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DETTA AR DET NIONDE NUMRET
AV GOTEBORGS KONSTMUSEUMS SKRIFTSERIE Skiascope

Namnet dr hamtat frén ett instrument som den inflytelserike museimannen Benjamin
Ives Gilman utvecklade 1 borjan av 1900-talet for att ge betraktaren majlighet att fok-
usera pé konsten i de, enligt upphovsmannen, ofta alltfor stora och tétt hingda musei-
salarna. Ett finns pa Goteborgs konstmuseum, sannolikt inképt av Axel L Romdahl.

Skiascopet blev aldrig ndgon succé. Det blev kanske obsolet genom att en glesare
hingningsideologi vann mark under mellankrigstiden. And4 kan nog ménga mu-
seibesokare kédnna igen sig 1 det som Gilman beskriver som ett av museivasendets
grundproblemen: den museitrétthet som infinner sig redan efter ett par salar. Redan
vid sekelskiftet stod det klart att museernas sjalva essens — att samla och stilla ut
- hotade att géra dem alltfér omfattande och omdjliga f6r bes6karna 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 fradgor som vi ser som betydelse-
fulla. Det kan vara enskilda verk, konstnarskap eller tidsperioder.

THIS IS THE NINTH ISSUE OF Skiascope
GOTHENBURG MUSEUM OF ART PUBLICATION SERIES

Skiascope takes its name from a contraption invented in the early twentieth century
by the influential museum curator, Benjamin Ives Gilman. Concerned that art was
hung too close together in over-large galleries, he designed the skiascope to help vis-
itors 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.
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FORORD

Goteborgs konstmuseum vill férdndra det sétt vi ser pa och upplever
konst genom att lyfta fram verk och konstndrer ur andra perspek-
tiv dn de férvintade for att bredda och problematisera den konst-
historiska berittelsen. Med utgidngspunkt 1 en vidgad forstielse av
vad ett konstmuseum kan vara, bade visar och férvirvar Géteborgs
konstmuseum en bredd av visuella uttryck och dr en métesplats som
arbetar aktivt for att skapa forutsittningar f6r 6kad kunskap och
upplevelse.

Under de senaste aren har museernas forskning och bidrag till
kunskapsuppbyggnad varit féremal for ett fordjupat intresse och en ny
museilag har tillkommit dar museernas kunskapsfrdmjande uppdrag
tydligt uttalas. Det har gitt tio dr sedan Go6teborgs konstmuseums
forskningsavdelning initierades genom medel fran Sten A Olssons
Stiftelse f6r Forskning och Kultur. Forskningen har under dessa ar ut-
vecklats och integrerats i1 verksamhetens alla delar och far idag anses
vara unik inom ramen fér en kommunal museiverksamhet. Foresatsen
om att férmera kunskapen om museet bade inom Géteborgs konst-
museum och den 6vriga konst- och museivirlden har uppnatts. Tack
vare forskningsavdelningen har samarbetet mellan museet, externa
forskare och universitet intensifierats och gett betydande underlag for
att stalla relevanta fradgor och synliggéra nya perspektiv.

Vilka val ett museum gor for sitt utstdllningsprogram och hur ett
museum samlar maste standigt diskuteras. I varje val skriver museet
konsthistoria. En 6kad kunskap och kdnnedom om den egna insti-
tutionens val ger ocksd forutsattningar for ett fortsatt historieskri-
vande. Hur sddana val har format museets samling och utstallnings-
verksamhet utgdr ocksd ramen fér denna nionde utgiva av museets
forskningsskrift Skiascope.

Det unwversella spréket. Efterkrigstidens abstrakta konst ar en forsknings-
studie som undersoker utsagor om den internationella abstrakta
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FOREWORD

Gothenburg Museum of Art wishes to change the way in which we see
and experience art, by focusing attention on works and artists on the basis
of other perspectives than those one might expect, in order to engage with
a broadened historiography of art. With an extended understanding of
what an art museum can be as a point of departure, Gothenburg Museum
of Art is both a custodian and an exhibitor of a wide-ranging array of
visual modes of expression, as well as a meeting place working actively to
generate the prerequisites for greater knowledge and experience.

In recent years there has been a deepening interest in research under-
taken at museums and the contribution of museum culture to the building
of knowledge. A new museum law has clearly expressed the educational
role of museums. Ten years have passed since the research department
of Gothenburg Museum of Art was set up with the financial support of
the Sten A Olsson Foundation for Research and Culture. During this
period, research has been developed and integrated into all aspects of the
museum, which today must be regarded as unique in the context of a mu-
nicipal museum. The desire to improve knowledge about the museum,
both within Gothenburg Museum of Art itself and in the rest of the art
and museum world, has been achieved. Thanks to the research depart-
ment, co-operation between the museum, external researchers, and the
university, has been intensified, providing a solid foundation from which
to advance relevant questions and bring new perspectives to light.

The choices that a museum makes in its exhibition programme and
acquisitions must constantly be a source of discussion. With every choice
that it makes, a museum is creating art history. Greater knowledge and
awareness of an institution’s own choices are a prerequisite for a contin-
ued evolution of the history of art. How such choices have formed the
museum’s collection and exhibition activities are the main focus of this
ninth issue of the museum’s research publication, Skuascope.

The Universal Language: Post-War Abstract Art is a study of perceptions
of international abstract art in the post-war period, and its role in the
Swedish art scene 1945-70. Analyses of exhibitions and exhibition cata-
logues from four Swedish art institutions reveal which of the exhibitions



konsten under efterkrigstiden och dess roll 1 svenskt konstliv under
perioden 1945-1970. I analyser av utstéllningar och utstallnings-
kataloger fran fyra svenska konstinstitutioner blottliggs vilka fére-
stillningar som kndts till det abstrakta uttrycket. Har framkommer
att Goteborgs konstmuseum, Konsthallen Géteborg och Liljevalchs
konsthall under femtio- och sextiotalet visade ett stort antal utstall-
ningar med modern abstrakt konst franolika delar av varlden, nagot
som inte skedde 1 samma utstrackning pa Moderna Museet.

Parallellt med denna utgava av Skuascope presenteras forsknings-
resultatet publiktien utstéllning med utgangspunkt i museets samling
av abstrakt konst. Utstillningen uppmérksammar efterkrigstidens
abstrakta konst for dess konstnarliga kvaliteter men ocksa for att ge
perspektiv pa var egen tid och dess 1 manga avseenden annorlunda
konstsyn. Efterkrigstidens narmast utopiska tilltro till modernismens
universellt giltiga abstrakt sprak star 1 stark kontrast till dagens mer
relativistiska syn pa konstnarlig kvalitet.

Ett varmt tack till bokens forfattare och redaktér, forsknings-
ledare fil.dr Kristoffer Arvidsson som tillsammans med intendent fil.
dr Per Dahlstrém har curerat utstallningen. Férutom dessa riktas ett
stort tack till alla de medarbetare som bidragit till utstéllningen pa
Goteborgs konstmuseum 1 sina skilda professioner. Ett sarskilt tack
till Sten A Olssons Stiftelse f6r Forskning och Kultur vars donation
mojliggjort produktionen av skriftserien Skuascope samt till Stiftelsen
Anna Ahrenbergs fond for vetenskapliga m.fl. &indamal och Torsten
Séderbergs Stiftelse som bidragit till denna utgava.

TF MUSEICHEF
ANNA HYLTZE
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were tied to abstracted expression. What emerges is that Gothenburg
Museum of Art, Gothenburg Art Gallery, and Liljevalchs Art Gallery
put on a large number of exhibitions in the fifties and sixties featuring
modern, abstract art from various parts of the world, which did not occur
on the same scale at Moderna Museet.

In parallel with this edition of Skiascope the conclusions of the research
are presented to the public in an exhibition based on the museum’s col-
lection of abstract art. This exhibition throws light on post-war abstract
art for its artistic qualities but also in order to provide a perspective on
our own time and its largely divergent view of art. The more or less
utopian, post-war belief in the universally applicable abstract language
of modernism stands in stark contrast to today’s more relativistic view of
artistic quality.

Aheartfelt thanks goes to Head of Research Ph.D. Kristoffer Arvidsson,
the author and editor of this book, who, alongside Senior Curator Ph.D.
Per Dahlstrom, has curated the exhibition. In addition, our thanks go out
to all colleagues who have contributed in their individual capacities to
the exhibition at Gothenburg Museum of Art. Our special thanks go to
the Sten A Olsson Foundation for Research and Culture, the donations
of which have made possible the production of the Skiascope publication
series, as well as the Anna Ahrenberg Foundation for Scientific and Other
Purposes, and the Torsten Séderberg Foundation, which have contributed
to this issue.

ACTING MUSEUM DIRECTOR
ANNA HYLTZE

TRANSLATED FROM SWEDISH
BY HENNING KOCH



INLEDNING

Since resemblance to nature is at best superfluous and at worst distracting, it might as well
be eliminated.!
— Alfred H. Barr Jr.

Abstract sculptural qualities are found in good sculpture of all time, but it is significant that
contemporary sculpture and painting have become abstract in thought and concept.?

- Barbara Hepworth

Konsten skall ses som ett abstrakt begrepp langt 6ver alla provinsiella horisonter. Den avan-
cerade konsten &r internationell och konstruktiv till sin natur, den gér sin egen vag obero-
ende av alla reaktionsrorelser.?

- Olle Bertling

Abstract painting is not just another school or movement or style but the first truly unman-

nered and untrammeled and unentangled, styleless, universal painting.*
— Ad Reinhardt

Nar jag bladdrat 1 konsttidskrifter fran 1950-talet har jag slagits av
den abstrakta konstens nérmast totala dominans. Samma intryck ger
en blick 1 G6teborgs konstmuseums arkiv av utstdllningskataloger
fran tiden. Denna dominans star 1 stark kontrast till abstraktionens
nuvarande ldngt mer blygsamma stillning. Den sena modernismens
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INTRODUCTION

Since resemblance to nature is at best superfluous and at worst distracting, it might
as well be eliminated.!
— Alfred H. Barr Jr.

Abstract sculptural qualities are found in good sculpture of all time, but it is signifi-
cant that contemporary sculpture and painting have become abstract in thought and
concept.?

- Barbara Hepworth

Art should be seen as an abstract concept far beyond all provincial horizons.
Progressive art is intrinsically international and constructive, it goes its own way ir-
respective of all reaction movements.?

- Olle Bartling

Abstract painting is not just another school or movement or style but the first truly

unmannered and untrammeled and unentangled, styleless, universal painting.*
- Ad Reinhardt

When browsing art journals from the 1950s, I have been struck by the
almost total dominance of abstract art. A look at Gothenburg Museum of
Art’s archive of exhibition catalogues from the period provides the same
impression. This dominance is in strong contrast to the current, far more
modest standing of abstraction. Late modernism’s abstract art has long
been relegated to the margin of history. The postmodern breakthrough



abstrakta konst har sedan lange skjutits ut 1 historiens marginal. Det
postmoderna genombrottet har inneburit en revidering av moder-
nismens historieskrivning, dir den sena modernismens abstraktion
nedvirderats till {6rmén f6r riktningar som dada och konstruktivism,
vilka uppfattas som mer relevanta i férhéllande till dagens konst.

Att abstraktion 1 olika former regerade det samtida konstlivet un-
der de tva forsta decennierna efter andra varldskriget dterspeglas
1 tidens stora internationella konstutstillningar som Documenta 1
Kassel, liksom Venedig- och Sao Paulobiennalerna. Bland abstrakta
riktningar pa modet fanns konkretism, informellt maleri, abstrakt ex-
pressionism med flera. Aven i svenska konsttidskrifter som Konstrevy
och Fuletten dominerar under perioden 1945-1960 konkreta eller 1
olika grad abstraherade bilder vad giller den samtida konst som re-
produceras och refereras. Det internationella anslaget ar patagligt,
med en nyfiken rapportering fran konstvarldens centrum, Paris och
New York, men dven fran andra delar av virlden.

I en stor del av vdrlden anammades det abstrakta formspraket
med lokala variationer. Abstraktionen framstod som ett internatio-
nellt fenomen, ett universellt sprak som alla kunde férstd och an-
vanda. Det representerade det moderna — i den offentliga konsten
1 allians med funktionalistisk arkitektur. Liksom funktionalismen
inom arkitekturen uppfattades som synonym med det moderna blev
abstraktionen det inom bildkonsten. Om ett verk inte visade prov pa
nagon form av abstraktion, det vill sdga ett medvetet formarbete som
avvek fran illusionism, kunde det endast 1 undantagsfall accepteras
som modernt och déarmed relevant for sin tid.

Fran att inledningsvis ha befunnit sig 1 opposition mot den eta-
blerade akademiska konsten, gick modernismen under 1900-talet
vinnande ur striden om konstlivets institutioner. Men med moder-
nismens institutionalisering, fran det sena tjugotalet och framat, upp-
stod en rad problem 1 férhallande till modernismens sjilvbild. Kan
konst som &r accepterad av etablissemang och institutioner fortsatt
betecknas som avantgarde? I avantgardets sjalvbild ingick ju foére-
stillningen om att vara 1 opposition till det etablerade, att g fore,
provocera och bryta mot regler. Avantgardet identifieras ocksa med
forandring. Nar en riktning vl etablerats maste avantgardet fortsatta
utan att stelna 1 en fardig form. Dérav inflationen av stilar. Dessa nya
stilar verkade alla peka 1 riktning mot 6kad abstraktion. Men om
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has resulted in a revision of modernism’s historiography, in which late
modernism’s abstraction was devalued in favour of movements such as
dada and constructivism, which are regarded as more relevant in relation
to today’s art.

The fact that various forms of abstraction ruled the contemporary art
scene during the first two decades after the Second World War is reflected
in the period’s major international art exhibitions, such as Documenta in
Kassel, as well as the Venice and Sao Paulo Biennales. Abstract movements
in fashion included concrete art, art informel, and abstract expressionism.
Swedish art journals such as Konstrevy and Faletten are also dominated dur-
ing the period 1945-60 by concrete or to various extent abstracted im-
ages, with regard to the contemporary art reproduced and reported. The
international impact is obvious, with eager reporting from the centres of
the art world, Paris and New York, but from other parts of the world too.

In much of the world the abstract idiom was adopted with local vari-
ations. Abstraction appeared to be an international phenomenon, a uni-
versal language that everyone could understand and use. It represented
the modern - in alliance with functionalist architecture in public art. Just
as functionalism in architecture was regarded as synonymous with the
modern, so was abstraction in the visual arts. If a work did not display
any form of abstraction, in other words, a deliberate effort to deviate from
illusionism, it could only in exceptional cases be accepted as modern and
therefore relevant to its period.

From having initially been in opposition to established academic art,
modernism won the fight for supremacy in art institutions in the 1900s.
But with modernism’s institutionalization, from the late 1920s and on-
wards, a number of problems arose in relation to modernism’s self-image.
Can art that is accepted by the establishment and institutions continue to
be described as avant-garde? The idea of being in opposition to the estab-
lished, leading the way, provoking, and breaking the rules was, of course,
part of the avant-garde’s self-image. The avant-garde is also identified
with change. Once a movement is well established the avant-garde must
continue without becoming set in a fixed mould, hence the inflation of
styles. These new styles all seemed to point in the direction of increased
abstraction. But if non-figurative art is the avant-garde’s goal, what comes
after the non-figurative image? Following the culmination around 1960
there was a rapid decline. Abstraction was abandoned or transformed
into something else.



den nonfigurativa konsten ar avantgardets mal, vad kommer da efter
den nonfigurativa bilden? Efter kulmen kring 1960 skedde en snabb
nedgang. Abstraktionen 6vergavs eller omvandlades till ndgot annat.

I det hir arbetet atervinder jag till den abstrakta konstens historia
under efterkrigstiden. Med drygt ett halvsekels distans underséker
jag hur den internationella abstrakta konsten presenterades och vilka
viarden som knots till den av museiféretradare, skribenter och av
konstnarerna sjilva i en svensk kontext.

Den nonfigurativa konsten kan tyckas varldsfranvind — den har
ju inget motiv, ingen uppenbar lank till omvarlden. Varfér studera
den 1 en tid ndr brinnande fragor om globalisering och kulturarv
star pa spel? Svaret ar att efterkrigstidens abstraktion griper rakt in
1 dessa fragestdllningar och ger oss perspektiv pa dem. Vad ér det
internationella? Hur ska kulturell identitet forstas? Vad har vi ge-
mensamt? Kring abstraktionen formulerades svar pa dessa fragor
som ar radikalt annorlunda 4n de som konsten och konstkritiken
idag formulerar. Kanske har vi nagot att lira av dessa tidigare svar. I
vart fall har de potential att synliggéra hur dagens positioner inte &r
naturliga utan historiskt betingade. Genom att studera det abstrakta
paradigmet kan vi fi syn pa begransningarna i var egen tids konstsyn
och konstndrliga normsystem.

Utifrdn ett konstnarligt perspektiv tror jag att rérelser som kon-
kretism, art informel och abstrakt expressionism kan hjilpa oss att
ateruppticka bildens berérande kraft, inte bara som ett symbol-
system utan ocksa som en visuell utsaga vars bildméssiga och taktila
kvaliteter talar till den ménskliga erfarenheten. Den abstrakta kon-
sten ger oss ett 16fte om frihet.

ABSTRAKTIONENS FRANVARO | DAGENS UTSTALLNINGAR OCH FORSKNING

Idag ér efterkrigstidens abstraktion timligen osynlig 1 manga konst-
museer. I Goteborgs konstmuseum &r den tidiga modernismen vil
exponerad, liksom Goteborgskolorism och nutida konst medan
femtio- och sextiotalets abstrakta konst nastan uteslutande forvaras
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In this study I return to the history of abstract art during the post-war
period. From a distance of over half a century, I will examine how interna-
tional abstract art was presented and the values attached to it by museum
representatives, writers, and the artists themselves in a Swedish context.

Non-figurative art may seem detached from reality - it has no sub-
ject, no obvious link to the world around. Why study it at a time when
burning issues of globalization and cultural heritage are at stake? The
answer is that post-war abstraction goes to the very heart of these issues
and gives us a perspective on them. What is the international? How
should cultural identity be understood? What do we have in common?
Answers to these questions, which are radically different from those for-
mulated by art and art criticism today, were formulated around abstrac-
tion. Maybe we have something to learn from these earlier answers. At
any rate they have the potential to make visible how today’s positions
are not self-evident but have a historical basis. By studying the abstract
paradigm we can see the limitations in our own period’s approach to art
and artistic norm systems.

From an artistic perspective, I believe that movements such as con-
crete art, art informel and abstract expressionism can help us to rediscover
the image’s emotional impact, not only as a symbol system but also as a
visual statement whose visual and tactile qualities speak to human experi-
ence. Abstract art gives us a promise of freedom.

ABSTRACTION’S ABSENCE IN TODAY’S EXHIBITIONS AND RESEARCH

"Today post-war abstraction is fairly invisible in many art museums. Early
modernism, as well as Gothenburg Colourism and contemporary art, is
well represented in the collection display at Gothenburg Museum of Art,
while the abstract art of the 1950s and 1960s is almost exclusively in stor-
age. The pioneers of modernism are similarly highlighted at Moderna
Museet in Stockholm, together with the neo-dada, pop art and minimal-
ism of the 1960s, while styles such as art informel and abstract expres-
sionism are only represented in the hanging by a few works by, among
others, Lee Bontecou, Jean Dubuffet, and Jackson Pollock. The situation



1 magasin. I Moderna Museet dr det pa samma sdtt modernismens
pionjdrer som lyfts fram, dar tillsammans med sextiotalets neoda-
da, popkonst och minimalism, medan stilar som art informel och
abstrakt expressionism 1 hingningen endast representeras genom
nagra enstaka verk av bland andra Lee Bontecou, Jean Dubuffet
och Jackson Pollock. Internationellt dr situationen liknande, d&ven om
abstrakta uttryck har en mer framtradande plats pa den europeiska
kontinenten och 1 USA.

Abstraktionens relativa franvaro och dadaismens, popkonstens
och konceptkonstens starka nirvaro kan férklaras med de senare ro-
relsernas relevans for den institutionellt sanktionerade samtidskon-
sten. Historien lases utifran nuet. Vilever i ett konceptuellt paradigm
dar all konst bedéms utifrdn sin idémaéssiga relevans i forhéllande till
ett nutida konstbegrepp. Ndgot annat man kan notera ir linsbase-
rade mediers dominans som representationsmodell idag, vilket 1 sin
tur resulterat 1 6kad ndrvaro och status for fotografi och videokonst
pa museer. Fotografiets dominans har inte utplanat maleriet men en
viss typ av maleri, vilket upprittar en aktiv relation till verkligheten
bortom fotografiet, har néstan helt tringts undan. Jag tinker pa den
form av abstraktion som utgar fran Paul Cézanne och kubismen,
och som ldnge skolade konstelever 1 konsten att se. Med detta avsags
férmagan att uppfatta relationer mellan positiva och negativa former,
farger och valérer, yta och bilddjup, komposition, rytm och andra
bildmissiga kvaliteter. Med utgangspunkt i dessa begrepp abstrahe-
rades verkligheten, férvandlades till bild. Detta bildmdssiga seende
lag dven till grund f6r den nonfigurativa konsten, exempelvis den
svenska konkretismen. Att avldsa en abstrakt bild krivde samma
uppovade formaga att uppfatta bildmaissiga relationer. Med postmo-
dernismen har denna upptagenhet vid konstverkets visuella byggste-
nar ersatts av betoningen av bilden som sprak och symbolsystem.

I Sverige har sextiotalets sd kallade 6ppna konst aterkommande
uppmairksammats med utstdllningar, publikationer, forskning och
tidskrifter under de senaste decennierna.’ Denna experimentella,
avantgardistiska konst fick 1 Sverige en forsta storre manifestation
med utstillningen Rorelse i konsten p& Moderna Museet 1961. Den
och en rad efterféljande utstdllningar har utforskats av konsthistorie-
skrivningen och inte minst av Moderna Museet som skriver sin egen
historia och girna lyfter fram det 6ppna sextiotalet som en del av sin
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is similar internationally, even though abstract expressions have a more
prominent place on the Continent and in the USA.

The relative absence of abstraction and the strong presence of dada,
pop art, and conceptual art may be explained by the relevance of the lat-
ter movements to institutionally sanctioned contemporary art. History is
read from the present. We live in a conceptual paradigm in which all art
1s assessed on the basis of its conceptual relevance in relation to a con-
temporary concept of art. Something else that may be noted is the domi-
nance of lens-based media as a representational model today, which has in
turn resulted in an increased presence of and status for photography and
video art in museums. The photograph’s dominance has not obliterated
painting, but a certain type of painting, which creates an active relation
to reality beyond the photograph, has been almost entirely superseded.
I refer here to the form of abstraction, which originates in Paul Cézanne
and cubism, and which long trained art students in the art of seeing. This
referred to the ability to perceive relationships between positive and nega-
tive forms, colours and tones, surface and depth, composition, rhythm,
and other visual qualities. Based on these concepts reality was abstracted,
transformed into image. This visual way of seeing also formed the basis
of non-figurative art, such as Swedish concrete art. Reading an abstract
image required the same well-trained ability to understand visual relation-
ships. With postmodernism this preoccupation with the artwork’s visual
building blocks was replaced by an emphasis on the image as language
and symbol system.

In Sweden the ‘open art’ of the sixties has received much attention in
recent decades in the form of exhibitions, publications, research, and jour-
nals.’ This experimental avant-garde art had its first major manifestation
in Sweden with the exhibition Movement in Art at Moderna Museetin 1961.
This and a number of subsequent exhibitions have been explored by art
historians, especially at Moderna Museet, which writes its own history
and likes to highlight the open sixties as part of its brand image.® Concrete
poetry, text-sound compositions, conceptual art, and political art have
also been studied.” Other manifestations from the same period and art
from the immediately preceding period are, however, notable by their
absence in both research and exhibitions. Post-war abstract art has ended
up outside the spotlight. This creates a distorted picture of history. When
only that considered relevant to our time is highlighted, we are blinded
to the fact that historically there were other ways of understanding art.



varumadrkesprofil.® Aven konkret poesi, text-ljudkompositioner, kon-
ceptkonst och den politiska konsten har studerats.” Andra uttryck
fran samma tid och konsten fran tiden strax dessférinnan ar dére-
mot anmarkningsvirt osynliga i sdvil forskning som utstéllningar.
Efterkrigstidens abstrakta konst har hamnat utanfor stralkastarljuset.
Detta skapar en skev bild av historien. Nar endast det som anses ha
relevans for var tid belyses blir vi blinda f6r att det historiskt funnits
andra sitt att uppfatta konst.

Kanske ar nagot pa vig att hinda vad giller historieskrivningen
kring modernismen. Internationellt har det gjorts nigra férsok att
anldgga nya perspektiv pa perioden, som Destroy the Picture. Funting
the Void, 1949-1962 pa Museum of Contemporary Art 1 Los Angeles
2012, en utstillning om abstraktion som ndrmar sig installation och
performance 1 en form av symbolisk ikonoklasm.? Férutom att ab-
strakta uttryck uppmidrksammats pa de historiska utstdllningarna
Tud & Plats. Rio de FJaneiro 1956-1964 och Tid & Plats. Milano—Turin
1958-1968 (bada 2008), visar Moderna Museet varen 2018 tva
utstillningar med konkret brasiliansk modernism: Concrete Matters
och Lygia Pape. Ttéia 1,C, den sista en installation av guldskimrande
metalltradar frén 1978.° Det aterstdr att se om dessa exempel utgor
inledningen pa en mer omfattande omtolkning och omvirdering av
abstraktionens historia under efterkrigstiden.

SYFTE OCH FRAGESTALLNINGAR

Arbetets syfte dr att undersoka vilka forestéllningar och virden som i
ett svenskt sammanhang knéts till internationell abstrakt konst under
perioden 1945-1970. Detta sker genom analyser av utstallningskata-
loger fran fyra institutioner: Goteborgs konstmuseum, Konsthallen
Goteborg, Moderna Museet och Liljevalchs konsthall. I denna las-
ning fasts sarskild vikt vid forestdllningar om abstraktionen som ett
universellt sprak men ocksa vid idéer om abstraktionen som interna-
tionell respektive nationell. Ett annat fokus dr begreppen modernitet,
modernism och avantgarde. Vidare undersoks 1 vilken omfattning
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Something may be about to happen with regard to the historiography
around modernism. Internationally there have been some attempts to
establish new perspectives on the period, such as Destroy the Picture: Fuinting
the Voud, 1949-1962 at the Museum of Contemporary Art in Los Angeles
in 2012, an exhibition on abstraction verging on installation art and per-
formance art in a form of symbolic iconoclasm.? In addition to abstract
expressions having attracted attention at the historical exhibitions Time &
Place: Rio de Janeiro 1956-1964 and Tume & Place: Milan—Turin 1958-1968
(both in 2008), Moderna Museet is showing two exhibitions of Brazilian
concrete modernism in the spring of 2018: Concrete Matters and Lygia Pape:
Ttéia 1,C, the latter an installation of shimmering golden threads from
1978.° It remains to be seen whether these examples are the beginning of
a more comprehensive reinterpretation and reappraisal of the history of
abstraction in the post-war period.

PURPOSE AND ISSUES

The purpose of this study is to explore the ideas and values, which in
a Swedish context are associated with international abstract art during
the period 1945-70. This takes the form of analyses of exhibition cata-
logues from four institutions: Gothenburg Museum of Art, Gothenburg
Art Gallery (Konsthallen Géteborg), Moderna Museet, and Liljevalchs
Art Gallery (Liljevalchs konsthall) in Stockholm. Particular importance is
attached in this reading to ideas of abstraction as a universal language but
also to concepts of abstraction as international and national respectively.
I will also focus on the concepts of modernity, modernism, and avant-
garde. Further, I will explore the extent to which international abstract
art was exhibited at the chosen institutions and whether this changed
over time.

The central issues may be defined in relation to this purpose: Which
ideas and values were associated with abstract expression in post-war in-
ternational art? What is the relationship depicted to be between abstract
art and concepts such as universalism, avant-garde, modernity, modern-
ism, contemporary, the international, and the national?



internationell abstrakt konst visades pa de utvalda institutionerna
och om detta férdndrades 6ver tid.

I'relation till detta syfte kan de centrala fragestdllningarna precise-
ras: Vilka forestillningar och varden knoéts till det abstrakta uttrycket
1 efterkrigstidens internationella konst? Vilken forestdlls relationen
vara mellan abstrakt konst och begrepp som universalism, avant-
garde, modernitet, modernism, samtid, det internationella och det
nationella?

Fragestdllningarna riktar in sig pa ett svenskt sammanhang och
dess relation till det internationella: Vilken stillning och vilket in-
flytande hade abstraktionen och hur férandrades denna &ver tid?
Skiljer sig presentationen av den internationella abstraktionen at mel-
lan de undersokta institutionerna och 1 sa fall hur?

Undersokningen avticker det sammanhang som utstallnings-
katalogernas utsagor ar formulerade i. Vidare forsoker jag avldsa hur
forestallningar om konst, abstraktion och nationalitet kommer till
uttryck i texterna. Dessa forestillningar kan vara avsiktligt eller oav-
siktligt uttryckta 1 texterna. Att jag kommer fran en annan tid med
ett annat konstbegrepp ger en distans som kan gora det littare att fa
syn pa de forestallningar som uttrycks 1 texterna. Om de i sin tid ofta
togs for sjdlvklara framstar de idag som kulturspecifika virderingar.

Ett exempel pd sddana virderingar dr synen pa jamstilldhet 1
konstlivet. Nagot som slar en nutida ldsare av katalogtexter fran den
undersokta perioden dr den 1 det ndrmaste totala mansdominansen.
Syftet med detta arbete har inte varit att sarskilt lyfta fram kvinnliga
konstnirer 1 modernismen utan att ge en representativ bild av hur
abstrakta uttryck omskrivs 1 materialet. Pa grund av hur materialet
ser ut ar kvinnor darfor starkt marginaliserade 1 undersokningen.
Undersokningen syftar inte heller till att soka en mer detaljerad for-
klaring till denna dominans, d&ven om den kan antas ha sin grund 1
strukturer 1 konstlivet och det 6vriga samhallet vid tiden. Av intresse
ar daremot hur kvinnliga konstnirer hanteras, om deras kén upp-
mairksammas och i sa fall hur.
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The issues focus on a Swedish context and its relationship with the
international: what standing and what influence did abstraction have and
how did this change over time? Does the presentation of international
abstraction differ between the institutions investigated, and if so how?

The investigation uncovers the context in which the statements in
the exhibition catalogues are formulated. Further, I try to read how ideas
of art, abstraction and nationality are expressed in the texts. These ideas
may be intentionally or unintentionally expressed in the texts. Coming
from another period with a different concept of art provides me with a
distance that may make it easier to discern the notions expressed in the
texts. If they were often taken for granted in their time, they appear as
culturally specific values today.

One example of such values is the view of gender equality in the art
scene. Something that strikes a contemporary reader of catalogue texts
from the period investigated is the almost total male dominance. The
purpose of this study has not been to highlight especially women artists
in modernism, but to give a representative picture of how abstract ex-
pressions are discussed in the material. Due to the nature of the material,
women are therefore strongly marginalized in this investigation. Neither
does the investigation aim to seek a more detailed explanation for this
dominance, even though this may be assumed to be due to structures in
the art scene and society in general at the time. Of interest is, however,
how women artists are treated, whether their gender attracts attention,
and if so how.

HYPOTHESIS

My hypothesis is that during the period abstraction was regarded as a
universal language with various national dialects. This language embod-
ies a specific concept of internationalism, characterized by an interchange
between relatively stable national cultures, differing from today’s idea
of globalization in art, which is rather understood as a hybrid of differ-
ent traditions and identities. Abstraction is depicted as having refined
the essence of all art, the image’s inner dynamic, and therefore created



HYPOTES

Min hypotes ar att abstraktionen under perioden uppfattades som
ett universellt sprak med olika nationella dialekter. Detta sprak for-
kroppsligar en sarskild idé om internationalism, praglad av ett utbyte
mellan relativt stabila nationella kulturer, vilken skiljer sig fran da-
gens uppfattning om globalisering inom konsten, som snarare forstas
som hybridisering av skilda traditioner och identiteter. Abstraktionen
forestills ha renodlat essensen 1 all konst, bildens inre dynamik, och
ddrmed skapat ett sprak som kan forstas av ménniskor vérlden dver.
Detta sprak framstills ocksa som synonymt med det moderna och
med modernism. Ett verk kan bara accepteras som relevant i samti-
den om det ocksa ar modernt, det vill siga abstrakt.

En andra hypotes dr att den abstrakta konsten hade en mer
framtradande plats pda Goteborgs konstmuseum och Konsthallen
Goteborg dn pa Moderna Museet, samt att Goteborgs konstmuseum
och Konsthallen Goteborg under perioden var mer orienterade mot
Sydeuropa och England och mindre mot USA dn Moderna Museet.

Ytterligare en hypotes dr att marginaliseringen av den abstrakta
konsten under sextiotalet bottnar 1 savil inre orsaker som férandrade
tolkningsmonster och varderingar férbundna med strider om tolk-
ningsforetrade pa konstfiltet.

METOD OCH AVGRANSNINGAR

Mitt iitiala intresse gdllde hur abstraktionen framstélldes som ett
universellt sprak under femtiotalet, men for att spara hur abstraktio-
nen vixte och sedan avtog 1 inflytande behévde jag utstricka under-
sokningsperioden. Avgransningen 1945 till 1970 f6ll sig med tiden
som den mest anvandbara. Med krigsslutet 1945 6ppnades Europa
for konstnarer och Paris blev dter ett higrande mal. Den nonfigu-
rativa konstens stora genombrott stod fér dorren. Abstraktionens
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a language that can be understood by people all over the world. This
language is also presented as synonymous with the modern and with
modernism. A work can only be accepted as relevant in that period if it is
also modern, in other words, abstract.

Another hypothesis is that abstract art had a more prominent place
at Gothenburg Museum of Art and Gothenburg Art Gallery than at
Moderna Museet, and that during the period the former were more ori-
ented towards southern Europe and the UK and less oriented towards the
USA than Moderna Museet.

A further hypothesis is that the marginalization of abstract art during
the sixties stems from internal causes, changed interpretation patterns,
and values associated with struggles for interpretative prerogative in the
field of art.

METHODOLOGY AND TERMS OF REFERENCE

My initial interest concerned how abstraction was presented as a univer-
sal language in the fifties, but I needed to extend the investigation period
to trace how abstraction grew and then declined in influence. The period
1945 to 1970 was eventually found to be the most useful. The end of
the war in 1945 saw Europe open up to artists and Paris again become
an attractive destination. The major breakthrough of non-figurative art
was imminent. Abstraction’s early history seemed less relevant, partly be-
cause it is more established in the art historiography, partly because I am
more interested in abstraction’s culmination and decline than its origin.
In its late phase abstraction underwent an interesting change. Its influence
culminated at the same time as it entered a crisis in which the question
of its continuation was raised. Ideas of universalism and internationalism
continued to be associated with abstraction, not least through its spread
to other parts of the world.

This may be referred to as abstraction’s second breakthrough, as cub-
ismand the firstnon-figurative arthad already experienced a breakthrough
in the tens and twenties. Despite early modernism’s breakthrough, it was
not seriously established in museums until after the Second World War.



tidiga historia f6refoll mindre relevant, dels for att den &r mer eta-
blerad 1 historieskrivningen, dels f6r att jag dr mer intresserad av
abstraktionens kulmination och nedgang dn dess upprinnelse. Under
dess sena fas genomgick abstraktionen en intressant férandring. Dess
inflytande kulminerade samtidigt som den triddde in 1 en kris dar
fragan om fortsattningen vacktes. Forestallningar om universalism
och mternationalism knéts fortsatt till abstraktionen, inte minst ge-
nom att den spreds till andra virldsdelar.

Man kan har tala om abstraktionens andra genombrott, da kubis-
men och den forsta nonfigurativa konsten slagit igenom redan under
tio- och tjugotalet. Trots den tidiga modernismens genomslag kom
abstraktionen att pa allvar etableras pa museerna forst efter andra
varldskriget. Det var ocksa dd som den nonfigurativa konsten nadde
en bredare publik. Kring 1960 kulminerade de nonfigurativa riktning-
arnas inflytande, for att sedan avta under sextiotalet. De spelade dock
fortsatt en viktig roll under hela decenniet, men 1968 férandrades for-
utsdttningarna radikalt genom konstlivets vindning mot samhallsfra-
gor. Darfor blev 1970 en lamplig slutpunkt f6r unders6kningen.

Goteborgs konstmuseums utstillningshistorik var ett naturligt un-
dersokningsomrade, inte bara for att jag har min bas hér, utan ocksa pa
grund av museets utpraglat internationella mriktning under perioden.
Eftersom mitt intresse riktas mot utsagor om den abstrakta konsten
mer dn konstverken 1i sig, har jag framst studerat hur utstillningar
presenterades 1 utstéllningskataloger framfér annan utstallningsdoku-
mentation. Det &r 1 katalogtexterna som utstallningsproducenternas
forestillningar om den abstrakta konsten tydligast kommer till uttryck.

Att enbart studera utstéllningskataloger fran Goteborgs konst-
museum skulle ha gett ett isolerat material som det skulle ha varit
svart att dra nagra slutsatser utifran. Jag sokte darfor efter ett jAmfo-
relsematerial och fann Moderna Museets utstéllningskataloger fran
samma period vara det mest givande. Moderna Museet &r inte bara
Sveriges nadst storsta konstmuseum efter Nationalmuseum, det ar
ocksa den ledande konstinstitutionen 1 den svenska samtidskonsten
med hogt symboliskt kapital. Dértill &r Moderna Museet ett museum
over den moderna konsten, vilket innebér att det forkroppsligar en
modernistisk idé om den moderna konsten som atskild fran tidigare
epokers konst pd ett sitt som motiverar att den samlas och visas 1 en
sarskild institution.
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It was also then that non-figurative art reached a broader audience. The
influence of non-figurative movements culminated around 1960 before
declining in the sixties. However, they continued to play an important
role throughout the decade, but the conditions changed radically in 1968
when the art scene turned towards social issues. Hence, 1970 was an ap-
propriate end point for my investigation.

Gothenburg Museum of Art’s exhibition history was a natural in-
vestigation area, not only because I am based here, but also due to the
museum’s marked international emphasis during the period. Since my
interest is focused on statements about abstract art rather than the art-
works themselves, I have mainly studied how exhibitions were presented
in exhibition catalogues in preference to other exhibition documentation.
It is in these catalogue texts that the exhibition curators’ ideas of abstract
art are most clearly expressed.

Solely studying exhibition catalogues from Gothenburg Museum of
Art would have provided isolated source material from which it would
have been difficult to draw any conclusions. I therefore searched for com-
parative material and found Moderna Museet’s exhibition catalogues
from the same period the most rewarding. Moderna Museet is not only
Sweden’s second largest art museum after Nationalmuseumy; it is also the
leading art institution in Swedish contemporary art with a high symbolic
status. In addition, it is a museum of modern art, which means that it
embodies a modernist concept of modern art as distinct from the art of
earlier epochs in a way that justifies its collection and display in a separate
Institution.

At a later stage I chose to complement the material with a study of
Liljevalchs Art Gallery, where a number of exhibitions of abstract art
from different countries were shown, thus providing relevant compara-
tive material. A sample of the four institutions’ exhibition catalogues of
abstract art from the period 1945-70 was analysed, in Moderna Museet’s
case from the period 1958-70 since the museum only opened in 1958.
Exhibitions at Nationalmuseum in the preceding years were not included,
partly because the context at that time was different from the separate
museum of modern art later created.

Restricting the material to Sweden in this way should not be con-
strued as the study being focused on Swedish art. On the contrary, it is
the tension between the national and the international that interested me.
The selected material then becomes facets that reflect an international



I ett senare skede valde jag att komplettera med en studie av
Liljevalchs konsthall, dir utstdllningar med abstrakt konst fran
olika lander férekom 1 hog utstrackning, vilket dirmed ger ett rele-
vant jamforelsematerial. Ett urval av de fyra institutionernas utstall-
ningskataloger med abstrakt konst fran perioden 1945-1970 har
analyserats, 1 Moderna Museets fall 1958-1970 eftersom museet
oppnade forst 1958. Utstdllningar pa Nationalmuseum under de
foregdende aren har inte tagits med, bland annat f6r att samman-
hanget da &r ett annat dn det uttalade museum f6r modern konst
som senare skapades.

Att materialet pa detta sdtt avgransas till Sverige ska inte tolkas
som att studien inriktas mot svensk konst. Tvirtom ar det span-
ningen mellan det nationella och internationella som intresserat
mig. Det valda materialet blir dd fasetter som speglar en internatio-
nell diskurs och dess nirvaro i svenskt konstliv. En fraga som ater-
kommande tas upp till diskussion dr den om den svenska konstens,
men dven andra linders, relation till den internationella konstvarl-
dens centra. Att materialet omfattar en langre tidsperiod har gjort
det mojligt att urskilja tendenser och férdndringar bortom enskilda
utstallningar. P4 detta satt kan historiska férdndringar tecknas utan
att ga via befintliga férsok till historieskrivning 6ver modernismen.
Eftersom dessa ofta ar skrivna utifrdn en viss position ar det mo-
tiverat att ga till de historiska kéllorna for att komma &t tidens
konstsyn. "

Av det beskrivna materialet behandlas ett urval utstdllningar och
utstéllningskataloger som har relevans for temat, det vill sdga som pa
ndgot sitt beror abstraktionen som ett internationellt sprak under ef-
terkrigstiden. Historiska utstdllningar om den tidiga modernismens
plonjérer har uteldmnats, med undantag av enstaka exempel dér for
fragestillningarna sdrskilt relevanta idéer uttrycks 1 katalogtexten.
Jag har funnit det motiverat att inkludera nagra andra typer av sam-
tida utstallningar och artiklar for att ge en bild av sammanhanget.
Det har exempelvis varit n6dvandigt att ta upp nagot om neodadas,
popkonstens och nyrealismens intrdde 1 konstdiskussionen under
sextiotalet for att visa hur dessa riktningar utmanade abstraktionens
dominans och tolkningsféretrade. Istdllet for att behandla allt som
ber6r abstraktion analyseras det som berdr fragestéllningarna pa ett
Intressant satt.
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discourse and its presence in the Swedish art scene. One question that is
frequently discussed is the relationship of Swedish art, but even that of
other countries, with the centres of the international art world. The fact
that the material covers a longer period made it possible to discern trends
and changes beyond individual exhibitions. Historical changes can thus
be described without reference to existing attempts at a historiography
of modernism. Since these are often written from a certain position, it is
warranted to go to the historical sources to discern the period’s approach
to art.”’

A sample of exhibitions and catalogue texts from this above-men-
tioned material, which is relevant to the topic, is discussed, in other words,
exhibitions and exhibition catalogues that in some way refer to abstrac-
tion as an international language during the post-war period. Historical
exhibitions on early modernism’s pioneers have been omitted, with the
exception of isolated examples in which particularly relevant concepts
for the issues are expressed in the catalogue text. I considered it justified
to include some other types of contemporary exhibitions and articles to
provide a picture of the context. It was, for example, necessary to include
something about the arrival of neo-dada, pop art, and neo-realism in art
debate in the sixties, to show how these movements challenged abstrac-
tion’s dominance and interpretative prerogative. Instead of discussing
everything concerning abstraction, I have chosen to analyse that which
refers to the issues in an interesting way.

One difficulty is drawing a boundary between abstract and non-ab-
stract. All portrayal is an abstracting of the diversity of sensory impres-
sions. A distinction is generally made between abstract and realistic art,
but even abstract art can be more or less representational. Much abstract
art, even that verging on the non-figurative, is nevertheless often based on
asubject. Even though it was not the artist’s intention, a non-figurative im-
age is open to interpretations of it as representational. Consequently it is
not particularly meaningful to contrast abstract art with representational,
or non-figurative art with figurative. Nevertheless I assert that abstractis a
usable concept. It is the concept often used in the material and it delineates
a certain approach to art associated with modernism. I can state that there
is a discourse on something called abstraction, and it is consequently this
discourse that is the focus of my interest: what the abstract is depicted to
be and which values are associated with abstraction during the period
mvestigated.



En svarighet dr gransdragning mellan abstrakt och icke-abstrakt.
All avbildning utg6r en abstrahering av sinnesintryckens méngfald. I
allméanhet gors en atskillnad mellan abstrakt och realistisk konst men
dven den abstrakta konsten kan vara mer eller mindre f6restallande.
En stor del av den abstrakta konsten, d&ven den som ndrmar sig det
nonfigurativa, utgar likvil ofta frin ett motiv. Aven om det inte var
konstnirens avsikt dr en nonfigurativ bild 6ppen f6r tolkningar av den
som forestillande. Av detta skal ar det inte sérskilt meningsfullt att stalla
abstrakt konst mot forestdllande, eller nonfigurativ mot figurativ. Jag
hévdar likval att abstrakt ar ett anvindbart begrepp. Det ar det begrepp
som ofta anvinds 1 materialet och det ringar in en viss konstsyn férbun-
den med modernismen. Jag kan konstatera att det finns en diskurs om
nagot som bendmns abstraktion och det dr alltsd denna diskurs som
star 1 fokus for mitt intresse: vad det abstrakta forestalls vara och vilka
véardens som knyts till abstraktionen under den undersokta perioden.

Texter om abstrakt konst men ocksa utstallningskatalogernas
uppldgg och bildmaterial diskuteras och analyseras 1 relation till det
svenska respektive internationella konstlivet. Aven om det framst
ar katalogtexter som analyseras sa utgdr utstdllningskatalogernas
bildmaterial en viktig ingang till periodens konstsyn, da det ger en
fingervisning om vad som ansdgs vara virt att uppmarksamma. I un-
dersokningen betraktas artikelforfattaren, utstillningsproducenten,
curatorn och museet som avsandare — det dr deras utsagor snarare dn
konstnirernas som analyseras. Jag r alltsd mindre intresserad av den
konstnérliga intentionen eller verkens mening 4n av hur de anvinds
och vilka betydelser som tillskrivs dem.

Materialet redovisas 1 en kronologisk genomging med referat,
citat och tolkningar av katalogtexter, uppdelad 1 ett kapitel per in-
stitution (Goteborgs konstmuseum och Konsthallen Goteborg re-
dovisas 1 samma kapitel). Snarare dn att beritta om materialet 1 en
sammanhdngande framstillning har jag velat exemplifiera och spegla
mangfalden, motsattningarna och férandringarna 6ver tid och lata
materialets roster framtrdda. Min rost dr likval narvarande 1 presen-
tationer, kommentarer och analyser. I kapitel 2-4 undersoks saledes
utstillningshistoriken genom analyser av utstillningskataloger fran
de fyra institutionerna. Efter varje kapitel gors en summering med
overgripande analys. I det avslutande kapitlet f6rs en mer generell
diskussion utifran undersékningens delresultat.
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"Texts on abstract art but also the layout and illustrations of the exhibi-
tion catalogues are discussed and analysed in relation to the Swedish and
the international art scene respectively. Even though chiefly catalogue
texts are analysed, the illustrations in the exhibition catalogues provide
an important entry point to the period’s approach to art, as they provide a
hint of what was considered worthy of attention. In the investigation, the
writer of the article, the exhibition producer, the curator, and the museum
are regarded as senders — it is their statements rather than those of the
artists that are analysed. I am thus less interested in the artistic intention
or the artworks’ meaning than in how they are used and what meanings
are attributed to them.

The material is reviewed chronologically with accounts, quotations,
and interpretations of catalogue texts, divided into one chapter per in-
stitution (Gothenburg Museum of Art and Gothenburg Art Gallery are
reviewed in the same chapter). Rather than reporting on the material in a
continuous account, I have chosen to exemplify and reflect the diversity,
the conflicts and the changes over time, and to let the material’s voices
speak. Nevertheless, my voice is present in presentations, comments, and
analyses. In chapters 2—4 the exhibition history 1s thus explored through
analyses of exhibition catalogues from the four institutions. A summary
with a comprehensive analysis follows each chapter. In the final chap-
ter a more general discussion is conducted based on the investigation’s
findings.

PREVIOUS RESEARCH

I have previously discussed the exhibition activities at Gothenburg
Museum of Art and to some extent Gothenburg Art Gallery in ‘Inside
and Outside Autonomy: Exhibition Work at the Goteborg Museum of
Art’ in the anthology Skiascope 1: Permanent Hangings — Temporary Exhibitions:
On the History of Collection Display and Exhibitions at Goteborg Museum of Art
(2009)." The perspective in that essay is broader, as the text concerns the
museum’s entire exhibition history on the basis of a number of theoreti-
cal issues on how the emphasis of exhibition activities has changed over



TIDIGARE FORSKNING

Utstallningsverksamheten pa Goteborgs konstmuseum och 1 viss
utstrickning Konsthallen Goteborg har jag tidigare behandlat i
"Innanfér och utanfér autonomin. Utstillningsverksamheten pa
Goteborgs konstmuseum” 1 antologin Skiascope 1. Héingda och utstillda
— om hdngningarnas och utstéllmingarnas historia pa Goteborgs konstmuseum
(2009)."" Perspektivet ar dar vidare, da texten berér museets hela
utstillningshistorik utifran en rad teoretiska fragestillningar om hur
utstillningsverksamhetens inriktning férdndrats 6ver tid 1 relation
till konstbegreppets omvandlingar respektive skiftande idéer om vad
ett konstmuseum &r eller bor vara. Delar av utstillningshistoriken
har dven behandlats i tva uppfoljande nummer av Skiascope, vilka
undersokte Goteborgs konstliv fran 1960 till 1999: Skiascope 2. Upp
med rullgardinerna! Konsten © Goteborg under 1960- och 1970-talet (2009)
och Skiascope 3. Omskakad spelplan. Konsten i Goteborg under 1980- och
1990-talet (2010).** De fokuserade dock pa den koloristiska male-
ritraditionen 1 Goteborg, den experimentella och politiska konsten
under sextio- och sjuttiotalet respektive postmodernism, under-
ground och relationell estetik under attio- och nittiotalet, snarare dn
abstraktionen.

Jaghar sjalv utarbetat en férteckning 6ver tidigare utstallningar pa
museet.'® En annan killa dr annars museets arstryck, sarskilt det for
perioden 1956-1966, dir davarande museichefen Alfred Westholm
skriver om utstédllningsverksamheten.!* For Konsthallens dels finns
en forteckning 1 Goteborgs Konstforening 1854-2004 150 ar (2004) med
kommentar av Corinne Ericson." Ytterligare en kélla ar G6teborgs
Konsthalls wepplats med dess utstéllningshistorik.'

Moderna Museets utstdllningshistorik behandlas pa olika stal-
len 1 Historieboken. Om Moderna Museet 1958-2008 (2008), daribland 1
konsthistorikern Martin Sundbergs essd om utstillningskatalogerna,
"Mellan experiment och vardag. Moderna Museets utstillningskata-
loger”, dar han analyserar katalogernas utformning 1 relation till mu-
seets identitet. Katalogerna framtrader bade som komplement till ut-
stdllningarna och ett uttryck 1 egen ratt.” Medan Sundberg 1 hog grad
analyserar utstédllningskatalogernas utformning och férutsittningar,
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time in relation to transformations in the concept of art and changing
concepts of what an art museum is or should be. Parts of the exhibition
history were also discussed in two subsequent issues of Skiascope, which
examined Gothenburg’s art scene from 1960 to 1999: Skiascope 2: Open the
Shades! Art in Gothenburg During the 1960s and 19705 (2009) and Skiascope
3: A Disarranged Playing Board: Art in Gothenburg During the 1980s and 1990s
(2010)."* However, these focused on Gothenburg Colourism, the experi-
mental and political art of the sixties and seventies, postmodernism, un-
derground art, and relational aesthetics of the eighties and nineties, rather
than abstraction.

I have compiled a schedule of previous exhibitions at the museum.'
Another source is otherwise the museum’s annual reports, particularly
the one for the period 1956-66, in which the then museum director Alfred
Westholm writes about exhibition activities.* In the case of Gothenburg
Art Gallery, there is a schedule in Goteborgs Konstforening 1854-2004 150
dr (2004) with a commentary by Corinne Ericson."” A further source is
Gothenburg Art Gallery’s website with its exhibition history.'

Moderna Museet’s exhibition history is discussed in various places
in The History Book: On Moderna Museet 1958-2008 (2008), including art
historian Martin Sundberg’s essay on the exhibition catalogues: ‘Between
Experiment and Everyday Life: The Exhibition Catalogues of Moderna
Museet’, in which he analyses the catalogues’ design in relation to the
museum’s identity. The catalogues appear to be both a complement to
the exhibitions and a manifestation in their own right.”” While Sundberg
largely analyses the exhibition catalogues’ design and preconditions, I
focus on how ideas of abstract art are reflected in them. The History Book
also contains a schedule of the exhibition history, but no reflective text on
the latter.’® A schedule of previous exhibitions is also found in an earlier
publication, Moderna Museet: Boken (2004). However, the texts in that book
deal with the development of art and key works in the collection rather
than exhibitions."

Liljevalchs’ exhibition history is discussed by the former gallery di-
rector Bo Sarnstedt in the jubilee book Liljevalchs konsthall 1916-1991:
75 ar (1991), which also contains a schedule of previous exhibitions.?
However, the text does not have the particular focus on abstract art that
I have in this study.

