
sattning pa de utstillningar som Ellen Key och makarna Bergh hade
anordnat, men det finns betydelsefulla skillnader. Till skillnad fran
Key betonar Svenska slojdféreningen den industriella tillverkningens
mojligheter och nédvandighet. Utan masstillverkning skulle det vara
omojligt att "demokratisera smaken”, det vill siga géra god design
tillgénglig ocksa for arbetarklassen. Vasterlandets tekniska utveckling
gdr, 1 Svenska slojdféreningens perspektiv, hand 1 hand med malsétt-
ningen att genomfora en estetisk revolution av hemmen.

Den industriella produktionen maste ske 1 samrad med estetiskt
utbildade personer. Varken produktion, distribution eller konsum-
tion kunde limnas helt utan uppsikt. Det hade den i féreningens
6gon katastrofala utvecklingen under senare delen av 1800-talet
visat. Genom goda argument skulle nu produktionen och distribu-
tionen forbdttras, och genom goda féredémen skulle folkets kon-
sumtionsmonster férdndras. I Gregor Paulssons Vackrare vardagsvara
(1919) formuleras dessa argument och rekommendationer som ock-
sd férdes fram genom organisationer som Husmodersféreningen och
Foéreningen for Rationell Hushallning, bada bildade 1917.

Den turkiska divanen férekommer ocksa i Vackrare vardagsvara.
Intendenten pa Nationalmuseum och snart Sl6jdféreningens ordfo-
rande Gregor Paulsson anser 1 skriften att den industriella utveck-
lingen pa ett satt upphévt klasskillnaderna. Det som foérr hade va-
rit tillgangligt endast for Gverklassen kunde nu férvarvas av stora
grupper 1 samhillet. Tyvérr hade detta, enligt Paulsson, medfort
att marknaden - och hemmen - svimmats Gver av imitationer.
”Vara maskiner kunna imitera det handgjorda, kunna hemma hos
oss gora vad Ostindiska kompaniet médste himta 1 Kina, vi kunna
fournera alla behov, kristallkronor at grosshandlaren, gipshundar at
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THE MIDDLE CLASS

The combination of tradition and modernity, country style and innova-
tion, became the mainstay of the young twentieth-century reform effort.
In 1915, Svenska slojdféreningen (the Swedish Arts and Crafts Society)
was reorganized in order to bring artists and industry closer together.
The first important milestone under the new disposition was the Home
Exhibition at Liljevalch’s Art Gallery in Stockholm in 1917, and later in
Gothenburg and Malmé. It can be seen as a continuation of the exhibi-
tions that Ellen Key and the Berghs had organized, but with an important
difference. Unlike Key, the Society emphasized the opportunities, nay the
necessity, of industrial-scale manufacture. Without mass production, it
would be impossible to ‘democratize taste’—make good design available
to all, including the working class. Western technological development, in
the Society’s perspective, went hand in hand with the ambition to bring
about an aesthetic revolution in the home.

Naturally, industrial production would have to take place in consulta-
tion with artistically trained people. Neither should the production, dis-
tribution, or consumption be left wholly unsupervised; to the Society’s
way of thinking, that much was demonstrated by the catastrophic de-
velopments in the latter part of the nineteenth century. By dint of well-
argued points, production and distribution would be improved; by good
example, the Swedish people’s consumption patterns would be changed
for the better. Gregor Paulsson had put these arguments in Vackrare
vardagsvara, and the same recommendations were made by organizations
such as Husmodersforeningen (the Women’s Institute) and Féreningen
for Rationell Hushallning (the Association for Rational Housekeeping),
both founded in 1917.

Turkish divans are also mentioned in Vackrare vardagsvara. As a cura-
tor at Nationalmuseum, and soon to be chairman of the Arts and Crafts
Society, Gregor Paulsson wrote that industrial development in one sense
had succeeded in removing class distinctions. What formerly had only
been available to the upper class could now be acquired by large sections
of society. Unfortunately, according to Paulsson, this resulted in the mar-
ket—and homes—being swamped by imitations. ‘Our machines are able to
imitate the handmade, to make here what the East India Company had to



torparen, orientaliska mattor at arbetarens bésta rum, turkiska di-
vaner at ungkarlen, stridsyxor at bantunegrerna och dansmasker at
australvildarna.”**

Paulsson argumenterar visserligen utifrdn ett svenskt perspektiv,
det dr den svenska industrin som ska fas att samarbeta med svenska
konstnirer och det dr den svenska handeln som ska férmas silja
dessa goda produkter, men det ir inget nationalistiskt program.
Inspirationskéllorna kommer fran utlandet, inte minst Deutscher
Werkbund, och problematiken ar internationell. Paulsson ironiserar
6ver hur varor forses med etiketten ”svensk tillverkning” for att 6ka
forsaljningen. "Endast dir svenska varor st fére de utlindska bér de
uttrdnga dem. Det svenska 1 och for sig utan saklig grund har 1 detta
sammanhang endast romantiskt berittigande.”*

Resultatet av att “samhillets formspecialister, konstnirerna” far
anstillning 1 industrin kommer att bli battre formgivna, industriellt
tillverkade féremal, enligt Paulsson. Det finns en stark tilltro till speci-
alister 1 boken, saval pa det estetiska omradet som pa det industriella.
Men 1 en rationellt ordnad produktion ska varje yrkesgrupp halla
sig till sitt specialomrade. Konstniren ska dgna sig at formgivning,
ingenjoren at att utveckla produktionsmetoderna. ”Att konsthant-
verkarne, som nu mest ar fallet, sitta och gora nips for ett intresserat
eller férmoget fatal, medan industriprodukterna fa sina former av
rent tekniska ritare kan knappast anses vara riktigt.”**

"Nips” 1 betydelsen onyttiga sma prydnadsféremal var inget po-
sitivt begrepp 1919. Ordet, som &r lanat fran danskan, betecknar
det slags pynt som det under slutet av 1800-talet blev populart att
dekorera hemmen med. Det kunde vara souvenirer, miniatyrer av
bruksting utférda 1 porslin, figuriner och djurstatyetter. Sarskilda mo-
beltyper med ménga hyllor, sa kallade étagere eller atenienn, utformades
for att stilla ut nips 1 fantasifulla konstellationer. Liksom kitsch och
krimskrams pekar nips bort fran det vackra, funktionella och ratio-
nella, men ocksa bort fran det visterldndska, manliga och vita.

Vackrare vardagsvara pekar bade ut problemet och erbjuder dess
16sning. Det var genom upplysning och propaganda som madnniskor
skulle formas inreda sina hem modernt och funktionellt. Alla kunde
dock inte forvantas vara lika mottagliga f6r rad om hur de skulle
leva sina liv. I ett féredrag 1 New York 1927 pekar Paulsson ut den
klass som skulle férdndra designens framtid: det var inte foéretagarna,
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bring back from China, and we are able furnish all needs: chandeliers for
the wholesaler, plaster dogs for the crofter, oriental rugs for the worker’s
best room, Turkish divans for the bachelor, battle-axes for the Bantu ne-
gro, and dance-masks for the Australian savage.’ %>

Paulsson was arguing here from a Swedish perspective—it was
Swedish industry that had to be made to work with Swedish artists, and
it was Swedish trade that had to be persuaded to sell good products—but
his was not a nationalist programme. Sources of inspiration were found
abroad, not least in the Deutscher Werkbund (German Association of
Craftsmen), and the problem itself was international. Paulsson remarked
ironically on the fact that goods were labelled ‘Made in Sweden’ to boost
sales: ‘Only where Swedish merchandise surpasses the foreign should it
supplant it” Labelling something as Swedish without good reason ‘in this
context has only a romantic justification’*

Were ‘society’s design specialists, the artists’ to be employed in in-
dustry, the result would be better designed, industrially manufactured
objects, wrote Paulsson. There was a strong faith in specialists in the
book when it came to both aesthetics and industry. In rationally orga-
nized production, each occupational group would stick to its particular
area of expertise, and thus the artist would concentrate on design and the
engineer on developing production methods: “That craftsmen, as is now
mostly the case, sit making gewgaws for an interested or wealthy few,
while industrial products are designed by purely technical draftsmen, can
hardly be considered correct.**

The Swedish for gewgaws, ‘nips, was a pejorative loanword from the
Danish for the kind of showy ornaments that had become popular in the
late nineteenth century. They might be souvenirs, miniatures tools made
of porcelain, or figurines. A special piece of furniture with large numbers
of open shelves, the étagere (or afenienn in Swedish), had been designed
to display ornaments in fanciful arrangements. Like kitsch and knick-
knacks, gewgaws diverged from all that was beautiful, functional, and
rational, but also all that was Western, male, and white.

Vackrare vardagsvara not only pointed out the problem, it also pro-
vided the solution. It would be through information and propaganda
that people would be persuaded to furnish their homes in a modern and
functional manner. It could not be expected that all would be equally re-
ceptive to advice on how they should live their lives, of course. In a lecture
in New York in 1927, Paulsson pinpointed the class that would change the



inte heller arbetarna, utan medelklassen. De f6rmégna kunde, en-
ligt Paulsson, séllan skilja det vackra fran det dyrbara. De flesta ur
arbetarklassen forsokte olyckligtvis harma de rika genom att kopa
billiga imitationer. Darfér riktade Slgjdféreningen in sig pa medel-
klassen och den bildade delen av arbetarklassen.?® Harvidlag skiljer
sig Paulsson fran Key. Den sistndimnda tycks, enligt Ambjérnsson,
ha kint en "en instinktiv avsky for ’det normala’ som f6r henne sam-
manfaller med den bildade medelklass som enligt Heidenstam skall
béra upp det svenska.”?®

Men f6r den svenska designrorelsen var medelklassen inte bara
en malgrupp, utan dven ett ideal. Ett ndstan 6vertydligt exempel ar
en graverad kristallvas fran 1940 av Sven Palmquist, som visar en
naken man och kvinna som leker med tva smd barn pa en strand.
Motivet for tankarna till savil den svenska nudist- och friluftsrorel-
sen, som praktpjaser med grekiska gudar. Men titeln pa vasen ar
"Medelklassfamilj pa stranden”. Aven om begreppet medelklass har
anvants 1 Sverige sedan 1700-talet fick det alltsd andra konnotationer
under denna tid.*” Medelklasshemmet var — atminstone potentiellt —
det hem som var mest 1 takt med tiden.

Trots solbadandet gestaltas ménniskorna pa vasen som vita ge-
nom gravyrteknikens ljusa linjeteckning. Deras har ar lika blont som
strandens sand. Den vita kroppens skonhet med rétter 1 den grekiska
antikens marmorfigurer kopplas 1 vasen, onekligen en smula &ver-
raskande, samman med medelklassen som en idealbild av familjeliv,
sommarndje och svenskhet.

DEN MOBILA MASSAN

Pa omslaget till acceptera, de svenska funktionalisternas stridskrift fran
1931 4r massan ordknelig. Grotesken som titeln ar satt i och dess
avsaknad av versaler, signalerar otvetydigt modernitet, det samma
gor den utfallande bilden som stricker sig dver bokens fram- och
baksida.?® Folkmassan omger texten i dess helhet — men vad 4r det
for en massa funktionalismens foretradare visualiserar?
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future of design: not the entrepreneurs, not the workers, but the middle
class. The wealthy, he said, could rarely distinguish the beautiful from the
expensive. Most of the working class unfortunately tried to imitate the
rich by buying cheap imitations. For that reason, his Society addressed
itself to the middle class and the educated working class.? In this respect,
Paulsson differed from Key.*

For the Swedish design movement, the middle class were not only a
target, they were also an ideal. An almost over-stated example is an en-
graved crystal vase from 1940 by Sven Palmquist, which shows a naked
man and woman playing with two small children on a beach. The design
brings to mind both the Swedish nudist and open air movements and the
magnificent showpieces with Greek gods. But the title given to the vase
was Muddle-Class Family on the Beach. Although the Swedish term for middle
class had been in use since the eighteenth century, it was around this time
it acquired different connotations.” It was the middle-class home that, at
least potentially, was the home most in tune with the times.

Despite the sunbathing, the family on the vase were portrayed as
white using the engraving technique’s clear lines. Their hair is as blond
as the sand of the beach. In this vase, the beauty of the white body, with
its forebears in the ancient Greek marble figures, is, admittedly rather
surprisingly, linked with the middle class as an ideal of family life, sum-
mer fun, and Swedishness.

THE MOBILE MASSES

Turning to acceptera, the Swedish Modernists” manifesto of 1931, one is
met by an image of the countless masses. The cover, with its title set
sans serif and without capital letters, unambiguously signals modernity,
as does the bleed that wraps around front and back.? The masses envelop
the text in its entirety—but who exactly made up the crowd that the advo-
cates of Modernism have visualized?

According to Anders Aman, the photograph shows spectators at a
sports event.?? Conceivably in Sweden. It is possible to distinguish men
and women of various ages. Everyone wears headgear—hats, student



Enligt Anders Aman forestiller fotografiet en idrottspublik.2?
Kanske ar det 1 Sverige. Det gér att urskilja mén och kvinnor 1 olika
aldrar. Alla bar huvudbonader, hattar och studentmdssor, sa fotogra-
fiet ar sdkerligen taget utomhus. Publiken ser férstas helvit ut, nagot
annat vore knappast mdjligt om bilden ar tagen 1 Sverige kring 1930
och knappast heller pa sa manga andra platser vid denna tid om det
handlar om idrott. De flesta har sin uppmirksamhet riktade mot
kameran. Nagra ler, néstan alla forefaller upprymda.

Fotografiet av folkmassan liknar textrutan under bokens titel.
Béde for att bada har en liggande rektanguldr form och {or att myll-
ret av minniskor paminner om myllret av bokstéver. Texten, som
ar ett utdrag ur inlagan, ar svarlést eftersom namnen pa bokens for-
fattare placerats ovanpa den: Gunnar Asplund, Wolter Gahn, Sven
Markelius, Gregor Paulsson, Eskil Sundahl och Uno Ahrén. Till det
som gar att tyda hor den forsta meningen: "acceptera den foreliggan-
de verkligheten — endast darigenom har vi utsikt att behdrska den, att
ra pa den for att férandra den och skapa en kultur som ar ett smidigt
redskap for livet.” De sex ménnen ar textens forfattarkollektiv.

Aven p4 titelsidan finns en bild av en folkmassa. I ett fotomon-
tage avtecknar sig en yngling 1 grova klider mot massan, med en
estetik som paminner om den som gillde 1 Sovjetunionen. I bildtex-
ten slas fast att 16sningen f6r byggnadskonsten och konstindustrin
hette "kvantitet och kvalitet, massa ock individ”.?’ Forhéallandet mellan
kollektivet och individen tillhérde mellankrigstidens mer omdisku-
terade fragor och kom att spetsas till av utvecklingen 1 de totalitdra
staterna.®! Det fanns utbredda férestillningar om behovet av ledare
som skulle leda massan bort fran maskin- och masskulturens nega-
tiva foljder, men ocksa de som betraktade ledarkulten med obehag.*
Forfattarna till acceptera intar har en ambivalent position. De har skri-
vit boken kollektivt — vem som har bidragit till vad dr omdiskuterat
- men framhidver sina namn med rdéd skrift pd omslaget. Och till
skillnad fran 1 bokens titel anvénds versaler 1 deras namn.

I fotomontaget moter ynglingen betraktarens blick. I ena handen
haller han sin keps medan den andra greppar om byxlinningen. Han
utstralar sjalvsédkerhet och médlmedvetenhet och befinner sigirorelse
bort fran folkhavet bakom sig. Det dr svart att urskilja nagra detal-
jer men folkmassan ar tydligt vand bort fran betraktaren, dt hoger,
och diarmed ansiktslos. De flesta tycks vara medeldlders mén, de
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caps—so the photograph was certainly taken outdoors. The crowd ap-
pears to be completely white, of course; anything else would hardly be
likely if the picture was indeed taken in Sweden in around 1930, and
probably not in many other countries if it was a sports event. Most of
the crowd have their attention focused on the camera. Some are smiling;
almost everyone seems excited.

The photograph of the crowd is echoed by the text box printed under
the title: not only do both have a landscape rectangular shape, but the
throng of people is reminiscent of the throng of letters. The text, which is
an excerpt from the manifesto, is difficult to read because the names of the
authors have been superimposed: Gunnar Asplund, Wolter Gahn, Sven
Markelius, Gregor Paulsson, Eskil Sundahl, and Uno Ahrén. From what
can be made out, the first sentence runs: ‘accept the present reality—only
in that way do we have a chance to master it, to get the better of it in order
to change it and create a culture that is a convenient tool for life’

On the title page there is again a picture of a crowd. A photomon-
tage shows a young man in work clothes silhouetted against the mass
of people, with an aesthetic evocative of the sort favoured in the Soviet
Union. The caption states that the solution for architecture and the art
industry was ‘quantity and quality, the masses and the individual’®” The
relationship between the collective and the individual was one of the inter-
war period’s more controversial issues, and became even more pertinent
with the rise of the totalitarian states.*' There was a widespread belief that
leaders were needed who would lead the masses away from the machine
and mass cultures’ negative consequences, but there were also those who
eyed the leadership cult with foreboding.** It was a point on which the
authors of acceptera adopted an ambivalent position. The six were the
joint authors and written the book collectively—exactly who contributed
what is controversial—but they then splashed their names in red across the
cover. And unlike the title, their names were printed using capital letters.

In the title-page photomontage, the youngster meets the reader’s
gaze. He is holding his cap in the one hand, while the other is tucked into
his waistband. He exudes confidence and determination, and is walking
away from the vast crowd behind him. It is difficult to make out any de-
tails, but the crowd is clearly looking right, facing away from the reader,
and is thus faceless. Most seem to be middle-aged men; they are wearing
suits but not hats, which indicates that the photograph was taken indoors.
The photomontage gives the individual a face while the masses remain



bér kostym men saknar huvudbonader vilket indikerar att fotogra-
fiet dr taget inomhus. Fotomontaget ger individen ett ansikte medan
massan forblir opersonlig. Ynglingen trader fram som ett ideal som
fylls med egenskaper som maskulinitet, arbetarklass, vithet och ung-
dom. Ansiktslosheten och konturldsheten forstirker upplevelsen av
en anonym massa, samtidigt som den unga mannen blir en repre-
sentant for massan genom sin uniformsliknande klddsel. Att kla sig
uniformt, 1 betydelsen likartat, var en {6]jd av masskulturen och klad-
branschens industrialisering. Det géller médnnen i kostym likvil som
arbetare 1 arbetskldder eller soldater 1 uniform.

acceptera inleds med en mirklig utvikning kring mansklighetens
historia, med familjebildningen 1 fokus. Podngen ar att framgangar
for olika vetenskapliga férklaringsmodeller bestims av andra intres-
sen an de rent vetenskapliga. "Brist pa objektivitet férvrianger sociala
fragors 16sning”, slar forfattarna fast.** Som illustrationer aterges tre
familjer: en suddig bild av svarta infédingar som sitter framfér en
hydda, en for fotografering uppstriackt borgerlig familj framfér ett
draperi samt en familj som campar 1 ett talt bredvid sin bil. Det rader
ingen tvekan om att bildsekvensen uttrycker utveckling och moder-
nisering. Den sista bilden férmedlar ett "nu”, ett mobilt och funktio-
nellt sitt att leva. Bredvid téltet star ett uppfallt paraply och ett likasa
uppfillt bord. Maten lagas pa ett portabelt kok. Bakom téltet reser
sig bjorkar vid ett vattendrag. Langre ut syns en segelbit. Den nya
tekniken ger tillgang till frisk luft och narkontakt med naturen oav-
sett radande vaderlek.

Det moderna bruket av naturen far en framtradande plats 1 bo-
ken. Mycket av argumentationsutrymmet anvinds ocksa till att mot-
arbeta "romantiska” forestéllningar om boendet, vare sig det ror sig
om sma roda stugor eller stora herrgardar. Arkitekturen maste std 1
samklang med bade tiden och funktionen. Till det som déms ut hor
Goteborgs konstmuseum som ”doljer sitt ndamal bakom en tung,
igenmurad romersk akveduktform” och Stockholms stadsbibliotek,
som visserligen dr “en mycket demokratisk institution, [men som)]
har den yttre formen av ett antikt kastell”3*I féregdende kapitel ("Det
blagula landskapet”) citerades Gregor Paulsson fran 1934 om det
moderna skidmodet. I acceptera finns en likartad retorik om skidar-
kitekturen. Som férebildlig visas en funktionalistisk fjallstuga pa en
bergstopp. "Sportstuga, icke ’schweizerstil’” fortydligar bildtexten.®
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mmpersonal. The youngster is revealed as the ideal-brimful with such
qualities as masculinity, working-classness, whiteness, and youth. The
facelessness and vagueness reinforces the sense of the anonymity of the
mass, at the same time as the young man remains a representative of the
masses because of his uniform-like clothing. Dressing uniformly, in a simi-
lar fashion to others, was a product of mass culture and the industrializa-
tion of the clothing industry. This was as true of men in suits as workers
i working clothes or soldiers in uniform.

acceptera opens with a strange digression into human history, and more
particularly family formation. The point being made was that the success
of various scientific explanations was determined by interests other than
the purely scientific. ‘Lack of objectivity vitiates a solution to social ques-
tions’, the authors announced.*® Three families are presented by way of
illustration: a blurred image of black natives sitting in front of a hut; a
bourgeois family, all dressed up for the photograph, standing in front of a
curtain; and a family camping in a tent next to their car. There is no doubt
that the sequence is meant to show development and modernization. The
last picture conveys a sense of ‘now’, a mobile and functional way to live.
Next to the tent are a folded umbrella and table. The food is cooked on
a portable stove. Behind the tent, birch trees overlook a stream. Further
out there is a sailing boat. The new technology offers access to fresh air
and close contacts with Nature, whatever the weather.

The modern enjoyment of Nature has a prominent place in the book.
Much of the argument is spent in counteracting the ‘romantic’ notions of
housing, whether it be small red cottages or large mansions. Architecture
must be in keeping with both its function and the times. Among the things
the authors reject are the Gothenburg Museum of Art, condemned for
‘concealing its purpose behind a heavy, bricked-up Roman aqueduct,
and Stockholm Public Library, which while certainly ‘a very democratic
nstitution, has the external form of an ancient citadel’®* Earlier, in the
essay on the Swedish landscape, I quoted Gregor Paulsson writing about
modern ski fashions in 1934. In acceptera one finds a similar rhetoric used
about ski architecture. The model to aspire to is a Modernist mountain
hut, high on a summit: ‘Ski hut, not in the “Swiss style” ’ the caption ex-
plains.*” The modern version emphasizes activity in the choice of name:
one’s leisure time was supposed to be spent doing a sport.

African tribal society therefore stands for the past; the fair-skinned
campers, the present. However, modern man is not so uniformly white



Det moderna boendet betonar aktivitet ocksa 1 valet av bendmning:
pa fritiden f6rmodades man idrotta.

Det afrikanska stamsambhillet far alltsa representera det férgang-
na, de ljushyllta camparna det moderna, men den moderna ménnis-
kan &r inte entydigt vit 1 acceplera. Visst ar hen underforstatt vit 1 de
allra flesta sammanhang — detta ar trots allt en publikation fran en tid
nér den svenska sjdlvbilden var kritvit. Men det finns ett intressant
undantag 1 boken. I den férsta bilden 4r det alltsa en yngling 1 arbets-
klader som representerar det moderna. I den andra bilden ar det den
nyss omnidmnda campande familjen. Det tredje tillfdllet dar den nya
manniskotypen pekas bestar av tva fotografier. En mindre bild av
en traditionellt klddd japansk kvinna 1 kimono kontrasteras mot en
storre av en modern japanska 1 blazer, skjorta och slips.*® 1931 stod
Japan inte f6r modernitet - tvartom — men japansk kultur hade lange
varit forebildlig for arkitekter och formgivare. Bildkonstellationen
vill férmodligen sdga dr att &ven mangtusendriga hogkulturer som
den japanska kan, och maste, moderniseras. Den moderna kvinnan
later sig inte begransas av vare sig nationsgranser eller omoderna kla-
der — sa varfor skulle hon lata sig begransas av ett omodernt boende?

Den japanska kvinnan ér trots allt ett undantag 1 acceptera. Pa de
tva hundra sidorna dr det annars den vasterlandska kulturens moder-
nisering som gestaltas. Patagligt manga bilder visar fysiska frilufts-
aktiviter; férutom camping visas gymnastikpass 1 det fria, jogging,
segling, solbadande, hickhoppning, simhoppning och scouting. Till
och med vardagslivet préglas av hastighet. I en bildkonstellation kon-
trasteras 1700-talets langsamma spatserande med samtidens raska
promenad. Att den moderna mannen representeras av nazisternas
propagandachef Joseph Goebbels dr, som Lena Johannesson pépe-
kar, ett tecken 1 tiden men ocksé ett orosmoment.*

Den som véantar sig en bok om arkitektur blir férvanad, skriver
Anders Aman. Hir hinger allt thop!®® Inte minst hinger den vita
kroppen ithop med den vita, funktionalistiska arkitekturen. Om man
pa de bilder som enbart visar arkitektur eller design forestiller sig
nagon som befolkar rummen eller anvinder méblerna ar denna na-
gon vit. Detta konstrueras 1 boken genom att de enda icke-vita som
avbildas, med undantag fran japanskorna, dr de svarta infédingarna
framfér hyddan, men ocksa genom att vita visas nér de tar den mo-
derna arkitekturen och designen i bruk i arbete och pa fritiden. Vithet
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in acceptera. Yes, he is implicitly white in most contexts—after all, the
publication dates from a time when the Swedish self-image was purest
white—but there is an interesting exception in the book. First off; it is the
young man in work clothes who represents modernity. Then it is the
camping family. But the third instance, where the new type of person is
identified, consists of two photographs. A small picture of a traditionally
dressed Japanese woman in a kimono is contrasted with a larger one of
a modern Japanese woman in a blazer, shirt, and tie.*® In 1931, Japan
was not associated with modernity—quite the contrary—but Japanese
culture had long been held up as an example for architects and design-
ers. "Together, the photographs seem to say that even an advanced, thou-
sand-year-old culture like Japan’s can and must be modernized. Modern
woman will not let herself be limited, whether by national borders or
unfashionable clothes, so why would she allow herself to be limited by
an outmoded housing?

Yet when all is said and done, the Japanese woman remains the excep-
tion in acceptera. Of its two hundred pages, all are otherwise given over to
the modernization of an emphatically Western culture. A significant num-
ber of pictures depict open-air recreation of some kind: as well as camp-
ing, there are gymnastics in the open, jogging, sailing, sunbathing, hurdle
jumps, diving, and scouting. Even everyday life is characterized by speed.
One group of pictures contrasts the eighteenth century’s slow walk with
the present’s brisk stride. The fact that the modern man is represented
by the Nazis’ propaganda chief Joseph Goebbels is, as Lena Johannesson
points out, both a sign of the times and a worry.*

Anyone who reads acceplera expecting just a book on architecture will
be surprised, writes Anders Aman. In these pages, everything is con-
nected with everything else!*® Not least, the white body is connected with
white, Modernist architecture. Wherever the pictures show only architec-
ture or designs, if one envisions someone to populate the rooms or use
the furniture, they are invariably white. This is engineered by the book,
for not only are the only non-white people to be shown, apart from the
Japanese women, the black natives in front of the hut, but all people used
in the images of modern architecture and design in use, whether for work
or for play, are white. Whiteness is associated in acceptera with modernity,
youth, and rationality. To the extent that there was a potential for a non-
white modernity, it was only extended to Asia and not to Africa, in a way
that held good for the entire twentieth century.



forknippas 1 acceptera med modernitet, ungdom och rationalitet. I den
man det finns en potential for en icke-vit modernitet omfattar den, pa
ett sitt som préglat hela 1900-talet, Asien men inte Afrika.

EN MER MODERAT MODERNISM

Funktionalisternas idéer fick ett betydande genomslag 1 1930-talets
diskussion om arkitektur och formgivning, men det var inte den in-
ternationella modernismens mer strikta uttryck som kom att domi-
nera 1 Sverige. Istillet utvecklades en mer moderat form av moder-
nism som, inte minst inom formomradet, blev ytterst framgangsrik,
saval nationellt som internationellt. P4 varldsutstallningarna 1 Paris
1937 och New York 1939 blev Swedish Modern ett av de stora samtals-
amnena. Det var inte lingre enbart det svenska glaset som tilldrog
sig uppmairksamhet, dven svenska mébler och textilier fick interna-
tionellt berém. Mjukare former, ljusa farger och blonda tréslag blev
ett framgangsrecept. Svensk design framstod som ett undantag av
aterhéllsamhet och férnuft, 1 en virld som holl pé att ga 6verstyr. Den
var inte lika strangt estetiskt avskalad som Bauhaus-estetiken. Men
estetisk stranghet och maskinestetik var inte heller vad som efterfra-
gades 1en tid nér hela virlden tycktes vara pa vig mot sin undergang.

Det drag som tydligast identifierade en mobel som Swedish
Modern var bruket av ljusa trislag, inte minst bjérk, och avsaknaden
av ornamentik. Den var méjlig att tillverka industriellt och priserna
skulle — dtminstone 1 teorin — kunna hallas nere. Detta innebér ocksa
att det var ett formsprak som var litt att efterlikna. I USA inleddes
1 slutet av 1930-talet en omfattande produktion av Swedish Modern,
ritad av amerikanska formgivare, och producerad i amerikanska
fabriker av amerikanska traslag.® I februari 1938 rapporterade den
amerikanska tidskriften House and Garden att varje designer som reste
till Sverige eller Paris 1937 pa jakt efter nya influenser kom hem
sprickfirdiga av entusiasm for vad Sverige gjorde inom modern
design.** Swedish Modern mé lata svenskt, men stilen forklaras av
tidskriften vara sant internationell, 1 betydelsen att den inte ser till
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A MORE MODERATE MODERNISM

The Modernists’ ideas had a considerable impact on the Thirties’ dis-
cussion of architecture and design, but as it turned out it would not be
mnternational modernism in its strictest expression that would dominate
in Sweden. Instead, a more moderate form of modernism evolved which,
particularly in the field of design, was to prove extremely successful both
nationally and internationally. At the world fairs in Paris in 1937 and New
York in 1939, the Swedish Modern movement was one of the big topics
of conversation. It was no longer only Swedish glass that was attracting
attention; now Swedish furniture and textiles were also garnering interna-
tional praise. Softer shapes, bright colours, and blond woods were a recipe
for success. Swedish design stood out as the epitome of moderation and
reason in a world that was about to topple. True, it was not as severely
stripped-down as the Bauhaus aesthetic. But aesthetic rigour and a ma-
chine aesthetic were not what were called for at a time when the whole
world seemed to be racing to the brink.

The traits that most clearly identified a piece of furniture as Swedish
Modern were the use of light-coloured wood, especially birch, and a lack
of ornamentation. It was possible to make on an industrial scale so that
prices could be kept down, at least in theory. This also meant that there
was a design idiom that was easy to imitate. In the late 1930s, the ex-
tensive production of Swedish Modern began in the US, designed by
American designers, and made in American factories using American
wood.* In February 1938, the American magazine House and Garden re-
ported that ‘every designer who went to the Paris Exposition [in 1937],
or to Sweden last season with a weather eye out for new influences, came
back bursting with inspiration and enthusiasm for the things Sweden was
doing with the modern theme’** Swedish Modern might sound Swedish,
but, as the magazine explained, the style was truly international in the
sense that it transcended national borders and was happy to draw inspi-
ration from different places. This meant that it could easily be adapted
to American conditions. The style was neutral enough to fit in almost
anywhere. In a later issue, Swedish Modern was described as ‘a new
version of Modern—a mainstream trend off to a good start’. It was simple
and unaffected, executed in unpainted wood."! As a style, it was geared



nationella granser och gérna plockar upp inspiration fran olika hall.
Detta gjorde att den enkelt 14t sig anpassas till amerikanska f6érhal-
landen. Stilen var neutral nog att passa in nistan var som helst. I
ett senare nummer beskrivs Swedish Modern som "a new version of
Modern - a main stream trend off to a good start”. Den dr enkel och
oaffekterad, utférd 1 omalat trd.*! Den svenska stilen dr anpassad
efter massorna, inte for en liten elit. Den beskrivs som en medelvag
for den som inte kan eller vill vélja mellan modernitet och tradition,
europeiskt eller amerikanskt. Den dr modern utan att vara obruk-
bar, ny utan att kdnnas fraimmande.

For den svenska designvirlden kindes detta paradoxalt nog som
en foroldmpning. I dess 6gon hade Swedish Modern kopierats av ame-
rikanska féretag med enda syfte att tjina pengar. Svenska formgivare
och ledande foretradare for Svenska slgjdféreningen ansag att ameri-
kanerna avideologiserade Swedish Modern. I tidens svenska sprakbruk
forvandlades Swedish Modern fran att vara en rorelse till att bli en stil.
Darfor inleddes en motattack med syfte att goéra Swedish Modern dn
mer svensk.

For de amerikanska tillverkarna, séisom S ] Campbell, Widdicomb
och Valentine Seaver, var politiska kopplingar till det svenska folk-
hemmet, vilfardspolitik eller socialdemokratin fullstindigt ointres-
santa. Swedish Modern var for dem en av flera stilar som samtidigt
fanns med 1 deras produktsortiment. Den fanns kvar sd linge som
det fanns en marknad for den, men nar trendvindarna vande var det
inga storre problem att ersitta den med andra produktlinjer.

Sjalvklart fanns det ocksa 1 Sverige olika uppfattningar om vad
Swedish Modern egentligen stod for. Men tveklost uppfattade ledande
personer att det forelag ett starkt samband mellan Swedish Modern
och det moderna Sverige, mellan nyskapande design och omda-
nande politik, mellan att formge ett bord och omforma sambhillet.
Mobelformgivaren G A Berg tillhérde dem som var tidigt ute {or att,
som han sag det, ritta till bilden.**

I en studie som den hir, inriktad pa att férsoka fa syn pa nor-
maliteten, ar det forstas intressant med formgivning som uppfattas
som utpraglat neutral. Hur sag egentligen den moderna ménniska
ut som forvintades ta moblerna i1 bruk? I en artikel om "klasslosa,
vackra standardmobler” 1 Form 1939 vidareférmedlas G A Bergs
idéer:
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to the masses, not tailored to a small elite. It was described as the middle
course for those unable or unwilling to choose between modernity and
tradition, European or American. It was modern without being unusable,
new without feeling strange.

Paradoxically, for the Swedish design world this was a real insult. In
their eyes, Swedish Modern had been copied by American companies
with the sole purpose of making money. Swedish designers and lead-
ing representatives of the Swedish Arts and Crafts Society felt that the
Americans were de-ideologizing Swedish Modern. In common Swedish
parlance, Swedish Modern had gone from being a movement to being
a style. This prompted a counter-attack in the hope of making Swedish
Modern even more Swedish.

For the American manufacturers—S. J. Campbell, Widdicomb, and
Valentine Seaver—the political connections with the Swedish welfare
state, welfare policy, or social democracy were completely uninteresting.
Swedish Modern for them was just one of several styles currently in-
cluded in their product ranges. It would remain there as long as there was
a market for it, but when trends changed there was no particular problem
with replacing it with other product lines.

Of course, there were different ideas of what Swedish Modern really
stood for in Sweden too, but undoubtedly the leading figures felt there
was a strong correlation between Swedish Modern and modern Sweden,
between innovative design and reformist politics, between designing a
table and transforming society. The furniture designer G. A. Berg was
among the first to set out to correct the image of Swedish Modern as he
saw it.*?

In a study like the present one, focused on trying to pin down nor-
mality, it is certainly interesting to consider design that was perceived as
decidedly neutral. What sort of person was the modern man who was
expected to use this furniture? An article on ‘classless, handsome stand-
ard furniture’ in Formin 1939 enlarged on G. A. Berg’s ideas:

The home should form the backdrop to the man: the walls, the furniture, all the
permanent colour elements must be kept neutral, using pale washed-out colours if
you want to leave sufficient room for people’s colour in their hair, skin, and clothing
... With this in mind, Aby has been so made that in line and colour it is the humble

servant of the people of today in what we call invisible furniture.*3



Hemmen ska vara bakgrunden till ménniskan: viggarna moblerna, alla de permanenta
farginslagen skall héllas neutrala, 1 ljusa, svaga farger om man vill ge tillrackligt spelrum at
fargerna hos ménniskorna, i1 deras har, hy och kldder [...] Med detta for 6gonen har Aby
arbetats ut till 1 linje och firg ansprakslosa tjinare at nutidsmanniskor till vad vi kallar

osynliga mébler.. a3

Bleka svenskar férsvinner mot en alltfor fargstark fond, tycks Berg mena.
De blir osynliga 1 en kraftigt moénstrad soffa. Den blonda svenska designen
harmonierar med den blonda, bleka svensken. Det kan forstds diskute-
ras om det verkligen fungerar sa 1 praktiken, om inte vita personer fram-
stdr som dnnu blekare 1 en vit modernism, men G A Berg sitter 1 citatet
ord pi ett samband mellan design och hudfirg som annars sannolikt var
underforstatt.

En tll G A Berg kontrasterade uppfattning hade en annan av den
svenska moderna designens portalfigurer, Josef Frank. Frank var, nar han
emigrerade som judisk flykting undan nazismen fran Osterrike till Sverige
1934, redan en internationellt etablerad arkitekt och formgivare. Under
tjugotalet hade han fungerat som en viktig férmedlare av modernistiska
idéer fran den tysksprakiga delen av Europa till Sverige. Genom att hans
hustru, Anna Sebenius, kom fran Sverige hade han skal att ofta besoka
Norden.

Hans inredningsdesign fér Svenskt Tenn, som med tiden blev hans vik-
tigaste arbetsfalt, har klara referenser till Biedermeier och engelskt 1700-tal.
Mot slutet av tjugotalet kritiserade han den modernistiska rérelsens mer
maskinestetiskt orienterade arkitekter och formgivare for att inte ta hansyn
till de ménskliga aspekterna av byggande och formgivning. Aret efter att
han flyttade till Sverige skrev han en artikel 1 Form som direkt vinde sig mot
funktionalismen. I stéllet hyllar Frank icke-geometrisk formgivning med
matt och former anpassade efter manniskan. Till och med metersystemet
far sig en sldng av kritiken, eftersom det till skillnad frén tum och fot inte
utgdr frin manniskans proportioner.**

G A Berg, Bruno Mathsson och andra ledande svenska formgivare an-
sags sig ocksa utga fran manniskans behov och proportioner. Men medan
Berg och Mathsson experimenterade med sittkurvor 1 fatoljer direkt for-
made efter den ideala kroppen, inte sillan kladda med hygienisk naturfar-
gad sadelgjord, lat Frank kla sina stoppade mobler med stormoénstrande
och fargglada tyger. I en fato]j ritad av Berg eller Mathsson sitter man
ergonomiskt pa ett av formgivaren bestamt sitt, 1 en av Frank sitter man
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Pale Swedes will disappear against an overly colourful backdrop, is Berg’s
point. They become invisible against a heavily patterned sofa. Blond
Swedish design harmonizes with the blond, pale Swedes. It can indeed
be asked whether that is really how it worked in practice—whether white
people would not appear even paler in a white modernist space—but G. A.
Berg seems to have put his finger on a correlation between design and
colour that otherwise was just implicit.

A very different approach to G. A. Berg’s was taken by another of
the prominent figures in modern Swedish design, Josef Frank. When he
fled, a Jewish refugee, from the Nazis from Austria to Sweden in 1934,
Frank was already an internationally recognized architect and designer. In
the Twenties, he had served as an important communicator of modernist
ideas from the German-speaking parts of Europe to Sweden. As his wife,
Anna Sebenius, came from Sweden, he had reason to visit the Nordic
countries frequently.

His work for the design company Svenskt Tenn, which in time would
become his main employer, had clear references to Biedermeier and the
English eighteenth century. Towards the end of the Twenties, he criticized
the modernist movement’s more machine-aesthetic-oriented architects
and designers for not taking into account the human aspects of construc-
tion and design. The year after he fled to Sweden, he wrote an article
in Form that openly attacked International Style. Instead, he embraced
non-geometric design with dimensions and shapes adapted to the human
form. Even the metric system was roundly criticized, because, unlike feet
and inches, it is not based on human proportions.*

G. A. Berg, Bruno Mathsson, and other leading Swedish design-
ers considered that their work too was based on human needs and
proportions. Yet while Berg and Mathsson experimented with curv-
ing the seats of armchairs to suit the ideal body, often working with
hygienic, undyed webbing, Frank had his furniture upholstered with
colourful, bold fabrics. In an armchair designed by Berg or Mathsson,
you sit ergonomically in a manner determined by the designer; in one
of Frank’s, you sit how you want to sit. The story of how Mathsson
threw himself into a snowdrift to use the impression to produce an
ergonomically correct curve for his reclining chair underlines how the
design process was based on dogged, but also innovative, research. It
also links the reclining chair to a specific Nordic male body type and
to the Nordic climate.



som man sjilv vill. Historien om hur Mathsson slingde sig 1 en snédriva
for att genom kroppens avtryck fa fram en ergonomiskt riktig kurvatur pa
vilstolen understryker hur formgivningen bygger pa entragen men ocksa
mnovativ forskning. Den knyter ocksé vilstolarna till en specifik nordisk,
manlig kropp och till det nordiska klimatet.

I den polariserade svenska designdebatten kom Frank att inta outsi-
derns position. Liksom traditionalisterna sokte han sig garna till historien
som inspirationskilla, men med sin bakgrund som flykting frén Osterrike
var han vaccinerad mot deras nationalistiska 6vertoner. Han delade funk-
tionalisternas kosmopolitiska vérldssyn, men inte deras sociala agenda.
"Samarbetet med Svenskt Tenn [gav] honom en exklusiv stimpel som
inte [passade] in 1 Slojdféreningens eller SAR:s engagemang 1 socialt bo-
stadsbyggande och pedagogik om den ljusa praktiska hemmiljén”, skriver
Hedvig Hedkvist.** Antipatierna var émsesidiga. Josef Frank talade om
”svenska slojdféreningstrakigheten”*® Sl6jdféreningen var kritisk mot det
osvenska 1 Franks och Svenskt Tenns sortiment. Pa 1930-talet utndmndes
Svensk Tenns direktor Estrid Ericson av konstkritikern Nils Palmgren till
"madstarinna i bric-a-brac”."

"Svenskhet” hade alltsa blivit en av de viktigaste ingredienserna
1 saval sjalviorstaelsen som marknadsforingen av svensk design,
nationellt och internationellt, trots den internationella héallningen 1
Vackrare vardagsvara och acceptera. Men vad var svenskt och hur for-
holl det sig till internationella strémningar? Kritikerna, daribland
mobelformgivaren Carl Malmsten, ansdg att funktionalismen var
anonymiserande, att den inte gjorde nagon skillnad mellan hem
och arbete, och saknade férankring 1 den svenska formtraditio-
nen. Dirtill var funktionalismen utlandsk import. Moblerna skulle
enligt honom uttrycka kinslor, vara maskulina eller feminina.*®
Foresprakarna fér den nya stilen pekade pa hur den bottnade 1
svenska virden som rationalitet, stramhet och standardisering.*
Den svenska funktionalismen kunde skrivas in 1 en nationell form-
kénsla med [jushet och enkelhet som framtriadande drag. Inte minst
den gustavianska tiden lyftes fram som en férebild 1 den inhemska
formtraditionen. Swedish Modern férenade alltsd svenska traditio-
ner med svensk framatanda och visade hur en nationell kéinsla for
det sparsmakade och funktionella l4t sig kombineras med svensk
innovationskraft och den moderna teknikens mojligheter. Pa detta
satt sammankopplas nationell sjélviorstaelse med visterlandets

210

211

In the polarized Swedish design debate, Frank was to take the posi-
tion of outsider. Like the traditionalists, he was happy to turn to the past
for inspiration, but, with his background as an Austrian refugee, he was
immune to its nationalist overtones. He shared the Swedish Modernists’
cosmopolitan worldview, but not their social agenda. “The collaboration
with Svenskt Tenn [gave] him an exclusive stamp that did not [fit] with
the Arts and Crafts Society’s or SAR’s commitment to social housing and
education about the bright, practical home environment’, writes Hedvig
Hedkvist.* The antipathy was mutual. Josef Frank spoke of the ‘Swedish
Arts and Boredom Society’*® The Society in turn was critical of how
un-Swedish Frank’s and Svenskt Tenn’s range was. In the 1930s, the art
critic Nils Palmgren voted Svenskt Tenn’s director Estrid Ericsson ‘the
champion of bric-a-brac’.*

‘Swedishness’ had thus become one of the key ingredients in both
the self-understanding and marketing of Swedish design, nationally
and internationally, despite the international stance evident in Vackrare
vardagsvara and acceptera. But what was Swedishness, and where did it
stand in relation to international trends? Critics, including the furni-
ture designer Carl Malmsten, felt that Modernism was anonymizing;
that it did not distinguish between home and work; and that it had no
roots in the Swedish design tradition. To cap it all, Modernism was
a foreign import. It was his view that furniture should express emo-
tions, and should be masculine or feminine.*® Proponents of the new
style pointed out that it was grounded in Swedish values such as ra-
tionality, rigour, and standardization.*” There was a place for Swedish
Modernism in a national sense of form, with lightness and simplicity
as its principal characteristics. The Gustavian period in particular was
the model of choice, and one in Sweden’s own design tradition at that.
Swedish Modern thus united Swedish tradition and Swedish enterprise,
and showed how a national liking for the restrained and functional
combined readily with Swedish innovation and the opportunities pre-
sented by modern techniques. In this way, national self-understanding
was linked to the West’s continuous process of modernization. In the
construction of whiteness, writes Katarina Mattsson, ‘things local, na-
tional, or global are not arranged in a hierarchical manner. Instead,
it is the national constructions of communities as being white that is
a prerequisite for whiteness as a global power.*® Although whiteness
operates globally, it is constituted locally.



oavbrutna moderniseringsprocess. I konstruktionen av vithet, skri-
ver Katarina Mattsson, dr "det lokala, nationella eller globala inte
ordnade pa ett hierarkiskt sitt. I stéllet 4r de nationella konstruk-
tionerna av gemenskaper som vita en férutsattning for vithet som
global maktposition”" Aven om vitheten agerar globalt, konstitu-
eras den lokalt.

Betoningen av designens “svenskhet” fick konsekvenser ocksa
for formgivare som inte kunde ifragasittas pa grund av utlindsk
bord eller religios tillhorighet. Mark Ian Jones uppmarksammar 1 sin
avhandling om Vicke Lindstrand vad av glasformgivarens produk-
tion som lét sig inordnas 1 den nationella designretoriken och som
utsags att representera Sverige internationellt. For de internationella
utstillningarna valdes de féremal ut som bist passade in i1 den na-
tionella sjalvbilden av Swedish Modern. Detta skedde pa olika nivaer.
Man undvek att ta med féremal vars former, dekor och motiv hade
uppenbara icke-svenska och exotiska forebilder, men ocksd objekt
dar sjilva tekniken pekade bort fran Sverige.

De bidrag fran Lindstrand som inte togs med pa den mycket
viktiga utstdllningen Design in Scandinavia som turnerade runt i
Nordamerika 1954-1957 illustrerar hur urvalet gick till. Utsorterade
blev objekt med helt abstrakt dekor som refererade till utlindska
forebilder som surrealism och abstrakt konst, exempelvis serien
Abstracta fran 1951 med tydliga referenser till Jackson Pollocks action
paintings.”' Avskrivna fran agendan blev ocksa féremal med mer na-
raliggande inspirationskallor som finske Tapio Wirkkala, liksom glas
som anvande italiensk sommerso-teknik, eller avbildade icke-svenska
motiv som tjurfiktning. Daremot valdes vasen Fiskndt ut att repre-
sentera svensk design. Den har ett folkligt, ruralt motiv, ndmligen
en kvinna som tar hand om fiskeredskap.? Glaset 4r ofargat och det
graverade motivet framtrader som tecknat 1 vitt. Tekniken anknyter
till traditionen fran Swedish Grace, men formen hos kvinnan och niten
ar stiliserade vilket férlanar dem ett samtida uttryck.

Aven i samtiden sprids forestillningen om blond, svensk design
nationellt och internationellt. Det handlar om allt frdn tidningarnas
inredningsreportage till prestigfulla svenska satsningar pa varldsut-
stallningar och ambassadbyggen. Sammankopplingen mellan vita,
svenska kroppar och svensk design gors ocksd av ”svenska” kom-
mersiella foretag, inte minst Volvo och Ikea.*
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The emphasis on design’s ‘Swedishness’ also had consequences for
designers who could not meet the criteria because of their foreign birth
or religious affiliation. Mark Ian Jones has noted in his dissertation on
Vicke Lindstrand which pieces from the glass designer’s oeuvre were felt
eligible for inclusion in the national design rhetoric, and which were cho-
sen to represent Sweden abroad. For international exhibitions, the items
which best fitted the national self-image of Swedish Modern were chosen.
This took place on different levels. The pieces that were avoided were
those whose shapes, decoration, and design had obviously non-Swedish
or exotic models, but also those where the techniques themselves pointed
elsewhere than Sweden.