The art historian Hans Hayden has discussed modernism’s institu-
tionalization in an international context from a discourse analytical and



fokuserar jag pa hur forestdllningar om abstrakt konst kommer till
uttryck 1 dem. Historieboken innehdller aven en forteckning éver ut-
stillningshistoriken, daremot ingen reflekterande text kring densam-
ma.'® Aven i en tidigare publikation, Moderna Museet. Boken (2004),
aterfinns en forteckning 6ver tidigare utstillningar. Texterna 1 boken
behandlar dock konstutvecklingen och viktiga verk i samlingen sna-
rare an utstillningar."

Liljevalchs konsthalls utstallningshistorik behandlas av Louise
Lybergijubileumsboken Lifjevalchs konsthall 1916-1991. 75 ar (1991),
dar det ocksa finns en forteckning 6ver tidigare utstallningar.*’ Lyberg
berér ett par av de utstdllningar jag tar upp men framstillning av
konsthallens historik ar kortfattad och saknar dessutom det sarskilda
fokus pa den abstrakta konsten som jag har i detta arbete.

Konsthistorikern Hans Hayden har utifrén ett diskursanalytiskt
och historiografiskt perspektiv behandlat modernismens institutio-
nalisering 1 ett internationellt sammanhang 1 Modernismen som insti-
tution. Om etableringen av elt estetiskt och historiografiskt paradigm (2006).
Hans diskussion kring uppstéllandet av likhetstecken mellan moder-
nism och modern har varit relevant f6r mitt arbete: nér och hur
blev de synonyma och vad betyder det?*! Min unders6kning ar dock
mer specifikt inriktad mot abstraktionens roll 1 modernismen och
mitt material ar avgrinsat till en svensk kontext. Dessutom ar mitt
perspektiv mer materialorienterat, Haydens 1 hogre grad teoretiskt.
Mina fragestallningar inriktas mindre mot modernismbegreppet och
modernismens institutionalisering, mer mot abstraktionens férestall-
da universalism och internationalism.

"Hur ska vi forstd och forhalla oss till det abstrakta maleriet ndr
dess granser sedan linge forskjutits och omvarderats?”, fragar sig
konsthistorikern Hakan Nilsson 1 Mdleriets rum (2009), dar abstrak-
tionen tolkas 1 relation till rumskapande, da den tidigare framst be-
greppsliggjorts som ytmassighet.?” Nilsson tar sin utgangspunkt i en
rad svenska exempel frian femtiotalet och framat men fragestéllning-
en har baring pa ett internationellt sammanhang. Att ta den fragan
pa allvar innebdr att erkdnna abstraktionens fortsatta nirvaro 1 var
kultur, men ocksa att betydelsen av det abstrakta inte en gang for alla
ar fastlagd utan fordnderlig och beroende av oss som tolkar bilden.
Det dr en slutsats jag delar, aven om min undersékning riktas mot
andra aspekter av abstraktionen.

34

35

historiographic perspective in Modernismen som institution: Om etableringen av
ett estetiskt och historiografiskt paradigm (2006). His discussion around equat-
ing modernism with modern has been relevant to my study: when and
how did they become synonymous and what does that mean?* My in-
vestigation is, however, more specifically focused on abstraction’s role in
modernism and my material is restricted to a Swedish context. Moreover,
my perspective is more material oriented, while Hayden’s is more theoret-
ical. My issues focus less on the concept of modernism and modernism’s
institutionalization, and more on abstraction’s depicted universalism and
internationalism.

The art historian Hakan Nilsson asks: ‘How should we understand
and relate to abstract painting when its boundaries have long since been
shifted and reassessed?’ in Madleriets rum (2009), in which abstraction is
interpreted in relation to spatiality, when it was previously mainly con-
ceptualized as flatness.?” Nilsson’s departure point is a number of Swedish
examples from the fifties and onwards, but the issue has a bearing on an
international context. Taking this issue seriously means acknowledging
abstraction’s continued presence in our culture, but also that the meaning
of the abstract is not fixed once and for all but changeable and dependent
on those reading the image. This is a conclusion I share, although my
investigation focuses on other aspects of abstraction.

In the introduction to the anthology Abstraction (2013), the curator
Maria Lind lets the concept of abstraction denote the state of monetary
systems or social relationships, which have been the subject of some
conceptual or social art since the sixties. Her examples are outside the
period of this investigation, but Lind’s approach nevertheless raises ques-
tions that may be relevant to mention. Lind considers that the concept
of abstraction has surprisingly returned in today’s art debate, but then in
relation to social, economic, or media abstraction rather than the abstrac-
tion of form in images.”® Compared to my own investigation, Abstraction
mainly shows modernist abstraction’s totally marginalized position to-
day, since the concept itself is now used in an art context for something
radically different from what it denoted during modernism. However, the
book gives a misleading impression that the abstraction of form is only
relevant to historical modernism. A number of influential contemporary
abstract painters demonstrate that this is not the case.



Curatorn Maria Lind later 1 inledningen till antologin Abstraction
(2013) begreppet abstraktion beteckna tillstind 1 monetéra system el-
ler sociala relationer, vilka dr dmnet for en del av den konceptuella
eller sociala konsten sedan sextiotalet. Hennes exempel ligger utanfor
denna underséknings tidsavsnitt men Linds grepp vicker likval fragor
som kan vara relevanta att beréra. Lind anser att abstraktionsbegrep-
pet pa ett férvanande satt dterkommit 1 dagens konstdiskussion, men
da 1 relation till social, ekonomisk eller medial abstraktion snarare dn
formens abstrahering i bilder.® I foérhallande till min egen undersok-
ning visar Abstraction framst p& den modernistiska abstraktionens helt
marginaliserade position idag, da sjdlva begreppet 1 en konstkontext
nu anvands for ndgot radikalt annorlunda &n vad det betecknade un-
der modernismen. Boken ger dock ett missvisande intryck av att for-
mens abstraktion endast ar relevant f6r den historiska modernismen.
Ett flertal inflytelserika nutida abstrakta malare visar att sd inte dr fallet.

TEORETISKA PERSPEKTIV

I Filosofiska undersokningar, postumt utgiven 1953, hiavdar den Oster-
rikisk-brittiske filosofen Ludwig Wittgenstein att filosofins problem
bottnar 1 sprakliga missférstand och sammanblandning av sprakliga
kontexter. Istallet for att fraga efter vad ett ord betyder bor vi fra-
ga oss hur det anvinds, eftersom betydelsen finns 1 anviandningen.
Wittgenstein vill undersoka ordens anvandning 1 specifika kontexter.
Denna anviandning kallar han fér sprakspel. Sprakspelet ar en akti-
vitet och en fordnderlig livsform.** Nér vi talar spelar vi ett spel med
vissa fastlagda regler som likvil ar 6ppna for tolkning. Mitt férhal-
lande till begreppet abstraktion utgar fran ett liknande perspektiv. Jag
fragar saledes inte vad abstraktion &r 1 essentiell mening, utan hur
ordet anvands 1 en specifik kontext — efterkrigstidens internationella
konstvirld som den framtrader utifran fyra svenska konstinstitutio-
ner. Foremalet f6r min undersékning ar alltsa sprakspelet kring ab-
straktionen, hur abstraktionen artikuleras, beskrivs och tolkas 1 detta
avgriansade sammanhang.
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THEORETICAL PERSPECTIVES

In Philosophical Investigations, posthumously published in 1953, the Austro-
British philosopher Ludwig Wittgenstein asserts that philosophy’s prob-
lems stem from linguistic misunderstandings and a confusion of linguistic
contexts. Instead of asking what a word means we should ask ourselves
how it is used, since the meaning is found in the usage. Wittgenstein
sought to investigate the use of words in specific contexts. He calls this
use a language-game. The language-game is an activity, a changing form
of life.>* When we speak we play a game with certain fixed rules, which
are nevertheless open to interpretation. My study starts from a similar
perspective. Consequently, I do not ask what abstraction #sin an essential
sense, but how the word is used in a specific context — the post-war inter-
national art world as it appears on the basis of four Swedish art institu-
tions. The object of my investigation is thus the language-game around
abstraction, how abstraction is articulated, described and mterpreted in
this well-defined context.

Further, my investigation may be said to start from a historiographic
perspective in the sense that it focuses on how abstract art is presented
and interpreted in exhibitions and exhibition catalogues over time rather
than on visual analyses of artworks. Among other things I pay attention
to abstraction’s changed meaning during the period.

The perspective is also discourse analytical in the sense that state-
ments are analysed as expressions of various approaches to art. The con-
cept discourse was developed by the French philosopher and historian of
ideas Michel Foucault in his studies of society’s exercise of power.”” The
concept is defined by Foucault as the system of boundaries for the pos-
sible, permitted, true, valuable, and good that prevails in a certain area
at a certain time.?® Certain issues are debated in the discourse while oth-
ers, which concern the discourse’s basic departure points, are taken for
granted and never expressed. Precisely because the discourse’s basic as-
sumptions are seen as self-evident and without history, the discourse may
be difficult to discern. It appears most clearly when it changes. Foucault
therefore attaches particular importance to historical shifts such as the
development of modern discourses around science, punishment, and
sexuality.



Undersokningen kan vidare sigas utgd fran ett historiografiskt
perspektiv 1 den meningen att den inriktas mot hur den abstrakta
konsten presenteras och tolkas 1 utstédllningar och utstallningskatalo-
ger over tid snarare 4n mot bildanalyser av konstverk. Bland annat
studeras abstraktionens férandrade betydelse under perioden.

Perspektivet dr ocksa diskursanalytiskt 1 den meningen att utsa-
gor analyseras som uttryck for olika sorters konstsyn. Begreppet dis-
kurs utvecklades av den franske filosofen och idéhistorikern Michel
Foucault 1 hans studier av samhillets maktutévning.? Begreppet de-
finieras av Foucault som den ordning av granser for det mojliga,
tillitna, sanna, vdrdefulla och goda som rader pa ett visst omrade
vid en viss tidpunkt.?® Inom diskursen debatteras vissa fragor medan
andra, som ror diskursens grundliggande utgangspunkter, tas for
givna och aldrig uttalas. Just for att diskursens grundliaggande anta-
ganden ses som naturliga och utan historia kan diskursen vara svar
att fa syn pa. Den framtrader tydligast nir den f6rdandras. Foucault
lagger darfor sarskild vikt vid historiska skiften som framvixten av
moderna diskurser kring vetenskap, straff och sexualitet.

Om begreppet 6verfors till ett konstsammanhang kan konst-
skapande, utstdllnings-, katalog- och textproduktion studeras som
diskursiva praktiker som reglerar konstdiskursen, det vill sdga upp-
ritthaller granser kring vad som riknas som konst, kriterier for
vad som anses bra, vdrt att uppmdrksamma och sa vidare. I den
moderna konstdiskursen framstélldes det unika, originella och au-
tentiska aterkommande som 1deal. Konstverket betraktades som en
sjalvstindig enhet skapad i ett avgrinsat medium. Aven om olika
stilar debatterades sattes dessa grundldggande virden inte 1 fraga.
Det skedde forst med intrddet av neodada, popkonst och koncept-
konst, som idag betraktas som inledningen till en ny period som
bendamns postmodernism eller samtidskonst. Modernismens diskurs
utmanades och en forskjutning dgde rum inom diskursen.

I 6vergangen frdn modernism till postmodernism &r det tvek-
samt om en diskurs verkligen ersattes av en annan, da de avgérande
utgangspunkterna for postmodernismen finns redan 1 den tidiga
modernismen. Diremot dr det motiverat att hdavda att diskursen
forandrades pa avgorande punkter vad giller kriterier f6r vad som
raknas som konst, konstndrlig kvalitet med mera. Nar de kriterier
som upphdjt den abstrakta konsten inte langre var giltiga férlorade
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If this concept is translated into an art context, art creation and exhi-
bition, catalogue, and text production may be studied as discursive prac-
tices that govern the art discourse, in other words, maintain boundaries
around what counts as art, criteria for what is considered good, worthy
of attention, and so on. In modern art discourse, the unique, original, and
authentic were frequently presented as ideals. The artwork was regarded
as an independent entity created in a well-defined medium. Even though
various styles were debated, these basic values were not questioned until
the arrival of neo-dada, pop art, and conceptual art, which are today
regarded as the beginning of a new period called postmodernism or con-
temporary art. Modernism’s discourse was challenged and a shift took
place in the discourse.

In the transition from modernism to postmodernism, it is doubtful
whether one discourse was really replaced by another, as the decisive de-
parture points for postmodernism are already found in early modernism.
On the other hand, it is justified to maintain that the discourse changed
on crucial points with regard to the criteria for what counts as art, artistic
quality, and so on. Once the criteria that had advanced abstract art were
no longer valid, it quickly lost its leading position. In order to under-
stand what abstraction was depicted to be, it is not enough to study the
artworks. Other discursive statements, such as in this case exhibitions,
exhibition catalogues, and catalogue texts, must be included too.

In addition to the values and ideas associated with abstract art,
the way in which abstract art’s influence and standing in the art scene
changed during the period is studied. This perspective may be described
as culture-sociological. By analysing how the frequency of abstract art
exhibitions and the nature of the statements changed, parts of these pro-
cesses can be revealed.

In order to study how styles and interpretative perspectives strengthen
or weaken, I found the French sociologist Pierre Bourdieu’s field theory
useful. Using Bourdieu’s terminology, catalogue texts may be regarded
as situated in an autonomous cultural field, which may be called the art
field.”” Statements then appear as participating in a struggle for positions
and interpretative prerogative. A catalogue text is not only a statement
about art, it is also a contribution and a position marking in the field.
The approach to art of the museum, curator, or artist is reflected in the
catalogue text. Bourdieu’s theory helps me to look beyond the individual
level and see in which context the statements about art are formulated.



den snabbt sin ledande stillning. For att férstd vad abstraktionen
forestilldes vara ricker det inte att studera konstverken. Aven andra
diskursiva utsagor, som i det hér fallet utstillningar, utstillningskata-
loger och katalogtexter, maste inkluderas.

Vid sidan av de virden och férestéllningar som knéts till den ab-
strakta konsten, studeras hur den abstrakta konstens inflytande och
stillning 1 konstlivet férdndrades under perioden. Detta perspektiv
kan betecknas som kultursociologiskt. Genom att analysera hur frek-
vensen av utstillningar om abstrakt konst och utsagornas karaktar
forandrades, kan delar av dessa processer friliggas.

For att studera hur stilar eller tolkningsperspektiv stirks eller
forsvagas, har jag funnit den franske sociologen Pierre Bourdieus
faltteori anvandbar. Med Bourdieus terminologi kan katalogtexter
betraktas som situerade 1 ett autonomt kulturellt falt som vi kan kalla
konstfiltet.”” Utsagor framtrader da som delaktiga 1 en strid om po-
sitioner och tolkningsforetrdde. En katalogtext dr inte bara en utsaga
om konst, den utgdr ocksa en insats och positionsmarkering pa faltet.
I katalogtexten kommer museets, curatorns eller konstnérens konst-
syn till uttryck. Bourdieus teor1 hjdlper mig att hdja mig 6ver individ-
nivan och se 1 vilket sammanhang utsagorna om konsten formuleras.

Dessa teorier har inspirerat till ett visst perspektiv pa materialet.
Begrepp himtade fran Wittgenstein, Foucault och Bourdieu anvénds
pa mina egna premisser, inte 1 ndgon systematisk sprakspels-, diskurs-
eller faltanalys, pa det sdtt som dessa teoretiker arbetade.

MODERNISM OCH MODERNITET

Aterkommande i arbetet anviinds begrepp som modernitet, modern
och modernism, vilka kommer av det latinska ordet modernus, bildat
av modo som betyder nu eller nyss. Just nuet dr centralt 1 moderniteten
saval som modernismen.

Vad giller modernitet utgar jag fran den amerikanske marxisten
och samhallsvetaren Marshall Bermans definition av begreppet som
erfarenheten av kapitalismens, industrialismens och den nationella
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These theories inspired a certain perspective on the material. Concepts
taken from Wittgenstein, Foucault, and Bourdieu are used on my own
premises, not in a systematic language-game, discourse, or field analysis
in the way these theoreticians worked.

MODERNISM AND MODERNITY

The study frequently uses concepts such as modernity, modern, and modern-
1sm, which come from the Latin word modernus, formed from modo meaning
now or just now. The present is central to both modernity and modernism.
With regard to modernity, I start from the American Marxist and so-
cial scientist Marshall Berman’s definition of the concept as the experience
of capitalism’s, industrialism’s, and national bureaucracy’s far-reaching
destruction of traditional values, as formulated in his book A/l That is Sohd
Melts into Air: The Experience of Modernity (1982). Modernity is a promise of
adventure combined with a threat of destruction of everything we know.?
By modernism I mean the aesthetic movement in, among other
things, the visual arts, which provides a response to modernity, a response
that can be both affirmative and critical, but in both cases forms part
of the modern and an expression of a will to create a new art for a new
age. Modernism can thus be seen as a complex response to modernity,
which includes both homage to the modern and nostalgic dreams of the
pre-industrial, primitive, or original. At the same time, modernism arose
partly as a result of an intra-artistic process, a change in art’s starting
points marked as a break with tradition. Modernism includes a variety
of movements. It may be said to begin around 1860 and continue until
the 1960s. Its predecessors are found among the Romantics, realists, and
impressionists. In particular, Edouard Manet and the post-impressionists
are highlighted as pioneers. Around 1905-7 movements such as fauvism,
expressionism, and cubism were born, followed by a number of isms
such as futurism, constructivism, dada, and surrealism. Abstraction is
a method in several of these movements, so influential that it can be de-
scribed as central to modernism’s self-understanding, even though a more
illusionistic visual language is found in New Objectivity and surrealism.



byrakratins ldngtgdende destruktion av traditionella varden, som
den formuleras 1 boken Allt som dr fast forflyktigas. Modernism och moder-
nitet (1982). Moderniteten ar ett 16fte om dventyr kombinerad med
ett hot om forstorelse av allt som vi kdnner.?®

Med modernism avser jag den estetiska rérelse inom bland annat
bildkonst som utgdr ett svar pa moderniteten, ett svar som kan vara
béade bejakande och kritiskt men 1 bada fallen utgér en del av det mo-
derna och ett uttryck for en vilja att skapa en ny konst fér en ny tid.
Modernismens vittférgrenade svar pa moderniteten innefattar bade
hyllningar av det moderna och nostalgiska drémmar om det férindu-
striella, primitiva eller ursprungliga. Samtidigt uppstod modernismen
delvis som resultat av en inomkonstnirlig process, en férandring av
konstens utgangspunkter markerad som ett brott med traditionen.
Modernism inkluderar en méangfald av riktningar. Den kan sigas ta sin
boérjan omkring 1860 och varar fram till 1960-talet. Foregangare finns
hos romantiker, realister och impressionister. Sérskilt Edouard Manet
och postimpressionisterna lyfts fram som pionjarer. Omkring 1905-
1907 f6ddes riktningar som fauvism, expressionism och kubism, vilka
sedan foljdes av en rad ismer som futurism, konstruktivism, dada och
surrealism. Abstraktionen ar en metod inom flera av dessa riktningar,
sa inflytelserik att den kan betecknas som central i modernismens sjalv-
forstaelse, d&ven om ett mer illusionistiskt bildsprak férekommer inom
nysaklighet och surrealism.

Som Dan Karlholm patalat, anvindes inledningsvis begreppet
modern konst snarare dan modernism. Forst under sextiotalet etable-
rades termen modernism som en konsthistorisk term, det vill siga
nir den moderna konsten upphort att vara synonym med samti-
den.? Modernism fick en mer avgrinsad historisk betydelse, dels
genom den amerikanske kritikern Clement Greenbergs och andras
forsok att bestimma den moderna konstens uppgift och verksam-
hetsomrade, dels genom de postmoderna kritikernas f6rsok att lan-
sera ett nytt begrepp, postmodernism, 1 opposition mot en narmast
karikerad forenkling av modernismen. I lanseringen av postmoder-
nismen hade postmoderna kritiker behov av en tydlig motstindare.
Som Hakan Nilsson visat, utsags Greenberg till representant for
den modernism som postmodernisterna ville attackera.®® Pa detta
satt ar historieskrivningen om modernismen delaktig 1 estetiska och
ideologiska strider pa konstfaltet.
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As the Swedish art historian Dan Karlholm has pointed out, initially
the concept of modern art was used rather than modernism. The term
modernism was not established as an art history term until the sixties, in
other words, when modern art had ceased to be synonymous with that
period.” Modernism had a more limited historical meaning, partly due to
the attempts of the American critic Clement Greenberg and others to de-
fine modern art’s task and field of activity, and partly due to postmodern
critics’ attempts to launch a new concept, postmodernism, in opposition
to an almost caricatured simplification of modernism. In launching post-
modernism, postmodern critics needed a clear opponent. As the Swedish
art historian Hakan Nilsson has shown, Greenberg was appointed repre-
sentative of the modernism that the postmodernists wanted to attack.> In
this way the writing of art history participates in aesthetic and ideological
battles in the art field.

From the late sixties the relevance of the concept of modernism to
contemporary art began to be questioned. When abstract art lost its
standing in relation to movements such as neo-dada, pop art, minimalism,
and conceptual art, certain critics began to talk about the criteria having
changed so radically that it was justified to state that we now live in a
new era. This was called postmodernism, to mark the fact that we are no
longer in modernism’s norm system. Similar discussions had previously
been conducted in literary and architectural theory. With Leo Steinberg
and Rosalind E. Krauss, among others, the concept of postmodernism
was introduced into art debate.?

Postmodernism countered modernism’s ideals of originality, au-
thenticity, uniformity, and refinement of medium and style with its
ironic language-games, dismissive criticism, deconstruction, media
hybrids, unfaithfulness to style, reproduction of images, quotations,
appropriation (use of already existing images), and simulation. At the
same time, male dominance was challenged by feminist critique, the
heterosexual norm by queer theory, and the West’s dominance by glo-
balization and post-colonial theory. Even though the concept of post-
modernism has fallen out of fashion today, many of postmodernism’s
issues are still of current interest. If the broadening of the concept of art
today is a given departure point, identity political issues around power
and representation are highly topical. At the same time abstraction has
been liberated from modernism’s norm system and is now used in dif-
ferent contexts.*



Fran det sena sextiotalet borjade modernismbegreppets relevans
for den samtida konsten att ifragasattas. Néar den abstrakta konsten
forlorade sin stéllning gentemot riktningar som neodada, popkonst,
minimalism och konceptkonst borjade vissa kritiker tala om att kri-
terierna forandrats sd radikalt att det var motiverat att hdvda att vi
befinner oss 1 en ny period. Denna kallades postmodernism, for att
markera att vi inte ldngre befinner oss inom modernismens norm-
system. Liknande diskussioner hade tidigare forts inom litteratur-
och arkitekturteori. Med bland andra Leo Steinberg och Rosalind
E. Krauss férdes begreppet postmodernism in 1 konstdiskussionen.?!

Mot modernismens ideal om originalitet, autenticitet, enhetlig-
het och renodling av medium och stil stillde postmodernismen iro-
niska sprakspel, férskjutande kritik, dekonstruktion, mediehybrider,
troloshet vad giller stil, reproduktion av bilder, citat, appropriering
(anvdandning av redan existerande bilder) och simulering. Samtidigt
utmanades den manliga dominansen genom feminismens kritik,
den heterosexuella normen genom queerteori, vastvarldens domi-
nans genom globalisering och postkolonial teori. Aven om begreppet
postmodernism idag fallit ur modet dr manga av postmodernismens
fragor fortfarande aktuella. Om konstbegreppets vidgning idag 4r en
given utgangspunkt dr de identitetspolitiska fragestallningarna kring
makt och representation hogaktuella. Samtidigt har abstraktionen
l6sgjorts fran modernismens normsystem och utnyttjas numera 1
skilda sammanhang.?

AVANTGARDE

Modernismens tillstand av permanenta férandring férkroppsligas 1
ordet avantgarde, ursprungligen en militér term som betyder fértrupp.
Det modernistiska avantgardet utforskar okanda omraden, gar fore
och férandrar pa sikt den allménna smaken. Det ligger 1 avantgardets
sjalvbild att vara antiborgerlig och antietablissemang, varfér den mo-
derna konstnirsrollen ofta tagit skepnad av provokatdr, bohem och
outsider. Samtidigt 4r den avantgardistiska konstndren beroende av
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AVANT-GARDE

Modernism’s state of permanent change is embodied in the word avant-
garde, originally a military term meaning advance guard or vanguard.
The modernist avant-garde explores unknown areas, leads the way, and
changes general taste in the long run. It is in the avant-garde’s self-im-
age to be anti-bourgeois and anti-establishment, and consequently the
modern artist’s role has often taken the shape of provocateur, Bohemian,
and outsider. At the same time the avant-garde artist is dependent on
art buyers, galleries, museums, and critics. Modernism gave rise to new
conditions in which provocative actions had a media impact, which could
benefit the artist’s position on the art market.

Comprehensive theory has been developed on the avant-garde. The
focus of this study is not the concept of avant-garde itself but abstraction’s
role in the avant-garde. It may nevertheless be relevant to briefly mention
some studies, which discussed the avant-garde’s role during the post-war
period. Was the avant-garde still active or had it ceased with abstraction’s
institutionalization? If so, did neo-dada and other movements involve a
revival of the avant-garde?

In a number of texts, Clement Greenberg saw the modernist avant-
garde as synonymous with self-criticism in the artist’s own medium, re-
sulting in an exclusion of everything that was not typical of that medium.
This self-criticism coincided with abstraction even though abstraction was
never an end in itself for him. For Greenberg, the avant-garde was never-
theless embodied mainly in abstract art, which for him stood in contrast
to a manipulative commercial mass culture that he termed kitsch.** This
critical view of commercial popular culture was shared by the Frankfurt
School’s theoreticians, including the German philosopher and sociologist
Theodor W. Adorno. In Asthetische Theorie (1970), he formulated a critique
of the cultural industry and a defence of progressive modern art.** Both
Greenberg’s and Adorno’s approach to art came to be regarded as elitist
during the sixties’ increasingly frequent transgressions between art and
popular culture, as well as through the politicization of cultural life.

Early analyses of the avant-garde include the Italian literary theo-
retician Renato Poggioli’s book Teoria dellarte davanguardia (1962), in
which he traces the avant-garde’s heritage back to Romanticism in a



konstkopare, gallerier, museer och kritiker. Med modernismen upp-
stod nya villkor dar provokativa utspel gav medialt genomslag som
kunde gynna konstnérens position pa konstmarknaden.

Kring avantgardet finns en omfattande teoribildning. Fokus 1 det
har arbetet dr inte avantgardebegreppet 1 sig utan abstraktionens roll
1avantgardet. Det kan likval vara relevant att kort beréra nagra arbe-
ten som diskuterat avantgardets roll under efterkrigstiden. Var avant-
gardets fortsatt verksamt eller hade det upphért med abstraktionens
institutionalisering? Innebar neoadada och andra riktningar 1 sa fall
ett aterupplivande av avantgardet?

Clement Greenberg sag i en rad texter det modernistiska avantgar-
det som liktydigt med en sjalvkritik inom det egna mediet, vilken re-
sulterade 1 en uteslutning av allt som inte var typiskt for detta medium.
Denna sjalvkritik sammanf6ll med abstraktionen &ven om abstraktio-
nen fér honom aldrig var ett sjalvandamal. Fér Greenberg forkroppsli-
gades avantgardet likvil frémst 1 den abstrakta konsten, som f6r honom
stod mot en manipulativ kommersiell masskultur som han benamnde
kitsch.* Denna kritiska syn pa den kommersiella popularkulturen de-
lades av Frankfurtskolans teoretiker, diribland den tyske filosofen och
sociologen Theodor W. Adorno. I Asthetische Theorie (1970) formulerade
han en kritik av kulturindustrin och ett férsvar f6r den avancerade mo-
derna konsten.** Saval Greenbergs som Adornos konstsyn kom under
sextiotalets allt titare 6verskridanden mellan konst och popularkultur,
liksom genom kulturlivets politisering, att uppfattas som elitistisk.

Bland de tidiga analyserna av avantgardet finns den italiensk lit-
teraturteoretikern Renato Poggiolis bok Teoria dellarte davanguardia
(1962), dér han spérar avantgardets arv tillbaka till romantiken 1 en
social, psykologisk och filosofisk analys av avantgardismen som en
bohemisk identitet.*’

Det tyske litteraturteoretikern Peter Biirger har i Theorie der
Avantgarde (1974) betecknat femtiotalets neoavantgarde som en cy-
nisk reprisering av det historiska avantgardets politiska misslyckan-
de.? Avantgardet dterkommer som fars, en desarmerad avantgar-
destil som ldtt kan institutionaliseras. Som svar pa denna kritik har
Hal Foster, konstkritiker knuten till den inflytelserika amerikanska
tidskriften October, tritt ut till neoavantgardets forsvar i "What's
Neo about the Neo-Avant-Garde?” (1994).¥ Han hivdar dar att
dterupplivandet av strategier fran dada och konstruktivismen kan delas
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social, psychological, and philosophical analysis of avant-gardism as a
Bohemian identity.*®

In Theorte der Avanigarde (1974), the German literary theoretician Peter
Buirger described the neo-avant-garde of the fifties as a cynical revival
of the historical avant-garde’s political failure.?® The avant-garde returns
as farce, a disarmed avant-garde style that can easily be institutionalized.
In response to this criticism, Hal Foster, an art critic connected with the
influential American journal Ocfober, came out in defence of the neo-avant-
garde in “‘What’s Neo about the Neo-Avant-Garde?’ (1994).” He argues
there that the revival of strategies from dada and constructivism may be
divided into two phases, in which the neo-avant-garde certainly in a first
phase revives the historical avant-garde, but in a second phase develops
it in new directions and forms in relation to a political situation.”® While
Biirger and others saw the avant-garde as passé, Foster sees it as embodied
and revitalized in postmodern contemporary art. Others have celebrated
the pluralism and opportunity to return to older styles resulting from the
end of the avant-garde and modernism. Since the late eighties, October sneo-
avant-gardism has been influential in contemporary art in preference to a
pluralistic, eclectic version of postmodernism that was prevalent initially.*

The French philosopher Jean-Francois Lyotard has described the
avant-garde’s logic as sublime, since the modernist artist strives to portray
the unportrayable. This applies well to non-figurative art and the notion
that art must not become set in a mould. The modernist avant-garde is
characterized then not by a certain look, such as an abstract form, but
rather by changeability. It is an art that focuses on the present and the
question: ‘Is it happening?’*’ The avant-garde is constantly evading being
narrowly defined.

ABSTRACTION

What is meant then by abstract art? The word abstract comes from Latin
abstractus (drawn away), past participle of abstrahere (draw away from).
In relation to the visual arts, abstract has essentially two meanings. The
first means that the subject of an image is abstracted; its illusionistic



in 1 tvd faser, dar neoavantgardet visserligen 1 en forsta fas repri-
serar det historiska avantgardet men 1 en andra fas utvecklar det 1
nya riktningar och former 1 férhallande till en politisk situation.®®
Medan Biirger och andra sag avantgardet som 6verspelat, ser Foster
det forkroppsligat och revitaliserat 1 den postmoderna samtidskon-
sten. Andra har firat den pluralism och mdjlighet till att atervinda
till dldre stilar som avantgardets och modernismens slut medférde.
Sedan slutet av attiotalet har Octobers neoavantgardism blivit tongi-
vande 1 samtidskonsten framf6r en pluralistisk, stileklektisk variant
av postmodernism, som inledningsvis gjorde sig gallande.*

Den franske filosofen Jean-Francois Lyotard har beskrivit avant-
gardets logik som sublim, dd den modernistiske konstnaren stravar
efter att framstilla det oframstiéllbara. Detta stimmer bra in pa den
nonfigurativa konsten och férestallningen att konsten inte far stelna
1 en form. Det modernistiska avantgardet karaktiriseras da inte av
ett visst utseende, till exempel en abstrakt form, utan snarare av ror-
lighet. Det 4r en konst som riktar in sig mot nuet och fragan ”"Sker
det?”*" Avantgardet ar stindigt pa flykt fran att definieras i en av-
gransad form.

ABSTRAKTION

Vad avses da med abstrakt konst? Ordet abstrakt har sitt ursprung
1 latinets abstractus (frandragen) av abstrahere (dra bort). I relation till
bildkonst har abstrakt vasentligen tva betydelser. Den ena mnnebar
att motivet 1 en bild abstraheras, dess illusionistiska verklighetsater-
givning skjuts 1 bakgrunden for att istéllet betona bildplanet. Denna
process kan ga olika ldngt men syftar oftast till en annan sorts verklig-
hetsatergivning, inte en utplanad dito. Ett motiv kan mnspirera till en
abstrakt bild ddr motivet i sig 4r av mindre intresse dn dess visuella
mojligheter. Motivet blir en utgangspunkt for en undersékning av
mediet, fargen och formen.

Den andra betydelsen avser snarare abstrakt 1 meningen icke-
varldslig, som inte har sin grund i sinnesférnimmelser av verkligheten
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representation of reality is relegated to the background, to instead empha-
size the picture plane. This process may vary in extent but in most cases
aims for a different kind of representation of reality, not an obliterated
one. A subject may inspire an abstract image in which the subject itself is
of less interest than its visual possibilities. The subject becomes a depar-
ture point for an exploration of the medium, colour, and form.

The second meaning refers rather to abstract in the sense of unworld-
ly, which is not based on sensory perceptions of reality but on abstract
forms and concepts. These forms may be regarded as ideal, as in Plato’s
notion of a higher realm of ideas, solely comprising perfect concepts and
not imperfect manifestations of the material world. The artist creates a
wholly independent image of geometric forms and lines. This type of im-
age is also called non-figurative, non-representational, concrete or objec-
tive, in the sense that the image and its forms are all there is to see. This
may paradoxically enough also be described as realism in a special sense
of the word, not as a portrayal of an external reality in accordance with a
naturalistic ambition, but as a kind of material realism: the painting does
not claim to be anything else than it is, paint on a flat surface. Realism is
understood here as the opposite of illusion.

Further, the notion occurs that the abstract or non-figurative image is
an expression of the unconscious or the universe’s order. It is seen then
as another form of realism portraying an internal or abstract reality in-
stead of an external one. On a symbolic level, the abstract image can also
provide an expression to abstract principles or a spiritual reality. Several
of abstract art’s pioneers, such as Wassily Kandinsky, Kazimir Malevich,
and Piet Mondrian, have given expression to such notions.*

The boundary between these definitions of abstract is, however, diffi-
cult to maintain. On the one hand, abstraction, in the sense of abstraction
of the subject in an increased emphasis of the picture plane, forms the ba-
sis of the non-figurative or concrete image (see for example Kandinsky’s
and Mondrian’s development); on the other, it is the case that every visual
mark on the canvas always allows itself to be interpreted as something.

Man is programmed to perceive spatiality, depth, forms, and so on.
Perception is always dependent on man’s neurological and mental con-
stitution, something that was explored in gestalt psychology by, among
others, Rudolf Arnheim and Ernst H. Gombrich.** During the period this
was a vital research area, whose development was stimulated by abstract
art. Like gestalt psychology, abstract art explores the act of seeing, how we



utan 1 abstrakta former och begrepp. Dessa former kan uppfattas
som ideala, som i Platons forestillning om en hégre idévirld, endast
bestaende av fullkomliga idéer och inte av dess ofullkomliga manifes-
tationer 1 sinnevarlden. Konstndren skapar en helt sjalvstandig bild
av geometriska former och linjer. Denna typ av bild bendmns ocksa
nonfigurativ, ickeforestéllande, konkret eller objektiv, i betydelsen att
bilden och dess former ar allt som finns att se. Detta kan paradoxalt
nog ocksa betecknas som realism 1 en sarskild bemarkelse av ordet,
inte som avbildning av en yttre verklighet enligt en naturalistisk am-
bition, utan som en sorts materialrealism: malningen utger sig inte
for att vara nagot annat dn vad den &r, firg pa en plan yta. Realism
forstas har som motsatsen till illusion.

Vidare férekommer uppfattningen att den abstrakta eller non-
figurativa bilden ar ett uttryck for det omedvetna eller universums
ordning. Den ses dd som en annan form av realism som avbildar en
inre eller abstrakt verklighet istéllet f6r en yttre. Den abstrakta bilden
kan ocksa pa ett symboliskt plan ge uttryck for abstrakta principer
eller en andlig verklighet. Flera av den abstrakta konstens pionjarer,
som Wassily Kandinsky, Kazimir Malevitj och Piet Mondrian, har
gett uttryck for sddana uppfattningar.*!

Grinsdragningen mellan dessa definitioner av abstrakt dr dock
svar att uppratthalla. Dels ligger abstraktion, 1 betydelsen abstrahe-
ring av motivet 1 en 6kad betoning av bildplanet, till grund fér den
nonfigurativa eller konkreta bilden (se exempelvis Kandinskys och
Mondrians utveckling), dels dr det sd att varje visuell markering pa
duken alltid later sig tolkas som nagot.

Manniskan dr programmerad till att uppfatta rumslighet, djup,
figurer och sd vidare. Perceptionen ar alltid beroende av ménnis-
kans neurologiska och psykiska konstitution, ndgot som utforskades
1 gestaltpsykologin av bland andra Rudolf Arnheim och Ernst H.
Gombrich.”? Detta var under perioden ett vitalt forskningsomrade
vars utveckling stimulerades av den abstrakta konsten. Liksom ge-
staltpsykologin utforskar den abstrakta konsten seendet, hur vi upp-
fattar kontraster, gestalter, avstand och s vidare. Allra tydligast sker
detta 1 konkretismen och opkonsten.

I strikt mening finns alltsa inga abstrakta bilder, bara bilder som
kan ses som abstrakta.** Man kan likvil tala om en 6kad betoning av
bildplanet, eller en annan sorts rumslighet i den sa kallade abstrakta
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perceive contrasts, gestalts, distance, and so on. This occurs most clearly
in concrete art and op art.

In a strict sense there are thus no abstract images, only images that
can be seen as abstract.* Nevertheless it is possible to talk about an in-
creased emphasis of the picture plane, or another sort of spatiality in so-
called abstract art, compared with academic art’s depth illusion. For this
investigation, I distinguish between abstracted, in the sense of a more or less
abstracted subject, and non-figurative, without a subject. Abstract is used as
a further concept that includes the abstracted and non-figurative as two
variants of abstract art. The use of the concept largely follows the mate-
rial. My focus is the way in which abstraction is articulated in the material.

The very process of abstracting is a fundamental element of modernism
from Manet and onwards. Abstraction may be interpreted as a response to
photography, which mechanically creates a faithful representation of reality
in an instant, challenging painting’s sphere of activity, but has other motives
too. While some art historians and museum curators, such as Alfred H.
Barr Jr., interpreted abstraction as a primarily intra-artistic process, art his-
torians such as Arnold Hauser and Meyer Schapiro saw it in relation to new
economic and social conditions.** According to them, modern art was born
as a result of art’s productification on a free market from the late eighteenth
century. A new kind of competitive situation arose, placing a premium on
distinctive expressions and innovations. With abstraction, painting marked
its independence as an art form. This involved a shift in focus from aca-
demic art’s established conventions for representing a symbolic content to
the exploration of the medium in its own right.

Abstraction is part of a process that began with Gustave Courbet’s re-
volt against Salon painting to launch his realism in his own exhibition hall
during the World Exhibition in Paris in 1855. This revolt was followed
by Manet’s scandalous appearance at the Salon des Refusés of 1863 and
the Paris Salon of 1865 with painting with a shocking lack of idealization
and volume modelling.

This development continued through impressionism and post-
impressionism with Vincent van Gogh who applied the paint in an
expressionist painting style, Paul Gauguin who refined the form in con-
nected planes (cloisonné and synthetism), and perhaps in particular Paul
Gézanne who began to break down the subject into geometric forms.*
Cézanne, in his turn, inspired the cubists Georges Braque and Pablo
Picasso, who deconstructed the subject and depicted it from several



konsten jamfért med den akademiska konstens djupillusion. For
denna underséknings vidkommande skiljer jag mellan abstraherad, 1
betydelsen av ett mer eller mindre abstraherat motiv, och nonfigurativ,
utan motiv. Abstrakt anvands som ett vidare begrepp som inkluderar
det abstraherade och nonfigurativa som tva varianter av abstrakt
konst. Begreppsanvandningen foljer 1 h6g grad materialet. Det ar hur
abstraktion dér artikuleras som star 1 fokus.

Sjalva processen att abstrahera ar ett fundamentalt moment i mo-
dernismen fran Manet och framat. Abstraktionen kan tolkas som ett
svar pa fotografin, som pa mekanisk vag pa ett 6gonblick skapar en
trovardig representation av verkligheten vilken utmanar maleriets
verksamhetsomrade, men har 4ven andra bevekelsegrunder. Medan
vissa konsthistoriker och museiféretradare, som Alfred H. Barr Jr.,
tolkat abstraktionen som en i férsta hand inomkonstnarlig process,
har konsthistoriker som Arnold Hauser och Meyer Schapiro stallt
den 1 relation till nya ekonomiska och sociala férhéllanden.** Den
moderna konsten féddes enligt dem som ett resultat av att konsten
fran 1700-talets slut blev en produkt pa en fri marknad. En ny sorts
konkurrenssituation uppstod, vilken premierade sarskiljande uttryck
och nyheter. Med abstraktionen markerade maleriet sin sjalvstindig-
het som konstart. Den innebar ett skifte av fokus fran den akademis-
ka konstens etablerade konventioner {or att framstilla ett symboliskt
innehall till utforskandet av mediet 1 egen ritt.

Abstraktionen utgér en del 1 en process som tar sin bérjan med
Gustave Courbets uppror mot salongsmaleriet fOr att lansera sin rea-
lismien egen utstallningslokal under VirldsutstéllningeniParis 1855.
Detta uppror f6ljdes av Manets skandalomgirdade framtrddande pa
Salon des Refusés 1863 och Parissalongen 1865 med ett maleri med
en chockerande avsaknad av idealisering och volymmodellering.

Utvecklingen fortsatte genom impressionismen och postimpres-
sionismen med Vincent van Gogh som drev upp fargen 1 ett expres-
sionistiskt malningssatt, Paul Gauguin som renodlade formen i sam-
manhdngande ytor (cloisonné och syntetism) och kanske framfor allt
Paul Gézanne som borjade bryta ner motivet 1 geometriska former.*
(Cézanne inspirerade 1 sin tur kubisterna Georges Braque och Pablo
Picasso som dekonstruerade motivet och avbildade det fran flera
hall samtidigt 1 fasettkubismen, vilken f6ljdes av den mer ytmadssiga
syntetiska kubismen.
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directions simultaneously in analytical cubism, which was followed by
the flatter synthetic cubism.

Wassily Kandinsky is usually credited with creating the first totally
non-figurative image in modern art in 1910. Abstract images had been
created previously in other contexts, such as folk art and handicraft, but
were not then described as art. A Swedish candidate, Hilma af Klint, has
been put forward. Influenced by theosophy, she was already painting
abstract images in 1907, which she herself maintained were executed on
the orders of spirits. They were never intended to be exhibited as art, at
least not during her lifetime. Kazimir Malevich and Piet Mondrian were
other pioneers in the history of abstract art. Malevich created his first
black square in 1913, while Mondrian’s first concrete images are dated
1919. Owing to modernism’s understanding of art as a linear history of
development, the question of who was first has been of great importance.
A complex delta of both geometric and organic abstraction has developed
from the works of these pioneers.

Abstraction may be said to culminate in colour field painting and
the monochrome around 1960. With such a reduced image, attention is
shifted to the image’s edges and the object nature of the painting comes to
the forefront. Consequently, abstraction approaches the boundary with
sculpture (as in minimalism), the void (as in Yves Klein), or the work as
pure concept (as in conceptual art).*® At the same time artists in Europe
and Japan began to attack the picture plane and transgress the boundary
with sculpture and performance art. Consequently, abstract painting was
redefined from image to action.

It is obvious that abstraction in contemporary art means something
different than in 1960, when it in turn meant something different than in
1915. Abstract art is characterized by an openness to various interpreta-
tions. If abstraction was previously regarded as an expression of the in-
ner artist, the absolute or universal, it is today redefined as explorations
of various types of material, space, aesthetics, and ideology. As a result
of this changeability, abstraction continues to be relevant, albeit with re-
duced claims and no longer central to art debate.

TRANSLATED FROM SWEDISH
BY JANET COLE



Wassily Kandinsky brukar beskrivas som den som 1910 skapade
den forsta helt nonfigurativa bilden inom den moderna konsten. I
andra sammanhang hade abstrakta bilder skapats tidigare, exem-
pelvis inom folkkonst och konsthantverk, men betecknas da inte
som konst. En svensk kandidat har lanserats med Hilma af Klint.
Paverkad av teosofin mélade hon redan 1907 abstrakta bilder som
hon sjalv hdvdade utférdes pa diktat fran andar. De var aldrig avsed-
da att visas som konst, atminstone inte under hennes livstid. Kazimir
Malevitj och Piet Mondrian var andra pionjarer 1 den abstrakta kon-
stens historia. Malevitj skapade sin férsta svarta kvadrat 1913 medan
Mondrians forsta konkreta bilder dr daterade 1919. Pa grund av
modernismens forstaelse av konsten som en linjar utvecklingshisto-
ria har frdgan om vem som var forst haft stor betydelse. Ur dessa
pionjdrers arbeten har ett vittforgrenat delta av bade geometrisk och
organisk abstraktion utbildats.

Abstraktionen kan sdgas kulminera 1 fargfaltsmaleriet och mono-
kromen runt 1960. Med en sa reducerad bild flyttas uppméarksamhe-
ten mot bildens kanter och mélningens objektkaraktir kommer 1 f6r-
grunden. Darmed ndrmar sig abstraktionen gransen mot skulpturen
(som 1 minimalismen), tomrummet (som hos Yves Klein) eller verket
som ren idé (som 1 konceptkonsten).*® Samtidigt borjade konstnarer
1 Europa och Japan attackera bildytan och 6verskrida grinsen mot
skulptur och performance. Diarmed omdefinierades det abstrakta
maleriet fran bild till handling.

Det dr uppenbart att abstraktionen 1 dagens konst betyder nagot
annat dn den gjorde 1960, da den i sin tur betydde ndgot annat dn
1915. Abstrakt konst karaktiriseras av en dppenhet for olika tolk-
ningar. Om abstraktionen tidigare uppfattades som uttryck for konst-
nérens inre, det absoluta eller universella, omdefinieras den idag till
undersokningar av olika sorters material, rum, estetik och ideologi.
Genom denna rorlighet fortsdtter abstraktionen att vara relevant, om
dn med ldgre ansprak och inte langre 1 centrum av konstdiskussionen.
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UTSTALLNINGAR MED ABSTRAKT KONST PA GOTEBORGS KONSTMUSEUM
OCH KONSTHALLEN GOTEBORG 1945-1970

I detta kapitel behandlas utstdllningar med abstrakt konst pa
Goteborgs konstmuseum under perioden 1945-1970. Om inget
annat anges har utstillningen 4gt rum pa konstmuseet. Darutéver
har ett urval utstillningar pa Konsthallen Go6teborg inkluderats.
Anledningen till detta 4r den néra kontakt som fanns mellan insti-
tutionerna. En del av utstdllningarna pa Konsthallen anordnades av
Goteborgs konstmuseum. Méanga inkdp till museet skedde i samband
med Konsthallens utstéllningar. Fram till 1967 drevs Konsthallen av
Goteborgs Konstforening (bildad 1865) och dérefter av Goteborgs
konstmuseum fram till 1995 da den blev en egen institution som nu-
mera bendmns Goteborgs Konsthall. Mot denna bakgrund har jag
inte funnit det motiverat att behandla de bada institutionerna, vilka
ocksa ligger bredvid varandra pa Gotaplatsen, 1 separata kapitel.
Goteborgs konstmuseum har en féregingare 1 Konstavdelningen
pa Goteborgs Museum, som dppnade 1861 1 Ostindiska huset. I sam-
band med Goteborgs jubileumsutstéllning 1923 uppférdes den nu-
varande byggnaden pa Goétaplatsen och det sjalvstdndiga Goteborgs
konstmuseum invigdes 1925. Aven Konsthallen uppfordes till
jubileumsutstéllningen. Byggnaden inkluderade tillfalligarkitek tur som
senare rivits. I denna del pa Konsthallens baksida huserade Géteborgs
musei rit- och mélarskola fran 1925 fram tll att den 1950 flyttade till
nya lokaler pa Guldheden och bytte namn till Valands konstskola.
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EXHIBITIONS OF ABSTRACT ART AT GOTHENBURG MUSEUM OF ART
AND GOTHENBURG ART GALLERY 1945-70

In this chapter exhibitions of abstract art at Gothenburg Museum of Art
during the period 1945-70 are explored. Unless otherwise indicated, these
exhibitions took place in Gothenburg Museum of Art. In addition, a selec-
tion of exhibitions at Gothenburg Art Gallery (Konsthallen Géteborg) has
been included due to the close contact between the two institutions. Some of
the exhibitions at Gothenburg Art Gallery were arranged by Gothenburg
Museum of Art. Many acquisitions by the museum have been made in
connection with exhibitions at Gothenburg Art Gallery. Up until 1967
Gothenburg Art Gallery was managed by the Gothenburg Art Association
(Goteborgs Konstforening, founded in 1865), and then by Gothenburg
Museum of Art until 1995, when it became an independent institution un-
der the name of G6teborgs Konsthall. Given this background, and the fact
that the two are located next to each other on Gétaplatsen, I have found
no reason to deal with them in separate chapters.

Gothenburg Museum of Art was preceded by the Department of Art
at Gothenburg Museum, which opened in 1861 in the Swedish East India
Company building. In 1923, in conjunction with the three-hundred-year
anniversary of the city’s founding, a new building for the museum was
constructed at Gotaplatsen, and the independent Gothenburg Museum
of Art opened in 1925. Gothenburg Art Gallery was built for the same
jubilee, and included some temporary architecture that was later demol-
ished. This rear portion of the Art Gallery held the Gothenburg Museum
School of Drawing and Painting from 1925 until 1950, when it relocated
to Guldheden and changed its name to the Valand School of Art.



Goteborgs konstmuseum ar Sveriges tredje storsta konstmuseum
efter Nationalmuseum och Moderna Museet. Det ar ett kommunalt
museum men foérvarven till samlingen har fran start skett genom
fondmedel fran privata donationer. Samlingen har 1 hég grad dven
byggts upp genom donationer av verk fran privata donatorer och
Foéreningen Konstmuseets Vanner 1 Goteborg, bildad 1942.

Goteborg har beskrivits som en fristad f6r det moderna méle-
riet under det sena 1800-talet. Det var hir som opponenterna mot
Konstakademiens, 1 deras 6gon féraldrade, undervisning och konst-
syn bildade Konstnarsforbundet 1886. I Goteborg fanns mecena-
ten Pontus Fiirstenberg, som inte bara kopte in opponenternas verk
till sitt galleri 1 Brunnsparken utan dven stédde dem ekonomiskt.
Samlingen testamenterades senare till G6teborgs Museum. I musei-
styrelsen verkade Furstenberg for att opponenternas verk skulle ko-
pas in till Géteborgs Museum. Pa detta sitt fick Goteborgs konstmu-
seum en framstdende samling av Konstnirsférbundets konstnarer
medan Nationalmuseum inledningsvis var mer avvaktande.

Museiintendenten fil.dr Axel L. Romdahl (1880-1951) fortsatte
att stodja konstnirsférbundarna, som var vél etablerade 1 konstlivet
da Romdahl tilltradde som intendent for Konstavdelningen 1906.
Romdahl hade tidigare doktorerat pa Pieter Brueghel d.a. 1 Wien och
arbetat pd Nationalmuseum 1 Stockholm.! Han hade ndra kontakt
med Carl Larsson och Anders Zorn men ocksa med Edvard Munch.
Romdahl stédde modernisterna med ink&dp, daven om han samtidigt
med donatorers hjdlp byggde upp en konsthistorisk samling pa mu-
seet. Romdahl var ocksa drivande 1 tillkomsten av konstmuseet pa
Gotaplatsen.

Da Romdahl avgitt med pension tog konsthistorikern och arkeo-
logen fil.dr Alfred Westholm (1904-1996) 6ver 1947, efter att tidigare
har arbetat som forste amanuens pa museet. Han hade doktorerat
pa Stockholms hégskola pa avhandlingen The Temples of Soli. Studies
on Cypriote Art during Hellemistic and Roman Feriods (1936), vilken han
skrev efter utgravningar pa Cypern.” Savil utstillningsprogram som
forvarv fick en mer internationell pragel under Westholms chefskap.
Medan Romdahl férvirvat nordisk och fransk modernism, symbo-
lism, Matisseelever, expressionism, naivism och Goteborgskolorism,
kom Westholm att prioritera deninternationellaabstraktionen. Under
hans chefstid uppfordes ocksa en tillbyggnad, invigd 1968, med entré
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Gothenburg Museum of Art is Sweden’s third-largest art museum af-
ter only Nationalmuseum and Moderna Museet. The museum is owned
by the City but acquisitions to the collection have from the beginning
been funded by private donations. The collection has also been largely
assembled through donations of artwork by private benefactors and by
the Association of Friends of Gothenburg Museum of Art, which was
founded in 1942.

Gothenburg has been described as a safe haven for modern painters
during the late nineteenth century. It was here that the Artists’ Association
was formed in 1886 by opponents of what they saw as the Royal Academy
of Fine Arts’ antiquated teaching and view of art. The city was home to
Pontus Furstenberg, the great patron of the arts who supported those oppo-
nents economically and bought their work for his gallery at Brunnsparken.
He later bequeathed his private collection to the Gothenburg Museum.
Fuarstenberg served on the museum’s board of directors, where he advo-
cated for purchasing the opponents’ work for the museum’s permanent
collection. In this way Gothenburg Museum of Art acquired a promi-
nent collection of work by members of the Artists’ Association, while
Nationalmuseum in Stockholm was initially more reserved.

The museum’s curator, Axel L. Romdahl Ph.D. (1880-1951), con-
tinued to support the Artists’ Associations, which were already well
established in the arts community when he became curator of the Art
Department in 1906. Romdahl had written his dissertation on Pieter
Brueghel the Elder in Vienna and worked at Nationalmuseum in
Stockholm.! He was close to the prominent Swedish artists Carl Larsson
and Anders Zorn, and even to Edvard Munch. Romdahl supported the
modernists by buying their work even as he built up an art historical
collection for the museum with the aid of private donors. He was also a
driving force in the creation of the new art museum at Gétaplatsen.

When Romdahl retired, the art historian and archaeologist Alfred
Westholm Ph.D. (1904-96) took over in 1947, after having worked pre-
viously as the principal administrative assistant of the museum. He had
attained a doctoral degree at Stockholm College with a dissertation en-
titled The Temples of Solt: Studies on Cypriote Art During Hellenistic and Roman
Periods (1936), which he wrote after working on excavations in Cypress.?
The museum’s exhibitions and the acquisitions for its collection both
took on a more international character under Westholm’s leadership.
While Romdahl had acquired works by Nordic and French modernists,



ut mot Gotaplatsen, utstdllningshall (den sa kallade Falkhallen, nu-
varande Stenahallen) och etagerna pa baksidan, dir den moderna
samlingen kunde visas.

I konstmuseets drstryck fér 1956-1966 betonar Westholm vérdet
av internationella utstillningar, trots resursbrist: "Med hdnsyn till
Goteborgs relativtisolerade ldge maste det anses vara en viktig uppgift
for museet att sa vitt mojligt 1 sin tillfélliga utstdllningsverksamhet
spegla viktigare konstnarliga riktningar 1 utlandet.”® Westholm skri-
ver vidare om det bredare férvirvsperspektivet:

Detta erbjuder emellertid stora svarigheter da den nutida konsten ér s& heterogen och spridd
6ver snart sagt hela den civiliserade varlden. Medan salunda tidigare endast ett fatal utldnd-
ska ldnder varit representerade i museet méste man numera f6lja upp utvecklingen i ett stort
antal lander inte bara 1 Europa utan 4ven i andra virldsdelar. Forvarven av det internatio-

nella moderna maleriet ger beldgg for detta.

Konstens omrade hade vidgats. Vad detta betyder ar att det vdster-
lindska konstbegreppet exporterats till andra delar av vérlden, eller
att konst fran dessa linder nu kunde visas fram 1 en visterldndsk kon-
text. Detta skedde dels genom utstéllningar som Venedigbiennalen,
dels genom kulturutbyten. Ambitionsnivan dr hog: att félja med
konstutvecklingen globalt. Men detta stiller ocksa museet infér pro-
blem. For vad dr nationelltien alltmer internationaliserad konstvarld:
"Den yngre generationens malare reser mer och har intensiva férbin-
delser 6ver granserna. Det dr darfor svarare dn forr att hdnféra konst-
nirerna till ndgot bestdmt land. Paris &r fortfarande samlingsplatsen
fér manga av dessa internationalister.”

Westholm f6ljdes av Karl-Gustaf Hedén (1917-2001), tidigare
intendent f6r den 4ldre samlingen, som innehade chefstjéansten under
aren 1969-1982. Hedén ville sénka trésklarna och 6ppna konstmu-
seet mot det omgivande samhallet. Utstdllningarna tog sig 1 hogre
grad 4n forut an samhillsfragor. Ett storre intresse for Osteuropa ar
markbart samtidigt som museet efterhand atergick till den nordiska
profilen.

Forutom museicheferna var framfér allt Nils Ryndel (1917-2008)
aktiv som utstdllningskommissarie, katalogredaktor, katalogtext-
forfattare med mera. Ryndel lade fram en licentiatavhandling om
impressionismen pa Goteborgs hogskola 1947. Han anstilldes som
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symbolists, students of Matisse, expressionists, naivists, and Gothenburg
colourists, Westholm came to prioritize international abstract art. He
also presided over the construction of an addition to the museum, which
opened in 1968 with a more accessible entrance directly onto Gotaplatsen,
an exhibition hall (originally the Falk Hall, now known as the Stena Hall),
and the levels at the back of the building where the collection of modern
work could be shown.

In Gothenburg Museum of Art’s annual report for 1956-66, Westholm
emphasized the value of international exhibitions, in spite of the shortage
of resources: ‘Given Gothenburg’s relatively isolated location, it must
be seen as important for the museum to use its temporary exhibitions
to reflect as far as possible the important artistic developments in other
countries’? He went on to address the broader perspective of acquisitions:

This creates great difficulty, however, as contemporary art is so heterogeneous and
spread over essentially the entire civilized world. While in the past only a few foreign
countries have been represented in the museum, today one must follow developments
in a great many countries, not just in Europe but in other parts of the world as well.

Acquisitions of international modern painting offer evidence of this. *

The field of art had expanded. That meant that the Western concept of
art had been exported to other parts of the world, and art from those
other countries could now be shown in a Western context. This happened
through exhibitions such as the Venice Biennale and through cultural
exchanges. The goal was ambitious: to follow developments in art across
the globe. But it also created problems for the museum: what does it
mean to be national in the context of an increasingly international art
world? Westholm writes, ‘the younger generation’s painters travel more
and have intensive connections across borders. It is therefore more dif-
ficult than before to assign an artist to any particular country. Paris is still
a gathering place for many of these internationalists’’

Westholm was succeeded by Karl-Gustaf Hedén (1917-2001), the for-
mer curator of the museum’s collection of earlier art, who held the position
of museum director during the period 1969-82. Hedén wanted to lower
the barriers to entry and open the museum to the surrounding commu-
nity. Under his leadership the exhibitions took on social issues to a greater
degree than before. A greater interest in Eastern Europe was discernable,
and at the same time the museum gradually returned to its Nordic profile.



amanuens pa Go6teborgs konstmuseum samma ar och utndmndes till
intendent 1954, en tjanst han innehade fram till 1982. Ryndel hade
ansvar for den moderna samlingen. Han verkade ocksa som utstall-
ningsintendent pa Konsthallen efter att den inforlivats 1 museet 1967.

Konsthallens intendenter under perioden var Tor Bjurstrom
1936-1947, Rudolf Flink 1947-1961 och Carl-Erik Hammarén
1961-1972, samtliga konstnérer. Férutom till konstmuseet hade
Konsthallen nédra band till Valands konstskola, vars elevutstéllningar
aterkommande visades pa Konsthallen.

FRANSK KONST. UTSTALLNING TILL FORMAN FOR FRANKRIKES BARN,
KONSTHALLEN, MAJ 1946

1946 visade Konsthallen Goéteborg utstdllningen Fransk Fkonst.
Utstillning till forman for Frankrikes barn, som gav en bred presentation av
fransk konst fran Gustav Courbet och Jean-Baptiste-Camille Corot
till nutid. Figurativ modernism dominerar, ddribland impressionism,
postimpressionism, fauvism och kubism. Utstéllningens intakter
skanktes till Svenska Roda Korsets barnbespisning 1 Frankrike, som
stddde barnhem 1 landet. Bland konstndrerna pa utstallningen ater-
finns bland andra Pierre Bonnard, Georges Braque, André Derain,
Marie de Laurencin, André Lhote och Pablo Picasso. Abstrakt be-
tyder hér inte nonfigurativ utan abstraherad. Det abstrakta ar 1 hog
grad forbundet med den franska skolan med fauvismen och kubis-
men som de ledande riktningarna.

Katalogférordet ér forfattat av konsthallsintendenten och den ti-
digare Matisseeleven Tor Bjurstrom som skriver: "Om vi pa detta
satt, samtidigt som vi bereda oss sjilva ett sallsynt tillfdlle att samlat
panytt se en utstdllning av férnamlig fransk konst, 1 nagon ringa man
kunde bidraga till att dtergilda den skuld vi alla std 1 till kulturlandet
Frankrike, skulle vi vara tacksamma och lyckliga.”® Frankrike fram-
stills som det land ddr modernismen uppstod, den sjdlvklara killan.
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Besides the museum’s directors, Nils Ryndel (1917-2008) was par-
ticularly active in the roles of exhibition superintendent, catalogue editor,
catalogue text writer, and more. Ryndel authored a master’s thesis on
impressionism at Gothenburg College in 1947. The same year he took
the job of administrative assistant at Gothenburg Museum of Art, and in
1954 he was promoted to curator, a position he held until 1982. Ryndel
was responsible for the modern collection. He also acted as exhibition
curator for Gothenburg Art Gallery after it had been absorbed by the
museum in 1967,

Gothenburg Art Gallery’s curators during this era were Tor Bjurstrém
(1936-47), Rudolf Flink (1947-61), and Carl-Erik Hammarén (1961-72),
all artists. In addition to its connection with Gothenburg Museum of Art,
Gothenburg Art Gallery maintained close ties with the Valand School of
Art, whose student exhibitions were regularly shown at Gothenburg Art
Gallery.

FRENCH ART: EXHIBITION TO BENEFIT THE CHILDREN OF FRANCE,
GOTHENBURG ART GALLERY, MAY 1946

In 1946 Gothenburg Art Gallery showed an exhibition called French Art:
Extubition to Benefit the Children of France, which offered a broad overview
of French art from Gustav Courbet and Jean-Baptiste-Camille Corot to
the present. It was dominated by figurative modernism, including im-
pressionism, post-impressionism, fauvism, and cubism. The proceeds
from the exhibition were donated to a Swedish Red Cross program that
provided food for children in orphanages throughout France. The ex-
hibition included the work of artists such as Pierre Bonnard, Georges
Braque, André Derain, Marie de Laurencin, André Lhote, and Pablo
Picasso. It featured abstract art, but in this case that meant abstracted
rather than non-figurative. Abstraction is intimately connected with the
French school, with fauvism and cubism as the leading movements.

The introduction to the catalogue is authored by Tor Bjurstrém,
Gothenburg Art Gallery curator and former student of Matisse, who
writes:



PEINTRES DE PARIS, KONSTHALLEN OCH KONSTGALLERIET, FEBRUARI 1947

En ny utstdllning med modern fransk konst visades pd Konsthallen
och Konstgalleriet, Géteborg aret diarpa med Peintres de Paris (Parisiska
malare). Utstallningen visades d&ven pa Svensk-Franska Konstgalleriet.
I katalogforordet skriver Axel L. Romdahl: ”Antligen efter ménga &r
en hilsning fran den stad som for generationer av vara konstnarer
och konstilskare varit och forblivit den nya konstens kalla.”” Efter
krigets isolering 6ppnades ater mojligheten att knyta kontakt med
kontinenten. Savil svenska konstndrer som museer tog vara pa den
mojligheten. Paris framstills som det nav varifran den moderna kon-
stens utveckling utgétt och drivits pa, varfor staden ocksa utgjorde
det framst hagrande resmalet f6r svenska konstnarer. For att pd allvar
stéilla sig 1 forbindelse med den internationella modernismen bér en
ung konstnir resa till Paris.

Till de éldre konstndrer som var representerade pa utstillningen
hor Georges Braque, Juan Gris, Paul Klee, Fernand Léger och Pablo
Picasso, till de yngre Gaston Louis Roux. Minnet av kriget ar dnnu
narvarande nidr Romdahl beskriver svarigheten 1 att navigera 1 det
nya landskapet: "Tillsammans ge dessa konstnérer en bild av orolig
uttrycksstravan, av upplésning som forutsittning fér en ny form.”
For att det nya ska kunna skapas maste det gamla forstoras.

UNG ENGELSK KONST. MALERI, SKULPTUR, KONSTHALLEN,
16 OKTOBER-2 NOVEMBER 1947

Inte bara franskt visades pa Géteborgs konstmuseum och Konsthallen
Goteborg. Vid sidan av nordisk konst, som dterkommande ex-
ponerades, presenterades brittisk konst pa Konsthallen 1947
Utstéllningstiteln dr ndgot missvisande dé flera av konstnirerna kom
fran andra delar av Storbritannien dn England. Deltagande konst-
narer var Katherine Church, Ivon Hitchens, Clarke Hutton, Bazil
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This is a rare opportunity to see an exhibition of outstanding French art assembled
again, and if at the same time we can in some small way contribute to repaying the
debt that all of us owe for the gift that is French culture, we should indeed be grateful
and happy.*

France is seen as the country where modernism emerged—its undisputed
source.

PEINTRES DE PARIS, GOTHENBURG ART GALLERY AND KONSTGALLERIET,
FEBRUARY 1947

A new exhibition of modern French art was shown at Gothenburg Art
Gallery and Konstgalleriet the following year with the title Peintres de Faris
(Painters of Paris). The exhibition was also shown at Svensk-Franska
Konstgalleriet (the Swedish-French Art Gallery). In the introduction to
the catalogue, Axel Romdahl writes, ‘Finally after many years come greet-
ings from the city that has been the fountainhead of new art for genera-
tions of our artists and art lovers’” After the isolation of the war, it became
possible once again to form new ties with the continent. Swedish artists
and museums alike took advantage of that opportunity. Paris was seen as
the source from which modern art had emerged and the driving force in
its development, and the city was therefore considered the most essential
destination for Swedish artists. Any young artist who wanted to be as-
sociated with the international modern movement needed to go to Paris.
Among the older generation of artists represented in the exhibition
were Georges Braque, Juan Gris, Paul Klee, Fernand Léger, and Pablo
Picasso; the younger artists included Gaston Louis Roux. The war was
still fresh in people’s minds, and Romdahl describes the difficulty of navi-
gating the new landscape: “Together these artists provide a picture of an
uneasy striving for expression, of dissolution as a precondition for new
form’® Before the new could be created the old has to be destroyed.



Jonzen, Karin Jonzen, F.E. McWilliam, Ceri Richards, William Scott,
Mary Scott, Trevor Tennant, Julian Trevelyan och Michael Wickham.
Till skillnad fran de tidigare utstdllningarna med fransk konst, dér en
majoritet av konstndrerna var f6dda pa 1800-talet, dr samtliga f6dda
pa 1900-talet. Tre kvinnliga konstnarer var representerade.
Uttrycken ar figurativa med olika grad av abstraktion i linje med
riktningar som fauvism, kubism, expressionism, naivism och pu-
rism. Det har ofta patalats att den moderna brittiska konsten har
en annan, dovare fiargskala 4n den franska. Man kan notera andra
skillnader men péaverkan fran Parisskolans konstnirer som Picasso

ar likval tydhig.

NY REALITET, KONSTHALLEN, 5-20 FEBRUARI 1949

Ett flertal av konkretisterna, som slog igenom 1 svenskt konstliv
med samlingsutstéllningen Ung konst pa Galleri Farg och Form 1947,
presenterades pa utstdllningen Ny realitet pa Konsthallen Goéteborg
tva ar senare. De deltagande konstndrerna var John I. Berg, Olle
Bonniér, Randi Fischer, Olle Gill, Arne Jones, Lage Lindell, Nils
Nixon, Pierre Olofsson, Karl Axel Pehrson, Palle Pernevi, Lennart
Rodhe, Armand Rossander och Uno Wallman.

Utstallningskatalogen innehaller enbart katalogdel och biografiska
notiser, inga texter. Ddremot dr titeln talande for vad det hér handlar
om. Konkretisterna férknippas med den abstrakta konstens genom-
brott 1 Sverige, det vill sdga en ldngt abstraherad konst som nirmar
sig det nonfigurativa och ibland ocksa ar rent nonfigurativ. "Ny reali-
tet” syftar pa att konstverket skapar sin egen verklighet. Det avbildar
inte ldngre en yttre verklighet utan ar sin egen konkreta verklighet av
farger och former, yta och material. I ett internationellt sammanhang
syftar beteckningen konkretism (art concret) pa en strikt nonfigurativ
konst uppbyggd av geometriska former. De svenska konkretisterna
var betydligt rérligare och 6ppna for figurativa motiv.

Aven om genombrottsutstillningen dgde rum pa Firg och Form
innebar konkretisternas framgang att den konst som tidigare préglat
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YOUNG ENGLISH ARTISTS: PAINTING, SCULPTURE, GOTHENBURG ART GALLERY,
16 OCTOBER-2 NOVEMBER 1947

It was not only French work being shown at Gothenburg Museum of
Art and Gothenburg Art Gallery. Alongside their regular exhibition of
Nordic art, British art was presented by Gothenburg Art Gallery in 1947.
The title of the exhibition is somewhat misleading, since several of the
artists came from parts of Great Britain other than England. Participating
artists included Katherine Church, Ivon Hitchens, Clarke Hutton, Bazil
Jonzen, Karin Jonzen, F. E. McWilliam, Ceri Richards, William Scott,
Mary Scott, Trevor Tennant, Julian Trevelyan, and Michael Wickham.
Every one of these was born in the twentieth century, unlike previous
exhibitions of French art, which had featured mostly artists born in the
nineteenth. Three women artists were featured.

The work in the show was figurative with varying degrees of abstrac-
tion in line with movements such as fauvism, cubism, expressionism,
naivism, and purism. It has often been remarked that modern British art
uses different, more muted colours than French. One can note other dif-
ferences as well, but the influence from the artists of the Paris school, such
as Picasso, was nevertheless clear.

NEW REALITY, GOTHENBURG ART GALLERY, 5-20 FEBRUARY 1949

Many of the concretists who broke onto the Swedish art scene with the
1947 group exhibition Young Art at Galleri Farg och Form in Stockholm
were featured in Gothenburg Art Gallery’s New Reality exhibition two
years later. The participating artists were John I. Berg, Olle Bonniér,
Randi Fischer, Olle Gill, Arne Jones, Lage Lindell, Nils Nixon, Pierre
Olofsson, Karl Axel Pehrson, Palle Pernevi, Lennart Rodhe, Armand
Rossander, and Uno Wallman.

The exhibition catalogue includes a list of works and biographical
notes, but no essays. However, the title speaks volumes of what the show



féreningen minskade 1 inflytande till f6rmén for starkt abstraherade
eller rent nonfigurativa uttryck. Farg och Form, som pa trettiotalet
representerat det radikala, utmanades efter 1947 av Galerie Blanche.’

FRANSK KONST, KONSTHALLEN, MARS 1949

En ny utstdllning med fransk konst visades pa Konsthallen 1949,
denna gang med en mer samtida prégel. Utstéllningen gjordes 1 sam-
arbete med Svensk-Franska Konstgalleriet. Katalogen saknar text
och bilder. Deltagande konstnérer var bland andra Francisco Bores,
Georges Braque, Maurice Esteéve, Juan Gris, Greta Knutson, Henri
Laurens, Marie Laurencin, Fernand Léger, André Masson, Picasso,
Sir1 Rathsman, Maurice Utrillo och Maurice de Vlaminck.

Tack vare sin vistelse 1 Frankrike raknas Knutson hér in bland
de franska, trots sitt svenska ursprung. Hon &r representerad pa ut-
stallningen med Aubussontapeten Hommage a H.C. Andersson. Redan
1934 hade Go6teborgs konstmuseum forvarvat ett kubistiskt stilleben
av konstndren som var verksam mitt 1 det europeiska avantgardet.

NUTIDA ITALIENSK KONST, KONSTHALLEN, 3-18 FEBRUARI 1951

Konsthallen visade 1951 utstéllningen Nutida italiensk konst, anordnad
av Art Club, Rom och Direzione delle belle arti, Rom. Katalogen
innehaller 138 nummer, malningar, skulpturer och verk pa papper
av omkring 89 konstnérer. Flera av de ledande abstrakta malarna 1
Italien var representerade, som Afro, som ocksa ingick 1 utstéllning-
ens utskott, Giorgio Morandi, Giuseppe Santomaso, Giulio Turcato
och Emilio Vedova men @ven socialrealisten Renato Guttuso.

I katalogtexten skriver den italienske historikern och politikern
Giulio Carlo Argan om den opolitiska konstorganisationen Art Club,
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was about. The concretists are associated with the breakthrough of ab-
stract art in Sweden — that is, associated with highly abstracted art that
approached the non-figurative and at times crossed the line to be truly
non-figurative. The ‘new reality’ of the title suggested that the work of art
creates its own reality. It no longer portrays an external reality, but instead
makes its own concrete reality from colours and shapes, surface and ma-
terial. In an international context the term concretism (in French art concrei)
refers to a strictly non-figurative art built up of geometrical forms. The
Swedish concretists were substantially more variable in their approach,
and open to figurative motifs.

Although the breakthrough exhibition took place at Galleri Farg och
Form, the success of the concretists meant that the art that had previously
characterized the association behind the gallery lost some of its influence
in favour of highly abstracted or purely non-figurative styles. Farg och
Form, which stood for the radical in the thirties, began to be challenged
after 1947 by Galerie Blanche.’

FRENCH ART, GOTHENBURG ART GALLERY, MARCH 1949

A new exhibition of French art was shown at Gothenburg Art Gallery
in 1949, this time with a more contemporary flair. The exhibition was
produced in collaboration with Svensk-Franska Konstgalleriet. The cata-
logue had neither essays nor pictures of the works. The participating
artists included Francisco Bores, Georges Braque, Maurice Estéve, Juan
Gris, Greta Knutson, Henri Laurens, Marie Laurencin, Fernand Léger,
André Masson, Picasso, Siri Rathsman, Maurice Utrillo, and Maurice de
Vlaminck.

Because of the time Greta Knutson spent in France she was included
here among the French artists, though she had been born in Sweden. Her
work was represented in the exhibition by the Aubusson-style wallpaper
Hommage a H. C. Andersson. As early as 1934 Gothenburg Museum of Art
had acquired a cubist still life by the artist, who was working right in the
heart of the European avant-garde.



som grundades 1 Rom fredsaret 1945 for att skapa samforstand och
bidra till internationellt utbyte. Han ser organisationen som utlépare
av en ny idé om internationalism 1 konsten:

Ordet internationalism har i den nutida konstens historia en mycket bestamd innebérd.
Den gestaltande konsten var den forsta att uppticka ondjaktigheten av de nationella tra-
ditionerna sasom grundlag for kulturen och dess bemédande att vinna ett internationellt

bildsprak ledde till skapandet f6r fyrtio r sedan.'

Konstndrerna har gitt 1 bréschen for att 6vervinna de nationella
traditionerna, en skadlig nationalism och provinsialism, for att for-
verkliga ett internationellt sprak. Det 4r frdga om en positiv interna-
tionalism som har sin motsvarighet 1 den internationella, rationella
funktionalistiska arkitekturen. Argan beméter invindningarna mot
internationalismens ansprak:

Man har littvindigt ironiserat 6ver dessa internationella ansprdk sasom ett konstens espe-
ranto. Men internationalismen &r icke en abstrakt formel: den &r ett krav som hos var och
en av dess foretradare férknippas med det egna samvetet under ett anstrangande och ofta

dramatiskt 6vervinnande av de nationella traditionerna.!!

Modernismen tolkas 1 moraliska termer. Konsten {6r en kamp mot
de krafter som vill sirskilja och isolera. Internationalismen vill férena
och samarbeta 1 utforskandet av konstens universella mojligheter.
Gruppens arbete ldses mot krigets férstorelse; den stodjer de mest le-
vande konstndrliga riktningarna fran mellankrigstiden. Futurismen
beskrivs som oférmdgen att 16sa den italienska konstens problem,
att forena traditionen med modernismen. Det metafysiska maleriet
och Novecento har enbart inneburit ”en stegring av den italienska
traditionen och dess odddliga klassiska pragel”.'* Det klassiska arvet
framstills som hammande snarare &n som en tillgdng. Abstraktionen
tolkar Agran daremot som en vilja till férnyelse. Den italienska kon-
sten har alltsd dndrat riktning, fran att ha varit mer ambivalent till
det moderna och internationella, eller rent nationalistisk och tradi-
tionalistisk, till att 6ppnas mot Europa och modernismen. De unga
konstnérernas stravan beskrivs som sant internationalistisk.
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CONTEMPORARY ITALIAN ART, GOTHENBURG ART GALLERY, 3-8 FEBRUARY 1951

In 1951 Gothenburg Art Gallery held the exhibition Contemporary Italian
Art, arranged by Art Club, Rome and Direzione delle Belle Arti, Rome.
The catalogue includes 138 works — paintings, sculptures, and works on
paper by eighty-nine artists. Several of the leading abstract painters in
Italy were represented — including Afro (who was also a member of the ex-
hibition’s advisory committee), Giorgio Morandi, Giuseppe Santomaso,
Giulio Turcato, and Emilio Vedova - but the exhibition also featured the
social realist Renato Guttuso.

The catalogue includes an essay by the Italian historian and politician
Giulio Carlo Argan about the Art Club, an apolitical art organization
founded in Rome in the year of the 1945 armistice to foster accord and
contribute to international exchange. Argan sees the organization as a
forerunner for a new notion of internationalism in art:

In the history of contemporary art the word internationalism has an unambiguous
meaning. Expressive art was the first to discover the insufficiency of the national
traditions as the foundation for culture, and its endeavour to achieve an international

visual language led to its creation forty years ago."

These artists took the lead in overcoming national traditions, harmful
nationalism, and provincialism in order to bring to life an international
idiom. They envisioned a positive internationalism, a counterpart to the
international, rational, functionalist architecture. Argan addresses the ob-
jections to the internationalist agenda:

With casual sarcasm people have criticized these internationalist ambitions as
Esperanto for art. But internationalism is not an abstract formula: it is a demand that
each and every one of its representatives considers a matter of personal conscience in

an arduous and often dramatic struggle to overcome national traditions.!!

Modernism is interpreted in moral terms: art was engaged in a struggle
against the forces that strove to differentiate and isolate. Internationalism
wants to unite and collaborate in the exploration of art’s universal poten-
tial. The group’s efforts are being read in light of the devastation of the



MEXIKANSK GRAFIK, 20 APRIL-14 MAJ 1951

Utstallningen Mexikansk grafik presenterade 24 mexikanska grafi-
ker for en svensk publik. Flertalet av de utstéllande konstnirerna
tillhérde konstndrsgruppen Taller de gréfica popular (Ateljén for
folklig grafik) 1 Mexico City. Mexikos minister vid Mexikanska
Legationen i Stockholm, Gilbert Bosques, medverkade 1 anordnan-
det av utstallningen.

I katalogtexten beskriver Alfred Westholm lite férvanande
Mexiko (och inte USA) som det starkaste konstnérliga omradet pa
andra sidan Atlanten. Det r6r sig om f6r en svensk publik okdnda
konstnarer. Westholm karaktiriserar den mexikanska grafiken i kon-
trast mot vad vi ar vana vid 1 Sverige:

Det ér en f6r svenska forhallanden 1 ménga stycken fraimmande virld vi hir konfronteras
med och kanske kan ndgon kinna anstot infér den brutala styrka och det propagandistiska
patos som kommer oss till métes ur flera av bladen. Men & andra sidan finna vi i den mexi-

kanska konsten nagot naivt, ursprungligt och livsdugligt, som ger rika l6ften for framtiden.’

Awvsnittet ar tidstypiskt 1 sitt sétt att med en svepande generalise-
ring férbinda konstens uttryck med nationalitet och folkkaraktér.
Begrepp som "naivt, ursprungligt och livsdugligt” &r ocksa uttryck
for en romantisk konstsyn.

Mexikos historia med revolution och uppror, liksom det faktum
att landet sedan 1929 styrdes av Partido Nacional Revolucionario,
ber6rs inte. Westholm férbereder, néstan varnar, en ovan svensk pu-
blik for det propagandistiska patoset 1 bilderna men 6vergar snart
till att tala om det naiva och ursprungliga 1 uttrycket. Utan en intro-
duktion till Mexikos politiska historia saknas det sammanhang som
kravs for att forstd motiven i de bilder som berér landets revolutioni-
ra rorelser. Har ar det istéllet det konstnarliga sprakets uttryckskraft
som lyfts fram som det vdsentliga.

Denna presentation exemplifierar ddrmed en tendens under mo-
dernismen att fokusera pa det gemensamma, moderna bildspraket
och utelamna den historiska kontext som gor bilderna till uttryck fér
en specifik situation. Nér det nationella pekas ut dr det oftare som
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war. They support the most animated artistic movements of the interwar
period. Futurism is seen as incapable of solving the problem of Italian
art — uniting tradition with modernism. Metaphysical painting and the
Novecento had brought only ‘a heightening of the Italian tradition and
its everlastingly classical character’!” Argan sees the country’s classical
heritage as a hindrance rather than a resource. Abstraction, on the other
hand, he interpreters as a desire for renewal. Thus Italian art has changed
course from being ambivalent toward the modern and the international,
or even plainly nationalistic and traditionalist, to being open to the rest
of Europe and to modernism. The young artists’ striving is described as
truly internationalist.

MEXICAN GRAPHIC ARTS, 20 APRIL-14 MAY 1951

The exhibition Mexican Graphic Arts presented a Swedish audience with
work by twenty-four Mexican graphic artists. Most of the exhibited artists
belonged to the artists’ group Taller de Grafica Popular (People’s Studio
of Graphic Arts) in Mexico City. The head of the Mexican Legation in
Stockholm, Gilbert Bosques, helped organize the exhibition.

In his essay for the exhibition catalogue, Alfred Westholm somewhat
surprisingly describes Mexico (rather than the United States) as the lead-
ing source of art on the other side of the Atlantic. The artists in the show
were unknown in Sweden. Westholm’s characterization of graphic arts in
Mexico contrasts with what Swedes were used to seeing:

Compared to conditions in Sweden, the world we are confronted with here is in many
ways foreign, and some may feel alienated by the brutal force and the propagandistic
pathos we find in several of the compositions. On the other hand, however, we find
something in Mexican art that is naive, primal, and vital — something that holds great

promuise for the future.'

Westholm’s essay 1s typical of its time in its use of sweeping generalization to
link artistic expression with nationality and national character. Terms such
as ‘naive, primal, and vital’ are also expressions of a romantic view of art.



uttryck for nationalkaraktdr an for politiska férhallanden. Detta kan
tolkas som utslag av en livskraftig forestallning om modernismens
renodlade bildsprak som férankrat 1 manniskans ursprungliga kans-
lor och seende, vilka 6verskrider kulturella barridrer. Politik, inte
minst revolutiondr socialism, var forstas ocksa en kénslig fraga i fem-
tiotalets Sverige, med dess samforstdndsanda och neutralitetspolitik.

S. BRANDON KEARL, 21 SEPTEMBER-14 OKTOBER 1951

Verk av den amerikanske skulptéren Stanley Brandon Kearl visades
pa Goteborgs konstmuseum 1951. I foldern till utstéllningen skriver
den svenske forfattaren och poeten Bo Setterlind om skulptérens
formsprak, som Setterlind uppfattar som uppfriskande aggressivt
men ocksa 6mt. Verkens titlar relaterar till grekisk och kristen my-
tologi, europeisk konsthistoria men ocksa till en valdsam eruption:
Beast, Scorpione Humano, Dionysus Mask, Burned City, The Shrick, Flight
Figure, Terra Icognita och Crucfixion. Det ar alltsd friga om figurativ
skulptur 1 den klassiska europeiska traditionen men uttrycket dr ab-
straherat och expressivt, pAminnande om utomeuropeisk skulptur.
Setterlind ber6r inte konstnédrens nationalitet utan ser honom som
en "lysande foretradare for skapande konst” 1 allminhet.!* Kanske
som ett utslag av att Setterlind &r poet och inte konsthistoriker, ute-
lamnar han fragan om riktningar, abstrakta eller andra, och beskri-
ver istillet konstnirskapet 1 mer allmidnménskliga och existentiella
termer av naturkatastrof, dmhet, uthallighet och glidje. Dérmed
framtrader beréringspunkter med existentialism och informalism
med deras upptagenhet vid madnsklig utsatthet, dngest och fértvivlan.
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Mexico’s history of revolution and revolt, or the fact that since 1929
the country had been controlled by the Partido Nacional Revolucionario,
1s not touched upon. Westholm prepares the Swedish audience — practi-
cally warnes them - for the propagandistic pathos of the images, but
quickly turnes to talk of the naive and primal in their expression. With no
introduction to the country’s political history, the essay lacks the context
needed to understand the scenes in the pictures that depicts the revolu-
tionary movements. Instead Westholm identifies the expressive force of
the nation’s artistic language as what is essential.

This presentation thus exemplifies a tendency during the modernist
era to focus on its shared modern imagery and to leave out the histori-
cal context that shows the images to be expressive of a specific situation.
When national attributes were identified, critics were more likely to note
expressions of national character rather than political conditions. This can
be interpreted as the result of the continuous conviction that modernism’s
refined visual language is rooted in man’s primal feelings and a univer-
sal way of seeing that transcends any cultural barriers between nations.
Politics, of course, including revolutionary socialism, was a sensitive issue
i fifties Sweden, with its spirit of consensus and political neutrality.

S. BRANDON KEARL, 21 SEPTEMBER-14 OCTOBER 1951

The work of American artist Stanley Brandon Kearl was featured at
Gothenburg Museum of Artin 1951. In the exhibition brochure, Swedish
author and poet Bo Setterlind writes about Kearl’s style, which he finds
refreshingly aggressive but also sensitive. The titles of the pieces related
to Greek and Christian mythology, European art history, and to a violent
eruption: Beast, Scorpione Humano, Dionysus Mask, Burned City, The Shriek,
Flight Figure, Terra Incognita, and Crucfixion. So this is figurative sculpture in
the classical European tradition, but the style is abstract and expressive,
reminiscent of non-European sculpture.

Setterlind does not touch on the artist’s nationality, but rather sees
him as a ‘brilliant representative of creative art’ in general.'* Perhaps be-
cause he is a poet and not an art historian, Setterlind leaves out the matter



TOLV SAMTIDA IRLANDSKA KONSTNARER, 21 MARS-15 APRIL 1952

Utstillningen Tolv  samtida  wrlindska  konstnirer pa Goteborgs
konstmuseum 1952 anordnades av Irlands utrikesminister Brian
Gallagher 1 samrdd med en radgivande kommitté for kulturellt
utbyte. Utstéllningen visades dven pa Konstakademien 1 Stockholm
samma ar. Férutom ett forord av Gallagher innehaller katalogen en
text av den irlandske konstkritikern och forfattaren James White.'s

Presentationen omfattade verk av tolv konstndrer som alla arbetar
med en mer eller mindre abstraherad figuration. Jack B. Yeats ndmns
som en Inspiratér men dr inte representerad 1 utstillningen. Bland
de deltagande konstnérerna aterfinns istéllet Patrick Collins, Colin
Middleton och Patrick Swift. Influenser kan spéras fran James Ensor,
Paul Klee och Pablo Picasso. Utstéllningen foregicks av en presenta-
tion av samtida vastsvensk konst 1 Municipal Gallery of Modern Art
1 Dublin 1951 i samarbete med Go&teborgs konstmuseum.'® Det ar
alltsd fraga om ett utbyte som syftar till att sprida kunskap om och
marknadsfora det egna landets konstnirer men omvint ocksa till att
ldra kdnna andra landers konst. Detta dr en aterkommande utstall-
ningstyp under undersékningsperioden.

Whites katalogtext foljer ett dterkommande moénster dér texten
inleds med en beskrivning av landets konsthistoria, 1 detta fall med
bérjanide forntida keltiska stenristningarna och metallarbetena. Om
abstraktionens stallning pa Irland skriver han: "Det néstan aggressiva
intresset for icke-figurativa motiv, som i dag fitt 6verhanden pa den
europeiska kontinenten &r inte sd vanligt pa Irland, emedan vi har en
lang tradition ouppplosligt forbunden med det litterdra uttrycket.”
White karaktériserar den irldndska konsten 1 kontrast mot den kon-
tinentala men pekar ocksa pa influenser. Strémningar fran konstvarl-
dens centrum 1 Paris néar dven Irland, men konstndrerna anammar
inte osjilvstindigt dessa stromningar utan modifierar dem och stiller
dem 1 tjanst for sina egna syften.

Avslutningsvis skriver White att "perioden av absorption ar
over och att vara unga konstnérer nu befinner sig djupt 1 sina egna
problem”."® Vilka ar da dessa problem? Det rér sig om formproblem:
"Dessa problem ar visserligen universella, men omstindigheterna
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of trends, abstract or otherwise, and describes instead Kearl’s artistry in
more general, existential human terms of natural catastrophe, sensitivity,
perseverance, and joy. Thus, points of commonality with existentialism
and informalism - with their preoccupation with human vulnerability,
angst, and despair — are revealed.

TWELVE CONTEMPORARY IRISH ARTISTS, 21 MARCH-15 APRIL 1952

The exhibition Twelve Contemporary Irish Artists at Gothenburg Museum of
Art in 1952 was organized by Irish Foreign Minister Brian Gallagher in
consultation with an advisory committee for cultural exchange. The ex-
hibition was also shown at the Royal Academy of Fine Arts in Stockholm
later the same year. In addition to an introduction by Gallagher, the cata-
logue included an essay by the Irish art critic and author James White.'s

The show featured twelve artists who all worked in a more or less ab-
stract figurative style. Jack B. Yeats is cited as an inspiration for their work,
but was not included in the exhibition. Among those who did contribute
were Patrick Collins, Colin Middleton, and Patrick Swift. We can trace
mfluences on their work from James Ensor, Paul Klee, and Pablo Picasso.
The exhibition was preceded by a 1951 show of contemporary artists
from western Sweden at the Municipal Gallery of Modern Art in Dublin
that had been arranged in collaboration with Gothenburg Museum of
Art.'S So this was an exchange intended to spread knowledge about each
country and to market its artists abroad, but also a chance for each coun-
try to get to know the art of another. This form of exhibition was common
during the period of our study.

James White’s catalogue essay followed a recurring pattern that be-
gan with a description of the country’s art history, in this case starting
with the prehistoric Celtic inscribed stones and metalwork. Of the Irish
people’s view of abstraction White writes, “The almost aggressive interest
in non-figurative motifs, which today has come to dominate the European
continent, is not so common in Ireland, due to our long tradition inextri-
cably linked with literary expression’.”” White contrasts the art of Ireland
with that of the continent, but also notes influences from it. Currents from



kring var historia far utsikterna att te sig sirdeles inbjudande, ty ha
vi inte vintat ménga drhundraden p3 att fornya detta méte?”"® Aven
om problemen dr av universell art rader specifika forhallanden f6r de
irlindska konstniarerna. Genom att brottas med dessa forhallanden
kommer en sjdlvstindig konst att vixa fram.

Att texten soker finna nagot gemensamt for de irlindska konst-
nérernas utgangspunkter och férhallningssitt ligger 1 utstdllningens
kulturpolitiska utgangspunkt. Likval dr det anmarkningsvart att for-
fattaren uppehéller sig kring en specifik nationell beligenhet i en tid
nir modernismens internationalism var som allra mest inflytelserik.
Konstens problem beskrivs forvisso som universella, men Irlands
sarskilda historiska omstandigheter spelar ocksa in. White argumen-
terar for att denna kontext behévs for att forsta och géra den mo-
derna irldndska konsten rittvisa. I detta f6ljer han ett monster som
aterkommer 1 en rad presentationer av modern konst, framfor allt
fran lander utanfér konstvarldens centra.

IMAGINISTERNA, KONSTHALLEN, 8-23 NOVEMBER 1952

Imaginistgruppen 1 Malmé presenterades med en utstillning pa
Konsthallen Géteborg 1952. Deltagande konstnérer var C.O. Hultén,
Gosta Kriland, Max Walter Svanberg och Anders Osterlin. Darutéver
bj6ds tre utlindska gaster in att stélla ut: Victor Brauner fran Frankrike,
Wifredo Lam frén Kuba och Carl-Henning Pedersen fran Danmark.

Imaginismen var en riktning som utforskade fantasin. De vikti-
gaste impulserna kom fran surrealismen men gruppen hade ocksa
kopplingar till den internationella avantgardegruppen Cobra. Aven
om de dromlika bilderna som regel 4r figurativa visar de samti-
digt prov pa olika grad av abstraktion. Langst 1 den riktningen gar
Hultén, Kriland och Osterlin. I utstillningskatalogen citeras ur tex-
ter av Gunnar Ekel6f, Leif Knudsen, Jean-Clarence Lambert, Aimé
Césaire, André Breton, K.A. Arvidsson, Sten Colding och Nils
Wedel. Imaginismen framtrader som en lokal rorelse med ansprak
pa att delta 1 den internationella konstutvecklingen.
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the centre of the art world, Paris, reaches all the way to Ireland, too. But
rather than submissively adopting these trends, Irish artists modifies them
and put them to work for their own purposes.

In conclusion White writes that ‘the period of absorption is over and
our young artists are now deeply engaged in their own problems’.'® What
are those problems? It is mostly about problems of form: “These problems
may be universal, but the conditions surrounding our history make the
prospects appear particularly promising, for have we not waited many
centuries to renew this meeting?’'* Even if the problems are universal in
nature, Irish artists are working under specific conditions, and by wres-
tling with those conditions an independent art will emerge.

The fact that the essay strove to find commonality among Ireland’s
artists in point of departure and approach was a product of the exhibi-
tion’s cultural-political foundations. Nevertheless, it is noteworthy that
the author devotes so much attention to the specific conditions in a par-
ticular country at a time when modernism’s internationalism is at its most
influential. He does describe art’s problems as universal, but Ireland’s
distinctive historical conditions also playes a role. White argued that we
need to consider this context in order to understand and fairly judge mod-
ern Irish art. In this he was following a pattern that recurred in a series of
exhibitions of modern art, particularly from countries outside the most
prominent centres of the art world.

THE IMAGINISTS, GOTHENBURG ART GALLERY, 8-23 NOVEMBER 1952

The Malmé artists” group known as the Imaginists were presented in an
exhibition at Gothenburg Art Gallery in 1952. The contributing artists
were C. O. Hultén, Goésta Kriland, Max Walter Svanberg, and Anders
Osterlin. In addition to these Swedes, three foreign guests were invited to
show their work: Victor Brauner from France, Wifredo Lam from Cuba,
and Carl-Henning Pedersen from Denmark.

Imaginism was a movement that explored the human imagination.
Its most important source of inspiration was surrealism, but the group
also had ties to the international avant-garde group Cobra. Although the



HENRY MOORE. SKULPTURER, TECKNINGAR, 7 - 30 NOVEMBER 1952

Den brittiske skulptéren Henry Moore presenterades med en separat-
utstillning pa Goteborgs konstmuseum 1952: Henry Moore. Skulpturer,
teckningar. Moore rdknades da som Storbritanniens ledande skulptor.
Han utvecklade ett abstrakt formsprdk med den médnskliga figuren
som grund. Moores skulpturer kannetecknas av runda stabila for-
mer som 1 olika grad perforeras eller fragmenteras. Hans stil kan
betecknas som en form av abstrakt surrealism. De senare vilande
kvinnofigurerna dr emellandt utférda i fristdende delar, placerade
intill varandra, vilket far kropparna att paminna om landskap eller
klippformationer.

I samband med utstéllningen férvarvades Familjegrupp (1947) till
museet. Pd senare tid har bronsskulpturen Vilande figur i tva delar IIT
(1961) overforts till Goteborgs konstmuseum, efter att 1963-2012
varit placerad 1 Slottsskogen 1 G6teborg.

MARINO MARINI, 17 JANUARI-8 FEBRUARI 1953

Den italienske skulptéren Marino Marini presenterades med en ut-
stillning pa Goteborgs konstmuseum 1953. Denna forsta storre pre-
sentation av Marini 1 Norden anordnades av Christian Faerber och
Svensk-Franska Konstgalleriet. Utstdllningen visades senare dven 1
Stockholm, Képenhamn, Oslo och Helsingfors.

Marino Marini fé6ddes i Pistoia 1902 och utbildade sig 1 Florens.
Han var bekant med Giorgio de Chirico men hade ocksa kontakt med
Braque och Picasso. Liksom méanga av de ledande italienska konstna-
rerna utférde han uppdrag 4t fascistregimen. Aven om Marini ocksd
var verksam som malare, tecknare och grafiker dr det som skulptor
han haft storst betydelse.

Marini ar mest kind for sina skulpturer av ryttare som férenar
ryttarstatytraditionen med ett modernistiskt arkaiserande och

86

87

imaginists’ dreamlike pictures were as a rule figurative, they still experi-
mented with abstraction to varying degrees. The ones who went furthest
in that direction were Hultén, Kriland, and Osterlin. The catalogue for
the exhibition quotes from essays by Gunnar Ekelof, Leif Knudsen, Jean-
Clarence Lambert, Aimé Césaire, André Breton, K. A. Arvidsson, Sten
Colding, and Nils Wedel. Imaginism comes across as a local movement
that aspired to play a role in the development of art internationally.

HENRY MOORE: SCULPTURES, DRAWINGS, 7-30 NOVEMBER 1952

The British sculptor Henry Moore was featured in a solo exhibition called
Henry Moore: Sculptures, Drawings at Gothenburg Museum of Art in 1952.
At the time Moore was considered the leading sculptor in Great Britain.
He developed an abstract style with the human figure as a foundation.
Moore’s sculptures were characterized by rounded, stable forms that were
perforated or fragmented to varying degrees. His style could be described
as a form of abstract surrealism. The reclining female figures of his later
career were occasionally executed as freestanding parts placed next to
each other, which made the bodies reminiscent of landscapes or rock
formations.

In conjunction with the exhibition Gothenburg Museum of Art ac-
quired the piece Family Group (1947) for its collection. Recently the bronze
Reclining Figure in Two Parts I1I (1961) has been transferred to the museum
after spending the years 1963-2012 outside in the city’s Slottskogen Park.

MARINO MARINI, 17 JANUARY-8 FEBRUARY 1953

The Italian sculptor Marino Marini was featured in an exhibition at
Gothenburg Museum of Art in 1953. Arranged by Christian Faerber and
Svensk-Franska Konstgalleriet, it was the first larger show of Marini’s



expressivt formsprak. Marini bérjade arbeta med motivet redan un-
der trettiotalet med det var under femtiotalet som dessa skulpturer
gav honom internationell ryktbarhet. Motivet har en symbolisk inne-
bord men ar samtidigt grundat 1 personliga erfarenheter under andra
varldskriget. Marinis ryttare dr utlimnade at virlden och himlen,
med aren alltmer desperata. Ibland stricker de ut armarna och riktar
huvudet uppét mot skyn.

Christian Faerber skriver i katalogen: "Han tar intryck av mo-
dernismen; stundtals utévar Picasso en stark dragningskraft. Men
Marini forlorar aldrig kontakten med traditionen, med sitt hemlands
arkaiska konst.”* Marini beskrivs alltsd som en konstnir som star
1 kontakt med det internationella avantgardet men likval fullféljer
en nationell tradition. Texten betonar det individuella och sarprag-
lade men ocksd Marinis forankring 1 den inhemska kulturen, fran
etruskerna och framat. Faerber skriver vidare: "Hans instéllning till
omvirlden och det konstnirliga skapandet ér fri frén pessimism —
dven detta ett typiskt italienskt drag hos honom.”*! Marinis livssyn
uppfattas som italiensk.

Konstnirskapet tolkas mot bakgrund av nationstillhérighet,
samtidigt som denna konstnir fé6rmar ta till sig influenser utifran
och omstépa dem till nagot eget. Det dr en tankefigur som kénns
igen fran presentationen av irlindsk konst och som har nirmast
framstdr som ett ideal: att vara férankrad i sin kulturmilj6, sin
nationella eller lokala konsthistoria, for att med utgangspunkt i den
féorma tilldgna sig moderna stromningar pa ett sjilvstandigt och
kreativt satt.

Det dr anmarkningsvart att Marini aldrig presenterats vare sig pa
Nationalmuseum eller Moderna Museet, liksom att han inte ar repre-
senterad 1 Moderna Museet annat 4n med ett grafiskt blad. Marini
kan hénforas till en sydeuropeisk, existentialistisk modernism som
aterkommande presenterats pa Goteborgs konstmuseum, medan
den var mindre synlig pd det mer fransk- och Amerikainriktade
Moderna Museet. Bronsskulpturen Ryttare (1945) koptes in till
Goteborgs konstmuseum 1952 och dr den enda skulpturen av konst-
néren 1 ett svenskt konstmuseum. Westholm skriver 1 arstrycket for
aren 1956-1966: "Museets inkop redan 1952 av Marinis Ryttare
vickte ocksa ett visst uppseende.”?? Aven andra italienska skulptérer
kom att bli representerade i samlingen, som Celo Pertot och Luciano
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work in the Nordic region. The exhibition later travelled to Stockholm,
Copenhagen, Oslo, and Helsinki.

Marini was born in Pistoia in 1902 and educated in Florence. He was
acquainted with Giorgio de Chirico, but also had contact with Braque
and Picasso. Like many of the leading Italian artists of the day he executed
anumber of works on commission by the fascist regime. Although he also
worked with painting, drawing, and graphic arts, Marini’s most impor-
tant contribution was as a sculptor.

He is best known for sculptures of figures on horseback that unite
the tradition of equestrian statues with a modernistic, archaistic, and ex-
pressive idiom. Marini began working with the motif in the thirties, but
it was the equestrian sculptures he made in the fifties that brought him
international recognition. The motif has a symbolic significance, but is
also based on the artist’s personal experiences during the Second World
War. Marini’s equestrians stand exposed to the world and the heavens,
becoming increasingly desperate with the years. Sometimes they stretch
out their arms and turn their faces to the sky.

In the exhibition catalogue, Christian Faerber writes, ‘He gathers
impressions from modernism; occasionally Picasso exerts a powerful
gravitational force. But Marini never loses touch with tradition, with
his homeland’s archaic art’* Thus Faerber described Marini as an artist
who maintained ties to the international avant-garde but nevertheless
carried on a national tradition. The essay emphasized the singular and
distinctive in Marini’s work, but also his roots in Italian culture extend-
ing back to the Etruscans. Faerber adds, ‘His approach to the surround-
ing world and to artistic creativity is free of pessimism — and this too is
a typically Italian characteristic’? He perceives Marini’s view of life as
distinctly Italian.

Marini’s work is interpreted against the backdrop of his nationality,
although he was an artist who could incorporate influences from abroad
and repackage them to make something all his own. This is an intellectual
construct we may recognize from the presentation of Irish art, and which
in this case stands out as practically an ideal - to be rooted in one’s own
cultural environment, one’s national or local art history, and to use it as
the point of departure from which to be able to adopt modern influences
in an independent and creative way.

It is worth noting that Marini was never featured at either National-
museum or Moderna Museet, and that his work is only represented in



Minguzzi, den senare 1 samband med hans utstillning 1962. Rymdide:
Vintan, en av Lucio Fontanas typiska bla malningar med fjorton
vertikala snitt, skdnktes till museet av Foreningen Konstmuseets

Vinner 1 Goéteborg 1966.

TIO ENGELSKA MALARE, 6-22 MARS 1953

Tuw engelska malare (i &rstrycket bendmnd Nutida engelsk konst) var en ut-
stillning fran Riksférbundet f6r bildande konst och British Council,
som turnerade i Norden efter att forst ha visats pa Goteborgs konst-
museum 1953.% Katalogen innehaller ett férord av Fritz H. Eriksson
och Lars Erik Astrém fran Riksférbundet for bildande konst och en
essd av den engelske konstndren Michael Middleton.

De tio deltagande konstndrerna var Michael Ayrton, Martin Froy,
William Gear, Patrick Heron, Ivon Hitchens, Robert MacBryde, Ben
Nicholson, Eduardo Paolozzi, Graham Sutherland och John Wells.
Av dessa koptes verk av Hitchens, MacBryde och Wells in till sam-
lingen. Uttrycken dr féretriadesvis figurativa men abstraherade. Gear,
Hitchens och Paolozzi ndrmar sig det nonfigurativa medan Ayrtons
maleri dr berdttande med drag av italiensk klassicism. Nicholson ar
ett stort namn 1 den brittiska abstrakta konsten. Fran ett strikt nonfi-
gurativt geometriskt formsprak dterviande han till figurativa kompo-
sitioner. Sutherlands uttryck fér samman abstraktion och surrealism
med en brittisk figurativ maleritradition. Paolozzi kom under femtio-
talet att férebdda popkonsten i sina collage.

I museets arstryck beskrivs utstillningen som ”ett av de fa tillfal-
len da svensk publik erbjudits mdjligheter till studium av engelsk
nutidskonst”.* I katalogférordet ndimns dock ett flertal tidigare ut-
stdllningar med bade dldre och samtida brittisk konst 1 Sverige, bland
annat en vandringsutstillning fran Riksférbundet for bildande konst
1948. Da var det frigan om en dldre generation med bland andra
Henry Moore. MacBryde och Sutherland visades pa bada.