The pieces by Lindstrand that were not included in the very im-
portant exhibition Design in Scandinavia, which toured North America
in 1954-1957, illustrates how the selection was made. The rejects were
items with wholly abstract decoration that referred to foreign prototypes
such as surrealism and abstract art: hence the omission of the Abstracta
series from 1951, with its clear references to Jackson Pollock’s action
paintings.’! Also struck from the list were pieces inspired by people closer
to home, such as the Finn Tapio Wirkkala, along with glass made using
the Italian sommerso technique, or that had non-Swedish designs such as
bullfighting. Meanwhile, the vase Fishing nets was chosen to represent
Swedish design. It has the homely, rural motif of a woman looking after
fishing gear.’® The glass is colourless and the engraved motif appears to
be drawn in white. The technique is linked to the Swedish Grace tradi-
tion, but the shapes of the woman and the nets are stylized, which gives
them a contemporary look.

Even today, the idea of blond, Swedish design still has currency, na-
tionally and internationally. It turns up in everything from newspaper
articles about interior design to prestigious Swedish projects, representing
the country overseas at world fairs and in embassy buildings. The connec-
tion between white Swedish bodies and Swedish design is also one made
by ‘Swedish’ commercial enterprises, not least Volvo and IKEA.%®



DET LEVANDE HEMMET

1951 utkom Lilly Arrhenius Det levande hemmet. Arrhenius var
Stockholms stads bosittningskonsult och darmed en auktoritet pa
hur ett hem ska inredas pa basta sétt. Det levande hemmet fick f6rmod-
ligen ett stort genomslag eftersom den utgjorde handbok till en serie
radioprogram som sandes under hosten 1951 och varen 1952. De
ingick 1 serien "Husmorsskolan” och behandlade olika aspekter av
"heminredning och hemtrevnad”.>*

Det forsta programmet gick utietern den 11 september 1951 och
hade som tema ”"vad menas med hemtrivsel?” I radiostudion satt re-
daktionskommittén, arkitekterna Géran Curman och Lennart Holm,
radiojournalisterna Ingrid Samuelsson och Maud Reuterswérd, samt
Arrhenius. Det f6ljdes av ytterligare knappt trettio program pa teman
som "sovplatsen”, "var sak pa sin plats” och "mera ljus”. Serien f6ljde
pa en pristavling om "hemtrivsel” som genomf6rts varen 1951 1 sam-
arbete med Raster i Radio. "Hur har ni ordnat det 1 ert hem for att fa
det sa trivsamt och praktiskt som mojligt, nér ni/ sover / dter / arbetar
/ leker och umgas?” Tidningen efterfragade skisser, fotografier och
berittelser. "En jury bestdende av sakkunniga kommer att granska
och bedéma tivlingsbidragen”, upplyste tidningen.” I juryn satt,
férutom Arrhenius och Samuelsson, intendent Bengt Segerstedt vid
Sveriges Radio, och Brita Akerman som 1941 publicerat den forsta
sociologiska undersékningen om hemarbete och familjeliv. Akerman
var en av fa kvinnor med en maktposition inom socialdemokratin.
Hon hade arbetat vid Hemmens forskningsinstitut under krigsaren.
Men hennes idéer var omstridda. Delar av kvinnorérelsen ansag att
hon cementerade en traditionell kvinnoroll.>

Utlysningen av tivlingen illustrerades med tre teckningar av
Gobi, pseudonym for Lilly Margareta "Margit” Uppenberg (1906-
1967), serietecknare och illustratér. De var avsedda att vara sko-
jiga — skamtteckningar hade en framtradande plats 1 tidskriften
under 1950-talet — men de bygger ocksa vidare pa mellankrigsti-
dens drom om den moderna bostaden. Teckningarna parodierar
det automatiserade hemmet, med robotar som baddar singen och
lagar mat. I vardagsrummet finns all modern teknik inbyged, som
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THE LIVING HOME

In 1951, Lilly Arrhenius published Det levande hemmet (“The living home’).
Arrhenius was the City of Stockholm’s housing consultant, and thus an
authority on how homes could be decorated to best effect. Det levande
hemmet was a roaring success, probably helped by the fact that it was a
radio tie-in book for a series broadcast in the autumn of 1951 and spring
of 1952 as part of the ‘School for Housewives’ series, which dealt with
various aspects of ‘home furnishing and homeliness’.**

The first programme was aired on 11 September 1951 and took as its
theme “What is home comfort?’ In studio were the editorial team, consist-
ing of the architects Géran Curman and Lennart Holm, the radio journal-
ists Ingrid Samuelsson and Maud Reuterswird, and Arrhenius. This was
followed by almost thirty programmes on topics such as “The bedroom’,
‘Everything in its place’, and ‘More light’. The series followed on from a
radio competition, ‘Home Comfort), that had been run in the spring of
1951 together with the magazine Rdster i Radio (‘Radio voices’). ‘How have
you arranged your home to make it as pleasant and convenient as possible
when you sleep/eat/work/play and socialize?’, the magazine asked, and
called for sketches, photographs, and stories, with the promise that ‘A jury
of experts will review and judge the entries’*® In addition to Arrhenius and
Samuelsson, that jury included Bengt Segerstedt, a controller at Swedish
Radio, and Brita Akerman, who in 1941 had published the first sociologi-
cal study of housework and family life in Sweden. Akerman was one of
few women in a position of power in the social-democratic movement, and
had worked at Hemmens forskningsinstitut (the Home Research Institute)
during the War. But her ideas were controversial. Some of the women'’s
movement felt that she cemented traditional female roles.*

The advert for the contest was illustrated with three drawings by
Gobi, the nom de plume of the cartoonist and illustrator Lilly Margareta
‘Margit’ Uppenberg (1906-1967). They were intentionally funny—car-
toons had a prominent place in the magazine during the 1950s—but they
also built on the interwar dream of the modern home. Thus they paro-
died the automated home, with robots making beds and doing the cook-
ing. The living room has every modern convenience, with all of it built
in—the radio in the sofa, the movie projector in the ceiling. The furniture



radion 1 soffan och filmprojektorn 1 taket. Méblerna ar moderna,
liksom ménniskorna med smickra kroppar. Det finns ingen friktion
1 bilderna, kropparna harmonierar fullstaindigt med inredningarna
och robotarna. Teckningarna blir darigenom lika mycket utopi som
skamtbild. "Vad ar det som skapar hemtrevnad?”, hade acceptera fra-
gat tjugo ar tidigare och sjilvsakert svarat: att bostaden ”svarar mot
dess invanares behov”.” Det &r inte stilhistoriska imitationer och
romantiska kulisser som skapar trivsel utan ett funktionellt utfor-
mat hem 1 takt med tiden. Gobi illustrerade just detta, men med ett
leende pa ldpparna.

Hemtrivselstavlingen kan ses som en férldngning av de utstall-
ningar och utbildningar som skulle ldra méanniskor att ratt moblera
och skoéta sina hem, som reformsinnade krafter genomfért sedan
Ellen Keys dagar. Det tidiga 1900-talets bo-utstillningar komplet-
terades fran och med slutet av 1930-talet med bo-kurser 1 syfte att
verkligen f4 ménniskor att inrétta och inreda sina hem 1 verensstam-
melse med den nya tidens ideal. Den forsta holls for textilarbetskor
1 Skene 1938. 1942 startade Nordiska korrespondensinstitutet med
Gregor Paulsson som initiativtagare kursen "Mobler, bostad, inred-
ning” med Elias Svedberg som forfattare av kursmaterialet.® Massan,
ocksa den bildade medelklassen, behéver guidning och instruktioner,
ar den underforstddda utgangspunkten.

1950-talet var husmorsprogrammens tid 1 Sveriges Radio.
Cirka trehundra program siandes arligen.” Ett av dessa var serien
Husmorskolan som 1 allménhet gick pa tisdagsmorgnar, mellan 8.15
och 9.00. Sasongen 1950-1951 handlade programmen om képkun-
skap atfoljda av boken Vi gir och handlar.®® 1952-1953 var temat "Vi
och véra varor”. Men sdsongen dédremellan, som hér star 1 fokus,
handlade alltsd om heminredning.

De folkbildande ambitionerna under 1950-talet har av senare ti-
ders forskare beskrivits som paternalistiska. Avsikten var att bilda
och att uppfostra, att sprida god kultur, god smak och goda virde-
ringar. I sina radioapparater kunde svenska folket héra experter som
delgav de senaste ronen inom vetenskap och forskning pé en rad oli-
ka samhillsomraden. Radioprogrammen préglades ocksa av ett kon-
sensusperspektiv. Man undvek kontroversiella fragor och betonade
gemensamma virdegrunder.® De utgér salunda ett lampligt kéllma-
terial for en studie som soker efter den omarkerade normaliteten.
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1s modern; the people are slender. There is no friction in the pictures, for
the bodies harmonize completely with the interiors and the robots. The
effect is as much utopia as joke. “‘What makes for homeliness?” acceptera
had asked twenty years before, and had confidently replied that it was
a home that ‘meets the needs of its residents’” It was not reproduction
furniture or romantic décor that made things comfortable, but rather a
functionally designed home in keeping with the times. This was exactly
what Gobi drew, but with a smile on her face.

The competition can be seen as an extension of the exhibitions and
programmes intended to teach people how to furnish and maintain their
homes properly—something the reform-minded had been intent on ever
since Ellen Key’s day. The early twentieth-century ideal home exhibitions
were joined in the late 1930s by home-making courses, designed to per-
suade people to set up and decorate their homes in keeping with the ideals
of the new age. The first course was held for textile workers in the town
of Skene in 1938. In 1942, Nordiska korrespondensinstitutet (the Nordic
Correspondence Institute), at the prompting of Gregor Paulsson, began a
course on ‘Furniture, home, interior design’, with course material written
by Elias Svedberg.”® The masses—which included the educated middle
class—needed guidance and instruction: that was the implicit premise.

The 1950s was the age of housewives’ programmes on Swedish
Radio. Approximately three hundred programmes were broadcast annu-
ally.” Among them was the ‘School for Housewives’ series, which gener-
ally was broadcast on Tuesday mornings between 8.15 and 9.00. For the
1950-1 season, all the programmes were about shopping, with the tie-in
book Vi gir och handlar (“We go shopping’).** In 1952-3 the theme was ‘Vi
och véra varor’ (‘We and our shopping’). But the season in between, the
focus here, was about home furnishing and decoration.

The educational ambitions of the 1950s have in more recent years
been described by researchers as having been paternalistic. The inten-
tion was to educate; to spread good culture, good taste, and good values.
The Swedish people could hear experts on the radio discussing the latest
advances in science and research across a whole range of social issues.
The radio programmes also bore the stamp of consensus—they avoided
controversial issues and emphasized shared values®—and are thus prime
source material for a study looking at unremarked normality. However,
to describe the programmes’ ethos as paternalistic risks making listeners
appear more passive than they actually were. The pundits on the radio



Beskrivningen av programkulturen som paternalistisk riskerar emel-
lertid att framstélla lyssnarna som mer passiva an vad de i sjdlva ver-
ket var. Experterna i1 radion ma ha uppfattats som auktoriteter, men
1 omsattningen 1 det verkliga livet av vad de sagt var det lyssnarna
som var den aktiva parten.

Malgruppen {6r boken Det levande hemmet var, av texten att doma,
medelklasskvinnor. Heminredning var en kvinnlig doméan och det
var medelklassen som ansags ha bade medel och intresse att skapa
moderna hem. Alla inredningsbilder 1 Det levande hemmet var tagna 1
verkliga hem, daribland flera som kom till redaktionens kdnnedom
genom den ovan namnda tivlingen. Pa detta sitt aterkopplades till
lyssnarna, som gors till medskapare av det moderna hemmet och
det moderna Sverige. Dessa autentiska hem kompletteras med f6-
remalsbilder som mobelbranschen tillhandahallit. Det ar produkter
fran valkianda och 1 svensk designhistoria normgivande leveranto-
rer som Carl Malmsten, Svenskt Tenn, Futura, Dux, Kooperativa,
Karl Andersson & Soner, Bodafors, Karl Mathsson och Triva.
Lagpriskedjan Epa representeras av ett rullbord 1 furu och férva-
ringsbackar som kan skjutas in under barnens siang. Alla mébler {6-
refaller vara tillverkade 1 Sverige och alla representerade leverantorer
ar svenska. Det moderna hemmet byggs pa nationell grund.

Att hemmet skulle vara "levande” mnebar bland annat att det
skulle finnas utrymme fér barnens lek, men ocksa fér de vuxnas
— frdmst ménnens — hobbies. "Husmdodrarnas stora hobby ar vav-
ningen”, som dock av platsbrist séllan liter sig utforas 1 ldgenheter.
Arrhenius gor ocksa en distinktion mellan hemtrevnad och hemtriv-
sel. Det férstnimnda ”ér stillastdendets lugn och ro”, medan "hem-
trivseln dr fruktbar — det &r ndgot som vixer 1 den”.®* Det moderna
hemmet befinner sig sdlunda 1 en stidndig rorelse framat. Det dr med
sin tid — en tid 1 stAndig f6randring — och knyts harigenom samman
med hela det moderna projektet. Ocksd hemmets invanare tycks 1
standig aktivitet under dygnets vakna timmar. De leker, studerar,
stickar, snickrar, stadar och lagar mat. Moéblerna ar till for att ge bésta
mojliga stod till dessa aktiviteter. De dr hygienska 1 betydelsen lattsta-
dade, eftersom alla aktiviteter 1 hemmet riskerar att lamna spar efter
sig. Vad som helt saknas 1 bildmaterialet dr skrymslen och vrar for
att avskilt dgna sig dt just ingenting. Det finns inga pésiga ottomaner,
inga inneslutande ldnsfatdljer. Det moderna livet levs 1 fullt dagsljus.
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may have been perceived as authority figures, but, in translating what
they said into action, it was the listeners who took the active part.

Judging by the text, the target audience for the book Det levande hemmet
was middle-class women. Home furnishing was a female domain, and it
was the middle class who were believed to have both the means and the
interest to create modern homes. All the interior shots in Det levande hem-
met were photographed in real homes, including several that came to the
editors’ attention in the competition. This audience feedback meant that
listeners were the co-creators of the modern home and modern Sweden.
The images of authentic homes were complemented by product photo-
graphs supplied by the manufacturers; products from well known and,
mn terms of Swedish design history, benchmark companies such as Carl
Malmsten, Svenskt Tenn, Futura, Dux, Kooperativa, Karl Andersson &
Séner, Bodafors, Karl Mathsson, and Triva. The low-price chain Epa was
represented by a serving trolley in pine and under-bed storage boxes for
children’s rooms. All the furniture appears to have been manufactured in
Sweden, and all the suppliers included were Swedish. The modern home
was to be built on national foundations.

For a home to be ‘living’ meant that there was space for children to
play, but also for the adults’—and mostly the husband’s—hobbies. “The
housewife’s great hobby is weaving’, which for lack of space for the loom
could rarely be undertaken in apartments. Arrhenius also made a distinc-
tion between femirevnad, homeliness, and Aemirivsel, home comfort: where
homeliness was ‘the peace and quiet of idleness’, home comfort was ‘fruit-
ful—there is something growing there’®” The modern home was thus in
constant forward motion. It was of its time—a time of constant change—
and thus was bound up with the broader modern project. It has to be
said that Arrhenius seemed to expect the occupants of the modern home
to be active every waking moment of the day. Studying, knitting, doing
carpentry, cleaning, and cooking: the furniture was designed to be of the
greatest possible assistance in the household’s activities. It was hygienic,
in the sense of being easy to clean, since all activities in the home were
likely to leave traces. What were completely missing from the illustrations
were quiet corners where one could do absolutely nothing. No deep sofas
to sink into, no comfortable armchairs. Modern life was to be lived to the
full, in full daylight.

The fact that the competition was named ‘Home comfort’ is signifi-
cant from a different perspective too. The ideals that inform Arrhenius’



Att ovan ndmnda tavling fick rubriken "Hemtrivsel” &r signifika-
tivt ocksa ur ett annat perspektiv. De heminredningsideal som I6per
genom boken kan férstas som en halv retritt fran funktionalismen.
1940-talets krigsar praglades av en atergang till mer traditionella var-
den och former. Men, varnar bokens forfattare, det finns en risk att
reaktionen gar sa langt att man “riskerar att fran den nya sakligheten
hamna i den nya smaklésheten”. Det dr viktigt att inte glémma bort
"det berattigade och bestaende 1 funktionalismen — kravet pa luft och
ljus och utrymme.”® Lite annorlunda last ar detta ett krav pd moder-
nitet med moderation. Det dr ocksa ett forsvar f6r svensk matta och
sans, for att inte okritiskt kopa den internationella modernismen,
Bauhausestetiken, med stalrérsmébler som typiskt uttryck. ”Swedish
sanity” hade varit den svenska designrorelsens internationella motto
sedan slutet av 1930-talet.

Modernisterna hyste en antipati f6r hemmet.** Den moderna
bostaden skulle vara lika maskinlikt effektiv som batar och bilar,
enligt den schweiziske arkitekten Le Corbusier. Pynt och dekora-
tion jamstilldes med brott av 6sterrikaren Adolf Loos. Men liksom
den svenska designens materialval och formsprak kan ses som en
nationell moderation av den avantgardistiska, internationella mo-
dernismen, dr ocksa dess retorik anpassad till lokala férhallanden.
Hemtrevnad ma féra tankarna tillbaka till 1800-talets dammiga sa-
longer, men hemtrivsel maste fa finnas i ett land som inte tillater lika
mycket utomhusliv som sédra Europa.

Charles Baudelaires flanér, arketypen foér den moderne mannen,
skydde hemmet och férbannade de stunder han tvingades vistas in-
omhus.® Skribenterna bakom acceptera ir mer ambivalenta. A ena
sidan framhalls, som visats ovan, friluftsaktiviteter som idrott, scou-
ting och camping. Men & andra sidan, konstaterar forfattarna, lockar
den nya tekniken den moderna ménniskan att vara hemma: ”Bilen
och filmen drar henne darifran, radion haller henne kvar, den senare
ersdtter den avskaffade aftonlampan. En dnnu storre betydelse 1 den
senare riktningen kommer mahénda televisionen att fa.”% Den nya
tekniken ledde alltsa till aktivitet inom hemmets viggar, exempelvis
ett aktivt lyssnande pa radioprogram som "Husmorsskolan”. Genom
saval arkitektur som medier 6ppnades hemmet {6r virlden.

Bilderna 1 Det levande hemmet ar strukturerade efter en ténkt livs-
cykel. Boken boérjar med den enkla mébleringen 1 studentlyan, "ett
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book can be understood as a partial retreat from Modernism. The War
years had seen a return to more traditional values and designs. But, she
warned, there was a danger that the reaction would go so far that they
would ‘risk jumping from the new objectivity into the new tastelessness’.
It was important not to forget ‘all that was legitimate and permanent
about Modernism—the demand for air and light and space’.®® Read just a
little differently, hers was a demand for modernity and moderation. It was
also a defence of Swedish restraint and level-headedness, of the refusal to
buy uncritically into the Bauhaus aesthetic of international modernism,
with its emblematic tubular steel furniture. ‘Swedish sanity’ had been the
Swedish design movement’s international slogan since the late 1930s.

The modernists were generally averse to the home.** The modern
home ought to demonstrate the same machine-like efficiency as boats and
cars, thought the Swiss architect Le Corbusier. Ornaments and decoration
were equated with crimes by the Austrian Adolf Loos. However, much as
Swedish design’s choice of materials and idiom can be seen as a tempering
of avant-garde, international modernism, so its rhetoric was adapted to lo-
cal conditions. Homeliness might bring to mind the dusty parlours of the
nineteenth century, but home comfort was needed in a country that did
not permit as much of an outdoor life as in southern Europe.

Charles Baudelaire’s flaneur, that archetype of the modern man,
shunned home and cursed the hours he was forced to stay indoors.®” The
writers behind acceptera were more ambivalent. On the one hand, they did
indeed advocate outdoor activities such as sports, scouting, and camp-
ing; but on the other, as the authors said, the new technologies tempted
modern man to remain at home: “The car and the film drag him away,
the radio keeps him at home, the latter replacing the discarded even-
ing lamp. Television will perhaps be of even greater significance to the
same effect.®® The new technology thus led to greater activity within the
four walls of home, with active listening to radio series such as ‘School
for Housewives’. Thanks to both architecture and the media, the home
opened up to the world.

The pictures in Det levande hemmet are structured according to an imag-
mary life cycle. The book begins with the simple furnishings of a student
flat, ‘a student marriage’.®” Then follows ‘the newlyweds’ house dreams’,
the ‘one-child family’, the ‘two-child family’, and the ‘multiple-child fam-
ily’. Hardly surprisingly, it 1s strictly heteronormative, but also decidedly
middle-classy.®® And, naturally, it is tacitly understood to be white.



studentiktenskap”.?” Darefter foljer "nygifta med villadrom”, ”famil]
med ett barn”, "familj med tvd barn” och "mangbarnsfamiljen”. Det
ar foga forvanande striangt heteronormativt, men ocksa uttalat med-
elklassigt (ett begrepp fran 1924).% Outtalat dr det givetvis vitt.

I boken diskuteras olika rum och olika mébeltyper. Om flick-
rummet far ldsaren veta att "flickors intresse for heminredning gor
sig ofta gillande pa ett tidigt stadium, och det &r klokt att ldta dem
fa vara med om att inreda sina egna rum...” Pa féljande uppslag vi-
sas “det fullkomligt 'réttvisa’ pojkrummet f6r tva ungefir jamnariga
bréder”, symmetriskt arrangerat med sangar, bokhyllor, ldxbord och
pinnmébler. Flickor dekorerar, pojkar studerar. I ett rum f6r tva ton-
arsdottrar finns bilder av filmstjarnor pa vaggarna och en krukvixt
1 bokhyllan. P4 motstdende sida avbildas ett rum som tillhér ”en
ung studerande”. Aven om den tillhérande texten i hog utstrickning
diskuterar olika sangkonstruktioner — uppenbarligen ett &mne som
lampligen kan diskuteras 1 anslutning till ett manligt kodat rum - ar
fotografiet det forsta som visar utlindska produkter. Mannen visar
sig ha besokt Portugal och tagit med sig ett bord och tva karmstolar
hem, till synes utférda i moérkt tra med blommonstrad klddsel. Detta
kombineras med ”svenska standardmobler”, det vill siga mobler av
blonda tréslag.®® Det rdder ingen tvekan om att rummet ar svenskt,
det portugisiska inslaget bildar snarast en accent, ett tecken f6r mo-
dernt liv vid en tid nir allt fler svenskar fick majlighet att resa utom-
lands. Inredningen balanserar pa den korrekta sparsmakade sidan
av linjen som skiljer den fran smaborgerlighetens ackumulering av
bric-a-brac.

Nastan samtliga bilder 1 boken ar folktomma - de fi undanta-
gen visar lekande barn. De tonarsdéttrar, nygifta och tvabarnsfa-
miljer som rummen bebos av maste salunda tdnkas. Moblerna blir
indikatorer for var dessa brukar sitta, ata, arbeta och sova, men
ocksa for hur de ser ut. Den vanligaste mobeltypen ar pinnstolen.
Overhuvudtaget dominerar det synliga triet pa bekostnad av stop-
pade moébler. "Man ska inte lata sig duperas av mjuka sitsar och
svallande former”, upplyser texten.” De fatéljer och soffor som finns
med &r forhdllandevis strama 1 formen och reser sig 6ver golvet pa
blonda ben. De flesta sofforna har l6sa dynor for att underlitta ren-
hallningen. Undantaget 4r ndgra dldre emmasoffor. Dessa indikerar
svensk tradition, tillsammans med trasmattor och golvur. De som
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The book discusses different rooms and different types of furniture.
When it comes to the girls’ room, the reader is told that ‘girls’ interest
in home furnishing is often evident at an early stage, and it is wise to
let them be involved in decorating their own room. The next spread
shows ‘the perfectly “fair” boys’ room for two brothers of similar age’,
symmetrically arranged with beds, bookcases, desks, and wooden fur-
niture. Girls decorate, boys study. In a room for two teenage daughters,
there are pictures of film stars on the walls and a potted plant on the
bookshelf. On the facing page is a room belonging to ‘a young student’.
Although the accompanying text is largely concerned with various bed
designs—clearly an appropriate topic to discuss in conjunction with a
male-coded room—the photograph is the first to show foreign products.
The man turns out to have visited Portugal, and had brought home a
table and two armchairs, apparently made of dark wood with flowery up-
holstery. This has been combined with the ‘Swedish standard furniture’,
the furniture in blond wood.* There can be no doubt that the room is
Swedish, as the Portuguese elements are more an accent than anything
else; a sign of modern life at a time when more and more Swedes had the
opportunity to travel abroad. The décor falls on the correct side of the
line of good taste that separated off the petty bourgeoisie’s accumulation
of bric-a-brac.

Almost all of the rooms photographed for the book are deserted—
the few exceptions show children playing—leaving the teenage daugh-
ters, newlyweds, and two-child families who inhabited them to be imag-
ined by the reader. The furniture becomes an indication of where they
usually sat, ate, worked, and slept, but also of what they looked like.
The most common type of furniture is the wooden chair. In general,
visible wood dominates at the expense of upholstered furniture (‘Do
not be taken in by soft seats and bulging forms’, the text warns).” The
armchairs and sofas that are included are relatively austere in form, and
sit clear of the floor on blond legs. Most of the sofas have loose cush-
ions to make cleaning easy, the exception being a few older easy chairs.
These are the markers of Swedish tradition, along with rag rugs and
grandfather clocks. The people who inhabit these rooms are modern,
but they have not forgotten their history. They sit on their sofas and
sleep in their beds, unless they have a sofa bed to save space of course.
They want a bright home that is easy to clean, with only thin curtains
at the windows.



bebor dessa rum dr moderna, men de har inte glémt sin historia.
De sitter 1 soffan och sover 1 sdngen, om det inte dr en baddsoffa for
att spara plats. De dr mana om att ha det ljust och lattstadat, endast
tunna gardiner inramar fonstren.

Det levande hemmet inleds med en av Carl Larssons ”soliga akva-
reller”, vilket ger anledning att aterknyta till den inledande diskus-
sionen 1 detta kapitel. Arrhenius skriver att Larssons bilder "gav oss
redan som barn ett bestaende intryck av detta odefinierbara man vill
kalla svensk hemtrevnad”. Pa samma sida visas ocksa ett foto "fran
ett svenskt konstndrshem” som ségs utstrala en liknande atmosfir.
"Vita, latta mobler, ljusa och glada textilier och blommor 1 fénstren!”
" Hur skulle da ett osvensk, otrevligt hem se ut? Det dr forstas inget
som tas upp 1 en skrift vars syfte r att verka forebildlig, men antite-
sen torde vara morka, tunga mobler, orientaliska mattor och tjocka
gardiner for fonstren, det vill siga det radande heminredningsidealet
fére modernismen. Ocksa detta ideal har Carl Larsson skildrat, nam-
ligen 1 en akvarell fran Pontus och Géthilda Fiirstenbergs hem 1885.

Jonas Gavel har 1 en lyhord och nyanserad nirlasning av akvarel-
len diskuterat den 1 férhéllande till Pontus Firstenbergs judiska bord.
I akvarellens f6rgrund studerar Pontus Furstenberg konst pa papper
med “halvslutna 6gon och ett leende spelande pé ldpparna [...] pa
en gang liksom kinnande, smakande, luktande, lyssnande pa och
reflekterande 6ver bilden”. I bakgrunden sitter G6thilda Firstenberg,
visuellt férbunden med sin man genom farg- och nérhetsrelationer.
Hon ér 1 fard att portritteras av Ernst Josephson, som tar "ett kna-
ande danssteg fOr att fixera en detalj hos modellen”.” Mellan de tre
svartklddda figurerna speglar sig Per Hasselbergs skulptur Snoklockan
1 Raphaél Collins monumentala malning Sommaren. De bleka kvin-
nokropparna 1 malningen och Hasselbergs marmorvita flicka utgor
en ansldende visuell kontrast till de levandes klddda men ocksa lite
tunga kroppar. Skonheten dr uttalat ung, feminin och vit i akvarellen.

Gestaltningen av Pontus Firstenberg, med den framtridande
ndsan och de halvslutna 6gonen, bér sliktskap med tidens nidbil-
der av judar.” Det gor ocksd sittet som Carl Larsson framstéller
Ernst Josephsson pa, till synes mitt 1 ett nigande steg som paminner
om det feminiserande sdtt som judar ofta framstilldes pa. Dragen
ar inte accentuerade — vilket forstas inte skulle ha varit mgjligt 1 en
bild som denna — men dr dnda omgjliga att bortse fran. Gavel sétter
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Det levande hemmet opens with one of Carl Larsson’s ‘sunny waterco-
lours’, which harks back to the opening discussion of the present essay.
Arrhenius wrote that Larsson’s pictures ‘gave us even as children a last-
ing impression of this indefinable thing called Swedish homeliness.” The
same page also has a photograph ‘of a Swedish artist’s home’ that is said
to exude a similar atmosphere. ‘White, light furniture, bright, cheerful
fabrics, and flowers in the windows!’”! So what did an un-Swedish, un-
homely home look like? Of course, there was nothing published that was
consistent with a deterrent purpose, but presumably the antithesis would
have been dark, heavy furniture, oriental rugs, and heavy curtains at the
windows—in other words, the ideal décor before modernism. This ideal
too was one Carl Larsson had portrayed, in a watercolour of Pontus and
Gothilda Fiirstenberg’s home in 1885.

Jonas Gavel, in a sensitive and nuanced analysis of Larsson’s water-
colour, discusses the matter of Pontus Fiirstenberg’s Jewish descent. In
foreground, Fiirstenberg is studying some art on paper with ‘half-closed
eyes and a smile playing on his lips ... at once sensing, tasting, smelling,
listening to, and reflecting on the picture’. In the background sits Gothilda
Fiirstenberg, visually linked to her husband by colour and proximity. She
is about to be drawn by Ernst Josephson, who is skipping forward to ‘cor-
rect some detail about the model’.” Between the three black-clad figures,
Per Hasselberg’s sculpture The Snowdrop is reflected in Raphaél Collin’s
monumental painting Summer. The pale women’s bodies of the painting
and Hasselberg’s marble-white girl offer a striking visual contrast to the
clothed, but also a slightly heavy, bodies of the living. Beauty in the wa-
tercolour is emphatically young, feminine, and white.

The portrayal of Pontus Fiirstenberg, with prominent nose and half-
closed eyes, has more than a little of the caricature Jew about it.”? The
same 1s true of the way Larsson has painted Ernst Josephson, caught ap-
parently mid-stoop, in a pose reminiscent of the feminizing way that Jews
were often pictured. These features are not accentuated—to do so would
have been unthinkable in a picture like this—but are nevertheless impos-
sible to ignore. Gavel sees them in the context of Larsson’s friendship
with August Strindberg, who by this time was a pronounced and open
anti-Semite. ‘Strindberg’s virulent attacks were launched on three fronts,
against what might be called the wheedling, mercenary Jew, the aristocrat-
ic Jew, and the national Jew’, writes Gavel.” If Josephson is portrayed as
the first type, Fiirstenberg falls into the other two categories. The national



dem 1 samband med Larssons vanskap med August Strindberg som
vid denna tid framtradde som uttalad antisemit. ”Strindbergs hitska
angrepp skedde pa tre fronter, mot vad som kan kallas den lismande
kramarjuden, den aristokratiska juden och den nationelle juden”,
skriver Gavel.” Om Josephsons gestaltas som den forstndimnda ty-
pen passar Fiirstenberg in i de tva andra kategorierna. Den nationella
juden sokte assimilera sig 1 Sverige genom att visa intresse for svensk
kultur. Firstenbergs stod till den svenska opponentgenerationen kan
av illasinnade ldsas som ett exempel pa detta.

Carl Larsson var 1 hog grad inblandad da det Firstenbergska
hemmet 6verflyttades till Géteborgs Museum 1903. Uppenbarligen,
skriver Hans-Olof Bostrém, "fann Garl Larsson inredningen och de-
koren 1 Firstenbergska galleriet 6verlastad och brackig. Han sjalv
hade ju 1 Sundborn tillsammans med hustrun Karin férverkligat ett
enkelt och sparsmakat stilideal, som star 1 bjart kontrast mot den Alun-
kehjemsstil som praglade Fiirstenbergs bostad och konstgalleri”” Vid
forflyttningen till Géteborgs Museum genomgick de Fiirstenbergska
miljéerna en vitifiering. Det mesta av bric-a-brac placeras 1 den nedre
vaningen, medan de tre 6verljussalarna fick en mer sparsam méble-
ring jamfort med hemmet vid Brunnsparken. Aven en del av hem-
mets fasta dekor, som inte uppskattades av Garl Larsson, lamnades
kvar.

Senare tiders omgorningar av det Furstenbergska galleriet,
som 1925 flyttades 6ver till den nya konstmuseibyggnaden vid
Gotaplatsen, har fort det d&nnu ldngre bort fran sitt ursprungliga ut-
seende.”® 1900-talets musethdngningar har blivit alltmer utglesade,
alltmer avskalade fran mobler och dekorativa element och alltmer
frikopplade fran associationer till varlden utanfér konsten. Den do-
minerande ideologin, ofta bendmnd den vita kubens estetik, ar att
konstverken kommer bast till sin ritt 1 neutralt utformade rum, utan
nagra storande inslag 1 form av mobler eller prydnadsféremal som
férankrar dem1ien tid eller en samlares personliga smak.” Som ett led
1 detta malades pa 1950-talet viggarna 1 det Fiirstenbergska galleriet
pirlgrd.”® Aven om de senare aterfatt sin roda firg har utglesningen
av verk och reduktionen av mébler och prydnadsféremal neutralise-
rat hidngningen. I senare tiders férandringar sammanfaller salunda
den vita kubens estetik med den vita kulturens estetik.
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Jew sought to assimilate by showing an interest in Swedish culture. To a
malicious mind, Fiirstenberg’s support of the Swedish Opponents could
be read as an example of this.

Carl Larsson was heavily involved in the removal of the contents of
the Firstenberg’s home to the Gothenburg Museum in 1903. Apparently,
writes Hans-Olof Bostrom, ‘Carl Larsson found the furnishings and dé-
cor of the Furstenberg Gallery over-ornamented and philistine. After all,
at Sundborn he and his wife Karin had achieved a simple and sparse style,
which stood in stark contrast to the Klunkehjem style that distinguished
the Fiirstenbergs’ home and picture gallery””” Upon their transfer to the
Gothenburg Museum, the Firstenbergs’ possessions underwent a whit-
ening. Most of the ornaments were relegated to the museum’s lower floor,
while the three top-lit galleries were furnished more sparsely than their
home in Brunnsparken had been. Some of their home’s permanent décor,
which Carl Larsson had little time for, was even left behind.

The more recent rejiggings of the Furstenberg Gallery, which in 1925
was moved across to the new museum building in Gotaplatsen, have left it
an even further cry from its original appearance.” Its nineteenth-century
museum-style hangings have been increasingly thinned out, pared of fur-
niture and decorative elements, and decoupled from its associations with
the world beyond art. The dominant line, often referred to the aesthetic
of the white cube, is that artworks appear at their best in neutrally ap-
pointed rooms, with no distracting elements in the shape of furniture or
ornaments that might tie them to a particular date or a collector’s personal
taste.”” This was the reason the walls of the Furstenberg Gallery were
painted pearl grey in the 1950s.” Although they have later regained their
original red colour, the depopulation of the gallery and the reduction in
the quantity of furniture and ornaments has neutralized the collection.
In the more recent changes, a white cube aesthetic coincided with white
culture’s aesthetics.

TRANSLATED FROM SWEDISH BY CHARLOTTE MERTON
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Jens S Jensen, svensk f. 1946, Entrévestibulen &dr en samlingsplats, ur Hammarkullen, 1974, fotografi,

Jens S Jensen, svensk f. 1946, Utsikt ver Hammarkullen, ur Hammarkullen, 1974, fotografi, 30 x 40 cm,
30 x 40 cm, Hasselbladstiftelsen, ink6pt.

Hasselbladstiftelsen, inkopt.

Jens S. Jensen, Swedish b. 1946, The Entrance Vestibule Is a Meeting Place, from Hammarkullen, 1974,

Jens S. Jensen, Swedish b. 1946, View over Hammarkullen, from Hammarkullen, 1974, photograph, 30 x 40
photograph, 30 x 40 cm, Hasselblad Foundation, purchase.

cm, Hasselblad Foundation, purchase.
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Jens S Jensen, svensk f. 1946, Fotografera mig, ur Hammarkullen, 1974, fotografi, 30 x 40 cm,
Hasselbladstiftelsen, inkopt.

Jens S. Jensen, Swedish b. 1946, Take a Picture of Me, from Hammarkullen, 1974, photograph, 30 x 40 cm,
Hasselblad Foundation, purchase.

Fig. 41

Stillbild fran tv-serien Hammarkullen, skapad av Peter Birro, Giraffilm AB, SVT Drama 1997.

Still from the TV series Hammarkullen, created by Peter Birro, Giraffilm AB, SVT Drama 1997.



Bosbolagets Byglee

Fig. 42

Omslag till broschyren Bostadsbolagets Byggelement, odat., Goteborgs stads
bostadsaktiebolag, Regionarkivet Vanersborg.

Bostadsbolagets Byggelement, Goteborgs stads bostadsaktiebolag undated brochure,
cover, Vanersborg Regional Archive.

Fig. 43

Fotografi fran Elementfabriken i Linnarhult, odat.,
Bostadsbolagets Byggelement, Regionarkivet
Vanersborg.

Photography from the Element factory in Linnarhult,
undated, Bostadsbolagets Byggelement, Regional archive
in Vanersborg.

Fig. 44

Radhus ur Bostadsbolaget
arsredovisning 1997.

Terraced housing from
Bostadsbolaget’s annual report,
1997




JEFF WERNER

GRA ARKITEKTUR

Trangboddheten var ett aterkommande tema 1 Det levande hemmet
(1951) som undersoktes 1 féregdende kapitel. Trots ett intensifierat
bostadsbyggande under 1950-talet — 45 procent av alla gotebor-
gare bodde 1960 1 hus uppférda efter kriget — var 40 procent av
alla lagenheter 1 G6teborg pa ett rum och kok eller mindre. Nastan
hilften hade inte eget badrum.' Bostadsfrdgan debatterades flitigt
ocksa pa nationell nivd. Pd den socialdemokratiska partikongressen
1964 antogs malsattningen att bygga en miljon bostader pa tio ar, en
handlingsinriktning som bekriftades med foljande ars statsbudget.
Genomférandet lag till stor del pa kommunerna som efter kommun-
reformen 1952 fatt storre befogenheter. Statens insats 1dg huvudsak-
ligen i att erbjuda fordelaktiga lan. For att lyckas handlade det om
att fa till ett rationellt byggande, ofta 1 nyanlagda fororter. Stddernas
centrala delar uppfattades som nedslitna, omoderna och smutsiga.
Pa jungfrulig mark kunde allt géras ritt fran borjan, fran trafiksepa-
rering till ligenheternas planform.

Bilden som har etablerats av miljonprogrammets arkitektur ar av
héga skivhus byggda 1 betong. I sjdlva verket var halften av bosti-
derna som uppférdes under perioden smahus, som villor, parhus och
radhus. Bland flerfamiljshusen har bara en fjardedel sex eller fler va-
ningar. Stommarna var oftast av betong men fasadmaterialen varie-
rar. I Stockholm blev puts vanligt. Aven tegel 4r flitigt forekommande.

240

JEFF WERNER

N —

GREY ARCHITECTURE

Overcrowding was a recurring theme in Det levande hemmet (1951, “The
living home’), the book examined in the previous essay. Despite the in-
tensified construction of housing in the 1950s—45 per cent of all people
in Gothenburg in 1960 lived in houses built after the War—40 per cent of
all flats in Gothenburg were one room and a kitchen, or smaller. Almost
half did not have their own bathroom..! The housing issue was much
debated at the national level too. The Social Democratic Party congress
in 1964 adopted the goal to build one million homes within ten years, a
course of action that was confirmed in the following year’s government
budget. Its implementation was largely left to municipalities, which after
the municipal reform of 1952 had greater powers. The state’s contribu-
tion came mainly in the shape of favourable loans. Success would depend
on rational constructions, often in newly built suburbs. City centres were
thought to be run down, out-dated, and dirty. On greenfield sites every-
thing could be done properly from the start, from traffic separation to the
layout of the individual flats.

Say ‘Million Programme’, as it came to be known, and the architec-
ture most people think of is concrete blocks of flats. Yet, in fact, half the
homes built during the period were single-occupancy houses—detached,
semi-detached, and terraced. Of the blocks of flats, only a quarter had six
or more storeys. The shell of the buildings was usually made of concrete,
but facade materials varied. In Stockholm, plaster was usual. Brick was
also widely used. But the picture engraved on the collective memory, par-
ticularly in Gothenburg, is of facades made up of precast concrete units,
with exposed concrete aggregate finished with brownish-grey pebbledash.



Men den bild som etsat sig fast, 1 synnerhet 1 G6teborg, dr fasader av
betongelement med frilagd ballast av brungra sjésten.

Stadsplanerna fér de nya fororterna var utformade for storsta
mojliga effektivitet vid byggandet. Placeringen av husen foljde lyft-
kranarnas kérbanor. Men det fanns ocksa en idé om sikra och ef-
fektiva kommunikationer f6r de boende. Olika trafikslag separera-
des.? Medan gardarna mellan husen reserverades for fotgingare och
cyklister anlades mattor av parkeringsplatser runt dessa omraden
med hus. Fororterna blev rena sovstader, med fa arbetsplatser och
lite service. "Iensta, Rinkeby, Hallunda, Botkyrka 1 Storstockholm,
Bergsjon, Gardsten, Hammarkullen 1 Goteborg, Rosengard,
Kroksbick, Holma 1 Malmo blev till idealtypiska monument 6ver
sin tid och ett program som ideologiskt havererade redan 1968 men
fortsatte av bara farten”, skriver Claes Caldenby.?

I detta kapitel ska ett av dessa miljonprogramsomraden stude-
ras ur vithetsperspektiv: Hammarkullen 1 nordéstra utkanten av
Goteborg. Sannolikt hade en undersékning av nagot av de andra av
dessa miljonprogramsomraden gett liknande resultat. Skélen till att
Hammarkullen valts ar huvudsakligen tva: dels finns en omfattande
visuell kulturproduktion om Hammarkullen, dels 4r det den férort
dar jag sjilv vaxte upp. Det dr bland annat erfarenheter dérifran som
gjort mig till den jag dr och som fitt mig att skriva denna text.

I féregdende kapitel har den vita, omédrkta positionen undersokts
ur en rad olika synvinklar. I dagens Hammarkullen dr den vita krop-
pen synlig. I de mangfirgade miljéer som manga miljonprograms-
omréden blivit 4r vit en hudfarg bland andra. Men {6r den som ar
van att ga omarkt genom livet dr upplevelsen av att fa sin farg synlig-
gjord pataglig.

I boérjan av 1960-talet, ndr denna undersékning tar sin bérjan,
var férort en neutral bendmning pa kommuner runt storstiderna,
med egna centra, men som befann sig 1 en stark interaktion med
storstaden. Det giller ocksa Angered som Hammarkullen tillhér. Det
fanns ett centrum med afférer och féretag 1 Agnesberg, liksom nagra
trevaningshus.
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City plans were drawn up to achieve maximum efficiency in construc-
tion. The location of the houses was determined the access for mobile
cranes. But there was also the notion of safe and efficient transportation
for the residents. Different types of traffic were separated.? While the
courtyards between the buildings were reserved for pedestrians and cy-
clists, bands of parking spaces were laid around the estates with houses.
The suburbs became clean dormitory towns, with few jobs and little in
the way of services. “Tensta, Rinkeby, Hallunda, and Botkyrka in Greater
Stockholm, Bergsjon, Gardsten, and Hammarkullen in Gothenburg,
Rosengérd, Kroksbéck, and Holma in Malmé became typical monu-
ments to a time and a programme that ideologically was a wreck in 1968,
but continued under its own momentum’, writes Claes Caldenby.?

In this essay, one of those Million Programme estates will be stud-
ied from a whiteness perspective: Hammarkullen, on the north-eastern
outskirts of Gothenburg. Probably, an investigation of any of the other
Million Programme projects would have yielded similar results. The rea-
sons for choosing Hammarkullen are twofold: there is a thriving visual
culture that depicts Hammarkullen, and it was the suburb where I grew
up. Those experiences made me who I am and prompted me to write
this text.

In the previous essay, the white, unremarked position was examined
from a variety of angles. In today’s Hammarkullen, the white body is most
definitely visible. In the diverse environments that many of the Million
Programme estates have become, white is one colour among many. But
for those who are used to going through life unnoticed for that reason, the
experience of having their colour made visible is unmistakable.

In the early 1960s, when this study begins, a suburb was a neutral
term for the satellite municipalities around the major conurbations; each
had its own centre, but existed in a strong symbiosis with its parent city.
This was the case with Angered, of which Hammarkullen is a part. There
was a town centre with shops and businesses in Agnesberg, as well as
some three-storey buildings.



HEMMA | HAMMARKULLEN

1962-1963 hade Goteborgs kommun genom bulvaner kopt upp
mark 1 den norra grannkommunen Angered. Generalplanen fran
1968 raknade med att det skulle bo 150 000 invanare 1 den nya stads-
delen, varav 75 procent ocksa skulle arbeta dir. Det planerades for
végar, minst en ny bro till Hisingen, jirnvig samt kommersiella och
kulturella verksamheter. I de mest storstilade planerna férvintades
Angered bli ett andra centrum 1 ett vixande Go6teborg som ar 2000
férvintades ha 1 miljon invéanare.

I teveprogrammet I forbifarten 1963 beskrivs Goéteborgs expan-
sionsplaner. Industrin gick pa hégvarv och efterfragan pa arbets-
kraft var stor. Samma ar invigdes Goétaverkens nya varv 1 Arendal,
Volvo hade byggt en ny produktionsanliggning 1 Torslanda, SKF
expanderade 1 Gamlestaden och den nya Skandiahamnen var
under planlidggning. Genom inférlivandet med Torslanda, Tuve,
Save, Angered och Bergum skulle stadens yta 6ka med 156 pro-
cent och dirmed bli storre 4n Stockholm. Aven om ingen ansvarig
politiker eller tjansteman vill tillsta att man tdvlar med huvud-
staden vittnar tevereporterns slutord om de drémmar som fanns:
"Goteborg. Ska det bli Sveriges storsta stad? Kanske. Kanske inte.
En sak &r 1 alla fall sdker. Den slipper att gd samma 6de till motes
som alltfér manga andra storstider. Den forslummas inte. Den
kvavs inte av sina foérorter.”* Skriackscenariet var dnnu vid denna
tid innerstadens forslumning och déd. Fororten stod som en sym-
bol {6r framtiden.

I Angered kunde man bygga utan att inkrékta pa flygets, varvens
eller Volvos expansionsplaner pa Hisingen. Det gav mgjlighet att
uppfora bostider i en sund miljé. Aven om det ocksé planerades for
industrier 1 den nya stadsdelen skulle dessa ligga separat fran bo-
stadsomradena. Det fanns gott om bevarade gronytor och de boende
kunde rora sig pa gang- och cykelbanor skilda fran biltrafiken. Stora
delar av Vittlefjallsomradet sparades for fritidséndamal. Dar finns,
skriver Bostadsbolaget 1 en broschyr 1967, "forutsittningar for trev-
liga promenadstrak och sjoarna skall kunna utnyttjas f6r bad, fiske,
batsport och vintertid for skridskoakning” Det var alltsa bilden av
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AT HOME IN HAMMARKULLEN

In 1962-1963, Gothenburg Municipality used frontmen to buy up land
in the neighbouring municipality of Angered, to the north-east of the
city. The city’s comprehensive plan of 1968 reckoned that there would
be 150,000 residents in the new district, of whom 75 per cent would also
work there. Roads were planned, at least one new bridge to Hisingen to the
west, a railway, and commercial and cultural ventures. In the most gran-
diose plans, Angered was to have become a second centre in a growing
Gothenburg, which was expected to have 1 million inhabitants by 2000.

In the television programme I forbifarten (‘In passing’) in 1963,
Gothenburg’s planned expansion was described. Industry was booming
and the demand for labour was considerable. That same year, the ship-
builders Gotaverken opened a new yard in Arendal, Volvo built a new
production plant in Torslanda, the bearing manufacturer SKF expanded
in Gamlestaden, and a new harbour, Skandiahamnen, was being plan-
ning. By incorporating Torslanda, Tuve, Sidve, Angered, and Bergum,
the city would increase by 156 per cent in size, leaving Gothenburg larger
than Stockholm. While no responsible politician or official was prepared
to admit that they were competing with the capital, the television report-
er’s closing remarks are testimony enough to the dreams they were enter-
taining: ‘Gothenburg. Should it become Sweden’s largest city? Perhaps.
Perhaps not. One thing is certain, at any rate. It will not have to meet the
same fate of all too many other big cities. It is not turning into a slum. It is
not being suffocated by its suburbs.* The nightmare scenario even back
then was that the city centre would degenerate into slum and die. The
suburb was a symbol of the future.

It was going to be possible to build in Angered without encroaching
on the planned expansion of the aviation industry, shipyards, or Volvo
across the valley on Hisingen. There was the opportunity to build homes
in a healthy environment. Although there were plans to have industry
in the new district, it was going to be separate from the residential areas.
Plenty of green space would be retained, and residents would be able to
move about on footpaths and bicycle lanes, separate from motor traffic.
Large parts of the Vittlefjall area, the hills above Angered, were set aside
for recreational purposes. As Bostadsbolaget (the Municipal Housing



ett aktivt bruk av naturen som malades upp, 1 linje med den tradition
som utvecklades 1 Sverige kring sekelskiftet 1900.