I sin katalogtext betonar Middleton de brittiska konstnérernas
sjalvstdndiga tolkningar av modernismens ismer:
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Moderna Museet’s collection by a graphic print. Marini’s work can be as-
sociated with a Southern European existentialist modernism that has been
recurrently featured by Gothenburg Museum of Art, while it has been less
visible at the more French- and American-oriented Moderna Museet. His
bronze sculpture Equestrian (1945) was acquired by Gothenburg Museum
of Artin 1952 and is the artist’s only sculpture in a Swedish art museum.
In the annual report for 1956-66, Westholm writes, “The museum’s ac-
quisition back in 1952 of Marini’s Eguestrian also caused something of
a sensation’? Other Italian sculptors came to be represented in the col-
lection as well, including Celo Pertot and Luciano Minguzzi, who was
featured in a solo exhibition in 1962. Space Concept: Waiting, one of Lucio
Fontana’s typical blue paintings with fourteen vertical slits, was donated
to the museum in 1966 by the Association of the Friends of the Museum
of Art in Gothenburg.

TEN ENGLISH PAINTERS, 6-22 MARCH 1953

Ten English Fuinters (referred to in the annual report as Contemporary English
Art) was an exhibition arranged by the National Federation of Fine Arts
Societies (Riksférbundet f6r bildande konst) and the British Council that
toured the Nordic region after an initial showing at Gothenburg Museum
of Art in 1953.% The catalogue includes a foreword by Fritz H. Eriksson
and Lars Erik Astrém of the National Federation of Fine Arts Societies
and an essay by English artist Michael Middleton.

The ten participating artists were Michael Ayrton, Martin Froy,
William Gear, Patrick Heron, Ivon Hitchens, Robert MacBryde, Ben
Nicholson, Eduardo Paolozzi, Graham Sutherland, and John Wells. Of
these, the museum acquired works from the exhibition by Hitchens,
MacBryde, and Wells for its collection. The pictures were primarily figu-
rative but abstracted. Gear, Hitchens, and Paolozzi’s work approaches
the non-figurative, while Ayrton’s paintings are narrative with attributes
of Italian classicism. Nicholson is a big name in British abstract art. After
first painting in a strictly non-figurative geometric idiom he returned to
figurative compositions. Sutherland’s work brings together abstraction



Pi samma géng visar de tre dldsta av dem - Ivon Hitchens, Ben Nicholson och Graham
Sutherland - klart och tydligt 1 vilken utstrickning de stora huvudriktningarna inom
detta drhundrades konst har assimilerats och omformats av den inhemska traditionen i
Storbritannien. Fauvism, expressionism, kubism, abstrakt konst och surrealism visar féga
likhet med den kontinentala versionen, sedan de berérts av den milda innerlighet, inatvand-

het och lyriska naturupplevelse som stdndigt aterkommer i engelskt méleri.”

Geografins kulturella pragel pa konsten intrdder aven i beskrivningen
av Sutherland, som "orienterat det engelska maleriet 1 riktning mot
Nordeuropa och bort fran Medelhavsldndernas klassicism”?® Dessa
tre beskrivs som de mest betydande, medan andra pekar framat och
anvéander alla bildsprak som &r aktuella idag.

Utstallningstiteln kan tyckas missvisande da flera konstnérer ar

skottar, som MacBryde och Paolozzi.

7 UNGA GOTEBORGARE, KONSTHALLEN, 26 SEPTEMBER-11 OKTOBER 1953

Ungraren Endre Nemes undervisning pa Valands konstskola innebar
ett brott med Goteborgstraditionen. Méanga av hans elever anamma-
de ett abstrakt formsprak 1 férbindelse med kontinentala strémningar.
Nemes sig ocksa till att de fick visa upp sina arbeten pa aterkomman-
de utstallningar bade 1 Sverige och utlandet. Inriktningen ledde till
konfrontationer med det lokala konstlivet som var starkt préglat av ar-
vet fran Goteborgskolorismen med dess innerliga ideal. Da nagra av
Nemes elever nekats intride till Géteborgs Konstnérsklubb bildade
de Grupp 54 och Galleri 54 som fortfarande finns kvar 1 staden.

Nagra av Nemes elever medverkande pa utstéllningen 7 unga go-
teborgare pa Konsthallen 1953. Dér visades verk av Erland Brand,
Bengt Lundin, Bror Persson, Ulf Trotzig, Erik Torning, Tage Torning
och Lennart Asling. Katalogfoldern saknar text men det ir uppenbart
att utstallningen inte riktar in sig pa det sérskilda 1 G6teborgskonsten.
Det ar sju individuella konstnédrskap som presenteras dir flera av
dem utvecklat ett abstrakt formsprak, kanske framst Brand, Trotzig
och Asling.
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and surrealism with the British figurative painting tradition. Paolozzi pre-
figured pop art with his collages of the fifties.

In the museum’s annual report the exhibition is described as ‘one
of the few opportunities ever afforded a Swedish audience to study con-
temporary English art’** However, the foreword to the catalogue makes
reference to several previous exhibitions of both older and contempo-
rary British art in Sweden, including a travelling show by the National
Federation of Fine Arts Societies in 1948. After that came an exhibition
of the older generation that included Henry Moore. MacBryde and
Sutherland were featured in both shows.

Middleton emphasizes the British artists’ independent interpretations
of modernism’s factions:

At the same time the three eldest of them — Ivon Hitchens, Ben Nicholson, and Graham
Sutherland — show quite clearly how much the major primary tendencies of this cen-
tury’s art have been assimilated and transformed by the local tradition of Great Britain.
Fauvism, expressionism, cubism, abstract art, and surrealism bear little semblance to
their continental versions after having been touched by the mild fervour, the introver-

sion, and lyrical experience of nature that are constantly recurring in English painting.*®

Geography’s cultural stamp on art also makes itself known in Middleton’s
description of Sutherland, who ‘oriented English painting in the direction of
Northern Europe and away from the classicism of the Mediterranean coun-
tries’? These three artists are described as the most significant, while others
pointed the way forward using all the styles that were current at the time.

The title of Ten English Fuinters is misleading inasmuch as several of
them, like MacBryde and Paolozzi, were Scots.

SEVEN YOUNG GOTHENBURGERS, GOTHENBURG ART GALLERY, 26
SEPTEMBER-11 OCTOBER 1953

The Hungarian Endre Nemes’s teaching at the Valand School of Art
constituted a break with Gothenburg traditions. Many of his students
adopted an abstract style linked to continental influences. Nemes also



Utstéllningen hoér till en dterkommande form med presentationer
av yngre konstndrer 1 G6teborg, mer eller mindre nyutexaminerade
fran Valand. Den visar pa nirvaron av nonfigurativa uttryck 1 det
svenska konstlivet vid sidan av konkretisterna.

DANSK NUTIDSKONST, 16 DECEMBER TILL ARETS SLUT 1953

Dansk nutidskonst (1953) var en utstallning fran Riksférbundet {6r bil-
dande konst och Folkrorelsernas konstfrimjande. Den visade maleri
av Else Alfelt, Ejler Bille, Harald Giersing, Henry Heerup, Oluf Hest,
Egill Jacobsen, Asger Jorn, Niels Lergaard, Vilhelm Lundstrem, Carl-
Henning Pedersen, Olaf Rude, William Scharff, Jens Sendergaard
och Edvard Weie. Flertalet av de ledande danska modernisterna var
alltsa representerade. Uttrycken ar abstraherade, fran fauvism, ku-
bism, kolorism och Cobramaleri till ndrmast nonfigurativa kompo-
sitioner av Ejler Bille.

Fritz H. Eriksson fran Riksférbundet f6r bildande konst och Bror
Ejve fran Folkrorelsernas konstframjande ar forfattare till ett gemen-
samt forord. Aven om utstillningen inte har nigon ambition om att
vara heltdckande, vill den kompensera f6r bristen pa utstéllningar
med dansk konst 1 Sverige, skriver de: "vi f6ljer vil med de aktuella
hindelserna 1 Paris och andra av konstens huvudstiader, men tinker
inte pa att vara grannfolk ocksa har mycket att bjuda”? Helt osynlig
har nu den danska modernismen inte varit i Sverige, men férfattarna
pekar pa hur fokus ofta riktas mot konstvarldens centrum, hellre 4n
mot den narliggande periferin.

94

95

saw to it that they could show their work in recurring exhibitions both in
Sweden and abroad. His approach led to confrontations with the local art
community, which was strongly pervaded by the legacy of Gothenburg
colourism and its fervent ideal. When some of his students were denied
admission to the Gothenburg Artists’ Club they formed Grupp 54 and
Galleri 54, which are still active in the city today.

Several of Nemes’s students contributed to the exhibition Seven Young
Gothenburgers at Gothenburg Art Gallery in 1953. It featured works by
Erland Brand, Bengt Lundin, Bror Persson, Ulf Trotzig, Erik Torning,
Tage Torning, and Lennart Asling. The catalogue brochure does not in-
clude an essay, but it is obvious that the exhibition did not aim to repre-
sent what was distinctive about Gothenburg art. Instead it was a show of
seven individual artists, several of whom had developed an abstract style,
with Brand, Trotzig, and Asling perhaps foremost among these.

The exhibition followed a recurring format - a presentation of young-
er artists in Gothenburg who were recent graduates of Valand. It demon-
strated the presence of non-figurative styles alongside the concretists in
the Swedish art scene.

CONTEMPORARY DANISH ART, 16-31 DECEMBER 1953

Contemporary Danish Art (1953) was an exhibition by the National Federation
of Fine Arts Societies together with the People’s Movements for Art
Promotion (Folkrorelsernas Konstfraimjande). It featured paintings by
Else Alfelt, Ejler Bille, Harald Giersing, Henry Heerup, Oluf Host, Egill
Jacobsen, Asger Jorn, Niels Lergaard, Vilhelm Lundstrem, Carl-Henning
Pedersen, Olaf Rude, William Scharff, Jens Sendergaard, and Edvard
Weie. Thus most of the leading Danish modernists were represented. The
paintings were abstract, from fauvism, cubism, colourism, and Cobra
painting to practically non-figurative compositions by Ejler Bille.

Fritz H. Eriksson of the National Federation of Fine Arts Societies
and Bror Ejve of the People’s Movements for Art Promotion authored a
joint foreword. Although the exhibition has no intention of providing a
comprehensive view, they write, it hopes to compensate for the paucity of



UNG FINSK KONST. MALERI - GRAFIK, KONSTHALLEN, 14-31 JANUARI 1954

Ung finsk konst. Maleri — grafik (1954) pa Konsthallen Géteborg pre-
senterade utvecklingen 1 den finska konsten med trettio deltagande
konstnarer, daribland Anitra Lucander och Sam Vanni. I katalog-
forordet beskriver Ake Gulin hur isoleringen brutits och den finska
konsten, narmast omarkligt, genomgatt en radikal férdndring: "De
litterdra och sentimentaliserande synpunkter som linge gav signa-
tur bade at konstskapandet och konstdebatten har fatt ge vika for
en djupare upplevd, till sin natur obetingat malerisk instdllning.”*®
Internationella stilar som abstraktion och kubism har pa allvar tritt
in 1 den finska konsten. De nationella berittelserna éverges for uni-
versella formproblem. Berittelsen om den finska konstens utveckling
paminner om hur den italienska konsten tidigare beskrevs. De na-
tionella traditionerna uppfattas som himmande f6r den enda giltiga
uppgiften, som ar att delta 1 en internationell konstutveckling.

FRANSK KONST, KONSTHALLEN, 12 MARS-3 APRIL 1955

Konst fran modernismens hemland visades sa gott som varje ar pa
Goteborgs konstmuseum eller Konsthallen Géteborg under femtiota-
let, ddribland pa Konsthallens Fransk konst (1955). Deltagande konst-
ndrer var bland andra Francisco Bores, Georges Braque, Raoul Dufy,
Francois Gilot, Juan Gris, André Lanskoy, Henri Laurens, Léger,
Masson, Matisse, Joan Mird, Picasso, Suzanne Roger och Jacques
Villon. Parisskolans centrala namn &r féretradda, fran en édldre gene-
ration fauvister, kubister och surrealister som Henri Matisse, Pablo
Picasso, Fernand Léger och André Massontilldeledande samtidanam-
nen som Maurice Estéve och Nicolas de Staél. Utstallningskatalogen
saknar text som sdtter verken 1 ett sammanhang.
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exhibitions of Danish art in Sweden: “We do a good job of following the lat-
est events in Paris and some of art’s other capital cities, but we do not think
about how much our neighbours have to offer’” While Danish modernism
has not been entirely invisible in Sweden, the authors point out how we
often focus on the centre of the art world rather than its nearby periphery.

YOUNG FINNISH ART: PAINTING - GRAPHIC ARTS, GOTHENBURG ART GALLERY,
14-31 JANUARY 1954

Young Finmish Art: Painting — Graphic Arts, a 1954 exhibition at Gothenburg
Art Gallery, presented the evolution of Finnish art, featuring thirty artists
including Anitra Lucander and Sam Vanni. In the foreword to the cata-
logue, Ake Gulin described how the nation’s isolation had been broken
and Finnish art, which until then had been unremarkable, went through
a radical transformation: “The literary and sentimentalizing points of
view that long characterized both art creation and art criticism have now
given way to a more deeply experienced, inherently and unconditionally
painterly attitude’?® International styles such as abstraction and cubism
have made serious inroads into Finnish art. As motifs, the stories of the
national epic poem are supplanted by experiments with universal prob-
lems of form. The story of the development of Finnish art is reminiscent
of the earlier description of Italian art. National traditions are perceived
as inhibiting the only legitimate task, which is to participate in the inter-
national development of art.

FRENCH ART, GOTHENBURG ART GALLERY, 12 MARCH-3 APRIL 1955

An exhibition of art that came straight from the home of modernism
was shown virtually every year at either Gothenburg Museum of Art or
Gothenburg Art Gallery during the fifties, including one in 1955 called



NUTIDA GREKISK KONST, 23 MAJ-3 JULI 1955

Ett exempel pa en utstdllning som fér en svensk publik presenterar
samtida konst fran ett annat europeisktland ar Nutida grekisk konst, som
visades pa Goteborgs konstmuseum 1955. Urvalet gjordes av det gre-
kiska undervisningsministeriets férsorg 1 samrad med representativa
grekiska konstnirsorganisationer. Uttrycken pa utstdllningen var
foretriadesvis figurativa med olika grad av abstraktion — ibland 1 en
arkaiserande riktning, som i Costas Clouvatos relief Pipblasande flicka,
1 andra fall mer kubiserande, som 1 Euthyme Papadimitrious trasnitt
Fotogenlampa. De huvudsakliga influenserna kommer fran den tidiga
modernismen med postimpressionism, fauvism och kubism snarare
dn de informella. I katalogen aterfinns texter av Alfred Westholm och
Marinos Kalligas, chef f6r Greklands Nationalgalleri 1 Aten.

Westholm skriver om hur den grekiska konsten for flertalet
svenskar ar identisk med antiken men att det ocksd finns en samtida
grekisk konst att uppticka. De grekiska forfattarna och poeterna be-
skrivs som varldsberomda medan konstnarerna dr mindre vilkinda.
Att visa samtida konst frédn andra linder beskriver Westholm som en
av museets malsdttningar: "Det &r min férhoppning att denna utstall-
ning, som ingar som ett led i museets stravan att ge en bild av andra
landers aktuella konst, skall rona den konstintresserade allmdnhetens
livliga intresse och att vi skall uppskatta de utvalda verkens speciella
grekiska atmosfir”* Westholm pekar ut ett nationellt sirdrag. Den
samtida konsten fran Grekland ar inte bara modern konst 1 storst
allmdnhet utan grekisk modern konst. Vari denna atmosfir bestar
forklaras inte ndrmare.

Om Westholms kommentar antyder en romantisering av den gre-
kiska konsten och en férvintan pd att den ska uttrycka en bindning
vid grekisk kulturhistoria och klimat, sd riktas denna romantisering
ocksa at andra hallet 1 Kalligas text da han skriver:

Det 4r min f6rvissning att denna kontakt med Sverige kommer att stimulera vara grekiska
konstnérer av idag, inte minst genom den romantiska dragningskraften hos det fjarran och
dunkla Norden, en kinsla, som har sin motsvarighet i de associationer till ett ljust landskap

och klassisk mark nordbon far redan av ordet grekisk.?’
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simply French Art. It featured the work of among others Francisco Bores,
Georges Braque, Raoul Dufy, Juan Gris, André Lanskoy, Henri Laurens,
Joan Mir6, Suzanne Roger, and Jacques Villon. The central figures of the
Paris school are represented by both an older generation of fauvists, cub-
ists, and surrealists as for example Henri Matisse, Pablo Picasso, Fernand
Léger, and André Masson and by the most prominent artists of the day,
including Maurice Estéve and Nicolas de Staél. The exhibition catalogue
had no text to provide context for the works.

CONTEMPORARY GREEK ART, 23 MAY-3 JULY 1955

One example of an exhibition in Sweden of contemporary art from an-
other European country was Contemporary Greek Art, which was shown at
Gothenburg Museum of Art in 1955. The pieces were selected for the
show by the Greek Teaching Ministry in consultation with representa-
tives of Greek artist organizations. The work in the exhibition was pre-
dominantly figurative with varying degrees of abstraction - in some cases
tending toward archaism, as in Costas Clouvatos’s relief Girl Blowing a
Pype, in others toward cubism, as in Euthyme Papadimitrious’s wood-
block print Kerosene Lamp. The primary influences came from early mod-
ernism, with post-impressionism, fauvism, and cubism rather than from
informalism. The catalogue included essays by Alfred Westholm and by
Marinos Kalligas, the head of the National Gallery of Greece in Athens.
Westholm writes about how Greek art is synonymous for many
Swedes with the ancient world, but admonishes that there is contempo-
rary art for us to discover in Greece as well. He describes Greek authors
and poets as world-famous, while the country’s artists are less well known.
Westholm writes that showing contemporary art from other countries is
one of the museum’s goals: ‘It is my hope that this exhibition, which is
part of one branch of the museum’s efforts to offer a picture of current art
in other countries, will capture the imagination of our art-interested audi-
ence and that we will appreciate the distinctively Greek atmosphere of
the selected works’* He asserted that Greek art has a distinctive national
character - that contemporary art from Greece is not merely modern art



Konsten forstas 1 bada texterna som ett uttryck fér nationalitet,
kultur och klimat. Kalligas beskriver vidare det klassiska kulturarvet
som problematiskt f6r yngre grekiska konstndrer: "ett 6vervaldigande
kulturarv 1 stark kontrast till var egen tids krav pa moderna idéer av
internationell rickvidd”?! Spanningen mellan synen pa konsten som
nationellt priglad och kravet pa en internationell modern konst kom-
mer har tydligt till uttryck. Konsthistorien dr en kélla till inspiration.
Att den ocksa kan vara hammande for eller skymma den samtida kon-
sten dr en tankefigur som aterkommer i presentationer av grekisk och
italiensk konst, lander med en rik idldre konsthistoria. I Westholms
korta forord uttalas inte denna tanke men anas mellan raderna.

Kalligas beskriver den moderna grekiska konstens osynlighet 1 ut-
landet som en konsekvens av landets politiska och kulturella historia.
Den grekiska konsten utvecklade sin egenart, "modifierad av inter-
nationella stilar”** Traditionen bildade fortsatt en fast grund, havdar
han. En annan svarighet som pekas ut ar avstandet till visteuropeiska
konstcentra. ”Overlimnad 4t sig sjilv har den moderna grekiska kon-
sten mast betrdda nya vigar utan att darfér vare sig vilja eller kunna
forneka sitt konstnarliga ursprung”™® Avslutningsvis uppmanar for-
fattaren den svenska publiken, att "ta stillning till vara konstndrers
anstrangningar och att de skola bedémas var och en efter sin art”*

Under texten finns en glidning mellan betoningen av det indivi-
duella, nationella respektive internationella. Konstndrerna ar indivi-
duella kreatdrer men de verkar 1 en specifik kulturmiljé som praglar
dem. Att var och en ska bedémas efter sin art kan 1 denna kontext
tolkas som att de grekiska konstnérerna ska tolkas utifran sin natio-
nalitet och de specifika forutséttningar som rader i landet idag.

ITALIENSK GRAFIK AV IDAG, 11-27 MAJ 1956

Italiensk grafik av iwdag presenterade samtida italiensk grafik av 65
grafiker med ett delvis modernistiskt, delvis traditionellt form-
sprak. Utstéllningen visades forst pa Nationalmuseum 1955 innan
den fortsatte till G6teborgs konstmuseum aret darpd. Till de mer
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in general but Greek modern art — but he gives no further explanation of
what that character is.

If Westholm’s comment suggests a romanticizing of Greek art, and
an expectation that it should express a link with the country’s cultural
history and climate, the romanticizing runs in the opposite direction as
well in Kalligas’s essay:

I am certain that this contact with Sweden is going to stimulate our Greek artists of
today, not least through the romantic attraction of the far-off and obscure Nordic
region — a feeling that has its counterpart in the associations Scandinavians have to

sun-drenched landscapes and classical grounds as soon as they hear the word Greek.*

In both essays art is understood to be an expression of nationality, cul-
ture, and climate. Kalligas goes on to describe the cultural heritage of
antiquity as problematic for younger Greek artists, ‘an overwhelming
cultural legacy that stands in stark contrast with our own era’s demands
for modern ideas with international reach’® The tension between one
view of art as infused with nationality and another that called for inter-
national modern art is clearly expressed. The history of art is a source of
mspiration; that it could also inhibit or overshadow contemporary art is
an intellectual construct that reoccurs in presentations of art from Greece
and Italy, both of which enjoy an unusually rich heritage of older art.
This idea is not expressed in Westholm’s short foreword, but it can be
read between the lines.

Kalligas describes the invisibility of modern Greek art abroad as a
consequence of the country’s political and cultural history. As Greek
art developed its distinctive character, it was ‘modified by international
styles’?? Tradition continued to provide a solid foundation, Kalligas as-
serts. Another difficulty he points out was the distance to the artistic cen-
tres of Western Europe: ‘Left on its own, modern Greek art had to blaze
new trails without trying to deny its artistic origins — and without being
able t0’* In conclusion, the author challenges the Swedish audience to
‘form their own opinions about our artists’ efforts, and judge each one
after his or her own character’?*

Beneath this text is an undercurrent that shifts between emphasizing
the individual, the national, and the international: artists are individual
creators, but they work in a particular cultural environment that shapes
them. In this context, judging them on their own character could mean



namnkunniga konstnirerna hér Carlo Carra, Luciano Minguzzi och
Giorgio Morandi.

Utstéllningen producerades av Calcografia Nazionale 1 Rom.
Den ar ddrmed ett exempel pa den typ av exportutstillning som ater-
kommer i undersékningsmaterialet. Katalogen innehéller ett f6rord
av overintendent Otte Skold och en text av Carlo Alberto Petrucci,
direktdr fér Calcografia Nazionale och president fér Accademia
Nazionale di San Luca i Rom.

I'sin text beskriver Petrucci den italienska grafikens historia. Han
ber6ér ocksa fragan om det finns en nationell stil inom den italienska

grafiken idag:

De allménna tendenserna inom grafiken 4r gemensamma for alla konstndrer av idag, och
dérfor har de nationella stilarna alltmer kommit att ndrma sig varandra. Likvil ar det &nnu
mojligt att kidnna igen de italienska grafikerna péa deras enkelhet och klarhet och pé deras
motvilja mot att helt 6verge den verklighet, som de alltjamt kdnner sig férankrade 1 och
bundna vid, lat vara med band som ldmnar dem den storsta frihet. De 4r snarare kontemp-

lativa &n dynamiska — men samtidigt mera impulsiva 4n reflekterande.®

Till skillnad frén hur den grekiska modernismen 1 katalogen till
Nutida grekisk konst presenterades, beskrivs de samtida italienska gra-
fikerna har inte 1 férhallande till de férvantningar som den rika ita-
lienska konsthistorien vacker. Istillet beskrivs de som delaktiga 1 den
internationella moderna konst dér stiluttrycken liknar varandra 6ver
granserna. Samtidigt erkdnns den italienska grafikens sérart, vilkens
sdgs besta 1 kontakten med verkligheten, liksom i enkelhet och klar-
het. Att bevara sin sdrart och samtidigt férma delta i den internatio-
nella konstens utveckling framstar som ett underforstatt ideal.

YNGRE BRITTISKA SKULPTORER, 12 OKTOBER-4 NOVEMBER 1956

Yngre brittiska skulptorer (bendmnd Ung engelsk skulpturi arstrycket) var
en vandringsutstillning fran Riksférbundet f6r bildande konst 1 sam-
arbete med British Council, som visades pa Goteborg konstmuseum
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that Greek artists should be understood in light of their nationality and
the prevailing conditions in the country today.

TODAY’S ITALIAN GRAPHIC ARTS, 11-27 MAY 1956

Today’s Italian Graphic Aris presented the work of sixty-five contemporary
graphic artists from Italy with styles that were part modernist, part tra-
ditional. The exhibition was initially shown at Nationalmuseum in 1955
before continuing on to Gothenburg Museum of Art the following year.
Among the more well known artists featured in the show are Carlo Carra,
Luciano Minguzzi, and Giorgio Morandi.

The exhibition was a production of Calcografia Nazionale in Rome.
It is thus another example of the kind of show for export that recurs
throughout our study. The catalogue included a foreword by Chief
Curator Otte Skold and an essay by Garlo Alberto Petrucci, Director of
the Calcografia Nazionale and President of the Accademia Nazionale di
San Luca in Rome.

Petrucci describes the history of graphic arts in Italy, and touches on
the question of whether one can identify a national style in contemporary
Italian graphic arts:

The general tendencies in the field of graphic arts are shared by all
artists today, and the various national styles have therefore come increas-
ingly to resemble one another. Nevertheless it is still possible to recognize
Italian graphic artists by their simplicity and clarity and by their reluc-
tance to completely abandon reality, which they continue to feel anchored
in and bound to, let alone the ties that afford them the greatest freedom.
They are contemplative rather than dynamic - but at the same time more
impulsive than reflective.?

In contrast to how Greek modernism was presented in the catalogue
for Contemporary Greek Art, here Italy’s contemporary graphic artists are
not described in relation to the expectations generated by the country’s
rich history of art. Instead they are described as participants in the inter-
national modern art movement in which stylistic expressions are similar
across national borders. At the same time, however, Petrucci recognizes



1956.%° Deltagande skulptorer var Robert Adams, Kenneth Armitage,
Reg Butler, Lynn Chadwick, Robert Clatworthy, Hubert Dalwood,
Elizabeth Frink, Bernad Meadows, Eduardo Paolozzi, Leslie
Thornton, William Turnbull och Austin Wright. Uttrycket ar till
6verviagande figurativt men starkt abstraherat, frdn det mer kon-
struktiva och kubiserande till det mer expressiva. Armitage, Butler
och Chadwick visades dven vid andra tillfdllen 1 G6teborg.

Utstillningskatalogen innehéller ett forord av Lar Erik Astrém
och Fritz H. Eriksson fran Riksférbundet f6r bildande konst samt en
essd av den engelske konstkritikern Robert Melville. Melville beskri-
ver dar hur yngre skulptorer revolterat mot Henry Moores idé om
att folja materialet, till f6rman f6r en mer konstruktiv attityd. Men
deras utforskning har lett fram till ett annat slags féljande av mate-
rialet genom utnyttjande av slumpen. De har nu atervént till bronsen
men férnyar bronsgjutningstekniken. Melville nimner ocksa expe-
riment med 6ppen form som ett samtida fenomen. Krigsarens svara
erfarenheter ger vika f6r andra dmnen, som det spontana och 6msint
ménskliga.

Den brittiska skulpturen kom att fa en framtradande plats 1
Goteborgs konstmuseums och Konsthallen Goéteborgs utstéillnings-
verksamhet, liksom 1 museets samling. Om den brittiska skulpturens
representation skriver Westholm 1 arstrycket for dren 1956-1966:
"Sedan krigsslutet har den engelska skulpturen tilldragit sig allt storre
intresse. Museet har foljt denna utveckling genom att anordna ett
flertal skulpturutstdllningar, som visat gdteborgarna de visentligaste
dragen 1 det som sker skulpturalt pa de brittiska 6arna.””

Henry Moores Familjegrupp koptes in redan 1952. I samband med
Yagre brittiska skulptirer forvarvades ett grafiskt blad av Reg Butler, en
skulptur och en teckning av Lynn Chadwick. En skulptur av Butler
koptes 1960. Kenneth Armitage kom att bli representerad med en
skulptur 1 samband med hans och Chadwicks utstillning pd museet
1961.
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the distinctive character of Italian graphic arts, which he says is due to its
contact with reality and its simplicity and clarity. Being able to maintain
this distinctiveness while simultaneously contributing to the development
of international art comes across as an implicit ideal.

YOUNG BRITISH SCULPTORS, 12 OCTOBER-4 NOVEMBER 1956

Young British Sculptors (referred to as Young English Sculpture in the annual
report) was a travelling exhibition produced by the National Federation
of Fine Arts Societies in collaboration with the British Council that was
shown at Gothenburg Museum of Art in 1956.3° The participating sculp-
tors were Robert Adams, Kenneth Armitage, Reg Butler, Lynn Chadwick,
Robert Clatworthy, Hubert Dalwood, Elizabeth Frink, Bernad Meadows,
Eduardo Paolozzi, Leslie Thornton, William Turnbull, and Austin
Wright. The style of the show was predominantly figurative but heavily
abstracted, from the more constructive and cubist to the more expressive.
It was not the only time Armitage, Butler, and Chadwick were featured
in Gothenburg.

The exhibition catalogue includes a foreword by Lars Erik Astrom
and Fritz H. Eriksson from the National Federation of Fine Arts Societies
and an essay by the English art critic Robert Melville. Melville describes
how a young generation of sculptors have revolted against Henry Moore’s
idea of following the material, adopting instead a more constructive at-
titude. But their explorations have led to a different way of following
the material - the use of chance. They returned to bronze but with an
mnovative approach to casting technique. Melville also mentions experi-
ments with open form as a contemporary phenomenon. The difficult
experiences of the war years are replaced by other themes, such as the
spontaneously and tenderly human.

British sculpture came to occupy a prominent position in the exhibi-
tion work of Gothenburg Museum of Art and Gothenburg Art Gallery,
and in the museum’s collection. Westholm writes of British sculpture’s
role in the yearbook for 1956-66: ‘Since the end of the war, English
sculpture has attracted increasing interest. The museum has followed this



FYRA UNGA OSTERRIKISKOR, 6-12 NOVEMBER 1956

Utstallningen Fyra unga Osterrikiskor, som visades pa Goteborgs
konstmuseum 1956, foljer ett noterat monster av aterkommande
utstillningar med modern konst fran olika ldnder. Men den bryter
ocksa den outtalade forvantan att det da foretradesvis dr fraga om
manliga konstnérer. Den totala mansdominansen 1 dessa samman-
hang tas annars for givet och kommenteras aldrig.

De utstillande konstndrerna var Liselotte Beschorner, Isolde
Jurina, Irene Prizibil och Gertraud Taschek. Utstéllningen, som ge-
nomfordes under den si kallade Osterrikiska veckan i Géteborg,
finansierades av Svensk-Osterrikiska Kulturfonden. Det rér sig alltsa
om ett kulturutbyte mellan Osterrike och Géteborg, men nigon vi-
dare motivering till utstillningen ges inte, da katalogen saknar text
annat an kortfattade biografier 6ver konstnarerna.

De bilder som reproduceras 1 katalogen praglas av ett abstrakt
formsprak: abstraherade ansikten, mianskliga figurer, faglar, batar
och landskap. Man kan ana influenser fran Picasso, Klee och tysk
expressionism. Aven om utstillningen inte hor till de mer profilerade
satsningarna inneholl den dnda relativt manga verk.

Aven om det 4r anmirkningsvirt att kvinnliga konstnirer lyfts
fram pd detta sitt sa finns det inget 1 katalogen som tyder pa att
utstdllningen hade en uttalad feministisk agenda. Konstnirerna
presenteras som “Akad. mdlarinna” och samtliga har tilldelats
diplom vid Akademien f6r Bildande Konst 1 Wien. Avsaknaden av
uttalat feministiskt ramverk for utstéllningen kan ses 1 sammanhang
av att jamstalldhet vid tidpunkten inte var en fraga som diskuterades.
Denna diskussion kom iging pa allvar férst under sjuttiotalet.

Avsaknaden av feministiska markeringar kan ocksa ses som ett
utslag av modernismens universella ansprak. Det dr verken som star
1 centrum, det unika konstnarskapet, inte konstnarens kon. Samtidigt
ar konstnédrernas kon saval som deras nationalitet uttalad 1 utstall-
ningstiteln. De presenteras som fyra unga osterrikiskor 1 enlighet
med att ords genus vid tiden var mer betonad 4n idag. Exempelvis
anviandes "malare”/”malarinna” medan ”madlare” idag anvinds om
bade man och kvinnor.
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development by arranging a number of sculpture exhibitions that have
shown Gothenburgers the most essential attributes of what is happening
in sculpture on the British Isles.”

Henry Moore’s Family Group had been acquired in 1952, and in con-
nection with Young British Sculptors the museum added a graphic print by
Reg Butler and a sculpture and a drawing by Lynn Chadwick to its col-
lection. In 1960 it purchased a sculpture by Butler. In 1961 the museum
exhibited Chadwick’s work together with that of Kenneth Armitage, and

acquired at that time one of Armitage’s sculptures.

FOUR YOUNG AUSTRIANS, 6-12 NOVEMBER 1956

The exhibition Four Young Austrians, shown at Gothenburg Museum of
Artin 1956, followed a now-familiar recurring pattern of exhibiting mod-
ern art from other countries. However, here the featured artists were all
women, which countered the unspoken expectation they would primar-
ily be men. The total dominance of men in these contexts was otherwise
taken for granted and never remarked upon.

The exhibited artists were Liselotte Beschorner, Isolde Jurina, Irene
Prizibil, and Gertraud Taschek. The show was produced for the so-called
Austrian Week in Gothenburg, which was funded by the Swedish-Austrian
Cultural Foundation. It was thus a cultural exchange between Austria and
Gothenburg, though no further motivation for the exhibition is given in
a catalogue, which has no text apart from brief biographies of the artists.

The pictures that were reproduced in the catalogue are characterized
by an abstract idiom: abstracted faces, human figures, birds, boats, and
landscapes. One can detect influences from Picasso, Klee, and the German
expressionists. Although the exhibition was not among the highest-profile
projects, it nevertheless included a relatively large number of works.

Though it is remarkable that female artists were featured in this way,
there was nothing in the catalogue to suggest that the exhibition had an
explicitly feminist agenda. The artists were presented with titles such as
‘Acad. Paintress’ and all of them were awarded diplomas by the Academy
of Visual Arts in Vienna. The absence of an expressly feminist framework



NORDISK KONST 1947-1957. MALERI, SKULPTUR, GRAFIK, DEKORATIV KONST,
KONSTMUSEET OCH KONSTHALLEN, 12 OKTOBER-17 NOVEMBER 1957

En storre presentation av nordisk konst, som spande 6ver perioden
1947-1957, visades pa Goteborgs konstmuseum och Konsthallen
Goteborg 1957. Utstdllningen kan sdgas dokumentera den abstrakta
konstens genombrott 1 Norden. Det nonfigurativa har en framtra-
dande plats, aven om hidr ocksd finns mer arkaiserande eller naivis-
tiska uttryck.

Bakomutstéllningen stod Nordiska Konstférbundet, sombildades
1945 pa iitiativ av den svenske konstkritikern Gotthard Johansson
1 syfte att 6ka utbytet mellan de nordiska linderna. Tanken var att
utstillningen vixelvis skulle héllas 1 olika stider 1 Norden, varav
denna var den dttonde 1 ordningen. Inte bara maleri och skulptur fick
hér ta plats utan tidstypiskt aven grafik och offentlig gestaltning, vil-
ket avspeglas 1 titeln: Nordisk konst 1947-1957. Maleri, Skulptur, Grafik,
Dekorativ konst.

I katalogens inledning skriver Johansson frimst om férbundet,
urvalsforfarandet, tidigare utstéllningar och ambitionen att presen-
tera enskilda konstnérskap snarare dn att representera hela landers
konstliv. Han gor daremot ingen karaktirisering av den nordiska
konstens sarart.

Varje konstnar deltog med tre till sex verk. Medverkande svenska
malare var: Torsten Andersson, Olle Bonniér, Sven Erixon, Jérgen
Fogelquist, Felix Hatz, Birgitta Liljebladh, Per Lindekrantz, Sixten
Lundbohm, Lennart Rodhe och Isabella Wrangel. Skulpturkategorin
representerades av svenskarna Asmund Arle, Liss Eriksson, Martin
Holmgren, Arne Jones, Knut-Erik Lindberg, Ivar Lindekrantz, John
Lundgqvist, Sven Lundqvist, Egon Moller-Nielsen, Gustaf Nordahl
och Edvin Ohrstrém.

Flertalet namn ar vilkanda 1 svensk konsthistoria men flera ar
ocksa bortglomda. Man kan notera den tidstypiska manliga domi-
nansen. Iva kvinnliga malare medverkade dock: Liljebladh och
Wrangel, som béada aterfinns 1 utkanten av eller utanfér svensk ka-
non. Liljebladh har dock inkluderats i nagra senare konsthistoriska
oversiktsverk.®
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for the exhibition must be understood in light of the fact that gender
equality at that point in time was not an issue that was being discussed.
That discussion did not get underway until the seventies.

The absence of feminist assertions can also be seen as a consequence
of modernism’s universal aspirations. The focus here is on the works
themselves, the unique artistry, rather than the artists’ gender. At the same
time, the gender of the artists as well as their nationality is explicit in the
Swedish title of the exhibition, since it uses the gender-specific feminine
form of "6sterrikiskor” (Austrian Paintresses). At that time gender-specif-
ic titles such as ‘painter/paintress’ were the norm, while today men and
women alike are referred to as ‘painters’.

NORDIC ART 1947-1957: PAINTING, SCULPTURE, GRAPHIC ARTS, DECORATIVE
ARTS, GOTHENBURG ART GALLERY, 12 OCTOBER-17 NOVEMBER 1957

A comprehensive presentation of Nordic art spanning the period 1947-57
was shown at Gothenburg Museum of Art and Gothenburg Art Gallery
in 1957. The exhibition can be seen as a documentation of the break-
through of abstract art in the Nordic region. Non-figurative work was
given a prominent position, although the show also included some more
archaistic or naivistic pieces.

The exhibition was produced by the Nordic Art Association (Nordiska
Konstférbundet), which was established in 1945 at the initiative of the
Swedish art critic Gotthard Johansson as a way to increase the exchange
among the Nordic countries. The idea was to hold a similar exhibition
every year in a different Nordic country, and this was the eighteenth in the
series. As was typical of the day, there was room here not only for paint-
ing and sculpture but graphic and public art as well, as indicated by the
title: Nordic Art 1947-1957: Puinting, Sculpture, Graphic Arts, Decorative Arls.

In the introduction to the catalogue, Johansson writes primarily about
the Nordic Art Association, the work selection process, previous exhibi-
tions, and the aspiration to feature individual artists rather than represent-
ing the art scene of an entire country. On the other hand, he made no
attempt to characterize the distinctive attributes of Nordic art.



Till de rent nonfigurativa bildexemplen 1 katalogen hor Helge
Ernst, Sam Vanni, Hjorleifur Sigurdsson, Sverrir Haraldsson, Inger
Sitter, Jorgen Fogelqvist, Edgar Funch, Asmundur Sveinsson, Sigurjon
Olofsson, Arne Jones, Ernst Mether-Borgstrém och Alf Olsson. Den
relativt stora miangden nonfigurativa verk visar att detta formsprak
inte ldngre kunde anses vara en smal inriktning eller kontinental {6-
reteelse, utan nu utgjorde en bred strémning 1 den nordiska konsten.

PERUANSKA MALARE, 14 JANUARI-2 FEBRUARI 1958

Peruanska malare ordnades 1 samverkan med Instituto de arte contem-
poraneo Lima, Peru och visades pa Goteborgs konstmuseum 1958.
I utstdllningen deltog 23 konstnarer varav 6 kvinnor.

Av de fem maélningar som avbildas 1 katalogen visar fyra av dem,
utférda av Fernando de Szyszlo, Alberto Davila, Enrique Kleiser
och Benjamin Moncloa, prov pa en langtgdende abstraktion med
landskap, figurer eller rum som underliggande motiv. Det ar bilder
som karaktiriseras av enfirgade ytor avgransade av diagonala och
vertikala linjer. Nagra av malningarna har en mjukare, mer upplost
penselforing medan en praglas av strikt geometri och skarpa kanter
1 konkretismens anda.

En femte avbildad malning av Alfredo Ruiz Rosas, Fidelse pa filtet,
karaktariseras istillet av ett arkaiserande, naivistiskt berattande bild-
sprak. De kraftiga, forenklade figurerna fyller det kompakta, kvadra-
tiska bildrummet och spelar ut sina kdnslosamma gester infér dramat
med en kvinna som {6tt ett barn ute 1 det bergiga landskapet och nu
ligger avsvimmad, kanske redan d6d, pd marken. Stilen kan pdminna
om Diego Riveras muralmaleri. Aven detta formsprak maste beteck-
nas som modernistiskt och kan relateras till en europeisk konstnar
som italienaren Renato Guttuso. Icke desto mindre 4r det till sin
karaktdr omisskannligt latinamerikanskt.

Katalogtexten av Alfred Westholm priglas av en tidstypisk sam-
manbindning av konsten, nationen, landskapet och historien nar han
skriver:
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Each artist contributed between three and six pieces. The partici-
pating painters from Sweden were Torsten Andersson, Olle Bonniér,
Sven Erixon, Jorgen Fogelgvist, Felix Hatz, Birgitta Liljebladh, Per
Lindekrantz, Sixten Lundbohm, Lennart Rodhe, and Isabella Wrangel.
The sculpture category included Swedes Asmund Arle, Liss Eriksson,
Martin Holmgren, Arne Jones, Knut-Erik Lindberg, Ivar Lindekrantz,
John Lundqvist, Sven Lundqvist, Egon Moller-Nielsen, Gustaf Nordahl,
and Edvin Ohrstrém.

Most of these names are well known in the history of Swedish art,
but several have also been forgotten. The dominance of male artists was
typical of the era; however, two female painters contributed — Liljebladh
and Wrangel. Both are on the fringe or outside the canon of Swedish art,
though Liljebladh has been included in several later art history surveys.?

Among the purely non-figurative works in the catalogue were pictures
by Helge Ernst, Sam Vanni, Hjorleifur Sigurdsson, Sverrir Haraldsson,
Inger Sitter, Jorgen Fogelqvist, Edgar Funch, Asmundur Sveinsson,
Sigurjén Olofsson, Arne Jones, Ernst Mether-Borgstrom, and Alf Olsson.
The relatively large proportion of non-figurative work indicates that ab-
stract art could no longer be considered a narrow trend or a continental
phenomenon, but now constituted a broad movement in Nordic art.

PERUVIAN PAINTERS, 14 JANUARY-2 FEBRUARY 1958

FPeruvian Fumters was organized in collaboration with the Institute of
Contemporary Art in Lima, Peru and shown at Gothenburg Museum of
Artin 1958. The exhibition featured the work of twenty-three artists, six
of whom were women.

Of the five paintings that were reproduced in the catalogue, four of them
— painted by Fernando de Szyszlo, Alberto Dévila, Enrique Kleiser, and
Benjamin Moncloa — were examples of advanced abstraction in landscapes,
figures, or spaces as the underlying motif. These pictures were character-
ized by monochromatic surfaces delineated by diagonal and vertical lines.
Some of the paintings had softer, more diffuse brushwork, while one was
characterized by strict geometry and sharp edges in the spirit of concretism.



Vid ett ndrmare studium av den nutida peruanska konsten blir det péfallande hur den har
en egen stilvilja och en karaktir, praglad av en modern vitalitet och samtidigt av traditioner
fran lange sedan svunna epoker, men framfér allt av det fantastiska landets skénhet, som
varierar fran kustlandets bruna ¢knar 6ver Andernas tusentals meter hoga bergskedjor till
de 6stliga delarnas tropiska urskogar. I ornament och méanniskoframstéllning har &ven den
indianska folkkonsten spelat en roll och steget 4r 1 Peru inte langt frén den dkta primitiva
konsten till dess imitationer och omskrivningar, som sedan linge normalt ingétt 1 manga

frén Paris inspirerade riktningar.*

Aterigen patalas & ena sidan foérankringen 1 en inhemsk tradition,
kultur och natur, 4 andra sidan influenserna frdn modernismens
vasteuropeiska centra. Vad giller Latinamerika 1 allmdnhet tillkom-
mer den koloniala problematiken och urinvanarnas stallning. Denna
berdrs dock inte 1 katalogens texter.

Katalogen innehaller &ven en text av den peruanske kritikern och
poeten Sebastidn Salazar Bondy. Han raknar Peru till Vdsterlandet och
ser en allmdn f6érandring i vést, dir konstniren som hantverkare er-
satts av en mer intellektuell konstnéarsroll. Varje konstnar maste 1 sin
konst ge uttryck for sin teori, om det sa 4r socialt engagerad realism
eller geometrisk abstraktion. Forfattaren tanker sig att utstillningen
for en skandinavisk publik uppvisar “hur universell nutidens konst-
nérliga oro dr och 1 huru hog grad hela varlden enats 1 sitt sokande
efter fullindning”* Trots det universella 1 dessa strivanden ser han
likval sardrag 1 den samtida peruanska konsten som grundar sig 1 att
peruanerna “dr ett ungt folk, en smaltdegel f6r olika raser och kulturer,
en fortsdttning pa Vasterlandet och samtidigt arvtagare till de gamla
amerikanska kulturerna”*! Aterigen framtriider intressanta glidningar

mellan férestallningar om konsten som universell respektive nationell.

TORSTEN RENQVIST, KONSTHALLEN, 22 FEBRUARI-9 MARS 1958

Torsten Renqvist hade en imtressant roll 1 svenskt konstliv under
perioden. Han framtridde som ett av de centrala namnen inom
nyexpressionismen. Till skillnad fran flertalet svenska modernister
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The fifth painting included in the catalogue, Alfredo Ruiz Rosa’s Birth
in the Field, was instead characterized by an archaistic, naivistic, narrative
style. Heavy, simplified figures fill a compact, quadratic picture space,
gesticulating emotionally before the drama of a woman who has given
birth to a baby out in the rocky landscape and now lies unconscious, per-
haps already dead, on the ground. The style may recall the wall murals of
Diego Rivera. This too must be considered a modernist idiom, and can be
related to European artists such as the Italian Renato Guttuso; neverthe-
less the character is unmistakeably Latin American.

A catalogue essay by Alfred Westholm linkes art, nationality, land-
scape, and history in a way that is typical of the day:

A closer study of contemporary Peruvian art reveals a notable desire to establish
a distinctive style and a character marked both by modern vitality and by ancient
traditions from a past long since vanished, but above all by the country’s spectacular
beauty, which varies from the brown deserts of the coastal region to the mountains of
the Andes range, thousands of meters high, to the ancient tropical forests in the east.
The ornamentation and depiction of the human form have also been influenced by
Indian folk art, and in Peru it is but a small step from authentic primitive art to the
imitations and paraphrases that have long been a feature of many of the art move-

ments inspired by Paris.*

Once again the author was remarking on the artists’ connection to the
tradition, culture, and nature of their homeland on the one hand and to
influences from Western European centres of modernism on the other.
An additional factor when it comes to Latin America is the problem of
colonialism and the status of the region’s original inhabitants, but this was
not addressed in the catalogue texts.

The catalogue also includes an essay by Peruvian critic and poet
Sebastidn Salazar Bondy. He identifies Peru as part of the West, where
he sees a general transition underway in which the artist as craftsman
is being replaced by one with a more intellectual role. Artists needed to
express their theory in their work, whether it be socially engaged realism
or geometric abstraction. The author imagins that the exhibition for a
Scandinavian audience would demonstrate ‘how universal today’s artistic
unrest is, and to what a great extent the world is united in its search for
perfection’*” Despite the universal in these aspirations, Salazar Bondy
nevertheless identifies distinctive traits in the country’s contemporary art



himtade han inte sin huvudsakliga inspiration fran Frankrike utan
fran England och senare ocksd fran polsk folkkonst. Han gjorde
framstaende insatser inom grafiken och belénades for detta med ett
pris pd Venedigbiennalen 1964. Under femtiotalet utvecklade han
ett abstrakt formsprdk som har drag av sdvil expressionism som
kubism, konkretism och informellt maleri. Han férhaller sig ofta till
naturen, vars former abstraheras till sjalvstindiga bilder. Ofta anvan-
der han olika stilistiska grepp 1 varje bild, pa ett sitt som kan jamf6ras
med Paul Klee.

Rengqvist har en koppling till Géteborg da han 1955-1958 var
forestindare f6r Valands konstskola. Utstallningen pa Konsthallen
utgjorde en sammanfattning av hans arbeten fran slutet av fyrtio-
talet fram till 1958 och inneholl 81 malningar samt darutéver teck-
ningar och grafik. Nastan alla verk 1 katalogen har titlar som antyder
naturmotiv.

Renqvist bildsprdk rér sig hemtamt i modernismen. Likvil
uttryckte han upprepade gidnger under perioden tvivel pa konse-
kvenserna av avantgardismens dominans som konstnérlig norm,
hur den osynliggjorde andra mdjligheter. 1967 lamnade Renqvist
abrupt maleriet for figurativa traskulpturer. I en rad texter ifrdga-
satte han avantgardets ideologi, bland annat 1 en artikel 1 Faletten
1959 dir han skriver: "Myten sager att den radikale dr den ende
konstniren.”*? Men att standigt ga langre och 6verbjuda myten le-
der konstniren mot botten av en strut, fortsitter Renqvist. I radika-
lismens myt dr formen Gud. Men 1 sjilva verket ar formen utbytbar
mot nagot annat, vilket visade sig under sextiotalet. Kravet pa att
fortsitta abstraktionen dr en férblindande myt: "Efter femtio ars
radikalism &r vi sa férblindade av formens krav, att verk som bryter
sig ur oundvikligen kommer att férefalla oss vara sémre form an det
vi hade. Viblir besvikna pa bilder som har ett arende. Vi tycker de
ar orena.”*?

Sa kan situationen 1 det sena femtiotalet sammanfattas fran syn-
vinkeln av en konstnar med en vilja att ga sin egen vag, misstinksam
mot tendenser som vill lasa in och begransa hans uttrycksmojlighe-
ter. En osdkerhet infinner sig, rentav ett tvivel pa avantgardet. Ar det
bara en myt? Vad kommer 1 sd fall att ersitta den? I konstnédrernas
bristande tilltro ser Renqvist ett hopp, "boérjan till slutet pa de sjalv-
hérliga ismerna, manierismernas dod”.*
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owing to the fact that Peruvians ‘are a young people, a melting pot of
different races and cultures, a continuation of the Western world and
at the same time inheritors of the legacy of the ancient cultures of the
Americas’*! It is yet another example of interesting juxtapositions be-
tween differing conceptions of art as either universal or national.

TORSTEN RENQVIST, GOTHENBURG ART GALLERY, 22 FEBRUARY-9 MARCH 1958

Torsten Renqvist played an interesting role in the Swedish art scene of the
fifities. He emerged as one of the central figures in the neo-expressionist
movement. Unlike most modernists in Sweden, Renqvist took most of his
inspiration not from France but from England, and later also from Polish
folk art. He made prominent contributions in the field of graphic arts, and
was recognized for it with an award at the Venice Biennale of 1964. During
the fifties he developed an abstract style that had attributes of expression-
ism as well as cubism, concretism, and informalist painting. Renqvist’s
motifs were often related to the natural world, its forms abstracted into
independent compositions. He often relied on different stylistic concepts
in a single picture in a way that can be compared to Paul Klee.

Renqvist had a connection to Gothenburg, having served as Dean
of Valand School of Art between 1955 and 1958. The exhibition at
Gothenburg Art Gallery constituted a retrospective of his work from the
late forties until 1958. It included eighty-one paintings in addition to sev-
eral drawings and graphic prints. Almost all the work reproduced in the
catalogue has titles that suggest nature motifs.

Stylistically, Renqvist felt quite at home within the modernist idiom.
Nevertheless, he repeatedly expressed doubt during this period about the
consequences of avant-gardism’s dominance as an artistic norm — how it
tended to obscure all other possibilities. In 1967 Renqvist abruptly aban-
doned painting for figurative wooden sculpture carving. He questioned
the avant-garde ideology in a series of essays, including a 1959 article in
Fuletten in which he writes, “The myth says that only a radical can be a
true artist’** But the need to be ever more extreme and to trump the myth
lures the artist into a downward spiral. In the myth of radicalism, form



Renqvists kritik av avantgardets mentalitet, dess tendenser till
likriktning och dogmatism, bottnar i att modernismens mytskapande
stdnger in konstndren 1 ett allt sndvare arbetsfalt. Redan under fem-
tiotalet kan vi1 alltsd se tecken pa att tilltron till avantgardeprojektets
befriande kraft borjat svikta.

TVA KATALANER. ANTONI CLAVE, LUIS MARIA SAUMELLS, 3 JUNI-4 JULI 1958

Utstillningen Tvd katalaner. Antoni Clavé, Luis Maria Saumells visades pa
Goteborgs konstmuseum 1958. De bada konstnédrerna presenteras
hir inte som representanter for sin nation (Spanien) utan fér sin re-
gion (Katalonien). Den regionala identiteten ar stark 1 Katalonien,
da regionen har ett eget sprak och uttalad sjalvstandighetsstravan.
Katalogen innehaller tva korta biografier med verkslista och tva bil-
der men ingen text som motiverar varfor dessa konstnéarer stalls ut
tillsammans.

Grafikern Clavé arbetar 1 en abstraherande stil med paralleller till
Picasso och Klee. Saumells bronsreliefer visar utdragna figurer med
uppvinda ldngsmala ansikten och spretande langa fingrar, ett form-
sprak som kan leda tankarna till utsmyckningar 1 gotiska katedraler.
Har framtrader hur modernismen ofta knyter an till den medeltida
konsten snarare dn den klassiska traditionen.

NUTIDA KONST | ISRAEL, 12 SEPTEMBER-5 OKTOBER 1958

Ett intressant exempel pa en utstdllning med modern konst fran ett
annat land ar Nutida konst 1 Israel (1958) med konstnérer fran en da
endast tiodrig nation. Att déma av bildmaterialet 1 katalogen inneholl
utstillningen féretradesvis modernt abstrakt maleri med figurativ
grund, dér abstraktionen 1 nagot fall dr driven sa langt att maleriet
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is God. But in reality form can be exchanged with something else, which
became apparent during the sixties. The demand to keep taking abstrac-
tion to greater lengths is a blinding myth: ‘After fifty years of radicalism
we are so blinded by the demands of form that works that break away
are inevitably going to strike us as worse form than what we had before.
We become disappointed with pictures that have any kind of agenda. We
think they are impure’.*?

The situation in the late fifties, then, from the point of view of an artist
with a desire to go his own way, can be summarized as wary of tendencies
that want to lock in and limit his freedom of expression. An uncertainty
emerges, in fact a doubt about the avant-garde. Is it just a myth? If so, what
will take its place? In the imperfect faith of artists Renqvist saw hope - ‘the
beginning of the end of the self-satisfied isms, the death of mannerism’**

Renqvist’s criticism of the mentality of the avant-garde, its tendencies
toward uniformity and dogmatism, comes down to the charge that modern-
ism’s myth-creating boxes the artist into an increasingly constrained field
in which to work. As early as the fifties, then, we can already see signs that
faith in the liberating power of the avant-garde project had begun to wane.

TWO CATALANS: ANTONI CLAVE, LUIS MARIA SAUMELLS, 3 JUNE-4 JULY 1958

The exhibition Two Catalans: Antoni Clavé, Luis Maria Saumells was shown at
Gothenburg Museum of Art in 1958. The two artists were presented here
not as representatives of their country (Spain) but rather of their region
(Catalonia). Regional identity is strong in Catalonia, which has its own
language and explicit independence movement. The exhibition catalogue
includes two short biographies with a list of works and two pictures, but
no text to explain why these artists were being shown together.

Clavé was a graphic artist who worked in an abstracted style with
parallels to Picasso and Klee. Saumells’s bronze reliefs showed elongated
figures with upturned, oblong faces and long, splayed fingers, a formal
language reminiscent of the decorative sculptures of medieval Gothic ca-
thedrals. Here it becomes apparent how modernism often ties into medi-
eval art rather than the classical tradition.



ndrmar sig det nonfigurativa, somiIsrael Paldis Matta. Utstéllningens
26 konstndrer var representerade med tre verk vardera. Man kan no-
tera att priser pa verken star utsatta i katalogen, vilket férekommer pa
en del utstillningar vid denna tid. Vem som arrangerat utstillningen
framgar inte men troligen stdr katalogtextforfattaren, Karl Katz, tf.
direktor {or Bazalel-museet 1 Jerusalem, bakom urvalet.

I sin text skriver Katz att det med tanke pa nationens alder ar
"alldeles for tidigt att tala om att en nationell konst existerar”.*> Den
nationella isracliska konsten kan inte bygga pa en lokal tradition,
havdar han:

Hos de fa malare med judisk bakgrund, inom det nittonde arhundradets europeiska konst,
som blev berémda, visar ingenting speciellt pd, att de var judar. [...] Men inom det tjugonde
arhundradets judiska konst finns det ett bestdmt drag, som nér allt kommer omkring mojli-

gen representerar nagot for judarna karaktéristiskt.*®

Detta karaktaristiska drag férbinder Katz med expressionismen. Han
namner konstnirer som "Pascin, Chagall, Soutine, Segal, Weber,
Lipchitz, Shahn, Rattner, Kisling, Levine, Menkes (och mgjligen
Modigliani och Epstein)”.* Till detta férhallande ger Katz en psyko-
logisk forklaring: "Det verkar som om expressionismens antiintellek-
tuella, subjektiva uttryckssitt skulle tilltala den ensamme, splittrade,
plagade och undertryckte, darfor att det ger konstndren mojlighet att
klargéra sina problem som individ.”*

Psykologiserande forklaringar som denna var vanligt férekom-
mande 1 mitten av 1900-talet. Inte bara individens utan ocksa folkets
val tolkas utifrdn psykologiska mekanismer. Fragestallningen griper
in 1 en debatt om huruvida konsten &r ett uttryck for universella eller
individuella och kulturspecifika erfarenheter. Det visar sig proble-
matiskt att frikoppla modernismens “universella” uttryck fran kul-
turspecifika traditioner. Den lokala, nationella, etniska eller religiésa
identiteten flitas samman med det internationella. Sa dven i kata-
logtexten dér betydelsen av utstillningar 1 Israel med ickejudiska
expressionister betonas.

Om de influenser utifran, som kommer genom att israeliska
konstnarer borjat studera utomlands, skriver Katz: "redan 1948
bildades en grupp, 'New Horizons’, som mnom Israels konstliv ville

vicka intresse for abstrakt konst och andra moderna strémningar”.*
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CONTEMPORARY ART IN ISRAEL, 12 SEPTEMBER-5 OCTOBER 1958

An interesting example of an exhibition of modern art from another coun-
try is Contemporary Art in Israel, held in 1958 when the nation was only ten
years old. Judging by the pictures in the catalogue, the exhibition fea-
tured primarily modern abstract painting with a figurative basis, in some
cases with such extreme abstraction that the work approached the non-
figurative, as in Israel Paldi’s Rug. The twenty-six artists featured in the
exhibition were represented by three works each. It is worth noting that
a price for each piece was indicated in the catalogue, which happened in
some exhibitions at that time. It is not clear who arranged the exhibition,
but the author of the essay in the catalogue, Karl Katz, the Director of the
Bezalel National Museum in Jerusalem, selected the works.

Given the young age of the nation, Katz writes, it was ‘far too early
to speak of the existence of a national art’*> The Israeli national art could
not be built upon local tradition, he asserts:

Among the few painters of Jewish heritage in nineteenth-century European art who
became famous, there is nothing in particular to indicate that they were Jews. [...] But
in twentieth-century Jewish art there is one decided attribute, come to think of it, that

might possibly represent something characteristic of the Jews.*

That characteristic attribute is linked by Katz with expressionism. He
names artists such as ‘Pascin, Chagall, Soutine, Segal, Weber, Lipchitz,
Shahn, Rattner, Kisling, Levine, Menkes (and possibly Modigliani and
Epstein)’.¥” Kats offers a psychological explanation for this relationship:
‘It seems as if expressionism’s anti-intellectual, subjective form of expres-
sion would appeal to the lonely, conflicted, persecuted, and oppressed
artist because it gives him an opportunity to clarify his problems as an
individual’*®

Psychological explanations such as this were common in the middle
of the twentieth century. The choices of an individual, but those of a
nation as well, were understood in terms of psychological mechanisms.
The matter ties into the debate on whether art is an expression of uni-
versal or individual and culturally specific experiences. It turns out to
be problematic to disconnect modernism’s ‘universal’ expression from



Trots dessa influenser fran internationella stilar betonas landskapets
och den judiska identitetens betydelse f6r det samtida modernistiska
maleriet 1 Israel:

Det ar tydligt, att det orientaliska landskapet — "Bibelns land’ - har varit en betydelsefull
faktor. Det bleka, torra, brainnande men strilande ljuset tycks ha lett till ett friare bruk av vitt
1 méaleriet. De zionistiska drommarnas gradvisa uppfyllelse uttrycks ibland i en Rousseau-
liknande primitivism. Mystiska element, associerade med landets historia, blir manga konst-

verks biarande 1dé.*°

Det ar naturligt att landskapets karaktér satter sitt avtryck 1 den konst
som avbildar det. Men hur dr det med abstrakt konst? Kan man 1
langt abstraherade bilder fortfarande gora denna koppling till natu-
rens karaktir? Vi kan konstatera att detta sker 1 citatet ovan, liksom
1 texter om bland annat spansk modernism. Men denna identifiering
ligger pa tolkningens plan. Det ar ett associativt betraktande som inte
bara férbinder bilden med ett motiv utan ocksa ser naturen och land-
skapet som en killa f6r konsten, 4ven ndr konstnirerna inte malar av
det. Landskapet finns i deras medvetande.

Viljan att f6ra vidare diasporans anda kommer till uttryck 1 en viss
konservatism och de inhemska konstnirerna har ofta ringa kontakt
med internationella konstcentra, konstaterar forfattaren. Han skriver
vidare att Israel ”gor slut pa tvatusen ars forskingringskénslor” men
sammansmaltningen av internationella moderna riktningar och lokal
tradition har inte fullbordats.’!

Av katalogen att doma ar det svart att skilja ut denna konst som
israelisk, bortsett fran att det 1 ndgon malning férekommer hebreiska
tecken. Maleriet har stora likheter med europeisk och amerikansk
modernism. Katz férsoker likvil ge en ganska djupgiende karakti-
ristik av de olika element som ingér 1 den samtida israeliska konsten.

Intressant att notera for denna underséknings vidkommande ar
forsoket att ge en nationell karaktaristik, trots att nationen ar sa ung
och trots att forfattaren sjilv hévdar att en nationell konst knappast
kan ha hunnit utbildas. S6kandet efter nagot gemensamt, en judisk
eller israelisk identitet, praglar texten medan andra identiteter som
kon, etnicitet och politisk askddning inte berérs. Det forefaller som om
den nationella identiteten, 1 detta fall starkt sammanflatad med den reli-
gi6sa, vid denna tidpunkt av forklarliga historiska skél var 6verordnad.
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culturally specific traditions. Local, national, ethnic, or religious identities
are woven together with the international. We see it in the catalogue essay,
which emphasized the significance of exhibitions in Israel of non-Jewish
expressionists.

By this time Israeli artists had begun to study abroad, and they were
bringing home foreign influences. Katz writes, ‘as early as 1948 a group
called “New Horizons” was formed, aiming to awaken interest in the Israeli
scene for abstract art and other modern trends’** In spite of these influences
from international styles, he emphasizes the importance of the landscape
and the Jewish identity in contemporary modernist painting in Israel:

It is clear that the Oriental landscape - ‘the land of the Bible’ - has been an important
factor. The pale, dry, burning but radiant light seems to have led to a more liberal use
of white in painting. The gradual fulfilment of Zionist dreams is sometimes expressed
in a Rousseau-like primitivism. Mythical elements associated with the nation’s history

become the fundamental idea of many works of art.*’

It is only natural that the character of the landscape should make an
impression on the art that depicts it. But what about with abstract art? In
highly abstracted pictures, can one still make that connection to the char-
acter of the natural environment? We can conclude that Katz makes that
connection in the quotation above, and we can seen it in others as well,
including texts on Spanish modernism. But this identification exists on
the level of interpretation. It was an associative observation that not only
links the picture with a motif, but also sees nature and the landscape as
sources for art even when artists do not paint them. The landscape stayes
with them in their consciousness.

The will to carry forward the spirit of the diaspora finds expression in
a certain conservatism, Katz asserts, and Israeli artists often has negligible
contact with international centres of art. He writes that Israel ‘is putting
an end to two thousand years of feeling misappropriated’ but that the
melding together of international modern tendencies with local tradition
has not yet been accomplished.”!

Judging from the catalogue it is hard to identify this art as Israeli, apart
from the Hebraic letters that appeared in a painting here and there. These
paintings have great similarities with European and American modern-
ism. Nevertheless, Katz strove to give a rather deep characterization of the
different elements that made up contemporary Israeli art.



Fokuset pa nationell identitet dr inbyggt 1 utstdllningens titel och
utformning. Katz beskrivning av Israels som konstnation utgar fran
ett synsdtt dar landets konstnirer kan bygga en israelisk identitet 1
relation till den specifika miljon utifran sina erfarenheter av diaspo-
ran. For att gora detta kan de hdmta inspiration fran konst 1 andra
delar av virlden. Den nationella identiteten ar alltsd inte pa férhand
given utan nagot som skapas 1 dialog med omvirlden, men den ar
a andra sidan inte heller utbytbar. Nagot som inte berors ar andra
folkgruppers och religioners plats inom den israeliska staten och
konsten.

ENDRE NEMES, KONSTHALLEN, 8-23 NOVEMBER 1958

Endre Nemes dr troligen den konstndr som exponerats flest ganger
pa Goteborgs konstmuseum och Konsthallen Goteborg under perio-
den, med utstillningar 1948, 1958, 1963 och 1968. Denna gang re-
dovisades hans utveckling fran surrealism mot abstraktion. Det &r ett
fargstarkt nonfigurativt maleri med former dynamiskt grupperade
over ytan, ibland inringade eller sammanbundna av moérka konturer.
Bildspraket karaktiriseras av en utpraglad rytm med former som rér
sig 1 varierande riktningar. Nemes abstrakta maleri kan relateras till
konkretismen saval som till de informella.

8 DANSKAR. UR INGMAR OCH RIGMOR HAMBERGS SAMLING,
13 FEBRUARI-1 MARS 1959

Annu en utstillning med konst frén ett nordiskt grannland var
8 danskar. Ur Ingmar och Rigmor Hambergs samling, som visades pa
Goteborgs konstmuseum 1959 med Nils Ryndel som kommissarie.
Inf6r utstillningen donerade paret Hamberg nio representativa verk
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In regard to this study it is interesting to note the attempt to identify
a national character - in spite of how young the nation was and even
though the author himself asserts that there have not been time for a na-
tional art to develop. The essay is permeated with a search for something
shared, for a Jewish or Israeli identity, while other identities such as gen-
der, race, and political views are not addressed. It appears that national
identity, which in this case was so powerfully interwoven with religious
identity, was dominant at this point in time, and for understandable his-
torical reasons.

The focus on national identity is built into the exhibition’s title and
design. Katz’s description of Israel as an art nation is based on the view
that the country’s artists could build an Israeli identity in relation to the
specific environment based on their own experiences of the diaspora. To
do that they can gather inspiration from art in other parts of the world.
National identity, therefore, is not given from the outset, but must instead
be created in dialogue with the surrounding world. On the other hand,
one national identity cannot simply be exchanged for another. Katz’s es-
say does not address the role of other communities and other religions in
the Israeli state and art scene.

ENDRE NEMES, GOTHENBURG ART GALLERY, 8-23 NOVEMBER 1958

Endre Nemes was probably featured more often than any other artist at
Gothenburg Museum of Art and Gothenburg Art Gallery during this
period, with exhibitions in 1948, 1958, 1963, and 1968. In 1958 the show
featured his development from surrealism toward abstraction. The paint-
ings were colourful and non-figurative, with shapes grouped dynamically
across the canvas, sometimes surrounded or linked together by dark con-
tours. They were characterized by a distinct rhythm of shapes that move
in various directions. Nemes’s abstract painting can be related to concre-
tism as well as to informalism.



ur samlingen med modern dansk konst till Géteborgs konstmuseum.
Av de itta utstdllande konstnidrerna var en kvinna, Else Alfelt. Till
de mer kidnda namnen hoér Asger Jorn, Richard Mortensen och
Carl-Henning Pedersen. Katalogens reproducerade verk priglas av
abstraherad figuration.

Alfred Westholm pétalar i katalogtexten att Norden saknar konst-
nérer som 1 samtiden fatt internationellt genomslag, med undantag
av danskarna Jorn och Mortensen: "De tillhér en grupp avantgar-
distiska konstndrer med férankring 1 den parisiska konstmiljén.”*
Av Westholms beskrivning att déma forefaller en sddan nérvaro i
konstvirldens centrum vara en forutsdttning for konstnirer 1 den
nordiska periferin att nd ett internationellt genomslag.

Westholm skriver vidare: "En strdavan till abstraktion var tidigt
utmarkande f6r dessa konstndrer liksom ett oférskrackt expressio-
nistiskt drag, kanske en reaktion mot vissa stillsammare tendenser 1
tidigare dansk konst.”® A ena sidan ar vissa danska konstnirer en del
av ett internationellt avantgarde och 1 den meningen kosmopoliter,
4 andra sidan framstalls deras modernistiska uttryck som reaktioner
pa den inhemska konsten. Det nationella och internationella ar sam-
manflitat. En dansk konstnir med nédrvaro pa den internationella
scenen tolkas likvil 1 relation till dansk konsthistoria.

UNGA NORRMAN, 10 APRIL-3 MAJ 1959

Ett annat exempel pa en utstillning som sonderade konsten frian
ett nordiskt grannland ar Unga norrmdn som visades pa Goteborgs
konstmuseum 1959 och dérefter pa Lunds konsthall. De verk som
avbildas 1 katalogen domineras av informellt maleri. Formspraket
ar abstrakt, 1 nagra fall anas ett landskap. Darutéver aterfinns kon-
kret maleri av Gunnar S. Gundersen och Odd Tandberg och en
abstraherad figurativ skulptur av Ramon Isern. Utstéllningen vi-
sar abstraktionens dominerande stillning bland uppmérksammade
yngre konstndrer 1 Norge. Av nio deltagande konstnérer var tva
kvinnor.
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8 DANES: FROM THE INGMAR AND RIGMOR HAMBERG COLLECTION,
13 FEBRUARY-1 MARCH 1959

Yet another exhibition of art from a neighbouring Nordic country was 8
Danes: From the Ingmar and Rigmor Hamberg Collection, which was shown at
Gothenburg Museum of Art in 1959 with Nils Ryndel as commissioner.
In preparation for the exhibition, the Hambergs donated nine representa-
tive works from their collection of modern Danish art to the museum. Of
the eight artists featured only one was a woman — Else Alfelt. Some of
the more well known among them are Asger Jorn, Richard Mortensen,
and Carl-Henning Pedersen. The works reproduced in the catalogue are
characterized by abstract figuration.

In his essay for the catalogue, Alfred Westholm notes the dearth of
contemporary Nordic artists who have achieved international recogni-
tion apart from the Danes Jorn and Mortensen: “They belong to a group
of avant-garde artists with roots in the Parisian art milieu’*? Judging by
Westholm’s description, it appears that such a presence in centre of the
art world is a precondition for artists on the Nordic periphery who wants
to break through internationally.

Westholm goes on to write, ‘A striving for abstraction was distinc-
tive for these artists from early on, along with fearlessly expressionistic
attributes, perhaps as a reaction to certain more serene tendencies in
earlier Danish art’’® On the one hand, certain Danish artists belonged to
an international avant-garde and were in that sense cosmopolitans, and
on the other hand their modernist styles were portrayed by Westholm
as reactions to the art of their home country. The national and inter-
national were woven together. A Danish artist with a presence on the
mnternational scene was nevertheless interpreted in relation to Danish
art history.



Alfred Westholm skriver 1 katalogférordet om de sa kallade
Radhusmalarna 1 Oslo: "Vi méter hdr ett nytt och friskt maleri, 1
nara kontakt med den internationella Pariskonsten, men dnda med
en intressant, norsk inspiration.”* Forestillningen om Paris som
konstnarligt centrum stélls mot Norge som periferi. For att bli ange-
ldgna maste de norska konstnirerna & ena sidan halla sig a jour med
vad som hédnder 1 kontinentens konstmetropol, & andra sidan bevara
ett nationellt sirdrag.

Den norske konsthistorikern Peter Anker skriver om abstraktio-
nen: "Idag er den abstrakte kunsten, som overalt ellers, akseptert
som et naturlig innslag 1 bildet, selvom den ikke er eneradende.”®
Han skriver ocksd om konstnirernas gemensamma grundinstéllning,
trots olika formsprak: "Forst og fremst hva jeg vil kalle en disiplinert
spontanitet, motet til 4 ta sjangsen pd at bildet skal "gé opp’ til slutt.”>
I kombination av spontanitet och rationalitet kan ndgot levande upp-

std, en bild som gar upp, det vill siga fungerar 6ver hela ytan.

KRING SPONTANISMEN, KONSTHALLEN, 5-21 JUNI 1959

Pa Konsthallen Goteborg visade Goteborgs konstmuseum
utstdllningen Aring spontanismen (1959), en vandringsutstillning
fran Riksférbundet fér bildande konst som tidigare visats pa
Konstakademien och som dven besokte Malmé. Deltagande svenska
konstnérer var Torsten Andersson, Inger Ekdahl, Oyvind Fahlstrom,
Rune Hagberg, C.O. Hultén, Roland Kempe, Leif Knudsen, Bengt
Lindstrom, Britt Lundbohm-Reutersvard, Evert Lundquist, Bengt
Olson, Carl Fredrik Reuterswird, Wiking Svensson och Lambert
Werner, inte 1 alla avseenden vad man vanligtvis brukar beteckna
som spontanister. De utldindska konstnédrerna var néstan uteslutande
europeiska namn: Karel Appel, Francois Arnal, Bram Bogart, Alberto
Burri, Camille Bryen, Gianni Dova, Jean Dubuffet, Hans Hartung,
Felix Hatz, Olof Hellstrom, Olivier Herdies, Asger Jorn, Tadeusz
Kantor, André Marfaing, Maryan S. Maryan, André Masson,
Georges Mathieu, Henri Michaux, Joan Miré, Jean Pellotier, Marcel
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YOUNG NORWEGIANS, 10 APRIL-3 MAY 1959

Another example of an exhibition that probed art from a neighbouring
Nordic country is Young Norwegians, which was shown at Gothenburg
Museum of Art in 1959 and thereafter at the Lund Art Gallery (Lunds
Konsthall). Among the works reproduced for the exhibition catalogue,
informalist painting dominates. The style is abstract, though in a few
cases one can sense a landscape. In addition to these there are concrete
paintings by Gunnar S. Gundersen and Odd Tandberg, and an abstracted
figurative sculpture by Ramon Isern. The exhibition reveales abstrac-
tion’s dominant status among the younger Norwegian artists who were
attracting attention. Of the nine participating artists two were women.

In the foreword to the catalogue, Alfred Westholm writes about the so-
called City Hall Painters in Oslo: ‘We find here a new and fresh painting with
close ties to the international art of Paris, but with an interesting Norwegian
inspiration’** Here the conception of Paris as the centre of the art world is
contrasted with Norway on the periphery. To be relevant, Norwegian art-
ists have to stay up-to-date with what is happening in the continent’s artistic
metropolis, and at the same time maintain a distinctively national character.

Norwegian art historian Peter Anker writes of abstraction: “Today
abstract art is accepted, as it is everywhere else, as a natural element in the
picture, even if it is not the dominant feature’? He also writes of how the
artists in the show share a fundamental approach despite having differing
styles: ‘First and foremost what I want to call a disciplined spontaneity, the
courage to take a chance that the picture will ultimately “work out™*® From
this combination of spontaneity and rationality something vital can emerge,
a picture that works out - that is, one that works over the entire canvas.

SURROUNDING ACTION PAINTING, GOTHENBURG ART GALLERY, 5-21 JUNE 1959

In 1959 Gothenburg Museum of Art showed Surrounding Action Painting at
Gothenburg Art Gallery, a travelling exhibition produced by the National



Pouget, Jean-Paul Riopelle, Knut Rumohr, Celso Salgveiro, Toti
Scialoja, K.R.H. Sonerborg. Kumi Sugai, Antoni Tapies, Tal Coat
och Zao Wou-Ki.

Utstallningskatalogen innehéller ett forord och en text med rub-
riken "Tradet, muren och tecknet” av utstallningskommissarien Lars
Erik Astrom. Oyvind Fahlstrém har bidragit med essin "Form och
betydelse”. Darutéver publiceras utdrag ur texter av Jackson Pollock,
Dubuffet, Mark Tobey (om Mathieu), Wols, Michaux, Carl Fredrik
Reuterswird, Hagberg och Michel Tapié. I katalogen avbildas verk
av Michaux, Appel, Kantor, Dubuffet, Mathieu och Tapies, vilka
deltog 1 utstillningen, samt darutéver bilder av Pollock 1 aktion
tillsammans med verk av Franz Kline och Wols. De tre sistndmnde
6nskade Astrém inkludera i utstillningen for att ge rittvisa &t
begreppet spontanism, men det visade sig inte mdjligt. Spontanism
ar den skandinaviska termen f6r internationella riktningar som tach-
1sm och action painting.

Astrém skriver om ambitionen med utstillningen att dokumentera
en stromning inom konsten som under kort tid blommat upp.
Utstillningstiteln "Kring spontanismen” férklarar han med att alla
de konstndrer som visas inte ska betecknas som spontanister, men
alla har beroringspunkter med riktningen. Det handlar om konst
som 1 lagre grad ar viljestyrd, som ldmnar plats f6r slumpen. Michel
Tapiés skrift Un art autre (1952) lyfts fram som en viktig kélla; ett
utdrag ur boken finns ocksa 4tertryckt i katalogen. Astrom betonar
den ”vegetativa och livsnira stimningen, den poetiska mystiken och
den suggestiva naturlikheten” i riktningen men varnar ocksa f6r kon-
sekvenserna av en vulgirspontanism.”

Oyvind Fahlstrém nirmar sig spontanismen utifrin ett
bildspréakligt perspektiv for att utreda riktningens méjligheter. "Det dr
alltsa fraga om ett maleri dar vi ater maste rdkna med tiden”, skriver
han och syftar bade pa skapandets tid och betraktarens avldsning av
skeenden 1bilden.’® Rune Hagberg skriver istillet om sitt tuschmaleri
som ett forsok att limna utrymme f6r penselrérelser med "lagre grad
av viljedirigering, tvirs igenom vilka dock medveten vilja kan gora
sig gallande, t.ex. 1 form av 6verlagringar i férbindelse med mera obe-
stamt preciserade syftemdl”.’® Han beskriver detta som en aktivitet
med “en mer 'primitiv’ karaktir med sin grund 1 den mstinktiva gesten,

uttrycksrorelsen eller drifirorelsen”. Hagberg forestaller sig alltsa att det
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Federation of Fine Arts Societies that had previously been shown at the
Royal Academy of Fine Arts in Stockholm as well as visiting Malmo. The
participating artists from Sweden were Torsten Andersson, Inger Ekdahl,
Oyvind Fahlstrom, Rune Hagberg, C. O. Hultén, Roland Kempe,
Leif Knudsen, Bengt Lindstrém, Britt Lundbohm-Reutersvird, Evert
Lundquist, Bengt Olson, Carl Fredrik Reuterswird, Wiking Svensson,
and Lambert Werner - not all of whom were usually considered ac-
tion painters. The foreign artists in the show were almost exclusively
Europeans: Karel Appel, Francois Arnal, Bram Bogart, Alberto Burri,
Camille Bryen, Gianni Dova, Jean Dubuffet, Hans Hartung, Felix Hatz,
Olof Hellstrom, Olivier Herdies, Asger Jorn, Tadeusz Kantor, André
Marfaing, Maryan S. Maryan, André Masson, Georges Mathieu, Henri
Michaux, Joan Miré, Jean Pellotier, Marcel Pouget, Jean-Paul Riopelle,
Knut Rumohr, Celso Salgveiro, Toti Scialoja, K. R. H. Sonerborg, Kumi
Sugai, Antoni Tapies, Tal Coat, and Zao Wou-Ki.

The exhibition catalogue includes a foreword and the essay “The
Tree, the Wall, and the Sign’ by the show’s commissioner, Lars Erik
Astrém. Oyvind Fahlstrém contributed another essay entitled ‘Form
and Meaning’. In addition the catalogue includes reprints of excerpts
from essays by Jackson Pollock, Dubuffet, Mark Tobey (on Mathieu),
Wols, Michaux, Carl Fredrik Reuterswird, Hagberg, and Michel
Tapié. It also reproduces works by Michaux, Appel, Kantor, Dubuffet,
Mathieu, and Tapies, who all contributed to the exhibition, and ad-
ditional pictures of Pollock in action along with works by Franz Kline
and Wols. Astr('jm, the exhibition commissioner, wanted to include the
latter three in order to do justice to the concept of action painting, but
ultimately it was not possible.

Astrom writes in his essay of the show’s ambition to document a
movement within art that had quickly blossomed up. He explaines the
title of the exhibition, Surrounding Action Painting, by acknowledging that
not all of the featured artists should be considered action painters, but
that they all had points in common with the movement. The show is
about art that was less driven by individual will, art that left room for
accident. Astrom identifies Michel Tapié’s Un art autre (1952) as an impor-
tant source, and an excerpt from the book is reprinted in the catalogue.
Astrém emphasizes the ‘vegetative and nurturing mood, the poetic mys-
tique and the suggestive naturalism’ of the movement, but also cautions
about the consequences of a vulgar form of action painting.”’



omedvetna, instinkt och drifter, ska komma till uttryck i det spontana
malningssattet. Fahlstrom motsatte sig denna tro pa att det spontana
malningssattet skulle stilla oss 1 forbindelse med djuppsykologiska
skikt. En debatt dem emellan utspelade sig 1 en rad artiklar 1 savil
Konstrevy som Faletten.!

Debatter som denna synliggor ofta diskursen pé ett belysande sitt.
Meningsskiljaktigheter kan blottlidgga, inte bara vad kombattanterna
strider om, utan ocksa vad de har gemensamt. Vari bestar menings-
skiljaktigheten 1 detta fall? Dels handlar det om kvalitetskriterier. I
grunden finns ocksa fysiologiska, psykologiska och filosofiska frage-
stallningar om konstskapandets villkor, seende och tolkning.

Hagberg foretrader en hallning som ar mer romantisk-expresstv,
dar konstndren bor striva efter ett direkt och spontant uttryck for
att nad djupare skikt av personligheten. Fahlstrém narmar sig istéllet
semiotikens tolkningsmodell, dir betydelser skapas genom tecknens
inbordes relation. I semiotiken ldggs mindre vikt vid upphovsman-
nen och mer vid sammanhang. Betydelse dr nagot som skapas 1 tolk-
ningen, inte nagot som finns inneboende 1 verket, enligt semiotiken.

Vad har de gemensamt? Ingen av konstndrerna ifragasétter ma-
leriets eller abstraktionens giltighet, nagot som skulle ske genom
politiseringen av konstdiskussionen kring 1968, och senare under
debatten om postmodernismen 1987. Savil Hagberg som Fahlstrom
bottnar 1 den modernistiska avantgardismen och standpunkten att
konsten bor utforska nya omraden och formsprak. Att detta dr kon-
stens uppgift tas for givet. Dar Hagberg ser potential till nagot nytt
och levande 1 det spontana arbetssittet ser Fahlstrom det snarare i en
laboration av bildtecken.

Kring spontanismen fick stor uppmarksamhet 1 media. Infor utstall-
ningen gjordes ett inslag i tv-programmet "Prisma” dar Fahlstrom de-
monstrerade hur manutfér en spontanistisk malning.®* Omdiskuterad
blev dven den anvdnda palett av masonit som Fahlstrom nyttjat som
emballage och som curatorn Lars Erik Astrém, i tron att det var en ml-
ning, av misstag inkluderade 1 utstdllningen. Detta upptéckte konst-
niren da han tva veckor in pa utstillningen atervinde fran Paris.®®
Det féranledde en diskussion om vad som dr konst och om spontanis-
men kan betraktas som ett skdmt. Diskussionen om spontanismens
trovardighet som konst blossade upp pa nytt 1 Géteborg 1964, efter
att en gallerist inkluderade verk av "den franske spontanisten Pierre
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Oyvind Fahlstrém approaches action painting from a visual language
perspective in order to investigate the movement’s potential. “Thus what
we have here is painting in which we must once again consider time’,
he writes, referring both to the time involved in creating the painting
and to the viewer’s reading of the events in the picture.”® On the other
hand, Rune Hagberg writes about his ink wash paintings as an attempt to
leave room for brush movements with ‘a lesser degree of wilful directing,
although conscious will can begin to exert itself throughout in the form
of, for example, painting over without a precisely determined purpose’.”’
He describes this as an activity with ‘a more “primitive” character that is
based on the wstinctive gesture, the expressive movement, or the visceral movement.*
Hagberg’s idea, then, is that the subconscious, our instincts and urges,
should find expression in the spontaneous way of painting. Fahlstrém
opposed this belief that spontaneous painting could connect us with the
deeper levels of the human psyche. A debate between the two played out
in a series of articles in the Swedish art magazines Konstrevy and Fuletten.®!

Debates like this can often shed light on the underlying discourse.
Differences of opinion can be exposed, and we can see not only what the
two opponents were arguing over but also what they have in common.
What constitutes the difference of opinion in this case? In part it is about
quality criteria. There are also fundamental physiological, psychological,
and philosophical questions about the conditions, viewing, and interpre-
tation of artistic creations.

Hagberg represents an approach that is more romantic-expressive,
in which the artist ought to strive for a direct and spontaneous expres-
sion in order to reach down into deeper layers of his or her personal-
ity. Fahlstrom is instead taking an approach closer to the interpretive
model of semiotics, in which meanings are created through the internal
relationships among symbols. According to semiotics, meaning is some-
thing created through interpretation, not something that exists inher-
ently in the work of art.

What did the two artists have in common? Neither of them ques-
tioned the legitimacy of painting or abstraction, which others would
during the politicization of the art discourse in the years around 1968,
and later in the 1987 debate over postmodernism. Both Hagberg and
Fahlstrom based their thinking in the modernist avant-garde and the
standpoint that art ought to explore new realms and new idioms. They
took for granted that this is the role of art. In spontaneity as a working



Brassau” pa en utstdllning. Efter att konstkritikern Rolf Anderberg
berémmande skrivit "att hans penseldrag vrider sig med en vild-
sint krisenhet”, avsldjades Brassau vara en chimpans frin Boras
djurpark.®

Dessa bada ”“skandaler” siager nagot om spontanismens problem.
Stravan efter det ursprungliga och spontana upphaver statusen av det
traditionella hantverkskunnandet. Nér slumpmetoder tradde in 1 male-
riet uppstod en problematik kring upphovsmannaskap. Om bilden ar
tillkommen av en slump, vad kravs det da f6r konstnérlig kompetens?

Pa Kring spontanismen koptes verk av Kumi Sugai och Jean-Paul
Riopelle till museets samling.

ARKITEKTUR OCH BILDKONST | SAMSPEL, KONSTHALLEN, 3 JULI-9 AUGUSTI 1959

Pa Arkitektur och bildkonst i samspel, som ndrmast kom fran Kunstnernes
hus 1 Oslo, uppmérksammades bildkonstens roll 1 den moderna ar-
kitekturen pa Konsthallen Goteborg 1959. Arkitektur och bildkonst @
samspel var en vandringsutstillning med den franska avantgarde-
tidskriften Architecture d’Aujourd hui som itiativtagare. Den visade pa
forbindelser mellan funktionalistisk arkitektur och bildkonst genom
vad som d4 kallades dekorativ konst. Aven den moderna arkitektu-
rens konstniarliga och skulpturala egenskaper uppmarksammades.

Katalogen innehadller en text av den franske foérfattaren och
konstkritikern Pierre Gueguen. Har framtrader en tydlig modernis-
tisk hallning som avvisar traditionell utsmyckning till f6rman fér en
funktionell integrering av konst och arkitektur:

I formkunstens verden kan og ber kunstens integrasjon vzre fullstendig. En slik integrasjon
blir til og med en moralisk intergrasjon [sic.], da det mé vare en @ressak for det moderne
menneske, uansett hvilken innstilling det har till svundne tiders stilarter, ikke & la seg fore

pé villspor av antikk, romantikk og av historisk krims-krams.*

Var tid har sin stil och den moderna arkitekturen och konsten mas-
te vara modern, det vill sdga funktionalistisk respektive abstrakt.
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method Hagberg saw the potential to create something new and vital,
whereas Fahlstrom found that potential instead in experimenting with
the picture’s symbolic content.

The Surrounding Action Painting exhibition garnered widespread atten-
tion in the media. The show was preceded by a segment on the television
programme ‘Prisma’ in which Fahlstrém demonstrated how one makes
a spontaneous painting.®* There was also a great deal of discussion over
one of Fahlstrém’s masonite paint palettes, which he had used in crating
another work and which the curator, Lars Erik Astré')m, had mistaken
for a painting and accidentally hung with the exhibition. The artist did
not discover this until he returned from Paris two weeks into the exhibi-
tion.® It led to a discussion about what constitutes art and whether action
painting could be considered merely a joke. The discussion about action
painting’s credibility as art blew up again in Gothenburg in 1964, after a
gallerist included works by ‘the French action painter Pierre Brassau’ in
an exhibition. After art critic Rolf Anderberg had gushed that ‘his brush-
strokes twist with a wild fastidiousness’ it was revealed that Brassau was
a chimpanzee from a zoo in Bords.*

Both of these ‘scandals’ say something about the problem of action
painting. Striving for the immediate and spontaneous upends the status of
the artist’s traditional expertise in crafting his or her art. When methods
of painting based on chance entered the scene, a complex of problems
arose surrounding the idea of authorship. If the picture is generated by
chance, wherein lies the artist’s skill?

In conjunction with Surrounding Action Painting, Gothenburg Museum
of Art acquired works by Kumi Sugai and Jean-Paul Riopelle for its
collection.

ARCHITECTURE AND VISUAL ARTS IN INTERACTION, GOTHENBURG ART
GALLERY, 3 JULY-9 AUGUST 1959

The 1959 exhibition Architecture and Visual Arts in Interaction, which came
to Gothenburg Art Gallery after a stint at Kunstnernes Hus in Oslo, ex-
plored the role of the visual arts in modern architecture. It was a travelling



Gueguen talar om en moralisk integration av konst och arkitektur
som skalar bort all romantik och ornamentik. Den goda formen ska
skapa en bittre vdrld. Foraktet for ornamentiken, detta enligt moder-
nismen sa férhatliga utanpaverk som enbart déljer formen, genljuder
av Adolf Loos stridsskrift "Ornament und Verbrechen” (1908).%
Konsten maste vara riktad mot framtiden, skriver Gueguen: "Smak
og god vilje er ikke nok, heller ikke deatljkunnskap. Det som trengs
er de hovedtanker og ledertanker som ligger latent 1 tiden, og som
gjor det mulig for kunstnerne a vage det store sprang.”®

Att olika medier som maler1, skulptur, mattor, mosaik och glas-
maleri var representerade pa utstéllningen forklaras med att konst-
genrer narmat sig varandra: "De fire kunstgrener har oppnadd en
enhet ved a delta 1 drhundradets viktigste stromning, den abstrakte,
som har lagt bak seg den nedvindige opposisjonsperiode ovenfor
naturen og det figurative.”®® Abstraktionen har nu passerat sin revo-
lutiondra fas och kan ga in i verkstillandets tid.

Vad ér da abstraktion? Gueguen refererar till Platons idéldra och
forknippar abstraktionen med idéernas absoluta och sanna vérld, i
kontrast till avbildningens ofullkomliga representation av ofullkom-

liga sinnesférnimmelser:

I folge Platons lere nekter abstraksjonen & imitere gjenstandene. Den anser det viktigst &
uttrykke det essensielle ved tingene, og vil oppné dette ved indirekte & formidle en natur-
verden ved hjelp av de rene geometriske figurer, fri for det banale og det anekdotiske, eller

gjerne ogsa ved de primitive flekkeffekter.®

Det banala, anekdotiska och primitivt effektsokande framstills som
oonskat: det dr de rena, geometriska formerna som star for den san-
na abstraktionen.

Texten dr tidstypisk 1 sin framstillning av det moderna som likty-
digt med abstrakt, en avskalning av uttrycket dir det berdttande och
dekor avlidgsnas for den rena formen. Liksom funktionalismen av-
visar det dekorativa utanpaverket 1 arkitekturen, gor abstraktionen
motstind mot romantik, det sentimentala, banala och anekdotiska,
enligt Gueguen. Abstraktionen ger arkitekturen en ny storhetstid,
fortsatter forfattaren som ocksa argumenterar mot maleri som djupil-
lusion och fér det ytmissiga. Detta nya maleri kan 1 samverkan med
arkitekturen skapa nya moderna rum.
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show produced by the avant-garde French journal Architecture d’Aujourd hui.
It demonstrated the links between functionalist architecture and visual
arts through public art, and also examined the artistic and sculptural at-
tributes of modern architecture.

The exhibition catalogue includes an essay by the French author and
art critic Pierre Gueguen. The text displays a clearly modernist approach
that scornes decoration in favour of a functional integration of art and
architecture:

In the design world, the integration of art can and should be complete. Such integra-
tion is even a moral integration, because it must be a matter of honour for the modern
man, regardless of what attitude he has toward the styles of bygone eras, not merely

to lie down on the tracks of antiquity, romanticism, and historic frippery.*

Each era has its own style, and modern architecture and modern art
ought to be modern - that is, functionalist and abstract, respectively.
Gueguen writes of a moral integration of art and architecture that will
strip away romanticism and ornamentation. Good design will create a
better world. This contempt for ornamentation, this — according to mod-
ernism — deplorable facade that merely hides the form, is an echo of Adolf
Loos’s strident ‘Ornament and Crime’ (1908).% Art needs to aim for the
future, writes Gueguen: “Taste and good intentions are not enough, nor
is detailed knowledge. What is needed are the principal ideas, the leading
ideas that lie latent in the times, and that make it possible for artists to dare
to take great leaps forward’.””

The fact that various media - painting, sculpture, rugs, mosaics, and
glass painting — were featured in the exhibition is explained by the conflu-
ence of different genres of art: ‘the four branches of art have achieved a
unity by participating in the century’s most important tendency — abstrac-
tion, which has now moved beyond the necessary period of opposition
from nature and the figurative’.%® Having passed the revolutionary phase,
abstraction was now ready to enter into the age of fulfilment.

What then is abstraction? Gueguen refers to Plato’s theory of forms
and associates abstraction with the absolute and true world of ideas,
in contrast to a picture’s imperfect representation of imperfect sensory
Impressions:



Aven om han rér sig inom tidens konstnirliga idédebatt ter sig
Gueguens standpunkt dogmatisk i jamforelse med exempelvis Ulf
Lindes forsvar for de informella. Det abstrakta framstills inte som
ett alternativ eller en mangfald utan som det enda sprak (den geo-
metriska abstraktionen) som ldmpar sig for att uttrycka det moderna
och formge det moderna samhallet.

Vid denna tidpunkt befann sig abstraktionen och funktionalis-
men pa sin h6jdpunkt. Gueguen lyfter f6ljdriktigt fram abstraktionen
som 1900-talets viktigaste stromning. Vad texten inte berér ar allt
det som utesluts ur detta ideal, som den forestallande eller realistiska
konsten, surrealism liksom andra former av abstraktion som inte
passar in 1 Gueguens sniva definition.

En diskursiv utgangspunkt for texten dr att abstraktionen &r sy-
nonym med modernism. Detta behover knappast sdgas. Likval ar
det just for att abstraktionen uppfattas som modern som den vinner
sin storsta legitimitet. Utvecklingen beskrivs narmast som naturgi-
ven. Abstraktionen ar det naturliga svaret pa det moderna, en sorts
reningsprocess, en tillnyktring jamférbar med upplysning och ve-
tenskap. Vad som hér framtrader dr en utopisk men ocksa tamligen
auktoritér vision om abstraktionens méjligheter som modernt sprak.

PARIS 1959, 24 OKTOBER-15 NOVEMBER 1959

FParis 1959 presenterade den franska samtida konstscenen 1 Paris f6r
en svensk publik pa Galerie Blanche 1 Stockholm och Gé&teborgs
konstmuseum 1959. Utstdllningen anordnades 1 samarbete med en
rad gallerier: Galerie Eriel, Galerie de France, Galerie Le Gendre
och Galerie Stadler 1 Paris samt Galerie Benador i Genéve. Sju konst-
nérer var representerade: Pierre Alechinsky, Francois Arbal, Albert
Bitran, Corneille, Jacques Doucet, Roger Edgar Gillet och Antonio
Saura. Nagra av de storsta namnen tillhér konstnérer fédda utan-
for Frankrike, som Alechinsky (Belgien), Corneille (Nederldnderna)
och Saura (Spanien), men samtliga var vid tidpunkten verksamma
1 Paris.
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In keeping with Plato’s theory, abstraction refuses to imitate objects. It considers it
most important to express about each thing the essential, and intends to achieve this
by indirectly conveying the natural world with the help of pure geometrical figures,

free of the banal and the anecdotal, or even by using primitive drip techniques.*

The banal, the anecdotal, and the primitive spectacle are portrayed as unde-
sirable: it is the pure, geometrical forms that stands for the true abstraction.

Gueguen’s essay is typical of the day in its equating the modern with
the abstract, a stripping down of the expression in which the messages
and décor are removed to reveal pure form. Just as functionalism dismiss-
es the decorative facade in architecture, according to Gueguen, abstrac-
tion opposes the romantic, the sentimental, the banal, and the anecdotal.
Abstraction has opened the door to a new great age in architecture, the
author continues, while arguing against painting as a deep illusion and in
favour of the superficial. This new painting, in concert with architecture,
can create new, modern spaces.

Although he is writing within the framework of that era’s artistic
ideological debate, Gueguen’s viewpoint seems dogmatic in comparison
to, for example, Ulf Linde’s defence of informalism. For Gueguen, the
abstract is not just one alternative or part of a diverse landscape of pos-
sibilities; instead geometric abstraction is the only language appropriate
for expressing the modern and for designing a modern society.

At this point in time abstraction and functionalism were reaching the
height of their influence. Consequently Gueguen identifies abstraction as
the most important current in the art of the twentieth century. What his
essay does not address is what is excluded from this ideal, such as repre-
sentational or realistic art, surrealism, and other forms of abstraction that
do not fit into Gueguen’s narrow definition.

A rhetorical point of departure for the essay is the assumption that
abstraction is synonymous with modernism. It hardly needs to be stat-
ed. Nevertheless, the fact that abstraction is perceived as modern is pre-
cisely what lends it the most legitimacy. This development is described
as almost an inevitable fact of nature. Abstraction is the natural answer
to the modern — a kind of purification process, a sobering up compa-
rable to enlightenment and science. What emerges here is an almost
utopian but also quite authoritarian vision of abstraction’s potential as
a modern language.



Katalogtexten &r forfattad av Ulf Linde, som da sedan nagra ar var
konstkritiker f6r Dagens Nyheter. De informella star 1 fokus for texten.
Linde tar sin utgangspunkt 1 de motstridiga ismernas sanningsansprak
1 den tidiga modernismen. Linde ser en 6ppnare, mindre dogmatisk
attityd. Metoden véxer fram under arbetets gang: "De lever i 6ppenhet
endast forlitande sig pa det som 1 deras egen situation ter sig levande
och nédvindigt, ma det komma varifrén det an kommer.””

I Lindes upphdjande av det odogmatiska kan man ana en trétthet
vid modernismens utopiska projekt. Kanske idealiserar Linde den in-
formella abstraktionen nir han ser den som 6ppen och skeptisk. Den
kan visserligen ses som ett uttryck for en sorts ideologisk nollpunkt
efter andra varldskrigets aldrig tidigare skddade forstorelse. De infor-
mella malade existentiellt laddade bilder som erbjod sar och tomrum
som metaforer istallet for utopiska modeller och abstraktioner.

Utstéllningen dgde rum strax fore utgivningen av Lindes upp-
mirksammade bok Spejare. En essé om konst (1960), som behandlar
modernismen fran Matisse och Duchamp till den informella konsten
och den abstrakta expressionismen.” Med Spgare gjorde Linde ett
inflytelserikt inldgg 1 konstdiskussionen dir han ifrdgasatte stravan
efter sanning 1 konsten och uppmérksammade betraktarens med-
skapande roll 1 konstverket. Detta perspektiv forsvarade han dven 1
den stora konstdebatten tva ar senare.” Avsnitten om de informella 1

Spejare bygger uppenbart pa katalogtexten till Paris 1959.

13 BRITTISKA GRAFIKER, 21 NOVEMBER-6 DECEMBER 1959

Utstallningen 13 brittiska grafiker visades pa Goteborgs konstmuseum
1959 och éret dérpa pa Lunds konsthall och Varmlands Museum.
Den 1illustrerade utstillningskatalogen ar redigerad av Nils Ryndel.
Urvalet gjordes av Robert Erskine, ledare f6r St George’s Gallery 1
London. Katalogens avbildade grafiska blad kan alla beskrivas som
abstrakta, frdn det nonfigurativa till abstraherade motiv som figurer,
landskap, stadsbilder och mariner. Av de tretton utstdllande grafi-
kerna var samtliga man.
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PARIS 1959, 24 OCTOBER-15 NOVEMBER 1959

Furis 1959 presented the contemporary art scene in Paris for Swedish au-
diences at Galerie Blanche in Stockholm and Gothenburg Museum of Art
i 1959. The exhibition was arranged in collaboration with a number of
galleries: Galerie Eriel, Galerie de France, Galerie Le Gendre, and Galerie
Stadler in Paris and Galerie Benador in Geneva. It featured seven art-
ists: Pierre Alechinsky, Francois Arbal, Albert Bitran, Corneille, Jacques
Doucet, Roger Edgar Gillet, and Antonio Saura. Some of the more
prominent among these were born outside of France, such as Alechinsky
(Belgium), Corneille (the Netherlands), and Saura (Spain), but at the time
of the show all were working in Paris.

Ulf Linde, who for years had been an art critic for the national daily
Dagens Nyheter, wrote an essay for the exhibition catalogue. His point of de-
parture is the contentious claims to the truth among the various ums during
the early modern era. Linde identified a more open, less dogmatic attitude
in which the artist’s method emerges during the process of painting: “They
live in openness, relying only on what seems vital and necessary in their
own situations, regardless of where the impulse may come from’”

In Linde’s elevation of the undogmatic we can detect a certain wea-
riness with modernism’s utopian project. Perhaps Linde was idealizing
informalist abstraction when he characterized it as open and sceptical. It
could certainly be seen as an expression for a kind of ideological ground
zero following the unprecedented destruction of the Second World War.
The informalists painted existentially loaded pictures that offered open
wounds and empty voids as metaphors rather than utopian models and
abstractions.

The exhibition took place just before the publication of Linde’s wide-
ly acclaimed book Spgjare: En essé om konst (1960), which treats modern-
ism from Matisse and Duchamp to informalist art and abstract expres-
sionism.” With Spejare Linde made an influential contribution to the art
discourse by questioning the quest for truth in art and by calling attention
to the viewer’s role as co-creator of a work of art. He defended this per-
spective again two years later in the great art debate in Sweden.” The
chapter in Spejare on informalism was obviously based on Linde’s essay
for the Faris 1959 catalogue.



I katalogforordet tar Alfred Westholm avstamp i det vixande in-
tresset for grafik 1 Sverige och England.” Han namner att en mer
experimenterande grafisk konst framtrétt 1 England, dér en tradi-
tionsbunden grafik annars haft en stark stallning. Grafikutstallningar
ar vanligt férekommande under hela undersékningsperioden. Inte
sdllan handlar det som hdr om samlingsutstallningar med grafik frén
ett annat land inom ett bilateralt kulturutbyte. Ett liknande exempel
ar utstillningen Portugisisk graftk. Konstndrsgruppen Gravura, som visa-
des pa Goteborgs konstmuseum 26 juni-27 juli 1958.

UNGA SPANSKA MALARE, KONSTHALLEN, 9-31 JANUARI 1960

Goteborgs konstmuseum och Géteborgs Konstférening visade Ungu
spanska malare pa Konsthallen Goteborg 1960. Utstéllningen ordna-
des av Spanska utrikesministeriets Generaldirektion for kulturella
forbindelser 1 Madrid. Urvalet gjordes av kommissarie Luis Gonzdlez
Robles och utstdllningen hade aret innan visats 1 Paris, Fribourg,
Basel och Miinchen.

Unga spanska malare visade verk av Eduardo Alcoy, Rafael
Canogar, Modesto Cuixart, Francisco Farreras, Luis Feito, José
Guinovart, Cesar Manrique, Alfonso Mier, Manolo Millares, Lucio
Munoz, Enrique Planasdurd, Manuel Rivera, Gerardo Rueda,
Antonio Sudrez, Juan José Tharrats, Vicente Vela, Manuel Viola
och Fernando Zdébel. De dr uteslutande manliga, abstrakta, 1 fler-
talet fall ocksa nonfigurativa, malare med ett organiskt formsprak 1
jordfarger.