I Goteborgs Handels- och Sjifartstidning 1962 beskriver en av
Goteborgs starka midn, kommunalrddet och ordféranden for
Goteborgs arbetarkommun Torsten Henriksson (S) att avsikten dr att
1 Angered bygga en av Vistsveriges vackraste stader: "Omradet kom-
mer férmodligen att bli den jdmte Brasiliens nya huvudstad Brasilia
storsta nyplanerade staden 1 varlden.” P4 forsta sidan sétter tidningen
Henriksson som pendang till Gustav II Adolf ndr han utbrister "Har
ska staden ligga!!!” En tredje bild visar lantbrukare F Ljungberg som
tittar ut 6ver det boljande jordbrukslandskap som snart ska bli stad.®
Henriksson var medveten om den kritik som riktats mot nya féror-
ter, inte minst 1 Stockholm, men anser att misslyckandena berodde pa
tidsnéd. I Goteborg fanns tid att goéra ritt. Associationen till Brasilia
ar givetvis ett uttryck fér modernitet. Den nyanlagda brasilianska hu-
vudstaden stod som en symbol {6r framtidsoptimism. Tankegangen
var ocksa ett uttryck for internationella ambitioner. Nationell isole-
ring stod inte hogt 1 kurs med andra vérldskriget 1 farskt minne.

Henrikssons uttalande om att det fanns tid att géra rétt motsags
av verkligheten. Saval planeringen som byggnadsarbetena borjade
1 hogt tempo redan fore inférlivningen av Angered med Goteborg.
Sedan markkdpen offentliggjorts 1962 hade de bada kommunerna
samarbetat. Kartlaggnings- och planeringsarbetet f6r den nya ”sta-
den” inleddes redan pa hosten 1962 och de forsta gatuarbetena star-
tade hosten 1965.7 Eftersom Stadsbyggnadskontoret saknade resur-
ser att ta hand den gigantiska uppgiften togs externa konsulter som
Allminna Ingenjérsbyran och Vattenbyggnadsbyran in, ett i sig inte
ovanligt férfarande.®

Kritiska roster om de nya foérorterna bérjade horas redan fore
miljonprogrammets inférande. Per Svensson noterar ett par artik-
lar redan kring 1962 som uttrycker kritik mot de nya férorterna 1
Stockholm.’ Detsamma giller Goteborg. Stockholmaren, advokat
Tor Lindgren havdade 1 Goteborgs-Posten 1962 att goteborgarna inte vill
"ha ett Angereds Manhattan eller ett Gronképings Brasilia”* Men
han talade for déva 6ron. Framtidsoptimismen var dnnu stor. Det
forsta spadtaget 1 Hjdllbo den 29 augusti 1966 — som alltsa togs fore
det att Angered blivit en del av Goéteborg — beskrivs 1 Goteborgs-Fosten
som ett historiskt 6gonblick 1 det storsta byggomradet 1 Europa.
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Corporation) said in a pamphlet in 1967, there was every prospect of
‘pleasant paths and lakes to be used for swimming, fishing, and boating,
and in winter for ice skating.” The image painted was very much one of
the active use of Nature, in line with the tradition that had developed in
Sweden at the turn of the twentieth century.

In Goteborgs Handels- och Sjofartstidming (the Gothenburg Trade and
Shipping Gazette) in 1962, one of Gothenburg’s leading figures, the al-
derman and chairman of Gé6teborgs Arbetarkommun (the Gothenburg
Labour Commune) Torsten Henriksson (Social Democrat) said that the
intention with Angered was to build one of West Sweden’s most beautiful
cities: ‘Next to the new Brazilian capital Brasilia, the area will probably
be the largest planned city in the world’. On the front page, the newspa-
per had Henriksson posed as counterpart to Gustavus Adolphus, as if
exclaiming like the king: ‘Here shall the city lie]’ Another photo shows
a farmer, one F. Ljungberg, looking out over the rolling farmland that
will soon become a town.® Henriksson was aware of the criticism lev-
elled against the new suburbs in other parts of Sweden, and especially in
Stockholm, but believed that the deficiencies were due to a shortage of
time. In Gothenburg, there was time to do things properly. The mention
of Brasilia is obviously an expression of modernity. The newly founded
Brazilian capital was a shining symbol of optimism. To invoke it was to
voice Gothenburg’s international ambitions. National isolation was not at
a premium with the Second World War so fresh in the memory.

Henriksson’s pronouncement that the city had time to do it prop-
erly was contradicted by the reality. Both the planning and construction
work began at a high tempo even before Angered was officially incorpo-
rated into Gothenburg, with the two municipalities collaborating from
the moment the land purchases had been made public in 1962. The
mapping and planning of the new ‘city’ began in the autumn of 1962,
and the first road works started in the autumn of 1965.” Since the City
Planning Department lacked the resources to deal with the gigantic task,
it brought in outside consultants such as Allmdnna Ingenjérsbyran and
Vattenbyggnadsbyran, not in itself something unusual.®

Voices critical of the new suburbs were raised even before the imple-
mentation of the Million Programme got underway. Per Svensson notes
that there were a couple of articles as early as 1962 that were openly criti-
cal of the new Stockholm suburbs.’ The same was true of Gothenburg.
The lawyer Tor Lindgren, a Stockholmer, claimed in Goteborgs-Fosten in



Sattet att bygga Hammarkullen var hypermodernt. I Linnarhult,
mitt 1 Angered, anlade Bostadsbolaget en fabrik dir modulerna
till bostadshusen skulle fardigstillas enligt l6pandebandsprinci-
pen. "Elementfabriken &r en milstolpe 1 bolagets historia”, slar
Bostadsbolaget fast 1 en minnesbok som lampligen gavs ut samma
ar som fabriken stod klar, 1968."2 I ett flédesschema med fotografier
fran Angered skildras forloppet "fran betong till fardig produkt”.’®
Den 25 januari 1968 sattes det forsta fabrikstillverkade koket pa
plats 1 Hjdllbo."* Bostadsbolagets elementfabrik tilldrog sig ocksa tv:s
uppmairksamhet. 1970 visades 1 Direkt Goteborg hur Hammarkullen
uppfors enligt nya, rationella principer. Genom att 1 fabriken fardig-
stilla standardmoduler som transporterades med lastbil till byggar-
betsplatsen och darefter lyftes pa plats med lyftkranar effektiverades
byggprocessen. Rationaliteten jamfors i teveprogrammet med hur
den moderna verkstadsindustrin organiserar arbetet.’® Det var ett
modernt sitt att bygga, som stod 1 bjart kontrast till dldre tiders tra-
ditionella tekniker, den senaste utvecklingen av den industriella re-
volution som tagit fart tvdhundra ar tidigare. Darmed var det ett 1
sjalvforstaelsen mycket svenskt projekt — Sverige som med sina tek-
niska innovationer som skiftnyckeln och det sfariska kullagret vun-
nit varldsrykte. Det var ocksa en del av det vita vasterlandets aldrig
sinande férméga till modernisering, 1 kontrast till vad som uppfat-
tades som stagnerade samhidllen 1 underutvecklade ldnder. Detta var
just det byggande som lyftes fram 1 acceptera 1931 (se kapitlet Blond
design): Med Henry Fords 16pande band som férebild propagerades
1boken for en standardisering och industrialisering av byggandet och
1 fotografier visas hur lyftkranar lyfter standardiserade viggblock pa
plats 1 Frankfurt am Main.'¢

Elementfabriken tilldrog sig dven internationell uppmarksam-
het och Bostadsbolaget gav ut en engelsksprakig broschyr.”” Den
uppehaller sig framfér allt vid tekniska och ekonomiska aspekter.
Omslagsbilden i farg visar en ligenhet uppifran, med taket av-
lyft som ett dockskap. Ligenheten ar inredd och bebodd av en
familj med tre barn. Alla tittar upp mot betraktaren, ocksa pojken
1 badkaret. Bilden, som &4r arrangerad pa fabriken, visar en lyck-
lig normalfamiljs boende 1 en rationellt byggd och utformad
lagenhet, om &n lite liten for deras behov med endast ett sovrum.
Det 4r givetvis frigan om en blond, vit familj, inte ndgon av de
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1962 that Gothenburgers did not want to ‘have an Angered Manhattan or
a Gronkoping Brasilia’' But his words fell on deaf ears. Optimism about
the future was still unshaken. The ground was broken in Hjéllbo on 29
August 1966—in other words, before Angered had become an official part
of Gothenburg—which was described in Goteborgs-Fosten as a historic mo-
ment in the largest urban development in Europe.!!

The chosen way of building Hammarkullen was hyper-modern. In
Linnarhult, in the centre of Angered, Bostadsbolaget built a factory where
the modules for the residential blocks could be built on an assembly line.
‘The prefabrication factory is a milestone in the company’s history’,
Bostadsbolaget proclaimed in a commemorative book that appropriately
was published in 1968, the same year that the factory was completed.'?
In a flow chart, the progression ‘from concrete to finished product’ was 1l-
lustrated with photographs from Angered." On 25 January 1968, the first
prefabricated kitchen was put into place in Hjillbo." Bostadsbolaget’s
prefabrication factory did not escape the notice of the television news. In
1970, Direkt Goteborg (‘Gothenburg direct’) showed how Hammarkullen
was being constructed according to new, rational principles. Because the
factory produced standard modules that were transported by truck to the
construction site and then lifted into place by cranes, the building process
was made more effective. This streamlining was compared in the televi-
sion programme with how the modern engineering industry had reor-
ganized its production methods."® It was a modern construction method,
which stood in stark contrast to the traditional techniques of the past—and
it was the most recent development in the Industrial Revolution, which
had begun two centuries earlier. Thus in their understanding it was very
much a Swedish project—a Sweden which with its technical innovations
such as the adjustable spanner and the spherical ball bearing had gained
worldwide renown. It was also part of the white West’s never-ending abil-
ity to modernize, in contrast to what was perceived as the stagnant com-
munities of underdeveloped countries. This was the very construction
method highlighted in acceptera in 1931 (see the essay on ‘Blond Design’,
above). With Henry Ford’s assembly line as its model, the book had
called for a standardization and industrialization of construction meth-
ods, and illustrated the point with photographs showing cranes lifting
standard wall panels into place in Frankfurt am Main.'

The prefabrication factory also attracted sufficient international atten-
tion to warrant Bostadsbolaget issuing an English-language brochure.” It



arbetskraftsinvandrare som bodde 1 tranga och omoderna lagen-
heter i bland annat Gamlestaden.

Nar efterfrigan pa byggnadselement minskade vid mitten av
1970-talet gjordes insatser mot exportmarknaden. Byggnadselement
till tre slakterier 1 Polen producerades och bolaget var nira att sikra
ett kontrakt om radhus med Island.’® Men 1975 lades fabriken ned.
En viss bitterhet anas frdn de ansvariga, bade for att kommunen
styrde 6ver till andra producenter och for att man fatt kld skott for
ett slags arkitektur som ingen ville ha. ”Vi beklagar inte att vi lojalt
stillde upp, kanske alltfor lojalt pa de ambitioner och krav, som stat
och kommun formulerade. [...] Vi beklagar heller inte att elementfa-
briken byggdes. [...] Vi vet inget om framtiden, men vad vi vet dr, att
mdnga som démer ut vad som skett, idag dr med om att forma det
som andra kommer att kalla f6r misslyckanden 1 morgon.”

Hammarkullen marknadsférdes inte enbart som ett modernt
bostadsomrade. Aven nirheten till naturen anvindes, som framgatt
ovan, som forsiljningsargument. Pa omslaget till en broschyr utgiven
av Bostadsbolaget 1969 syns en kattuggla och hallon bredvid avbild-
ningar av hammare fran stendldern till samtiden. I en annan bro-
schyr, 1973, beskrivs omradet 1 mitten av Hammarkulletorget som
"en vacker naturpark”* Den som 6nskar lingre promenader kan
soka sig till "Vittlefjalls stora fritidsreservat”, meddelar siljtexten.
Fargbilderna visar grona grasmattor och gréna bjérkar mellan husen.
Beskrivningen av gronytan mellan hghusen pa Hammarkulletorget
som en naturpark ansluter till forra sekelskiftets idéer om Slottsskogen
(se kapitlet Blagula landskap). Det gér ocksa férbindelsen till his-
torien. Hammarna pa omslaget fran 1969 anknyter bade till nam-
net pa omradet och till en arkeologisk utgravning som visade att
omradet fitt sina forsta bosattare for 3500 ar sedan.?!’ Goteborgs
Historiska Museum hade 1 samband med de forsta spadtagen 1966
visat en utstidllning om Angered med bade arkeologiska féremal
och framtidsplaner. Sa knéts historia och framtid samman. Liksom
de minniskor som efter forra istiden vandrat norrut och erdvrat
landet med stenyxor, intogs nu Hammarkullen med dynamit och
gravskopor.

250

Fig. 42

251

dwells mainly on the technical and economic aspects. The front cover
has a colour photograph showing a flat from above, with the roof lifted
off like a dollhouse’s. The flat is furnished, and inhabited by a family
with three children. Everyone is looking up at the reader, including the
boy in the bathtub. The picture, which was set up at the factory, shows
a happily normal family living in a rationally designed and built apart-
ment, albeit one that was rather small for their needs given that it only
had one bedroom. Naturally, the family in question are white and blond,
not labour migrants who lived in the cramped, out-dated flats in places
just like Gamlestaden.

When the demand for prefabricated modules declined in the mid-
1970s, efforts were made to find an export market. Modules were pro-
duced for three slaughterhouses in Poland, and they were close to secur-
ing a contract for terraced housing in Iceland,' but in 1975 the factory
closed down. There was definite sense of bitterness among the manage-
ment, both because the municipality had gone to other manufacturers
and because they had had to take the blame for a type of architecture that
nobody wanted:

We do not regret that we loyally, perhaps too loyally, met the aspirations and require-
ments of the State and local government. ... Neither do we regret that the prefabrica-
tion factory was built. ... We know nothing certain of the future, but what we do know
is that many who condemn what happened, are today involved in shaping what others

will call a failure tomorrow."

Hammarkullen was not only marketed as a fashionable residential area:
its proximity to Nature was also used as a selling point, as seen earlier. On
the cover of a brochure published by Bostadsbolaget in 1969, pictures of a
tawny owl and raspberries are juxtaposed with hammers from the Stone
Age to the present. In another brochure dating from 1973, the area in the
centre of Hammarkulletorget, the main square, was described as ‘a beau-
tiful nature park’?® Anyone wishing to take a longer walk should head
up to ‘Vittlefjill’s large recreation area’, the sales pitch continued. Colour
pictures showed verdant lawns and green birch trees between the hous-
es. The description of the green spaces between Hammarkulletorget’s
blocks of flats as a nature park harkened back to previous century’s ideas
about Slottsskogen (discussed in the essay ‘A blue-and-yellow landscape’,
above). It also made the connection to history. The hammers depicted in



EN GRAARE NYANS AV VITT

Hammarkullen blev inflyttningsklart varen 1969. Da hade opinionen
till stora delar svangt. Skivhusen symboliserade inte lingre entydigt
den Jjusnande framtiden. Och virre skulle det bli nagra ar senare.
Efter en kraftig 6kning av Sveriges BNP mellan 1968 och 1973 vinde
konjunkturen brant nedit med det som brukar kalla den férsta olje-
krisen snart f6ljd av en omfattande varvskris. Det blev aldrig nagon
substantiell inflyttning av industrier eller annan néringsverksam-
het till Angered. En bred vig drogs till férorten, men aldrig nagon
jarnvag. Snabbsparvagnslinjen nadde forst endast till Alelyckan, se-
nare enbart till Hjallbo varifran man fick ta buss till de andra stads-
delarna. Hammarkullens sparvagnshallplats 6ppnades 1972 men dn
idag dar det buss som giller om man vill till Gardsten, Lévgérdet och
Rannebergen. Trots att medelinkomsten 1 Hammarkullen var lidgre
an 1 6vriga Goteborg var bilinnehavet storre — nagot annat rationellt
stt att ta sig till arbetet eller till affarer fanns inte. Att varje hyres-
gast disponerade 6ver en numrerad parkeringsplats var ocksa ett
forsaljningsargument.?

Att Hammarkullen stod inflyttningsklart 1969 ar salunda en san-
ning med modifikation. Folk flyttade visserligen in, men det fanns
inga lokaler for affirer och skolor. Under manga ar idkades kom-
mers och undervisning 1 baracker. Vad virre var: Goteborg visade
sig 1 borjan av 1970-talet plotsligt och oplanerat ha ett gigantiskt
overskott av bostader och manga av de tomma ldgenheterna fanns 1
Hammarkullen.

Spérvagnsstationen ligger djupt nedspringd 1 berget. Uppe pa
markniva befinner man sig 1 stadsdelens centrum med héga skiv-
hus omkring. Hammarkullens centrala delar domineras av lang-
strackta attavaningshus med liten arkitektonisk artikulering. I stéllet
blev det upprepningens estetik som kom att dominera. Arkitekt Stig
Henrik Lundgren som ritade husen pa Bredfjillsgatan forklarar att
de forst arbetat med reliefverkan och fargsattning av fonsteromfatt-
ningarna, men att de bantades bort av byggherren.”® En liknande
historia framfér Gunnar Werner pa White Arkitekter som ritade
Hammarkulletorget. Av ekonomiska skél gjordes husen hogre och
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the 1969 brochure refer not only to the name of the area, but also to an
archaeological excavation that had shown that the area was first settled
some 3,500 years ago.” When construction work started in 1966, the
Gothenburg Historical Museum had put on an exhibition about Angered
with both archaeological finds and ambitions for the future. In this way,
the past and the future were woven together. Like the people who after
the last Ice Age had migrated north and conquered the country with stone
axes, Hammarkullen was now being won with dynamite and bulldozers.

A GREYER SHADE OF WHITE

Hammarkullen was ready for its first tenants in 1969. By then, public
opinion had largely changed. Large blocks of flats no longer unfail-
ingly symbolized the brightening future. And there was worse to come.
Following a sudden increase in Sweden’s GDP between 1968 and 1973,
there was a sharp economic downturn in the wake of what is usually
called the first o1l crisis, followed soon after by an industry-wide ship-
building crisis. The substantial influx of industries and other businesses
to Angered never materialized. A wide road was built to the suburb, but
no railway. The light rail line at first only ran to Alelyckan, and later only
to Hjéllbo, from where one had to take the bus to the other districts.
Hammarkullen’s tram stop opened in 1972, but to this day Gardsten,
Lovgardet, and Rannebergen are only served by bus. Although average
mcomes in Hammarkullen were lower than in the rest of Gothenburg, car
ownership was greater—there was no other feasible way to get to work or
the shops. The fact that every tenant had a numbered parking place was
something of a selling point.?

To say that Hammarkullen was ready for occupancy in 1969 is
thus not entirely true. Yes, people moved in, but there was nothing
prepared in the way of shops and schools. For many years, commerce
and education struggled on in portakabins. More damagingly, in the
carly 1970s Gothenburg suddenly and unexpectedly turned out to have
a huge housing surplus, and many of the flats standing empty were in
Hammarkullen.



tatare dn de ursprungliga planerna och de 6ppningar som skulle luck-
ra upp fasaderna stroks.** Utanfér omradet med dttavaningshus tar
lagre bebyggelse vid. Trevaningshusen ligger strax utanfér ringarna
av hoghus. Ytterligare en bit bort foljer radhusen. Villorna ligger
langst bort fran sparvagnshallplatsen. De boende hir férmodades
anvinda bil.

Bildmaterialet frain Hammarkullen, 1 bocker, tidningar och tv,
domineras av hoghusen pd Hammarkulletorget och Bredfjdllsgatan.
Ytterst séllan visas Sandeslatts kringbygeda gardar, Hammarhojdens
radhus eller Visterslants villor. "Det ar litt att fa intrycket att dér
bara finns attavanings-hoghus”, skriver Per-Markku Ristilammi 1 en
studie av betydelseproduktionen kring Rosengard.* Detsamma gil-
ler om alla miljonprogramsomraden som blivit féremal f6r omfat-
tande nyhetsbevakning. Fotograferna s6ker motiv som bekriftar den
etablerade bilden.

Under andra halvan av 1960-talet fOrstirks och férandras
ocksa kritiken av de nya foérorterna. "Nybyggd slum” rubricerade
Expressen 1966 Olle Bengtzons artikel om bostadsomradet Rosengard
1 Malm6.? Han var en av den nya arkitekturens mest ihdrdiga kriti-
ker och nddde ménga ldsare med sina artiklar 1 Expressen och boken
Rapport Tensta 1970.” Under rubriken "Riv Skiarholmen” beskriver
Lars-Olov Franzén Skarholmen som 1970-talets slum. "Det enda
man kan anvinda Skiarholmen center till ar att rulla engangsglas sa
det later riktigt javligt mellan viggarna.”*® Krav pa rivning av betong-
husen blir aterkommande under det kommande seklet.

"Ja, det dr vi som kallas Sveriges negrer”, 16d rubriken till
Aftonbladets mntervju med tolv hemmafruar 1 Skiarholmen 1968.%
Uttrycket lar, enligt tidningen, ha anvénts 1 debatten om f6érortskvin-
norna, som “kvivs 1 sina forortskok” och riskerar att bli alkoho-
lister. Diskussionen hade pagatt under aret med inligg av Barbro
Backberger och Asa Moberg. Sistnimnda skrev 30 augusti 1968 om
Skarholmen att ”de fyrkantiga grda husen star ddr som monument
over ensamheten”*” Men de intervjuade kvinnorna héll inte med. De
flesta trivdes utmarkt i sitt bostadsomrade.

"Neger” syftade pa att befinna sig ldgst ner 1 den sociala hierarkin,
for vid denna tid var fororten inte associerad med invandrare. Att
bo 1 Skdrholmen liknades vid att bo 1 ett ghetto. Artikeln publicera-
des 1 samma nummer av A4fionbladets sondagsbilaga som reportaget
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The tram station is blasted deep into the rock. Up at ground level,
one finds oneself in the centre of the district, circled by tower blocks.
Hammarkullen’s centre is dominated by elongated, eight-storey build-
ings with little architectural articulation. Instead, it was the aesthetic of
repetition that came to dominate. The architect Stig Henrik Lundgren,
who designed the buildings in Bredfjillsgatan, has explained that they
first worked with relief effects and colour for the window surrounds, but
they were dispensed with by the developer.?® It was a similar story for
Gunnar Werner of White Arkitekter, who designed Hammarkulletorget.
For financial reasons, the buildings were made higher and denser than the
original plan had called for, and the openings that would open up facades
were abandoned.* Outside the area with its eight-storey buildings, the
low-rise buildings begin. The three-storey houses stand just outside the
rings of blocks of flats. A short distance farther on and one comes to the
terraced houses. The detached houses are located farthest away from the
tram stop. Residents here were supposed to move around by car.

Whether in books and newspapers or on television, pictures of
Hammarkullen are invariably dominated by the high-rise buildings
of Hammarkulletorget and Bredfjillsgatan. It is extremely rare to find
Sandeslitt’s patios, Hammarhdjden’s terraced houses, or Vistersldnt’s
detached houses portrayed. ‘It’s easy to get the idea that there are only
eight-storey tower blocks’, writes Per-Markku Ristilammi in a study of
the meaning-making of Rosengard, a city district in Malmd.” The same
is true of all the Million Programme estates that have become the subject
of extensive news coverage. Photographers tend to look for motifs that
confirm an established image.

During the second half of the 1960s, the growing criticism of the
new suburbs altered tone. ‘New-build slum’ was the headline Expressen
gave the journalist Olle Bengtzon’s 1966 article about Rosengard.?® He
was one of the new architecture’s most outspoken critics, and his articles
in Expressen and his book Rapport Tensta (1970, ‘Report Tensta’) hit home
with a great many readers.”” The literary critic Lars-Olof Franzén, mean-
while, writing under the headline ‘Demolish Skarholmen’, described
the Skarholmen suburb on the outskirts of Stockholm as a Seventies’
slum. “The only thing Skarholmen centre is good for is rolling around
non-returnables so there’s a bloody awful racket echoing off the walls.*
Demands that the concrete buildings be demolished were frequent in the
coming years.



"Jennies pappa dr neger — dn sen da?”, en intervju med den ensam-
stdende mamman Birgit Skoog 1 Filipstad om férdomar och rasism.
Hon blev foérilskad och fick barn med en svart man nér hon stude-
rade engelska 1 London. Att inte vara vit var ndgot anmarkningsvart
11960-talets Sverige.

Liknande tongdngar som 1 Stockholm hérs fran Goteborgs-Postens
arkitektur- och konstkritiker Crispin Ahlstrém. Sommaren 1969 ger
han en dystopisk bild av vad som hénder pa kullarna 1 Hammarkullen
1 serien "Flandr 1 forort”:

Med nagra fa undantag nér har man hér gjort alla de fel som man kunnat géra. Den stad
som héller pa att vixa upp ddr ute kommer inte bara att bli ett estetiskt fiasko, det kommer
att bli psykologers och psykiaters framtida stora arbetsfélt. Nar de jittelika betongblandarna
anda &r 1 gang, bygg ett rejalt tilltaget psykiskt sjukhus — det kommer att behévas. [...] Har
skall alla de satar som nu skuffas ut frdn Landala, Annedal och andra ’osunda’ bostadsom-
rdden inhysas 1 sina fack. Hur ldnge tél en landalabo en sddan f6rvaring? Innan déden eller

psyket far ta dver??!

Franzéns och Ahlstréms texter uttrycker den kritik av modernismen
som tilltog under andra halvan av 1960-talet. Miljofragor blev allt
viktigare och éldre, férmodern bebyggelse kom att uppskattas allt-
mer. Viktiga for att paverka opinionen dr Rachel Carsons debattbok
om miljogifter, Tyst vdr (p& svenska 1963), och Olle Adolphsons pro-
testsdng mot rivningarna av dldre bebyggelse Trettifyran. Sistnimnda
med Per Myrberg vid mikrofonen lag pa Svensktoppen 1 39 veckor
1964-1965. En annan ldngkoérare pa Svensktoppen ar Lyckliga ga-
tan som toppade listan under fjorton veckor varvintern 1967-1968.
Anna-Lena Lofgren sjunger, 1 den svenska dverséttningen av 1/ ragaz-
20 della via Gluck (Britt Lindeborg): "Lyckliga gatan du finns inte mer
/ du har férsvunnit med hela kvarter / Tystnat har leken, tystnat har
sangen / hogt 6ver marken svavar betongen”. Ahlstréms flanerande
1 terrangen 1 Hammarkullen har en liknande dramaturgi: "Ratt som
man gar och tittar pa kraken pa marken och faglarna i skyn sa dyker
mardrémmen upp mellan barrtriden.”

Den 16 mars 1972 revs det forsta av hoghusen 1 bostadsomradet
Pruitt-Igoe 1 St Louis, Missouri. Nyheten spreds 6ver varlden och de
fortsatta rivningarna tevesiandes. Den postmoderna arkitekturteore-
tikern Charles Jencks utropade det till modernismens dédsdatum.®
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‘Yes, it’s us they call Sweden’s negroes’, ran the headline for an
Aftonbladet interview with twelve housewives in Skiarholmen in 1968.%
According to the newspaper, the term had been used in the debate about
suburban women who were ‘being stifled in their suburban kitchens’ and
risked becoming alcoholics. The discussion had been going on for years,
with contributions from the authors Barbro Backberger and Asa Moberg.
On 30 August 1968, the latter had written of Skirholmen that ‘the square
grey buildings stand there as monuments to loneliness’?’ But the women
mterviewed did not agree. Most of them were perfectly happy with their
housing estate.

‘Negroes’ was used to indicate that they were the lowest of the low in
the social hierarchy, for at this point the suburb was not associated with
immigrants. Living in Skdrholmen was likened to living in a ghetto. The
article was published in the same issue of Affonbladet’'s Sunday supplement
as the reportage ‘Jennie’s father is a negro—so what?’, an interview about
prejudice and racism with a single mother, Birgit Skoog from Filipstad in
central Sweden. She had fallen in love and had a child with a black man
when she was studying English in London. Not being white was some-
thing remarkable in Sixties’ Sweden.

Something similar to what was going on in Stockholm was heard
from Goteborgs-Posten’s architecture and art critic, Crispin Ahlstrom. In the
summer of 1969, he painted a dystopian picture of what was happening
on the hills of Hammarkullen in the series ‘Flaneur in suburbia’:

With a few exceptions, here they have made all the mistakes that they could have
made. The city that is growing up out there will not only be an aesthetic fiasco, it will
in future be a vast stamping ground for psychologists and psychiatrists. While the
gigantic concrete mixers are already at it, why not build a nice large mental hospital—
it will be needed. ... It’s here all the poor devils now being pushed out of Landala,
Annedal, and other ‘unhealthy’ neighbourhoods are going to be posted into their
pigeonholes. How long can a Landalan bear to be stowed away so? Before death or

the funny farm have to take over?®!

Franzen’s and Ahlstr6m’s texts are representative of a criticism of mod-
ernism that crescendoed in the second half of the 1960s. Environmental
issues became increasingly important, and older, pre-modern buildings
met with a new-found appreciation. Two crucial factors in the shap-
ing of public opinion were Rachel Carson’s controversial book about



Kritiken mot senmodernismens bostadsbyggande blev som namnts
alltsd allt starkare hos arkitekter och arkitekturhistoriker ocksa 1
Sverige. P4 omslaget till Bygg mdnskligt, en antologi av elva lunda-
forskare vid kollegiet f6r Manniskan och Miljén under redaktion
av Carl-Axel Acking, syns ett dldre hus med mycket snickarglddje
framfér nybyggnationen 1 Hagalund. Det var detta som blev den
dominerande dikotomin i svensk arkitekturdebatt: gammalt mot
nytt, snickarglddje mot monotoni, handgjort mot industribyggt, trd
mot betong, firgglddje mot grihet, minniskan som mattstock mot
byggkranarnas kdrbanor. I boken liggs mycket av skulden f6r den
oménskliga utformningen av de nya férorterna pa byggherrar och
politiker. Acking far vetenskapligt std 1 sin kritik av den moderna
arkitekturen av hjarnforskaren David Ingvar och psykologen Rikard
Kuller.*® Monotonin 1 de nya bostadsomradena hotar att skada
barnens hjdrnor. Det var en kritik som vickte mediernas intresse.
Goteborgs-Posten llustrerade en artikel om forskningsantologin med
en bild fran just Hammarkullen som "visar fantasilosa bostader av
ladtyp 1 rita rader utan variation 1 fasaden — nir det i stéllet borde
vara vinklar och vrar som stimulerar barnens nervsystem.”**

Pa omslaget till Jens S Jensens fotoreportagebok Hammarkullen
(1974) tittar fem tonarspojkar ut genom ett av fritidsgardens stora
fonster. De ar frontalt avbildade och avskurna ungefar 1 ansiktshojd
av fonsterkarmen. Huvuden utan kroppar. Tvd av dem spelar mun-
spel. I glaset reflekteras omgivningen, med trid och hoghus. Pojkarna
har langt har. Nagra édr blonda, en har morkt har. Alla ar vita. De har
valt att vara anonyma.

Det ar en bild som dr uppfordrande, som kréver ett stallnings-
tagande. Detta fOrstirks av Jensens text. Det fanns inte sa mycket
att gora 1 Hammarkullen. En fritidsgard 6ppnades 1973 och ersatte
den barack, "Arken”, som ungdomarna tidigare hallit till 1. I samma
byggnad inrittades ocksa en simbassdng, den forsta utanfor centrala
Goteborg. I fritidsgarden finns ndgra pingisbord, ett flipperspel, sto-
lar och bord. Den ar 6ppen tre dagar 1 veckan, men halls stingd pa
helger och hela sommaren. Ungdomarna beskriver f6r Jensen hur de
driver runt. En del dricker mellanél, andra sniffar. Det dr en ungdom
utan framtid. "Jag &r inte intresserad av ndgonting. Jag tinker aldrig.
Jag gillar bara att sova och att vara tyst. Pa torsdagar har jag kul
ibland nér det dr diskotek. Annars har jag aldrig kul .’
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environmental toxins, Silent Spring (published in a Swedish translation in
1963) and Olle Adolphson’s protest song against the demolition of older
buildings, Trettyfyran (‘Thirty-four’, to the tune of Stuart Hamblen’s 7/is ole
house). The latter, with Per Myrberg on vocals, topped the Swedish charts
for thirty-nine weeks in 1964-5. Another long-running Swedish hit was
Lyckliga gatan (‘Happy street’), which topped the list for fourteen weeks in
the winter of 1967-8, with Anna-Lena Loéfgren singing the Swedish trans-
lation of 1l ragaxwo della via Gluck (Britt Lindeborg): ‘Happy street, you are
no more | you've vanished with the whole block | The game has stopped,
the song fallen silent | high over the ground soars concrete.” Ahlstrom’s
stroll through Hammarkullen is to a similar dramaturgic effect: Just as
you're walking along, looking at the wretches on the ground and the birds
in the sky, the nightmare looms up among the pine trees’

On 16 March 1972, the first of the blocks in the Pruitt-Igoe housing
project in St Louis, Missouri was demolished. The news spread across the
world, and the subsequent demolitions were broadcast on television. The
postmodern architecture theorist Charles Jencks proclaimed it ‘the day
Modern architecture died’** The criticism of late Modern housing grew
ever louder among architects and architectural historians in Sweden too.
The cover of Bygg ménskligt (‘Build human’), an anthology by eleven Lund
researchers at the College of the Human Environment and edited by
Carl-Axel Acking, shows an older house with ornate woodwork in front
of a new building in Hagalund. It was this that became the dominant di-
chotomy in Swedish architectural debate: old versus new, ornament ver-
sus monotony, handmade versus mass-produced, wood versus concrete,
colour versus greyness, the human scale versus the construction crane’s
requirements. The book puts much of the blame for the inhumanity of
the design at the feet of developers and politicians. Acking drew scientific
support in his criticism of the modern architecture from the neurophysiol-
ogist David Ingvar and the psychologist Rikard Kuller.*® The monotony
of the new housing estates threatened to harm children’s brains. This
was a criticism that attracted media attention. Goteborgs-Fosten illustrated
an article about the anthology with a picture of Hammarkullen, no less,
which ‘shows unimaginative, boxy housing in straight lines with no vari-
ation in its facades, when instead there should be nooks and crannies that
stimulate children’s nervous systems.**

On the cover of Jens S. Jensen’s photo-reportage Hammarkullen (1974),

Fig. 38-40 five teenage boys look out of one of the youth centre’s picture windows.



Mycket av Jensens sympati ligger hos barn och ungdomar. Bokens
andra bild, mittemot titelbladet visar tva flickor med likadana flator,
kladda 1 tickjackor och utsvingda byxor. Den ndgot storre flickan
haller armen om sin kamrat. Kanske ar de syskon.?® De stir pa en
asfalterad gang mellan Hammarkulletorgets morkgra héghus. En ra
betongmur skymmer berberisbuskarna till hoger. Ocksa denna bild
uppmuntrar till solidaritet, 4&ven om flickorna ser gladare ut én om-
slagets tonarspojkar. Detta dr den hallning som dominerar boken.
Respekt. Solidaritet. Men ocksa kritik av ett politiskt och ekonomiskt
system som inte ser minniskorna.

Den férsta namngivna person ldsaren moter dr Kristina Fries, en
forskolelarare som flyttat till Géteborg fran Vilhelmina. Hon sitter 1
koket med sitt barn och sager sig vara trott pa alla negativa skriverier
om stadsdelen. "Det finns manga som aldrig varit hdr — och nir dom
far hora att man bor 1 Hammarkullen, s& klassar dom ner en totalt.
[...] Det ar inte vi som skall kritiseras. Kritiken skall istillet riktas
mot styrande planerare och politiker. Det dr dom som skall kritiseras.
Hart!”

Ett monster dr tydligt. Det dr de édldre som trivs bést. De som
flyttat fran tranga och omoderna ldgenheter 1 centrum. Som det fin-
ska pensiondrsparet Sven och Sigrid Bruhn. De séger sig aldrig ha
trott att de skulle fa det sa bra! P4 Garda bodde de omodernt, med
gemensamt badrum 1 killaren. "Hér badar man nédr man vill” Pa
bilden sitter de tatt tillsammans i soffan, med mosaikbord och klad-
nypsslojd. Det dr ett ombonat och inbjudande hem. "Nér vi gar ut pa
promenader 1 omradet sa tréiffar vi folk som bjuder oss pa kaffe - 4n
hir — dn dar. Det ar oftast unga par, sd dom skulle ju inte behéva bry
sig om oss — men det gor dom.”

Sa vixlar boken mellan bilder av monotona fasader, ensamma
och lekande barn, par och familjer. Det 4r ingen enkel eller ensartad
bild Jensen ger. En finsk invandrare férbannar férorten: ”Nu r stan
en mil harifran, nere i Géteborgs centrum och Hammarkullen ar fan
ingenting annat dn en sovstad.” P4 samma uppslag visas ett utsnitt av
Bredfjillsgatans hyreshus, fotograferade rakt pa for att understryka
symmetrin och likformigheten. Fran ett 6ppet fonster hinger sang-
klader som tecken f6r ménsklig ndrvaro — och sovstaden.

Jensens bok star inte ensam. Det skrevs oerhort mycket om de
nya fororterna i1 bérjan av 1970-talet. Det bedrevs dven en hel del
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They are shown from the front, cut off roughly at head-height by the
window frame. Heads without bodies. Two of them are playing the har-
monica. The window reflects the surrounding area, with trees and tower
blocks. The boys have long hair. Some are blond, one has dark hair. All
are white. They have chosen to remain anonymous.

It is an image that is challenging, that demands a response. This is re-
inforced by Jensen’s text. There was not much to do in Hammarkullen. A
youth centre had opened in 1973, replacing the portakabin ‘Ark’ that the
youngsters used to use. In the same building there was also a swimming
pool, the first outside central Gothenburg. In the recreation centre were
some ping-pong tables, a pinball machine, and tables and chairs. It was
open three days a week, but was closed at the weekends and throughout
the summer. The young people describe for Jensen how they kill time.
Some drink, others sniff glue. Theirs is a youth without a future. T'm
not interested in anything. I never think. I like just sleeping and being
quiet. On Thursdays, it’s fun sometimes when there’s a disco. Otherwise
I never have any fun.*®

Much of Jensen’s sympathy lies with the children and adolescents.
The second picture in the book, opposite the title page, shows two girls
with identical plaits, dressed in husky jackets and flared trousers. The
slightly larger girl is holding her companion’s arm. They might be sib-
lings.*® They are standing on a paved path between the dark-grey build-
ings of Hammarkulletorget. A raw concrete wall obscures the barberry
bushes to right. This picture too seeks to waken the reader’s sense of soli-
darity, even if the girls look happier than the teenage boys on the cover.
This is the attitude that dominates the book. Respect. Solidarity. But also
criticism of a political and economic system that does not see people.

The first person the reader meets by name is Kristina Fries, a pre-
school teacher who moved to Gothenburg from the northern town of
Vilhelmina. She is sitting in the kitchen with her children, talking about
how tired she is of all the negative things written about the area. “There
are lots of people who’ve never been here—and when they hear you live
in Hammarkullen, then they downrate you completely. ... We’re not the
ones who should be criticized. The criticism should be directed at chief
planners and politicians instead. They’re the ones who should be criti-
cized. Summat cruel!’

There was a clear pattern. It was the elderly who were happiest. The
ones who had moved from cramped, run-down flats in the centre. Like



forskning som tidigare nimnda Bygg mdnskligt men ocksa vetenskap-
liga studier dar férortsborna inte behandlas som offer utan tillméts
férmaga att sjalva bestimma 6ver sina liv. Viktigi detta sammanhang
ar Ake Dauns Forortsliv fran 1974. Per Wirtén noterar att detta slags
studier, trots valvilliga ambitioner, liknar &ldre tiders resor till kolo-
nier. Férorterna framstilldes som reservat. "Svarta dar pa storstadens
karta: hotfulla och exotiska pa samma gang.”¥” Resan ut 1 det okidnda
finns ocksd hos Jensen, dven om han &4r angeldgen om att upprétta
ett "vi” med forortens folk. Han bor ocksd under nagra méanader
1 Hammarkullen, men aterviander sedan hem till centrum, som en
uppticktsresande efter en tid hos en primitiv stam.

De kategorier som upprittas genom bilderna har inte med hud-
farg eller ursprung att goéra. Bilderna grupperas oftast genom élder
och ibland kén. Det ar bilder av barn, av mammor. Och pappor.
Av ungdomar och pensiondrer. Ett undantag ar familjen Sauma
som kommer fran Syrien. De fyra dldsta sénerna arbetar pa Volvo.
Familjen ar stor och singarna star titt tillsammans. Inredningen,
med den randiga soffan, ryamattan och pinnstolarna, liknar den 1
bokens andra avbildade hem, men pa tv:n star ett krucifix och bilder
av Kristus och Maria. Pappan ar prést. Han tycker inte om som-
maren 1 Hammarkullen - flickorna har fér lite klader pa sig. Nar
Jensens andra bok om Hammarkullen ges ut 1982 har familjen flyt-
tat till Stockholms sédra fororter: Alby, Norsborg och Flemingsberg.
Pappan héller gudstjénst 1 Botkyrka varje sondag. Har finns fler syri-
aner. Pappan tyckte det var trakigt att vara ensam i Hammarkullen.?®

Ett 6ga kansligt for farg och for det tidiga 1970-talets visuella
koder kan antagligen gissa sig till médnniskornas olikartade bak-
grunder. Nagon ser kanske ut att komma fran Jugoslavien, en an-
nan fran Finland. Men det dominerande intrycket ar att de alla hor
till samma kategori: arbetarklassen. De dr jobbare, inget trasprole-
tariat, @ven om nagra dr arbetslosa och fortidspensionerade. Det dr
en milj6 byged for arbetare och f6r reproduktion av arbetare. "Det
enda man ser ndr man tittar ut ar alla mammor som gar runt, runt
med sina barnvagnar. Det dr som en evig kretsgang”, siger en hem-
mafru. Férortsmamman bland betongen ar en dterkommande trop 1
bildproduktionen 1 slutet av 1960-talet och en bit in pa 1970-talet. Sin
mest drabbande och ikoniska form fir hon 1 Anna Sj6dahls malning
Var 1 Hallonbergen 1973.
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the Finnish pensioners Sven and Sigrid Bruhn. They said that they never
dreamed they would have it so good! In Gérda it had been very dated,
with a shared bathroom in the basement. ‘Here you can have a bath when
you want'. In the picture, they are sitting close together on the sofa. There
is a mosaic table and clothes-peg art. It is a cosy and inviting home. ‘When
we go out for walks around the area, we meet people who invite us in for
coffee—here, there, and everywhere. It’s mostly young couples, so they
shouldn’t need to bother themselves about us—but they do’

Then the book switches between images of monotonous facades,
solitary and playing children, couples and families. What Jensen offers is
no simple or uniform image. One Finnish immigrant curses the suburb:
‘Now, it’s a mile from here to town, down in the centre of Gothenburg,
and bloody Hammarkullen’s nothing more than a dormitory’. The same
spread shows a section of the block of flats in Bredfjallsgatan, photo-
graphed head-on to emphasize its symmetry and uniformity. Bedding
hangs airing from an open window, a sign of human presence and the fact
that it is a dormitory town.

Jensen’s book was not alone. A great deal was written about the new
suburbs in the early 1970s. There was also a fair amount of research:
not only the Bygg mdnskhigt anthology, but also academic studies in which
the residents, rather than being treated as victims, were credited with
the ability to determine their own lives. Ake Daun’s Firortskiv (‘Suburban
life’) from 1974 is important in this respect. Per Wirtén notes that this
kind of study, despite the best of intentions, is still similar to the trips to
the colonies in the past. The suburbs were depicted as reserves. ‘Black
islands on the map of the big city: threatening and exotic at one and the
same time.” This sense of a journey into the unknown is also evident in
Jensen’s book, although he is keen to establish a ‘we’ with the suburb’s
residents. He may have lived in Hammarkullen for a few months, but he
then returned home to the city centre, like an explorer having spent time
with a primitive tribe.

The categories established by the book’s pictures have nothing to
do with skin colour or origin. The images are mostly grouped by age
and sometimes gender: there are pictures of children, of mothers; of
fathers: of young people and pensioners. The one exception was the
Sauma family, who came from Syria. The four oldest sons worked at
Volvo. The family was large, and the beds were packed in close. The
décor, with its striped sofa, rya rug, and wooden chairs, is similar to



I Jensens bok moéter vi ocksa familjen Herngren. De bor 1 rad-
hus pa Visterslant. Genom vardagsrumsfonstret syns hoghusen pa
Bredfjéllsgatan. Pappa Leif 4r pastor 1 Missionsférbundets kyrka.
Det finns enbart bocker 1 bokhyllan, inga prydnadssaker. Pa golvet
star en spinnrock, en dalahdst och en kopparpanna - pa det satt vi
sett 1 féregdende kapitel blandas moderna mobler med antikviteter,
tecken f6r modernitet och tradition, internationalism och svenskhet.
Med 6vriga familjen sitter sonen Per 1 soffan. Honom gick jag i skolan
med. Per blev senare kénd som plogbilsaktivist och féresprakare av
civil olydnad. 1984 tog han sig in pa en militarbas 1 Florida och bor-
jade tillsammans med likasinnade handgripligen nedrusta med hyélp
av hammare. Det kostade honom femton manader i fingelse 1 USA.
Nu bor han 1 ater i Hammarkullen.

Familjen Herngrens radhus ligger pa en h6jd och fran vardagsrum-
met ser man ut 6ver Bredfjdllsgatans monotona fasader. Radhusens
fasader var pa 1970-talet malade i starka farger 1 kontrast till héghu-
sen — numer foljer fargsittningen individuella val. Det finns plats for
tva bilar under tak vid entrén. Fran Visterslidnt tar man sig snabbt
ut pa leden som leder in till Géteborg, utan att beh6va kora genom
héghusomradena.

Hoghusens fasader signalerar att hir &r alla lika. Det sker en dif-
ferentiering genom vilken hustyp man bor 1. Hogst standard har vil-
lorna, f6ljd av radhusen och trevaningshusen. Men det fanns ocksa
subtila skillnader mellan olika omraden av samma kategori, till och
med mellan olika trappuppgangar. Sandeslitts réda tegelhus hade
exempelvis hogre status an Gropens gard, dar husen var kladda 1 gra
ballastbetong.

Légenheterna 1 hyreshusen foljer ett begransat antal planlésning-
ar fran ett rum med kokvra upp till ndgon enstaka sexrummare med
kok. Dominerade gjorde ett- till fyrarumsldgenheter, med tre rum
och kék som den allra vanligaste typen.®® Det finns tydliga forestall-
ningar om hur familjer av olika storlek dr sammansatta och behéver
leva sina liv. Ett T-format kék med matplats lagom stor f6r en mindre
familj finns 1 alla lagenheter med separat kok. Badrummen har bad-
kar, torkskap och utrymme for tvittmaskin. Koket 4r en sentida arv-
tagare till den rationella utformning som togs fram under funktiona-
lismen. Arbetshojden dr bekvam f6r den normalvuxne. Det dr néra
mellan skdp och avstdllningsytor. Diskbanken &r generdst tilltagen.
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other homes depicted in the book, but on the television were a cru-
cifix and images of Christ and Mary. The father was a priest. He did
not like the summers in Hammarkullen—girls wore far too little. When
Jensen’s second book about Hammarkullen was published in 1982, the
family had moved to Stockholm’s southern suburbs: Alby, Norsborg,
and Flemingsberg. The father held a service in Botkyrka every Sunday.
There were more Syrians there. The father thought it was boring, being
alone in Hammarkullen.*®

If one is alert to colour and the early Seventies’ visual codes, it is pos-
sible to hazard a guess as to people’s backgrounds. One person may look
as if they came from Yugoslavia, another from Finland. Yet the dominant
mmpression is that they all belonged to the same category: the working
class. These were workers, no lumpenproletariat, even if some were un-
employed or had taken early retirement; this was an environment built
for workers, and for the reproduction of workers. “The only thing you
see when you look out is all the mothers going round and round with
their prams. It’s like an eternal cycle’, said one housewife. The suburban
mother in a concrete jungle is a recurring trope in the images produced
in the late 1960s and early 1970s. This took its most poignant and iconic
form in Anna Sj6dahl’s painting Spring in Hallonbergen (1973).

In Jensen’s book, we meet the Herngren family. They live in a ter-
raced house in Vistersliant. Through the living-room window you can see
the blocks of flats in Bredfjéllsgatan. The father, Leif, is the pastor for the
Mission Covenant Church. There are only books on the bookcase, no
trinkets. Standing on the floor are a spinning wheel, a carved Dala horse,
and a copper pot; in the manner discussed earlier, there is a mix of mod-
ern furniture with antiques—the signs of modernity and tradition, inter-
nationalism and Swedishness. The son, Per, sits with the rest of the family
on the sofa. He was someone I went to school with. Per later became well
known as Plowshares activist and advocate of civil disobedience. In 1984,
he and some likeminded people broke into a military base in Florida and
quite literally set about the work of disarmament armed with a hammer. It
cost him fifteen months in prison in the US. These days he is back living
in Hammarkullen again.