I katalogen skriver Alfred Westholm: "Det har blivit klart att en
ny, mycket ung generation spanska malare ater ryckt till sig ett cen-
tralt intresse 1 dagens konstdiskussion.”” Westholm relaterar dessa
samtida spanska malare till den internationella konsten men ocksa till
en specifikt spansk miljé: "Det internationella, nonfigurativa konst-
sprak, vi under 1950-talet lart oss forsta, talas hiar med en morkare,
stravare, kraftfullare, och kanske mera 6vertygande dialekt 4n vi va-
rit vana vid.””®
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THIRTEEN BRITISH GRAPHIC ARTISTS, 21 NOVEMBER-6 DECEMBER 1959

The exhibition Thirteen British Graphic Artists was shown at Gothenburg
Museum of Art in 1959, and again the following year at Lund Art Gallery
(Lunds Konsthall) and Varmlands Museum. The illustrated catalogue for
the show was edited by Nils Ryndel. The selection of works was made by
Robert Erskine, director of St George’s Gallery in London. The graphic
prints reproduced in the catalogue can all be described as abstract, from
the non-figurative to abstracted figures, landscapes, urban and seascapes.
All of the thirteen artists featured were men.

In the foreword to the catalogue, Alfred Westholm begins with the
growing interest in graphic arts in both Sweden and England.” He notes
that a more experimental graphic art has emerged in England, where tra-
dition-bound graphics had otherwise enjoyed a strong position. Graphic
arts exhibitions were common events throughout the period of our study.
These shows were not infrequently comprehensive exhibitions of graphic
arts from another country as part of a bilateral cultural exchange. A similar
example is the exhibition Portuguese Graphic Aris: The Gravura Artists” Group,
which was shown at Gothenburg Museum of Art 26 June—27 July 1958.

YOUNG SPANISH PAINTERS, GOTHENBURG ART GALLERY, 9-31 JANUARY 1960

Gothenburg Museum of Art and Gothenburg Art Association presented
Young Spanish Fainters at Gothenburg Art Gallery in 1960. The exhibition
was arranged by the Spanish Foreign Ministry’s Directorate General for
Cultural Exchange in Madrid. Its Commissioner, Luis Gonzdlez Robles,
selected the works for the exhibition, which had been shown the previous
year in Paris, Fribourg, Basel, and Munich.

Young Spanish Panters featured works by Eduardo Alcoy, Rafael
Canogar, Modesto Cuixart, Francisco Farreras, Luis Feito, José Guinovart,
Cesar Manrique, Alfonso Mier, Manolo Millares, Lucio Mufioz, Enrique
Planasdurd, Manuel Rivera, Gerardo Rueda, Antonio Sudrez, Juan José



Den abstrakta konsten forstas som ett internationellt sprak, och
de spanska madlarnas uttryck som en dialekt av detta sprak, en ton
fargad av nationens tillstand, nationella erfarenheter av inb6rdeskrig
och diktatur, av historia och kultur. Denna visuella dialekt relateras
ocksa till landets konsthistoria: ”Samtidigt kdnner vi igen de spar-
samma uttrycksmedlen fran gangna epokers spanska konst, och vi
ser hari ett tecken pad dktheten och ursprungligheten hos de unga
spanska konstndrer, som nu presenteras.””® Trots att de arbetar 1 ett
visensskilt formsprak ses de unga spanska malarna av idag som {6r-
valtare av en lang tradition. Genom att férvalta det inhemska visar de
prov pa sin dkthet — de &r inte bara flgjlar f6r internationella vindar.

Den terracottafargad katalogen innehéller ocksa en text av José
Miguel Ruiz Morales, Generaldirektér for spanska utrikesministeri-
ets avdelning for kulturella férbindelser. Han berdr dér konstnars-
grupperna Dau Al Set (Tarningens sjunde sida) 1 Barcelona och El
Paso (Steget) 1 Madrid, som bada fick ett definitivt internationellt
genombrott pa Venedigbiennalen 1958. Morales skriver:

Det ar kritikernas sak att underséka den nya spanska skolans sirdrag. Eduardo Cirlot
anfor f6ljande karakteristika: stranghet, asketism, spanningsfylld relation till det férgéngna,
dragning till metafysik. Bland andra egenskaper betecknande for spanskt vésen frapperar
dessa malningar genom stilens enkelhet, kinslan fér det tragiska — som Unamuno papekat
- intuition som medel for kunskap och den plétsliga flykten, néstan utan 6vergang, mot det

transcendentala.”

Texten ger uttryck for att det finns en gemensam anda, ett visst ut-
tryck som de spanska konstndrerna delar genom sin bakgrund. Att
pé detta sitt sammanfora spanska konstnérer, med olika formsprak
och regional identitet, under ett ramverk hinger férstds samman
med det kulturpolitiska projektet men tendensen marks dven pa an-
nat hall. Den samtida spanska konsten f6rbinds inte bara med spansk
konsthistoria, utan ocksa med en sérskild spansk karaktar.

En sarskild tyngdpunkt kom att liggas vid den spanska efter-
krigstidens konst, inte bara 1 utstéllningsverksamheten utan ocksa 1
férviarven. Westholm skriver 1 arstrycket for 1956-1966: "Pa en stor
utstillning (se nedan), som museet nbjudit till, inképtes malningar
av Luis Feito (f. 1919), Rafael Canogar (f. 1934) och Lucio Mufioz
(f. 1929). Dessutom har man 1 konsthandeln forvarvat malningar av
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Tharrats, Vicente Vela, Manuel Viola, and Fernando Zoébel. All were
abstract and in most cases non-figurative painters with an organic style
using earth tones.

In the catalogue Alfred Westholm writes, ‘It has become clear that a
new, very young generation of Spanish painters has once again grabbed
the spotlight in today’s art discussion’’* He related these contemporary
Spanish painters to international art, but also to a specifically Spanish envi-
ronment: “The international, non-figurative language of art we learned to
understand in the 1950s is spoken here with a darker, coarser, more pow-
erful, and perhaps more convincing dialect than we have been used to’.”

Westholm understood abstract art as an international language, and
the Spanish painters’ style as a dialect of that language, a tone coloured
by national conditions, by national experiences of civil war and dictator-
ship, and by history and culture. He also related that visual dialect to
the country’s art history: ‘At the same time, we recognize the restrained
means of expression from the Spanish art of bygone eras, and in it we see
signs of authenticity and fidelity to their origins among the Spanish artists
presented here’.” Even though they were working in a fundamentally dif-
ferent idiom, the young Spanish painters of the day were seen as stewards
of a long tradition. In caring for this heritage they demonstrated their
authenticity - they were not merely weathervanes that went whichever
way the international winds blew.

The terracotta-coloured catalogue also includes an essay by José
Miguel Ruiz Morales, the Director General of the Spanish Foreign
Ministry’s Department of Cultural Exchange. In it he touches on two art-
1sts’ groups, Dau Al Set (the Seventh Side of the Dice) in Barcelona and El
Paso (the Step) in Madrid, both of which achieved decisive international
breakthroughs at the Venice Biennale of 1958. Morales writes:

It is up to the critics to examine the new Spanish school’s distinctive traits. Eduardo
Cirlot suggests the following characteristics: severity, asceticism, a tension-filled rela-
tionship to the past, leanings toward metaphysics. Among other attributes character-
istic of the Spanish essence, these paintings are astonishing for their stylistic simplicity,
their sense of the tragic — as Unamuno has noted — intuition as a means of learning and

the sudden flight, almost without transition, toward the transcendental.”

Morales’s essay expresses the belief that there exists a common spirit, a
certain style that Spanish artists share through their background. To thus



Antonio Tapies (f. 1923) och Antonio Saura (f. 1930).””® Samlingen
utokades senare med ytterligare namn. Tillsammans med brittisk och
italiensk skulptur kom darfér det spanska moderna maleriet att till-
hor det mest vilrepresenterade nar det géller efterkrigstidens konst.

HENRI MICHAUX. GOUACHER, AKVARELLER, TECKNINGAR, 5-20 MARS 1960

Med Henri Michaux. Gouacher, akvareller, teckningar (1960) presentera-
des ett aktuellt internationellt namn pa Géteborgs konstmuseum.
Den franske forfattaren och konstniaren Henri Michaux spontanis-
tiska maler1 var 1 ropet dven 1 Sverige. Ulf Linde uppmérksammade
det 1 sin essdbok Spgare samma ar. Utstallningskatalogen innehéller
en kort biografi, katalog och tva kortare texter av konstnaren.

Michaux ér kdnd for sina teckningar gjorda under ruset av den
hallucinogena drogen mescalin. Om dessa skriver han att han malar
for att "hdmta upp de hiftigaste rytmerna och (om det ar méjligt, och
det dr majligt 1 mescalinet) svangningarna 1 anden sjilv”.” Michaux
stravar efter sjalvutpldning av den del av egot som &r namn, identitet
och aktning: "Nar boélden att vara nagon dr borta ska jag pa nytt
dricka av den ndrande rymden.”® Michaux beskriver med andra ord
det konstnirliga skapandets férutsittning som jagutplaning, vilket
forbinder honom med romantikernas stravanden.

Det finns ett romantiskt arv ocksa 1 efterkrigstidens abstrakta
modernism. Michaux metoder har sina rétter 1 surrealismens auto-
matiska skrift, som &ven den nirs av en romantisk drém om grans-
overskridande jaguppldsning 1 en specifik mening av att undkomma
overjagtes och kulturens kontroll och censur f6r en mer autentisk
existens. Hos Michaux dr det fraga om ett abstrakt bildsprdk som
inte 1 férsta hand definieras utifrdn sina farg- och formrelationer, utan
genom processen och skapandets relation till medvetandet.

Michaux ldses hir inte utifran sin nationalitet som fransman utan
lyfts fram som en nyskapande modernistisk konstnar. Samtidigt be-
finner han sig 1 kélvattnet av den franska modernismens riktningar
som surrealism och art informel.
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gather all of Spain’s artists, with their various styles and regional identi-
ties, under a single framework was of course related to a cultural political
agenda, but the tendency was also noted in other areas. Here Morales is
linking contemporary Spanish art not only with Spanish art history but
also with a particular Spanish character.

Gothenburg Museum of Art came to give particular emphasis to post-
war art in Spain, in terms of both its exhibitions and its acquisitions.
Westholm writes in the annual report for 1956-66: ‘At a large exhibition
(see below) to which the museum was invited, paintings by Luis Feito
(b. 1919), Rafael Canogar (b. 1934), and Lucio Muiioz (b. 1929) were
acquired. It acquired additional paintings on the art market by Antonio
Tapies (b. 1923), and Antonio Saura (b. 1930)’7 The collection was later
expanded with work by a few other artists. Along with British and Italian
sculpture, modern Spanish painting therefore came to be among the most
well represented in the museum in terms of post-war art.

HENRI MICHAUX: GOUACHES, WATERCOLOURS, DRAWINGS, 5-20 MARCH 1960

The exhibition Henri Michaux: Gouaches, Watercolours, Drawings (1960) fea-
tured works of a leading international artist of the moment at Gothenburg
Museum of Art. French author and artist Henri Michaux’s informal
paintings were in great demand even in Sweden — Ulf Linde said as much
mn his book Spgjare that same year. The exhibition catalogue included a
brief biography, a list of works, and two short essays by the artist himself.
Michaux is known for the drawings he made under the influence of the
hallucinogenic drug mescaline. He wrote that he made these to ‘gather up
the most mntense rhythms and (if possible, and it is possible with mescaline)
the swing of the soul itself”” Michaux strove to wipe out the part of his own
ego that was name, identity, and esteem: “‘When the cyst of being some-
body has been removed, I will once again drink in the nourishing space’*
In other words, he was calling elimination of the self a precondition for
artistic creation, which links him with the strivings of the romantics.
There is also a romantic legacy in the abstract modernism of the post-
war period. Michaux’s methods were rooted in surrealism’s automatic



FRANSK KONST AV IDAG. AKVARELLER, GOUACHER OCH PASTELLER,
15 MARS-10 APRIL 1960

Fransk konst av idag. Akvareller, gouacher och pasteller (1960) ar ytterligare
ett exempel pa en utstdllning med samtida fransk konst. Katalogen ar
redigerad av Nils Ryndel och innehaller, férutom ett férord av Alfred
Westholm, en text av Bernard Dorival, Conservateur du Musée
National d’Art Moderne i Paris, som sammanstéllde utstillningen.

I utstéllningen deltog 44 konstndrer varav en kvinna: Anita de
Caro. Till de mer kdnda namnen hor Jean Bazaine, Roger Bissiére,
Hans Hartung, Alfred Manessier, Georges Mathieu, Edouard
Pignon, Serge Poliakoff, Jean-Paul Riopelle, Pierre Soulages och
Victor Vasarely. Av konstnarsnamnen och avbildningarna 1 kata-
logen att doma, praglades utstdllningen av nonfigurativ konst eller
langt driven abstraktion.

I katalogtexten skriver Westholm att det franska nutidsmaleriets
klassiker redan dr vilkdnda 1 Sverige, varfor utstdllningen visar en
yngre generation. Fokus ligger pa akvarell, gouache och pastell efter-
som dessa ar direkta och snabba tekniker som later betraktaren kom-
ma ndra konstndren. Detta synsitt ligger 1 linje med modernismens
hoga virdering av skissen f6r den inblick 1 den konstnirliga proces-
sen som den erbjuder. I utkastet finns det visentliga redan etablerat.

Dorival beskriver utstillningens konstnirer som arvtagare till
expressionismen. Han patalar en skillnad mellan de abstrakta och
nonfigurativa malarna, dér de f6rra har en storre nérhet till naturen
medan de senare ar formbyggare eller subjektivister. Dorival lyfter
fram Vasarely som ett exempel pa en geometrisk nonfigurativ malare
men namner aven tachisterna: "For dessa, t. ex. Mathieu, Michaux
och Riopelle, bestar malandet framférallt 1 gesten, en gest som inte
saknar forbindelser med den automatiska skriften”.®! Automatisk
skrift 4r en metod for fritt skrivande som ska undga 6verjagets kon-
troll och ddarmed lata det omedvetna framtridda. Metoden utveck-
lades av surrealisterna och forbinder darmed den samtida franska
konsten med arvet efter tjugotalets surrealistrérelse.

Om de informella skriver forfattaren: "Dessa konstnarer, Atlan,
Soulages, Estéve, Hartung, Schneider, Ubac m. fl., dr visserligen
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writing, it too nurtured by a romantic dream of boundary-defying dissolu-
tion of the self in the specific sense of getting away from the superego and
the culture’s control and censure to achieve a more authentic existence. For
Michaux it was about an abstract pictorial language that was not primarily
defined by its relationships of colours and shapes, but instead through the
process and the relationship between creation and consciousness.

Michauxis not tobe read here based on his nationality as a Frenchman,
but rather as an innovative modern artist. At the same time he was work-
ing in the wake of French modernist movements such as surrealism and
art informel.

FRENCH ART OF TODAY: WATERCOLOURS, GOUACHES, AND PASTELS,
15 MARCH-10 APRIL 1960

French Art of Today: Watercolours, Gouaches, and Pastels (1960) was yet another
example of an exhibition of contemporary French art. The catalogue was
edited by Nils Ryndel and included, in addition to a foreword by Alfred
Westholm, an essay by Bernard Dorival, Conservator of the Musée
National d’Art Moderne in Paris, which put together the exhibition.

Forty-four artists participated, of which only one was a woman: Anita
de Caro. Among the others, some of the better-known artists included
Jean Bazaine, Roger Bissiere, Hans Hartung, Alfred Manessier, Georges
Mathieu, Edouard Pignon, Serge Poliakoff, Jean-Paul Riopelle, Pierre
Soulages, and Victor Vasarely. Judging by the names of the artists and
works reproduced in the catalogue, the exhibition was characterized by
non-figurative and highly abstract art.

In his essay for the catalogue, Westholm writes that the icons of con-
temporary French painting is already well known in Sweden, which is
why the exhibition features the younger generation instead. The focus
was on watercolours, gouaches, and pastels because these are direct and
quick techniques that allow the viewer to get close to the artist. This ap-
proach was in line with the high value modernism placed on sketches
because of the insight they offer into the artistic process. The essential is
already established in the sketch.



varandra mycket olika men férenas av samma stravan till ett male-
riskt forverkligande, vars dkthet och 6vertygande uttryck bottnar 1
kanslan.”®* Ddrav sldktskapet med expressionismen.

Dorival argumenterar vidare fér en mindre strikt uppdelning
mellan abstrakt och figurativt: ”Abstrakta, figurativa: kan man ndja
sig med denna léttvindiga uppdelning av dagens konstndrer 1 tva
fientliga skaror skilda at av en tydlig grins? Granskningen av den
nonfigurativa gruppen har redan kommit oss att nyansera denna for-
enklade syn pa de faktiska forhéllandena.”®® Det nonfigurativa ar
svart att urskilja som en egen kategori dd det ofta ar resultatet av en
abstraktionsprocess. Mdleriets njutning och konstndrernas otvungna
oppenhet betonas avslutningsvis av forfattaren.

HENRI MATISSE UR THEODOR AHRENBERGS SAMLING,
KONSTHALLEN, 16 MARS-10 APRIL 1960

Konsthallen Géteborg visade utstéllningen Henri Matisse ur Theodor
Ahrenbergs samling (1960). Matisse var vid tidpunkten en modern klas-
siker, vid sidan av Picasso det kanske storsta namnet 1 modernismen.
Katalogen innehaller endast en malning men ett stort antal collage,
teckningar, grafiska blad och skulpturer. Jean Cassou, Conservateur
en Chef de Musée d’Art Moderne 1 Paris, betonar konstnérens geni-
alitet och ger uttryck for den moderna konstnarsmyten nar han skriver:

Matisse’ genealitet [sic.] var sa 6vervildigande och omfattande, att han kunde uttrycka sig 1
vilken teknik som helst. [...] Ty det som utmarker en ande av Matisse’ format dr den o4nd-
liga variationen i hans kunnande, detta att inget var omgjligt f6r honom. [...] I allt vad han

sysslar med bekriftar han sin 6verligsenhet. Han ar alltid och allestides Matisse.®*

Med andra ord: Matisse dr ett stort konstndrsgeni som inte bara
behdrskar alla tekniker utan gér masterverk 1 varje medium och
genre. Detta dr den moderna konstnarsmyten 1 ett notskal. Geniet
overskrider alla granser och begrinsningar enligt en forestallning
som gar tillbaka till romantiken. I ljuset av detta ar det logiskt att
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Dorival’s essay describes the artists in the exhibition as inheritors of
the legacy of expressionism. He points out the difference between abstract
and non-figurative painters — the former with a closer relationship to na-
ture, the latter either form-builders or subjectivists. Dorival highlights
Vasarely as an example of a geometric non-figurative painter, but also
mentions the tachists: ‘For these artists, such as Mathieu, Michaux, and
Riopelle, painting is primarily about the gesture — a gesture that is not
unrelated to automatic writing’®" Automatic writing is a method of free
composition which intends to get around the control of the superego in
order to allow the subconscious to emerge. The method was developed
by the surrealists, and thereby links the French art of the day with the
legacy of the surrealist movement of the twenties.

About informalism Dorival writes, “These artists — Atlan, Soulages,
Esteve, Hartung, Schneider, Ubac, et al. — are certainly quite different from
one another, but they are united by a common striving for actualisation
through painting, its authenticity and compelling expression rooted in
feeling’*> Here we see the kinship between informalism and expressionism.

Dorival further argues for a less strict differentiation between abstract
and figurative: ‘Abstract, figurative: can we be satisfied with this casual di-
vision of today’s artists into two opposing camps faced off across a clearly
marked border? A closer look at the non-figurative group has already caused
us to give further nuance to this simplified view of the actual conditions’®
The non-figurative is difficult to distinguish as a category of its own because
it is often the result of a process of abstraction. In conclusion Dorival em-
phasizes our enjoyment of painting and the unforced openness of the artists.

HENRI MATISSE FROM THEODOR AHRENBERG'S COLLECTION,
GOTHENBURG ART GALLERY, 16 MARCH-10 APRIL 1960

In 1960 Gothenburg Art Gallery showed an exhibition entitled Henri Matisse
Jrom Theodor Ahrenberg’s Collection. Matisse was by then a modernist icon —
next to Picasso perhaps modernism’s greatest figure. The exhibition cata-
logue includes only one painting but a large number of collages, drawings,
graphic prints, and sculptures. In his essay for the catalogue, Jean Cassou,



Matisses ursprung och nationalitet inte ens berors, liksom inte heller
hans skolning eller influenser. I den kortfattade katalogtexten fram-
star Matisse darfor som en ”oskapad skapare” med Bourdieus termi-
nologi. Foérvisso var Matisse en unik begdvning som brét ny mark
och skapande nyskapande verk, men han var ocksa delaktig 1 en
riktning, fauvismen, som i sin tur var en del av en stor och vittférgre-
nad modernistisk rorelse som vixte fram under specifika historiska,
sociala och kulturella villkor.

MODERNT AMERIKANSKT MALERI 1932-1958, KONSTHALLEN, 15 JULI-7 AUGUSTI 1960

1960 visade Goteborgs konstmuseum utstéllningen Modernt ameri-
kanskt malert 1932-1958 pa Konsthallen. For utstallningens urval sva-
rade William N. Eisendrath Jr., Assistant Director, City Art Museum
of St. Louis. Utstéllningen férmedlades av U.S. Information Service
1 Goteborg. Det dr alltsd inte en egenproducerad utstillning, aven om
katalogen redigerats av intendent Nils Ryndel. Katalogtexten ar for-
fattad av Dorothy Adlow, konstkritiker 1 Christian Science Monitor. De
flesta stora namnen 1 amerikansk 1900-talskonst &r foretradda bland
de 29 utstillande konstnédrerna. Pa utstéllningen visade biade mo-
dern abstraktion och exempel pad den realistiska tradition som l6per
genom hela det amerikanska 1900-talet. Virt att notera ar ocksa att
den abstrakta expressionismen har fick en forsta stdrre presentation 1
Sverige, dven om ett par av konstnérerna visats pa Liljevalchs konst-
halls utstallning med amerikansk konst redan 1953.

Bland de abstrakta expressionisterna pé utstallningen aterfanns
Arshile Gorky, Adolph Gottlieb, Philip Guston, Willem De Kooning,
Jackson Pollock och Mark Rothko. Av europeiska influenser fran
kubism, surrealism och abstraktion formade de en egen stil i bilder
som med enkla, storslagna kompositioner syftar till att vacka stora
kénslor och knyta an till ndgot ursprungligt och autentiskt. Den ab-
strakta expressionismen gav amerikansk konst en ny sjilvsikerhet.

Nationell 1 ett helt annat avseende dr den realism som represente-
ras av konstndrer som Charles Burchfield, Edward Hopper, Charles
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the Head Conservator of the City of Paris Museum of Modern Art, empha-
sizes the artist’s genius and describes the myth of the modern artist:

Matisse’s genius was so overwhelming and comprehensive that he could express
himself in any technique whatsoever. [...] For what distinguishes a soul of Matisse’s
magnitude is the infinite variation in his expertise, the fact that nothing was impossible
for him. [...] In everything he takes up he confirms his superiority. He is always and

everywhere Matisse.®*

In other words, Matisse is a great artistic genius who not only masteres
all the techniques but makes masterpieces in every medium and genre.
This is the myth of the modern artist in a nutshell. The genius transcends
all boundaries and limitations, according to a conception that goes back
to the Romantic era. In light of this myth, it is logical that Cassou does
not even touch on Matisse’s origins or nationality, or on his education
or influences. Thus in his brief catalogue essay he portrays Matisse as, to
use Bourdieu’s terminology, the ‘uncreated creator’. Matisse was unques-
tionably a great talent who broke new ground and created a body of in-
novative work, but he was also part of a style, fauvism, which in turn was
part of the broad and highly bifurcated modern movement that emerged
under specific historical, social, and cultural conditions.

MODERN AMERICAN PAINTINGS 1932-1958, GOTHENBURG ART GALLERY,
15 JULY-7 AUGUST 1960

In 1960 Gothenburg Museum of Art presented an exhibition entitled
Modern American Paintings 1932-1958 at Gothenburg Art Gallery. The
works for the show were selected by William N. Eisendrath Jr., Assistant
Director of the City Art Museum of St. Louis. The exhibition was ar-
ranged by the United States Information Service in Gothenburg. In other
words, it was not produced by the museum, although the catalogue was
edited by curator Nils Ryndel. The catalogue text is written by Dorothy
Adlow, art critic for The Christian Science Monitor. The twenty-nine featured
artists included most of the most prominent figures in twentieth-century



Sheeler och Andrew Wyeth. Mer naivistiska eller figurativt berét-
tande dr Reginald Marsh och Ben Shan. Det r6r sig om en inhemsk
realistisk maleritradition med rétterna hos Thomas Eakins och
Winslow Homer, emellanat med regionalistiska foretecken, 1 andra
fall med direkta influenser fran abstrakt maleri i séittet att komponera.
Da Wyeth skildrade landsbygden mélade Hopper och Sheeler det
moderna Amerika, storstiderna, industrier, vagar och jarnvigar som
skar genom landskapet. Med inflytande fréan den franska impressio-
nismen utvecklade amerikanerna ett eget realistiskt maleri 1 tonalis-
men och the Ash Can School, en tradition som visserligen utmanades
av den europeiska modernismens inflytande men aldrig utplanades.

Som brygga mellan abstraktionen och realismen kan den vix-
ling mellan det figurativa och abstrakta som man finner hos Richard
Diebenkorn och Georgia O’Keeffe framhallas. De visar att figurativt
och abstrakt inte behdver sta mot varandra utan tviartom kan berika
varandra och férenas i ett nytt sprak.

Adlow urskiljer tva huvudsakliga stiltendenser, den realistiska
figurativa och den abstrakta eller nonfigurativa. Hon relaterar den
amerikanska konsten till den europeiska modernismen: "Bland de
amerikanska mélarna kan man finna paralleller till snart sagt alla eu-
ropeiska pionjarer 1 den moderna konsten”, men Adlow pétalar ocksa
hur de amerikanska konstnéirerna forsokt frigora sig frén europeiska
forebilder.® Intressant att notera ar hur hon knyter dessa uttryck till
fragan om nationell identitet: "Dessa malare (de realistiska) &r knut-
na till landet och folket och deras malningar bygger pa en uppfattning
av verkligheten som de delar med sina medménniskor. Den andra
gruppen férvandlar den patagliga verkligheten till en vision, en drém
eller ett intellektuellt schema.”®® Bada foérhaller sig till den omgivande
verkligheten, men realisterna dr starkast knutna till landet och folket.

De abstrakta expressionisterna beskrivs som indtvinda, som li-
tande till instinkten: "Flera av dessa konstndrer malar 1 avskildhet
och skar avsiktligt av alla férbindelser utdt, avstar fran ett godtaget
sprak och fran émsesidig forstielse.”® Beskrivningen av New York-
skolan som indtviand dr anmérkningsvird da de bildat grupperingar,
stridit om konstlivets statuspositioner och lanserats av gallerister och
press. Hon ndmner att deras konst setts som "ett speciellt amerikanskt
bidrag”.® Avslutningsvis skriver Adlow: ”Vill man ha en rittvisande
bild av amerikansk nutidskonst dr det nédvindigt att f6lja manga
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American art. The exhibition showed both modern abstraction and
examples of the realistic tradition that ran through the entire twentieth
century in the United States. It is also worth noting that this was the
first larger presentation of abstract expressionism in Sweden, although a
couple of pieces had been shown at Liljevalchs Art Gallery’s exhibition
of American art as early as 1953.

Among the abstract expressionists in the exhibition were Arshile
Gorky, Adolph Gottlieb, Philip Guston, Willem De Kooning, Jackson
Pollock, and Mark Rothko. With influences from European cubism, sur-
realism, and abstraction they formed a style of their own in pictures that
used simple, bold compositions intended to awaken strong emotions and
connect with something primal and authentic. Abstract expressionism
gave American art a newfound self-confidence.

The realism represented by artists such as Charles Burchfield,
Edward Hopper, Charles Sheeler, and Andrew Wyeth was national in a
completely different respect. More naivistic or figuratively narrative was
the work of Reginald Marsh and Ben Shan. They belonged to an indige-
nous tradition of realistic painting extending back to Thomas Eakins and
Winslow Homer, sometimes with a regional signature, other times with
direct influences from abstract painting in the method of composition.
While Wyeth depicted country scenes, Hopper and Sheeler painted the
modern America, with its big cities, industries, highways, and railroads
that cut through the landscape. With influences from French impression-
ism, American painters developed a realistic painting style of their own
— tonalism and the Ash Can school, a tradition that endured despite being
challenged by European modernism’s influence.

The oscillation between the figurative and the abstract found in the
work of Richard Diebenkorn and Georgia O’Keeffe can be seen as a
bridge between abstraction and realism. They showed that figurative and
abstract do not have to be in opposition, but instead can enrich each other
and be joined to form a new language.

Adlow articulates two principle stylistic tendencies: the realistic fig-
urative and the abstract or non-figurative. She relates American art to
European modernism — ‘Among American painters we can find parallels
with essentially all of the European pioneers of modern art’ — but she
also points out how American artists tries to liberate themselves from
European precedents.* It is interesting to note how she links these styles
to the question of national identity: “These painters (the realistic ones)



linjer mellan de ytterligheter som & ena sidan bestar av en utpraglad
realism, 4 den andra av en hiftig och fri fantasikonst.”®
Utstdllningen ar ett av fi exempel som ger abstraktion och tradi-
tionell realism plats sida vid sida. Detta kan beskrivas som ett resultat
av amerikanskt konstliv, dir realismen haft en starkare stillning vid
sidan av abstrakta riktningar under 1900-talet jam{6rt med situationen
1 Europa - dven om konstnirer som Wyeth haft svért att vinna accep-
tans 1 New Yorks konstvirld. Av de 29 konstndrer som var represen-
terade pa utstdllningen var en kvinna (O’Keefe). Noteras kan ocksa
Jacob Lawrence ndrvaro som foretradare for landets afroamerikanska
befolkning.” Att Lawrence 1 katalogtexten lyfts fram som en repre-
sentant fér denna grupp ar ett tecken pa att det ar nagot ovanligt med
svarta konstndrer 1 prestigefyllda nationella sammanhang som detta.

MED DANNEBROGEN | TOPP, KONSTHALLEN, 24 SEPTEMBER-9 OKTOBER 1960

Med Dannebrogen 1 topp, som visades pa Konsthallen Géteborg 1960,
var en turnerande utstdllning fran Folkrérelsernas Konstframjande.
Utstallningen, som dven visades pa Liljevalchs konsthall, presente-
rade dansk konst under 1900-talet i medier som grafik och maleri.
Av bildmaterialet dominerar olika former av abstraherad figurativ
konst med drag av expressionism, kubism eller naivism men dven
nonfigurativa uttryck férekommer, som Robert Jacobsens Komposition
¢ svart-gratt. Valet av konstniarer gjordes 1 samrad med Erik Petersen
fran Kunstkredsen for grafik og skulptur och Henning S. Moeller,
redaktor for tidskriften Kunst.

Katalogen innehaller férord av Bror Ejve, Konstfrdmjandet och
Henning S. Meller. Den sistndmnde skriver:

Sett 1 stora drag domineras var konst av tvd huvudriktningar: den nationella med rotter
1 traditionen omkring Kobke och Eckersberg — och den franska, som pekar tillbaka mot
Cézanne och dennes arvtagare. Men en sak hoppas vi ar gemensam fér de danska bilderna,
namligen den lilla gnista av sdrart, som skulle skilja oss frén de manga andra medlemmarna

av den internationella konstens stora orkester.’!
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are tied to the land and its people, and their paintings are built on a
conception of reality that they share with their fellow man. The other
group transforms tangible reality into a vision, a dream, or an intellectual
schema’® Both groups relate to the surrounding reality, but the realists
are more strongly tied to the land and the people.

Adlow describes the abstract expressionists as introspective, as rely-
ing on instinct: ‘Several of these artists paint in isolation, and intentionally
cut off all ties with the outside world, disdaining an accepted language
and mutual understanding’® Her description of the New York school
as introspective is noteworthy because they had formed various groups,
quarrelled over positions of status in the art world, and were promoted by
gallerists and press agents. She mentions that their art was seen as ‘a spe-
cial American contribution’.®® In conclusion Adlow writes, ‘If we want an
accurate picture of contemporary American art, it is necessary to follow
many lines between the extremes represented on the one hand by a pro-
nounced realism and on the other by an intense and free imaginative art’*

This exhibition is one of the few examples that hung abstraction and
traditional realism side by side. This can be described as a result of the art
scene in the USA, where throughout the twentieth century realism had
enjoyed a stronger position alongside abstract tendencies than in Europe
- although artists such as Wyeth had struggled for acceptance in the New
York art world. Of the twenty-nine artists represented in the exhibition
only one (O’Keefe) was a woman. We can also note Jacob Lawrence’s
presence as a representative of the country’s African-American commu-
nity.” The fact that Lawrence was highlighted in the text of the catalogue
as a representative of this group is an indication of how unusual it was to
see black artists in such a prestigious national context.

WITH THE DANISH FLAG FLYING, GOTHENBURG ART GALLERY,
24 SEPTEMBER-9 OCTOBER 1960

With the Danish Flag Flying, which was shown at Gothenburg Art Gallery
in 1960, was a travelling exhibition produced by the People’s Movements
for Art Promotion. The exhibition was also shown at Liljevalchs Art



Den franska konsten framstills som synonym med den interna-
tionella. Det 4r 1 Frankrike som modernismen skapats, det ar darifran
utvecklingen drivits. Kommentaren griper in i den forestéllt proble-
matiska relationen mellan den moderna internationella konsten och
den nationella traditionen. De danska konstndrerna vill delta 1 den
internationella konstens riktningar, utgdende frén Paris, men med
nagot av sin sdrart 1 behall. Foljdriktigt kan man se internationel-
la riktningar som kubism, surrealism och konkretism foretridda i
dansk konst samtidigt som motiven ofta har en lokal bestdmning.

Som ett intressant exempel kan Oluf Hosts gardsbilder anforas,
koloristiskt finstimda och langt abstraherade bilder av en kring-
byggd dansk lantgard. Hér forenas abstraktionens internationella
sprak med en jordndra férankring i1 landskapet och bondekulturen.
Det synsitt som ligger under texten utmérks av tanken att konst-
nérer bor vara receptiva for internationella strémningar. Endast sa
kan de bli moderna. Men de bor ocksa bevara nagot av den lokala
och nationella traditionen for att inte reduceras till osjilvstindiga
epigoner.

REG BUTLER, 29 OKTOBER-20 NOVEMBER 1960

Den brittiske skulptéren Reg Butler presenterades pa en utstillning
pa Goteborgs konstmuseum 1960 med skulpturer, litografier och
teckningar. I samband med utstéllningen koptes skulpturen Studie
Jor flicka med trgja (1959) in till samlingen. Butler var vid tiden en in-
ternationellt uppmarksammad skulptér vars uttryck karaktériseras
av abstraherade figurer, ibland inskrivna i konstruktiva rum eller
stiallningar. Utstéllningen, som tidigare hade visats pa Gummesons
Konstgalleri 1 Stockholm, ar ett exempel pa Goteborgs konstmu-
seums intresse for brittisk konst under perioden. Till utstillningen
fanns dels en katalogfolder, dels en engelsksprakig utstallningskata-
log med bilder och en kort biografi.

Liksom Marino Marini dr Reg Butler férankrad 1 en ldng vister-
landsk figurativ skulpturtradition. I bakgrunden finns den klassiska
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Gallery in Stockholm, and featured Danish art of the twentieth century
in media such as graphic arts and painting. The pictures were dominated
by different forms of abstracted figurative art with attributes of expres-
sionism, cubism, or naivism, but some non-figurative work also appeared,
such as Robert Jacobsen’s Composition in Black-Grey. The choice of artists
had been made in consultation with Erik Petersen from Kunstkredsen for
Grafik og Skulptur (the Art Association for Graphic Arts and Sculpture)
and with Henning S. Moeller, editor of the journal Kunst.

The exhibition catalogue included forewords by both Meller and
Bror Ejve of the People’s Movements for Art Promotion. Meller wrote:

From a broad perspective, our art is dominated by two primary currents: the national,
rooted in tradition surrounding Kebke and Eckersberg, and the French, which looks
back to Gézanne and his heirs. But one thing we hope is common to all of these Danish
pictures is a little spark of individuality, which would distinguish us from the other

members of the grand orchestra that is international art.”!

Here Moller was equating French art with international art. Modernism
was created in France, and its development was driven from there. This
view played into what we have identified as the problematic relationship
between international modern art and national traditions. Danish art-
ists wanted to participate in the international art movements coming out
of Paris, but they wanted to maintain something of their own character
too. Consequently one could observe international movements such as
cubism, surrealism, and concretism represented in Danish art in pictures
whose motifs were often locally determined.

An interesting example of this phenomenon might be Oluf Host’s
pictures of farmsteads — finely balanced colour compositions and highly
abstracted pictures of a group of farm buildings in rural Denmark. Here
abstraction’s international language was united with down-to-earth roots
mn the landscape and the local farming culture. The point of view that
underlies Moller’s essay is distinguished by the idea that artists should be
receptive to international currents — only then can they be modern. But
they ought to preserve something of the local and national tradition to
prevent being reduced to derivative followers.



och arkaiska grekiska skulpturen liksom den medeltida och utom-
europeiska skulpturkonsten. Butlers figurer ar abstraherade, ofta
utan fotter, ibland med férstorade huvuden. Den minskliga figuren
ar anda utgangspunkten. Ofta befinner den sig i rorelse, slungad
genom rymden. Istéllet for att forstora eller ta avstand fran traditio-
nen vidareutvecklar och omtolkar Butler den 1 en ny tid.

I Figure in Space (Catapult) (1959) slungas en kvinnofigur genom
luften, buren av stélstidnger fasta i en sockel. Kroppen ér grovt mo-
dellerad. Ena benet saknar fot, det andra underben. En arm utan
underarm och hand stricks fram i luften. Anda ar kroppens hallning
och rorelse traffsakert fangade.

Denna férenkling 4r betecknande for tidens modernistiska konst-
syn dér det inte var det firdiga, detaljerade och realistiska utféran-
det som riknades utan uttryckskraften. Genom abstrahering och
utlimnande av detaljer betonar Butler kroppens grundformer, vilket
oppnar for tolkningar av skulpturerna som sargade och stympade
kroppar. Samtidigt kan de ldsas som bilder av frihet.

KENNETH ARMITAGE, LYNN CHADWICK, KONSTHALLEN, 15 JANUARI-5 FEBRUARI 1961

De brittiska skulptérerna Kenneth Armitage och Lynn Chadwick pre-
senterades pa Konsthallen G6teborg 1961 pa en utstéllning samman-
stilld av Marlborough Fine Art Ltd 1 London. Liksom den tidigare
behandlade skulptéren Reg Butler arbetade Armitage och Chadwick
1 en modern tolkning av en figurativ tradition, men deras uttryck ar
dn mer abstraherat. D4 Armitages figurer eller figurgrupper ar arkai-
serande, rundade med stora kroppar och smala ben, &r Chadwicks
formsprak kantigare, mer aggressivt med betonade diagonaler och
trekantiga former. Armitages figurer har ett sliktskap med Henry
Moores kvinnoskulpturer men ar mer hogresta. Chadwick bygger
sina former mer arkitektoniskt, pa ett svetsat jarnskelett som fylls med
cement till former som liknar fladdermusvingar. Liksom Reg Butler
ar Chadwick utbildad arkitekt. Chadwick vann Venedigbiennalens
stora skulpturpris 1956.
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REG BUTLER, 29 OCTOBER-20 NOVEMBER 1960

British sculptor Reg Butler was featured in an exhibition at Gothenburg
Museum of Art in 1960 with sculptures, lithographs, and drawings. In
conjunction with the show, the museum acquired the sculpture Study for
Girl with Vest (1959) for its permanent collection. At the time Butler was
an internationally acclaimed sculptor whose style was characterized by
abstracted figures, sometimes inscribed into constructed spaces or frame-
works. The exhibition, which had previously been shown at Gummesons
Konstgalleri in Stockholm, is an example of Gothenburg Museum of
Art’s interest in British art during this period. It was accompanied by a
catalogue brochure as well as an English-language exhibition catalogue
with pictures and a short biography.

Like Marino Marini, Reg Butler was rooted in a long Western tradi-
tion of figurative sculpture. In the background was classical and ancient
Greek sculpture, as well as medieval and non-European sculptural arts.
Butler’s figures were abstracted, often without feet, and sometimes with
oversized heads. The point of departure, nevertheless, was the human
figure, often depicted in movement, hurtling through space. Rather than
destroying or rejecting tradition, Butler further developed and reinter-
preted it for a new era.

In Butler’s Figure in Space (Catapult) (1959) the figure of a woman
is flung through the air, borne aloft by steel rods anchored in a base.
The body is roughly modelled: one leg lacks a foot, the other the entire
lower leg; one arm with no forearm or hand stretches out into the air.
Nevertheless, the figure’s posture and movement are deftly captured.

This kind of simplification was characteristic for that era’s mod-
ernist view of art, in which what mattered was not the finished, de-
tailed, and realistic execution but rather the expressive force. Through
abstraction and elimination of details, Butler emphasized the body’s
basic forms, which opens the door to interpretations of the sculptures
as mangled and truncated bodies. At the same time they can be read as
images of freedom.



Till utstillningen producerades en katalog med text av Folke
Edwards, vid tidpunkten konstkritiker och redaktor f6r Faletten. Han
skriver: ”Vid sidan av Reg Butler, som 1953 vann den internationella
tavlingen om ett monument éver den okdnde politiske fangen, ar
Chadwick och Armitage férgrundsfigurerna i den generation av eng-
elska skulptérer, som brot fram efter krigsslutet 1945.”* Edwards be-
skriver dessa skulptdrer som upptagna av organiskt vixande former:

Som skulptorer har de gjort ett val: de har inte — som flera av sina kontinentala kollegor — gi-
vit sig 1 kast med en totalt abstrakt konception. De férsoker inte gora plastiska ekvivalenser
till organiska elementarformer eller matematiska férhallanden. Skulptur ér f6r dem inte
facit av ett spekulativt tinkande, den vaxer naturligt ur sinnena och fantasin. Darfor har de

héllit fast vid figuren.”

Det ar enligt Edwards inte fraga om abstraktion som abstrakt koncept
utan som en form som viaxer fram 1 motet mellan sinneserfarenhet
och fantasi. Edwards pekar ut en skillnad, dd Armitages skapande ar
mer intuitivt och intimt dr Chadwicks skulpturer konstruktiva och
arkitektoniska. Bada arbetar dock med figurer eller figurgrupper.

Edwards ser dem som utlépare av en humanistisk tradition, da
de gestaltar ménsklig utsatthet. Bada skulptérerna préglades av erfa-
renheter under kriget och fick sitt internationella genombrott under
femtiotalet. De ar representanter f6r en modern, abstraherad men
fortfarande figurativ brittisk skulptur under efterkrigstiden.

En skulptur och en teckning av Chadwick hade foérvarvats re-
dan 1956 pa utstallningen Yngre brittiska skulptorer. Armitages skulptur
Liggande kvinna koptes daremot in pa utstallningen 1961.

C-E HAMMAREN, PALLE PERNEVI, KONSTHALLEN, 8-23 APRIL 1961

Konsthallen Goteborg gjorde 1961 en utstéllning med tva 1 Goteborg
verksamma konstnérer, malaren Carl-Erik Hammarén och skulpto-
ren Palle Pernevi. Hammarén riknas till Géteborgsmalarnamen ar ut-
bildad vid Konstakademien, vid sidan av Valand. Hammarén ersatte
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KENNETH ARMITAGE, LYNN CHADWICK, GOTHENBURG ART GALLERY,
15 JANUARY-5 FEBRUARY 1961

The British sculptors Kenneth Armitage and Lynn Chadwick were
featured by Gothenburg Art Gallery in a 1961 exhibition produced by
Marlborough Fine Art in London. Like Reg Butler, addressed above,
Armitage and Chadwick worked in a modern interpretation of the figura-
tive tradition, but their style was even more abstracted. While Armitage’s
figures or groups of figures are archaistic, with rounded large bodies and
slender legs, Chadwick’s style is more angular, more aggressive, with
empbhasis on the diagonals and triangular forms. Armitage’s figures has a
kinship with Henry Moore’s sculptures of female forms, but the poses are
more upright. Chadwick’s forms are more architecturally composed, on
a welded steel skeleton filled with concrete to make forms like bat wings.
Like Reg Butler, Chadwick was educated to be an architect. He won the
Venice Biennale’s international Sculpture Prize of 1956.

A catalogue was produced for the exhibition with an essay by Folke
Edwards, then the art critic and editor of Faletten magazine. He writes,
‘Alongside Reg Butler, who in 1953 won the international competition for
a monument to the unknown political prisoner, Chadwick and Armitage
are leading figures of a generation of English sculptors who broke through
after the end of the war in 1945’% Edwards described these sculptors as
preoccupied with organically growing forms:

As sculptors they have made a choice: unlike many of their continental colleagues,
they have not given themselves over to a totally abstract conception. They do not try
to make plastic equivalents of organic elementary forms or mathematical conditions.
For them sculpture is not an answer to a speculative hypothesizing; it grows naturally

out of the senses and the imagination. Therefore they have held onto the figure.”

According to Edwards, it is not a question of abstraction as abstract con-
cept but rather as a form that emerges from the meeting between sen-
sory experience and imagination. Edwards points out a difference in that
Armitage’s creations are more intuitive and intimate, while Chadwick’s
sculptures are constructive and architectonic. However, both works with

figures or groups of figures.



1 september samma ar Rudolf Flink som intendent f6r Konsthallen.
Vid denna tid var det vanligt att konsthallsintendenten rekryterades
bland verksamma konstnérer.”* Pernevi var bland annat utbildad 1
Miinchen och vid Konstakademien 1 Stockholm och var Valands
konstskolas forsta skulpturldrare 1950-1953. Katalogen innehaller
tva bilder av respektive konstnir, katalogdel och texter férfattade av
Folke Edwards.

Béada konstnirerna arbetade med ett abstrakt uttryck med bas 1
det figurativa. Pernevi, som representeras med studier till det offent-
liga verket Fina fisken pa Doktor Fries torg pa Guldheden 1 G6teborg,
ar den som gatt langst 1 abstrakt riktning. Fisken har férvandlats till
en rytmiskt buktande form med 6ppningar och trianglar som leder
tankarna till en fisk 1 sprattlande rorelse. Den bearbetade blanka pla-
ten paminner om fiskfjill, sarskilt dd den besprutas med vatten.

Hammarén arbetade pa ett plan med ett mer klassiskt figurativt
maleri 1 genrer som sjalvportritt, portrdtt och landskap, men ofta
far den maleriska penselskriften och koloristiska bearbetningen for-
merna att nistan forsvinna i firgmassornas grilla konvulsioner.

Edwards skriver om Hammarén: ”"Bilden verkar inte byged utan
malad, inte planerad utan undfingen. Detta impulsiva, omedelbara,
nordiska, utmarker honom.”® Det karaktdriserade konstndrstempe-
ramentet forbinds med ”det nordiska”, som inte nirmare definieras.
Av beskrivningen att ddma kan man anta att vad som avses dr det
spontana och impulsiva, det sokande och expressiva, som ocksa dr
sarskilt betecknande for den koloristiska tradition som Hammarén
forvaltade. Samtidigt ar hans strdvan mot abstraktion starkare dn
Goteborgskoloristernas.

Edwards karaktiriserar Pernevi som en ”spirituell uppfinnare som
fabulerar om formens och rérelsens férvandling, med gracids ironi
eller ettrig aggressivitet”.”® Detta formsprak ges en 6ppnare geogra-
fisk bestamning: "Palle Pernevis orientering &r internationell. De ro-
manska kyrkoportalerna i Poitiers och Vezelay och de imponerande
béarkonstruktionerna fér moderna hégspanningsledningar ar tva va-
sentliga impulskallor f6r hans skulptur.””” Edwards relaterar Pernevis
konst till historien saval som till samtidens industriella landskap.

Pernevis abstrakta formsprék ses, till skillnad fran Hammaréns
"nordiska” figurativa maleri, som internationellt. Bada arbetar dock
med en form av abstraherad figuration.
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Edwards sees the two as offshoots of a humanistic tradition, since they
captures the vulnerability of human existence. Both sculptors were affected
by their experiences during the war, and made their international break-
throughs during the fifties. They are representatives of modern and ab-
stracted but still figurative sculpture in Britain during the post-war period.

Both sculptors eventually came to be represented in the permanent
collection of Gothenburg Museum of Art. One sculpture and one draw-
ing by Chadwick had already been acquired by the museum in 1956
during the exhibition Young British Sculptors. Armitage’s sculpture Reclining

Woman, on the other hand, was purchased in conjunction with the 1961
exhibition.

C-E HAMMAREN, PALLE PERNEVI, GOTHENBURG ART GALLERY, 8-23 APRIL 1961

In 1961 Gothenburg Art Gallery arranged an exhibition of two
Gothenburg-based artists, painter Carl-Erik Hammarén and sculptor
Palle Pernevi. Hammarén is considered a Gothenburg painter though he
was educated at the Royal Academy of Fine Arts in Stockholm as well
as at the Valand Academy in Gothenburg. In September of that year he
replaced Rudolf Flink as Gothenburg Art Gallery’s curator. At the time
it was common to recruit a practicing artist to be the museum’s curator.**
Pernevi was educated in Munich and at the Art Academy in Stockholm,
and between 1950 and 1953 was the Valand Academy’s first sculpture
mnstructor. The exhibition catalogue includes two pictures of works by
each artist, a list of works, and essays written by Folke Edwards.

Both artists worked in an abstract style with a foundation in the figu-
rative. The one who took abstraction furthest was Pernevi, whose work
was represented in the show by studies for The Fine Fish, a public sculp-
ture for Doktor Fries Torg, a plaza in the Guldheden neighbourhood of
Gothenburg. Here the fish was transformed into a rhythmically billowing
form with openings and triangles that suggest the lopping movements of
a fish out of water. The polished finish of the metal surface is reminiscent
of fish scales, particularly when it is being splashed with the water of the
fountain from which it rises.



ROBERT JACOBSEN, KONSTHALLEN, 13-28 MAJ 1961

Den danske skulptéren Robert Jacobsen uppmirksammades med
en utstdllning pa Konsthallen Goteborg 1961. Utstéllningen visades
dven1SDS-hallen1Malmo, Kunstnerernes kunsthandel 1 Képenhamn
och Gummesons konstgalleri 1 Stockholm. Utstéllningskatalogen
innehaller en text av den svenske konstkritikern Kristian Romare.

Jacobsens uttryck kan beskrivas som abstraherat med bas 1 figu-
rationen. Vissa skulpturer ar tydligt figurativa, andra nonfigurativa.
Stilistiskt ar de besliaktade med Pablo Picassos och Julio Gonzalezs
uttryck. Liksom Picasso anvinder Jacobsen ibland férdiga element i
ett nytt sammanhang nir han svetsar sina jarnskulpturer.

Romare kallar Jacobsens skulpturer f6r "rymdteckningar” som
upphdver materialiteten: "Robert Jacobsen diktar om det okénda
rummet utanfor oss — liksom de afrikanska Dogonskulpturerna i sina
besvarjelser av universum.”*® Jacobsens modernistiska skulptur for-
binds med folkkonst av Dogonfolket 1 Mali enligt ett bekant monster.

Texten skiljer sig fran flera andra behandlade katalogessder 1 det
att Romare varken relaterar Jacobsen till den samtida internationella
konstvirlden eller till en nationell tradition. Den enda nationella refe-
renser dr att konstndrens far var sotare ute pa danska slatten. Istallet
gors en mer poetisk och filosofisk reflektion kring konstndrskapet.

ITALIENSK KULTUR IDAG, 21 JUNI-23 JULI 1961

Ttaliensk kultur idag, som visades pa Goteborgs konstmuseum 1961,
ar en av flera utstallningar pad museet som under femtio- och sex-
tiotalet uppmérksammade italiensk konst. Just denna presentation
hade ett bredare anslag, da den vid sidan av konst aven inklude-
rade konsthantverk. Maileri och skulptur dominerar katalogen
som ocksd innehdller bilder pa arkitektur. Utstdllningen visades 1
Skulpturhallen samt pd Gotaplatsen, dér Berto Larderas tre meter
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Hammarén worked with a more classical figurative painting in genres
such as self-portraits, portraits, and landscapes, but often the painterly
brushwork and the colouristic treatment make the forms almost disap-
pear in masses of garish, convulsing colour.

Edwards writes of Hammarén, “The picture seems not built but paint-
ed, not planned but received. This impulsive, immediate, Nordic, sets him
apart’.”” Here the author links the characterizing temperament of the artist
with ‘the Nordic’, which he did not further define. Judging from this descrip-
tion, one can assume he was referring to the spontaneous and impulsive,
the searching and the expressive, which were also particularly characteristic
for the colourist tradition of which Hammarén was part. At the same time,
he strove more toward abstraction than did the Gothenburg colourists.

Edwards characterizes Pernevi as a ‘spiritual inventor that contrives
fables of the transformation of form and movement, with graceful irony
or hot-tempered aggression’*® The author gave this idiom a more open
geographic determination: ‘Palle Pernevi’s orientation is international. The
Romanesque church doors in Poitiers and Vezelay and the impressive load-
bearing structures for modern high-tension power lines are two essential
sources of inspiration for his sculptures’” Edwards thus relates Pernevi’s art
to history as well as to the contemporary industrial landscape.

He interprets Pernevi’s abstract style, in contrast to Hammarén’s
‘Nordic’ figurative painting, as international. However, both artists
worked with a form of abstracted figuration.