The Herngren family’s house was on a rise, and from the living room
you looked out over the monotonous march of Bredfjallsgatan. Later in
the Seventies, the terraced houses’ facades were painted in bright colours
in contrast to the blocks of flats (these days the choice of colour is up to



Det fanns vid inflyttningen kylskdp men inte frys, &ven om det fanns
inplanerat utrymme for en sadan 1 skafferiet. P4 golven ligger plast-
mattor eller plastfiltmattor, utom 1 vardagsrummet som har en enkel
parkett, en reminiscens av dldre tiders finrum. Standardtapeterna ar
diskreta. De flesta ldgenheter har balkong. Avstanden mellan hus-
kropparna ir stort och det foreligger ingen insyn.

Légenheternas utformning foljer den boendekarriir som den
svenska designrorelsen tidigare definierat om &n med en viss standard-
héjning vad giller storlek och bekvamligheter (se kapitlet Blond de-
sign). Ettor f6r ensamstaende, tvaor for unga par och kanske pensiona-
rer, treor och fyror f6r barnfamiljer. Men befolkningen i Hammarkullen
har aldrig foljt den planerade normen. Redan frén bérjan fanns en stor
andel ensamstaende forildrar — som min familj — med ldga inkomster.
Det fanns formodligen aldrig 1 planerarnas forestallningar att, som pa
1990-talet, familjer om sju till tio personer skulle bo 1 en trea, ritad f6r
att passa en normalfamilj med ett eller tva barn.

Fran utsidan ser alla ut att bo likadant. Pafallande méanga bilder
fran Hammarkullen och andra liknande omraden visar husen fran
utsidan, som om de repetitiva fasaderna skulle vara det som domi-
nerade ménniskors liv dar. Men fran insidan ser varlden annorlunda
ut. Méanga beskriver kinslan av frihet ndr de ser ut genom fénstren.
Utsikten fran méanga lagenheter dr vidstrackt. Har finns berg och
trad.*” De manga interidrerna i Jensens bok visar individuella ut-
tryck, om dn tidstypiska. Nagon har satt upp trapanel 1 koket, andra
har tapetserat om. Manga har tavlor pa viggarna, av det slag som
brukar kallas hotorgskonst. Prydnadssaker dr vanligt, inte séllan ut-
slag av hobbyverksamhet, och krukvixter. En soffa tycks de flesta ha,
liksom gardiner 1 fénstren. Det dr ganska langt fran Lilly Arrhenius
Det levande hemmet som diskuterades 1 foregaende kapitel, men sa van-
de sigju inte den svenska designrorelsen till arbetarklassen. Det finns
inte en PH-lampa, inte en Bruno Mathsonfitdlj, men vl en snurrfa-
t6lj som paminner om Arne Jacobsens Agget. Det 4r Ikea och Obs!,
inte Svenskt Tenn och NK. Hos Sauma uttrycker hemmet till viss del
familjens syrianska ursprung. Aven om ommalning och tapetsering
kunde leda till kostsamma rékningar vid avilyttning It det sig goras.
Aven balkongerna kunde i ndgon man dekoreras dven om ommal-
ning av betongen och senare tiders uppsattning av parabolantenner
lett till omfattande konflikter.
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the individual tenant). There was room for two cars in a carport by the
front door. From Visterslant it is only a short distance to the main road
into Gothenburg, without having to drive through the high-rise areas.

The facades of the blocks of flats signalled that here everyone was
the same. There was differentiation according to the type of house one
lived in—the detached houses had the highest standard, followed by the
terraced houses and three-storey houses— but there were also subtle dif-
ferences between different areas of similar housing, even between differ-
ent staircases. Sandeslitt’s redbrick houses, for example, had a higher
status than those in Gropens gard, where the houses were clad in grey
aggregate concrete.

The blocks of flats had a limited number of floor plans, from one
room with a kitchenette up to a handful that had six rooms and a kitchen.
One- to four-room flats predominated, with three rooms and a kitchen
the most common type.* There were clear notions about how family
constellations of different sizes ought to live. A T-shaped kitchen with a
dining area the right size for a small family was found in all flats that had
separate kitchens. The bathrooms had a bath and a drying cupboard,
and space for a washing machine. The kitchen was very much heir to the
rational designs developed by the Modernists: the height of the worktops
was comfortable for a normal adult; the cupboards were close to the
preparation surfaces; the sink unit was large; for the first tenants there
was a refrigerator, but not a freezer, although there was space for one in
the larder. There was vinyl flooring, or felt-backed vinyl, in all rooms
except the living room, which had a simple parquet floor, harking back
to the parlours of the past. The standard wallpapers were discrete. Most
flats had a balcony. The distance between the blocks of flats was large, so
they were not overlooked by the neighbouring buildings.

The flats’ layout shows the effect of the hierarchy envisaged by the
Swedish design movement, albeit with slightly higher standards in terms
of size and amenities (see the essay ‘Blond design’, above). A one-room flat
for singles, two rooms for young couples and perhaps pensioners, three
or four rooms for families. However, the residents of Hammarkullen have
never followed the planned norm. From the outset there was a high pro-
portion of single parents—like my family—with low incomes. It probably
never entered the planners’ heads that families of seven people, ten even,
would end up living in a three-room flat designed for normal family with
one or two children, as would happen in the 1990s.



Vid denna tid hade de folkuppfostrande ambitionerna mattats av.
Arkitekter, formgivare och hemkonsulenter hade inte lyckats sprida
det moderna sittet att bo och inreda utanfor sin egen klass, trots fem-
tio ar av intensivt arbete. | Hammarkullen finns inga ambitioner fran
byggindustrin och arkitekter att férega med gott exempel. I den fasta
inredningen 1ldgenheterna syns inte ett spar av den svenska designré-
relsens motto om formgivning som til bade 6gats och handens slitage.
Hér dominerar de billigast mdjliga materialen, inte minst plast: pa
golven, 1 listerna, 1 handtagen, 1 kryddhyllans skappor. Forslitningen
gick fort och bidrog ytterligare till omradenas laga status.

1970-talets rasistiska skdmt gick inte sillan ut pd att invandrarna
inte férstod hur de skulle bo 1 de moderna ldgenheterna och satte upp
talt 1 vardagsrummet. Eller sa struntade de i alla férordningar, pléjde
upp parketten och sddde potatis.*! Detta slags vandringssagner utgar
fran dem som forstitt att inordna sig. Som anser sig veta hur ett
sopnedkast och tvattmaskin rétt anvands. Men det finns ocksa bilder
ddr Hammarkullens invénare betraktas som grupp. Oavsett om det
sker nedvirderande eller med sympati gor de forortsborna till en
gra massa. De vita, sjilvstindiga minniskorna som bor 1 innersta-
dens pittoreska hus, eller 1 egna hem, dr kreativa och individuella.
Forortens folk 4r masskonsumenter av standardiserade prylar — och
uppfattningar. De dr en graare nyans av vitt.

En vanlig trop 1 tidens debatt dr "gra betongfororter”.* De mork-
gra betongelement med frilagd ballast som anvindes till hghusen pa
Hammarkulletorget och trevaningshusen 1 Gropens gard bekriftade
bilden av férorten som gra, liksom den synliga betongen 1 yttertrap-
por och murar. Men gra syftade ocksa pa en omansklig milj6. Gra
var den tillvaro som var dyster, farglés, trivial, enformig, monoton,
gladjefattig och trist. Det gra vardagslivet som rutades in av stimpel-
klockor och vardagslunk och helgfirande i tevesoffan. Grasossar var
de som ytterst férsvarade detta liv.

Det tycks ocksd som att fabrikernas damm och stddhinkarnas
smuts satte sig 1 sjdlva huden pa dem som utférde de monotona job-
ben. Forortens manniskor ser lite graare ut. Det anas 1 massmediernas
bilder av oss som levde 1 férorterna. Bilder av gra ménniskor bland
gra betong. Detta har delvis att géra med det fotografiska felslutet.
Hade Jensen valt att arbeta med fargfotografi, hade tidningarna i stor-
re utstrackning kunnat trycka i farg, dd hade Hammarkullen kanske
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From the outside, everyone’s home looked the same. A remarkably
large number of photographs of Hammarkullen and other, similar areas
show the houses from the outside, as if the repetitive facades were the
thing that dominated the lives of the people who lived there. But from
inside the world looks different. Many described the feeling of freedom
when they looked out of the window. The views from many of the flats
were extensive. There were mountains and trees.*’ The many interiors in
Jensen’s book show a breadth of individual expression, albeit one typi-
cal of the period. Someone had put up wood panelling in their kitchen,
others had redecorated. Many had paintings on the walls of the kind
often referred to as kitsch. Ornaments were common, often the result of
people’s hobbies; potted plants, too. Most seem to have had a sofa, and
most had curtains at the windows. This was not exactly Lilly Arrhenius
territory, thinking of Det levande hemmet discussed above, but then the
Swedish design movement had chosen not to address the working class.
There was not a PH-lamp in sight, not a Bruno Mathsson armchair, but
there was at least one swivel chair reminiscent of Arne Jacobsen’s Egg. It
was all very much IKEA and Obs!, not Svenskt Tenn and NK. For the
Sauma family, their home to some extent reflected their Syrian origins.
Although redecorating could lead to costly bills for making good when
they ultimately moved out, people still did it. It was even possible to some
extent to decorate the balconies, even if repainting the concrete and, later,
installing satellite dishes led to major conflicts.

By this date, educational ambitions had waned somewhat. Architects,
designers, and home economists had not succeeded in spreading modern
ways of life and furnishing outside their own social class, despite fifty
years of intensive work. In Hammarkullen, the construction industry and
architects did not aspire to lead by example. In the flats’ fixtures there was
no visible trace of the Swedish design movement’s motto that good design
would withstand the ‘wear and tear of hand and eye’. The overwhelm-
ing sense 1is of the cheapest materials possible, especially plastic: floors,
mouldings, handles, even the spice drawers in the kitchen. It soon started
to look shabby, and contributed further to the housing stock’s low status.

Seventies’ racist jokes often turned on the idea that immigrants did
not realise how they were meant to live a modern flat and so did things
like putting up tents in the living room or ripping up the parquet to plant
potatoes.” This kind of urban myth depends on those who /ave un-
derstood—those who reckon they know how to use rubbish chutes and



framstatt 1 ett annat ljus. Men graskalan var ocksa ett medvetet val,
som 1 Leklyrs reportage fran 1977 (se nedan). Pinupporna trycktes 1
farg — forortens folk i svartvitt. De svartvita bilderna gér manniskorna
mer lika arkitekturen, stimmer deras kldder och hud 1 samma grato-
ner som byggnadernas fasader. Det &r som att arkitekturens fargskala
har valts for att harmoniera med manniskornas. Graskalan tenderar
ocksd att gora gronytorna och planteringarna mindre inbjudande.

THINNERTRASELAND

Vid mitten av 1970-talet forandras bilden av Hammarkullen, frén en
plats dar politiker, producenter och byggherrar begitt Gvergrepp pa
befolkningen till en plats av sociala problem och vald. Bilden av den
ensamma mamman med barnvagn ersitts av tondrsgang med thin-
nertrasor. Férorten f6rblir en livsfarlig plats att vistas 1, men inte lang-
re pa grund av den omédnskliga arkitekturen. Nu dr det ménniskorna
dér som dr farliga. Det ar inget som dr unikt fér Hammarkullen, en
liknande férandring kan sparas 1 bilden av ndstan alla miljonpro-
gramsomraden, men Hammarkullen far ett starkt symbolvarde.*
Sjalva namnet pa férorten antar en hard och metallisk klang.

Det mirks inte minst i dags- och kvillspressen. Aren 1975-1976
kulminerade de svarta rapporterna om situationen 1 Hammarkullen.
Knarket, rapporterade polisen bekymrat, hade flyttat ut fran centrum
till férorterna och Socialférvaltningen avsatte sarskilda resurser for
att bekdmpa missbruket. Det handlade frimst om hasch och central-
stimulerande medel. De ndgot yngre sniffade thinner. Kvallstidningen
GT visar upp ett foto fran ett killarforrdd i Hammarkullen som fung-
erat som knarkkvart.** Det som tidigare associerats med muggiga
landshévdingehus 1 Haga och Landala forflyttades till férortslangor-
nas underjordiska utrymmen.

Manga av dem som intervjuades 1 pressen om den katastro-
fala situationen 1 Hammarkullen arbetade i stadsdelen inom fri-
tid, skola och kyrka. Det finns inga skal att ifrdgasatta deras be-
rattelser eller engagemang for fororten. Men Lennart Zintchenko
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washing machines correctly—duly conforming to the norm. But there are
also pictures that consider Hammarkullen’s residents as a group. Whether
disparaging or sympathetic, they still make them into a grey mass. The
white, independent people who live in the picturesque houses in the city
centre, or who own their own homes, are creative and individual. The
people of the suburbs are mass consumers of standardized gadgets—and
perceptions. They are a greyer shade of white.

A common trope in the debates of the day was the ‘grey concrete
suburbs’* The dark-grey concrete with exposed aggregate that was used
for the blocks of flats around Hammarkulletorget and the three-storey
houses in Gropens gard confirmed the image of suburbia as grey, as did
the visible concrete of the exterior stairs and walls. But the greyness also
denoted an inhuman environment. A grey existence was one that was
drab, colourless, trivial, humdrum, monotonous, cheerless, and dreary.
A grey everyday life with its clocking on, clocking off; same old same old;
weekends in front of the telly. The ‘grdsossar’, the ‘grey socialists’ as the
rank-and-file social democrats were known, were the ones who stood for
this lifestyle.

It was almost as if the dust and grime of monotonous factory work
and cleaning jobs were ingrained in the skin of the workers. Suburban
people looked a little greyer. It can be seen in the mass media images of
those of us who lived in the suburbs. Pictures of grey people surrounded
by grey concrete. This has partly to do with the photographic fallacy. Had
Jensen chosen to work with colour photography, had newspapers been
able to afford to print in colour more, then Hammarkullen might have
appeared in a different light. However, the grey scale was also a deliberate
choice, as the Lektyr report of 1977 discussed below shows. Pinups were
printed in colour, the suburban masses in black and white. The black-and-
white pictures liken the people to the architecture, giving their clothes and
skin the same grey as the buildings’ facades. It is as if the architecture’s
colour scheme has been chosen to harmonize with the people’s. The grey
scale also tends to make the green areas and planting far less inviting.



pekar pa att de genom mediebevakning ocksa fick 6kade resurser. I
Hammarkullen avléser olika slags stadsfinansierade projekt varan-
dra.*” Hammarkullen drog ocksa till sig méanniskor som ville férand-
ra férorten — och virlden. Under de ar nér de negativa skildringarna
1medierna av Hammarkullen var som mest frekventa och rubrikerna
som svartast utvecklades en livskraftig lokal motkultur genom ide-
ella mnsatser. Ett omfattande och vitalt lokalt kulturliv vaxte fram.
Hammarkullen gick fran att vara en adress till att bli ett samhille,
sammanfattar Anders Tornquist.*’

Fritidsf6rvaltningen ringar 1 en rapport 1976 in fyra problemgrup-
per 1 Hammarkullen: ett gang om cirka tjugo sniffande ungdomar, en
storre grupp nagot dldre missbrukare, ett stort antal mentalsjuka och
langtidssjukskrivna som fattbostad iférorten, samt arbetslésa modrar
med missbruksproblematik.” Under den svarta rubriken "Har rege-
rar valdet” skriver GT: "Idag ér kvarteren kring Hammarkulletorget
ett betongghetto dar de sdmst lottade samlats. Dar harskar sysslo-
l6sheten, missbruket, valdet.”*® Ett fotografi visar gangen i centrum.
Béde sniffarna och de dldre knarkarna héller sig med schéfrar, upp-
lyser GT. Strax under finns en bild av en dldre kvinna som tittar ut
genom ett vidringsfonster pa Hammarkulletorget. Fotot f6ljer en vid
tiden etablerad trop med den ensamma ménniskan 1 den monotona
fasaden. "Pa kvillen harskar thinnergéngen 1 Hammarkullen. Det ar
mdnga som inte vagar sig ut da”, slar bildtexten fast.

Herrtidningen Lek#yr spann vidare pa kvillstidningarnas skrack-
reportage. Tidningens Bo H Skoglund hade under en kort period
bott 1 stadsdelen. Han uppges darfor skildra véldet och knarket
fran insidan under rubriken "Rapport frian betong-ghettot”.
Forsta uppslaget utgdrs av en bild av en ambulanstransport fran
Bredfjéllsgatan: "Iristessen och isoleringen driver ménniskorna till
knark- och spritmissbruk, kriminalitet och ganska ofta till sjalvmord.”
I bildbylinen syns reportern sjalv framfér Hammarkulletorgets gra
fasader, med bister min och mérktonade glaségon.* Det dr som om
han vore krigsreporter i fjarran land.

Allt ar gratt, rapporterar Skoglund, utom gardinerna 1 hyreshu-
sen men de dr fordragna bade dag och natt; ”for vad finns det att titta
pa?” Reportaget anvander snart sagt alla etablerade stereotyper om
fororten. "Pa en lekplats mitt 1 betongen stod en kldtterstallning dar
en flicka klattrade upp och ned, som en liten ratta som kilar runt i ett
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THINNER-RAG HELL

By the mid-1970s the image of Hammarkullen was changing from a place
where it was politicians, producers, and developers who committed the
assaults on the population to a place of social problems and violence.
The image of the lone mother with pram was replaced by teenage gangs
with thinner-rags. The suburb remained a dangerous place to live, but no
longer because of the inhuman architecture. Now it was the people there
who were dangerous. This was nothing unique to Hammarkullen—a simi-
lar change can be seen in the image of almost all Million Programme es-
tates—but Hammarkullen had a strong symbolic value.*® The very name
of the suburb had a hard, metallic ring to it.

This was particularly noticeable in the broadsheets and tabloids. In
the years 1975-1976, the bleak reports on the situation in Hammarkullen
reached a peak. Drugs, as the police noted with alarm, had moved out
from the centre to the suburbs, and Social Services allocated special re-
sources to combat abuse. The main concern was hash and stimulants.
The slightly younger were sniffing paint thinner. The tabloid GT printed
a photo of a cellar in Hammarkullen that had served as dope hole.*
Something previously associated with grotty tenement houses in inner-
city Haga or Landala had shifted to the basements under stolid rows of
suburban housing.

Many of those interviewed in the press about the catastrophic situa-
tion in Hammarkullen worked there in youth clubs, schools, and church-
es. There is no reason to doubt their stories or their commitment to the
place. Yet, as Lennart Zintchenko points out, the media coverage meant
they also received additional resources. Hammarkullen saw a whole
succession of city-funded projects.*” Hammarkullen also drew in peo-
ple who wanted to change the suburb—and the world. During the years
when the newspaper headlines were at their most frantic and the reports
were at their gloomiest, a vibrant local counterculture sprang up, thanks
largely to volunteers. An extensive and vital local cultural life developed.
Hammarkullen went from being an address to being a society, as Anders
Tornquist put it.*®

In a report from 1976, the city’s leisure and recreation department sin-
gled out four sets of problems in Hammarkullen: a gang of about twenty



hjul 1 buren.” Fotografierna, tagna av Bela Unger, bekriftar texten:
poliser som griper barn, folktomma miljéer, skrip. En bild visar en
overgiven shoppingvagn. En symbol f6r Hammarkullen, konstaterar
reportern; “en skulptur 6ver arkitekters missdad”.”’

Tackling — Daliga fororter som sindes 1 TV2 1977 innehaller stan-
dardvyerna fran Hammarkullen: panoreringar éver monotona fasa-
der, missbrukargénget med schéfer och en pensionér som tittar ut pa
torget fran balkongen till servicehuset. Sistndmnda ar ljudsatt med
musik av Ulf Dageby: "Det dr kvéll och jag star pa min balkong / det
glimmar 1 fonstren hos folket 1 betong / nere fran centrum hors ett
skrik / det 4r vil nagot barn som sniffar bort sitt liv.” Bilden 6vergar
till att visa mammor med barnvagnar.

Men tv-programmet skildrar ocksa det organiserade motstandet.
Hammarkullegruppen som organiserar befolkningen och pensionéren
Kalle som spelar schack med ungdomarna pa garden. De flesta som
uttalar sig talar svenska utan brytning, men ett par chilenare ar ocksa
med 1 programmet.” Det blev vérre nér tunnelbanan kom tll, berattar
en dldre kvinna till reportern. Nu kommer missbrukarna ut fran city.
Bussen hade kints som ett sdakrare kommunikationsmedel. Kvillstid
togs den underjordiska sparvagnshallplatsen 6ver av ungdomar och
missbrukare. Fér dem som inte hade bil kéndes det osékert att dka in
till stan. Nagon tunnelbana har Hammarkullen och Géteborg aldrig
haft. Kvinnans val av beteckningen "tunnelbana” vittnar om associa-
tioner till Stockholm och forstarker kinslan av hotfull storstadsmilj.

Men valdet utévar ocksa sin lockelse. Betong signalerade na-
got gratt och likformigt, men ocksé en hardare och mer spannande
plats 4n medelklassens villaomraden. Denna ambivalens &r tydlig 1
Nationalteaterns Vidr barn av vdr tid (1978) som utvecklar Ulf Dagebys

tema om det farliga férortscentrumet:

Garden dr stingd for linge sen
Snuten jagar tondrsging
Natten dir sa hard for betongens kungar

Vi ér barn av vér tid
vl ar barn av vér tid

Ar du radd for ditt eget barn

hlla mamma...?
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young sniffers; a large group of slightly older drug users; a large number
of people who were either mentally ill or on long-term sick leave who had
been housed in the suburbs; and unemployed mothers with substance
abuse problems.*” Under the doom-ridden headline ‘Here violence reigns’,
GT wrote that “Today, the neighbourhood around Hammarkulletorget is
a concrete ghetto where the dregs of society gather. Where apathy, abuse,
and violence reigns.*® A photograph shows the gangs in the centre. Both
the sniffers and the older addicts have Alsatians, GT informs its readers.
Just underneath is a photograph of an elderly woman looking down on
Hammarkulletorget from a ventilation window. The photo adheres to
the then well-established trope of the lonely person in the monotonous
facade. ‘At night, the thinner gangs rule in Hammarkullen. Many people
don’t dare venture out’: the caption drives the point home.

The men’s magazine Lektyr enlarged on the tabloid’s horror stories.
The magazine’s Bo H. Skoglund had lived in the district briefly, so it
was said his was the inside story on the violence and drugs, published
under the heading ‘Report from the concrete ghetto’. The first spread
consisted of a picture of an ambulance leaving Bredfjillsgatan: “The
boredom and isolation drives people to drug and alcohol abuse, crime,
and quite often to suicide. In the by-line photo, the reporter is standing
in front Hammarkulletorget’s grey facades, with a grim expression and
tinted glasses, for all the world as if he were a war reporter in a distant
land.*

Everything was grey, Skoglund reported, except for the curtains in
the tower blocks, but they are drawn day and night—‘for what is there to
see?” His report uses almost every suburban stereotype in the book: ‘In
a playground in the middle of the concrete was a climbing frame where
a girl was climbing up and down, like a little rat scampering around in
a wheel in a cage.! The photographs, taken by Bela Unger, corroborate
the text: police arresting children, howling concrete wildernesses, rub-
bish. One photograph is of an abandoned shopping trolley. A symbol of
Hammarkullen, says the reporter—a sculpture of architects’ misdeeds.”

The television programme Tackling—Dliga fororter (‘Tackling sink es-
tates’), which was broadcast on TV2 in 1977, also included all the stand-
ard shots of Hammarkullen: panning across monotonous facades, the
gang of addicts with Alsatians, a pensioner looking down on the square
from the balcony of the sheltered accommodation block, this last with an
Ulf Dageby song playing: ‘It’s evening and I stand on my balcony | The



Pa skivans svarta konvolut finns en svartvit bild av en langharig ton-
aring som sitter pd en betongmur. Bilden ar ofokuserad och néagra
detaljer gir inte att utldsa. Fotot ar taget av Lars Jakobsson pa Selma
Lagerlofs Torg pa Hisingen.”® Men det kunde vara vilken betong-
forort som helst. Muren associerar till en vanlig trop om férorten
som ett fangelse eller ghetto. Men en av betongens kungar anvander
betongmuren som tronstol.

En sarskild plats 1 férortsmytologin intas av torget. Det 4r en plats
av utsatthet och vald. Per Wirtén kontrasterar det mot innerstads-
torget som dr en plats for moten, sociala savil som demokratiska.”
Till férortstorget gar man for att handla. Nar afférerna ar stdngda tar
buset 6ver.

farsan sitter hemma framfor TVa
morsan sitter antagligen breve
lika bra att ta sig ner till EPA’s torg
ddr kan vi lata betongen gunga!
gasa och sniffa och flumma!

Varen 1978 hade Afionbladet en artikelserie om "Hur det ska gi
for barnen 1 Hammarkullen?” Pa ett uppslag jamfors klass 9D 1
Hammarkullen med klass 9D 1 Hovas, en stadsdel med hég medelin-
komstivistra Goteborg: "De fick inte samma chans”, lyder rubriken.
Pa en bild har de samlat oss, vi med daliga férutséttningar. Jag slas
av hur vita vi dr. Av de 23 som infunnit sig till fotograferingen kom
fyra fran militdrdiktaturernas Latinamerika, de flesta av oss andra
var f6dda 1 Sverige. Nedanfor bilden intervjuas Mikael Mohlén. Jag
minns att det var han som fick mig att soka till Hvitfeldtska gym-
nasiet, en innerstadsskola med hog status. "Invandrarna sig man
nastan aldrig 1 klassen”, berdttar han. ”Jag hade aldrig ndgon kansla
av att vi var trettio 1 klassen. Invandrarna var ddr sa séllan.” Jag
skulle férmodligen ha sagt nagot liknande. Artikelns clou var att det
var sd fa av oss som ldste vidare pa gymnasiet. De som gjorde det
hade nistan alla svenska namn som Carina, Martin och Lars-Goéran.
Av dem som inte hade det minns jag att Dariusz senare bytte till ett
"svenskklingande” namn.**

And3 finns det nigot anmirkningsvirt med pastiendet att vi
aldrig sdg till invandrarna. Det fanns réitt méanga 1 klassen som hade
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windows of the people in the concrete gleam | Down there in the centre
a scream | Spose it’s some child sniffing their life away” The picture shifts
to show mothers with prams.

But the same programme also showed the organized resistance. The
Hammarkullen group that organizes the locals, Kalle the pensioner who
plays chess with the young people in the square. Most of the people speak
Swedish without an accent, but there are a couple of Chileans in the pro-
gramme.’! It got worse when the underground arrived, an elderly woman
tells the reporter. Now addicts come out from the city. The bus had felt
much safer. At night, the underground station was taken over by young
people and drug addicts. For people who did not have a car, it did not feel
safe to go into town. Hammarkullen and Gothenburg have never had an
underground. The woman’s choice of the term ‘underground’ makes in-
ferences to Stockholm and heightens the feeling of an intimidating urban
environment.

But violence also had a certain allure. Concrete may have signalled
something grey and uniform, but also a harder and more exciting place
than a middle-class housing estate. This ambivalence is evident in the
prog rock group Nationalteatern’s Barn av vdr tid (1978, ‘Children of our
time’), in which Ulf Dageby enlarged on the theme of the dangerous
suburban centre:

The youth centre shut a long time ago
The filth hunt teenage gangs

The might is so hard for concrete kings
We are children of our time

We are children of our time

Are you afraid of your own child

hittle mama ... ?

The image is out of focus and some of the details cannot be made out. The
photo was taken by Lars Jakobsson in Selma Lagerl6fs Torg in Hisingen,
across the valley from Hammarkullen.?? But it could have been any con-
crete suburb. The wall echoes the common trope of the suburb as a prison
or ghetto. But one of the concrete kings is using it, a concrete wall, as his
throne.

There is a special place in suburban mythology reserved for the cen-
tral square. It is a place of vulnerability and violence. Per Wirtén contrasts



foraldrar fran andra lander: Finland, Jugoslavien, Polen... Men med
"mvandrare” avsag Mohlén antagligen endast latinamerikanerna, de
med annan hudfirg. Bland pressklippen hittar jag uppgifter om gang-
krig mellan svenskar och latinamerikaner. Det minns jag inte. Men
jag minns att vi drack 6l och de drack rédvin. Vad géller franvaro,
var det flera 1 klassen som nistan aldrig deltog pa nagra lektioner.
Manga av dem hade svenska foréldrar. Deras franvaro kopplades
inte samman med farg.

Fokuseringen pa férorten som en plats befolkad av ungdomsgang
och missbrukare avtog och ersattes under 1980-talet av férorten som
en icke-svensk plats. Per Wirtén noterar att det forsta klippet av detta
slag om Flemingsberg kom varen 1977 ndr Dagens Nyheter skrev att
40 procent av eleverna pa Flemingsbergsskolan var invandrade och
att de talade 22 sprak.”® I Jensens forsta bok om Hammarkullen ar
de utlandska invandrarna individer som alla andra. Fororten &r inte
en plats sarskilt avsedd for, eller férknippad med dem. Alla 1 Jensens
bok ar migranter. De har flyttat till Hammarkullen frdn andra delar
av landet, eller andra delar av vdrlden. Fa dr goteborgare sedan gene-
rationer. Men artikeln 1 4ffonbladet ar ett uttryck for att en ny bild av
Hammarkullen sd smatt borjar etableras. Fororten gér fran att vara
gra till att bli mangfirgad.

DEN FARGRIKA FORORTEN

Senhdsten 1997 visas teveserien Hammarkullen — eller vi ses i Kaliningrad,
1 regi av Agneta Fagerstrom-Olsson och med manus av Peter Birro.
Uppdraget, som kom fran Gunnar Carlsson pa Sveriges Television,
var att géra en serie om det "nya Sverige”, forortsverige.”® Birro hade
nagra ar tidigare skrivit Under bordet (1993), en roman som utspelas 1
Angered dér han vixte upp. Att just Hammarkullen fick ge namn at
serien berodde pa att det var en vilkdnd betongférort. Serien hade
kunnat heta nagot annat, eller varit inspelad 1 en annan stad eller
ett annat land, enligt Fagerstrom-Olsson.” Hammarkullen fick mycket
berém och flera priser, men métte ocksa kritik fran dem som bodde
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it to the inner-city square, which is a place for meetings, whether social or
democratic.”® The suburban square is somewhere you go to shop. When
the shops close, the trouble begins.

Dad sitting at home watching TV

Mum probably sitting next to him

Might as well head down to that crap square
where we can get the concrete rocking!

Huffing and smiffing and getting high!

In the spring of 1978, Afionbladet ran a series of articles on “What will be-
come of the children in Hammarkullen?”” One spread compared class 9D
in Hammarkullen with class 9D in Hovas, a neighbourhood in western
Gothenburg with a high average income: “They weren’t given the same
chance’, reads the headline. In one picture they had gathered us together—
we, the disadvantaged. I am struck by how white we were. Of the twenty-
three who turned up to be photographed, four came from the military
dictatorships of Latin America, and most of the rest of us were born in
Sweden. Below the photograph is an interview with Michael Mohlén.
I remember that it was he who persuaded me to apply to Hvitfeldtska
gymnasiet, a high profile inner-city high school. ‘You hardly ever saw
immigrants in the class, he said. ‘I never had any feeling that there were
thirty of us in the class. The immigrants were hardly ever there.” I prob-
ably would have said something similar. The whole point of the article
was that so few of us had gone on to high school. Of those who did,
almost all had Swedish names like Carina, Martin, and Lars-Goran, and,
of the ones who did not, I remember Dariusz later switched to a ‘Swedish-
sounding’ name.**

Yet even so, there is something remarkable about the claim that we
never saw any immigrants. There were quite a few in the class who had
parents from other countries—Finland, Yugoslavia, Poland—but by ‘im-
migrants’, Mohlén was probably only thinking of the Latin Americans,
the ones whose skin was a different colour. Among newspaper cuttings,
I find a report on a gang war between Swedes and Hispanics. That is
not something I remember. I do remember that we drank beer and they
drank red wine. When it came to truancy, there were others in the year
who almost never attended any classes at all. Many of them had Swedish
parents. Their absence had nothing to do with their skin colour.



dar. De ansdg att det inte var en korrekt bild av stadsdelen. I se-
rien finns mycket lite av det som skapat Hammarkulleandan — den
kollektiva organiseringen. Oavsett dess fiktiva karaktir paverkade
serien bilden av Hammarkullen, kanske huvudsakligen bland dem
som aldrig varit dar, men antagligen ocksa hos hammarkulleborna.
Jagbortser darfor 1 detta sammanhang att en del scener ar filmade pa
annat hall och att Birros historier och karaktarer kanske inte primart
ar hamtade fran den stadsdel som lanat serien sitt namn.’®

Serien 6ppnar med en svensk flagga till synes malad 1 sand.
Flaggan 16ses upp och vi ser en ensam man pa en balkong som skriker
"Voglio una donna!” Scenen upprepas 1 de foljande avsnitten under
olika arstider. "Voglio una donna!” ar f6rstas en hyllning till Fellini
fran Birro dér den existentiella ensamheten flyttats fran landsbyg-
dens Italien till betongforortens Sverige. Scenen anknyter till tropen
“ensamma minniskor pa balkonger” som den visuella produktionen
fran Hammarkullen och andra liknande bostadsomraden vimlar av.
Men dven om ensambhet ar ett dterkommande tema 1 tv-serien som
helhet — hir finns ensamma vita mén, ensamma vita kvinnor och
en och annan ensam invandrare pa jakt efter kirleken — dr det myll-
ret av méanniskor av olika slag som ar det dominerande intrycket.
Balkongerna far indikera hyresgasternas etniska bakgrund och olika
drommar. Ndgon har en persisk matta hingande fran sin balkong 1
vad som tycks vara en intertextuell referens till den ovan nimnda
bilden 1 Jensens Hammarkullen dar nagra sangklader bryter av mot
fasadens monotoni. En svart man har klitt in balkongen som vore
den en hydda i Afrika. Serien dr ndgot av en burlesk och delar dess
kombination av att hickla makten och att anvanda etniska stereoty-
per. I ett snabbt tempo presenteras omradets problematik redan 1 det
forsta avsnittet: det eftersatta underhallet 1 lagenheterna, fattigdom,
missbruk, brottslighet och sprakforbistring.

Efter Fellinianspelningen f6ljer 1 forsta avsnittet bilder av nedmon-
teringen av ett av husen pa Hammarkulletorget. Rivningsarbetet ar
ett dterkommande inslag 1 de f6ljande avsnitten. Det kom in pa ett
sent stadium 1 manusarbetet, men gav serien dess undertitel.” Bland
alla de rykten som spreds om vad som skulle hainda med byggele-
menten fanns ett om att de skulle skeppas till Kaliningrad. Detta blir
en snackis bland seriens a-lagare pa parkleken - alla vita mén med
havererade dréommar pa det personliga eller politiska planet. En av
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The focus on suburbia as a place populated by gangs and drug ad-
dicts waned, to be replaced in the 1980s by the suburb as a site of non-
Swedishness. Per Wirtén notes that the first news report of this kind about
Flemingsberg in south Stockholm came in the spring of 1977, when Dagens
Nyheter wrote that 40 per cent of the pupils at the main school there were
immigrants and between them spoke twenty-two languages.* In Jensen’s
first book about Hammarkullen, foreign immigrants were individuals like
any other. The suburb was not a place specifically designed for them or
associated with them. All the people in Jensen’s book are migrants. They
had moved to Hammarkullen from other parts of the country, or other
parts of the world. Few families had been in Gothenburg for more than a
couple of generations. However, the article in 4ffonbladet was one sign of
the new image that was slowly gaining ground, in Hammarkullen as else-
where. The suburb was going from being drab to being multicoloured.

THE COLOURFUL SUBURB

In the late autumn 1997 a television series was broadcast entitled
Hammarkullen—eller vi ses 1 Kaliningrad (‘Hammarkullen—or see you in
Kaliningrad’), directed by Agneta Fagerstrom-Olsson and with a screen-
play by Peter Birro. They had been commissioned by Gunnar Carlsson
at Sveriges Television to make a series about the ‘new Sweden’—suburban
Sweden.”® Birro a few years earlier had written Under bordet (1993, ‘Under
the table’), a novel set in Angered, where he grew up. That Hammarkullen
gave its name to the series was because it was such a well-known concrete
suburb. The series could just as well have been called something else,
or have been filmed in another city or even another country, according
to Fagerstrom-Olsson.”” Hammarkullen met with critical acclaim and won
several awards, but also faced criticism from the people who lived there.
They felt that it was not an accurate representation of their district. In the
series there is very little of what created the Hammarkullen spirit—the col-
lective organization. Regardless of its fictional nature, the series affected
the image of Hammarkullen, perhaps mostly among those who had never
been there, but probably also the residents themselves. For that reason,



dem langtar hem till Stockholm men har missat taget 1 saval bokstav-
lig som metaforisk mening. En annan saknar den politiska kampen 1
driftcellen pa varven.

Trasproletariatet ar alltsd genomgdende vitt, men det dr ocksa
de flesta av maktens representanter. Poliserna &r vita (skdningar).
Arbetsformedlaren som ger tips om svartjobb — med en ursakt f6r be-
ndmningen, men inte for verksamheten — ar vit svensk. Det dr ocksa
den neurotiska socialarbetaren som far panik nér en svart kvinna
med manga barn skapar oreda pa hennes kontor och fastighetsskota-
ren som hjalper till med vrikningar. Ove Sernhede har i flera studier
baserade pa intervjuer med ungdomar i Hammarkullen analyserat
deras sjdlvbild och relationer till majoritetssamhillets normer:
"Nar alla socialarbetare, larare, fritidsledare och administrativ
personal efter dagens slut tar sina bilar och dker den dryga milen till
bostadsomradena 1 G6teborgs innerstad ersdtts de av vaktbolag och
polis — "ockupationsmakten har vaktavlosning’.”®® Fororten upplevs
som belagrad. En forort som ungdomarna uppskattar och forsvarar.®!

Till de lokalt mest omdiskuterade Gverdrifterna hor gianget av
unga bosniska snipers, Hammer Boys. De skjuter 1 férsta avsnittet
prick fran ett hoghustak pa en vilsen mans ballonger — metaforer for
drommar om en annan virld? — och dédar i det sista avsnittet Svantes
kungspudel - han 4r en f6rortssarling. Den vita hundkroppen bérs av
dgaren genom Hammarkullekarnevalen som vore den ett offerlamm.
Symboliken understryks av att barnen 1 en efterféljande scen firar
ner ett kors fran ett héghustak. Sdlunda knyts karnevalens kristna
tematik till dramats offersymbolik.

Att serien avslutas med karnevalen ar knappast férvanande.
Under sin fyrtiodriga historia har den fatt en framtradande plats 1
bilden av Hammarkullen. Det ar dock relativt sent som den blivit ett
tecken for mangkultur. Karnevalen startade 1974 som en del av Frisko-
projektet 1 Hammarkullen.® Lange var den ocksa framst inriktad pé
barn och unga, med ett uttalat mal att motverka de sociala problem
som forknippades med Hammarkullen.®® Men karnevalsledningen
tog ocksa tidigt kontakt med latinamerikanerna fér "att fa den ratta
stimningen 1 karnevalen”.* Startpunkten f6r karnevalen samman-
foll 1 tid med att de forsta flyktingarna fran Chile och Bolivia anlidnt
till Hammarkullen. Antagligen férknippades sydamerikaner 1 stort
med karnevalen 1 Rio de Janeiro - 1 vilket fall ansdgs de nyanlinda
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I will ignore the fact that some scenes were filmed elsewhere and that
Birro’s stories and characters may not have been drawn primarily from
the district that lent the series its name.*

The series opens with a Swedish flag apparently drawn in sand. The
flag dissolves and we see a lone man standing on a balcony, screaming
‘Voglio una donna’. The scene is repeated subsequent episodes in differ-
ent seasons. ‘Voglio una donna!’ is of course Birro’s tribute to Fellini, with
the existential loneliness shifted from rural Italy to a concrete suburban
Sweden. The scene also invokes the ‘lonely people on balconies’ trope
that the visual record of Hammarkullen and other, similar neighbour-
hoods abounds in. But even if loneliness is a recurring theme in the series
as a whole—lonely white men, single white women, and the occasional
lonely immigrants in search of love—the dominant impression is still of
throngs of people of various kinds. The balconies are used to indicate
tenants’ ethnic backgrounds and dreams. Someone has a Persian rug
hanging from his balcony in what seems to be an intertextual reference
to the picture in Jensen’s Hammarkullen in which some bedding breaks
the monotony of the facade. A black man has draped his balcony as if it
were a hut in Africa. The series is something of a burlesque, with much
the same combination of speaking truth to power, satire, and ethnic ste-
reotypes. At a cracking pace, it outlines all the district’s problems in the
very first episode: poor maintenance, poverty, substance abuse, crime,
and language problems.

After the Fellini reference, the very first scene shows the dismantling
of one of the blocks of flats in Hammarkulletorget. The demolition work
is then a regular feature in the following episodes. It was a late addition
to the screenplay, but ultimately gave the series its subtitle.”” Among the
many rumours circulating about what would happen to the prefabricated
units was one that they would be shipped to Kaliningrad. This becomes
a favourite topic among the local winos down at the park—all white men
with failed dreams on a personal or political plane. One of them is home-
sick for Stockholm but has missed the train, both literally and metaphori-
cally. Another misses the political cut and thrust of Communist activism
at the shipyard.

The lumpenproletariat are thus without exception white, but then
so are most of the representatives of power. The police are white (and
come from Skane in the south of Sweden). The job centre supervisor
who gives tips about jobs in the black economy—with an apology for the



chilenarna och bolivianerna ha en sjalvklar plats 1 karnevalen. Som
en historiens ironi blir Hammarkullekarnevalen vad som dr kvar av
drommen om att bygga ett Brasilia 1 Géteborgs norra utkant.

Vid mitten av 1980-talet hade karnevalen utvecklats till en kom-
bination av varldskultur och lokalrevy. Férutom karnevalstaget inne-
holl det exempelvis 1985 loppmarknad, teater, trolleri, marknad med
"matfranhelavirlden”, latinamerikansk musik, Hammarkullsskolans
schlagerfestival och ett framtrddande av Kurt Olsson (skadespelaren
Lasse Brandebys fiktiva hemmafixare och besserwisser).® I medie-
rapporteringen, liksom 1 tv-serien far de exotiska inslagen mest plats,
1 synnerhet sjdlva karnevalstaget som gor sig bra i bild. Harmed f6r-
stirks bilden av férorten som en visserligen lockande men i grunden
frammande plats.

IBoverkets rapport Socialt héllbar stadsutveckling fran 2009 framhalls
karnevalen som en attraktion. Det &r, enligt myndigheten, en ater-
kommande héndelse som sprider en positiv bild av Hammarkullen.*
Detta dr ocksa nagot som Bostadsbolaget upptickt. I reklam frian
mitten av 1980-talet och framat ar det vanligt med fotografier fran
karnevalen.”

Tv-serien dr 6verhuvudtaget full av udda karaktarer. En av dem,
en uniformskladd rojalist samlar in pengar till Sveriges konung pa
torget. I det nést sista avsnittet framtrader han rent utav som kryp-
tonazist niar han skanderar "Sverige dt svenskarna” vid en nazist-
demonstration. Rojalisten och nazisterna framstills som férlorare,
som spelar makten 1 hidnderna. Den av nazisterna som vi kommer
nirmast bor pa Hammarkulletorget med sin ensamstaende mor som
jobbar 1 en fiskfabrik. P4 sonens sovrumsvigg hénger en reproduk-
tion av Gustaf Cederstréms Kar! X11I:s likfird mellan portritt av Adolf
Hitler och Rudolf Hess.

De etniska stereotyperna ar patagliga. Italienarna (sicilianare)
driver pizzeria, ryssarna tillh6r maffian, romerna musicerar, de mus-
limska kvinnorna féder ménga barn och finnarna super. Det {6-
rekommer ocksa uttalade motsittningar mellan olika grupper, inte
minst mellan serber och bosnier. Nagra scener — som den ovan an-
forda "afrikanska” balkongen — balanserar pa gransen till etnotistis-
ka banaliteter, som den somaliska mannen som tillverkar "svenska”
jultomtar for forsdljning. De ér alla vita med réda tomtedrakter.
Men sd har han ocksa gjort en afrikansk, somalisk tomte, som ar
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politically incorrect term, but not for the law-breaking—is a white Sweden.
So 1s the neurotic social worker who panics when a black woman with a
large number of children makes a mess of her office, and so is the care-
taker who helps with evictions. Ove Sernhede, in several studies based
on interviews with young people in Hammarkullen, has analysed their
self-image and relationships with the norms of majority society: “When
all the social workers, teachers, youth club leaders, and administrative
staff get in their cars at the end of day and drive the ten kilometres or so
to the residential areas of Gothenburg’s city centre, they are replaced by
the security companies and the police—“the occupying forces’ changing
of the guard”® The suburb is felt to be under siege. A suburb that young
people appreciate and defend.®

One of the series’ most controversial exaggerations, particularly lo-
cally, concerned the gang of young Bosnian snipers, the Hammer Boys.
In the first episode, they are scoring bulls-eyes from the roof of one of the
blocks of flats, shooting the balloons of a man who has got lost—meta-
phors for dreams of another world?—and in the last episode they shoot
the local eccentric Svante’s poodle. The white body of the dog is carried
by its owner through the middle of the Hammarkullen carnival as if it
were a sacrificial lamb. The symbolism is underlined by the children in
a subsequent scene lowering a cross, again from the roof of the block of
flats. The carnival’s Christian themes are tied into the drama’s sacrificial
symbolism.

That the series ends with the local carnival is hardly a surprise. Over
the course of its forty-year history, it has played a prominent part in
Hammarkullen’s image. However, it was only relatively recently that it
had become a sign of multiculturalism. The carnival started in 1974 as
part of the Frisko project in the suburb.® For a long time it was principally
focused on children and adolescents, with the stated objective of counter-
acting the district’s social problems.® But the carnival management were
also in early contact with local Latin Americans in order ‘to give the car-
nival the right atmosphere’.®* The carnival was started at about the time
when the first refugees from Chile and Bolivia arrived in Hammarkullen.
It is likely that South Americans were associated en masse with the carni-
val in Rio de Janeiro, in which case the Chilean and Bolivian newcomers
would have an obvious part to play in the carnival. It is an irony of history
that the Hammarkullen carnival is all that remains of the dream to build
the Brasilia of the north in the outskirts of Gothenburg.



nagot storre och liknar de "afrikanska” skulpturer som siljs som
turistsouvenirer.

Vita svenskar dr med fa undantag i serien antingen representan-
ter for makten, missbrukare, sarlingar eller nazister. Men det finns
undantag som ligger ndrmare en vit normalitet. Ett av dessa ar Josef
(Shanti Roney), kommunisten Franks son, som far sparken fréan livs-
medelsaffiren for att han inte vill sitta 4t unga snattare. Och en av
dessa, en blek svensk pojke, blir férélskad 1 en muslims flicka. Deras
oskuldsfulla relation far ett abrupt slut nir hennes pappa hittar dem
1 tv-soffan dar de adter chips och tittar pa film. I det upprérda samta-
let mellan férdldrarna bestdms att flickan ska hallas under stringare
uppsikt. Foraldrarnas stringa regim férhindrar hennes méjligheter
till ett mer ”svenskt” liv. I en annan scen ser vi hur pojken férsoker
konvertera till islam. Det foljer ett etablerat monster att vita har viljan
och potentialen att 6verskrida sin bakgrund och bli ndgon annan,
medan icke-vita klavbinds av traditionens makt.

Den omarkerade normalitet som seriens manga personer och kol-
lektiv kretsar kring ar vit men langtifran helyllesvensk. Den italiensk-
svenska familjen, liksom seriens bosnisk-serbiska kérlekspar (i sig en
Romeo och Julia-parafras 1 kamp med den bosniska flickans familj),
framstar som minst avvikande, medan de flesta svenskar bryter mot
normalitetsnormen. Ocksd finnarna har problem att anpassa sig till
"det nya Sverige” och flyttar hem till Rovaniemi. Det 4r - kanske
symtomatiskt med Birros italienska pabra — ocksa en av sénerna,
Marco (Ove Wolf), 1 den italiensk-svenska familjen som ”16ser” pro-
blemet med den ryska maffian — nagot som den vita, svenska polisen
inte visat sig klara — genom att ta livet av dess ledare, Boris (Antti
Reini). Detta sker dock till priset att han maste fly landet hals 6ver
huvud. Kvar blir Sandra (Cecilia Frode), den svenska flicka som
har ett forhéallande med Marco, med férhoppningen om att en gang
kunna aterférenas hangande 1 form av ett smycke kring halsen. Hon
ar seriens och Hammarkullens blonda prinsessa, ldamnad kvar 1 sitt
betongslott.