ROBERT JACOBSEN, GOTHENBURG ART GALLERY, 13-28 MAY 1961

The Danish sculptor Robert Jacobsen was recognized with an exhibition
at Gothenburg Art Gallery in 1961. It was also shown at the SDS Hall in
Malmo, Kunstnerernes Kunsthandel in Copenhagen, and Gummesons
Konstgalleri in Stockholm. The exhibition catalogue includes an essay by
the Swedish art critic Kristian Romare.

Jacobsen’s style can be described as abstracted with a foundation in
figuration. Certain of his sculptures are clearly figurative, others non-
figurative. Stylistically they are related to the work of Pablo Picasso and



hoéga Skulptur (1952) placerats, bestdende av utskurna jarnplatar
vinklade 1 nittio grader mot varandra, vilka tillsammans bildar en
komplex abstrakt form.

Tutstallningskommittén aterfinns enrad italienska professorer, am-
bassaddrer och museichefer. Utstéllningen visades dven pa Louisiana
1 Danmark, som férmedlade den till Géteborgs konstmuseum.
Katalogen innehaller 141 nummer av maleri och skulptur, medan
grafik, arkitektur, konsthantverk och industriell formgivning presen-
terades endast med etiketter 1 utstillningen. Av katalogens reprodu-
cerade konstverk dominerar abstraktionen helt. Det enda verk som
har ett mer klassiskt, om an stiliserat, figurativt uttryck ar Giacomo
Manzis skulptur Kardinal. Ovriga konstnirer vars verk reproduceras
ar Roberto Crippa, Gié Pomodoro, Mario Negri, Umberto Milani,
Quinto Ghermandi, Alberto Burri, Giuseppe Ajmone, Gianni Dova,
Emilio Vedova, Emilio Scanavino, Giuseppe Capogrossi, Renato
Volpini och Sergio Mascaro.

Katalogens bildexempel andas modernism; en ofta dynamisk och
elegant esteticism, fran arkitekturens organiskt valvda betongformer
till Ghermandis bevingade skulpturer. Liksom Minguzzis sex figurer
tycks Ghermandis dngel pa vag att lyfta. Det dr konst som préglas av
rorelse, rytm och luft. Burris uttryck ar mer informellt, sargat, med
branda hal 1 den uppspdnda plasten, men likvil estetiskt raffinerat.
Vedovas expressiva “sammanstotning” narmar sig de amerikanska
abstrakta expressionisterna Willem de Kooning och Franz Kline.
Scanavino dr mer Osterldndsk och tachistisk 1 sitt uttryck med stora
tomma ytor, kalligrafiska tecken och skrapningar 1 fortitade partier.
Capogrossi dr med sina klara farger och skarpa kanter grafisk pa
ett annat sitt 1 ett maleri dir abstrakta tecken upprepas och bildar
konstellationer.

Alfred Westholms foérord beskriver den italienska kulturens
stora betydelse och det klassiska arvets starka ndrvaro 1 samti-
den. Men efter kriget har gamla varden raserats: "De yttersta kon-
sekvenserna av de nedrivande krafterna kan studeras pa manga
konstverk 1 var utstillning, dir konstniarerna med frenesi tycks
ha befriat sig fran sekler av tidlos klassisk skonhet.”” Westholm
beskriver hur italienska konstnérer visserligen ér en del av en in-
ternationell strémning men att revolten mot det klassiska har sar-
skilda fortecken i Italien:
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Julio Gonzdlez. Like Picasso, Jacobsen sometimes incorporates finished
elements into new contexts in welding together his steel sculptures.

Romare calls Jacobsen’s sculptures ‘space drawings’ that transcended
materiality: ‘Robert Jacobsen dreams about the unknown space outside
of us - like the African Dogon sculptures in their incantations about the
universe’.” Modernist sculpture is linked to the folk art of the Dogon
people of Mali according to a familiar pattern.

Romare’s text differs from many of the other catalogue essays I have
considered in that he relates Jacobsen neither to the contemporary inter-
national art world nor to a national tradition. The only national reference
he makes is to note that the artist worked as a chimney sweep out on the
Danish plains. Instead he writes a more poetic and philosophical reflec-
tion about the artist’s work.

ITALIAN CULTURE TODAY, 21 JUNE-23 JULY 1961

Italian Culture Today, shown at Gothenburg Museum of Art in 1961, was
one of several exhibitions at the museum during the fifties and sixties
featuring Italian artists. This presentation had a particularly broad scope,
incorporating applied arts alongside fine art. Painting and sculpture
dominates the catalogue, which also includes pictures of architecture.
The exhibition was shown in the museum’s Sculpture Hall as well as in
Gotaplatsen, the plaza outside, where Berto Lardera’s three-meter-high
Sculpture (1952) was placed, a composition of cut-out steel plates arranged
at right angles to one another to form a complex, abstract form.

The exhibition committee included a number of Italian professors,
ambassadors, and museum directors. It was also shown in Denmark at
the Louisiana Museum of Modern Art, which then passed it along to
Gothenburg Museum of Art. The exhibition catalogue lists 141 num-
bered paintings and sculptures, while graphic arts, architecture, applied
arts, and industrial design had no numbers in the catalogue. Among the
works reproduced in the catalogue, abstraction dominates entirely. The
only piece that has a more classical, though stylized, figurative style is
Giacomo Manzu’s sculpture Cardinal. Other artists whose work is featured



Styrkan i den gamla traditionen har gjort reaktionen sa mycket mer dynamisk. Den antika
traditionens fasta férankring i det okomplicerade ménskliga har slappt. I stéllet kanner vi
hur de nya motiven, som ofta fors tillbaka pa abstrakta begrepp, lett fram till en rotloshet,
som inte bara gor sig gillande i den nya yttre formen. Det dr kanske nagot, som just nu géller

alla visterlindska konstomraden. Men det blir sirskilt pafallande i Italien.®

Man finner hir slutsatser om orsak och verkan, dir dagens konst
ses som en produkt av d ena sidan paverkan utifran, & den andra
ett sarskilt forhéllande till den nationella kulturhistorien. Trots den
beskrivna rotlésheten anser Westholm att de italienska konstnirerna
inte helt kunnat frigora sig fran den klassiska andan: "Den finns dar
pa ett karaktaristiskt sitt. Den retoriska gesten, de djirva, storslagna
intentionerna, briljansen och elegansen vid genomférandet av dessa
drag, som vi kdnner fran tidigare perioders Italien”'’! Sa férbinds
dagens abstrakta konst med historien. Kontinuiteten dr obruten,
trots uppror och stilbrott.
P4 utstallningen koptes ett grafiskt blad av Nunzio Gulino.

8 EMALJMALARE, KONSTHALLEN, 1-17 SEPTEMBER 1961

Vandringsutstéllningen 8 emaljmalarevisades pa Konsthallen Goteborg
1961. Utstillningen omfattade verk av atta 1 Sverige verksamma
konstnérer som arbetat med emaljmaleri — en gammal teknik som ut-
vecklats f6r industriellt bruk under 1800-talet och som under femtio-
och sextiotalet blev populér for offentlig konst, inte minst 1 Sverige.

Deltagande konstnirer var Sven Erixson, C.O. Hultén, Stig
Lindberg, Lage Lindell, Egon Moller-Nielsen, Endre Nemes, Acke
Oldenburg och Eje Oberg. Bakom utstillningen stod Malmé mu-
seum 1 samarbete med AB Gustavsbergs Fabriker, som gett konstna-
rerna mojlighet att arbeta 1 emaljfabriken.

Samtliga verk som avbildas 1 katalogen har ett abstrakt form-
sprak, aven de som utforts av konstndrer som tidigare férknippats
med ett mer forestillande maéleri, som Sven Erixson och Endre

Nemes. Mgjligen bér Egon Moéller-Nielsens malning, forestillande
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in the catalogue include Roberto Crippa, Gié6 Pomodoro, Mario Negri,
Umberto Milani, Quinto Ghermandi, Alberto Burri, Giuseppe Ajmone,
Gianni Dova, Emilio Vedova, Emilio Scanavino, Giuseppe Capogrossi,
Renato Volpini, and Sergio Mascaro.

The pictures of works in the catalogue are steeped in modernism
— often a dynamic and elegant aestheticism, from the organic, vaulted
concrete forms of the architecture to Ghermandi’s winged sculptures.
Like Minguzzi’s six figures, Ghermandi’s angel seems on the verge of
lifting off. The art is characterized by movement, rhythm, and air. Burri’s
style is more informalist, wounded, with holes burned through stretched
plastic, but just as aesthetically refined. Vedova’s expressive ‘collision’
approaches the work of the American abstract expressionists Willem
de Kooning and Franz Kline. Scanavino is more Eastern and tachistic
in his style, with large empty surfaces, calligraphic signs, and scrapings
through densely painted areas. With his bright colours and hard edges,
Capogrossi’s painting is graphic in a different way, with abstract signs
repeated to form constellations.

Alfred Westholm’s foreword describes the Italian culture’s great im-
portance and the classical legacy’s powerful presence in the contempo-
rary world. But after the war the old values had collapsed: “The ultimate
consequences of the subversive destructive forces can be studied in many
works of art in our exhibition in which frenzied artists seem to have liber-
ated themselves from centuries of timeless classical beauty’.? Westholm
described how these Italian artists are certainly part of an international
movement, but that their revolt against the classical has distinctive char-
acteristics in Italy:

The strength of the old tradition has made the reaction so much more dynamic. The
tradition of antiquity’s firm roots in the uncomplicatedly human have been pulled up.
Instead we can feel how these new motifs, which often refer back to abstract concepts,
have led to a rootlessness that does not just make itself felt in the new outward form.
That is perhaps something that at the moment applies to all areas of Western art. But
it is particularly tangible in Italy.!®

Here Westholm is drawing conclusions of cause and effect in which he sees
the art of the day as a product on the one hand of influences from the out-
side and on the other of the particular conditions of the nation’s cultural his-
tory. Despite the rootlessness he describes, Westholm believes that Italian



en trappa som vrider sig genom bildrummet, betecknas som surrea-
listiskt. I Nemes fall kom han att arbeta i en mer abstrakt inriktning
under femtio- och sextiotalet jamfort med hans figurativa surrealism
fran tidigare ar. Emaljtekniken kan ocksa ha spelat in da den ldmpar
sig vl for abstrakta uttryck och experiment. Det ar tydligt att flera av
konstnirerna experimenterat med olika effekter, som rinnande farg
och schabloner.

Till katalogen med férgbilder finns ett férord av Nils Lindhagen,
intendent vid Malmé museum, en text om emaljmaleriets material
och teknik av Arthur Hald, konstnérlig ledare vid AB Gustavsbergs
Fabriker, och en text om emaljmaleriet vid Gustavsberg av konstkri-
tikern Eugen Wretholm.

Lindhagen skriver att emalj som industriell metod f6r brukspro-
dukter ocksé kan anvindas f6r konstnarliga syften:

Ett material som ger malaren tillfalle att renodla sin dyrkan av fiargen som ett absolut ut-
trycksvirde och ger honom fritt spel att f6lja sina spontanaste impulser och som samtidigt
fyller de ansprak pa bestiandighet, solitt festlig materialverkan och avstandseffekt som rimli-

gen kan stillas pa konstverk for monumentalutsmyckning, utom- eller inomhus.'*

Hér betonas emaljen som ett modernt medium, dir de moderna
krav konstndren stiller inte bara handlar om héllfasthet utan ocksa
spontanitet. Lindhagen sticker inte under stol med att utstéllningen
propagerar f6r anvandning av tekniken 1 offentliga utsmyckningar.

Wretholm skriver att det ”finns en marginal for slumpen 1 emalj-
maleriet, en lockande omstindighet 1 den informella konstens tid, da
den medvetet utnyttjade slumpeffekten blivit doktrin”!*® Tekniken
anses lampa sig sérskilt bra for spontana experiment. Wretholm be-
tonar samtidigt behovet av kontroll och jamfér emaljmaleriet med
japanskt maleri och akvarell. Platen maste ligga horisontellt for att
fargen inte ska rinna av. Tekniken lyfts fram som betydelsefull for
det konstnarliga uttrycket. En viss teknik kommer till sin ratt genom
arbetssitt som utnyttjar dess sdrart.
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artists had not entirely succeeded in liberating themselves from the classical
spirit: ‘it is still there, in a characteristic way. The rhetorical gesture, the
bold, grand intentions, the brilliance and the elegance in the execution of
these attributes that we know from earlier eras in Italy’.!"* The author thus
links contemporary abstract art with history. The continuity was unbroken
despite the rebellion and the breach of style.

In conjunction with the exhibition the museum acquired a graphic
print by Nunzio Gulino.

8 ENAMEL PAINTERS, GOTHENBURG ART GALLERY, 1-17 SEPTEMBER 1961

The travelling exhibition 8 Enamel Fainters was shown at Gothenburg Art
Gallery in 1961. It featured eight Sweden-based artists who worked in
enamel painting, an old technique developed for industrial use during the
nineteenth century that became popular for public art in Sweden during
the fifties and sixties.

The participating artists were Sven Erixson, C. O. Hultén, Stig
Lindberg, Lage Lindell, Egon Moller-Nielsen, Endre Nemes, Acke
Oldenburg, and Eje Oberg. The exhibition was produced by Malmé
Museum in collaboration with Gustavsbergs Fabriker, a porcelain fac-
tory that had given the artists an opportunity to work in their facilities.

All of the pieces reproduced in the exhibition catalogue has an abstract
style — even those made by artists such as Sven Erixson and Endre Nemes
who had previously been associated with a more representational paint-
ing. Egon Moller-Nielsen’s painting of a staircase that rotates through the
picture space should perhaps be categorized as surrealist. Nemes came to
work in a more abstract style during the fifties and sixties compared with
the figurative surrealism of his earlier career. The enamel technique may
also have factored in, since it is well suited to abstract motifs and experi-
ments. It is clear that many of the artists has experimented with various
effects, including dripping paint and stencils.

The colour pictures in the catalogue are accompanied by a foreword
by Nils Lindhagen, curator at Malmé Museum; an essay on the materials
and techniques of enamel painting by Arthur Hald, Artistic Director at



STAFFAN HALLSTROM, KONSTHALLEN, 4-19 NOVEMBER 1961

Den svenske nyexpressionisten Staffan Hallstrom ingick 1 Saltsjo-
Duvnis-gruppen och dr mest kind f6r malningssviten Ingens hundar.
1961 visade Konsthallen Goteborg en separatutstéllning med konst-
nédren, sammanstilld 1 samarbete med Gummesons Konstgalleri 1
Stockholm. Katalogen innehaller savil svartvita bilder som fargbilder,
en katalogdel och en essd av konstndrskollegan Torsten Renqvist.'*

I sin text "Till Staffan Hallstr6m” skriver Renqvist om maleri-
ets problematik 1 samtiden, dir nya stilar snabbt avléser varandra
och en generation endast dr aktuell 1 nagra ar. Han paminner om
konstnarer som fortsétter trots att teckentydarna "havdar att det ar
slut med bildkonsten”.!* Renqvist féreslar tva sitt att férhalla sig till
kénslan av att vara passerad: att kliva av konsten eller att framhérda.
Avantgardets logik ses som en filla, ett alltmer avsmalnande verk-
samhetsomrade begrénsat till konstlivets modevixlingar. Forfattaren
ar skeptisk till avantgardets autenticitet och stéller istéllet sin tilltro
till det passerade.

Detta maste sdgas vara en avvikande position 1 det tidiga sextio-
talets framtidsoptimistiska tidevarv, dd modernismen befann sigien
fas av narmast total dominans 1 konstlivet. Men hur relaterar den till
Hallstrom? Renqvist ldmnar den fragan 6ppen till lasaren. En tolk-
ning som ligger ndra tillhands &r att Renqvist ser Hallstrém som en
sadan passerad malare som skapar bilder mot strommen. Kanske
baseras detta pa att Hallstrom inte arbetar i nagon av de senaste tren-
derna som spontanism, informellt maleri eller liknande. Hallstrém
har ett eget uttryck dér den gula firgen pa ett egensinnigt sétt ar
mycket framtradande. Detta "utanfér historien”, som Renqvist talar
om, befinner sig anda innanfér modernismen. Hallstréms beréttande
maleri kan leda tankarna till Goya men uttrycket karaktariseras ock-
sd av ett abstraherat, grovt formsprak med strakt uppdrivna farger.

Renqvist dr en rost som gar motstréms, som avvisar avantgardet
men som likval befinner sig inom det modernistiska paradigmet. Vad
han soker visa pd ér en stérre frihet bortom ett allt sndvare avant-
garde i en konst som kan himta erfarenheter frdn bade nuet och
historien. Om konsten hela tiden maste férandras men férandringen
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Gustavsberg Factories; and an essay on enamel painting at Gustavsberg
by art critic Eugen Wretholm.

Lindhagen writes that the industrial method of enamel painting de-
veloped for utilitarian objects could also be used for artistic purposes:

A material that offers the painter an opportunity to refine his adoration of colour as
an absolute expressive value and that gives him free reign to follow his most spon-
taneous impulses while simultaneously satisfying all the expectations for durability,
solidly festive materiality, and depth effects one could reasonably have of artwork for

monumental public commissions, indoors or out.'*

Here Lindhagen emphasizes enamel as a modern medium, where an art-
ist’s modern demands are not only about durability but also spontaneity.
He is not shy about the fact that the exhibition is advocating for the use
of the technique in public art commissions.

Wretholm writes that there ‘is some margin for chance in enamel
painting, an attractive condition in the era of informalist art, when the con-
scious exploitation of effects of chance has become a matter of doctrine’.!”®
The technique was considered particularly well suited for spontaneous
experiments. At the same time, Wretholm emphasizes the need for con-
trol, comparing enamel painting with Japanese painting and watercolour.
The metal plate has to lie horizontal to prevent the paint from running
off. He notes that the technique was important to the artistic expression:
a particular technique is only at its best when the working method takes
advantage of its distinctive attributes.

STAFFAN HALLSTROM, GOTHENBURG ART GALLERY, 4-19 NOVEMBER 1961

The Swedish neoexpressionist Staffan Hallstrom was a member of the
Saltsjo-Duvnis Group, and is best known for a suite of paintings entitled
No One’s Dogs. In 1961 Gothenburg Art Gallery showed a solo exhibi-
tion of Hallstrém’s work, arranged in collaboration with Gummesons
Konstgalleri in Stockholm. The exhibition catalogue includes both black-
and-white pictures and an essay by fellow artist Torsten Renqvist.!**



bara accepteras om den sker 1 en pa férhand given riktning mot ett
allt smalare omrade, hur kan da ndgot genuint nytt och dkta formule-
ras? Renqvist synliggdr den modernistiska konstdiskursens absurda
begransningar. Samtidigt forefaller han oférmégen att se bortom
modernismen. Abstraktionen uppfattas som ett nddvandigt inslag
medan en rent avbildande realism avfirdas. Att konsten snart var pa
vig att aterga till en figurativ realism genom popkonsten och foto-
realismen verkar Renqvist helt oférberedd pa.

ELIS ERIKSSON, P.O. ULTVEDT, KONSTHALLEN, 13 JANUARI-28 FEBRUARI 1962

De svenska konstndrerna Elis Eriksson och P.O. Ultvedt presentera-
des 1 en utstéllning pa Goteborgs Konstforening Konsthallen 1962.
Katalogen kan ldsas fran tva hall, om Eriksson fran ena héllet och om
Ultvedt fran det andra. Bada konstnirerna presenteras med bilder
pa tidigare och nya verk samt bilder pa konstnidren. Formen med
tva konstndrer som stdller ut tillsammans dr dterkommande under
perioden.

Fodd 1906 tillhoér Eriksson en édldre generation dn Ultvedt som
var f6dd 1927. Likval delade de vid tidpunkten en inriktning mot
en nydadaistisk, mediedverskridande och lekfull konst som var in-
flytelserik under férsta halvan av sextiotalet. I borjan av sin karridr
arbetade Eriksson med en mer traditionell men dnda modernistisk
figurativ skulptur. Han vande sig dock mot konstbegreppet och kal-
lade hellre sina verk for alster. I slutet av femtiotalet 6vergav han
den traditionella skulpturen fér collage och assemblage med sprak-
liga element. I dessa bilddikter mérks ett intresse for ordlekar och
talsprak, ett gatans sprak och lekens bildbyggande pa tvirs mot det
korrekta. Aven om Eriksson inte arbetade med rérliga skulpturer ar
hans bilder och assemblage fyllda av lekfullhet och dynamik.

Aven Ultvedts skulpturer utmanar det traditionella skulptur-
begreppet genom att anta skepnad av rorliga konstruktioner, ibland 1
form av rumsliga installationer. Han har ocksa arbetat med abstrakta
filmverk. Ultvedt uppmirksammades pa den omtalade utstallningen

174

175

In “To Staffan Hallstrém’ Renqvist writes of the problematic of paint-
ing in contemporary society, when one new style replaces another in
rapid succession and a ‘generation’ of artists spans only a few years. He
reminded us that artists continue their work even though the tealeaf read-
ers ‘claim that visual art is over’.!” Renqvist proposes two ways to relate to
the feeling of having been passed by: to give up on art or to persevere. He
sees the logic of the avant-garde as a trap, an increasingly narrowing field
to work in bounded by the shifting fashions of the art world. The author
is sceptical of the avant-garde’s authenticity and puts his faith instead in
those who had been passed by.

It must be noted that this was a divergent opinion in the early six-
ties, an era of great optimism for the future, when modernism was in a
phase of near total dominance of the art world. But how did it relate to
Hallstréom? Renqvist lets that remain an open question for the reader.
One convenient interpretation is that Renqvist sees Hallstrom as one of
those passed-by painters who create pictures against the current. Perhaps
that assessment is based on the fact that Hallstrém does not work in any
of the latest trends, such as action painting or informalism. Hallstrém has
a style of his own in which the colour yellow in a peculiar way is highly
prominent. This ‘outside of history’, as Renqvist calls it, was neverthe-
less inside of modernism. Hallstrom’s storytelling paintings can lead to
thoughts of Goya, but the expression is also characterized by an abstract-
ed, rugged style with sharply mustered colours.

Renqvist is a voice against the din, dismissing the avant-garde but
staying within the modernist paradigm all the same. What he tries to
demonstrate is that beyond the increasingly constricted avant-garde lays
a greater freedom in an art that can gather experiences from both the pre-
sent and the past. If art must always be changing but that change is only
acceptable if it happens in a predetermined direction toward a constantly
narrowing area, how then can anything genuinely new and authentic be
conceived? Renqvist makes visible the modernist art discourse’s absurd
boundaries. At the same time he appears to be unable to see beyond
modernism. He perceives abstraction as a necessary component while re-
jecting purely representational realism. Art was about to turn back toward
figurative realism through pop art and photorealism, and Renqvist seems
to have been entirely unprepared for it.



Rorelse 1 konsten pa Moderna Museet 1961 och deltog dven 1 Hon — en
katedral fem ar senare.

I Konsthallens entréhall fanns en gemensam skulptur, en parafras
pa Carl Milles Poserdon pa Gotaplatsen. Nar besokare 6ppnade porten
stampade den med foten medan fisken som havsguden holl i ett fast
grepp, viftade pa stjarten.'*

Liksom Rorelsei konstenvackte utstillningen1 Goéteborg starka publik-
reaktioner. En vilbesokt debatt om det utvidgade konstbegreppet, dar
Ulf Linde nérvarade, holls 1 Konsthallen den 26 januari.!”” Kan vad
som helst vara konst? Debatten fortsatte 1 pressen under aret 1 vad som
kallats den stora konstdebatten, foranledd av Moderna Museets kriti-
serade inkop.'*® I relation till denna diskussion &r ett citat av Hippolyte
Taine 1 katalogens forsittsblad talande: ”Ett konstverk bestammes av
sammanhanget med sin omgivning, och denna omgivning ar det ra-
dande allménna tillstandet 1 sederna och det andliga livet.”!*

Hur férhaller sig denna utstéllning till abstraktionen som domine-
rat sd starkt under femtiotalet? Eriksson och Ultvedt har varken lam-
nat abstraktionen eller modernismen bakom sig. Deras formsprak
har en abstrakt karaktir. Anda kan det uttryck de hir framtridde
med beskrivas som nytt.

Istillet for att 6verge modernismen vinde de tillbaka till tiotalets
dada och férde fram en mer lekfull sida av modernismen, en anti-
konst som riktar en kritisk udd mot det borgerliga konstbegreppet.
Hos Eriksson och Ultvedt finns samma smak for det bortkastade,
skriap och objekt som fogas samman 1 nya sammanhang, ett folkligt
sprak, collage och assemblage. Deras arbete dr pafallande rumsligt
och verken tycks splittrade och utspridda, ndrmast kaotiska 1 sitt
formsprak. Det ar forstas en form av abstrakt konst men foérhall-
ningssittet handlar inte om farg och form som sjalvindamal. Snarare
syftar verkets element till att satta nagot i rorelse, rent konkret i rum-
met men ocksa 1 betraktarens férestéllningsvarld. Det granséverskri-
dande och provokativa dr en del av detta konstbegrepp.

Att dada, istillet for den mediumspecifika abstraktionen, togs
upp under femtiotalet och i borjan av sextiotalet ar betecknande f6r
att en viss tolkning av modernismens historia holl pa att férlora sin
legitimitet. Ar Erikssons och Ultvedts verk postmoderna? De 6pp-
nar modernismen for nya uttryckssitt och influenser men samtidigt
arbetar de 1 ett abstrakt formsprak.
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ELIS ERIKSSON, P. O. ULTVEDT, GOTHENBURG ART GALLERY,
13 JANUARY-28 FEBRUARY 1962

Swedish artists Elis Eriksson and P. O. Ultvedt were featured at
Gothenburg Art Gallery in 1962. The exhibition catalogue can be read
from two directions, about Eriksson from one side and about Ultvedt
from the other. It includes pictures of new and earlier work by both artists
as well as photos of the artists themselves. This exhibition with two artists
showing their work together was a recurring form during the investigated
time-period of this study.

Born in 1906, Eriksson belongs to an older generation than Ultvedt,
who was born in 1927. Nevertheless, in the early sixties they shared a
tendency toward a playful, neo-dadaist art for any media that was influ-
ential during the first half of the decade. In the early part of his career,
Eriksson worked with a more traditional yet modernist figurative sculp-
ture. However, he turned against the concept of art, and preferred to call
his works ‘outputs’. In the late fifties he abandoned traditional sculpture
for collage and assemblage with linguistic elements. In these picture po-
ems we can detect an interest in puns and colloquialisms, the language of
the street, and making a game of composing the picture in contravention
of the correct. Eriksson may not have worked with moving sculptures, but
his pictures and assemblages are filled with playfulness and dynamism.

Ultvedt’s sculptures too challenges the traditional conception of
sculpture by taking the form of moving constructions, sometimes as spa-
tial installations. He also worked with abstract film. Ultvedt gained atten-
tion at the renowned Movement in Art exhibition at Moderna Museet in
1961, and also participated five years later in She — 4 Cathedral.

Gothenburg Art Gallery’s entrance hall featured a sculpture made
by Eriksson and Ultvedt together, a paraphrase of the Carl Milles’ sculp-
ture Poseidon that stands on Gotaplatsen, the plaza outside. When visitors
opened the door, the figure of the sea god stamped its foot while the fish
he held tight flapped its tail.'*

Like Movement in Art, the Gothenburg exhibition sparked an impas-
sioned reaction from the public. A well-attended debate on the expanded
concept of art, which included Ulf Linde, was held at Gothenburg Art
Gallery on January 26."” Gan anything be art? The debate continued



Katalogen saknar en text som sitter utstdllningen 1 ett tidssam-
manhang. Av debatten att doma var det en utstillning som brét med
etablerade uppfattningar om konst. Men man ska dd minnas att detta
element av provokation, gransévertradelse och stindig fornyelse ar
en del av modernismen, dess historia och sjilviorstielse, vilken sam-
manfattas 1 begreppet avantgarde.

LUCIANO MINGUZZI, 3-25 FEBRUARI 1962

1962 visade Goteborgs konstmuseum en utstillning med den italien-
ske skulptéren Luciano Minguzzi. Utstillningen turnerade darefter
vidare till Gummesons Konstgalleri 1 Stockholm, Lunds konsthall och
Louisiana 1 Danmark. Utstallningskommissarie var Nils Ryndel och ut-
stillningen producerades av Géteborgs konstmuseum i samarbete med
6vriga institutioner och gallerier. Utstéllningskatalogen innehaller, f6r-
utom svartvita bilder och katalogdel, ett férord av Alfred Westholm och
en text av den italienske konstkritikern Franco Russoli. Utstéllningen
ar ett exempel pd museets uppmarksammande av modern italiensk
konst 1 allmdnhet och skulptur 1 synnerhet. Den utgor ddrmed en upp-
folyning av Marino Marini (1953) och ltaliensk kultur idag (1961).

Westholm beskriver Minguzzis skulpturer som tyngdpunkter pa
den sistndmnda utstallningen. Formspraket med vingliknande for-
mer och insektslika gestalter dr onekligen abstraherat men 1 botten
finns ett motiv. Russoli havdar foljaktligen att Minguzzi ar en skulp-
tor med en stark forbindelse med verkligheten:

Alla dessa fullgangna bilder, préaglade av ett poetiskt formsckande, sprunget ur en verklig-
hetssituation, vars synupplevelse 1 sig bar pa ett spirituellt innehall. Samma sékra kinsla
behérskar formen pé dess hoga, svavande flykt mot den fria rymden, ddr dess inneboende
rorelse kan na slutlig vila 1 tyngdlds jamvikt. En avsikt som nds utan att konstndren férfaller

till abstrakt lek eller later formen forlora sig 1 tomma ménster.!

Det abstrakta dr inget mal 1 sig och borde inte heller vara det enligt
Russoli som istéllet betonar férankringen 1 erfarenheten, men ocksa
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in the press throughout the year in what has been called the Great Art
Debate, brought on by some highly criticized acquisitions by Moderna
Museet.'”® A quotation of Hippolyte Taine printed on the catalogue flyleaf
provides a revealing perspective on the discussion: ‘A work of art is deter-
mined by the context of its surroundings, and these surroundings are the
state of the dominant public mores and spiritual life’.!’

How does this exhibition relate to the abstraction that was so thor-
oughly dominant during the fifties? Eriksson and Ultvedt had left nei-
ther abstraction nor modernism behind. Their style has an abstract
character, and yet the expression they offered here can be described as
something new.

Instead of abandoning modernism, they turned back to the dadaism
of the teens and advanced a more playful side of modernism - an anti-art
that directed a critical barb at the conservative concept of art. In Eriksson
and Ultvedt we find the same taste for the discarded, for junk and objects
that could be joined together in new contexts, a vernacular language of
collage and assemblage. Their work is strikingly spatial, and the pieces
seem splintered and spread out, almost chaotic. It is of course a form of
abstract art, but the approach dealt not with colour and form as ends in
themselves; instead the elements of the piece aims to put something in
motion, literally moving in the space but also shaking up the viewer’s
conceptual world. The unbounded and provocative are part of this new
concept of art.

The fact that the two artists took up dada instead of medium-specific
abstraction in the fifties and early sixties suggests that a certain interpreta-
tion of modernism’s history was about to lose its legitimacy. Is Eriksson
and Ultvedt’s work postmodern? They opened the door for new forms of
expression and new influences in modernism, but at the same time they
were working in an abstract style.

The catalogue has no essay to put the exhibition in a contemporary
context. Judging from the debate that surrounded it, the show countered
the established conceptions of art. However, we should remember that
this element of provocation, violating boundaries, and continual renewal
was essential to modernism, its history and its self-image, all of which is
captured by the term avant-garde.



frihetsstravan. Hari ingdr abstraktionen som ett centralt, lekfullt mo-
ment. Minguzzis skulptur sdker med ett koncentrerat uttryck finga
en rorelse eller kdnsla mer dn att mimetiskt avbilda verkligheten.
Han har en fot 1 en klassisk-arkaisk skulpturtradition men befinner
sig likvil tydligt inom modernismens formsprak.

Katalogessan &r ett exempel pé en text som foérsoker finga in
konstnarskapet med poetiska formuleringar utan att relatera det till
samtida stromningar eller andra konstnérer. Darmed framstar konst-
nédren som en solitir, unik och egen, med ett uttryck som 1 férsta
hand kommer mifrdn men utvecklas och frigors 1 samspel med den
nirmsta omgivningen.

P3 utstallningen koptes Skiss 111 for Eko (1959) till samlingen.

SKULPTUR I TYSKLAND EFTER 1950. SKULPTUR, STUDIER, TECKNINGAR, GRAFIK,
9-25 MARS 1962

Tysk konst fran efterkrigstiden visades pa utstillningen Skulptur
i Dyskland efter 1950. Skulptur, studier, teckmingar, graftk pa Goteborgs
konstmuseum 1962. Utstdllningen kom frdn Deutscher Kunstrat
och turnerande 1 Sverige till Stockholm, Goteborg, Malmé, Vasteras,
Norrképing och Helsingborg genom Riksférbundet f6r bildande
konst. Katalogtexten dr forfattad av den tyske konsthistorikern
Eduard Trier. Uttrycken utgérs av en blandning av abstraherade fi-
gurer och helt nonfigurativa kompositioner. En del ar arkaiserande,
andra expressiva och konstruktiva till sin karaktdr. Katalogen inne-
héller 149 nummer av 55 konstnirer, diaribland E.R. Neles brons-
hist som tycks sondersprangd och Alexander Gondas bronsskdld av
staplade rétblock.

Trier betonar att den tyska skulpturen ar en del av den europe-
iska, dérav titeln "Skulptur 1 Tyskland” istéllet for "Tysk skulptur”.
Det finns idag en medvetenhet om vad som gors 1 Paris och pa andra
stillen. Det finns inte ldngre provinsiella skillnader men konsten ar
utspridd och saknar ett givet centrum. Tidigare starka férebilder som
Ernst Barlach och Wilhelm Lehmbruck har inte samma betydelse

180

181

LUCIANO MINGUZZI, 3-25 FEBRUARY 1962

In 1962 Gothenburg Museum of Art presented the work of Italian sculp-
tor Luciano Minguzzi. The exhibition later travelled on to Gummesons
Konstgalleri in Stockholm, Lund Art Gallery, and the Louisiana Museum
of Modern Art in Denmark. It was commissioned by Nils Ryndel and
produced by Gothenburg Museum of Art in collaboration with the other
mstitutions and galleries. The catalogue included, in addition to black-
and-white illustrations and a list of works, a foreword by Alfred Westholm
and an essay by Italian art critic Franco Russoli. The exhibition was an
example of the museum’s attention to modern Italian art in general and
to sculpture in particular. It was thus a follow-up to Marino Marini (1953)
and Italian Culture Today (1961).

Westholm describes Minguzzi’s sculptures as the anchors of the ltalian
Culture Today show. With their wing shapes and insect-like figures, the
style 1s undeniably abstract, though with an underlying figurative motif.
Consequently Russoli asserts that Minguzzi was a sculptor with a strong
connection to reality:

All these fully developed pictures, permeated with a poetic search for form, sprung
from a real situation, whose sensory experience in itself carries a spiritual content. The
same assured feeling masters the form in its lofty, hovering flight toward free space,
where its inherent movement can ultimately come to rest in a weightless balance. That
objective is achieved without the artist resorting to abstract games or allowing the

form to lose its empty pattern.!’

The abstract is not a goal in itself, according to Russoli, nor should it be;
instead he emphasizes the importance of anchoring in experience, but
also the striving for freedom. In this abstraction plays a central, playful
role. Minguzzi’s sculpture strive with a concentrated expression to cap-
ture a movement or a feeling more than to imitatingly portray reality. He
has one foot in a classical-archaic sculpture tradition, but nevertheless
remains fully within the idiom of modernism.

The essay for the exhibition catalogue is an example of a text that
attempts to capture an artist’s work with poetic language without relat-
ing it to contemporary currents or to other artists. The artist thereby



for de yngre, skriver Trier: ”A den ena sidan den djarva férnyelsen,
den ndstan chockerande uppfinningsférmagan och utnyttjandet av
dagens material och teknik, & den andra sidan férvaltandet av de ned-
arvda bilduppgifterna — sa kan man i férenklade drag karaktérisera
bildhuggarkonstens nuvarande situation.”!!!

Troligen delvis av historiska skél betonas den tyska efterkrigs-
tidens nationella sirdrag inte sa mycket som 1 andra nationella ut-
stallningar. Men de tyska skulptorerna ar ocksa, som andra ldnders
konstnirer, delaktiga 1 en internationell strémning. Méngfalden
betonas och ses som en styrka. Avsaknaden av allmangiltiga idéer har
ersatts av rikedom och mangsidighet. Det tunga och stabila samsas
med det svivande viktlosa. Parallella teman presenteras istéllet for
historiska utvecklingslinjer. Har aterfinns ocksa en blandning mellan
forestillande och abstrakt.

NUTIDA KONST FRAN ARGENTINA, KONSTHALLEN, 7-23 APRIL 1962

Nutida konst fran Argentina visades pa Konsthallen Goéteborg 1962.
Utstéllningen sammanstdlldes for The Arts Council of Great Britain
av Rafael Squirru, direktdr for Moderna Museet 1 Buenos Aires,
och férmedlades till Sverige av Riksférbundet f6r bildande konst.
I Sverige visades utstdllningen 1 Norrkoping, Lund, Goteborg,
Halmstad och Stockholm. Katalogen innehaller ett férord av konst-
kritikern Lars Erik Astrom och texter av Javier T. Gallac och Rafael
Squirru.

Kunskapen om sydamerikansk konst ar hogst bristfélligi Norden,
konstaterar Astrém. Samtliga utstillande konstnirer 4r obekanta pa
den svenska konstscenen. Verk av Luis Barragan, Mario Mollari,
Noemi Gerstein, Raul Russo och Pablo Caratella aterges 1 katalogen.
Samtliga avbildade verk har en utpraglat abstrakt eller nonfigurativ
karaktdr, med undantag av Mollari, vars arkaiserande, berattande
malning 4r mer typisk for ett latinamerikanskt figurativt maleri.
Detta utgér fran Picasso men har utvecklats 1 nya former 1 Syd- och
Mellanamerika, inte minst inom muralmaéleriet av foretradare som
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comes across as a solitary, unique, and independent individual with a
style that comes primarily from within but has been developed and liber-
ated through his interactions with his immediate surroundings.

In conjunction with the exhibition the museum acquired Sketch I11 for
Echo (1959) for its collection.

SCULPTURE IN GERMANY SINCE 1950: SCULPTURE, DRAWING STUDIES,
GRAPHIC ARTS, 9-25 MARCH 1962

German art of the post-war period was featured at Gothenburg Museum of
Artin the 1962 exhibition Sculpture in Germany Since 1950: Sculpture, Drawing
Studies, Graphic Arts. It was produced by Deutscher Kunstrat (the German
Fine Arts Council) and travelled in Sweden to Stockholm, Gothenburg,
Malmé, Visteras, Norrkoping, and Helsingborg through support from the
National Federation of Fine Arts Societies. The catalogue essay is written
by the German art historian Eduard Trier. The works in the show were a
mixture of abstracted figures and completely non-figurative compositions.
Some were archaistic in character, others expressive and constructive. The
catalogue includes 149 works by 55 artists, among them a bronze horse by
E. R. Nele that looks blown apart and a bronze shield by Alexander Gonda
made from stacked rectangular blocks.

Trier emphasizes that German sculpture is part of European sculp-
ture, thus the title Sculpture in Germany rather than German Sculpture. He
writes that there is now an awareness of what is happening in Paris and
other places. There are no longer provincial differences, and art has in-
stead become dispersed and without a given centre. Formerly influential
predecessors such as Ernst Barlach and Wilhelm Lehmbruck no longer
has the same importance for younger artists. Trier writes, ‘On the one
hand this bold renewal, the almost shocking inventive ability and exploi-
tation of today’s materials and techniques, on the other the continuance of
the inherited objectives of the picture — this in simplistic terms character-
izes the current state of the art of picture carving’ !

Trier puts less emphasis on the distinctively national attributes of the
German post-war period than we have seen in other national exhibitions,



Diego Rivera. Trots att det &r figurativt befinner sig detta maleri inom
modernismen, da det verkar genom ett abstraherat formsprak med
arkaiserande drag — grova, férenklade figurer arrangerade till detalj-
rika scener.

Gallac beskriver hur den argentinska konsten foljt europeiska
stromningar men sedan utvecklat nagot eget: ”"Det lyriska och de
stora vidderna férenas 1 en rymdkédnsla som kannetecknar de yngre
generationerna och tar sig uttryck 1 experiment av konstruktiv och
informalistisk karaktdr.”''* Squirru berdr 1 sin text fragan om den
argentinska konstens relation till den europeiska traditionen och f6r-
vantningar pa att argentinsk konst ska vara annorlunda.

Texten ger en intressant mblick tidens synsitt pa konstens re-
lation till nationalitet. Att denna relation ar viktig tycks underfor-
statt. Att det finns ett direkt samband mellan konstnérligt uttryck
och nationalitet verkar ocksa tas for givet, men Squirro ifragasitter
forvantningarna pa argentinsk konst som provinsiell: "Det faktum
att vi bar europén inom oss har alltid véllat missférstand. Vid kon-
frontationen med argentinsk konst 4r kritikerna benédgna att hoja en
aning pa 6gonbrynen, man motsitter sig tanken pa att vi inte dr mer
pittoreska.”'"® Argentinarna efterapar inte Europa, de dr européer,
havdar Squirro:

Vi tillhor den visterlandska kulturen, 4ven om det inte star sa 1 bockerna, &ven om vi ar an-
norlunda - det hoppas vi vara — en nyans annorlunda, &ven om vért blod delvis harrér frén
de atlanter som f6rst befolkade kontinenten. Kan vi inte tillvixa utan att inférliva var mark
och viéra stjarnor med vart vdsen, kan vi inte heller géra det om vi foérnekar vért blod, och
det &r Europa vi har i adrorna. For oss dr Paris och Madrid, Florens och Rom inte exotiska
platser: de byggdes av véra forfader och vi gor ansprak pd dem sdsom del av oss sjalva. Att

inte forsta detta dr att neka att forstd var konst.!**

Ur ett postkolonialt perspektiv kan ursprungsbefolkningens begran-
sade plats 1 denna beskrivning ifragasittas, dven om de numerdart
endast utgor ett fatal procent. Verkligheten dr mer komplex 4n den
exotiserande bilden. Argentina, Sydamerikas andra storsta land med
hégst BNP per capita, var pa stark ekonomisk frammarsch under
sextiotalet. Man kan 1 texten ana en vilja att bli tagen pa allvar som
modern kulturnation samtidigt som landets konstnérer och kritiker
vardar det nationellt sdrskiljande.
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probably at least in part for historical reasons. But German sculptors, like
those in other countries, are also part of an international movement. The
author emphasizes the variety among them, seeing it as a strength. The
absence of universal ideas had now been replaced by abundance and ver-
satility. The heavy and stable are brought together with the hovering and
weightless. Parallel themes were presented rather than historical lines of
development. We also find here a mixture of representational and abstract.

CONTEMPORARY ART FROM ARGENTINA, GOTHENBURG ART GALLERY,
7-23 APRIL 1962

Contemporary Art from Argentina was shown at Gothenburg Art Gallery in
1962. The exhibition was produced for the Arts Council of Great Britain
by Rafael Squirru, Director of the Buenos Aires Museum of Modern Art,
and brought to Sweden by the National Federation of Fine Arts Societies.
In Sweden the exhibition appeared in Norrk6ping, Lund, Gothenburg,
Halmstad, and Stockholm. The catalogue includes a foreword by art critic
Lars Erik Astrém and essays by Javier T. Gallac and Rafael Squirru.

Knowledge of South American art was extremely inadequate in the
Nordic countries, Astrém asserted. All of the artists in the show were
unknown in the Swedish art community. Works by Luis Barragan, Mario
Mollari, Noemi Gerstein, Raul Russo, and Pablo Caratella are repro-
duced for the catalogue. All of the pieces included has an overtly abstract
or non-figurative character, with the exception of Mollari’s archaistic,
narrative painting, which is more typical of Latin American figurative
painting. That tradition is based on Picasso but has developed new forms
i South and Central America, such as the mural paintings represented
by Diego Rivera. Although they are figurative, these paintings belong to
modernism, acting through an abstracted style with archaistic features —
rough, simplified figures arranged into scenes full of details.

Gallac describes how Argentine art has followed European currents be-
fore developing into something of its own: “The lyrical and the broad views
are united in a feeling of space that characterizes the younger generations and

finds expression in experiments of constructive and informalist character’."?



KONST FRAN PARIS, KONSTHALLEN, 12-28 OKTOBER 1962

Isamarbete med Svensk-FranskaKonstgallerietanordnade Géteborgs
Konstférening utstallningen Konst frin Paris pa Konsthallen Goéteborg
1962. Verk av en ldng rad konstnérer som var aktuella 1 konstdiskus-
sionen, flertalet associerade med de informella, visades. Katalogen
saknar bilder och text men konstnirsnamnen siger desto mer om
inriktningen. Till de mer kinda hér Frangois Arnal, Arman, Jean
Dubuffet, Maurice Esteve, Jean Fautrier, Lucio Fontana, Sam Francis,
Hans Hartung, Alfred Manessier, Henri Michaux, Joan Mitchell,
Pablo Picasso, Serge Poliakoff, Jean-Paul Riopelle, Larry Rivers,
Antoni Tapies, Jean Tinguely och Wols.

Utstdllningen innehdll dven grafik av ytterligare en rad konst-
nérer som Karel Appel, Jean Arp, Corneille, Dubuffet, Max Ernst,
Esteve, Francis, Hartung, Asger Jorn, André Lanskoy, Manessier,
Poliakoff, Vieira da Silva, K.R.H. Sonderborg, Pierre Soulages,
Tapies och Mark Tobey.

Konstnérskapen spanner fran moderna klassiker som Picasso,
Braque och Léger till de informella och en representant f6r nouveau
réalisme som Arman. Aven om fokus ligger pa Parisscenen aterfinns
nagra amerikanska namn, som de abstrakta expressionisterna Francis
och Mitchell, den kalligrafiske abstrakte malaren Tobey och pop-
konstnédren Rivers. Trots Arman och Rivers visar utstillning pa en
total dominans av abstrakta och nonfigurativa uttryck. Man kan no-
tera att endast en kvinnlig konstnér, Joan Mitchell, var representerad.

TOBEY, 11 JANUARI-2 FEBRUARI 1963

Maleri av amerikanen Mark Tobey visades pa Goteborgs konst-
museum 1963. Utstillningen, som tidigare visats pa Konstsalongen
Samlaren 1 Stockholm, ordandes i1 samarbete med Musée des Arts
décoratifs 1 Paris.
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Squirru’s essay touched on the question of Argentine art’s relationship to the
European tradition and the expectations that it should be different.

Squirru provided an interesting insight into the era’s view of the rela-
tionship between art and nationality. He seems to have taken for granted
that this relationship is important, and that there is a direct connection
between artistic expression and nationality. But Squirru questions the
expectations for Argentine art as provincial: “The fact that we carry the
European within us has always caused misunderstanding. When con-
fronted with Argentine art the critics are wont to raise their eyebrows a
little, resisting the idea that we are no longer picturesque’.''® Argentines
do not copy Europeans, they are Europeans, he asserts:

We are part of Western culture, even if it does not say that in the books, even if we
are different — we hope that we are — a nuance different, even if the blood in our veins
comes in part from the Atlantic peoples who first populated this continent. If we
cannot grow without incorporating our land and our stars into our essence, then we
cannot either grow if we deny our own blood, and it is Europe we have in our veins.
For us Paris and Madrid, Florence and Rome are not exotic places: they were built
by our ancestors and we claim them as part of ourselves. To not understand this is to

refuse to understand our art.!**

From a postcolonial perspective, the limited role of the indigenous peoples
in this description can be questioned, even if they numerically constituted
a small percentage of the population. The reality is more complex than
Squirru’s exotic picture. Argentina, the second largest country in South
America with the highest per capita GDP, was in the midst of a great
economic expansion during the sixties. In this essay we can detect a desire
to be taken seriously as a modern cultural nation at the same time the
country’s artists and critics were protective of the distinctively national.

ART FROM PARIS, GOTHENBURG ART GALLERY, 12-28 OCTOBER 1962

In collaboration with Svensk-Franska Konstgalleriet (the Swedish-French
Art Gallery), Gothenburg Art Association arranged the exhibition Art



Tobeys maleri karaktdriseras av en kalligrafisk penselskrift som
ofta tacker hela ytan 1 genomlysta skikt. Det &r ett bildsprak som har
beréringspunkter med savil de informella 1 Europa som den abstrak-
ta expressionismen 1 USA. Infor utstillningen férvirvade Géteborgs
konstmuseum tva teckningar av konstnéren.

Katalogen innehéller en text av Frangois Mathey, Conservateur
vid Musée des Arts décoratifs, den franske konstkritikern Julien
Alvard, texter av konstndren och en biografi, samtliga pa franska.
Katalogens uppldgg hianger samman med att material ur den ham-
tats frdn katalogen till den stora retrospektiva Tobey-utstillningen
pa Louvren 1961. Darutdver aterfinns ett tilligg av Alfred Westholm
pa svenska.

Westholm skriver om penselskriften som tecken pa konstnirens
temperament och karaktér. Han betonar linjens sensibilitet och rela-
terar Tobeys konst till Orienten: ”Orienten dr sedan drhundraden
den abstrakta konstens hemland och aldrig har dér dess konstnarliga
mojligheter uttémts.”'*> Det var 1 métet med denna bildtradition som
"Tobeys mogna sprak utvecklades. "Hans konst kraver inga stora for-
mat eller straka fargeffekter. Den ar 1 stéllet indtvand, med drag av
mysticism och stark suggestion”, skriver Westholm. '

Tobey framstalls hdr & ena sidan som modern och med interna-
tionellt inflytande, "hans nuvarande varldsberémmelse”, "den ame-
rikanska vistkustens obestridligt ledande gestalt”.’” A andra sidan
beskrivs hans konst som “klassiskt ren och mattfull”, och det ab-
strakta sprak han utvecklat sigs ha f6tts 1 métet med Orientens gamla
bildtraditioner.""® Det abstrakta ar visserligen karaktaristiskt f6r den
moderna konsten, men Westholm vill samtidigt betona att det ab-
strakta finns dven 1 dldre bildtraditioner, inte minst 1 den islamiska
och den Bortre Orientens konst.

Konsekvensen av detta resonemang &r att dldre kulturers stilar
uppfattas som tamligen statiska medan en modern konstnir som
Tobey ror sig fritt och later sig influeras av andra kulturer, utan att bli
mindre modern. Dekorativa uttryck har funnits 1 alla tider men det
ar forst med modernismen som de blir "abstrakta”, det vill séga som
de skrivs in i abstraktionens 6verskridande av den akademiska realis-
mens normsystem. Abstraktionen inom modernismen &r ett moment
1den vasterlandska konsthistorien medan det icke-forestéllnade 1 an-
dra kulturers bildtraditioner har andra fortecken. Den vasterlandska
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Jrom Faris at Gothenburg Art Gallery in 1962. It featured the work of a
long series of artists who figured in the current art discourse, several of
them associated with informalism. The exhibition catalogue has no pic-
tures or text, but the names of the artists included give a good indication
of the direction of the show. Among the more well-known are Francois
Arnal, Arman, Jean Dubuffet, Maurice Esteve, Jean Fautrier, Lucio
Fontana, Sam Francis, Hans Hartung, Alfred Manessier, Henri Michaux,
Joan Mitchell, Pablo Picasso, Serge Poliakoff, Jean-Paul Riopelle, Larry
Rivers, Georges Rouault, Antoni Tapies, Jean Tinguely, and Wols.

The exhibition also included graphic art by yet another series of
artists such as Karel Appel, Jean Arp, Corneille, Dubuffet, Max Ernst,
Estéve, Sam Francis, Hartung, Asger Jorn, André Lanskoy, Manessier,
Poliakoff, Vieira da Silva, K. R. H. Sonderborg, Pierre Soulages, Tapies,
and Mark Tobey.

The featured artists spanned from modern icons such as Picasso,
Braque, and Léger to informalists and Arman, a representative of nou-
veau réalisme. Even though the focus was on the Paris scene, a few
Americans were included, such as the abstract expressionists Francis
and Mitchell, the calligraphic abstract painter Tobey, and the pop artist
Rivers. Notwithstanding Arman and Rivers, the exhibition was totally
dominated by abstract and non-figurative styles. One can note that only
one woman artist, Joan Mitchell, was represented.

TOBEY, 11 JANUARY-2 FEBRUARY 1963

Paintings by the American artist Mark Tobey were featured at Gothenburg
Museum of Art in 1963. The exhibition, which had previously appeared
at Konstsalongen Samlaren in Stockholm, was organized in collaboration
with the Musée des Arts Décoratifs in Paris.

Tobey’s work is characterized by calligraphic brushwork that often
covers the entire surface in translucent layers. It is a visual language that
has points of commonality with both European informalism and American
abstract expressionism. In advance of the exhibition Gothenburg Museum
of Art acquired two drawings by the artist.



modernismen later sig dock inspireras av dessa utomeuropeiska
kulturer. Omvint kan man se att den vasterldindska modernismen
tas upp 1 lander utanfér Europa och ibland férenas med inhemska
bildtraditioner.