Tv-serien avslutas med en stor fest med fylla och férsoningssce-
ner. Den 4r, vid sidan om en motdemonstration mot nazisterna och
karnevalen, den enda kollektiva manifestationen 1 de fyra avsnitten.
Det ér partyt som férenar hammarkulleborna, inte den organiserade
kampen. Pa festen spelar varldsmusikgruppen Svarta safirer, enligt
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By the mid-1980s, the carnival had evolved into a celebration of
world culture combined with a local revue. As well as the carnival parade,
in 1985 for example it featured a jumble sale, theatre, a conjuror, a mar-
ket with ‘world cuisine’, Latin American music, the local school’s song
contest, and a performance by Kurt Olsson (the actor Lasse Brandeby’s
fictional DIY expert and know-it-all).® In the media coverage, as in the
television series, the exotic features took up most space, especially the car-
nival parade, which always looked good in pictures. This thus reinforced
the image of the suburb as an admittedly attractive but fundamentally
alien place.

In the 2009 report Socialt hallbar stadsutveckling (‘Socially sustainable
urban development’) by Boverket (the National Housing Board), the car-
nival is listed as an attraction—a recurring event that spread a positive
image of Hammarkullen.® This was also something that had struck the
municipal housing corporation Bostadsbolaget. In their advertising from
the mid-1980s onwards, they tended to use photographs of the carnival.”

The television series as a whole is full of quirky characters. One of
them, a uniformed royalist, stands in the square collecting money for the
king of Sweden. In the penultimate episode he turns out to have been a
crypto-Nazi when he is found chanting ‘Sweden for the Swedes’ at a Nazi
demonstration. The Royalist and Nazis are portrayed as losers, playing
into the hands of the authorities. The Nazi who viewers get to know best
lives in Hammarkulletorget with his single-parent mother, who works
in a fish factory. On his bedroom wall hangs a reproduction of Gustav
Cederstrom’s The Body of Charles XII of Sweden Being Carried Home from
Norway between portraits of Adolf Hitler and Rudolf Hess.

The ethnic stereotypes are pronounced. The Italians (Sicilians) run
the pizzeria; the Russians belong to the Mafia; the Roma make music;
the Muslim women have a great many children; the Finns drink. There
are also pronounced differences between groups, particularly between
Serbs and Bosnians. Some scenes, like the one on the ‘African’ balcony,
teeter on the edge of ethnic banality—such as the Somali man who pro-
duces ‘Swedish’ Santas for sale. (All of them are white, with red Father
Christmas outfits. But he has also made a Somali Father Christmas,
which is slightly larger and resembles the ‘African’ sculptures that are
sold as tourist souvenirs.)

White Swedes in the series, with a few exceptions, are either rep-
resentatives of the state, addicts, eccentrics, or Nazis; the handful who



eftertexterna, “zigenarmusik” medan seriens olika karaktdrer ater,
dricker, dansar och har uppgorelser med sig sjdlva och andra. Nar
festen dr 6ver sjunger Rojalisten den svenska nationalsangen medan
kameran panorerar éver spillrorna efter festen. Rojalisten star pa
en av de fotbollsplaner pa Bredfjallsgatan som sa ofta férekommit 1
bildproduktionen fran Hammarkullen, inklusive Jens Jenssens forsta
bok. Christian Fiedlers starka stimma lyfter scenen 6ver det pate-
tiska Aven om symboliken dr mangtydig, for att inte sdga oklar — na-
got som dven giller serien som helhet. Ar det mahinda den svenska
nationalismen som segrar efter att den mangkulturella festen somnat
in? Eller dr det en frdga om assimilering av det svenska 1 det mangkul-
turella? De allra sista bildrutorna visar Pundaren 1 tvangstréja som
stirrar ut mot tv-tittaren, 1 en paranoisk skrack for att vara iakttagen.
Alternativt som en paminnelse om att vi alla &r bundna av det sociala
tvanget.

Ett par ar efter Hammarkullen, 1999, kom Bo Harringer och Renzo
Anerdds film 88 Soldiers om hiphop 1 Hammarkullen. Filmen foljer
Hammar Hill Click, ett av Goteborgs forsta och storsta hiphopkol-
lektiv, med ett femtontal medlemmar. Hammar Hill Click, liksom
filmen 88 Soldiers, har den uttalade malséttningen att ge en annan bild
av fororten och att bekdmpa rasismen. Ove Sernhede beréttar om
hur férbryllad han férst blev av namnet 88 Soldiers — 88 ar nazistisk
numerologi féor Heil Hitler - och hur vil ungdomarna argumente-
rade for att vrida symbolen ur rasisternas hinder och ge den en ny
inneb6rd (Hammer Hill; Hammarkullen).%® Det forefaller ockséd ha
lyckats. Det trycktes t-shirts med symbolen 88, det fanns en Club 88,
och vi far 1 filmen moéta tva personer som later tatuera 88 pa ryggen.

88 Soldiers ar filmad under 1997 och 1998, det vill siga under den
tid Hammarkullen visas férsta gangen 1 svensk teve.” En spelfilm och
en dokumentir later sig inte jamféras pa nagot enkelt sétt, men en
omedelbar iakttagelse dr att perspektivet 1 88 Soldiers ar mer samtida
(manga av Hammarkullens referenser pekar bakat, den har ett drag av
nostalgi) och mer inifran. I 88 Soldiers finns inga udda individer men
vil starka personligheter som organiserar aktiviteter mot rasism och
féor Hammarkullen.
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are not are general closer to a white normality. One of these is Joseph
(Shanti Roney), son of the communist Frank (Anders Lénnbro), who is
sacked from the supermarket because he does not want to target young
shoplifters. One of them, a pale Swedish boy, falls in love with a Muslim
girl. Their innocent relationship comes to an abrupt end when her father
finds them on the living-room sofa eating crisps and watching a film. In a
heated exchange between the parents, it is decided that the girl be kept un-
der stricter supervision. The parents’ strict regime limits her chances for a
more ‘Swedish’ life. In another scene, we see how the boy tries to convert
to Islam. This follows the established pattern that the white person has the
will and ability to transcend his background and become someone else,
while non-whites are shackled by tradition.

The unremarked normality around which the series’ many individu-
als and collectives revolve is white, but far from being all-Swedish. The
Italian-Swedish family, like the Bosnian-Serb lovebirds (theirs being a
Romeo and Juliet story, given the battle with the Bosnian girl’s family),
appear the least deviant, while most of the Swedes violate the normality
norm. The Finns too have trouble adapting to ‘the new Sweden’, and
move back to Rovaniemi. In the end, and perhaps characteristically given
Birro’s Italian descent, it is one of the sons of the Italian-Swedish family,
Marco (Ove Wolf), who ‘solves’ the problem of the Russian Mafia (some-
thing the white Swedish police have not proved able to do) by killing their
leader, Boris (Antti Reini). The price for doing so, however, is headlong
exile. That leaves Sandra (Cecilia Frode), his Swedish girlfriend, clinging
to the hope that one day they will be reunited—a hope that hangs around
her neck in the shape of a pendant. She is the series’ and Hammarkullen’s
blonde princess, left behind in Marco’s concrete castle.

The television series ends with a big drunken party, replete with rec-
onciliations. Other than the carnival and a counter-demonstration against
the Nazis, this is the only collective manifestation in the four episodes:
what brings the Hammarkullen residents together is not the activists’
organized struggle, but a knees-up. At the party, the world music group
Svarta safirer perform what the credits list as ‘gypsy music’ while the
show’s various characters eat, drink, dance, and ensure that all matters
come to a head. When it is all over, the royalist sings the Swedish national
anthem while the camera pans over the wreckage of the party. The royal-
ist is standing on one of the soccer fields in Bredfjéllsgatan, as happens
so often in photographs of Hammarkullen, including Jens Jenssen’s first



VITHET OCH VISSHET

I Jensens forsta bok om Hammarkullen talar flera av de intervjuade
om deklassering. Segregeringen knéts till klass. Iva decennier senare
hade klass ersatts av ras. Den fattigaste delen av arbetarklassen hade
rasifierats, och stora delar av befolkningen hade inte ens ett jobb.
Utanférskapets vithetsdimension har 1 var samtid fortydligats ytterli-
gare av att statsminister Fredrik Reinfeldt 2011 noterade att arbetslds-
heten var ldg bland etniskt f6dda svenskar mitt 1 livet”.”” Det kan knap-
past utldsas som ndgot annat dn medeldlders vita mén(niskor), vilket
foranledde saval berém fran Sverigedemokrater som kritik fran andra
grupper. I boken Om ras och vithet i det samtida Sverige konstaterar Fataneh
Farahani, Tobias Hiibinette, Helena Hérnfeldt och René Le6n Rosales
att "forort” 1 praktiken "kommit att betyda en stadsdel som domineras
av icke-vita, medan férorter som domineras av vita inte ldngre betraktas
som fororter. ‘Fororten’, ofta just med versal och 1 bestdmd form, alltmer
uppfattas som en icke-svensk plats dir det bor icke-svenskar””!

Aven om beteckningen férort kan ges en neutral definition
som en ort eller ett bostadsomrade 1 utkanten eller 1 narheten av
en stOrre stad vars invanare ar beroende av staden for arbete och
service, anvands den numer sillan om omraden som bebos av vit
medelklass. Orgryte, Askim och Torslanda betecknas sillan som
fororter. Fororten ér icke-vit. Samtidigt med denna process har vit-
hetens granser omférhandlats. Invandrargrupper som finldndare,
balter och 6steuropéer har "kommit att bli alltmer inkluderade 1
svenskheten genom sina vita kroppar”, konstaterar forfattarna till
Om ras och vithet i det samtida Sverige. De sitter detta 1 samband med
att "Sverigedemokraterna far stéd dven av vissa vita invandrar- och
minoritetsgrupper”.” Segregationslinjen gar mellan vit och icke-vit,
inte mellan vem som ar svensk eller inte. Vit blir 1 det allmdnna
sprakbruket alltmer liktydigt med svensk, samtidigt som den svenska
befolkningen blivit alltmer méangfargad. Idag ar férorter inte férorter
for att de ligger pa en viss plats, utan {or att de befolkas av vissa ka-
tegorier minniskor, skriver Minoo Alinia.”

Det som hint under tjugoarsperioden fran Nationalteaterns Barn
av vdr tid dr salunda att fororten dndrat farg, fran vit till icke-vit. Det
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book. Christian Fiedler’s powerful voice lifts the scene above the pathetic,
although the symbolism is ambiguous, not to say obscure—something,
in fact, that is true of the series as a whole. Is this Swedish nationalism,
victorious after the multicultural party has folded? Or is this Swedishness
assimilated into multiculturalism? The very last frames show the junkie in
a straitjacket, staring out at the viewer, gripped in a paranoid fear of being
watched. Or, alternatively, to remind the viewer that we are all bound by
social compulsion.

In 1999, a couple of years after Hammarkullen, came Bo Harringer and
Renzo Aneréd’s film about hip-hop in the suburb: 88 Soldiers. The film
follows Hammer Hill Click, one of Gothenburg’s first and largest hip-hop
collectives, with fifteen members. Hammer Hill Click, like the film 88
Soldiers, had the stated aim of offering a different picture of the suburb and
of combatting racism. Ove Sernhede explains how puzzled he was at first
by the title 88 Soldiers—88 is the neo-Nazi abbreviation for Heil Hitler—and
how well the young people argued for taking back the symbol from the
racists and giving it a new meaning: Hammer Hill—a literal translation of
Hammarkullen.® It appears to have succeeded, too. There were T-shirts
with the symbol 88, there was a Club 88, and in the film we meet two
people who have 88 tattooed on their backs.

88 Soldiers was filmed in 1997-8, in other words during the time
Hammarkullen was first shown on Swedish television.®” A television se-
ries and a documentary are not readily comparable, but one immediate
observation is that 88 Soldiers has a more contemporary feel (many of
Hammarkullen’s references are retrospective, and it has more than a touch
of nostalgia) and an insider’s perspective. In 88 Soldiers there are no odd
individuals, but plenty of strong personalities who organize activities
against racism and for Hammarkullen.

WHITENESS AND ASSURANCE

In Jensen’s first book about Hammarkullen, several of the interviewees
talked about being declassed. Segregation was then linked to class; two
decades later, class had been replaced by race. The poorest sections of



som tidigare har varit svért att se med blotta 6gat, skriver Qaisar
Mahmood, namligen klassdimensionen, har 1 var samtid fatt farg.”
Det gor ocksa klassresor svarare. Mycket av den moderna virldens
drommar och kultur har handlat om méjligheten till f6rvandling och
forstallning. Arbetaren som byter skepnad genom andra klader och
genom att tilldgna sig 6verklassens sprak har beroende pa klassper-
spektiv uppfattats som en mojlighet eller ett hot. De tidigare 1 bo-
ken anférda invandrartjejerna som fargar haret och anvinder bla
kontaktlinser anvander samma strategi, liksom mina klasskamrater
1 Hammarkullen som bytte till svenskklingande namn. For den som
har en patagligen moérkare hudfarg har férvandlingen varit svarare
1 Sverige.

Men den idr inte omojlig ens1dagens rasistiska vastvarld. Eftersom
vit f6rblir en vag och férhandlingsbar kategori finns méjligheter f6r
dem som inte entydigt faller utanfér den, som Coleman Silk i Philip
Roths The Human Stain (2000) som viljer att leva sitt liv som vit (jude)
1 stéllet for svart. Detsamma giéller manga av dem som sigs som
svartskallar 1977 men som 1997 gick f6r svennar. Vithetens demarka-
tionslinjer ritas stindigt om idag likvil som under 1800-talet. Det kan
tyckas chockerande att se irlindare karikerade som apor 1 1800-ta-
lets brittiska skamtpress, eller ldsa Benjamin Franklins utlatande att
svenskar dr "generally of what we call a swarthy Complexion”.”
Lika chockerande borde bruket att bendmna icke-vita svenskar for
invandrare vara.

Att forbinda inre egenskaper med specifika utseenden dr att géra
virlden enklare. Savil rasbiologin som 1800-talets f6rsok att forbinda
kriminalitet med vissa anletsdrag syftade ur detta perspektiv till att
skapa visshet. Den paranoida kommunistskriacken under det kalla
kriget, 1 synnerhet 1 USA, hamtade mycket av sin ndring ur att det
inte gick att se vem som var fiende. En likartad skrack har vuxit fram
efter 9/11. Spanningen i den amerikanska tv-serien Homeland (2011)
ligger 1 att det inte gar att avgéra om den hemvindande officeren
Nicholas Brody (spelad av Damian Lewis) ar muslimsk terrorist eller
amerikansk patriot. Hans réda har, grabld 6gon och slitrakade an-
sikte avslojar inget. Att han gdmmer en bonematta 1 garaget framstar
1 sammanhanget som en eftergift till thrillergenrens konventioner.

Efter 9/11 har ytterligare en forskjutning skett 1 konnotationer-
na kring foérorten. Den associeras nu alltmer som en hemvist for
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the working class had been racialized, and large sections of the popula-
tion did not even have a job. The white dimensions to alienation have in
our own day been further corroborated by the Prime Minister Fredrik
Reinfeldt’s observation in 2011 that unemployment was low among the
‘ethnic-born Swedes in the middle of life’” This can hardly be thought
to refer to anything but middle-aged white people, or rather men, which
brought both praise from the Sweden Democrats on the far right and criti-
cism from other groups. In the book Om ras och vithet i det samtida Sverige
(‘On race and whiteness in contemporary Sweden’), Fataneh Farahani,
Tobias Hiibinette, Helena Hornfeldt, and René Ledn Rosales find that
‘the suburbs’ in practice have come to mean ‘a neighbourhood dominated
by non-whites, while suburbs that are dominated by whites are no longer
regarded as suburbs. The suburbs, ‘usually in the definite form, are in-
creasingly perceived as non-Swedish places where non-Swedes live.”
Although the term ‘suburb’ can be a neutral designation of a specific
place on the outskirts of a major city whose inhabitants are dependent on
the city for work and services, it is now only rarely used of areas inhabited
by the white middle class. Hence Orgryte, Askim, and Torslanda are rare-
ly described as suburbs; real suburbs are non-white. Concurrently with
this process, the limits of whiteness have been renegotiated. Immigrant
groups such as Finns, Balts, and East Europeans have ‘increasingly been
included in Swedishness by dint of their white bodies’, state the authors
of Om ras och vithet. They put this in the context by pointing out that ‘the
Sweden Democrats have supporters even among some white immigrant
and minority groups’’ The segregation line runs between white and non-
white, not between who is Swedish and who is not. White, in everyday
language, is increasingly synonymous with Swedish, at the same time as
the Swedish population has become increasingly diverse. Today, the sub-
urbs are not the suburbs because they lie in certain places, but because
they are populated by certain categories of people, writes Minoo Alinia.”
What has happened in the twenty years since Nationalteatern’s Barn
av vdr tid 1s that the suburbs have changed colour, from white to non-
white. Something that previously was difficult to see with the naked eye,
writes Qaisar Mahmood, namely the class dimension, has in our day
taken on colour.” It also makes climbing the social ladder more diffi-
cult. Much of the modern world’s dreams and culture have centred on
the possibility of transformation and dissimulation. The worker who
changes guise by dressing differently and appropriating the language of



muslimer. Muslimer gestaltas oftast som icke-vita 1 svensk visuell
kultur. Deras framsta visuella igenkanningstecken ar huvudkladna-
den f6r kvinnor och skigget for min. Detta paminner om det tidiga
1800-talets anvindning av attribut for att beteckna etnicitet och na-
tionalitet, det vill séiga tiden da den svenska nationaliteten satt utanpa
kroppen, inte 1 kroppen. Det dr med Aleksander Motturis begrepp
frdgan om en etnotism snarare 4n en rasism.”® Skillnadstdnkandet &r
inte upphavt utan forflyttat fran kroppens insida till dess utseende,
fran gener till klader. Men eftersom de kulturella traditionerna for-
vintas reproduceras 1 "invandrartita miljéer” har de en hog grad av
permanens.
DebatterochmedierapporteringfrainomradensomHammarkullen
har mycket kommit att fokusera pa vad som uppfattas som synliga
uttryck for muslimsk radikalism: man med skigg och kvinnor med
tdckta huvuden. Harigenom synliggors hotet och blir potentiellt méj-
ligt att kontrollera, exempelvis genom att forbjuda flickor att bara
niqab 1 skolan. En visuell trop som ersatt 1970-talets ensamma mam-
mor med barnvagn och likaledes ensamma pensiondrer som tittar ut
genom fonster ar kvinnor 1 heltickande klddsel pa foérortstorg.
I rapporten Miljonprogram och media. Forestéllmingar om médnmskor och
fororter (2002) sammanfattar Urban Ericsson, Irene Molina och Per-
Markku Ristilammi fyra steg av forandring i mediebilden av stock-
holmsférorterna kring Jarvafiltet som 1 stort sett Gverensstimmer
med denna studie av Hammarkullen. Inledningsvis rddde drommen
om moderniteten. "De nya bostiderna 1 de nya omradena skulle
materialisera det moderna samhéllet med hég standard 1 boendet for
alla svenskar” (min kursivering). Men eftersom omradena dnnu inte
var fardigbyggda vid inflyttningen kom snart en mer negativ bild
att tona fram. Bostadsomradena boérjar beskrivas som permanent
ofirdiga. Fotografier visar fram smuts och skrip. An s linge 4r det
inte de boende som klandras f6r problemen: "Det ér politikerna, som
metaforiskt anklagas for att inte ha stddat efter sig, som far bara skul-
den for orenheten.” Mot slutet av 1970-talet far droger, kriminalitet
och sociala problem en alltmer framtridande roll. Slutligen under
1980-talet blir invandrarna ”problemet”.””

Bilden av Norsborg i Botkyrka, Tensta vid Jarvafdltet och
Hammarkullen i Angered foljer i stort sett samma kronologi, fran ha-
vererad modernitetsdrom till invandrarenklav. Inledningsvis ligger
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the elite has, depending on the class perspective, been perceived as an
opportunity or a threat. The immigrant girls who dye their hair and wear
blue contact lenses are using the same strategy, as were my classmates in
Hammarkullen who switched to Swedish-sounding names. But for those
who have noticeably darker skin colour, the transformation has been
more difficult in Sweden.

But it is not impossible, even in today’s racist Western world. Since
white remains a vague and negotiable category, there are opportuni-
ties for those who do not unambiguously fall outside it. Think only of
Coleman Silk in Philip Roth’s The Human Stain (2000) who chooses to
live his life as white (and Jewish) instead of black. The same applies to
many of those who were seen as svartskallar (lit. ‘black heads’) in 1977,
but in 1997 were considered Swedes. When it comes to whiteness, the
lines of demarcation are constantly being redrawn, as much today as
in the nineteenth century. It may be shocking to see the Irish carica-
tured as monkeys in the nineteenth-century British satirical press, or
read Benjamin Franklin’s statement that Swedes are ‘generally of what
we call a swarthy Complexion’” It ought to be equally shocking to call
non-white Swedes, immigrants.

Attaching inner qualities to specific looks is a way of making the world
casier. Both scientific racism and the nineteenth-century attempt to link
criminality with certain facial features were in this sense attempts to create
certainty. The paranoid Red Scare during the Cold War, particularly in
the US, was largely fuelled by the impossibility of identifying the enemy.
Similar fears have emerged after 9/11. The tension in the American tel-
evision series Homeland (2011) stems from the fact that it is not possible
to determine if the returning officer Nicholas Brody (played by Damian
Lewis) is a Muslim terrorist or an American patriot. His red hair, grey-
blue eyes, and clean-shaven face reveal nothing. His hiding of a prayer
rug in the family’s garage appears to be a concession to the conventions
of the thriller genre.

After 9/11 there has been a further shift in the connotation of the
term ‘suburbs’ Now they are increasingly thought of as being home to
the Muslim population. Muslims are often portrayed in Swedish visual
culture as non-white. Their primary visual identifiers are a veil for women
and a beard for men. This is reminiscent of the early nineteenth century’s
use of physical attributes to denote ethnicity and nationality—in other
words, the time when Swedish nationality was written on the body, not i



sympatin hos de boende. Det ar makthavarna som tvingat dem att
bo 1 en ominsklig milj6. Men med tiden kommer skuldbérdan att
alltmer glida 6ver pa férortsborna som knarkar, lever pa socialbidrag
och héller miljén osnygg. Idag framstills problemet som att de inte
integrerar sig med den vita normaliteten.

Rasifieringen har blivit alltmer rumslig, konstaterar forfattarna
till Miljonprogram och media.”™ Staderna, men ocksa arbetslivet, har allt
tydligare delats upp 1 vita och icke-vita. Vissa omrdden, féretrades-
vis miljonprogramsférorter med hoghus, beskrivs som ghetton, det
vill sdga fysiskt avgrinsade stadsdelar for icke-vita, medan segre-
gerade vita omraden 1 innerstider och villaomraden framhalls som
efterstravansvarda miljoer. Denna segregering 6verlappar tidigare
klassmonster. Pa 1970-talet var sparvagnsresan en vanlig metafor 1
Goteborg for den klassegregerade staden. Femmans sparvagn gjorde
en resa fran éverklassens Orgryte till miljonprogramsomraden pé
Hisingen. Négra artionden senare har kollektivtrafikens linjer kom-
pletterats med ett rasperspektiv. Latin Kings forsta platta Vilkommen till
fororten 1994 pryds av tunnelbanans réda linje.

Ja ringde till roddes mobil 1 Rinkeby

en svartskalleforort precis som Alby

politikerna kommer dit dom bryr sig inte ett skit
och tror allt ska bli bra och sjunger sin jivla sing
we shall overcome

dom spelar me oss som dom spelar kort
maljonprogram va fan har ni gjort

vékommen till min jévla forort

I laten Snubben pa samma skiva anmanar Latin Kings sina lyssna-
re: ”vi svartskallar mdste enas och sluta slass med varann”. Latin
Kings vinder den pejorativa blicken pa férorten mot dess avsian-
dare. Miljonprogramsférorten har blivit svartskalleférort men ocksa
en plats av hemhorighet. For att dterkoppla till bell hooks och Sara
Ahmed fran det inledande kapitlet har férorter som Rinkeby och
Hammarkullen utvecklats till miljéer dér icke-vita kroppar inte blir
utpekade och fraimmandegjorda.

Viilkommen till fororten satte djupa spar 1 Sverige, ocksd utanfor hip-
hopscenen. Saval Affonbladet som Dagens Nyheter puftade for tv-serien
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it. To borrow Aleksander Motturi’s term, the question is one of ‘ethno-
tism’ rather than racism.” Thinking in terms of difference did not cease,
but instead was shifted from the inside the body to its external appear-
ance—from genes to clothes. But since cultural traditions are expected
to be reproduced in ‘immigrant-dense environments’, they have a high
degree of permanence.

Debates and media reports from areas such as Hammarkullen have
tended to focus on what is perceived as the visible expression of Islamic
radicalism: men with beards and veiled women. The threat becomes pa-
tently apparent, and potentially open to control, for example by prohibit-
ing girls from wearing the nigab in school. As the visual trope that has
replaced the Seventies’ single mothers with prams and similarly lonely
pensioners looking out the window, we now have women, fully veiled, in
a suburban square.

In the report Miljonprogram och media. Forestillningar om ménniskor
och férorter (2002, “The Million Programme and the media: notions of
people and suburbs’), Urban Ericsson, Irene Molina, and Per-Markku
Ristilammi summarize the four stages of change in the media image of the
Stockholm suburbs in the Jarvafiltet area in a way broadly consistent with
this study of Hammarkullen. Initially there was the dream of modernity.
‘The new homes in the new areas would materialize modern society with
a high standard of accommodation for all Swedes’ However, because the
estates were not finished when the first tenants moved in, a more negative
image soon emerged. They began to be described as permanently unfin-
ished. The photographs made much of the dirt and debris. Thus far, it
was not the residents who were blamed for the problems, ‘It was the poli-
ticians, metaphorically accused of not having tidied up after themselves,
who were blamed for these imperfections.” Towards the end of the 1970s,
drugs, crime, and social problems played an increasingly prominent role.
Finally, in the 1980s, immigrants became ‘the problem”.”

Norsborg in Botkyrka, Tensta in Jarvafiltet, and Hammarkullen in
Angered: their image followed much the same trajectory regardless, from
wrecked dream of modernity to immigrant enclave. Initially, the public’s
sympathy was with the residents. It was the authorities who had forced
them to live in such an inhuman environment. But over time, the burden
of guilt settled on the suburban residents who did drugs, lived on welfare,
and kept the environment messy. Today, the presentation of the problem
centres on their refusal to integrate into white normality.



Hammarkullen under rubriken ”Vilkommen till fororten”, alltsd en
direkt referens till Latin Kings debutplatta. Affonbladet noterar dven
att Pundaren spelas av Gustave Lund fran Just D, som ocksa gjorde
originalmusiken 1 serien.” Ett ar efter Valkommen il fororten slappte
Just D Tre Gringos som tycks vara en direkt replik pd Latin Kings —
gringo ar en latinamerikansk, nedséttande beteckning pa amerikaner
och engelsmin. Pa jakt efter en saxofon tar de tre bleka grabbarna
tunnelbanan till férorten, 1 videon fértydligad som Rinkeby:

Det var konstiga ménniskor 1 lustiga klider
och ndistan som om det vart varmare véder
Som framlingar var vi i frammande land
Skeppsbrutna, vilse pa frammande strand
Tre gringos..... 1 forortsdjungeln

I videon forstiarks textens koloniala associationer. Peder Ernerot,
William Crafoord och Gustave Lund vandrar omkring i ett exo-
tiskt land iklddda kritvita kostymer. Det dr visserligen inte en farlig
plats som beskrivs, snarare en plats som utévar lockelse pa de vita
innerstadsturisterna, men det dr framfor allt en plats som ar an-
norlunda. Den avviker fran vad som dr normalt 1 Sverige. De tre
bleknosarna uppfattar sig forflyttade till ett annat land. De ar inte 1
Sverige langre.®

I takt med gentrifieringen av den centrala staden har dess farliga
platser i forestallningsvarlden forflyttats fran innerstaden till ytterom-
radena. Storstadsdjungeln har blivit férortsdjungeln. Journalisternas
resor till férorten bibehaller 1970-talets karaktir av uppticktsresor
(se ovan) men med allt tydligare rasdimensioner. De reser till mork-
rets hjdrta for att avticka det frimmande, det annorlunda, f6r sin vita
publik.?! Verkligheten blandas med abstraktioner och rena fantasier.
Platsen de kommer till kan skildras som skrammande, mork och
ungdomligt vild, eller som fascinerande, fargstark och levande, be-
roende pa den sinnestimning de uppticktsresande befinner sig i och
med vilket uppdrag de besoker fororten.®

I videon framstills férortsdjungeln som en sensuell plats, men
utan starka sexuella signaler. Just sexualiseringen av fororten tycks
annars ske parallellt med rasifieringen. Som mest negativt blir den
1 skildringen av valdtikter och annat sexualiserat vald.** Men det
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Racialization has become increasingly spatial, note the authors of
Miljonprogram och media.”™ The cities, but also working life, are more clearly
split into white and non-white. Some areas, and especially the Million
Programme estates with tower blocks, are described as ghettos—city dis-
tricts marked off for non-whites—while segregated white areas in the city
centres and residential areas are held up as desirable environments. This
segregation overlaps with the earlier class pattern. In the 1970s, the tram
journey was a standard metaphor in Gothenburg for the class-segregated
city. Line 5 ran from upper-class Orgryte to the Million Programme es-
tates in Hisingen. A few decades later, public transport routes have been
complemented by a racial perspective. The cover of the Latin Kings first
album Vilkommen till fororten (1994, “Welcome to the suburbs’) was graced
by Stockholm Metro’s Red Line.

Yah phoned Roddy’s mobile in Rinkeby

a svartskalle suburb just like Alby

politicians go there they don’t give a shit

and think it’ll all be fine and sings his fucking song
‘we shall overcome’

they play me us like they play cards

Million Programme, what the fuck have y done

welcome to my fucking suburb

In the song Snubben from the same album, they remind their listeners “We
svartskallar must unite and stop fighting each other. The Latin Kings re-
flect the pejorative gaze, the denigration of the suburbs, back at the viewer.
The Million Programme suburb has become an immigrant suburb, but
also a place of belonging. Thinking back to bell hooks and Sara Ahmed
in the introductory chapter, suburbs such as Rinkeby and Hammarkullen
have evolved into environments where non-white bodies are not singled
out and alienated.

Viilkommen till fororten made a lasting impression on Sweden even out-
side the hip-hop scene. Both Affonbladet and Dagens Nyheter chose to plug
the television series Hammarkullen under the headline “Welcome to subur-
bia’, a direct reference to the album. Affonbladet also noted that the junkie
in the series was played by Gustave Lund of Just D, who also produced
the original soundtrack for the series.” A year after Vilkommen tll fororten,
Just D had released T/ree Gringosin what appeared to be a direct response



finns, enligt Catrin Lundstrém, ockséd en fascination for betongens
exotism 1 den samtida svenska hiphopkulturen, dar icke-vit och for-
modad forortsbakgrund ger autenticitet och sexuella attraktionsvar-
den. Men detta slags autenticitet som ett normerande centrum till-
skriver marginaliserade grupper tenderar att legitimera skillnaderna
och uppritthalla klass-, genus- och rashierarkier.®* Forvintningarna
laser fast de underordnade 1 deras ursprung eller biologi. Betongens
kungar kan, till skillnad frén den vita medelklassen, inte bli nigra
andra vare sig 1977 eller 1997.

Hammarkullen ar nar detta skrivs 2013 allt annat dn gra. Savil
husen som landskapsarkitekturen och minniskorna ar fargrika.
Hosten 1996 inleddes Hammarkullen Projekt 97 med syfte att géra
stadsdelen mer attraktiv. Det var inte det férsta upprustningspro-
grammet — olika forsok att férbattra miljon har avlost varandra se-
dan tidig 1980-tal. Men detta var det mest omfattande. Startskottet
var rivningen av hela den norra lingan av Hammarkulletorget med
husnummer 1-12 i september 1996.% De ldnga kallargangarna ge-
nom skivhusen fick avskiljningar och husen fick nya portentréer.
Omrédets gronomraden och gangvigar rustades upp och nya parke-
ringsmojligheter bakom affarerna pa torget tillkom.

Det hus som revs inneholl de storsta ldgenheterna. Enligt Leif
Andersson pa Bostadsbolaget hade de stora bostidderna lett till att sli-
taget dir var storre 4n i de andra lingorna.® Atgirden kommenteras
1 en insandare 1 Goteborgs-Fosten: ”Varfor valde man att riva just det
hus som inneholl de stora lagenheterna? Ville man bli av med just
dessa hyresgaster? Ville man ha bort de stora invandrarfamiljerna
fran omréadet?”%

Arkitekt Gunnar Werner, som for White Arkitekters rakning rita-
de Hammarkulletorget, gjorde 1 samband med ombyggnadsplanerna
ett fotomontage ddr den gra niovaningsliangan ersatts med ”en gron-
skande Bullerbyidyll”.®® Politikerna élskade bilden, berittar han, och
den anvindes 1 Stadsbyggnadskontorets arsberittelse 1995. I den
rapporteras kortfattat att en ny detaljerad 6versiktsplan fér Angered
antagits med mojligheter att komplettera bebyggelsen med smahus.®
Pa foljande uppslag finns fotomontaget, dir den norra lingan av
Hammarkulletorgets fyrkant ersatts av ett tiotal vita villor med roda
tegeltak. De ar orienterade lidngs slingrande vigar som det tidiga
1900-talets egnahemsomraden. Han kom snabbt att angra bilden.
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to the Latin Kings—gringo being a derogatory Latin American term for
an English-speaking foreigner. In their search for a saxophone, the three
pale lads take the Metro to the suburbs, which in the video was made
clear to be Rinkeby:

There were strange people in funny clothes
and almost as if it was warmer weather
Like strangers, we were in a foreign land
Shipwrecked, lost on a foreign strand
Three gringos ... in the suburban jungle

The video reinforced the colonial associations of the text. Peder Ernerot,
William Crafoord, and Gustave Lund wander around in an exotic coun-
try dressed in bright white suits. It is certainly not a dangerous place they
are describing—rather a place full of temptations for the white inner-city
tourist, but above all a place that is different. It deviates from what passes
for normal in Sweden. The three whities feel that they have moved to
another country. They are not in Sweden any more.*’

Keeping pace with the gentrification of the city centre, its dangerous
places have in the imagination fled out to the suburbs. The urban jungle
has become the suburban jungle. Journalists’ visits to the suburbs retain
their Seventies’ character of voyages of discovery, but with a clearer ra-
cial dimension. They journey to the heart of darkness to uncover the
unknown, the different, for their white audience.® Reality is mixed with
abstraction and pure fantasy. The places where they are can be portrayed
as scary, dark, and youthfully wild, or as fascinating, colourful, and vivid,
depending on the mood of the explorers and their purpose in visiting the
suburbs.?®

The music video presents the suburban jungle as a sensual place, but
without strong sexual signals. There was otherwise a sexualization of
suburbia that took place alongside its racialization. It is at its most nega-
tive in the depiction of rape and other sexual violence.®® But, as Catrin
Lundstrém says, there is also a fascination with the concrete exoticism of
contemporary Swedish hip-hop culture, where non-whiteness and a puta-
tive suburban background provides authenticity and sexual allure. But
this kind of authenticity as a normative centre ascribed to marginalized
groups tends to legitimize the differences and maintain class, gender, and
racial hierarchies.®* Expectations lock subordinates into their origins or



”Att skapa Tomtebolycka mellan de héga husldngorna, det skulle bli
en alltfér bjart kontrast.”*

Det édr knappast férvanande att en dldre arkitekt anvander det ti-
diga 1900-talets villaférstad som inspirationskalla nar han snabbt ska
tdnka ut ett alternativ till skivhusens gra murar. Det var den dikotomi
som upprittades under det sena 1960-talet och som dominerat den
modernismkritiska arkitekturdebatten sedan dess. Men viktigare dn
arkitektens vision ar byggherrens vilja. Det blev inga vita villor, men
vl atta putsade parhus 1 ockra-réda farger. Upplatelseformen var
bostadsritt.”! Parhusen presenteras med teckningar och fotomon-
tage 1 forsaljningsbroschyrer och tidningsartiklar. Det dr knappast
férvanande att det ar idylliskt, lummigt och gronskande, bilfritt med
manniskor som strosar pa gatorna och sitter i tridgardarna. Men det
ar lite 6verraskande att alla ménniskor 1 teckningarna ar vita. Det ar
som om en bit av Hovas eller Orgryte flyttats till Hammarkullen.

En minst lika pataglig férdndring ar att de brungra betongski-
vorna med frilagd ballast p4 Hammarkulletorgets hoghus ersatts
av ljusa, gravita fibercementskivor och pa Gropens Gards treva-
ningshus av fargstarka plitfasader. Det fasadmaterial som sedan
sent 1960-talet har varit sinnebilden fér betongférorter dr nu-
mer sillsynt 1 Hammarkullen. Stérre partier finns endast kvar pa
Hammarkulleskolan.

Entrépartierna och bottenvaningen pa flera av husen pa
Bredfjillsgatan har fitt utbyggnader med tegelklddda tak och ma-
lade spjdlstaket. Sandeslatts friliggande tvattstugor dr utformade som
roda stugor med vita knutar. Aven om férindringarna i stort ér ill
det béttre finns det en friktion mellan senmodernismens rationalitet
och sorgardsidyllens intimitet.

Den andra stora férdndringen sedan 1970-talets skrickbilder har
naturen sjalv statt f6r. Hammarkullen 4r idag inbaddat 1 gronska.
Har finns nufértiden nagot av det nordiska landskap som var idea-
let vid anlaggandet av Slottsskogen (se kapitlet Blagula landskap).
Tallar pa héjderna och bjorkar lings promenadvagarna. Nérheten
till naturen ar fortfarande ett starkt argument 1 marknadsféringen
av Hammarkullen. Men det dr genomgaende ett vitt bruk av na-
turen som reproduceras. Typiskt for den visuella produktionen
om Angered dr Bostadsbolagets broschyr BoGrontdrSkintBolaget
fran 1991.”2 Omslaget pryds av ett fargfotografi av en kvinna 1 vit
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biology. Concrete kings, unlike the white middle class, cannot become
someone else, whether in 1977 or in 1997.

Hammarkullen at time of writing is anything but grey. The buildings,
landscape architecture, and people are all colourful. In the autumn of 1996,
Hammarkullen Project 97 was started with the aim of making the district
more attractive. It was not the first renovation programme—various at-
tempts to improve the built environment had succeeded one another since
the early 1980s—but this was the most extensive. It started with the demo-
lition of the entire north wing of Hammarkulletorget, comprising house
numbers 1-12, in September 1996.%° The long passageways under the tow-
er blocks were partitioned off, and the tower blocks themselves were given
new entrances. The area’s green spaces and footpaths were refurbished,
and new parking facilities were built behind the shops in the square.

The building that was demolished contained the largest flats.
According to Leif Andersson of Bostadsbolaget, their size had meant that
their wear and tear was greater there than in the other blocks.* The move
was commented on in a letter to the editor of Goteborgs-Fosten: “Why did
they choose to tear down the one building that contained the large flats?
Did they want to get rid of these tenants in particular? Did they want to
get rid of the large immigrant families from the area?’¥

The architect Gunnar Werner, who had designed Hammarkulletorget
for White Architects, prepared a photomontage in conjunction with the
planned refurbishment in which the grey eight-storey block was replaced
with ‘a lush rural idyll’*® Politicians loved the picture, he says, and it was
used in the City Planning Authority’s annual report in 1995, in which it
was reported that a new detailed comprehensive plan for Angered had
been passed, with opportunities to complement the existing housing es-
tates with low-rise buildings.* The next spread carried the photomon-
tage, where the north side of Hammarkulletorget had been replaced by a
dozen white houses with red tile roofs. They follow the same sort of the
winding road seen in the early twentieth-century owner-occupier estates.
Werner quickly came to regret the picture. ‘Creating Arcadia in between
the high tower blocks, that would have been too stark contrast.*

It is hardly surprising that an elderly architect might turn to the early
twentieth-century garden suburbs as an inspiration as he quickly devised
an alternative to the grey walls of a block of flats. This was the dichot-
omy established in the late 1960s that has dominated the architectural
debate critical of modernism ever since. Yet even more important than the



klanning och en linblond pojke som leker i en beteshage. Det finns
inga indikationer pa hus eller vigar. Gronskan &r tit. Den visuella
retoriken &r lik den som fanns vid sekelskiftet 1900. Av den icke-vita
befolkningen 1 Hammarkullen syns inte ett spar.

Den tredje stora forandringen giller invanarna. Befolknings-
omsattningen har alltid varit hég 1 Hammarkullen. Den etniska,
religiésa och politiska differentieringen ar 1 dag betydligt stérre dn
pa 1970-talet. Nar Jensen skrev och fotograferade f6r den forsta bo-
ken bodde omkring 7 000 méanniskor 1 Hammarkullen. 75 procent
bodde 1 dttavaningshusen. De flesta var barnfamiljer. 30 procent var
ensamstiende modrar med barn. 27 procent invandrare, varav de
flesta kom fran Finland. Sedan dess har Hammarkullens befolkning
faktiskt okat, trots att en del av dttavaningshusen demonterades pa
1990-talet. 2012 bodde knappt 8 000 1 Hammarkullen. 83 procent
hade utlandsk bakgrund jamfért med 31 procent i Géteborg som hel-
het. 57 procent var f6dda utomlands. Den geografiska spridningen
har blivit &nnu storre. En fjardedel har sina rétter utanfér Europa.
Sammantaget dr 84 nationaliteter och 115 sprak representerade.
Befolkningen ér fortfarande ung. En tredjedel ar upp till 18 &r.%

Bredfjillsgatan 36, dér jag bodde 1 slutet av 1970-talet, ser idag
ganska inbjudande ut. Kolonitradgardarna lite ldngre s6derut prun-
kar nar jag vandrar runt sensommaren 2013. Inget tyder pa att denna
husldnga var ren slum for tio ar sedan. Fastigheten hade bollats mel-
lan olika privata dgare 1 1990-talets spekulationsekonomi och var
belanad upp 6ver taknocken. 2001 begirdes den 1 likvidation av
bankerna. I fastigheten fanns 145 tva- och trerumslédgenheter men
trangboddheten var stor. Ingen visste exakt hur manga som levde
hér. I en trea rapporteras elva personer ha sovit.”* Manga av dem som
bodde hidr var arbetslosa somalier. Khat-missbruket var omfattande
och det séldes mer eller mindre 6ppet 6ver disk 1 flera ldgenheter.
Efter att Bostadsbolaget tog Gver fastigheten 2002 genomférdes
en omfattande renovering och ett femtontal hyresgister vriktes,
daribland missbrukare och khat-handlare.”
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architect’s vision is the client’s interest. There were not to be white villas:
in the end there were eight semi-detached houses plastered in ochre-red
colours. The form of tenancy was the bostadsriit (‘cooperative housing as-
sociation’).”! The houses were advertised using drawings and photomon-
tages in sales brochures and magazine articles. As might be anticipated,
the setting is idyllic: lush and verdant, pedestrianized, with people stroll-
ing along the streets and sitting in the gardens. It is more of a surprise to
realise that all the people in the drawings are white. It is as if a piece of
Hovas or Orgryte has moved out to Hammarkullen.

An equally significant change was that the brownish-grey concrete
panels with exposed concrete aggregate of the Hammarkulletorget high-
rises were replaced with bright, greyish-white fibre-cement panels, and the
three-storey buildings at Gropens Gard with brightly coloured sheet-met-
al cladding. The facing materials that since the late 1960s have been the
emblem of the concrete suburbs are now a rare sight in Hammarkullen.
The only larger expanses to be found are on the school building.

The entrances and ground floors of several of the blocks in
Bredfjillsgatan were given new extensions, with tiled roofs and painted
picket fence. The freestanding laundry rooms in Sandeslatt were designed
as red cottages with white trim. Although these changes were largely for
the better, there remains a friction between the rationality of late modern-
ism and the intimacy of the storybook idyll.

As for the other major change since the panicky photographs of the
Seventies were taken, Nature must take responsibility. Hammarkullen
is now in the grip of verdant greenery. There is more than something of
the Nordic landscape about it, harking back to the ideals when the public
park at Slottsskogen was laid out (see the essay “The blue-and-yellow
landscape, above): pines on the heights, birches lining the footpaths. Its
proximity to Nature is still a strong argument in Hammarkullen’s market-
ing. Yet it is emphatically a white use of Nature that is reproduced. Typical
of the visual production about Angered is the Bostadsbolaget brochure
BoGrintdrSkintBolaget (1991, ‘“The live-green-&-well company’).”” The
cover has a colour photograph of a woman in a white dress and a flaxen-
haired boy playing in a pasture. There is not a sign of houses or roads.
The greenery is compact. The visual rhetoric is similar to the one seen in
1900. There is no trace of the non-white population in Hammarkullen.

The third major change concerns the inhabitants. Population turno-
ver had always been high in Hammarkullen. The ethnic, religious, and



EN BLEKARE NYANS AV VITT

Liksom den icke-vita hudfargen och det morka haret ar klass och
ursprung svart att tvitta bort for férortens barn. Vi férvintas inte
kunna 6verskrida var bakgrund, till skillnad fran den vita medelklas-
sen som dger valfriheten att férdndras, att bli nagon helt annan. Peter
Birro ondgjorde sig nyligen 6ver hur han dnnu férknippas med f6ror-
ten trots att han idag lever ett helt annat liv, 1 en annan stad, i en an-
nan milj6. I samband med intervjuer vill fotografer stélla upp honom
framf6r vad de uppfattar som typiska miljonprogramshus.” Susanna
Alakoski beridttar nagot snarlikt: ” Jag vet inte hur manga ganger
fotografer stillt mig framfér ett nedklottrat elskdp, en nedklottrad
jarnport, dragit ner mig 1 underjorden, in 1 hissar, stéllt mig framf6r
tegelviggar, latit mig vandra langs hyreshus, kisa mot solen invid en
tegelklddd husrad. Alla har varit ute efter samma sak: férortskdnsla
(fast jag ofta kommer i kavaj).”"

Uppstéllda framfér ett betongforortshus blir Peter Birro och
Susanna Alakoski en av de Andra. Fororter som Hammarkullen
framstills inte som en del av den svenska normaliteten. De befolkas
av andra dn de som tillhér den framgangsupptagna, urbana medel-
klass som sitter dagordningen 1 den svenska mediala och politiska
kulturen. Per Wirtén har analyserat detta 1 Dér jag kommer fran. Kriget
mot_fororten. Han citerar den politiska rapporten Livsstilar och konsum-
tionsmonster 1 Stockholmsregionen som hyllar det urbana, shoppinginrik-
tade livet. Den urbana storstadsmanniskan kdmpar ”for att inte bli
en 1 den stora gra massan”. Hen "betalar mer f6r snygg design”. Hen
vill synas och skilja sig fran mangden, 4r en kreativ manniska, intres-
serad av att traffa nya manniskor och man om sitt utseende.”® Hen
ar mer tolerant mot invandrare,” men vill inte bo 1 en diversifierad
miljonprogramsforort. Daremot siger hen sig vara féor mangkultur
och efterfriagar etniska restauranger och musik.

Det ar ett synsitt som 1 grunden baseras pa ett kulturellt sérarts-
tankande, pa en skillnad mellan ett vitt, svenskt "vi”, och ett mang-
kulturellt ”de”. Det ar ett tinkande som betonar kulturell skillnad
och egenart.' Till skillnad fran den vita medelklassen férvintas de
Andra inte 6verskrida vare sig sin forort eller sin matkultur, 1 varje
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political differentiation is significantly greater today than it was in the
1970s. When Jensen was working on his first book, about 7,000 people
lived in Hammarkullen, 75 per cent of them in the eight-storey blocks,
most of whom were families with children, 30 per cent were single moth-
ers with children, and 27 per cent were immigrants, mostly from Finland.
Since then, the Hammarkullen’s population has actually increased, de-
spite the demolition of some of the eight-storey blocks in the 1990s. In
2012, nearly 8,000 people lived in Hammarkullen: 83 per cent were of
foreign background compared to 31 per cent in Gothenburg as a whole,
of whom 57 per cent were born abroad. The geographical distribution
has become even greater. Fully one-quarter of the population have their
roots outside Europe. Overall, 84 nationalities and 115 languages are
represented. The population is still young, too: one-third are younger
than 18 years of age.”

Bredfjallsgatan 36, where I lived at the end of the 1970s, today looks
quite inviting. There were flourishing allotment gardens a little to the
south when I looked around in the late summer of 2013. There was
nothing to indicate that this row of houses had been a slum ten years ago.
The property had been passed around between different private owners
in the speculative 1990s, and was mortgaged up to the hilt. In 2001 the
banks requested that it go into liquidation. The property was made up
of 145 two- and three-room flats, but the overcrowding was considerable.
No one knew exactly how many people lived there. One three-room flat
was found to have been housing eleven people.”* Many of those who
lived there were unemployed Somalis. Khat misuse was widespread, and
it was sold more or less openly from several flats. Bostadsbolaget took
over the property in 2002, after which there was an extensive renovation
and fifteen tenants were evicted, including drug users and khat dealers.”

A PALER SHADE OF WHITE

Like non-white skin and dark hair, suburban children find it difficult to
wash off their class and origin. They are not expected to be more impor-
tant than their background, unlike the white middle class who have the



fall inte utan en generations assimilering till majoritetskulturen. De
Andra anses 1 hégre grad vara bundna vid traditionen 1 kontrast till
medelklassens lattrérliga modernitet. Fér den vita medelklassen ar
fororten en plats som bebos av massménniskan, till skillnad fran in-
nerstadens individualister.

Avsikten med denna studie har varit att undersoka vitheten
inifrdn. Har sammanfaller min egen resa med textens. For jag har
inte bara rért mig fran Goéteborg till Stockholm, utan ocksa fran
Hammarkullen till innerstan, och fran arbetarklass till medelklass.
Det hiander att jag tar en espresso pa Sostas och koper brod pa Stinas
stenugnsbageri. Jag har roért mig fran att bo 1 vad andra definierat
som problemomrade till att bli en del av problemet, en del av vad
Mahmood Qaisar bendmnt surdegsklassen.!”! Den klass som sitter
upp sitt eget sitt att leva som norm och som férlagger assimilations-
och integrationsproblem till de Andra.

Vita svenskar dr mer bendgna att halla sig for sig sjilva dn an-
dra européer.'” Mer benédgna att bo 1 etniska enklaver om man sa
vill. Det dr den vita medelklassen som driver pd segregeringen av
stiderna genom att vilja bort bostadsomraden, daghem och skolor
som den inte anser vara attraktiva, skriver Boverket.'”® Nya krav fran
2011 om att allmdnnyttan maste drivas enligt affarsmissiga princi-
per, utforséljningen av hyresritter 1 innerstaden och det fria skolvalet
ar politiska beslut som ytterligare har foérstirkt den geografiska seg-
regeringen. Det har aven bostadens 6kade betydelse som identitets-
markor och som symboliskt- och ekonomiskt kapital. Farhagan fran
det tidiga 1960-talet om att férorterna skulle suga ut innerstaden och
leda till dess férslumning har inte besannats. Utvecklingen har bli-
vit den omvianda. Bostadskarridren gar huvudsakligen fran férorten
mot centrum. Fran fargrikt mot vitt.

I'segregationsforskning benamns detta som vit flykt. Den bostads-
politiska utredningen 1996 konstaterade att den socioekonomiska
segregationen allt tydligare sammanfaller med etnisk segregation.'*
Samma ar noterade Invandringspolitiska kommittén att ”svenska
hushall” 6verger omraden {or att slippa ha invandrare som grannar.'%
Det ar utflyttningen av vit medelklass, inte inflyttningen av resurs-
svaga etniska minoriteter, som betytt mest i miljonprogramsféror-
terna, enligt Boverket. "Det dr majoritetsbefolkningens flyttmdnster
och de resursstarkas bostadsval som driver boendesegregationen”,
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freedom of choice to change, to become someone completely different.
Peter Birro recently lamented the fact that he was still associated with the
suburbs, although he now lives a completely different life, in another city,
mn another environment. Whenever he is interviewed, photographers want
to shoot him in front of what they perceive as a typical Million Programme
building.”® Susanna Alakoski says something similar: ‘I don’t know how
many times photographers have stood me in front of a graffitied electrical
cabinet, a graffitied iron gate, dragged me down underground, into eleva-
tors, stood me against brick walls, got me to wander along blocks of flats,
squinting into the sun next to brick terraced houses. Everyone is after the
same thing: that suburb vibe (although I often turn up in a blazer).*’

Stood in front of a concrete suburban tower block, Peter Birro and
Susanna Alakoskijoin the ranks of the Others. Suburbslike Hammarkullen
are not seen as part of Swedish normality. They are populated by very
different people to the aspirational, urban middle class who set the agenda
for the Swedish political culture and media. Per Wirtén has analysed this in
Diir jag kommer fran: Kriget mot fororten (‘Where I come from: the war against
suburbia’). He cites the political report Liusstilar och konsumtionsmonster i
Stockholmsregionen (‘Lifestyles and consumption patterns in the Stockholm
region’) that celebrates an urban, shopping-oriented life. Urban and ur-
bane, metropolitan man fights ‘not to become one in the vast grey mass’.
He ‘pays more for nice design. He wants to be noticed, to stand out from
the crowd; he is a creative person, interested in meeting new people; he
is concerned about his appearance.” He is more tolerant of immigrants,”
but does not want to live in a diversified Million Programme suburb.
On the other hand, he claims to be for multiculturalism, and likes ethnic
restaurants and music.

It is an approach that at heart is based on cultural specificity, on seeing
a difference between a white Swedish We and a multicultural Them; an
approach that emphasizes cultural differences and individuality. Unlike
the white middle class, the Others are expected not to overstep the mark,
whether it is suburbs or food culture—at any rate not without a full gen-
eration of assimilation into majority culture behind them. The Others are
considered to be far more hidebound by tradition, in contrast to middle-
class broad-minded modernity. For the white middle class, the suburbs are
the places inhabited by the herd, a far cry from the inner-city individualists.

The purpose of this study has been to examine whiteness from with-
in. It is at this point my own journey coincides with the text’s. I have



skriver kulturgeografen Roger Andersson 1 rapporten Socialt hallbar
stadsutveckling.'*® Detta innebar att det 4r den vita befolkningen som
segregerar sig fran andra grupper. Diaremot finns ingen motsvarande
stark tendens for Gvriga etniska grupper att samlas 1 sirskilda omra-
den. Fororten préglas darfor av diversifiering.'"”

De senaste decenniernas segregering har medfort tre konsekven-
ser for staden som helhet: 1) 6kad lokal homogenitet, dir vita bor
1 vissa stadsdelar, fargade 1 andra, rika i vissa omraden, fattiga 1 an-
dra, 2) forstirkt polarisering mellan olika omraden, dar framforallt
fororter som hade lag status vid mitten av 1980-talet blivit 4n mer
utsatta, 3) tilltagande gentrifiering av innerstaden med en 6kande
andel hoginkomsttagare.'”® Polariseringen 1 G6teborg ér starkare dn
pé andra hall, exempelvis Malmo.'” Vita svenska barnfamiljer flyt-
tar ut fran foérorter med 1ag status till villor 1 kranskommunerna.'*
Oavsett vilken upplatelseform som undersoks ar andelen med ut-
landsbakgrund hog 1 Nordost, som Hammarkullen tillhér, och lag 1
centrum.'!! Inflyttningen av ekonomiskt vilbestéllda invanare till in-
nerstaden som vill ha sina dréommar om ett rikt liv uppfyllda har dar
lett till imitationer av saval dldre bebyggelse som éldre sitt att leva.
Minga svenska stider satsade ocksa pa att rusta upp innerstiderna
under 1980-talet, exempelvis Haga 1 Go6teborg dér imitationskultu-
ren i savil arkitekturen som i affiarsutbudet ar stark.

I takt med att miljonprogrammet blivit mangfargat har folkhem-
met blivit alltmer vitt, bade som projektionsyta och byged verklig-
het. Folkhemmet har som ideologiskt begrepp janat mdnga syften.
Nar socialdemokratin 1 en retorisk mandéver gjorde det till sitt 1 slutet
av 1920-talet var det ekonomisk rattvisa och samférstandsanda som
stod 1 centrum. Men i bygget av det svenska folkhemmet fick dven
estetiska ideal och rashygienistiska argument en framtradande plats.
Folkhemmet iklddde sig, inte minst som vision, funktionalismens vita
drékt. I den visuella propaganda som spreds f6r den nya tidens ar-
kitektur och sitt att leva framstills den nya ménniskan, som kastat
av sig traditionens ok och tvittat av sig historiens smuts, undan-
tagslost som vit. Folkhemmet, som drém men inte som verklighet,
var monokulturellt. Dess utopiska mal var ett enhetligt samhille,
bebott av demokratiska, fornuftiga, moderna mianniskor. Idag har
folkhemmet — som nostalgisk drém — fatt en dn mer blek nyans av
vitt bland savil extremhdgerns som manga av véansterns debattorer.
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made the move not only from Gothenburg to Stockholm, but also from
Hammarkullen to the city centre, and from working class to middle class.
I have been known to have an espresso at Sosta’s or buy bread at Stina’s
bakery in central Stockholm. I've gone from living in what others have
defined as a problem area to being part of the problem—part of what
Mahmood Qaisar has dubbed ‘the sourdough class’!*" The class that
takes their own way of life as the norm, and that lays assimilation and
integration problems at the Others’ door.

White Swedes are more likely to keep themselves to themselves than
are other Europeans.'” More likely to live in ethnic enclaves, if you will.
It is the white middle class that drives the segregation of Sweden’s cities
by opting out of housing estates, kindergartens, and schools they consider
unattractive, writes Boverket.'”® New requirements from 2011 that public-
sector housing must be run on business lines, the sale of council housing
in the inner cities, and the mtroduction of school choice are all political
decisions that have further worsened the geographic segregation. So has
the increased importance of property as an identity marker and as sym-
bolic and economic capital. The fears of the early 1960s that the suburbs
would bleed the inner cities and leave them slums have not been realized.
The trend has been the opposite. The housing ladder ascends from the
suburbs to the city centre—from colourful to white.

In segregation research this is termed white flight. An official govern-
ment enquiry into housing reported in 1996 that socio-economic segrega-
tion increasingly coincided with ethnic segregation.'™ The same year, the
Immigration Policy Committee warned that ‘Swedish households’ aban-
don areas in order to avoid having immigrants as neighbours.'* It is the
exodus of the white middle class, not the influx of disadvantaged ethnic
minorities, that has impacted most on the Million Programme suburbs,
according to Boverket. ‘It is the majority of the population’s migration
patterns and the wealthy’s housing choices that drive residential segre-
gation’, writes the geographer Roger Andersson in a report on socially
sustainable urban development.'” In other words, it is the white popu-
lation that are segregating themselves from other groups. Meanwhile,
there is no correspondingly strong tendency for other ethnic groups to
congregate in specific areas. The suburbs are therefore characterized by
diversification.'”

The segregation of the last few decades has had three consequences
for Sweden’s cities: (z) increased local homogeneity, where whites live



For extremhogern ar folkhemstanken nagot som forratts av efter-
krigstidens socialdemokrater, framst Olof Palme, och som hotas av
invandringen.'? For delar av vanstern stdr folkhemmet for ett mer
vilordnat och omhdndertagande samhille, innan Sverige drogs in 1
globaliseringens virvlar.

Svenskheten &r, som framgitt 1 tidigare kapitel, forknippad med
rationalitet och modernitet. En modernitet som med Sven-Eric
Liedman kan delas in 1 hdrd och mjuk."? Till den hérda hor resulta-
ten av den tekniska utvecklingen, exempelvis den rationella moderna
arkitektur som 1 slutet av 1960-talet uppférdes 1 Hammarkullen. Till
den mjuka moderniteten hor sociala och demokratiska reformer, men
ocksa sekularisering och férnuftstro. Férorten borjar under det sena
1900-talet alltmer framstillas som motsatsen till den mjuka moder-
niteten 1 det samtida Sverige. Den ar en plats dir religionen hirskar
(1 synnerhet islam), dér patriarkala strukturer rader och dér tradi-
tionella familjestrukturer &r viktigare dn det demokratiska samhal-
lets lagar."* Hedersmord och utsatta flickor dr begrepp som snabbt
fastnat pa dessa omraden. Dessa uttryck formar bilden av att det 1
fororterna finns virderingar och traditioner som gor koénsfortryck
och vild accepterade, skriver Paulina de los Reyes. Konsfortrycket
forldggs pa en annan plats, dit ett “svenskt” satt att leva inte natt.'*
Miljonprogrammet, som med sina rationella byggmetoder utgoér kro-
nan av den harda moderniteten, har som symbol blivit den mjuka
modernitetens antites.

Innerstadsperspektivet pa férorten blir allt vitare 1 takt med att
polariseringen mellan olika omraden 6kar. Den vita medelklassens
ideal bildar den norm for forstielsen av fororten som ligger till grund
for manga forslag pa "forbattringar”. Utan att férringa att mycket 1
den arkitektoniska utformningen av Hammarkullen faktiskt blivit
béttre kan de vita fasaderna och réda stugorna uppfattas som ett
forsok till vitmadlning, ett forsok att géra Hammarkullen mer likt
de bostadsomraden dar den vita medelklassen bor. Detsamma kan
sdgas om planerna 2011 att géra Husby mer innerstadslikt genom
att riva de trafikseparerande gangbroarna — ett signum for féror-
ten enligt Dagens Nyheter — planer som ledde till massiva protester
bland de boende."® Motstdndet mot att dndra stadsplaner, mot ny-
och ombyggnation, kan férstds som ett motstand mot innerstadens
vita virderingar. Det 4r den normerande majoritetsbefolkningens
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in some neighbourhoods, non-whites in others, the rich in some areas,
the poor in others; (i7) greater polarization between city districts, where
it is mainly those suburbs that were in all senses run down in the mid-
1980s that have become more vulnerable; and (i7) an increasing gentri-
fication of the inner cities, with an growing share of high-income earn-
ers.'”® The polarization in Gothenburg has been stronger than in most
other places, such as Malmo.'” White Swedish families with children
are moving out of the low-status suburbs to houses in the surrounding
municipalities.!” Regardless of the form of tenancy studied, the propor-
tion of foreign-born tenants is high in the north-east of the municipality,
to which Hammarkullen belongs, and low in the city centre.!!! An influx
of affluent residents to the inner city, intent on realizing their dreams of
a rich life, has led them to imitate both older building idioms and older
ways of life. Also, many Swedish municipalities invested in renovating
their city centres in the 1980s, including Haga in Gothenburg, where the
evidence of imitation culture in both the architecture and the range of
shops is strong.

Keeping pace with the Million Programme’s diversification, the wel-
fare state has become increasingly white, both as a social projection and
a built reality. The welfare state’s ideological concepts have served many
purposes. When social democracy in a rhetorical manoeuvre made the
‘People’s Home’ of the welfare state its own in the late 1920s, it was
economic justice and consensus that were the focus. However, in the
course of the construction of the Swedish welfare state, aesthetic ideals
and scientific-racist arguments gained prominence. The welfare state, es-
pecially people’s mental image of the welfare state, was clothed in the
white raiment of Modernism. In the visual propaganda for the new age’s
architecture and way of life, the new man, who has thrown off the yoke
of tradition and scrubbed away the dirt of history, is invariably white.
The dream, although not the reality, of the Swedish welfare state was
monocultural. Its utopian purpose was a uniform society made up of
democratic, sensible, modern people. Today, the welfare state—like a nos-
talgic dream—has been lightened to an even paler shade of white by both
the extreme right and many of the left-wing debaters. For the far right, the
notion of the welfare state was betrayed by the post-war social democrats,
primarily Olof Palme, and is now threatened by immigration.'*? For some
on the left, the welfare state represents a more orderly, caring community,
before Sweden was drawn into the vortices of globalization.



pejorativa syn pa fororten som ar problemet. Nu likvdl som i Jens S
Jensens Hammarkullen 1974.
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Swedish life, as we have seen in the previous essays, 1s associated
with rationality and modernity. A modernity, as Sven-Eric Liedman has
suggested, that can be divided into hard and soft.'** Hard modernity in-
cludes all technological developments, for example the rational modern
architecture of the type built in Hammarkullen in the 1960s. Soft moder-
nity comprises all the social and democratic reforms, but also secularism
and rationalism. Starting in the late twentieth century, the suburbs have
increasingly stood out as the opposite of the soft modernity of contem-
porary Sweden. The suburbs are where religion reigns (and especially
Islam), where patriarchal structures dominate, and where traditional fam-
ily structures are more important than democratically enacted laws.''*
Honour killings and vulnerable girls are concepts that have rapidly be-
come associated with these areas. This merely adds to the picture that the
suburbs harbour values and traditions that find gender oppression and
violence acceptable, writes Paulina de los Reyes. Gender oppression is
palmed off on a different, remote location—one where a ‘Swedish’ way of
life cannot reach."® The Million Programme, with its rational methods of
construction, was the jewel in the thorny crown of hard modernity, and
as such has become the antithesis of soft modernity.

The inner-city perspective on the suburbs is growing ever whiter as
the polarization between different city districts increases. White middle-
class ideals constitute the norm for an understanding of the suburbs,
which in turn is the basis for many suggested ‘improvements’. Without
detracting from the fact that much of Hammarkullen’s architectonic de-
sign is now much improved, the white facades and red cottages still seem
to be an attempt at whitewashing—an attempt to make Hammarkullen
more like the neighbourhoods where the white middle-class live. The
same can be said of the plans in 2011 to give Husby more of an inner-city
feel by demolishing its footbridges—the traffic separation measures that
are the hallmark of the suburb, as Dagens Nyheter noted—plans that caused
massive protests among the residents.!'® The resistance to changing the
detailed local development plans, and to new construction and renova-
tion, can be understood as resistance to inner-city, white values. It is the
normative majority population’s pejorative view of suburbia that is the
problem, as much now as it was in Jens Jensen’s Hammarkullen in 1974.

TRANSLATED FROM SWEDISH BY CHARLOTTE MERTON
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Fig. 45

Ivar Kamke, svensk 1882-1936, Portrétt av Carl G Laurin, ur Svenskar i nutiden. Portrétt av lvar Kamke
med text av Herman Lundborg, Stockholm 1934. Foto: Hossein Sehatlou.

Ivar Kamke, Swedish 1882-1936, Portrait of Carl G. Laurin, from Swedes of to-day: Portraits by Ivar
Kamke with text by Herman Lundborg, Stockholm 1934. Photo: Hossein Sehatlou.




JEFF WERNER

SANNINGEN | VITOGAT

Inledningsvis noterades att dagens Sverige tycks blondare dn nagon-
sin tidigare 1 historien. Blond har blivit superblond och liktydigt med
blonderad. Idag denoterar blond en mycket ljus, ndstan vit harfarg.
Betydelsef6rskjutningen skulle férmodligen kunna foljas 1 aldre svens-
ka pass som angav harfarg, eller kanske i reklam f6r harvardsproduk-
ter. Det ska dock inte géras har. Istillet ska ndgra exempel pa svensk
portrattkonst och kungabilder undersokas. En informationskilla om
vilka harfarger som uppfattades som blonda — men ocksa till vilka som
uppfattades som svenska — ar Svenska portrittarkivet och de kataloger
som upprattats 6ver svenska portritt. En annan 4r Rasbiologiska insti-
tutets dokumentationer av den svenska befolkningen.

Portritt hade sedan mitten av 1800-talet varit ett viktigt hjalpme-
del f6r den rasbiologiska forskningen. I synnerhet kom den nya tek-
niken fotografi att anvandas for att dokumentera fenotypiska drag,
som 1 tidigare ndmnda G H Stratz Die Rassenschinheit des Weibes fran
1902. Men aven maleri och skulptur togs 1 bruk av forskningen.
Detta ar kanske mnte sa 6verraskande med tanke pa att rastinkandet
och estetiken gatt hand 1 hand sedan 1700-talet.

1934 publiceras ett av de markligaste arbeten som gjorts inom
svensk portrattkonst: Herman Lundborgs och Ivar Kamkes Svenskar
tnutiden. I arbetet férenades chefen f6r Rasbiologiska institutet och en
konstnar som hade starka sympatier med den svenska rasbiologin.
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FACE THE TRUTH

In the introduction, I reflected on the thought that Sweden today seems
blonder than ever before in history. Blond has become super blond,
verging on bottle blond. Today, it denotes very light-coloured, almost
white hair. The shift in meaning could probably be traced in older
Swedish passports, which noted hair colour, or perhaps in advertising
for hair products; however, I will not attempt to do that here. Instead,
some examples of Swedish portraiture and royal images will be exam-
ined. One source of information on which hair colours were thought
of as blond—and also about what was thought of as Swedish—is the
Swedish Portrait Archive at the Nationalmuseum in Stockholm, and
its catalogues of Swedish portraiture. Another is the records of the
Swedish National Institute for Racial Biology, and its documentation of
the Swedish population.

Portraits had since the mid nineteenth century been an important aid
for eugenics research. The new medium, photography, was particularly
welcomed by those documenting phenotypic traits, as in Carl Heinrich
Stratz’s Die Rassenschonheit des Weibes (“The racial beauty of women’) of
1902, but they also put painting and sculpture to use in their studies. This
was perhaps to be expected, given that race thinking and aesthetics had
gone hand in hand since the eighteenth century.

In 1934, one of the strangest works ever to use Swedish portraiture
was published: Herman Lundborg and Ivar Kamke’s Svenskar ¢ nutiden
(Swedes of to-day). The book had brought together the head of the National
Institute for Racial Biology and an artist who strongly sympathized with
the Swedish brand of scientific racism.



Ivar Kamke (1882-1936) hade under 1910-talet etablerat sig
som portrattmalare, folklivsskildrare och naketmaélare 1 Zorns efter-
foljd. Han hade efter avslutade studier vid Konstakademien rest ut
1 Europa, men inte som flera av hans studiekamrater sokt sig till
Paris och Matisses akademi, utan till Miinchen och Hamburg for
att mala genrebilder och portritt.! Han blev, skriver Torsten Palmér,
"den burgna medelklassens och aristokratiens portrattmadlare par
préférence”” Under 1920-talet kom han att portrittera en lang rad
av Sveriges miaktigaste man. Martin Strémberg skriver 1 en minnes-
bok att Kamke "var angeldgen att fa framstilla sidana ansikten, som
sarskilt val tycktes honom illustrera den blonda kraften i svenskarnas
lynnesart.”® Men "Kamkes storsta triumf som portriattmalare var, nir
han péd nyaret 1935 kallades till Rom f6r att mala Il Duce. Pa tjugosex
timmar utfoérde han tva stora portritt av den italienske diktatorn.”
Ewert Wrangel, professor emeritus 1 konsthistoria vid Lunds uni-
versitet, anser att Kamke “mer 4n flertalet andra portrattmalare [...]
beaktat de avbildades av rasen betingade caracteristica. [...] Med
djup och innerlig férstaelse har Kamke atergivit Gotiska rastyper...”
Konstnéren har studerat bland andra Arthur de Gobineau och Paul
Schultze-Naumburgs Kunst und Rasse (1928), berittar lundaprofes-
sorn och placerar dirmed Kamke pé den rasistiska kartan.’ "Genom
hela sin uppvixt och sin uppfostran ir han Svensk. Aktsvensk 4r hos
honom den konstnarliga féreningen av soliditet och elegans. Svensk
anda och Svensk intimitet sld emot en 1 manga av hans basta dukar”,
avslutar Wrangel essin.

Herman Lundborg (1868-1943) stod vid bokens utgivande pa
héjden av sin karridr, med ett ar kvar till pension. 1915 hade han
utsetts till docent 1 rasbiologi och medicinsk érftlighetsforskning vid
Uppsala universitet. 1921 utsdgs han till professor och chef vid det
nyinrittade Statens institut for rasbiologi som pabdrjade sin verk-
samhet 1922.7 Sverige blev genom institutet virldsledande inom
forskningsfiltet. Under 1930-talet utndimndes Lundborg till vice
president 1 International Federation of Eugenics (1933), hedersledamot
av Vetenskapsakademien 1 New York (1935) och hedersdoktor 1
Heidelberg i Tyskland (1936).

Lundborg anvinde bade bildkonst och utstédllningsmediet f6r att
overtyga sin publik. I ett tidigare kapitel refererades att Anders Zorn
gav ekonomiskt stdd till Lundborgs turnerande utstillning Svenska
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Ivar Kamke (1882-1936) had made a reputation in the 1910s as a por-
traitist and genre painter, and a painter of nudes in the manner of Zorn.
After finishing his studies at the Royal Swedish Academy of Fine Arts, he
travelled Europe, but not to Paris and the Académie Matisse like many
of his fellow students, but to Munich and Hamburg to paint genre scenes
and portraits.! He became, writes Torsten Palmér, ‘the affluent middle
class’s and the aristocracy’s portrait painter par préférence’ In the 1920s he
was to portray a long succession of Sweden’s most powerful men. Martin
Stromberg wrote in a memoir that Kamke ‘was at pains to portray such
faces as seemed to him to illustrate particularly well the blond power of
the Swedes’ temperament.® Yet ‘Kamke’s greatest triumph as a portraitist
was when in the New Year of 1935 he was summoned to Rome to paint
Il Duce. In the space of twenty-six hours, he executed two large por-
traits of the Italian dictator’* Ewert Wrangel, Emeritus Professor of Art
History at Lund University, held that Kamke ‘more than the majority of
other portrait painters ... paid heed to the subject’s race-begotten carac-
teristica. ... With deep and heartfelt understanding, Kamke has rendered
the Geatish race types. The artist had studied the work of Arthur de
Gobineau and Paul Schultze-Naumburg, author of Kunst und Rasse (1928,
‘Art and race’), as Wrangel explained, placing Kamke firmly in the ranks
of the race thinkers.” ‘By reason of his entire childhood and upbringing,
he is Swedish. Genuine Swedishness appears in him as the artistic union
of solidity and elegance. Swedish spirit and Swedish intimacy are what
one meets in many of his best canvases’, Wrangel concluded in his essay.’

At the time the book was published, Herman Lundborg (1868-1943)
was at the peak of his career, with one year left before he retired. In 1915
he had been appointed a reader in eugenics and medical genetics research
at Uppsala University. In 1921 he was appointed professor and director of
the newly established National Institute for Racial Biology, which began
operations in 1922.” With the institute, Sweden became a world leader in
the field of scientific racism. During the 1930s, Lundborg was appointed
vice-president of the International Federation of Eugenics (1933) and
honorary member of the New York Academy of Sciences (1935), and
was awarded an honorary doctorate by Heidelberg University (1936).

Lundborg used both the visual arts and the medium of the exhi-
bition to convince his audience: it has already been noted that Anders
Zorn gave financial support to Lundborg’s touring exhibition ‘Svenska
folktyper’ (‘Swedish folk types’) in 1919, and Lundborg appeared at the



folktyper 1919. Och pa Stockholmsutstéllningen 1930 medverkade
Lundborg med de senaste ronen om rashygien 1 montern Svea rike.

Ett av Lundborgs internationellt mest inflytelserika arbeten
var The Racial Characters of the Swedish Nation (1926), en undersok-
ning baserad pa svenska virnpliktiga. Boken innehaller omfattande
statistik efter uppmaétning av deras kroppar. Vad giller 6gonfirg
skiljs pa ljus, blandad och mérk. 86,9 procent av underséknings-
materialet har ljus 6gonfirg.® Harfarg indelas 1 sex kategorier varav
ljusbrun ar vanligast med 62,5 procent. Det som jag 1 inledningska-
pitlet bendmnde rattfargat har, dominerade sdlunda &ven pa 1920-ta-
let. Lantbruksbefolkningen visade sig ha nagot ljusare hérfirg an
industriarbetarna.’ For att klassificeras som av renare nordisk typ
fordrades ljus 6gonfarg, ljus harfirg som dven inkluderade rétt har,
minst 168 cm langd och ett cefaliskt index, det vill siga kvoten mellan
huvudets ldngd och bredd, under 78.° Hogst andel rena nordiska
typer fanns enligt denna kvasivetenskap i Orebro lin och ligst andel
1 Norrbottens ldn."! Efter néstan tre hundra sidor med statistik och
analyser foljer ndstan femtio sidor med bilder pa méanniskor av olika
raser. Har finns de ofta reproducerade fotografierna av svenskar med
olika raskaraktdristik. Men planschdelen inleds med historiska per-
soner: Tva gravyrer av Axel Oxenstierna (1583-1654) respektive Per
Brahe den yngre (1602-1680), Sergels medaljong av Carl von Linné
(1707-1778) samt Ludwig Wilhelm Wichmans medaljong av Jenny
Lind (1820-1887) utford 1846.

Lundborg skrev dven populirvetenskapliga verk som Rasbiologi
och rashygien (1914) och Viisterlandet i fara (1934). 1 Svenska folktyper 1919,
som innehaller ett mycket stort antal fotografier, varav en del dr tagna
av Lundborg sjilv, forekommer exempelvis en oljemalning av "slakten

Josephsons stamfader”, med avsikt att visualisera hur ”svenska judar”
ser ut."> Aven i folkupplagan av Svensk raskunskap (1927) forekommer
malningar. Den forsta planschen férestiller Lundborgs foéregangare,
"rasforskaren” Anders Retzius (1796-1860), efter en malning av Axel

Jungstedt fran 1900."* Boken innehéller, liksom den ovan behandlade
engelsksprakiga boken, dven reproduktioner av Sergels portrattme-
daljonger av Linné och Wichmanns av Jenny Lind.

Maleri, grafik och skulptur tillgrips som synes framst dér fotogra-
fier inte finns att tillga. Tilltron till konstverkens dokumentira egen-
skaper ar stor. Utifran mélningar och skulpturer tycker sig Lundborg
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Swedish stand, ‘Svea rike’ (“The realm of the Swedes’), at the Stockholm
Exhibition in 1930 to talk about the latest thinking on eugenics.

One of Lundborg’s internationally most influential works was The
Racial Characters of the Swedish Nation (1926), a study based on Swedish
military conscripts. The book contained comprehensive statistics derived
from their body measurements. When it came to eye colour, a distinction
was made between pale, mixed, and dark. Thus 86.9 per cent of those
surveyed had pale eyes.® Hair colour was divided into six categories,
of which light brown was the most common with 62.5 per cent. What
I termed mousey light-brown hair in the introductory essay was thus
also predominant in the 1920s. The agrarian population were found to
have slightly lighter hair colour than industrial workers.” To be classi-
fied as a relatively pure Nordic type, the requirement was for pale eyes,
light-coloured hair (which also included red hair), a height of at least 168
cm, and a cephalic index—the ratio of the transverse to the longitudinal
diameter of the skull-under 78.!° This pseudoscience established to its
own satisfaction that the highest proportion of pure Nordic types were
in the county of Orebro in central Sweden, and the lowest proportion
in Norrbotten in the far north.! After nearly three hundred pages of
statistics and analysis there are almost fifty plates of people of different
races. Here one finds the often reproduced photographs of Swedes with
different race characteristics. But the plates begin with historical figures:
engravings of Axel Oxenstierna (1583-1654) and Per Brahe the Younger
(1602-1680); Johan Tobias Sergel’s medallion of Carl Linnaeus (1707-
1778); and Ludwig Wilhelm Wichmann’s 1846 medallion of Jenny Lind
(1820-1887).

Lundborg also wrote non-specialist works such as Rasbiologi och rashy-
gien (1914 ‘Eugenics and racial hygiene’) and Véisterlandet i fara (1934, “The
West in Danger’). In Svenska folktyper (1919, ‘Swedish folk types’), which
contains a very large number of photographs, some of them taken by
Lundborg himself, there is for example an oil painting of ‘the Josephson
family’s earliest ancestors’, intended to illustrate what ‘Swedish Jews’
looked like.'? Even Svensk raskunskap (1927), the abridged Swedish edition
of The Racial Characters of the Swedish Nation, included a number of illustra-
tions. The first plate was of Lundborg’s predecessor, the ‘race researcher’
Anders Retzius (1796-1860), after a painting by Axel Jungstedt from
1900." Like the full English-language edition, it also has reproductions of
Sergel’s portrait medallions of Linnaeus and Wichmann’s of Jenny Lind.



kunna avgora vem som &r av renrasig nordisk typ. Samarbetet med
Kamke kring Svenskar i nutiden dr anda 6verraskande — skulle inte
fotografier ha bidragit till studiernas vetenskapliga ansprak? Syftet
att anvanda portriattmalningar i1 Svenskar i nutiden maste forstas som
ett sitt att hoja bokens prestige. Portrattmaleriet var dnnu under
mellankrigstiden flitigt anvint av 6verklassen for att visualisera
ittens genealogi samt for att pryda motesrum hos hégavlénade
yrkesgrupper som ldkare, professorer och direktérer.

De statushdjande ambitionerna bekriftas ocksa av att Svenskar @
nutiden @r ett till formatet stort och pakostat planschverk, tryckt pa
hogklassigt papper 1400 numrerade exemplar.'* Lundborg skriver 1
inledningen att det lange varit hans 6nskan att fa till stand ett portratt-
galleri av samtida svenskar. Urvalet bestimdes for Lundborgs del av
antropologiska och rasbiologiska synpunkter, och fér Kamkes del
av konstnarliga.”” Enligt Kamkes biograf, Martin Strémberg, var det
konstniren som utférde filtarbetet”: "Av de fyrtiofem pastellpor-
tritten 1 detta praktfulla arbete ar flertalet daterade 1934 och de 6v-
riga 1933. Med kdnnedom om den minutiésa noggrannhet, varmed
Kamke studerade och uppmitte samtliga dessa ansikten, férstar man
med vilken hdngivenhet konstnéren omfattade denna idé. Det var ett
stort personligt offer Kamke hér gjorde 1 rasforskningens tjanst.”*®

Samtliga 45 portritt avbildar min. Man som enligt Lundborg
till storsta delen var av "nordisk eller 6vervigande nordisk rastyp”.
Nistan ”alla hade 1 tidigare generationer utgatt fran svenska allmo-
gehem, ofta fran bondeklassen”"” Samtliga aterfanns i samhallets
ovre skikt, som en f6ljd av goda rasegenskaper far vi tro. Fler &n en
tredjedel dr vetenskapsman eller akademiker. Andra stora grupper
ar chefer, kapitalister och politiker. Aven militirer och konstnirliga
yrken finns representerade, de sistndmnda med kompositéren Hugo
Alfvén, bildhuggaren Carl Milles och arkitekten Ragnar Ostberg.
Medelaldern ar hog. De flesta dr 6ver sextio ar. Endast greve Johan
Gabriel Oxenstierna dr yngre an fyrtio. Bland de avbildade akade-
mikerna finner man konsthistorikern Karl Asplund, historikern Carl
Grimberg, konsthistorikern och museichefen Andreas Lindblom,
samt forfattaren och konstkritikern Carl G Laurin som vi motte 1
kapitlet om blagula landskap.

Fore bilddelen finns en katalog med kortfattade biografiska och
antropologiska uppgifter, som fér tankarna till en museikatalog. Men

332

Fig. 45

333

Plainly, Lundborg in general had recourse to paintings, prints, and
sculpture where photographs were not available. The trust placed in
the artworks’ documentary qualities was complete. Using paintings and
sculptures, Lundborg was quite certain he could determine who was of
the pure-bred Nordic type. His collaboration with Kamke on Svenskar
¢ nutiden is nonetheless surprising. Would photographs not have given
greater weight to the study’s scientific claims? The reason for using por-
trait paintings in Svenskar i nutiden presumably should be understood as
a way to raise the book’s prestige. Even in the interwar period, portrait
painting was often used by the upper classes to visualize their family’s
genealogy or to adorn the reception rooms of highly paid professionals
such as doctors, professors, and company directors.

This element of social aspiration is also confirmed by the fact that
Svenskar i nutiden was a large and lavishly illustrated work, printed on high-
grade paper in a run of 400 numbered copies.'* Lundborg wrote in the
introduction that it had long been his desire to set up a portrait gallery of
contemporary Swedes. The selection was determined for Lundborg’s part
by anthropological and eugenic reasons, for Kamke’s by artistic reasons. '’
According to Kamke’s biographer, Martin Stromberg, it was the artist who
did the ‘fieldwork’: ‘Of the forty-five pastel portraits in this magnificent
work, the majority are dated to 1934 and the remainder to 1933. Knowing
the meticulous care with which Kamke studied and measured all these
faces, one understands the regard in which the artist held this idea. It was
a great personal sacrifice on Kamke’s part in the service of race research.'®

All of the 45 portraits show men. Men who according to Lundborg
were mostly of the ‘Nordic or predominantly Nordic race type’ Nearly
‘all had in previous generations issued from Swedish peasant homes, of-
ten from the farming class.”All were found in the upper stratum of soci-
ety, the result, we are given to believe, of good racial characteristics. More
than a third were scientists or academics. Other large groups were manag-
ers, capitalists, and politicians. The military and artistic professions were
represented too, the latter with the composer Hugo Alfvén, the sculptor
Carl Milles, and the architect Ragnar Ostberg. The average age was high.
Most of them were over sixty, and only Count Johan Gabriel Oxenstierna
was under forty. Among the academics, there are the art historian Karl
Asplund, the historian Carl Grimberg, the art historian and museum
director Andreas Lindblom, and the writer and art critic Carl G. Laurin,

Fig. 45 who we met in the essay on the blue-and-yellow landscape.



1 stéllet for uppgifter om portrattens format, teknik och proveniens
avrapporteras den portritterades yrke, genealogi samt resultatet av
uppmitningarna. Sa kan vi exempelvis ldsa om Laurin: "Fédd 1868
1 Stockholm, dér fadern var boktryckare. Fil. Kand., hedersdoktor,
forelasare, konstkritiker. Av allmogeslakt, hdrstammande fran Lars
Olsson, dod 1606 1 S6derkoping, efter vilkens dopnamn dttlingarna
kallade sig Laurin(us). Bla 6gon. Rakt, mjukt, ljust har. Kroppslangd
1760, huvudets lingd 219, huvudets bredd 158, okbagsbredd 147
mm.”lS

I portrittet ar Laurin avbildad i profil. Skigget och héret dr gra-
nat, men blicken dr skarp. For att betona hans statliga profil har
Kamke lagt en mork skugga bakom ansiktet. Samlingen av granade
méin kan ur dagens perspektiv tyckas féga 6vertygande. Den maste
forstas 1 relation till Gobineaus och Lundborg rasistiska idéer. De
som ndtt framgéangsrika positioner 1 det svenska samhallet maste per
definition tillhéra de med bést genetisk uppsittning. Det svenska fol-
ket bestdr, enligt Lundborg, av flera raser. Relativt fa ar renrasiga.
Genom ”standscirkulationen” forbattrar de som "kommit till virlden
med virdefulla arvskombinationer” sin stillning, medan de ”samst
utrustade [...] sjunka djupare ned.” Detta om samhéllet fungerar pa
ett sunt sitt, vill siga. I dekadenstider kan andra grupper "komma sig
upp”, sasom lycksokare och gulascher. Lundborg noterar bekymrat
att de oversta skikten reproducerar sig simre an de lagre klasserna,
men sd lange medelklassen inte dr urartad kan begavningar fyllas pa
underifran. Langst ner befinner sig proletarerna. "Pa grund av daligt
avpassad konstitution, klenare begavning och merendels svag karak-
tar forma de ej att arbeta sig upp. I detta ldgsta lager sjunka dessutom
odugligare individer ned fran de hogre skikten...”"

I Allhems Svenskt konstnirslexikon behandlas Kamke med viss
distans. Enligt Palmér dr planschverket tillkommet som "utslag av
Kamkes intresse for personer, 1 vilkas utseende han trodde sig finna
typiskt germanska rasdrag”.* Svensk Portréttkonst genom fem drhundraden,
skriven av Sixten Stromboms eftertradare vid Svenska portrittarki-
vet Boo von Malmborg, nimner éver huvud taget inte Kamkes kopp-
ling till Lundborg och den rasbiologiska forskningen.?! Och i senare
tiders konsthistoriska 6versiktsverk dr Kamke inte med, trots att han
var relativt framgangsrik under mellankrigstiden. Obehagliga passa-
ger 1 den svenska konsthistorien f6rbigas med tystnad.?* Raderingen
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The plates are preceded by a register with brief biographical and an-
thropological data, reminiscent of a museum catalogue. However, instead
of information on the portraits’ format, techniques, and provenance, it
recorded the sitters’ occupation and genealogy, and the results of the
measurements. Thus we can read of Laurin:

Born 1868 in Stockholm, where the father was a printer. BA, honor-
ary doctor, lecturer, art critic. Of peasant stock, descended from Lars
Olsson, died 1606 in Séderkdping, from whose Christian name his de-
scendants took the name Laurin(us). Blue eyes. Straight, soft, light hair.
Stature 1760 mm, length of head 219 mm, width of head 158 mm, zygo-
matic arch 147 mm."®

In the portrait, Laurin is depicted in profile. His beard and hair are
greying, but his eyes are sharp. To emphasize his imposing profile, Kamke
has cast a dark shadow behind his face.

A collection of hoary men seems at best unconvincing from to-
day’s perspective, but needs be understood in relation to Gobineau’s
and Lundborg’s race thinking. Those who attained and held success-
ful positions in Swedish society must, by definition, have belonged to
those with the best genetic stock. According to Lundborg, the Swedish
nation comprised several races. Relatively few had pure ‘race blood’.
As a result of social mobility, those who had ‘come into the world with
valuable combinations of heritage’ would improve their position, while
the ‘worst equipped ... sink ever deeper’. If society was functioning in a
healthy manner, that is. In times of decadence, other groups come up in
the world—opportunists and profiteers. Lundborg noted with concern
that the upper classes were not as successful at reproducing as the lower
classes, but as long as the middle class did not degenerate then they
could replenished the upper classes from below. At the bottom was the
proletariat. ‘Because of a poorly adapted constitution, meagre talent, and
generally weak character, they cannot be prevailed upon to work their
way up. Moreover, to this lowest layer sink the more worthless individu-
als from the higher layers.’*

In Allhem’s Svenskt konstndrslexikon (‘Dictionary of Swedish artists’)
Kamke is treated with a certain distance. According to Palmér, the plates
came about as ‘an instance of Kamke’s interest in people, in whose appear-
ance he thought he might find typically Germanic racial characteristics.’*
Svensk Fortréitthonst genom_fem drhundraden (‘Five centuries of Swedish por-
traiture’), written by Sixten Strémbom’s successor at the Swedish Portrait



av den tyskvinlige konstniren har skett fullt medvetet, har jag for-
statt av aldre kollegor. Problemet ar att det samtidigt suddar bort en
viktig passage 1 svensk konsthistoria.

Kamke dog 1936 och fick aldrig se de fulla konsekvenserna av de
tyska nationalsocialisternas politik, &ven om han naturligtvis kdnde
till deras program. Att hans foréldrar, liksom hans hustru, var fran
Tyskland bor ocksa tas med 1 bilden. Hustrun Kathe Kamke var,
liksom Herman Lundborg, medlemmar av Riksféreningen Sverige-
Tyskland under kriget, den viktigaste samlande kraften f6r dem 1
samhallets 6vre skikt som sympatiserade med nazismens Tyskland.?

Svenskar 1 nutiden llustrerar att 6gat hittar vad det soker. I boken
finns inget som liknar de idealiserade nordiska kroppar som mel-
lankrigstidens visuella kultur annars &r full av, 1 allt frdn reklam till
nazistisk propaganda. Att de granande mannen tillskrivs egenskaper
som gor dem till exemplariska individer normaliserar de karaktiris-
tika som tillskrevs den vita rasen. Alla som bladdrade boken kunde
kédnna sig som arier — under férutsittning att de var mén 1 samhallets

topp.

BLATT BLOD

Insamlingen av material till Svenska portrittarkivet bestimdes inte,
till skillnad fran Lundborg och Kamkes projekt, av rasbiologiska kri-
terier. Att rastankar dndd finns ndrvarande dr knappast férvanan-
de med tanke pa hur omfattande stédet till rasbiologin var under
1900-talets forsta halft. Arkivet grundades 1916 nar konsthistorikern
Sixten Strémbom pédboérjade ett dokumentationsarbete av svenska
portritt. Samlingen omfattar idag omkring 60 000 bilder. De svart-
vita bilderna ar forsedda med grundliga kataloguppgifter, daribland
enstaka fargbeskrivningar. I portritten av kungligheter anges ibland
dven har- och 6gonfiarg. Genom jimférelse med originalverken kan
saledes konventioner {or firgangivelser avlasas, exempelvis vad som
bedémdes vara blont har. De ar ocksd en kalla till hur utseenden
knyts samman med uttolkningar av inre karaktiristika, nagot som
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Archive, Boo von Malmborg, makes no mention whatsoever of Kamke’s
links with Lundborg and eugenics research.”’ And in more recent art-
historical reference works, Kamke is not included, even though he was
relatively successful in the interwar period. Awkward passages in Swedish
art history are best passed over in silence, apparently.?? The omission of
the Germanophile artist was a fully conscious decision, I have been led
to understand by older colleagues. The problem is that it simultaneously
blurs an important passage in Swedish art history.

Kamke died in 1936, and so never saw the full consequences of the
German Nazis’ policies, although he obviously knew of their programme.
The fact that his parents, like his wife, were from Germany should also
be borne in mind. His wife, Kéthe Kamke, was, like Herman Lundborg,
a member of Riksféreningen Sverige—Tyskland (the National Sweden-
Germany Federation) during the War, the main haunt for those in the
upper classes who sympathized with Nazi Germany.*

Swedes of to-day corroborates the idea that the eye will find whatever it
1s Jooking for. The book has nothing like the idealized Nordic bodies that
interwar visual culture was otherwise full of, in everything from adver-
tising to Nazi propaganda. The fact that the greying men were ascribed
qualities that made them into exemplary individuals normalizes the char-
acteristics ascribed to the white race. Anyone who flicked through the
book could feel like an Aryan—provided they were a male member of the
social elite.

BLUE BLOOD

Unlike Lundborg and Kamke’s project, the collection of material for the
Swedish Portrait Archive was not determined by scientific-racial criteria.
That race thought was nevertheless a factor is hardly surprising given the
extent of the support for scientific racism during the first half of the twen-
tieth century. The archive was founded in 1916 when the art historian
Sixten Strombom began to document Swedish portraits. Today, the col-
lection comprises some 60,000 images. The black-and-white pictures each
come with detailed catalogue entries, including the occasional description



inte minst kommer till uttryck 1 Sixten Strémboms Index dver svenska
portritt 1500-1850 ¢ Svenska portrittarkivets samlingar, som borjade ges
ut 1935.

Jag har valt att koncentrera den avslutande delen av undersok-
ningen till portritt av Gustav Vasa. Han har forstas en alldeles sar-
skild betydelse i detta sammanhang eftersom han ofta framhalls som
grundldggare av den moderna staten Sverige. Gustav Vasa ledde
dalkarlarna mot dansken, upprittade en stark centralmakt, inférde
protestantismen och avskaffade bruket att vilja konung. Dartill ar
hans utseende vilkant.

Att Gustav Vasa dr en allmint bekant visuell ikon framgar till
exempel av pensionsbolaget Alectas reklamfilmer som bérjade vi-
sas 2011. Den forsta var pd Baywatch-tema och visade konungen
tillsammans med Jenny Lind, Selma Lagerlof, Carl von Linné och
Greta Garbo. Visserligen var figurerna 1 den allra forsta filmen svéra
att kdnna igen eftersom de inte bar sina sedvanliga attribut utan var
kladda 1 badklader. Men med bildtexter som "Gustav Vasa as 1000
kr” gick den visuella podngen @nda fram. Valet av historiska perso-
ner var betingat av vilka som figurerade pa svenska sedlar denna tid.
Budskapet var att pengarna/personifikationerna méadde gott i foreta-
gets hander. Temat har sedan dess varierats 1 flera reklamfilmer.

Vilka som far pryda ett lands sedlar har hégt symbolvirde.
Knappttvamanader innan den forsta Alectafilmen visades meddelade
Riksbanken vilka som skulle avbildas pa de nya sedlarna 2015-2016.
Dag Hammarskjold ersitter Gustav Vasa pa 1000-konorssedlarna,
Birgit Nilsson placeras pa 500-kronorssedeln, Ingmar Bergman pa
200 kr, Greta Garbo pa 100 kr, Evert Taube pa 50 kr och Astrid
Lindgren pa den nya tjugolappen. Riksbanken intog harmed en min-
dre rojalistisk hallning. Valet av personer dr mer samtida, mer folkligt
och mer jamstallt an tidigare. Men lika vitt.

Aven om Gustav Vasa ir pa vig bort frén de svenska sedlarna
ar han dnnu en av de mest visuellt bekanta kungarna 1 den svenska
historien. Det &r inte bara sedlar och reklamfilmer som gjort Gustav
Vasas apparition allmant bekant. Han har flitigt figurerat pa alltifran
skolbocker till kndckebrédspaket.?* Detta dr delvis en foljd av att
han sjilv insag vikten av att forma bilden av sig sjlv 1 saval visuella
som litterdra framstdllningar. Men det har ocksd att géra med att
han anviants av senare tiders makthavare. Han har iklitts egenskaper
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of the colours. For the portraits of royal family members, sometimes even
hair and eye colour are detailed in the catalogue. By comparing these
entries to the original works, it is possible to identify the conventions of
their colour terminology—for example, what was judged to be blond hair.
They are also a source of information on how physical appearance was
used in interpretations of inner characteristics, something that was very
much the case in Sixten Strémbom’s Index dver svenska portritt 15001850
1 Svenska portréttarkivets samlingar (‘Index of Swedish portraits 1500-1850
in the Swedish Portrait Archive’s collections’), which began publication
in 1935.

For the final part of this study, I have chosen to concentrate on por-
traits of Gustav I (1496-1560), better known in Sweden as Gustav Vasa.
He had a very special place in the canons of scientific racism because he
was so often held up as the founder of the modern state of Sweden, as he
is still to this day. Gustav Vasa led the people of the province of Dalarna
in a rebellion that overthrew Danish rule in Sweden, established a strong
central power, introduced Protestantism, and abolished the practice of
electing the king and replaced it with a hereditary monarchy. Added to
that, his appearance is well known.

That Gustav Vasa is a widely recognized visual icon in Sweden is
confirmed by the example of the pension company Alecta’s advertise-
ments, which began appearing in 2011. The first had a Baywatch theme,
and showed the king together with Jenny Lind, Selma Lagerlof, Carl
Linnaeus, and Greta Garbo, all of them the historical figures depicted
on Swedish banknotes. Admittedly, the figures in the very first film were
difficult to recognize because they did not have their usual attributes,
but were dressed in swimwear. However, with captions such as ‘Starring
Gustav Vasa as 1000 kronor’ the visual point was still made. The message
was that the money/personification was feeling good in the company’s
hands. Variants on the same theme have since been used in several of
their advertisements.

The people who figure on a country’s banknotes have a high sym-
bolic value. A couple of months before the first Alecta advertisement
was shown, the Swedish Central Bank announced who would be de-
picted on the new banknotes, starting in 2015-2016. Dag Hammarskjold
will replace Gustav Vasa on the SEK 1000, Birgit Nilsson will be on
the SEK 500, Ingmar Bergman on the SEK 200, Greta Garbo on the
SEK 100, Evert Taube on the SEK 50, and Astrid Lindgren on the



som uppfattas som svenska: han styrde med hard men rittvis hand,
starkte staten pa adelns och kyrkans bekostnad, och var pa en gang
bade folklig och faderlig.

Alla bildskapare, dven de som verkade under Gustav Vasas tid,
maste gora en avvagning mellan konventioner, karaktiristik och
komplimanger. Forestallningen om vad som ser verkligt ut har skiftat
over tid, liksom tekniken for att skildra bland annat ljus och volym.
Vad som ansetts portrattlikt har langtifran enbart med atergivning av
visuella drag att gora.

Gustav Vasa var dokumenterat angeldgen av att skapa bilden av
sig sjalv som en kraftfull ledare 1 text och bild. Det finns ett par mal-
ningar och en relief av Willem Boy som sannolikt ar tillkomna under
kungens levnad, samt ytterligare ett par verk som daterats till andra
hilften av 1500-talet. Huruvida de ar kopior eller original och vilka
som varit upphovsmin &r ett konsthistoriskt tritodmne som jag inte
behéver férdjupa oss 1 hér.

Det aldsta portriattet utférdes 1542 av den fran Danmark inkal-
lade konstnéren Jacob Binck. Malningen 1 Uppsala universitets dgo
ar sannolikt en tidig kopia av detta portritt.>> Gustav Vasa dr av-
bildad 1 trekvartsprofil och halvfigur, 1 guldstickad drékt, och med
barett och handskar. Det rédblonda héret och skigget ar vilansat.
Luggen ér rakt avskuren, liksom haret halvvags 6ver 6rat och skég-
get. Den grabla blicken tycks fastad 1 fjarran. Genom att den vildiga
kroppshyndan beskérs av bildramen och understryks av de kraftigt
sluttande axlarna far mélningen en monumental prégel trots sitt be-
griansade format (77 x 58 cm). Inskriptionen berittar bland annat att
detta dr hur konung Gustav bar ”sitt ansikte och sina axlar”.?

Samtliga tidiga verk visar fram en dldre man med kortklippt har,
kraftigt skigg, framtradande mage, hég panna, skarp blick och ele-
ganta rendssanskldder. Han framstills ofta som rédblond, med blek
hudfirg och grabld 6gon. Helfigursportritten framhdller dven ett
par valsvarvade ben. Man kan ocksa notera variationer mellan olika
Gustav Vasaportritt vad giller bland annat pannans hdjd, nisans
utformning samt hérets och skiggets farg. Det finns ocksa skillnader
som beror pa avbildningarnas syften. Pa ett endalermynt av Jacob
Binck (1542) avbildas Gustav Vasa, till skillnad fran i malningen, 1
profil med krona, riksépple och svard. Det var sa kungen ville visa
upp sig for sina undersatar — malningen kan ha kommit till som
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SEK 20. With this, the Central Bank showed a less royalist stance. The
choice i1s more populist, more contemporary, and more gender equal than
before. But just as white.

Although Gustav Vasa is going to vanish from Sweden’s banknotes,
he 1s still one of the most instantly recognizable kings in its history. It is
not just banknotes and advertisements that have made his appearance
generally known. His has appeared on everything from schoolbooks to
crispbread packets.?* This is partly a consequence of his own realization
of the importance of shaping his kingly image in both visual and literary
representations. But it also has to do with his use by subsequent rulers. He
has been endowed with attributes that are thought of as being Swedish:
he ruled with firm but fair hand, he strengthened the State at the expense
of the Church and the aristocracy, and he was a fatherly figure with the
common touch.

All image-makers, including those active in Gustav Vasa’s own time,
have to strike a balance between conventions, characteristics, and compli-
ments. The notion of what appears real and true has shifted over time, as
have the techniques to convey such things as light and volume. What has
been thought lifelike has not only to do with the reproduction of visual
characteristics.

Gustav Vasa is known to have been keen to create an image of himself
as a powerful leader in text and picture. There are a couple of portraits
and a wood relief by Willem Boy that likely were done during the king’s
lifetime, and another couple of works that date to the second half of the
sixteenth century. Whether they were copies or originals, and who the
artists were, are bones of art-historical contention that I do not need to
go into here.

The oldest portrait was painted in 1542 by an artist summoned
to Stockholm from Denmark, Jacob Binck. The painting in Uppsala
University’s possession is probably an early copy of this portrait.”> Gustav
Vasa is shown in three-quarter profile, half-length, in a gold-embroidered
robe with cap and gloves. His sandy-coloured hair and beard are well-
groomed. His fringe is cut straight, as is the hair over his ears. His grey-
blue eyes have a faraway look. With his mighty bulk cropped by the
picture frame and accentuated by the steep slope of his shoulders, the
painting has a monumental character, despite its small size (77 x 58 cm).
The inscription informs us that this is how he chose to wear ‘his face and
his shoulders’.*®



gava till en utlindskt hov. "Det dr nagot av historiens ironi att 1542
ars portritt kom att hamna pa Riksbankens sedlar”, skriver Peter
Gillgren, "foér Gustavs egna myntbilder har en helt annan karaktar
och ikonografi”.’

Det finns en med Gustav Vasa samtida litterdr redogorelse for
kungens utseende som Strombom anvinder som mall fér att bedoma
bildernas portrittlikhet. Per Brahe den dldre (1520-1590) skriver:
”Thil naturen och complexionen war han ehn colerisk sanguineus.
Hans storlich war thil en passelig mandz langdt wid pass 3 Stocholms
alnar 1/12 quarther, hade ett thortt (trint) huffuud huijttgultt har,
wackert stoortt langt skig, skarpe 6gon, liten raack nisa, en walski-
katt munn, réda lipper, wélfargat i ansichtedt, blommer 1 kinden, en
rodbrun krop och heell wthoéffuer all sin krops lekamen...”?® Varfér
en skriftlig beskrivning av utseendet skulle vara mer sanningsenlig
an en visuell utreds inte av Strémbom. Diaremot konstaterar han att
Bincks portritt 1 stora drag stimmer med Brahes beskrivning av en
”colerisk sanguineus. [...] Bilden dterger en mycket nationell typ, ndr-
mast en lantadelsman, handelskraftig, myndig och klok. Vaksamhet,
latt 6vergdende 1 misstinksamhet kan man térhanda ocksa utldsa ur
dessa blonda drag.™*

Den svenska typen karaktiriseras salunda av blonda drag, men
ocksda av handlingskraft, klokskap och mdhénda misstanksamhet.
Malningar av kungen som inte uppfyllde dessa kriterier avfirdas av
Strombom som icke-portrittlika. I kopior fran sent 1500-tal framstalls
Gustav Vasa som betydligt mérkare. Strombom férmodar att detta
beror pa fargférandringar hos férlorade original eller hos kopiorna.
Urtypen for den "svarta Gustav Vasa-typ” som kom att dominera
under 1600- och 1700-talen moter vi forsta gangen 1 ett litet portritt
gjort for slottet 1 Kassel pa 1580-talet, enligt Strémbom. Det faller
inte honom 1 smaken: "6gonen sakna den intagande glimten, under
den hingande mustaschen verkar munnen insjunken och tunn, de
sma handerna fingra forstrétt pa handskar och skirp”. 1600-talets
"svarte” Gustav Vasa forklaras bade som f6ljd av barockens stilideal
och fargforandringar hos savil malningarna som deras forebilder.*
Processen tog bilden av landsfadern allt Iangre bort fran hans blonda
nordiska uppenbarelse, menar Strémbom.

Inte heller portrattet av Cornelius Arendtz, aven kallad "Bystad-
mastaren”, uppfyller Stromboms 6nskemal. Han bedémer det som en
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All the early works show an older man with short hair, a heavy beard,
a prominent belly, a high forehead, a sharp eye, and elegant Renaissance
clothing. He is often portrayed as sandy-haired, with pale skin and grey-
blue eyes. The full-length portraits also emphasize his shapely legs. There
are a number of the variations between the various portraits when it
comes the height of his forehead, the shape of his nose, and the colour of
his hair and beard. There are also differences that stem from the purpose
of the portraits. For a one-riksdaler coin (1542), Jacob Binck shows Gustav
Vasa, unlike the painting, in profile with crown, orb, and sword. The coin
was how the king wanted to appear to his subjects; the painting may have
been done as a gift for a foreign court. ‘It’s one of history’s ironies that
it was the 1542 portrait that ended up on the Central Bank’s banknotes,
writes Peter Gillgren, ‘for the images of Gustav on his own coin have a
completely different character and iconography.

There is one contemporaneous account of Gustav Vasa’s appearance
that Strémbom used to judge the images’ likeness. Per Brahe the Elder
(1520-1590) wrote of the king that ‘In nature and complexion he was a
colerisk sanguineus [choleric and sanguine]. His size was of a fitting height,
about 3 Stockholm ells '/, quarter tall, a round head, pale-yellow hair, a
fair, large, long beard, sharp eyes, a small straight nose, a shapely mouth,
red lips, face of a good colour, rosy cheeks, ruddy of trunk, and whole
of limb’*® Why a written description of his appearance would be more
truthful than a visual account is not something Strombom deigns to an-
swer. However, he notes that Binck’s portrait was broadly consistent with
Brahe’s description of him as a ‘colerisk sanguineus . .. The picture portrays a
very national type, closest to a country gentleman, resolute, authoritative,
and wise. Vigilance, easily passing into suspicion, one may perchance
read from these blond features.*

The Swedish type 1s thus characterized by blond features, but also by
resolve, wisdom, and perhaps suspicion. Paintings of the king that did not
meet these criteria were dismissed by Strémbom as not being lifelike. The
copies made in the late sixteenth century show Gustav Vasa as signifi-
cantly darker. Strémbom presumed that this was because of the discolou-
ration of the lost originals or the copies themselves. The archetype of the
‘black Gustav Vasa type’ that came to dominate in the seventeenth and
eighteenth centuries is one we meet for the first time in a small portrait,
according to Strombom made for the castle in Kassel in the 1580s. It was
not much to Strémbom’s liking: ‘the eyes lack the captivating twinkle;



kopia fran omkring 1625 efter ett original fran 1557-1558, det vill fran
de sista aren av kungens liv. I malningen ar visserligen kungen relativt
blond och reslig, men avstandet mellan nésa och mun ér allt for stort,
anser Strombom. Det avviker fran andra portritt genom att Gustav
Vasa forsetts med “grovt bondska drag” och fatt en aggressiv blick.*

Det finns en pataglig kontinuitet i tolkningen av Gustav Vasa,
dven om varje tid lagt till nya betydelselager. Gustaf Upmark me-
nade 1894 att det fanns en 6verensstimmelse mellan inre och yttre
hos kungen. Han var "en utpréglat svensk typ” 1 blandningen av
"afventyrlighet och forsiktighet, af glatt lefvnadsmod, hogstdmdhet
och praktiskt férstand”. Ocksd utseendet gav “en vacker bild af en
svensk” med liten, rak nésa, blont har och skidgg samt en spanstig
kropp.?* Strémbom sag 1934 en blond, nationell, och handlingskraf-
tig lantadelsman, 1 portrittet fran 1542. Framfér samma malning an-
sag Mereth Lindgren 1996 att det dr omgjligt att beskriva Gustav
Vasa som annat dn "landsfadern”* Och Peter Gillgren tycker sig ett
decennium senare se ”en familjefader av folkhemsk prigel”, inte olik
"en Per-Albin Hansson eller en Gunnar Strang”.**

De foljande seklens bilder av Gustav Vasa gar tillbaka pa aldre
forebilder, men uppvisar dnda relativt stora variationer, saval 1
anletsdrag som harfarg. Inte sdllan avbildas kungen med smalare
ansikte och morkare har. Till standardikonografin hor det statliga
skdgget, en allvarlig uppsyn - ofta med rynkad panna — och en
kraftig kropp.

Det ar forst pa 1800-talet som en mer visuellt differentierad bild
framtrader. Det hdnger inte minst samman med historiemaleriets
framvaxt dir kungen behévde kunna framstillas 1 andra situationer
an som den aldrade riksharskaren. Det ér inte langre representations-
portritt f6r konungalingder som behévs utan illustrationer av olika
delar av Gustav Erikssons liv. Redan under 1600- och 1700-talen
hade turister borjat ta sig till Dalarna och visat intresse for platser
med anknytning till Gustav Vasa.*> Ornasloftet, ddr Gustav Vasa
gomde sig, inrdttades som museum redan 1753 och édr darmed lan-
dets dldsta. De muntligt traderade historierna om Gustav Vasas dven-
tyr 1 Dalarna fick sin fasta form under 1700-talet.** Av mycket stor
betydelse for att formedla de mytiska berittelserna som sanning till
breda befolkningslager blev Anders Fryxells Berdittelser ur svenska his-
torien till ungdomens tienst (borjade ges ut 1823).
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under the drooping moustache the mouth seems sunken and thin; the
small hands pick absentmindedly at gloves and belt” The seventeenth
century’s ‘Black’ Gustav Vasa was explained away as a consequence of
the Baroque’s ideals and the discolouration of both the paintings and
their originals.*” This process carried the image of the father of the na-
tion further and further away from his blond Nordic appearance, says
Strémbom.

Neither did the portrait of him by the ‘Bystadmastare’, Cornelius
Arendtz, sit well with Strombom’s wishes. He judged it to be a copy from
about 1625 after an original from 1557-8, the last years of king’s life. In
the painting the king is certainly fairly blond and tall, but the distance be-
tween the nose and mouth is too large, in Strémbom’s opinion. It differs
from other portraits in that Gustav Vasa has been given ‘rough, peasant
features’ and an aggressive demeanour.’!

There has been real continuity in the interpretation of Gustav Vasa,
although each era has added new layers of meaning. Gustaf Upmark
argued in 1894 that there was a correspondence between the internal and
external appearance of the king. He was of ‘a distinctly Swedish type’ in
his mix of ‘adventurousness and caution, of cheerful disposition, hauteur,
and practical reason.’ His appearance too was ‘a handsome picture of a
Sweden’, with small, straight nose, blond hair and beard, and fit body.*
Strémbom in 1934 saw a blond, national, and resolute nobleman in the
portrait from 1542. Looking at the same painting, Mereth Lindgren in
1996 thought it impossible to describe Gustav Vasa as anything other
than ‘father of the nation’?® And Peter Gillgren a decade later saw ‘a pater-
familias of Swedish welfare-state stamp’, not unlike ‘a Per-Albin Hansson
or a Gunnar String’, those senior statesmen of the People’s Home.?*

The seventeenth and eighteenth centuries’ depictions of Gustav Vasa
refer back to older models, but still show relatively large variations, both
in facial features and hair colour. Often the king was depicted with a thin-
ner face and darker hair. The standard iconography includes the magnifi-
cent beard, a serious countenance—often with a frown—and a heavyset
body.

It was only in the nineteenth century that a more visually differenti-
ated image emerged. It was thanks in no small part to the rise of history
painting, which required that the king appear in other situations, and not
just as an ageing sovereign. It was no longer a question of official portraits
to hang alongside other royal portraits in sequence, but of illustrations of



Ibilder av den dldre kungen kunde konstndrer ga tillbaka pa dldre
avbildningar, men fér den unge Gustav Erikssons utseende fanns
inga historiska férebilder. Nér Johan Gustaf Sandberg stélldes infor
1 uppdraget att mala sju fresker 1 Uppsala Domkyrka 1831 (invigda
1838) hade han darfor att stéllning till om kungen hade pottklippt
frisyr ocksa som ung, nir han anlade skdgg, om harfirgen var lju-
sare eller morkare 1 ungdomen samt hur omfattande hans kroppsliga
rond6r var nir han red in 1 Stockholm 15237 I freskerna skildras
kungens liv fran Slaget vid Brinnkyrka 1518 till hans avsked av stin-
derna 1560.* Han fordndras 1 bilderna fran smért, skagglos yngling
till en aldrad monark med Jupiterskdgg. Till skillnad frén i ménga av
1600- och 1700-talens bilder 4r hérets och skaggets farg ljust cendré.
Scenerna skildras under olika arstider och blir dirigenom ocksa en
gestaltning av det vaxlande svenska klimatet. I Gustav Vasa talar till
dalkarlarna © Mora ligger snén packad pa kyrkbacken. Dalkarlarnas
ljusa kldder forbinder dem med markens vita farg. Att saval den
blivande kungen som folket 1 Dalarna behdrskade det svenska vin-
terklimatet ar avgorande 1 berittelsen. Folket stdllde sig tvekande till
att slass mot danskarna och Gustav Vasa flydde mot Norge. Men dal-
karlarna dndrade sig och skickade tva man pa skidor {6r att meddela
honom beslutet. De hann upp honom 1 Sélen vilket bildar bakgrund
till skidtédvlingen Vasaloppet som arligen paminner om kungens och
dalafolkets bedrifter.

BLONT HAR

Intresset for Bincks tidigare ndmnda mélning av Gustav Vasa tilltog
1 slutet av 1800-talet, inte minst 1 samband med 400-arsjubileet av
kungens fodelse 1896. Malningen hade slitits hart av tidens tand
och det radde dubier om korrektheten vid tidigare restaureringar.
Pa senhosten 1911 fick Anders Zorn tillstand av rektorn f6r Uppsala
universitet, Henrik Schiick, att restaurera portrattet.*® Zorn avlags-
nade tidigare retuscheringar som, enligt honom, férvandlat kungen
till ”en morklagd herre med buskiga 6gonbryn och mérkréda kinder
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various moments in the life of Gustav Vasa the man. As early as the seven-
teenth and eighteenth centuries, tourists had begun to visit Dalarna and
the sites associated with Gustav Vasa.*” The loft in which Gustav Vasa
hid before the rebellion was set up as a museum in 1753, making it the
country’s oldest. The stories that had been handed down about Gustav
Vasa’s adventures in Dalarna acquired their fixed form in the eighteenth
century.®® Of great importance to the process of communicating these sto-
ries as truth to a wider audience were Anders Fryxell’s Berdttelser ur svenska
historien till ungdomens tenst (‘Stories from Swedish history for the edification
of the young’) which began to be published in 1823.

For pictures of the elderly king, artists could go back to the older por-
traits, but for the young man there were no historical precedents. When
Johan Gustaf Sandberg was preparing to paint seven frescoes in Uppsala
Cathedral in 1831 (later unveiled in 1838), he therefore had to decide
himself whether the king had had a bowl haircut in his youth, when he
had begun to grow a beard, whether his hair had been lighter or darker,
and just how rotund he was when he rode into Stockholm in 1523. The
frescoes show the king’s life from the Battle of Brannkyrka in 1518 until
his farewell to Sweden’s Estates in 1560.% In the pictures he goes from
slim, beardless youth to aged monarch with a full beard. Unlike many of
the seventeenth- and eighteenth-century images, his hair and beard are a
pale ash-blond. The scenes are set at different times of year, and thus the
sequence also becomes an account of the changing Swedish seasons. In
Gustav Vasa addresses the Men of Dalarna in Mora, the church green is covered
with hard-packed snow. The men’s pale clothing links them to the white-
ness of the ground. The fact that both the future king and the people of
Dalarna were able to prevail over the Swedish winter was crucial to the
story. The Swedes had hesitated to fight the Danes, and Gustav Vasa fled,
heading for Norway. But the men of Dalarna changed their minds, and
sent two men on skis after him to tell him of the decision. They caught
up with him in Sélen—the backdrop to Vasaloppet, the ski race that every
year commemorates the exploits of the king and his people.

Interest in Binck’s painting of Gustav Vasa intensified in the late nine-
teenth century, especially as the fourth centenary of the king’s birth ap-
proached in 1896. The painting was showing the ravages of time, and
there were doubts about the correctness of previous restorations. In the
late autumn of 1911, Anders Zorn was given permission by the rector of
the Uppsala University, Henrik Schiick, to restore the portrait.*® Zorn



och litet blatt 1 6gonen” — "Den ljuse svensken, Erik den fjortondes
fader var ej mer”, konstaterade konstnéren.* For Zorn var Gustav
Vasa sjilvklart av nordisk typ, med ljus hy, blont har och bld 6gon,
en uppfattning som sannolikt delades av de flesta andra som intres-
serade sig for amnet. Andi kom den omfattande renoveringen att
vicka diskussion och den blev flitigt kommenterat 1 skdmtpressen.*

Till de skarpaste kritikerna av resultatet hérde Gustaf Upmark
den yngre, intendent pa Nordiska museet, och Nils Sj6berg, ama-
nuens vid Uppsala universitets konstsamling. Rudolf Cederstrom,
intendent vid Livrustkammaren, reagerade ocksa kraftigt och kall-
lade portrittet "till oigenkdnnlighet férdarvat”. Zorn saknade fack-
kunskaper och drevs av sin egen agenda, ansag Cederstréom. Han ”ar
Dalapatriot och anser Gustaf Vasa som sin speciella landsman [...],
har intresserat sig sarskilt f6r hans utseende och skapat en ny typ av
honom i sin Morastaty”.*!

Statyn av Gustav Vasa i Mora stod klar 1903, atta ar fére renove-
ringen av Bincks portrattmalning. I sin sjalvbiografi berattar Zorn att
han anvinde bland annat rendssansmalningen 1 férberedelsearbetet
for statyn: "For ansiktet tog jag [som] modell ekreliefen pa Gripsholm
samt de medaljer som slogs vid hans dod men som antagligen ér gjor-
da efter denna. Den malning som av vissa tecken att déma vore ett
6vermalat original 1 Uppsala universitet, tog jag ocksa till ledning”**
Zorn visualiserar Gustav Vasa ”sddan jag forestalldt mig han matte
ha sett ut ndr han fran Klockgropkullen talade till Morafolket 152074
Statyn star pa en uppbyggd tingsh6g med en sten fran Krangasens
fabodar som postament. Brummer tolkar det som en koppling till
folket, platsen och historien - ett medvetet avstandstagande fran
konventionell symbolik. Gustav Vasa bar vadmalsrock och slidkniv.
Zorn efterstravade trovardig historisk rekonstruktion, men ville
undvika historisk kostymering. Den blivande kungen har ryckt av
sig baretten och méter folket med blottat huvud.*

Den ljuse Gustav Vasa etableras dn starkare genom vannen Carl
Larssons monumentalmalning 1 Nationalmuseums trapphus. Planer
pa att utsmycka de nedre och 6vre trapphusens viggfilt fanns re-
dan vid invigningen av byggnaden 1866. Efter en tivling om dmnen
1883 och kompositioner 1888 utférde Carl Larsson sex freskomal-
ningar 1 nedre trapphuset 1896 pa nationella dmnen. Efter ytterli-
gare diskussioner och kontroverser fick han dven 1 uppdrag att utféra
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removed the previous retouching which, by his account, had transformed
the king into ‘a dark-haired gentleman with bushy eyebrows and dark-red
cheeks and little blue about the eyes. “The fair-haired Swede, Erik XIV’s
father, was no more’, declared the artist.** For Zorn, Gustav Vasa was
evidently of Nordic type, with fair skin, blond hair, and blue eyes—a view
probably shared by most others who were interested in the subject. Yet
even so, his extensive restoration was a source of much comment, and
was widely remarked on in the satirical press.*’

Among the sharpest critics of the results were Gustaf Upmark
Jils, curator at Nordiska museet, and Nils Sjoberg, assistant curator of
the Uppsala University art collection. Rudolf Cederstrém, curator at
Livrustkammaren (the Royal Armoury), was another to react strongly,
calling the portrait ‘botched beyond recognition’. In his view, Zorn lacked
the expertise and had been driven by his own agenda. He ‘is Dala patriot
and considers Gustaf Vasa his special fellow-countryman ... having inter-
ested himself in particular in his appearance and created a new type-figure
of him in his Mora statue’*!

The statue of Gustav Vasa had been unveiled in Mora in 1903, eight
years before the restoration of Binck’s portrait. In his autobiography,
Zorn said that he had indeed used Renaissance paintings in his prepara-
tory work for the statue: ‘For the face, I took as model the oak relief at
Gripsholm and the medallions that were made at his death, but that were
probably its copies. I also turned to for guidance to the painting in Uppsala
University, which, to judge by certain signs, is an overpainted original.**
Zorn pictured Gustav Vasa ‘how I imagined he might have looked when
in 1520 he addressed the people of Mora from Klockgropkullen’*® The
statue stands on an artificial mound with a stone from the Krangasen shiel-
ings as a pedestal. Brummer interprets it as a connection to the people, the
place, and their history—a conscious rejection of conventional symbolism.
Gustav Vasa is wearing a rough, homespun coat and a sheath-knife. Zorn
had aimed for a credible historical reconstruction, but wanted to avoid the
pitfalls of historical costuming. The future king has torn off his cap and
meets his people bare-headed.**

The fair-haired Gustav Vasa was established even more forcibly by
his friend Carl Larsson’s monumental painting in the Nationalmuseum’s
stairwell. Plans to decorate the wall panels of the lower and upper stair-
wells were already being discussed at the time of the building’s inaugura-
tion in 1866. Following competitions to pick suitable subjects in 1883 and



vaggmalningar i det 6vre trapphuset. Har invigdes Gustav Vasas intag
¢ Stockholm, utférd som olja pa duk, den 28 januari 1908. I malningen
forsoker Larsson gestalta ett svenskt utseende och en svensk ikono-
grafi. Visserligen kommer manga av inspirationskillorna fran utlan-
det: italienskt freskomaleri och ryttarstatyer, centraleuropeisk jugend
och japanska trasnitt, men han sdger sig ocksa blivit inspirerad av
dalmaleri.*

I'en forsta skiss fran 1891 rider Gustav Vasa in 1 Stockholm pa en
brun hist. Redan hér dr den symmetriska kompositionen 1 stort sett
klar. Till vanster méter stadens borgare den nya kungen, till hoger
syns kungens festliga folje. Sjilv avtecknar sig kungen 1 profil mot en
ljus himmel. Han paminner om en ryttarstaty med tydlig inspiration
fran Donatellos Gattamelata och Paolo Uccellos gravmonument dver
John Hawkwood. I denna malning bar kungen barett och renédssans-
drékt och hérfargen ar mérkt rédblond, likt pa Bincks portritt. Detta
ar ju ocksa hur Johan Gustaf Sandberg gestaltade intaget 1 Uppsala
domkyrka 1833.

Under den langa tid som f6rflét fére utférandet omarbetade Carl
Larsson kungens utseende vid flera tillfillen. Hésten blev vit, liksom
péa Sandbergs malning, efter modell av en hést som konstnéren skaf-
fat till Sundborn. Ett tag bar kungen full rustning med hjalm och visir,
senare enbart krona, men 1 den slutliga méalningen rider kungen bar-
huvud, nu med ragblont har, 1 ljusbla rustning och med rédlatt hud-
farg. Ocksa hdsten ar dekorerad 1 gult och blatt, med kontrasterande
rott betsel och sadelkudde. Dalkarlarna som féljer honom &r ocksa
de markerat blonda, liksom flera 1 den vantande férsamlingen. Enligt
August Brunius kidndes kungens ankomst till Nationalmuseum 1908
”som en frisk varflikt och en ton av dkta svenskhet”.*¢

Gustav Vasas verkliga utseende har fortsatt att intressera forskare
under 1900-talet. Enligt Martin Olsson styrkte utgrdvningarna av va-
sagravarna 1 Uppsala domkyrka pa 1950-talet att de tidiga portratten
ar idealiserade.” Men vad gor det? Det har fran mitten av 1500-ta-
let fram till Alectas reklamfilmer under 2000-talet etablerats en av
manga igenkannbar bild av kungen. I vilken utstrackning denna bild
overensstimmer med hur han faktiskt sag ut spelar 1 detta samman-
hang mindre roll.
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compositions in 1888, Carl Larsson executed six frescoes in the lower
stairwell in 1896 on national themes. After further discussion and some
controversy, he was then commissioned to carry out the murals in the
upper stairwell. The entry of King Gustav Vasa of Sweden into Stockholm, ex-
ecuted in oils on canvas, and duly unveiled on 28 January 1908. In the
painting, Larsson set out to depict a Swedish look and a Swedish ico-
nography. Admittedly, he drew many of his inspirations from abroad—
Italian frescos and equestrian statues, Central European Art Nouveau,
and Japanese woodcuts—but also by his own account he was inspired by
Dalarna wall-paintings.*

In a first sketch dating from 1891, Gustav Vasa rides into Stockholm
on a brown horse. Even at this early stage, the symmetrical composition
was complete in all essentials. To the left, the townsmen meet the new
king; to right, the king’s splendid entourage. The king himself stands
out in profile, silhouetted against a bright sky. He resembles an eques-
trian statue, and was clearly inspired by Donatello’s Gattamelata and Paolo
Uccello’s funerary monument to Sir John Hawkwood. In this painting,
the king is wearing Renaissance clothing and a cap, and has dark sandy-
coloured hair, as in Binck’s portrait. This was also how Johan Gustaf
Sandberg had portrayed the triumphal entry in Uppsala Cathedral in
1833.

During the long time that elapsed before he carried out the commis-
sion, Larsson revised the king’s appearance on several occasions. The
horse became white, as in Sandberg’s painting, modelled on a horse that
the artist had acquired for the family home in Sundborn. For a while he
had the king in full armour with a helmet and visor, then later only a
crown, but in the final painting the king rides bareheaded, now with light-
blond hair, wearing light-blue armour, and with a ruddy complexion. The
horse is now decked out in yellow and blue, with a contrasting red saddle
and bridle. The Dalarna men who are walking behind him are also notice-
ably blond, as are many in the waiting crowd. According August Brunius,
the king’s arrival at the National Museum in 1908 was ‘as a fresh spring
breeze and a note of genuine Swedishness’.*®

Gustav Vasa’s actual appearance has continued to interest researchers
in the twentieth century. According to Martin Olsson, the excavations of
the Vasa family graves in Uppsala Cathedral in the 1950s confirmed that
the early portraits were idealized.” But what does it matter? From the mid
sixteenth century to Alecta’s advertisements in the 2000s, an image of the



REN OCH SKAR MELANKOLI

Denna studie inleddes med att ifrdgasitta om Sverige verkligen gatt
fran att vara homogent till att bli mer heterogent. Visserligen skulle
kanske en undersékning kunna pavisa att bilden av den svenska be-
folkningen blivit mer mangfirgad — inte minst inom konsten och
filmen — men samtidigt férefaller normen f6r vad ett svenskt utseende
ar ha starkts. Det vita idealet 4r mer homogent 4n ndgonsin och far
allt fler — oavsett ras och bakgrund - att blondera héret, anvinda bla
kontaktlinser och lata operera sig for uppfylla normen fér hur en
svensk ska se ut.*

Konstateranden om att svenskar inte lingre ar blonda och bla-
6gda kan forstas som uttryck for en melankolisk vithet, ett begrepp
lanserat av Tobias Hubinette och Catrin Lundstrém. Det handlar
om léngtan tillbaka till ett mytiskt Sverige, innan landet drogs in 1 de
globala migrationsstrommarna.*’ Denna undersokning visar att den
vita melankolin bygger pa en skdr 16gn, en visuell konstruktion dar
vissa egenskaper viljs ut och gors till svenska. Konstruktionen kan
handla om Gustav Vasa och Carl G Laurin, men ocksa om landskap,
design och arkitektur. Jag har varit medvetet férsiktig med att peka ut
distinkta vitheter. Undvikit att entydigt teckna konturerna av den fi-
gur som betrddde museigolven, vandrade 1 landskapen, satt 1 funkis-
stolarna och flyttade in i en ny ldgenhet i miljonprogramsomradena.
Vitheten ar flytande och relativ. Vem som definieras som vit beror
pa situationen, pa omgivningen, och pa vem som besitter ritten att
definiera. Farghierarkier kan omférhandlas, liksom ras- och genushi-
erarkier. Zlatan Ibrahimovié¢ skapar andra férestallningar om hur en
svensk &r och ser ut &n vad Bjérn Borg gjorde; Noomi Rapace andra
an Greta Garbo. Vilka svenskar som lyfts fram ur historien och hur
de framstills dr darfor betydelsefullt ocksa ur vithetsperspektiv.

Syftet bakom att skriva om vithet — trots riskerna och problemen
— dr att sdtta farg pa den som uppfattar sig som firglés, som genom-
skinlig. Mgjligen hade ”skér” varit en battre bendmning eftersom det
ar en tydligare firg som dessutom har en starka destabiliserande,
queera konnotationer? Uttryck som ”skdr hegemoni” och "den skdra
blicken” vore lockande att anvanda sig av. Jag har emellertid avstatt
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king has been established that is instantly recognizable by many. In the
circumstances, the extent to which this image is consistent with what he
actually looked like is far less important.

PURE MELANCHOLY

This study opened with the question of whether Sweden has truly gone
from being homogeneous to being more heterogeneous. Admittedly, an
mnvestigation might possibly demonstrate that the image of the Swedish
population has indeed become more diverse—not least in the arts and
film—but at the same time the norm for Swedish looks seems to have
been strengthened. The white ideal is more homogeneous than ever, and
leads more and more people—regardless of their race and background—to
lighten their hair, wear blue contact lenses, and get plastic surgery in order
to meet the norm for what a Swede should look like.*®

The assertion that the Swedes are no longer blond and blue-eyed can
of course be understood as an expression of what Tobias Hiibinette and
Catrin Lundstrém have called white melancholy: a longing for a mythical
Sweden, before the country was drawn into the currents of global migra-
tion.* The present study demonstrates that white melancholy is built on
apure lie; on a visual construction where certain characteristics are picked
out and made Swedish. The construction can be a matter of Gustav Vasa
and Carl G. Laurin, but also landscape, design, and architecture. I have
been deliberately cautious about singling out specific forms of whiteness.
I have avoided giving the exact features of the figure who set foot in
the museums, roamed the countryside, sat in the Modernist chairs, and
moved into a new flat in a Million Programme housing estate. Whiteness
1s fluid and relative. Who 1s defined as white depends on the situation,
the surroundings, and on who possesses the right of definition. Colour
hierarchies can be renegotiated, just like racial and gender hierarchies.
Zlatan Ibrahimovi¢ creates notions of what a Swede is and looks like that
are very different to what Bjérn Borg did; Noomi Rapace, very different
to Greta Garbo. Which historical Swedes one calls attention to and how
they are depicted is therefore also important from whiteness perspective.



fran detta, bade for att det later putslustigt och for att anpassa mig till
gangse vetenskapligt sprakbruk, men kanske vore det dnda vart, at-
minstone som tankefigur, att dd och da prova att ersitta vit med skar?
Inledningsvis angavs som skal till att paskynda skrivandet av den-
na bok, de senaste arens diskussioner om rasistiska stereotyper. En
av dessa handlade om Stina Wirséns film Liten skér och alla sma brokiga
(2012), ddr den svarta figuren Lilla fyjdrtat synbarligen ldnar drag fran
rasistiska stereotyper som Golliwog. Jag argumenterade da for att det
ar vad bilder gor, inte intentionerna bakom dem, som &r avgorande.
Ocksa vialmenande bilder kan sara och gora ont.”® Markligt franva-
rande 1 Wirséndebatten var emellertid den vita figuren med ldnga
kaninoron, korta skdra klader och glesa tinder. Ingen brydde sig om
Liten skir vare sig som féredome eller stereotyp. Aven den debatten
kom sédlunda uteslutande att fokusera pa de Andra, de brokiga.
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The reason to write about whiteness—despite the risks and prob-
lems—is to bring colour to those who believe themselves to be colourless
or transparent. Possibly ‘pink’ would have been a better term because it
1s a clearer colour that also has strongly destabilizing, queer connotations.
‘Pink hegemony’ and ‘the pink gaze’: it would be very tempting to use
such phrases. I have refrained from doing so, however, both because they
sound comical and in order to keep to the accepted scholarly idiom. But
perhaps it might still be worth at least thinking about occasionally replac-
ing white with pink?

In the introduction, the reason I gave for pushing on with the writing
of these essays was the recent discussions about racial stereotypes. One
of these revolved around Stina Wirsén’s film Liten skér och alla sma brokiga
(2012, ‘Little Pink and all the motley-coloured ones’), where the black
figure Lilla hjértat (Little Heart) has evidently borrowed some features
from racist stereotypes such as the golliwog. I argued then that it is what
images do, not the intentions behind them, which is crucial. Even well-
meaning images can outrage and hurt..** What was curiously absent from
the Wirsén debate, however, was the white character with long bunny
ears, short pink dress, and a gap-toothed grin. Nobody cared about Little
Pink, whether as a model or as a stereotype. Even that debate turned out
to focus exclusively on the Others—the motley ones.

TRANSLATED FROM SWEDISH BY CHARLOTTE MERTON
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Fig. 47

Robert Thegerstrom, svensk
1857-1919, Skrédddareverkstad
frén Kairo, 1888, olja pa duk
65,5 cm x 54 cm, Goteborgs
konstmuseum, testamentarisk
gava av Eduard och Marianne
Levisson 1924, GKM 0773. Foto:
Hossein Sehatlou.

Robert Thegerstrom, Swedish
1857-1919, Tailors Workshop
in Cairo, 1888, oil on canvas,
65.5 cm x 54 cm, Gothenburg
Museum of Art, Eduard and
Marianne Levisson’s bequest
1924, GKM 0773. Photo:
Hossein Sehatlou.

Fig. 48

Prins Eugen med broderna Carl och Gustaf med reseséllskap i Osmanska riket, kladda i
frammande kladedrakter, fotografi.

Prince Eugen, travelling with his brothers Carl and Gustaf in the Ottoman Empire, in foreign dress,
photograph.

Fig. 46

Elisabeth Jerichau Baumann, dansk 1819-1881, Armeniske biskopen Odoardo, olja
pa duk, 78 x 62,5 cm, Géteborgs konstmuseum, Gava av konstniren 1881, GKM 0175.
Foto: Hossein Sehatlou.

Elisabeth Jerichau Baumann, Danish 1819-1881, The Armenian Bishop Adoardo, oil on
canvas, 78 x 62.5 cm, Gothenburg Museum of Art, gift from the artist 1881,
GKM 0175. Photo: Hossein Sehatlou.




Fig. 49-50

Hugo Birger, svensk 1854-1887,
Huvud av afrikan, 1884, black
och sepia pa papper, vardera

35 x 22,6 cm, Goteborgs
konstmuseum, gava av Pontus
och Géthilda Furstenberg,

T 15a/1940 och T 15b/1940.
Foto: Hossein Sehatlou.

Hugo Birger, Swedish 1854-1887,
Head of an African Man, 1884,

ink and sepia on paper, each

35 x 22.6 cm, Gothenburg
Museum of Art, gift from Pontus
and Gothilda Furstenberg,

T 15a/1940 and T 15b/1940.
Photo: Hossein Sehatlou.

Fig. 51

Guillaume Berggren, Axel
Adelskéld, Anders Zorn, Claes
Adelskéld och Emma Zorn i
Konstantinopel 1885, fotografi.
Foto: Zornmuseet, Mora.

Guillaume Berggren, Axel
Adelskéld, Anders Zorn,
Claes Adelskéld, and Emma
Zorn in Constantinople 1885,
photograph.

Photo: Zornmuseet, Mora.

Kleopatra,

Efter Julius Kronbergs tafla.

Fig. 52
Julius Kronberg, svensk 1850-1921, Kleopatra, illustration fran Nornan 1884.

Julius Kronberg, Swedish 1850-1921, Cleopatra, illustration from Nornan 1884.



TOMAS BJORK

DEN SVENSKA BLICKEN PA "ORIENTEN” | 1800-TALETS VISUELLA KULTUR

Intresset for det fraimmande, vare sig det géller landskap, stider eller
méanniskor var ett utmdrkande drag 1 1800-talets visuella kultur. Inte
minst fanns det en stigande nyfikenhet pa ”"Orienten”, har uppfat-
tat som Mellersta 6stern och Nordafrika. En stor mingd visuella
gestaltningar fick avgdrande betydelse f6r hur mdnniskor hemma 1
Sverige, som inte sjdlva hade tillfille att féreta ldngre resor, uppfat-
tade tillstandet dar.

Pa Salongen 1 Paris och andra stora utstdllningar blev under
1800-talets andra hélft motiv fran "Orienten” allt mer populdra. En
del konstnirer gestaltade episoder ur den antika mytologin eller his-
torien. Andra valde att skildra vardagslivet i de fraimmande lénderna.
Béda forhéllningssitten krdvde noggranna studier for att gora tidens
publik och kritiker ndjda. En del konstnérer bedrev studier 1 biblio-
tek och pa museer hemmavid och kallas idag ”"armchair-orientalists”,
skrivbordsorientalister. Andra reste till de lander dar de historiska
héndelserna antogs ha utspelat sig och dér vardagslivet var annor-
lunda 4n vad man var van vid. De forbittrade kommunikationerna
spelade harvidlag en viktig roll. Orientexpressen 6ppnade 1883. Det
blev da mojligt att med tdg resa fran Paris till Istanbul.

I Stockholmkunde publiken métamalningar med motiv fran fraim-
mande linder pa Nationalmuseum, pa Konstakademins och konst-
féreningarnas dterkommande utstéillningar. Blanchs konstsalong
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SWEDEN AND THE ‘ORIENT’ IN 19™ CENTURY VISUAL CULTURE

Interest in the foreign, whether landscapes, cities or people, was a charac-
teristic of 19th century visual culture. In particular there was growing cu-
riosity about the ‘Orient’, here interpreted as the Middle East and North
Africa. A large number of visual depictions were of vital importance for
how people in Sweden, who had no opportunity to make long journeys,
viewed the situation in the ‘Orient’.

Motifs from the ‘Orient’ became increasingly popular at the Paris
Salon and other major exhibitions in the second half of the 19" century.
Some artists depicted events from classical mythology or history. Others
chose to portray everyday life in the foreign countries. Both approaches
required careful studies to satisfy the public and critics of the period.
Some artists studied in libraries and museums in Sweden and are today
referred to as ‘armchair Orientalists’ Others travelled to the countries
where the historical events were assumed to have taken place and where
everyday life was different from what they were accustomed to. Improved
communications played an important role in this respect. The Orient
Express opened in 1883, making it possible to travel by train from Paris
to Istanbul.

In Stockholm, the public could encounter paintings with motifs from
foreign countries at Nationalmuseum and at the regular exhibitions of the
Royal Swedish Academy of Fine Arts and the art associations. Blanch’s
Art Gallery opened in 1883 and exhibited the popular art from the Paris
Salon as well as Swedish artists. The Stockholm art public could study
paintings at this gallery by leading Orientalist painters such as Eugen
Fromentin (1820-1876), Benjamin Constant (1845-1902), Victor Huguet



oppnade 1883. Dir visades, forutom svenska konstndrer, dven den
omtyckta konsten fran Parisalongen. Den konstintresserade stock-
holmspubliken kunde dir studera malningar av ledande orientalis-
tiska malare som Eugen Fromentin (1820-1876), Benjamin Constant
(1845-1902), Victor Huguet (1835-1902) eller George Washington
(1827-1910). Liksom hos dessa konstnirer var det f6r de svenska
konstnarer som reste till frimmande ldnder viktigt att, f6r en alltmer
krasen publik, finna motiv som publiken uppfattade som ovanliga
eller annorlunda.

Foérutom malningar och skulpturer torde dven illustrationer 1
bocker och tidningar ha spelat en avgérande roll f6r de uppfattningar
som svenskar kom att hysa om ”Orienten”. Bockernas illustrationer
var bundna till den litterdra férlagan medan tidningslasaren moétte
ett bredare urval. Illustrationer som grundade sig pa tecknarens egna
upplevelser dr vanliga men ocksa reproduktioner av kinda malning-
ar med motiv fran fraimmande lander. I svensk press finns bilder som
skildrar stader som Istanbul, Kairo, Alger eller Damaskus. Lasaren
kunde i bilder f6lja de olika slagen i de koloniala krigen, méta bar-
berare eller dansande dervischer eller kanske beséka badhus och
slavmarknader.

MOTET MED "DEN ANDRE”

Nir svenska konstnédrer kom 1 kontakt med de frimmande kultu-
rerna kom dven fragor om den egna identiteten att aktualiseras. Inom
den postkoloniala teoribildningen har fokus satts pd de maktférhal-
landen och friktioner som kunde uppstd nir européer besokte fram-
mande ldnder. Bland andra Caren Kaplan pekar pa att resandet gav
upphov till ett komplext system av kulturella representationer.’
Inom konsten representerar portréttet det mest intima motet mel-
lan konstndren och andra ménniskor. Portratt av ”orientaler” ar sall-
synta men férekommer 1 svensk konst. Ofta rér det sig, som i fallet
med Johan Fredrik Hockerts portritt av Sid Muhammad es-Sadok,
bey av Tunis, om representationsportritt.” Ett anmarkningsvirt

366

Fig. 46

367

(1835-1902), and George Washington (1827-1910). As for these artists,
it was important for Swedish artists who travelled to foreign countries to
find unusual or different motifs for an increasingly discriminating public.

In addition to paintings and sculptures, book and newspaper illustra-
tions probably also played an important role in the views held by Swedes
of the ‘Orient’. Book illustrations were tied to the literary original, while
the newspaper reader encountered a wider selection. Illustrations based
on the illustrator’s own experiences are common, but also reproductions
of well-known paintings with motifs from foreign countries. Images de-
picting cities such as Istanbul, Cairo, Algiers or Damascus are found in
the Swedish press. Some images enabled the reader to follow the various
battles in the colonial wars, meet barbers or whirling dervishes or perhaps
visit public baths and slave markets.

THE ENCOUNTER WITH ‘THE OTHER’

When Swedish artists came into contact with foreign cultures, questions
of their own identity arose. In post-colonial theory, the focus has been
placed on the power relationships and frictions that could arise when
Europeans visited foreign countries. Caren Kaplan, among others, indi-
cates that travel gave rise to a complex system of cultural representations.'

In art, the portrait represents the most intimate encounter between
the artist and other people. Portraits of ‘Orientals’ are rare but are found
in Swedish art. Often, as in the case of Johan Fredrik Hockert’s portrait of
Sid Muhammad es-Sadok, Bey of Tunis, these were official portraits.> A
notable example of such a portrait is the Danish artist Elisabeth Jerichau
Baumann’s (1891-1881) portrait of the Armenian bishop Odoardo,
which is found in the collection of Gothenburg Museum of Art. During
her travels in North Africa and Egypt, Jerichau Baumann executed a
number of portraits of the ruling elite in these countries. Odoardo, who
casts a friendly gaze towards the viewer, is portrayed fully frontal, an im-
age formula that lends authority to the model. He holds a pen and paper
in his hands, activating the figure. As a symbol of his faith, a cross on a
glittering chain is visible between these objects.



exempel pa ett sddant portritt utgér den danska konstnéren Elisabeth

Jerichau Baumanns (1891-1881) portritt av den armeniske biskopen
Odoardo, som finns 1 Géteborgs konstmuseum. Under resor 1 norra
Afrika och Egypten utférde Jerichau Baumann en rad portritt av den
hirskande eliten 1 dessa ldnder. Odoardo, som riktar en vinlig blick
mot betraktaren, ar skildrad strikt frontalt, en bildformel som skin-
ker auktoritet at modellen. I hinderna héller han papper och penna,
ndgot som aktiverar gestalten. Som tecken for hans tro, syns mellan
dessa féremal ett kors, fist 1 en glittrande kedja.

For en skandinavisk publik dr det egentligen bara Odoardos
utseende som kan ha framstatt som “exotiskt”. Resendrerna drevs
ocksd ofta av en nyfikenhet pa det som man uppfattade som annor-
lunda. Kanske var det sa att de minniskor som européerna konfron-
terades med inte alltid uppskattade denna nyfikenhet. Att européer
kom fran ldnder, som var kolonialmakter spelade férstas ocksa roll.
Resendrerna kunde 1 vissa fall uppfattas som de europeiska kolo-
nialmakternas forlingda arm. Manga har framhallit faran i att se
relationen mellan resendrerna och lokalbefolkningen som att den
uteslutande handlar om fortryckare och fértryckta. Den lokala be-
folkningen kunde genom att vigra lata sig fotograferas eller genom
fientliga miner och kroppssprak etablera motstand inom den diskurs,
som dessa bilder gav upphov till.

Vid den forsta kontakten med den frammande befolkningen for-
undrades de svenska konstnirerna av den mangfald av olika utseen-
den som de métte. Nyfikenheten blandas inte sillan med féraktfulla
formuleringar. Akvarellmalaren Egron Lundgrens (1815-1875) iakt-
tagelser nar han kom till Egypten kan tjana som exempel:

Turkar och hedningar 1 brokiga turbaner och mangfirgade, besynnerliga drégter; svart
skinn och bruna, ett afskum af Gsterldndska trasvargar, barbenta, halfnakna, brunstekta
muselmén, axelbreda Nubier och kolsvarta Negrer med vilda 6gon, utstdende 6ron, tjocka

lappar och hvita tinder

Hos Lundgren och andra resenirer 4r det alltsa framst den frimman-
de kladseln men ocksa kropparnas farg, som definierar méanniskorna
som annorlunda och av en frimmande nationalitet.

Manga resendrer anlidnde sjévagen till sina resmal. Det innebar
att en 1akttagelse baserad pa avstand sd smaningom ersattes av en
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In reality, only Odoardo’s appearance can have seemed ‘exotic’ to a
Scandinavian public. Travellers were also often driven by curiosity about
what they viewed as different. Perhaps the people Europeans encoun-
tered did not always appreciate this curiosity. The fact that Europeans
came from countries that were colonial powers also played, of course,
a role. Travellers could in some cases be regarded as the extended arm
of these European colonial powers. Many have stressed the danger of
seeing the relationship between the travellers and the local population as
being solely about oppressors and oppressed. The local population could
by refusing to allow themselves to be photographed or through hostile
expressions and body language establish opposition in the discourse to
which these images gave rise.

On first contact with the foreign population, Swedish artists were
surprised by the variety of different appearances encountered. Curiosity
is not infrequently mixed with contemptuous formulations. The water-
colour painter Egron Lundgren’s (1815-1875) observations on his arrival
in Egypt may serve as an example:

Turks and heathens in gaudy turbans and multi-coloured, strange dress; black and
brown skins, a scum of oriental good-for-nothings, barelegged, half-naked, swarthy
Muslims, broad-shouldered Nubians and jet-black Negroes with wild eyes, protrud-
ing ears, thick lips and white teeth.?

For Lundgren and other travellers, it is thus mainly the unfamiliar dress
but also the skin colour, which defines the people as different and of a
foreign nationality.

Many travellers reached their destinations by sea. Consequently,
an observation made from a distance was gradually replaced by a more
close-up perusal. When Anders and Emma Zorn approached the Straits
of Bosporus and Istanbul, Anders found the whole ‘magnificent’. After a
time in the city, Emma could instead report on the ‘dirty, the beautiful,
the poor, the splendid Constantinople’*

Several Swedish artists express in letters their prejudices about the
people they encountered in the ‘Orient’, something that is sometimes also
expressed in their art. Fears about their own safety were mixed with prob-
lems of a more practical nature. Many artists had difficulties in finding
willing models. Anders Zorn wanted ‘to paint women’ during a visit to
Tangier in 1882. When he asked a new friend whether the latter’s wife or



mer ndrsynt granskning. Nar Anders och Emma Zorn nirmade sig
inloppet till Bosporen och Istanbul fann Anders det hela "storartat”.
Efter en tid 1 staden kunde Emma istillet rapportera om det "smut-
siga, det skona, det fattiga, det praktfulla Konstantinopel”.*

Flera svenska konstnérer uttrycker 1 brev férdomar om de mann-
iskor som de métte 1 "Orienten”, ndgot som ibland d&ven kommer
till uttryck i deras konst. Farhagor om den egna sikerheten blan-
dades med problem av mer praktisk art. Manga konstnirer hade
svarigheter att finna villiga modeller. Anders Zorn 6nskade under
ett besok 1 Tanger 1882 att "mdla fruntimmer”. Nar han fragade
en nyfunnen vin om dennes hustru eller dotter kunde agera mo-
dell fick han ett avvirjande svar.” Under ett senare besok 1 Istanbul
fick han, enligt egen uppgift, ndja sig med "tiggerskor och en och
annan negress”.® Hugo Birger lyckades emellertid under ett besok 1
Marocko 6vertala en infédd kvinnlig modell.” Nar Zorn och maélar-
kollegan Robert Thegerstrom (1857-1919) praktiserade figurmaleri
1 Alger fann de det sikrast att placera modellerna uppe pa taket pa
det hus dir de bodde.? P4 sa sitt blev de skyddade fran nyfikna och
1 vérsta fall hotfulla blickar. Kanske var det sa att iscenséttningens
karaktir avgjorde graden av fientlighet. Zorn gav gdrna sina motiv
frdn ”Orienten” en erotisk underton, som sikert kunde vicka anstot.
Flera andra svenska konstnirer valde istallet motiv fran vardagslivet.
I sadana skildringar ar det svart att upptacka nagot anmarkningsvirt
1 hur konstnéren skildrat férhallandena i det frimmande landet. I en
malning fran Kairo har Robert Thegerstrom framstillt skraddare 1
arbete (Skrdaddareverkstad fran Kairo 1888, Goteborgs konstmuseum).
Robert Lundberg féretog 1889-1890 en langre studieresa, som ocksa
forde honom till Marocko. En malning fran Tanger fran 1889, ocksa
den 1 Goteborgs konstmuseum, visar ndgra marockanska arbetare.
Medan den ene dr verksam pa en byggnadsstillning star tva andra
nere pd gatan sysslolosa och iakttar arbetet. Enligt Linda Nochlin
skildrar visterlanningar sillan den modernitet som boérjade markas 1
”orienten”, exempelvis byggandet av Suez-kanalen.’ Aven i Lundbergs
malning tycks det inte vara fraga om nybyggnation utan snarare repa-
ration av dldre bebyggelse. Trots att skildringen nér det galler intensiv
byggnadsverksamhet inte skiljer sig fran vad betraktaren kunde fa se
hemmavid férmedlar den tva vilkdnda stereotyper av "Orienten”: en
brist pa modernitet och att manniskorna latar sig istéllet for att arbeta.
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daughter could pose for him, he received a defensive response.” During
a subsequent visit to Istanbul, he had to be content with ‘beggar-women
and the odd Negress’, according to him.® Hugo Birger managed, however,
to persuade a native female model during a visit to Morocco.” When Zorn
and his fellow-painter Robert Thegerstrém (1857-1919) practised figure
painting in Algiers, they found it safest to place their models up on the
roof of the house where they lived.® In that way they were protected from
curious and in the worst case menacing eyes. Perhaps the nature of the
staging determined the degree of hostility. Zorn liked to give his motifs
from the ‘Orient’ an erotic undertone, which could no doubt cause of-
fence. Several other Swedish artists instead chose motifs from everyday
life. In such depictions, it is difficult to discover anything remarkable in
the way the artist depicted the circumstances in the foreign country. In
a painting of Cairo, Robert Thegerstrom has portrayed tailors at work
(Tailors Workshop in Cairo 1888, Gothenburg Museum of Art). Robert
Lundberg made a long study tour from 1889 to 1890, which also took
him to Morocco. A painting of Tangier from 1889, also in Gothenburg
Museum of Art, shows some Moroccan workers. While one is working
on a scaffold, two others are standing idly down on the street below
watching the work. According to Linda Nochlin, Westerners rarely depict
the modernity starting to be seen in the ‘Orient’, such as the construction
of the Suez Canal.” Even Lundberg’s painting does not seem to depict
new construction but rather repairs to an older building. Although the
depiction as regards intensive building activity does not differ from what
the viewer could see at home in Sweden, it conveys two well-known ste-
reotypes of the ‘Orient’: an absence of modernity and that people are idle
instead of working.

There were also other reasons for trying to merge into the local popu-
lation. Painting religious milieux in particular could be sensitive. The
historical painter Georg von Rosen describes how, in disguise, he visited
a mosque where foreigners were prohibited. When he was about to be
exposed he rattled off the previously memorized Muslim creed and thus
escaped.’’ The watercolour painter Egron Lundgren dressed for security
reasons in ‘a sort of oriental garment’ when visiting Giza."

Lone travellers were probably more exposed than larger parties, par-
ticularly if the latter came from the upper classes. When Prince Eugen
and his brothers Garl and Gustaf travelled in the Ottoman Empire, the
party also allowed themselves to be photographed. Wearing foreign



Det fanns ocksa andra skal till att férsoka uppga i lokalbefolkning-
en. Sarskilt miljéer med religiés anknytning kunde vara kénsliga att
avbilda. Historiemalaren Georg von Rosen berittar om hur han fér-
kladd besokte en moské som var forbjuden f6r utlinningar. Nar han
holl pa att avsléjas rabblade han upp den tidigare inldrda muslimska
trosbekdnnelsen och klarade sig pa sa sitt undan.! Akvarellmalaren
Egron Lundgren klddde sig av sékerhetsskal 1 ”en slags Osterldndsk
kladesbonad” nér han besokte Gize."!

Ensamma resendrer var sannolikt mer utsatta an storre sillskap,
sarskilt om dessa kom fran hogre samhallsklasser. Nar prins Eugen
tillsammans med sina bréder Carl och Gustaf reste 1 det osmanska
riket lat sig séllskapet ocksa fotograferas. Ikladda de fraimmande
kladedréakterna intar Eugen och Carl poser, som knappast kan ka-

rakteriseras som spontana. Bilden har medvetet arrangerats kring Frig. 48

ett linjespel ddr bade personernas placering men ocksa drikternas
monster deltar. Till skillnad frdn ménga andra fotografier tagna av
vasterlanningar brydde sig prinsen inte om att arrangera bilden pa
ett anekdotiskt sitt. Snarare anknyter fotografiet an till vanliga bild-
konventioner fran tidens portrittfotografering.

I ett annat fotografi har kretsen utvidgats till att omfatta en stérre
del av ressillskapet. Klddseln dr densamma men arrangemanget ar
helt annorlunda. Fotografiet 4r till skillnad frén det tidigare taget
utomhus. I bakgrunden skymtar nagra figurer, sannolikt represen-
tanter for lokalbefolkningen. Det svenska sdllskapet har stéllt upp
sig framfér nagra vildiga kaktusar, tecken f6r en fraimmande natur.
Flera av deltagarna riktar ocksa blicken mot fotografen. Medan den
tidigare bilden egentligen kunde ha tagits 1 vilken ateljé som helst
férankras den senare tydligt 1 den frimmande milj6n.

Det finns knappast nagot nedvirderande 1 dessa fotografier.
Snarare erinrar de om den vilja att registrera upplevelser som f6rbli-
vit typisk fér massturismen.

Om det svenska sallskapet forfaller trygga ndr det poserar framfor
kameran fanns det 4nda en vitt spridd forestillning om att faror lura-
de runt hérnet. En del resendrer f6ll ocksa offer for olika sjukdomar
och fick sin sista vila 1 det frimmande landet. Egron Lundgren har
1 akvarellen Ormtjusare, som finns 1 Fiirstenbergska samlingen, spelat
pa denna ridsla. I férgrunden syns ett par ormar varav en tycks

attackera en ung pojke som forskrackt gor en avvirjande rorelse. I Fig. 17
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dress, Eugen and Garl adopt poses, which can scarcely be described as
spontaneous. The image has been deliberately composed around a play
of lines in which both the position of the figures but also the patterns of
the costumes take part. In contrast to many other photographs taken by
Westerners, Prince Eugen did not bother to compose the image in an an-
ecdotal way. Rather, the photograph reflects common image conventions
from portrait photography of the period.

The group has been expanded in another photograph to include
more members of the party. The dress is the same but the composition
is totally different. Unlike the previous one, this photograph has been
taken outdoors. Some figures, probably members of the local population,
can be glimpsed in the background. The Swedish party has positioned
itself in front of some huge cacti, symbols of foreign nature. Several of the
participants are also looking at the photographer. While the former pho-
tograph could have been taken in any studio, the latter is clearly rooted
in the foreign setting.

There is scarcely anything disparaging in these photographs. Rather,
they remind one of the desire to record experiences, which has become
typical of mass tourism.

If the Swedish party appears confident as they pose in front of the
camera, there was nevertheless a widespread notion that dangers lurked
around the corner. Some travellers also fell prey to various illnesses and
found their last resting place in the foreign country. Egron Lundgren
has played on this fear in the watercolour Snake Charmer, which is in the
Fiirstenberg collection at Gothenburg Museum of Art. In the foreground,
a couple of snakes can be seen, one of which seems to be attacking a
young boy who, frightened, wards it off. In the background, an older man
is depicted, perhaps the snake charmer himself. The Western viewer of
Lundgren’s watercolour thus received a warning of the dangers lurking
in the ‘Orient’ and could reflect on this strange custom.

Most Swedish artists who travelled in the ‘Orient’ probably mainly
did so for artistic reasons. Henric Ankarcrona (1831-1917) had both a
military and artistic training. Following a short stay in Paris, he continued
hisjourney to Algeriain 1858 and enlisted in the French army. Ankarcrona
took part in the French campaigns in Morocco in the following years. He
later enlisted in the Spanish army. In his article ‘Recollections of two cam-
paigns in Africa 1859-1860’ published in Ord och Bildin 1917, Ankarcrona
describes his experiences as a soldier during the wars in North Africa.'



bakgrunden avbildas en dldre man, kanske ormtjusaren sjilv. Den
vasterlandske betraktaren av Lundgrens akvarell fick hdrigenom en
varning om de faror som lurade 1 "Orienten” och kunde reflektera
6ver denna fraimmande sedvanja.

De flesta svenska konstnérer som reste 1 "Orienten” torde framst
ha gjort det av konstnarliga skil. Henric Ankarcrona (1831-1917)
hade bade en militir och en konstnérlig utbildning. Efter att en tid ha
vistats 1 Paris, reste han 1858 vidare till Algeriet och tog anstéllning 1
den franska armén. Ankarcrona deltog under de féljande aren 1 frans-
mannens falttag i Marocko. Senare 6vergick han i spansk krigstjanst.
I artikeln "Minnen fran tva falttdg 1 Afrika 1859-1860” publicerad i
Ord och Bild 1917 redog6ér Ankarcrona for sina erfarenheter som sol-
dat under krigen 1 Nordafrika.'? Texten ger med sina ménga hemska
detaljer en malande beskrivning av hur de koloniala krigen kunde ga
till. Svensken sdg déda araber som hade fitt sina huvuden avskurna
av kolonialmakten men ocksa grymma hamndaktioner fran den in-
hemska befolkningens sida. Ankarcrona tar 1 texten tydligt parti for
européerna. Han hyser knappast ndgon forstielse for lokalbefolk-
ningens situation eller det rattmatiga 1 att gdra uppror mot ockupan-
terna. Sjalv karakteriserar han det hela som ”ett lika storartat som
hemskt skadespel”.*®

Ankarcronas artikel illustreras av hans egna teckningar . Dessa har
en 1 huvudsak redovisande karaktdr och saknar de naturalistiska de-
taljer som kdnnetecknar texten. Ibland har bilderna férsetts med plats-
och tidsangivelser, som for att styrka deras autenticitet. Svenskens
upplevelser bar ocksa frukt i ett stort antal oljemdlningar som skildrar
striderna. I dessa framstar oftast de nordafrikanska trupperna pa flykt
undan européerna. Uniformer och hudfirg gor det mojligt f6r betrak-
taren att urskilja de olika nationaliteterna. I malningen Franska trupper
pa faltmarsch i Algeriet (1869, stulen fran Goteborgs konstmuseum och
¢j aterfunnen) skildras de franska trupperna pa marsch 1 Algeriet. Det
hénder ocksa att Ankarcrona gestaltar dramatiska héndelser 1 det ci-
vila livet. I Kopman forfoljd av beduiner (1873, Géteborgs konstmuseum)
syns en inhemsk kdpman med tre kameler som {6rf6ljs av beduiner
till hést. Ett djurskelett 1 bildens férgrund bidrar tll att accentuera
handelsmannens farofyllda belagenhet.

Nar Ankarcronas malningar visades pa utstallningar 1 Sverige fick
de berém for sin autenticitet. Garl Rupert Nyblom skriver att det
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With its many terrible details, the text provides a vivid description of
how the colonial wars were waged. The Swede saw dead Arabs who had
been decapitated by the colonial power, but also cruel acts of vengeance
by the native population. In the text, Ankarcrona clearly sides with the
Europeans. He has scarcely any understanding of the local population’s
situation or the legitimacy of their revolt against the occupiers. He himself
characterizes the whole thing as ‘a spectacle as splendid as it is terrible’."®

Ankarcrona’s article is illustrated by his own drawings. These mainly
have a descriptive nature and lack the naturalistic details characterizing the
text. The images have sometimes been captioned with the location and date,
as if to prove their authenticity. The Swede’s experiences also bore fruitin a
large number of oil paintings depicting the fighting. In these paintings, the
North African troops generally appear to be fleeing from the Europeans.
Uniforms and skin colour enable the viewer to distinguish between the dif-
ferent nationalities. In the painting French Troops on Campaign in Algeria (1869,
stolen from Gothenburg Museum of Art and not recovered), the French
troops are portrayed on the march in Algeria. Ankarcrona sometimes also
depicts dramatic events in civilian life. Merchant pursued by Bedouins (1873,
Gothenburg Museum of Art) shows a native merchant with three camels
pursued by Bedouins on horseback. An animal skeleton in the foreground
helps to accentuate the merchant’s dangerous situation.

When Ankarcrona’s paintings were shown at exhibitions in Sweden,
they were praised for their authenticity. Carl Rupert Nyblom writes that
there ‘is an exceptionally convincing truth in this desert landscape that
one has never seen’' In this way the paintings justified a colonial order,
of which Sweden was certainly not an active part, but which to all appear-
ances had broad support among the press and the public.'®

‘PLAYING THE TURK’

In what way did a travelling Swedish artist differ from those he or she
wanted to portray in their art? Staged photographs can provide an an-
swer to this question. Anders Zorn married Emma Lamm in 1885 and
travelled to Istanbul on honeymoon, where they got to know the Swedish



"ligger en makaldst 6fvertygande sanning 1 denna 6kennatur som
man aldrig sett”.!* Pa sa satt rattfairdigade malningarna en kolonial
ordning som Sverige visserligen inte var en aktiv del av men som av
allt att doma hade ett brett stdd bland press och allmédnhet.'

"ATT LEKA TURK”

Pa vilket sitt skiljde sig en resande svensk konstnir fran dem som
han eller hon ville skildra 1 sin konst? Ett material som kan ge svar
pa fragan dr iscensatta fotografier. Anders Zorn gifte sig 1885 med
Emma Lamm och reste pa brollopsresa till Istanbul. Dar larde paret
kdnna den svenske fotografen Guillaume Berggren men ocksa poli-
tikern och jarnvigskonstruktéren Claes Adelskold och dennes son
Axel. Paret Zorn lit Berggren ta ett konventionellt bréllopsfoto dér
de bada nygifta stolt blickar in 1 kameran. Det dr inte mycket som
skiljer fotografiet fran sddana som tillkom hemma 1 Stockholm.

Pa ett annat satt forhaller det sig med det fotografi som tillkom
pa julafton. Det visar Anders och Emma Zorn tillsammans med far
och son Adelskold. Pa fotografiet ligger Emma pé en divan medan
Anders star snett bakom. De tva 6vriga aktorerna star bakom diva-
nen. Bada gestikulerar och den ene bdjer sig fram mot Emma. Det
ar inte nagot konventionellt gruppfoto. Istéllet har Zorn arrangerat
en bild som vicker fragor om etnicitet och om férhallandet mellan
kénen.

Zorn hade tillsammans med Berggren skaffat fram klader och n6d-
viandig rekvisita. Claes Adelskold berittar att tanken var att svensk-
arna skulle vara "utstyrda som infédingar”. Sjilv skulle han agera
slavhandlare medan Emma tilldelades rollen som slavinna. Zorn och
Axel Adelskold skulle spekulera och ”6fverbjuda varandra.'®

Linda Nochlin skriver apropa vasterlandska konstnirers skild-
ringar av orienten” att de sjilva ndstan aldrig syns 1 bilderna.”
Diremot bestimde de forstas hur bilden skulle gestaltas. I Berggrens
fotografi dr visterlanningar narvarande men utklddda till orientaler”.
De har ldmnat sin visterldndska identitet genom att kld sig 1 det
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photographer Guillaume Berggren, as well as the politician and railway
engineer Claes Adelskold and his son Axel. The couple let Berggren take
a conventional wedding photo in which the newly-weds look proudly into
the camera. Not much distinguishes this photograph from those taken at
home in Stockholm.

The photograph taken on Christmas Eve 1s different. It shows Anders
and Emma Zorn together with Claes and Axel Adelskold. In this photo-
graph Emma lies on a divan while Anders stands obliquely behind. The
two other figures stand behind the divan. Both gesticulate and one bends
forward towards Emma. This is not a conventional group photo. Zorn
has instead composed an image that raises questions of ethnicity and the
relationship between the sexes.

Zorn and Berggren had obtained clothing and necessary props. Claes
Adelskold explains that the idea was that the Swedes should be ‘dressed as
natives’. He was to pose as a slave trader while Emma was given the role
of female slave. Zorn and Axel Adelskdld were to be prospective purchas-
ers and ‘outbid each other’.'®

Linda Nochlin writes with respect to Western artists’ depictions of
the ‘Orient’ that they themselves are almost never shown in the images."”
On the other hand, they determined, of course, how the image should
be composed. In Berggren’s photograph, the Westerners are present but
disguised as ‘Orientals. They have abandoned their Western identity by
dressing according to local custom. Zorn’s turban and the Adelskolds’
fezzes are clear symbols of the foreign.

How should this staging be interpreted? It is easy to dismiss the pho-
tograph as a private joke. As Nochlin has pointed out, apart from the
absence of Westerners in their images, there is also an absence of other
things: work, time and history.'® People are lazy and spend their time on
amusements. Time seems to stand still. Old-fashioned dress and occupa-
tions strengthen the impression of a static society that is impossible to
change. Despite the humorous plot in Berggren’s photograph, it helped
to reinforce prejudices, which were widespread among a Western public.

To sum up, it may be stated that ‘the Turk’ is both absent and present
in Berggren’s photograph, but without an opportunity to assert his own
identity. It is the Swedish party that poses as “Turks’, the Western art-
ist Zorn who has composed the image, and the Swedish photographer
Berggren who has waited for the right moment. It was also probably only
Swedes who had a chance to see the image.



lokala dréktskicket. Zorns turban och de bada Adelskolds fez blir
tydliga tecken for det frimmande.

Hur skall da denna iscenséttning uppfattas? Det ar latt att avfarda
fotografiet som ett privat skamt. Som Nochlin framhallit finns det 1
visterlanningarnas bilder férutom franvaron av vdsterldnningar dven
franvaro av andra ting: arbete, tid och historia.'® Manniskorna ar lata
och spenderar sin tid p& néjen. Tiden tycks sta still. Alderdomliga
kladedrékter och sysselsattningar forstarker intrycket av ett statiskt
samhille, omdjligt att forandra. Trots det skdmtsamma anslaget 1
Berggrens fotografi hjalpte det till att forstdrka férdomar, som var
vitt spridda hos en visterlandsk publik.

Sammanfattningsvis kan konstateras att "turken” dr bade fran-
varande och ndrvarande 1 Berggrens fotografi, men utan mojlighet
att hdvda sin egen identitet. Det dr det svenska sillskapet som age-
rar “turkar”, den visterlaindske konstniaren Zorn som har arrangerat
bilden och den svenske fotografen Berggren som invéntat ratt 6gon-
blick. Sannolikt var det ocksd endast svenskar som fick se bilden.

ATT MALA SVART HUD

Att skildra den manskliga huden dr ndgot som upptagit konstndrer
allt sedan antiken. Hur gestaltningen av “karnationen” lyckats, ar
nagot som kritikerna girna uppméirksammade. Svarta eller bruna
manniskor var f6r manga ett ovanligt motiv som krivde andra konst-
nérliga medel 4n de vanliga. Nar Hugo Birger 1883 tillsammans med
sin hustru Matilda, beséker Marocko berittar han 1 ett brev att han
lyckats fa ”en blasvart neger till modell”, som gatt med pa att posera
sa gott som naken." I Goteborgs konstmuseum finns tva brev med
teckningar av Birger, som visar svarta médns huvuden. I det ena bre-
vet, som dr stéllt till Birgers mecenat Pontus Fiirstenberg, deklare-
rar han sin avsikt att 1 en malning avsedd f6r Salongen 1 Paris mala
"en neger”. En blackteckning ger ett smakprov pa framstallningen.
Mannens huvud éterges 1 trekvartsprofil med blicken riktad férbi
betraktaren. Genom att modellen inte méter betraktarens blick kan
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PAINTING BLACK SKIN

Depicting human skin is something that has engaged artists ever since
classical antiquity. Critics liked to pay attention to how successful the
depiction of ‘the skin colour’ was. Black or brown people were for many
an unusual motif requiring other artistic means than the usual. When
Hugo Birger and his wife Matilda visit Morocco in 1883, he writes in a
letter that he has succeeded in finding ‘a bluish-black Negro as a model,
who has agreed to pose almost nude.' Gothenburg Museum of Art has

Fig. 49-50 two letters with drawings by Birger, which show the heads of black men.

In one letter, addressed to Birger’s patron Pontus Fiirstenberg, he states
his intention to paint ‘a Negro’ in a painting intended for the Paris Salon.
An ink drawing gives a taste of the representation. The man’s head is
shown in three-quarter profile, with his gaze directed past the viewer.
Since the model does not meet the viewer’s eye, the latter can study the
play of light over the black skin without being disturbed. Birger himself
considered the man ‘enormously handsome’. However, he hastens to add
to Fiirstenberg that it may seem ‘strange’ to hold such a view.?” Obviously
Birger took an ambivalent attitude towards his motif as was common
among Westerners. Admiration for the foreign is mixed with dissociation,
sometimes based on ethnic difference.

At the Paris World’s Fair of 1878, Gustaf Cederstrém exhibited a
painting with the motif T%e Body of Charles XII of Sweden Being Carried Home

Fig. 19 _from Norway. He had taken great pains to make the motif as credible as
possible. Instead of snow he scattered salt on the studio floor, captured
a ‘Swedish Lapphund’ and made a study of the figures in ‘undeveloped
terrain’®' The painting was purchased by the Russian Grand Duke
Constantine, arousing dismay in Sweden. Following a fundraising collec-
tion, a replica was commissioned for Nationalmuseum.

The question of skin colour occasionally arises even for artists who,
like Cederstrom, painted national motifs. In the first version of The Body
of Charles XII of Sweden Being Carried Home from Norway, Cederstrom had
already modified the appearance of the models to make them more
‘Swedish’. With reference to a study of one of the figures, Romdahl writes:
“This swarthy model could only be used for the pose and the dress — the
face was impossible for a soldier of Karl XII.*



denne ostort studera ljusspelet 6ver den svarta huden. Sjilv ansag
Birger att mannen var "kolossalt vacker”. Infér Furstenberg skyndar
han sig dock att tillagga att det kan férefalla "underligt” att hysa
en sadan uppfattning.*® Uppenbarligen intog Birger en bland vis-
terlinningar vanligt férekommande ambivalent hallning till sitt mo-
tiv. Beundran f6r det fraimmande blandas med ett avstandstagande,
ibland grundat pa etnisk skillnad.

Pa virldsutstallningen i Paris 1878 visade Gustaf Cederstrém en

malning med motivet Karl XII:s hikfird. Cederstrom hade vinnlagt sig Fig. 19

om att gbra motivet sa trovardigt som mojligt. Istallet for sno strodde
han ut salt pa ateljéns golv infangade sjalv en "lapphund” och stu-
derade figurerna 1 "obebyggd terrang”.** Malningen koptes av den
ryske storfursten Konstantin, ndgot som vickte bestortning i Sverige.
Efter en insamling bestélldes en replik f6r Nationalmuseum.

Aven hos konstnirer som, liksom Cederstrém, malade nationella
motiv aktualiseras emellandt fragan om hudfarg. Redan 1 den férsta
versionen av Karl XII:s ikfird hade Cederstrom modifierat modeller-
nas utseende fOr att géra dem mer "svenska”. Betrdffande en studie
till en av figurerna skriver Romdahl: "Denna svartmuskiga modell
har blott kunnat anvindas for stallningen och dréikten — ansiktet var
omojligt hos en karolin.”**

I Nationalmuseums version, som malades 1 Sverige, har landska-
pet och soldaterna ett annat uttryck. Som Romdahl framhallit ut-
férdes ”"denna pa hemmets mark och med hjélp av den omedelbara
upplevelsen av svensk folkkaraktdr”. Cederstrém arbetade nu med
"nya modeller, svenska indelta soldater och officerare”.

Romdahl jamfér ocksa hur den ”sydlédndska ansiktstypen” i den
forsta versionen 1 den andra ersatts av "ett huvud med troskyldig
svensk uppsyn”. En annan av modellerna karakteriseras som en
sallsynt vacker typ av en ung svensk militdr, ren och allvarlig, fast
och mild”*® Motivet har alltsd férandrats 1 mer nationell riktning.
Hudférgen hos soldaterna blir tecken for etnisk skillnad men ocksa
for nationell identitet.

Konstnéren Oscar Bjorck (1860-1929) var en svensk "skrivbords-
orientalist”. Han malade 1885-1886 det populira motivet "Susanna
och gubbarna”, som 1 arhundraden gett konstnérer en anledning att
skildra den nakna kvinnokroppen men ocksa att iscensitta hindelsen
1 en "orientalisk” milj6. I Bjorcks version i Géteborgs konstmuseum
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In Nationalmuseum’s version, which was painted in Sweden, the land-
scape and the soldiers have a different expression. As Romdahl pointed
out, this was executed ‘on Swedish soil and with the aid of the immediate
experience of Swedish national character’. Cederstrém now worked with
‘new models, Swedish tenement soldiers and officers’.

Romdahl also compares how the ‘southern facial type’ in the first ver-
sion has been replaced in the second by ‘a head with an honest Swedish
facial expression’. Another of the models is characterized as an ‘excep-
tionally handsome type of young Swedish soldier, pure and earnest, firm
and mild’* The motif has thus been altered in a more national direction.
The skin colour of the soldiers is a symbol of ethnic difference but also
of national identity.

The artist Oscar Bjorck (1860-1929) was a Swedish armchair
Orientalist. In 1885-1886, he painted the popular motif ‘Susanna and
the Old Men’, which has for centuries given artists a reason to portray
the nude female body, but also to stage the event in an ‘oriental’ setting.
In Bjorck’s version in Gothenburg Museum of Art, Susanna is waited on
by a maid servant while directing a frightened gaze out of the frame. For
once the old men are not seen in the image.* It is mainly the carpet on
the floor and the furniture in the background that connote the ‘Orient’.
Contrasting Susanna’s fairer skin with the female slave’s black skin, as
Bjorck does, was a common device among Orientalist painters. In con-
temporary thought around the concept of ‘race’, a hierarchy of different
skin colours was often established. The white ‘race’ was considered to
represent a higher evolutionary stage, with the black race at the bottom
of the scale. As in Bjorck’s painting, a class perspective is moreover often
implied. The dark women carry out the work and wait on the white
women. This did not prevent the white man’s objectifying eye. The well-
known literary historian Karl Warburg praises Bjorck’s portrayal of the
two women. He was particularly fond of the ‘brown-complexioned fe-

male slave’?



passas Susanna upp av en tjdnarinna samtidigt som hon riktar en for-
skramd blick ut ur bildrummet. Fér ovanlighetens skull syns inte de
dldre mannen 1 bilden.?* Det dr framst mattan pa golvet och mdbeln
1 bakgrunden som konnoterar “orienten”. Att som Bjorck gor kon-
trastera Susannas ljusare hud mot slavinnans svarta var ett vanligt
grepp hos orientalistiska malare. I tidens tdinkande kring begreppet
"ras” etablerades ofta en hierarki mellan olika hudfirger. Den vita
“rasen” ansags representera ett hogre utvecklingsstadium med den
svarta langst ned pd skalan. Liksom 1 Bjorcks malning impliceras
dessutom ofta ett klassperspektiv. De mérka kvinnorna utfér arbete
och passar upp pa de vita. Detta hindrade inte den vite mannens ob-
jektifierande blick. Den vilkénde litteraturhistorikern Karl Warburg
berémmer Bjorcks skildring av de bada kvinnorna. Sarskilt fértjust
var han 1 den "brunhyade slafvinnan”.*

ATT SE SVART OCH BRUN HUD

Kritikerna och publiken fascinerades av hur de "orientalistiska” mo-
tiven pa ett detaljerat och trovardigt satt skildrade miljoerna, kla-
derna och redskapen. Det var heller inte ovanligt att man jamférde
de etniska sirdragen hos figurerna. Vitt stilldes mot brunt eller svart.
Nar Julius Kronbergs (1850-1921) jattemalning, Kleopatras dod (1883)
visades var det sarskilt malningens koloristiska verkan som viackte
hinforelse. Kronberg skildrar det 6gonblick nér den egyptiska drott-
ningen stracker sig efter den orm, vars bett skall déda henne. En av
hennes tjanarinnor, Ira, ligger redan déd 1 bildens férgrund, medan
en annan, Charmiana, 1 en gest av fortvivlan haller sig om huvudet.
De nakna kvinnokropparna hade naturligtvis en erotisk poten-
tial. En kritiker papekar att Kronberg "frassar 1 nakna former, eggar
var sinnlighet”.?® Andra kritiker uppmarksammar att de tre figurerna
hade olika hudfirg. Kleopatra ar vit, Ira brun och Charmiana svart.
Liksom hos Zorn njuter den manliga blicken av hud 1 olika farger.
Hur beskrev da kritikerna de olika hudfargerna 1 Kronbergs mal-
ning? Den vilkdnde kritikern Georg Nordensvan, som umgicks med
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SEEING BLACK AND BROWN SKIN

The critics and the public were fascinated by how the ‘Orientalist’ motifs
depicted milieux, clothing and implements in a detailed and credible way.
Neither was it unusual to compare the ethnic characteristics of the fig-
ures. White was contrasted with brown or black. When Julius Kronberg’s
(1850-1921) huge painting Cleopatra’s Death (1883) was exhibited, its col-
ouristic impact in particular aroused delight. Kronberg depicts the mo-
ment when the Egyptian queen reaches for the serpent whose bite will kill
her. One of her maid servants, Iras, already lies dead in the foreground
while another, Charmian, holds her head in a gesture of despair.

The nude female bodies naturally had erotic potential. One critic
points out that Kronberg ‘revels in nude forms, stimulates our sensual-
ity’.2® Other critics observe that the three figures had a different skin col-
our. Cleopatra is white, Iras brown and Charmian black. As for Zorn, the
male eye enjoys skin of different colours.

How then did the critics describe the different skin colours in
Kronberg’s painting? The well-known critic Georg Nordensvan, who
mixed with the young radical artists of the period, writes that the queen
appeared ‘pale’ compared with Iras, whose skin he described as ‘brown-
ish yellow’. Charmian’s ‘blackish brown’ skin was the one that had the
strongest effect and stood out against the ‘cold metallic’ colours around
the figures.” The critic Claés Lundin also points to the contrast between
the one maid servant’s ‘dark African skin colour’ and the queen’s ‘pale,
Grecian complexion’.?®

The critics show few traces of the period’s hierarchical ‘racial’ think-
ing. Rather, it is the aesthetic effect of the different skin colours that catch-
es their attention. Julius Kronberg was well-known as a distinguished col-
ourist and it was perhaps such qualities that the critics had in their frame
of reference when encountering his works. They expected colouristic ef-
fects and found what they were looking for in the different skin colours.

The critics’ use of words such as ‘marble-like’ and ‘Grecian’ may
also have led the contemporary reader’s thoughts in a different direction.
18219, a Greek war of liberation was in progress to gain independ-
ence from the Ottoman Empire, which had been in power in the region
for hundreds of years. In the West, and especially in contemporary art



tidens unga radikala konstndrer, skriver att drottningen framstod
som “blek” 1 férhéllande till Ira, vars hud han beskrev som ”brun-
gul”. Charmianas ”"svartbruna” hud var den som hade den starkaste
effekten och stod ut mot de "metallkalla” fargerna runt figurerna.?”
Aven kritikern Claés Lundin pekar p4 kontrasten mellan den ena tji-
narinnans "morka afrikanska hudfirg” och drottningens ”grekiska,
ljusa hy”.?®

Det finns hos kritikerna fa spar av tidens hierarkiska rastdnkande.
Snarare ar det de olika hudfargernas estetiska verkan som fangar de-
ras uppmarksamhet. Julius Kronberg var kind som en framstaende
kolorist och kanske var det just sidana egenskaper som kritikerna
hade 1 sin férstaelsehorisont niar de métte hans verk. De vintade sig
koloristiska effekter och fann vad de sokte 1 de olika hudfirgerna.

Kritikernas anvindning av ord som "marmorlik” och "grekiska”
kan dven ha lett den samtida ldsarens tankar at ett annat hall. 1821-
1829 pagick ett grekiskt befrielsekrig som syftade till sjalvstindighet
visavi det osmanska riket, som haft makten 1 omradet under hund-
ratals ar. I visterlandet, och inte minst inom den samtida konstteo-
rin, bérjade Grekland vid denna tid att uppfattas som civilisationens
vagga och man stillde sig mangrant pa grekernas sida 1 krigshan-
delserna (JAmfor Jeff Werners artikel 1 detta nummer av Skiascope,
s. 58-68). Hos den informerade betraktaren och lasaren kan de olika
hudfargerna ha vackt tankar om "rasernas” olika virde men ocksa
erinrat om den kamp mellan olika civilisationer.

Bland de motiv som hade framgangar 1 tidens konstliv mérks
slavforsiljningar. Vittnesmalen 4r manga om hur manniskor visades
upp och sdldes pa gatan. Hugo Birger sag hur ”de svarta flickorna
blev kalfatrade, alldeles som pa hastmarknader. Tanderna raknas
och musklerna prévas. Ett gott st. negress kan stiga upp till 300 fr”.>

Den franske konstndren Jean-LLéon Géréme (1824-1904) harien
berémd malning skildrat hur en naken kvinnlig slav undersoks infor
en transaktion. Liksom 1 Birgers vittnesmal drar sig spekulanten inte
for att dven undersoka kvinnans téinder. Motivet gav konstnérerna
ytterligare forevindningar att skildra naken kvinnlig hud. I svensk
konst utférde Frans Wilhelm Odelmark (1849-1937) en lang serie
malningar dir nakna kvinnor vistas 1 ”orientaliska” miljoer. En del
av dessa tycks skildra forsaljningar av slavar. Odelmark hade be-
sokt saval Alhambra som Egypten. Hans metod bestod 1 att mot en
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theory, Greece was beginning at that time to be regarded as the cradle
of civilization and one and all took the Greeks’ side in the war (compare
Jetf Werner’s article in this issue of Skiascope, p. 59—69). For the informed
viewer and reader, the different skin colours may have aroused thoughts
about the different value ‘of the races’ but also reminded them of the
struggle between different civilizations.

Slave sales are among the successful motifs in the art world of the
period. There are many testimonies of how people were displayed and
sold on the street. Hugo Birger saw how ‘the black girls were scrutinized,
just like at horse markets. Their teeth are counted and muscles tested. A
good example of a Negress can fetch 300 French francs’?

The French artist Jean-Léon Géréme (1824-1904) has depicted in a
famous painting how a naked female slave is examined prior to a transac-
tion. As in Birger’s testimony, the prospective purchaser does not hesitate
to examine the woman’s teeth. The motif gave artists further pretexts
to portray naked female skin. In Swedish art, Frans Wilhelm Odelmark
(1849-1937) executed a long series of paintings in which nude women
are shown in ‘oriental’ milieux. Some of these seem to depict slave sales.
Odelmark had visited both the Alhambra and Egypt. His method consist-
ed of peopling a credible depiction of the Alhambra’s famous architecture
with nude women and other figures. The result is a mix of authenticity
and fantasy, something that is characteristic of many Western artists’ de-
pictions of the ‘Orient’.

This type of painting offers the Western man two dissimilar viewpoints.
He could express his dissociation from this barbarism, which was unknown
in the West, while examining the women’s young bodies with a pleasurable
and erotically coloured eye.*” The many versions that Odelmark painted
of this motif bear witness to great demand from Swedish art purchasers.

CONCEALING AND REVEALING THE SKIN

Women’s veils play a central role in the Orientalist discourse. This gar-
ment could conceal the face but also be transparent and, of course, pos-
sible to draw aside. Artists were not slow to exploit these themes.



trovardig skildring av Alhambras berémda arkitektur befolka denna
med nakna kvinnor och andra figurer. Resultatet blir en blandning
av autenticitet och fantasi, nagot som ar kidnnetecknande f6r manga
vasterlandska konstnérers skildringar fran ”"Orienten”.

Detta slags malningar erbjuder den visterlaindske mannen tva
olikartade betraktarpositioner. Han kunde ge uttryck for sitt avstands-
tagande fran detta barbari som var oként 1 visterlandet, samtidigt
som han med en lustfylld och erotiskt fargad blick granskar kvinnor-
nas unga kroppar.** De manga versioner som Odelmark malade av
detta motiv vittnar om en stor efterfragan fran svenska konstkopare.

ATT DOLJA OCH BLOTTA HUDEN

I den orientalistisk diskursen spelar kvinnornas sléjor en central roll.
Detta kladesplagg kunde dolja ansiktet men ocksd vara transparent
och forstas majlig att féra at sidan. Denna tematik var konstnirerna
inte sena att utnyttja.

Slojan kunde fungera som ett tecken f6r den muslimska kvinnan
men dven for "orienten” som helhet. Genom att ta av den muslimska
kvinnan slojan "avslojades” ocksa hemligheten om ”Orienten” och
dess mystik forsvann. Den italienske konstnirens Giovanni Costas
(1826-1903) malning Odalisk atergavs 1886 som xylografi 1 Ny
Tllustrerad Tidning. En ung kvinna lyfter sjilv pa sin sloja och med en
inbjudande gest tycks hon bjuda in betraktaren att ta del av hennes
vackra ansikte. Att kvinnan sjilv blottar sitt ansikte kan ocksa ségas
mnnebdra att “orienten” sjilvmant ger upp sin mystik.

De svenska konstnirerna fascinerades av de tickta kvinnor
de motte. Anders Zorn hade redan 1 Sverige uppmidrksammat de
bildmissiga utmaningar som ett besléjat ansikte gav upphov till.
Akvarellen 7 sorg (1880, Nationalmuseum), 1 vilken han skildra en
ung kvinnas ansikte under en tunn sléja blev nagot av ett forsta ge-
nombrott {6r konstndren.

Under sina resor aterkom Zorn gang pa ging till sléjmotivet. I
den berémda akvarellen I Algers hamn later han de tva kvinnornas
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The veil could act as a symbol of the Muslim woman but also of the
‘Orient’ as a whole. By removing the Muslim woman’s veil, the secret of
the ‘Orient’ was also ‘revealed’ and its mystique disappeared. The Italian
artist Giovanni Costa’s (1826-1903) painting 4 Turkish Odalisque was re-
produced in 1886 as xylography in Ny lllustrerad Tidning. A young woman
lifts her veil and with an alluring gesture seems to invite the viewer to look
at her beautiful face. The fact that the woman herself uncovers her face
may also be said to imply that the ‘Orient’ is abandoning its mystique of
its own accord.

Swedish artists were fascinated by the covered women they met. Anders
Zorn had earlier in Sweden observed the pictorial challenges presented by
a veiled face. The watercolour In Mourning (1880, Nationalmuseum), in
which he depicts a young woman’s face under a thin veil, was something
of a breakthrough for the artist.

During his travels, Zorn returned again and again to the veil motif. In
his famous watercolour In the Harbour of Algiers, he lets the different degree
of veiling of the two women signal the Westerner’s and the native popula-
tion’s relationship to showing the face. The woman in front draws her veil
aside uncovering her face. The other woman instead takes a frightened
glance from behind her veil at a man approaching in a boat. The viewer
is thus offered a position in which the usually veiled face of an ‘oriental’
woman is uncovered. At the same time, by looking at the other woman
he can be appalled by the practice of veiling.

UNDERSTANDING THE ‘ORIENT’

Among the Swedish artists who visited these countries in the 19" century,
Ivan Aguéli (1869-1917) was the one with the most knowledge of the
region’s languages and culture. He had read the Koran early on at the
National Library of Sweden in Stockholm. In France in 1893, he aban-
doned painting at times to study oriental religions and languages.

As a consequence of this interest, Aguéli travelled to Egypt in 1894,
where he liked to choose palm groves and urban buildings as motifs. In a
painting in Gothenburg Museum of Art, which may have been executed



olika grad av besljning signalera vasterlanningens respektive den
inhemska befolkningens forhéllande till att visa ansiktet. Den framre
kvinnan for sl6jan at sidan och blottar ddrmed sitt ansikte. Den andra
kvinnan kastar istallet under sin slgja en férskramd blick pa en man
som ndrmar sig i bat. Betraktaren erbjuds hérigenom en position dir
det vanligtvis besldjade ansiktet hos en "orientalisk” kvinna avtécks.
Samtidigt kan han genom att betrakta den andra kvinnan férfiras
over sedvianjan med slojor.

FORSTAELSE

Bland de svenska konstnérer som besokte dessalainder under 1800-ta-
let var Ivan Aguéli (1869-1917) den som édgde storst kunskaper om
omradets sprak och kultur. P4 Kungliga Biblioteket 1 Stockholm hade
han tidigt last Koranen. I Frankrike 1893 6vergav han tidvis maleriet
for studier 1 orientaliska religioner och sprak.

Som en konsekvens av detta intresse reste Aguéli 1894 till Egypten.
Dir valde han garna palmlundar och stadsbebyggelsen som motiv.
I en malning 1 Go6teborgs konstmuseum, som kanske tillkommit i
Egypten, har han skildrat en palmskog. Med en expressiv penself6-
ring skanker Aguéli dramatik at den frimmande viaxtligheten. Han
var sarskilt intresserad av de frimmande motivens former. I ett brev
skriver han: ” Arkitektur, gatuliv, pyramiderna och 6knen dro de bés-
ta ldrarna man kan ha vis 4 vis malning.”!

Aguéli fortsatte sina studier 1 religion och konverterade sa sma-
ningom till islam. Han tog sig namnet Abdul-Hadi, som betyder
végledarens tjanare. Tillsammans med en italienare startade han tid-
ningen [/ Convito for att starka forbindelserna mellan Italien och den
muslimska varlden samt propagera for islam.

Det ar inte litt att veta vad som framst lockade Aguéli till Egypten.
Hans biograf Axel Gauffin upprittar en lang lista pa tdnkbara motiv:
"mystik och sensualism, desillusion och skaparhunger, livsleda och
livsluft, kénslan av den europeiska kulturens bankrutt och begaret att
soka sig till Osterlandets alljamt porlande killfloden”.
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Fig.23 in Egypt, he has depicted a palm grove. With expressive brushwork,
Aguéli lends drama to the foreign vegetation. He was particularly inter-
ested in the forms of the foreign motifs. In a letter he writes: ‘Architecture,
street life, the pyramids and the desert are the best teachers one can have
with respect to painting.®!

Aguéli continued his religious studies and eventually converted to
Islam. He took the name Abdul-Hadi, which means the guide’s servant.
Together with an Italian, he started the newspaper I Convito to strengthen
relations between Italy and the Muslim world and to make propaganda
for Islam.

It is not easy to know what mainly attracted Aguéli to Egypt. His
biographer Axel Gauffin makes a long list of possible reasons: ‘mystique
and sensualism, disillusion and creative hunger, weariness of life and need
for breathing space, a sense of the bankruptcy of European culture and a
desire to seek the East’s still murmuring sources’?

With his simplified idiom, Aguéli’s images probably only had a small
mmpact on the Swedish construct of the ‘Orient’, but in a tolerant and
positive direction.

Artists of other nationalities also showed a broader and more genuine
mterest in the region. The French artist Etienne Dinet (1861-1929), who
also converted to Islam, depicts a group of Arab professional mourners

Fig. 24 in a painting in Gothenburg Museum of Art from 1896. The women are
close to the picture plane, against a neutral background, contributing to
close contact with the viewer. With open mouths, the women put their
hands to their face. Their expressions and body language imply despair
but also sympathy. The Western eye coloured by imperialism seems ab-
sent in Dinet’s painting.

Works from the ‘Orient’ by Swedish painters and photographers con-
tributed to thinking, which represents Western thought as superior in
dichotomies. Such images could in some cases also act as arguments for
imperialism and colonialism. That is not to say that all images should be
seen as imperialistically coloured statements. There are also paintings by
artists such as Jerichau Baumann, Aguéli, and Dinet, which indicate an
unprejudiced, curious Western eye.

TRANSLATED FROM SWEDISH BY JANET COLE



Med sitt férenklade formsprak torde Aguélis bilder endast i ringa
grad ha paverkat den svenska konstruktionen av ”Orienten”. I den
man sa har skett torde de ha verkat i tolerant och positiv riktning.

Aven konstnirer av andra nationaliteter visade ett bredare och
mer genuint intresse f6r omradet. Den franske konstniren Etienne
Dinet (1861-1929), som ocksa konverterade till islam, avbildar 1 en
malning 1 Goteborgs konstmuseum fran 1896 en grupp arabiska
graterskor. Kvinnorna befinner sig néra bildytan, mot en neutral
bakgrund, vilket bidrar till en ndra kontakt med betraktaren. Med
6ppna munnar for kvinnorna sin hander mot ansiktet. Miner och
kroppssprak konnoterar fértvivlan men ocksa medkénsla. Den vis-
terlindska, av imperialismen fargade blicken, tycks 1 Dinets mélning
langt borta.

Svenska malares och fotografiers verk fran ”Orienten” bidrog till
ett tinkande som 1 dikotomier representerar vasterlandets som Gver-
lagset. Sadana bilder kunde 1 vissa fall ockséd fungera som argument
for imperialism och kolonialism. Darmed inte sagt att samtliga bilder
bor ses som imperialistiskt fargade utsagor. Det finns ocksa malning-
ar av exempelvis Jerichau Baumann, Agu¢li eller Dinet, som vittnar
om en férdomsfri och nyfiken visterlandsk blick.
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