POETISK ABSTRAKTION. LEIF KNUDSEN, JAN STENVINKEL, LARS-ERIK STROM,
KONSTHALLEN, 2-17 FEBRUARI 1963

Ordet abstraktion ar uttalat 1 titeln till utstdllningen Poetisk ab-
straktion. Leif Knudsen, fan Stenvinkel, Lars-Ertk Strom pa Goteborgs
Konstférening, Konsthallen 1963. Katalogtexterna dr, férutom av
konstnirerna sjilva, skrivna av konstkritikern Ludvig Rasmusson
och konstnéren Bengt Olson.

Om Stenvinkel skriver Rasmusson att konstnaren utvecklat ett
formsprak som fungerar som ett slags annotationssystem med vil-
ket han gestaltar upplevelser: "Denna stil dr en sorts nordisk tach-
ism, som rent konsthistoriskt har sina rétter 1 Monet och Kandinsky
och tll vars 6vriga foretradare 1 Sverige bland annat Fogelqvist,
Torsten Andersson och Goésta Werner hor”'" Detta sa kallade an-
notationssystem ar ett rorligt, teckenartat uttryck for kanslor och
sinneserfarenhet.

Rasmusson betonar 1 sin text Knudsens internationella hemma-
hérighet: "Den stil med vilken han uttrycker sig dr den informel-
la. Han har upplevt den inifrén och inte kastat den 6ver sin konst
som en sloja. Denna informalism utévar han helt utan provinsiella
krumbukter”** Anmarkningsvirt ér att det internationella associe-
ras med Europa (Spanien och Paris) medan Norden mer associeras
med det provinsiella. Amerika finns inte pa kartan.

Omsvingningen 1 Knudsens skapande behandlas av konstnirs-
kamraten Bengt Olson: "Det var 1 samband med den tendens som
blommade upp 1, 1 stort sett, hela virlden inom det moderna maleriet.
Ett slags arbete med stoffigare material.”**' Efter att ha tagit intryck
av denna tendens har Knudsen gitt in 1 en ny fas: "Han arbetar
nirmast 1 en impressionistisk anda, eller kanske dnnu mer som en

190

191

The catalogue includes essays by Conservateur of the Musée des
Arts Décoratifs Frangois Mathey, French art critic Julien Alvard, and the
artist, as well as a biography, all in French. The disposition of the cata-
logue is related to the fact that some of the material in it was taken from
the catalogue for a comprehensive retrospective of Tobey’s work at the
Louvre in 1961. In addition it includes a foreword from Alfred Westholm
in Swedish.

Westholm writes about the artist’s brushwork as a sign of his tempera-
ment and character. He emphasizes the sensibility of the line and relates
Tobey’s art to that of Asia: “The Orient has for centuries been the home
of abstract art, and its artistic potential has never been exhausted.'” It
was in contact with this pictorial tradition that Tobey’s mature visual lan-
guage developed. ‘His art demands no large format or bold colour effects’,
writes Westholm. ‘Instead it is introspective, with attributes of mysticism
and the power of suggestion’.!'®

Westholm portrayes Tobey here on the one hand as modern and
internationally influential, referring to ‘his current world fame’ and ‘the
American West Coast’s undeniably leading figure’'” On the other hand
he describes the artist’s work as ‘classically clean and sober’, and claims
the abstract language Tobey developed had been born of the encounter
with the old pictorial traditions of the Orient.'"® Abstraction is certainly
characteristic for modern art, but at the same time Westholm also wants
to emphasize that abstraction may be found in older pictorial traditions,
not least those of Islamic and Far Eastern art.

The consequences of this reasoning is that the styles of older cultures
are perceived as rather static, while a modern artist like Tobey moves
freely and allows himself to be influenced by other cultures — without
that making him less modern. Decorative expressions can been found
in every era, but not until modernism did they become ‘abstract’ - that
is, inscribed into abstraction’s infringement on the normative system of
academic realism. Abstraction in modernism is one phase in the history of
Western art, while abstraction has a different place in other cultures’ picto-
rial traditions. However, Western modernism allows itself to be inspired
by these non-European cultures. Conversely we can see how Western
modernism has been taken up in countries outside of Europe and some-
times integrated with local pictorial traditions.



nordens [sic.] Turner. Fargskalan har blivit blond och bldégd, den
har blivit lyrisk, varlig.”'*?

Férgen tillskrivs nationella karaktdristika. Ljusa, klara farger be-
tecknas som nordiska — de associeras med nordisk natur, midsom-
marljuset et cetera, men hir ocksd med de nordbor for vilka den
blonda hérfirgen och den bla 6gonfirgen anses typisk.'® Har sker
en associativ glidning mellan det icke-forestallande maleriet och en
rad forestillningar om det nordiska som knyts till detta uttryck. En
internationell abstrakt stil f6rbinds utifran ett konstnérskap pa detta
sétt till en viss region, kanske som utslag av ett behov att sarskilja
Knudsen frdn kontinental abstraktion. I modernismen far konsten
inte vara helt provinsiell men inte heller osjilvstandigt efterhdrma det
som skapas 1 centrum. Den maste bearbeta influenser pa ett sjalvstan-
digt sitt utifran en egen identitet som ofta foérbinds med nationella
traditioner och konsthistoria.

Olson hdvdar att Knudsen slutat briljera och att detta gor att hans
bilder uttrycker ett djupare engagemang: "Han doljer sin kunnighet
for att finna djupare manskligt engagemang”'** Denna tankefigur
faller ocksé vil in 1 den modernistiska konstsynen. Realism saknar
de uttrycksmojligheter som finns i abstraktionen. Att uppvisa sitt
kunnande leder till ytlighet. Med abstraktion uttrycks nagot djupare
medan realism passivt reproducerar verkligheten.

Om Lars-Erik Strém skriver Rasmusson: "1 dessa tavlor &r inte
utseendet ndgot vasentligt, det dr bara ndgot oundvikligt”!* Det
handlar om att offra yttre skonhet fér nagot djupare. Aven denna
iakttagelse stimmer val in pa modernismens konstsyn. Stréms ofdr-
diga, s6kande bildsprak beskriv som motsatsen till design. Men ock-
sa detta informella sprék blev ett utseende, en stil till vilken det knéts
forestillningar om konsten som autentiskt uttryck. Med Bourdieu
skulle man kunna séga att det som har att géra med stil, design, det
dekorativa och konventionella maste misskannas for att malningarna
ska framstd som autentiska konstverk skapade direkt och oférmedlat.

Texterna om dessa tre konstnérskap ger tydliga exempel pa ro-
mantiska forestéllningar som ofta uttrycks 1 relation till sa kallad ly-
risk abstrakt konst under perioden.
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POETIC ABSTRACTION: LEIF KNUDSEN, JAN STENVINKEL, LARS-ERIK STROM,
GOTHENBURG ART GALLERY, 2-17 FEBRUARY 1963

The word abstraction is clearly stated in the title of the exhibition Poetic
Abstraction: Leif Knudsen, fan Stenvinkel, Lars-Erik Strom, which was held
at Gothenburg Art Gallery in 1963. The exhibition catalogue includes
essays by the artists themselves and by art critic Ludvig Rasmusson and
artist Bengt Olson.

Rasmussen writes of Stenvinkel that the artist has developed a style
that works as a kind of system of annotation with which he could give
expression to experiences: “This style is a sort of Nordic tachism, which
purely in terms of art history has its roots in Monet and Kandinsky,
and whose other representatives in Sweden include Fogelgvist, Torsten
Andersson, and Gosta Werner’.!”? This so-called annotation system is a
mobile, symbol-like tool for expressing feelings and sensory experiences.

Rasmusson’s essay emphasizes how at home Knudsen was in the
international art scene: “The style with which he expresses himself
1s that of informalism. He has experienced it from the inside, not
wrapped it around his art like a veil. He practices this informalism
with no provincial circumlocutions whatsoever’.'* It is worth noting
that Rasmusson associates internationalism with Europe (Spain and
Paris) and provincialism with the Nordic region, and the United States
is not even on his map.

The turnabout in Knudsen’s work is explored by Bengt Olson, a fellow
artist: ‘It was in connection with a tendency that blossomed up, essentially
all over the world, within modern painting — a kind of work with more sub-
stantial materials’'*! After having been influenced by this current, Knudsen
entered into a new phase: ‘He works in an almost impressionistic spirit,
or perhaps more accurately like a Nordic Turner. The colour palette has
become blonde and blue-eyed — it has become lyrical, vernal’.'**

Here Olson assignes national characteristics to Knudsen’s colours.
Bright colours are considered Nordic - they are associated with Nordic
nature, the Midsummer light, and so forth, but also with the people of the
Nordic region, for whom blonde hair and blue eyes are considered typi-
cal.'® There is an associative shift between non-representational painting
and a series of preconceptions about the Nordic that are linked to it. An



JACKSON POLLOCK, KONSTHALLEN, 20 APRIL-26 MAJ 1963

Konsthallen Goéteborgs visade 1963 en utstdllning med Jackson
Pollock, den ledande malaren 1 den abstrakta expressionismen och
foretradare for action painting. Pollock var da d6d sedan knappt sju
ar men fortfarande aktuell pa konstscenen — 1 Europa som inspiratdr
for spontanismen och de informella. For forsta gdngen presenterades
Pollock nu 1 stort format f6r en svensk publik pa en utstillning som
tidigare visats pda Moderna Museet. Utstillningen férmedlades av
Marlborough Fine Art och innehéll verk fran trettio- till femtiotalet
ur dnkan Lee Krasners samling.

Katalogen, med sidor 1 kraftig kartong, pryds av Hans Namuths
berémda bilder av Pollock 1 hans atelj¢ 1946, pa framsidan en
sekvens med sex fotografier som visar Pollock 1 arbete med den pa
golvet utlagda duken, droppande farg med pinnar och penslar ur
stora fargburkar. Pa baksidan aterges ett portrittfotografi av den r6-
kande konstnédren med allvarlig blick och pannan 1 djupa veck. Det ar
en vilbekant typ av konstnarsportritt. Konstndren som person och
hans arbetsmetod lyfts fram.

Paférstauppslaget finns en nérbild av en droppmalning. Katalogen
innehdller 1 6vrigt verk fran trettiotalet fram till femtiotalet, nagra
av dem reproducerade 1 firg. I lingre citat berdttar Pollock om sin
konstnérliga utveckling, sin syn pa amerikansk konst och sin arbets-
process. Citaten dr bland annat himtade ur den films som Namuth
och Paul Falkenberg gjorde om konstnéren 1951. Ett av dem lyder:

Den idé om ett isolerat amerikanskt maleri som var sa populér pa 30-talet tycks mig absurd
pa samma siitt som idén att forséka skapa en amerikansk matematik eller fysik... A andra
sidan, problemet existerar egentligen inte; eller, om det hade gjort det sa skulle det 16sa sig
av sig sjalvt. En amerikan dr en amerikan och hans maleri 4r naturligtvis beroende av detta
faktum, vare sig han vill eller inte. Men de grundliggande problemen inom det samtida

maleriet &r oberoende av var det skapas.'?®

Aven om han inte férnekar att det kan finnas nationella karaktirsdrag,
gor sig Pollock har till uttolkare for en inflytelserik uppfattning inom
modernismen, denuniversalistiska. Allkonst vaird namnetsysslar med
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international abstract style is associated with a certain region based on
one artist’s work, perhaps the result of a need to distinguish Knudsen
from continental abstraction. In modernism, art is not allowed to be en-
tirely provincial, but nor can it sequaciously imitate what was being cre-
ated in the centre of the art world. It has to modulate influences in an
independent way based on an identity of its own that is often linked to a
nation’s traditions and art history.

Olson asserts that Knudsen has stopped showing off, and that as a
result his pictures express a deeper engagement: ‘He hides his expertise in
order to find a deeper human engagement’.!** This intellectual construct
is also right in line with the modernistic view of art: realism lacks the ex-
pressive potential that abstraction holds. Showing off your expertise leads
to superficiality. With abstraction something deeper is expressed, while
realism passively reproduces reality.

On Lars-Erik Strom Rasmusson writes, ‘In these pictures the appear-
ance is not something essential, it is just something unavoidable’® It is
a matter of sacrificing external beauty for something deeper. This obser-
vation too agrees with modernism’s view of art. He describes Strém’s
incomplete, searching style as the opposite of design. But even this infor-
malist language becomes an appearance, a style with which is associated
preconceptions of art as authentic expression. In Bourdieu’s terms one
could say that what has to do with style, design, the decorative, and con-
ventional must be viewed with suspicion if the painting is to come across
as an authentic work of art, a direct and unmediated creation.

The texts on these three artists’ work provides clear examples of the
romantic conceptions that were often expressed in relation to so-called
lyrical abstract art during the period in question.

JACKSON POLLOCK, GOTHENBURG ART GALLERY, 20 APRIL-26 MAY 1963

In 1963 Gothenburg Art Gallery held an exhibition of Jackson Pollock,
the leading painter in the abstract expressionist movement and the front
man for action painting. Pollock had been dead for seven years but
was still topical on the art scene — in Europe as a source of inspiration



universella viarden. Konst 6verskrider nationsgranserna. Det ar det
universella som garanterar konstens kvalitet, inte det kulturspecifika.
Maleriets problem ar alltsa internationella men konstndren finns all-
tid 1 en kulturmilj6, enligt Pollock.

I sin katalogtext skriver K.G. Hultén om 1900-talet som seklet da
konstnirerna utforskade rumskéansla och rymd. Han ser Mondrian
och Pollock som tva olika exempel pa detta.

"Mondrian representerar den ldngst mojligt drivna rationalis-
tiska ambitionen, konstruktivismen och purismen och Pollock den
poetiska forvirringen, tilltron till livet, slumpen och ménniskornas
obegriansade och outnyttjade mojligheter, spontaniteten och det un-
dermedvetnas gavor.”'¥

Darigenom skrivs amerikanen Pollock in 1 en europeisk konst-
historia, ett europeiskt avantgarde. Detta kan ses som ett sitt att
legitimera och upphdja Pollocks konst. Det dr dock inte fraga om
att flytta Pollock fran en amerikansk kontext till en europeisk. I det
amerikanska konstliv dar Pollock verkade diskuterades den europe-
iska modernismen intensivt. Manga av de europeiska modernisterna
flydde till USA under kriget och Pollock tog djupa intryck av savil
Picasso som surrealismen. Samtidigt dr Pollock genom uppvixten
1 Arizona och Kalifornien, och som tidigare elev till Thomas Hart
Benton, forankrad i det amerikanska.

Pollock som specifikt amerikansk konstnér betonas inte, snarare
avtecknar han sig mot den europeiska modernismens horisont. Som
ofta med de storsta namnen 1 konsthistorien, blir fragan om natio-
nalitet mindre framtridande. Anda ir frigan om det finns ett ameri-
kanskt maleri, som pa allvar kan maita sig med ett europeiskt, hogst
nirvarande. Man kan formulera det pa ett annat sitt: Ar Pollock till-
rackligt bra for att kunna riknas som en stor internationell konstnar
eller dr han enbart en provinsiell amerikan?

Pollock kan betraktas som ett exempel pa en modern klassiker, vil-
ket ocksa uttrycks 1 katalogen: "Det édr dnnu inte sju ar sedan Pollock
dog, 44 ar gammal, men markligt nog tanker man pa honom och talar
om honom som man talar om en klassiker, som man talar om Matisse
eller Picasso.”'?® Myten om det sjalviérbrannande geniet Pollock ma-
nifesteras 1 fotografierna pa omslaget och biografin som f6r dret 1952
anger foljande: "Han plagas av dngest och tvivel pa sitt maleri men

skapar ndgra av sina mest avspanda och storslagna malningar.”**’
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for informalism. The show had already been to Moderna Museet in
Stockholm, the first time Pollock was presented in large format for a
Swedish audience. The exhibition was arranged through Marlborough
Fine Art and included works from the thirties through the fifties from the
collection of the artist’s widow, Lee Krasner.

The catalogue, printed on heavy card stock, is adorned with Hans
Namuth’s famous pictures of Pollock in his studio in 1946. On the coveris a
sequence of six photographs that shows Pollock at work on a canvas spread
out on the floor, dripping paint with sticks and brushes from big buckets.
On the back is a portrait photo of the artist smoking with a serious look in
his eyes and a deeply furrowed brow. It is a familiar type of artist portrait. It
sheds light on the artist as a person and on his working method.

The first spread in the catalogue features a close-up picture of a drip
painting. The rest of the catalogue includes works from the thirties to the
fifties, several of them reproduced in colour. There are long quotations
of Pollock describing his development as an artist, his view of American
art, and his working process. Some of the quotations are taken from the
film that Namuth and Paul Falkenberg made about the artist in 1951. In
one of them he says:

The idea of an isolated American painting, so popular in this country during the thir-
ties, seems absurd to me, just as the idea of creating a purely American mathematics
or physics would seem absurd.... And in antoher sense, the problem doesn’t exist at
all; or, if it did, would solve itself. An American is an American and his painting would
naturally be qualified by that fact, whether he wills it or or not. But the basic problems
of contemporary painting are independent of any one country.'?
Even if he did not deny that there could be national character traits,
Pollock here becomes an exponent for an influential paradigm within
modernism - the universalist. All art worth the name deals with universal
values, according to Pollock. Art transcends national borders. It is the
universal, not the culturally specific, that guarantees the quality of art.
Painting’s problems are thus international, but the artist always exists
within a cultural environment.

In his essay for the catalogue, K. G. Hultén writes of the twentieth
century as the century when artists explored the sense of space. He points
to Mondrian and Pollock as two different examples:



Hultén skriver vidare om Pollocks utnyttjande av slumpen.
Pollocks maleri dr ett bevis pa att ett surrealistiskt maleri dr mojligt,
skriver Hultén som ocksa ser en renhet och kraft 1 uttrycket. I kata-
logen aterges citat dar Pollock talar om sin arbetsprocess, om hur
han arbetar med duken spikad pa golvet, vilket later honom ga runt
och vara inne 1 mélningen. Detta relaterar han till sandmalarna 1
Amerikas ursprungsbefolkning. Pollock séger ocksa att han féredrar
okonventionella malarverktyg och att han droppar firgen och blan-
dar 1 olika material. Beskrivning av arbetet paminner om dansens
och musikens rytmiska fléde:

Nar jag dr inne 1 min malning &r jag inte medveten om vad jag gor. Det ér forst efter ett slags
’bli-bekant-med’ period som jag bérjar kunna se vad jag har hallit pd med. Jag r inte radd
for att gora dndringar, forstora bilden etc., darfér att malningen har ett eget liv. Jag férséker
lata det komma fram. Det dr bara nir jag forlorar kontakten med malningen som resultatet

blir misslyckat. Annars ér det ren harmoni, ett litt ge och ta och mélningen blir bra.'*

Ulf Linde har jimfort detta med jazzmusikerns improvisation.'®!
Paralleller finns onekligen. Det dr ett spontant arbetssdtt Sppet for
det oplanerade men som samtidigt tillater kontroll av firgen 1 varje
rorelse. Pollock sager 1 Namuths fillm: ”Jag kan kontrollera fargens
fléde; det finns ingen slump, lika lite som det finns borjan eller slut.”!3?
Improvisation ter sig darfér som en bittre beteckning dn slump. Hela
kroppen ar med och rérelsen kommer automatiskt. I den meningen

ar den spontan.

KONST EFTER 1945 UR MUSEETS SAMLINGAR, KONSTHALLEN,
10 JUNI-1 SEPTEMBER 1963

1963 visade Goteborgs konstmuseum utstéllningen Konst effer 1945
ur museets samlingar i Konsthallen G6teborg med kompletterande inlan
fran Goteborgs konstnamnd. Konstnérerna ar listade 1 den utvikbara
broschyren. Ungefér en femtedel av verken utgors av skulpturer, res-
ten ar maleri. I katalogen reproduceras verk av Jean-Paul Riopelle,
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Mondrian represents the rationalist ambition driven to its furthest possible extreme;
constructivism and purism and Pollock represents poetic confusion, faith in life,
chance and people’s unlimited and untapped potential, spontaneity and the gifts of

the subconscious.'?

Hultén thereby writes the American Pollock into a European history of
art, a European avant-garde. It can be seen as a way of legitimizing and
elevating Pollock’s work. However, it is not a matter of relocating Pollock
from an American context to a European one. In the American art scene
where Pollock worked, European modernism was being discussed inten-
sively. Many of the European modernists fled to the USA during the war
and Pollock was deeply influenced by Picasso as well as the surrealists.
At the same time, Pollock, having grown up in Arizona and California,
and having studied under Thomas Hart Benton, was deeply rooted in the
American experience.

Hultén does not treat Pollock as a specifically American artist, but
rather defines him against the background of European modernism. As
so often with the greatest names in the history of art, the issue of nation-
ality is less prominent. Nevertheless, the question remains as to whether
there was something one can call American painting, something that can
be seriously measured against European painting. We might also for-
mulate it in another way: Is Pollock good enough to be counted a great
international artist, or is he just a provincial American?

Pollock can be seen as one example of a modern icon, and he was so
recognized in the catalogue: ‘It is not even seven years since Pollock died,
at the age of forty-four, but remarkably enough we are already think-
ing about him and talking about him as an icon, the way we talk about
Matisse or Picasso’.'*® The myth of Pollock as a self-destructive, com-
bustible genius is manifested in the photographs on the cover and the
biography inside, which includes the following note for the year 1952:
‘He suffered from angst and doubt about his painting, but created some
of his most relaxed and extraordinary paintings’.'*’

Hultén goes on to write about Pollock’s use of chance. His painting
1s evidence that a surrealistic painting is possible, writes Hultén, who also
sees a purity and power in the style. The catalogue includes quotations
of Pollock speaking about his working process, about how he works with
the canvas nailed to the floor, which allows him to walk around and get
inside the painting. This he related to the sand painters among the native



Jean Bazaine, Alf Lindberg, Evert Lundquist, Staffan Hallstrém,
Kumi Sugai, S. Brandon Kearl, Luis Feito, Carl-Henning Pedersen,
Asger Jorn, Lynn Chadwick, Palle Pernevi, Ivon Hitchens, Henry
Moore och Luciano Minguzzi. Urvalet haller siginom modernismens
riktmédrken. Det dr abstraherade uttryck med figuren eller landskapet
som grund. Abstraktionen dr allenarddande och broschyrens lasare
maste dra slutsatsen att konst efter 1945 &r liktydig med abstraktion.

SKULPTUR. BO BOUSTEDTS SAMLING, 26 AUGUSTI-6 OKTOBER 1963

Ytterligare ett exempel pad en utstillning med en privatsamling ar
Skulptur. Bo Boustedts samling, som visades pa Goteborgs konstmuseum
1963. Bo Boustedt &r arkitekt och samlare av skulpturkonst. Som
arkitekt star han bland annat bakom Skévde kulturhus 1963-1964.
Han var ocksa verksam som skulpturfotograf.

Utstéllningen visade modern samtida skulptur som préglas av
olika grad av abstraktion, frdn det expressivt figurativa till det non-
figurativa. Flera av den moderna skulpturens stora namn, som Alberto
Giacometti, Marino Marini, Henry Moore och Germaine Richier, var
representerade pa utstdllningen som senare turnerade ut 1 Europa.

Katalogen innehaller ett rikt bildmaterial fotograferat av Boustedt,
ett forord av Alfred Westholm och en text av Per Palme om sam-
lingen och skulpturens moderna historia. Palme skriver bland annat
om Moores relation till djuppsykologi och om Marinis ridande figu-
rer som symboler for angesten infér samtiden. I det internationella
konstlivet har Palme, vid sidan av konstruktivismens utopiska sprak,
mott skulptdrer “som likt arkeologer griver sig ned mot det férflut-
na” for att gestalta vér tids trauma.'® I ett tidigare stycke skriver han
om dagens konstnarer: "De kinner ingen annan Nike dn den som
segrade vid Hiroshima.”'3*

Hér framstills den moderna skulpturkonsten som ett interna-
tionellt men tidsbestimt sprak: modernismens. Detta moderna
sprak har utvecklats for att ge uttryck for hindelser 1 tiden, som
andra varldskrigets fasor, daribland atombomben. Vid sidan av
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peoples of the American Southwest. Pollock also says that he prefers un-
conventional painting tools and describes how he dripps paint and mixes
in various other materials. His description of the work is reminiscent of
the rhythmic flow of dance or music:

When I am & my painting, I'm not aware of what I'm doing. It is only after a sort of
‘get acquainted’ period that I see what I have been about. I have no fears about mak-
ing changes, destroying the image, etc., because the painting has a life of its own. I try
to let it come through. It is only when I lose contact with the painting that the result
is a mess. Otherwise there is pure harmony, an easy give and take, and the painting
turns out well.'*°

Ulf Linde has compared this with the improvisation of jazz music.'®!
There are undeniable parallels. It is a spontaneous way of working that
was open to the unplanned but at the same time always allows control
over the paint in every movement. In Namuth’s film Pollock says, ‘I can
control the flow of the paint. There’s no chance, any more than there’s a
beginning or an end’'* Thus improvisation appears to be a better label
than chance. The whole body is involved, and the movement comes au-
tomatically. In that sense it is spontaneous.

ART SINCE 1945 FROM THE MUSEUM’S COLLECTION, GOTHENBURG ART
GALLERY, 10 JUNE-1 SEPTEMBER 1963

In 1963 Gothenburg Museum of Art showed an exhibition at Gothenburg
Art Gallery entitled Art Since 1945 from the Museum’s Collection, though it in-
cluded a number of complementary works on loan from the Gothenburg
Art Committee (G6teborgs Konstndmnd). The participating artists are
listed in a foldout brochure. Approximately one-fifth of the pieces in the
show were sculptures, the rest paintings. The catalogue includes reproduc-
tions of works by Jean-Paul Riopelle, Jean Bazaine, Alf Lindberg, Evert
Lundquist, Staffan Hallstrém, Kumi Sugai, S. Brandon Kearl, Luis Feito,
Carl-Henning Pedersen, Asger Jorn, Lynn Chadwick, Palle Pernevi, Ivon
Hitchens, Henry Moore, and Luciano Minguzzi. The works selected are



konstruktivismens utopiska och abstrakta sprak finns en typ av
skulptur som skildrar erfarenheter men som ocksa tar intryck fran
aldre kulturer. Modernismen beskrivs ofta som ett bejakande av det
moderna, en revolutiondr, destruktiv kraft 1 forhéllande till det gam-
la. Hér framtrdder en annan bild dir modernismen snarare séker
sig till en tidigare konsthistoria for att méta nutiden. Den utopiska
tilltron till nya formsprak lyser med sin franvaro.

Aret efter utstillningen erhéll museet Krigare av den amerikansk-
hollandske skulptéren Shinkichi Tajiri 1 gava fran Boustedt, och
kom darmed att utéka samlingen av modern internationell skulptur.
Museet kopte aven tva skulpturer av Palle Pernevi av samlaren 1969.

TAGE TORNING, ULF TROTZIG, KONSTHALLEN, 28 SEPTEMBER-13 OKTOBER 1963

"Iva konstnérer utbildade vid Valands konstskola presenterades pa ut-
stallningen Tage Torning, Ulf Trotugpé Konsthallen Goteborg 1963. Bada
arbetade da 1 abstrakt riktning, &ven om Torning ar tydligt férankrad 1
det figurativa. I det verk som avbildas i katalogen &r en figur som béjer
sig fram tydligt avlasbar, &ven om maleriet préglas av en fri, expres-
siv formverkan. Av Trotzig reproduceras en nonfigurativ etsning med
streck 1 olika grupperingar och riktningar. Katalogtexten har skrivits
av konstkritikern och konstndren Torsten Bergmark, en kritiker som
favoriserar det ménskliga och existentiella framf6r det konstruerade.
Bergmarks text uppehaller sig vid det tvang som den nya valfrihe-
ten innebdr for konstndren, "han maste vilja bland alla de ’aktuella’
stilar och uttryckssatt som han ser bredas ut framfér sig”.!** I aldre
tider tog adepterna vid dar mastaren limnat dem och de kunde ostort
dgna sig at konstnarliga problem, skriver Bergmark. Enligt honom
gor detta att konstndrskap idag tar lingre tid pa sig att mogna. Det
giller aven Torning och Trotzig: "De startade 1 en kris- och brytnings-
tid, som dessutom, lokalt 1 G6teborg, var ovanligt problemfylld.”!*
Bergmark syftar hdr pa deras studier fér Nemes, som var kontrover-
siell 1 Goteborg. Forfattaren ser hur deras utveckling "gatt 1 knyckar
och kast”'¥ Torning har fran en abstrakt period édtervint till det
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all within the established boundaries of modernism. There are abstracted
styles with the figure or the landscape as a basis. Abstraction is ubiquitous
and the brochure’s readers could only conclude that art since 1945 is
synonymous with abstraction.

SCULPTURE: BO BOUSTEDT'S COLLECTION, 26 AUGUST-6 OCTOBER 1963

Yet another example of an exhibition of a private collection is Sculpture:
Bo Boustedt’s Collection, shown at Gothenburg Museum of Art in 1963. Bo
Boustedt was an architect and collector of sculptural art. As an architect
his work included the Skévde Cultural Centre (1963-4). He also worked
as a sculpture photographer.

The exhibition featured modern contemporary sculpture character-
ized by varying degrees of abstraction, from the expressively figurative
to the non-figurative. Several of the leading figures of modern sculp-
ture, including Alberto Giacometti, Marino Marini, Henry Moore, and
Germaine Richier, were represented in the exhibition, which went on to
tour around Europe.

The catalogue includes awealth of pictures photographed by Boustedst,
a foreword by Alfred Westholm, and an essay by Per Palme on the col-
lection and the modern history of sculpture. Palme writes about Moore’s
relationship to deep psychology and about Marini’s equestrian figures as
symbols of anxiety about contemporary life, among other topics. Palme
had met sculptors on the international art scene who speak the utopian
language of constructivism, but others as well who ‘like archaeologists dig
down into the past’ in order to give form to the trauma of our times."”** In
a previous piece he had written of the sculptors of the day, “They know no
other Nike than the one who claimed victory in Hiroshima’!3

Here Palme portrayes the modern art of sculpture as an international
but time-dependent language: the language of modernism. This modern
language had been developed to give expression to the events of the time,
such as the horrors of the Second World War, including the atomic bomb.
In addition to constructivism’s utopian and abstract language there is
a kind of sculpture that portrayes experiences but also incorporates



figurativa medan den 1 Paris bosatte Trotzig gatt 1 motsatt riktning.

Bergmark stéller detta 1 relation till det inhemska respektive in-
ternationella: "Torning har vunnit sin frihet 1 anknytning till en dldre
tradition, kanske t o m av inhemsk art, Trotzig 1 en internationell
och rorligare miljé i anknytning till samtida exempel.”*® Aven hir
framtrader en spanning mellan det nationella och internationella.
Samtidens strom av internationella stilar framstills som ndgot konst-
niren maste forhalla sig kritiskt till for att inte gd forlorad 1 osjalv-
standigt epigoneri.

6 ITALIENARE. AFRO, BURRI, CAPOGROSSI, DORAZIO, FONTANA, TURCATO,
KONSTHALLEN, 19 OKTOBER-3 NOVEMBER 1963

Utstallningen 6 italienare. Afro, Burri, Capogrossi, Dorazio, Fontana,
Turcato, som visades p& Konsthallen Goteborg 1963, ir ett exempel
pa en utstillning som belyser den samtida konsten 1 ett visst land.
Katalogomslaget ar indelat 1 tre filt: gront, vitt och rétt som den
italienska flaggan. Utstdllningen, som organiserades 1 samarbete med
Marlborough Fine Art 1 London, visades dven pa Moderna Museet
senare samma ar under titeln 6 walienska malare.

I katalogférordet betonar Carl-Erik Hammarén aktualiteten.
Utstéllningen visar "det basta” och det senaste av den italienska
konsten.®® Det korta férordet pekar inte ut ndgot gemensamt hos
konstndrerna; bilderna fér tala for sig sjdlva. Samtliga verk som re-
produceras 1 katalogen kan betecknas som nonfigurativa. Flertalet
titlar pekar ocksa 1 den riktningen, till exempel "Komposition”, dven
om det finns andra titlar som antyder motiv.

Mest typisk for ett informellt maleri &r Afro. Alberto Burri arbe-
tar 1 okonventionella material som jarn och briand plast 1 granslandet
mellan maleri och skulptur. Verken har dock alltid en dynamisk kom-
position som forhaller sig till ytan. Giuseppe Capogrossi laborerar
med teckenartade former som upprepas och varieras 6ver bildytan.
Piero Dorazios maleri kan betecknas som all over — det vill sidga att
ytan komponeras som en tapet. Av Lucio Fontana avbildas tva av
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influences from other cultures. Modernism is often described as an af-
firmation of the modern - a revolutionary, destructive force in relation to
the old. In Palme’s essay, however, another picture of modernism appears
that looks instead to the earlier history of art in order to address the pre-
sent. The utopian faith in new idioms is conspicuously absent.

The year after the exhibition the museum expanded its collection
of modern international sculpture when it acquired Warrior, a piece by
American-Dutch sculptor Shinkichi Tajiri, as a gift from Boustedt. In 1969
the museum bought from the collector two more sculptures by Swedish
sculptor Palle Pernevi.

TAGE TORNING, ULF TROTZIG, GOTHENBURG ART GALLERY,
28 SEPTEMBER-13 OCTOBER 1963

Two artists educated at the Valand School of Art were featured in the ex-
hibition Zage Torning, Ulf Trotzig at Gothenburg Art Gallery in 1963. Both
were then working in abstract styles, although Térning was firmly rooted
in the figurative. In Térning’s piece that is reproduced in the catalogue,
we can clearly discern a figure that bends forward, even if the painting is
characterized by a free, expressive design. Representing Trotzig’s work
in the catalogue is a non-figurative etching composed of strokes in vari-
ous groupings and orientations. There is also an essay written by the art
critic and artist Torsten Bergmark, a critic who favoured the human and
existential over the constructed.

Bergmark’s essay explores the obligation that came with artists’ new-
found freedom of choice - ‘he must choose among all the “current” styles
and means of expression he sees laid out before him’'*5 In former days
the apprentices took over where the master left off, Bergmark writes, and
they could devote themselves to artistic problems without disturbance.
The result is that today an artist takes longer to mature, and that is true
of Torning and Trotzig too: “They started in a time of crisis and tran-
sition that was, locally in Gothenburg, unusually problematic’’*® Here
Bergmark is referring to their studies under Nemes, who was controver-
sial in Gothenburg. The author notes how their development ‘went in fits



hans Rymdbegrepp, malningar dir ytan perforerats bakifran och byggts
upp till en kraterliknande form omgiven av linjer som ringar pa vatt-
net. Giulio Turcatos bilder bestar av bearbetade ytor med utspridda
spretiga former som med titelns hjélp kan tolkas som grashoppor.

Utstdllningen &r typisk fér hur den moderna samtida konsten
aterkommande behandlas. Intresset riktas mot vad som hinder just
nu. Vad gor de ledande italienska konstndrerna? Konstmarknaden 1
Italien genomgick under sextiotalet en hégkonjunktur som resultat av
den snabba ekonomiska utvecklingen och industrialiseringen av lan-
det efter kriget. Rom, men dven Milano och Turin, flyttade fram sina
positioner 1 det internationella konstlivet. Mellan den radikala konsten
och den radikala designen, eller ”antidesign” som den kallades, fanns
nira band. Blandningen skapade en kreativ atmosfér som behandlats 1
utstillningen 7ud & Plats. Milano/Turin 1958-1968 p& Moderna Museet
2008. Designhistorikern Alberto Bassi skriver 1 utstillningskatalogen
tll 7id & Plats om foreningen mellan naringsliv och kulturliv, dar pri-
vata stiftelser stddde kulturlivet och skapade forutsittningar for ett
blomstrande avantgarde, inte minst pa designomradet.'*

Detta 6verskridande mellan konst och design ér inte represente-
rat pa utstillningen 6 ialienare, aven om Burri och Fontana ar konst-
nérer som arbetade tredimensionellt 1 nya material. Har ar det istallet
det abstrakta maleriet i Rom som star 1 fokus. Kopplingen till London
uppenbaras genom samarbetet med Marlborough Fine Art, men det
fanns ocksa tita kopplingar mellan framf6r allt Milano och Paris
under perioden. Italienska konstnirer stillde dessutom frekvent ut 1
New York under dessa ar.

Aven om den italienska konsten var delaktig i det internationella
konstlivet, uppfattades Rom och Milano inte som lika viktiga
konstcentra som Paris och New York. Italienska kritiker har dock
patalat att Robert Rauschenberg bérjade arbeta med assemblage
efter att han, tillsammans med Cy Twombly, besokt Alberto Burris
ateljé 1 Rom. Burri arbetade da med okonventionella material som
sdckviv. Burri kan ha gett impulsen till Rauschenbergs utforskning
av nya material.'*!

I "The Empty Canvas” (2012) skriver Nicholas Cullinan om
Roma Forma-rorelsen 1947, inkluderande Carla Accardi, Giulio
Turcato, Pietro Consagra och Piero Dorazio, alltsa flera av de konst-
narer som medverkade pa 6 italienare. Cullinan relaterar deras uttryck
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and starts’'¥ After going through a period of abstraction, Térning had
just returned to the figurative, while Trotzig, who was living in Paris, had
gone in the opposite direction.

Bergmark puts all this in relation to domestic versus international:
“Torning has won his freedom in affiliation with an older tradition, per-
haps even a vernacular one, while Trotzig did it in an international and
more mobile environment in affiliation with contemporary examples’.!
Here too emerges a tension between the national and the international.
Bergmark portrays the contemporary current of international styles as
something to which the artist must relate critically in order not to lose
himself in derivative plagiarism.

6 ITALIANS: AFRO, BURRI, CAPOGROSSI, DORAZIO, FONTANA, TURCATO,
GOTHENBURG ART GALLERY, 19 OCTOBER-3 NOVEMBER 1963

The exhibition 6 ltalians: Afro, Burri, Capogrossi, Dorazio, Fontana, Turcato,
held at Gothenburg Art Gallery in 1963, is an example of a show that
illuminates the contemporary art of a particular country. The cover of
the catalogue is divided into three fields - green, white, and red, like the
Italian flag. The exhibition, which was organized in collaboration with
Marlborough Fine Art in London, was also shown at Moderna Museet
later the same year under the title Six ltalian Funters.

In the foreword to the catalogue, Carl-Erik Hammarén emphasizes
how topical the show is. The exhibition features ‘the best’ and the latest
in Italian art."®® This brief foreword does not point out anything the art-
ists has in common, allowing the pictures to speak for themselves. All of
the pieces reproduced for the catalogue can be labelled as non-figurative.
Most of the titles indicates that direction — Composition, for example - al-
though there were others that suggested motifs.

The artist most typical of art informel is Afro. Alberto Burri works
in unconventional materials such as iron and burned plastic, in the bor-
derland between painting and sculpture. However, these pieces always
has a dynamic composition that relates to the picture plane. Giuseppe
Capogrossi experiments with symbol-like shapes repeated and varied



till den sérskilda historiska kontexten iItalien och de italienska konst-
nirernas behov av att frigéra sig fran det fascistiska arvet: ”Whilst de-
claring themselves staunch Marxists, the members of Forma equated
emancipation from Fascism with liberation from the representational
art that had been championed under Mussolini’s regime.”*** Konsten
blev ett medel att bearbeta traumat och erfarenheten frén fascistdik-
taturen och krigsdren. Darav de aterkommande sargade bilderna.
Det abstrakta férbinds har med kommunism och politik, medan det
1 andra sammanhang konnoterade visterlandsk kapitalism och det
apolitiska. Det bor dock framhaéllas att manga av de italienska moder-
nisterna arbetade f6r Mussolinis fascistregim, vilken aldrig motarbe-
tade modernismen pa samma sitt som de tyska nazisterna. Denna
figurativa officiella konst med drag av bade futurism och klassicism
ersattes efter kriget av abstraktionens internationella sprak.

JEAN FAUTRIER. MALNINGAR 1921-1963, KONSTHALLEN,
30 NOVEMBER-15 DECEMBER 1963

Malningar fran perioden 1921-1963 av den franske informelle ma-
laren Jean Fautrier visades pa Konsthallen Géteborg 1963. Fautrier
ar kdnd for sina pastost uppbyggda, svivande abstrakta former.
Utstéllningen, som tidigare visats pA Moderna Museet, innehdll verk
1 konstnirens dgo liksom fran samlare och konsthandlare. Katalogen
innehéller fargbilder och en text av den franske esséisten och poeten
Francis Ponges, som skriver om sviten Gisslan och dess gestaltning
av tortyr och vald under kriget. Ponges jamfér med Michelangelos
slavar och ser samma njutbara harmoni trots det fasansfulla &mnet.

Hér ndrmar vi oss en problematik som inte berérs 1 texten: Hur
kan abstrakt maleri gestalta ett politiskt, historiskt eller ménskligt
dmne nar motivet inte later sig avbildas? I Gisslan kan antydda ansik-
ten forvisso urskiljas men tortyrtemat ligger framst i titeln. Bilderna
1 denna utstallningskatalog ar 4n mer abstrakta. Fargval, textur och
penselskrift tolkas som uttryck for smarta, moérker, aggression, 6m-
het, sorg et cetera.
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across the surface. Piero Dorazio’s painting can be categorized as all over
— that is, the surface is composed like wallpaper. Two of Lucio Fontana’s
Space Concepts were reproduced in the catalogue, paintings whose surfaces
are perforated from the back and built up into a crater-like forms sur-
rounded by lines like rings on a water surface. Giulio Turcato’s pictures
are composed of worked surfaces with dispersed, jagged forms that can
be interpreted (with a little help from the title) as grasshoppers.

This exhibition is typical of how modern contemporary art repeat-
edly was treated. The interest is focused on what is happening at the mo-
ment. What are the leading Italian artists doing? The art market in Italy
was flourishing in the sixties as a result of rapid economic development
and the industrialization of the country after the war. Rome, but also
Milan and Turin, moved up in the ranks of the international art world.
Between radical art and radical design, or ‘anti-design’ as it was known,
there were close ties. The mixture created a creative atmosphere that was
showcased by Moderna Museet in its 2008 exhibition Tume & Place: Milan/
Turin 1958-68. In the exhibition catalogue for that show, design historian
Alberto Bassi writes about the union between business and culture, when
private foundations supported cultural events and created the conditions
for a burgeoning avant-garde, not least in the field of design.'*’

This overlapping between art and design is not represented in the 6
talians exhibition, even though Burri and Fontana were artists who worked
three-dimensionally in new materials. In this case the focus was instead
on abstract painting in Rome. The link to London is revealed through the
collaboration with Marlborough Fine Art, but at the time there were also
close connections between Milan and Paris in particular. In addition, Italian
artists were frequently being shown in New York in those years.

Even if Italian art was part of the international art scene, Rome and
Milan were not considered as important as centres of art as Paris or New
York. Italian critics, however, have noted that Robert Rauschenberg be-
gan working with assemblage after he and Cy Twombly visited Alberto
Burri’s studio in Rome together. Burri was then working with unconven-
tional materials such as burlap, and may well have provided the inspira-
tion for Rauschenberg’s exploration of new materials.'*!

In his article “The Empty Canvas’ (2012), Nicholas Cullinan writes
about the Roma Forma movement of 1947, which included Carla Accardi,
Giulio Turcato, Pietro Consagra, and Piero Dorazio - several of the same
artists featured in 6 Jtalians. Cullinan relates their styles to the particular



Ponges skriver att “det finns en sa stark nédvandighet 1 alla hans
dukar, han grips varje gdng av en sadan lidelse, ett sidant uttryckets
ursinne... [...] Egentligen madlar han vissa konflikter och vissa
obehag”.'** Den modernistiska synen pa detta problem &4r vanligen
att konstndren maste hitta nya sitt att gestalta svara amnen. Att avbil-
da anses inte adekvat, det ar illustration och illustration ar inte konst.
Konst maste ndrma sig amnet fran en annan vinkel: den abstrakta.
Men abstrakt konst kan se ut pa olika satt, fran konkretism till Iyrisk
abstraktion. Aven om méleriet 4r nonfigurativt kan det anda uttrycka
rorelse, kraft, tomhet och sorg genom fargval, materialitet, tyngd el-
ler latthet, rorelse eller stillhet och sa vidare.

Man kan jamféra Fautrier med den amerikanske abstrakte ex-
pressionisten Robert Motherwells bildsvit Elegier tll den spanska
republiken, skapade fran 1948 och framat. I ett abstrakt formsprak,
med runda, moérka former som tycks hidnga i luften mot en ljus bak-
grund, gestaltar Motherwell det spanska inb6érdeskrigets trauma. En
av de tidiga malningarna i serien har titeln Klockan fem pa eftermiddagen,
vilket refererar till Federico Garcia Lorcas dikt till en spansk matador,
"Llanto por Ignacio Sdnchez Mejias”, matadoren som blev dodligt
sarad av en tjur 1 augusti 1934, "klockan fem pa eftermiddagen”.
Lorca, som var uttalad socialist och dessutom homosexuell, av-
rattades av nationalister 1936.*

Hur uttrycks allt detta 1 Motherwells malningar? Utan titelns
hénvisning till dikten skulle en sidan koppling inte vara avlésbar.
Motherwell svarar pa tragedin med en bild stimd 1 sorgeton, med
dampade farger och morka tunga former. S forestills den abstrakta
konsten kunna svara pa tragedin utan att illustrera handelsen. Liksom
Fautrier undviker Motherwell det illustrativa och berdttande. Kvar
blir ett omrade dar maleriet antyder, skapar stimning eller erbjuder
ett symboliskt uttryck.

I'relation till verkligt svara amnen som Forintelsen eller andra ka-
tastrofer verkar en figurativ representation alltmer uppfattas som pro-
blematisk under 1900-talet. Abstraktionens sargade bilder av Burri,
Fautrier, Wols med flera gestaltar erfarenheter av andra varldskriget
utan att avbilda slagfalt, bombade stider, forintelseldger eller tortyr-
kammare.'*5 Sa undviks ocksa att férvandla den méanskliga férlusten
till férljugen heroism som 1 diktaturernas uppbyggliga konst. Konsten
haller saret 6ppet.
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historical context in Italy and the Italian artists’ need to liberate them-
selves from the legacy of Fascism: “‘Whilst declaring themselves staunch
Marxists, the members of Forma equated emancipation from Fascism
with liberation from the representational art that had been championed
under Mussolini’s regime’.'*? Art became a means of working through the
trauma and experiences of years of fascist dictatorship and war - thus the
recurrence of mangled scenes. Here the abstract was linked with commu-
nism and politics, while in other contexts it was associated with Western
capitalism and the apolitical. However, it should be added that many of
the Italian modernists had worked with the fascist regime. This figurative
official art, with attributes of both futurism and classicism, was replaced
after the war by the international language of abstraction.

JEAN FAUTRIER: PAINTINGS 1921-1963, GOTHENBURG ART GALLERY,
30 NOVEMBER-15 DECEMBER 1963

Paintings from the period 1921-63 by the French informalist painter Jean
Fautrier were featured at Gothenburg Art Gallery in 1963. Fautrier was
known for his impastos built up of hovering abstract shapes. The exhibi-
tion, which had previously been shown at Moderna Museet, included
works owned by the artist and loaned from collectors and art dealers.
The catalogue had colour pictures and a text by the French essayist and
poet Francis Ponges, who wrote about a suite of paintings called Hostages
that captured the torture and violence that had occurred during the war.
Ponges compared Fautrier’s suite to Michelangelo’s Slaves, and found the
same exquisite harmony in spite of the horrific subject matter.

There is one problematic aspect here that Ponges does not address in
his text: how can abstract painting convey a political, historical, or human
subject when it cannot portray the motif? In Hostages we may be able to
distinguish suggestions of faces, but the theme of torture lies mostly in
the title. The pictures in the exhibition catalogue are even more abstract.
The choice of colours, the texture, and the brushwork are interpreted by
Ponges as expressive of pain, darkness, aggression, vulnerability, grief,
and so forth.



CARL-HENNING PEDERSEN, KONSTHALLEN, 9-23 FEBRUARI 1964

Den danske malaren Carl-Henning Pedersen presenterades med en
separatutstillning pa Konsthallen G6teborg 1964. Utstillningen hade
tidigare visats pa Den frie udstillings byggnad 1 Képenhamn férega-
ende ar. Pedersen associeras med Cobra-gruppen och ett abstraherat,
expressivt maleri med figurer och ansikten. Hans bilder kan pdminna
om savil Picassos mogna stil som surrealism och barnteckningar.

I'katalogen till den retrospektiva utstéllningen skriver den belgis-
ke poeten och malaren Christian Dotremont, som myntade namnet
och skrev Cobragruppens manifest 1948: "Man vet jo, at en styrke
hos den moderne kunst har veret, at den kunne vende tilbage til for-
tiden, det vil sige friskheden”."*® Den moderna konsten éverbryggar
tidsavstanden och dterknyter till nagot ursprungligt som kan férstas
béde som forntid, 1 betydelsen f6re civilisationen, och som barndom,
tiden fére vuxenblivandet.

Pedersen skriver in sig 1 en expressionistisk konstteori dar barns,
mentalsjuka och utomeuropeiska kulturers bilder forestills stélla oss
1 ndrmare kontakt med vart ursprung, med lekfullhet och det omed-
vetna, begdr och kanslor som fortrycks av civilisationen.'” Vurmen
for det frigérande bildspraket grundar sig 1 psykoanalysen men far
en politisk innebérd. Manniskan ér civilisationens fange och skapan-
det kan frigéra henne fran samhallets och 6verjagets fortryck.

JEAN BAZAINE, 29 APRIL-24 MAJ 1964

Jean Bazaine var en av de mer uppmérksammade malarna under fem-
tiotalet. Hans maleri visades pa en utstéllning pa Goteborgs konstmu-
seum 1964, producerad av Galerie Blanche 1 Stockholm. Katalogen
innehaller texter av den svenske galleristen Gustaf Engwall, som star-
tade Galerie Blanche 1947, och den norske konstndren Alf-Jérgen
Aas.8 Utstillningen 4r ett exempel pa tongivande svenska galleriers
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Ponges writes that ‘there is such a strong urgency in all of his can-
vases — he is gripped each time by such suffering, such an expression of
rage. [...] Actually he paints certain conflicts and certain troubles’'** The
modernist view of this problem is usually that the artist must find new
ways to express difficult subjects. To depict the subject is not considered
adequate; that is illustration, and illustration is not art. But abstract art
can look a lot of different ways, from concretism to lyrical abstraction.
Even when painting is non-figurative it can still express movement, power,
emptiness, and grief through the choice of colour, materiality, weight or
lightness, movement or stillness, and so forth.

One can compare Fautrier’s work with American abstract expression-
ist Robert Motherwell’s suite Elegy to the Spanish Republic, which he began
creating in 1948. In an abstract style with rounded, dark forms that seem
to hang in the air against a bright background, Motherwell gave form to
the trauma of the Spanish Civil War. One of the early paintings in the se-
ries is titled A¢ Five in the Afternoon, which refers to Federico Garcia Lorca’s
‘Lament for Ignacio Sanchez Mejias’, a poem for a Spanish matador who
was fatally wounded by a bull in August of 1934 ‘at five in the afternoon’.
Lorca, who was an outspoken socialist and a homosexual besides, was
executed by nationalists in 1936.*

How is all of this expressed in Motherwell’s paintings? Without the
title’s reference to the poem, no such connection would be discernable. The
artist responded to the tragedy with a picture steeped in grieving, with mut-
ed colours and dark, heavy shapes. Here abstract art is entrusted to respond
to the tragedy without illustrating the events. Like Fautrier, Motherwell
avoids illustration and storytelling. What is left is an area in which painting
can be intimate, create a mood, or offer a symbolic expression.

In relation to truly difficult subjects such as the Holocaust or other ca-
tastrophes, figurative representation seems increasingly over the course of
the twentieth century to have been perceived as problematic. The mangled,
abstract pictures of Burri, Fautrier, Wols, and others gave expression to
the experiences of the Second World War without portraying battlefields,
bombed-out cities, extermination camps, or torture chambers.™*® This also
prevented the transformation of human suffering into the false heroism
seen in the propagandizing art of dictatorships. Art leaves the wound open.



stora inflytande 6ver museilivet vad giller introduktionen av utland-
ska, inte minsta franska, konstnérskap for en svensk publik. En del
verk lanades fran svenska samlingar, andra fran Henie och Niels
Onstads samling 1 Norge.

Bazaines maleri kan forefalla nonfigurativt men med vetskap
om bakgrunden till bilderna kan man ana antydan till naturmotiv.
Engwall skriver att "storsta delen av de utstdllda mélningarna har an-
knytning till Bretagnes atlantkust, det landskap som han sedan unga
ar standigt dtervant till”'* Med denna naturiakttagelse som grund
skapade Bazaine sina abstraherade bilder, malade med utgangspunkt
1 minnet snarare dn den direkta iakttagelsen.

AlfJorgen Aas skriver om Bazaine som en stor fransk malare, en
modern klassiker och representant fér konstutvecklingen 1 hans tid
och land. Samtidigt forestélls Bazaines konst ha en sd hog kvalitet
att den nar bortom den egna epoken och skulle ha uppfattats som
lika vilklingande 1 vilken tid som helst. Har mdste man invéinda att
abstrakt konst av detta slag knappast skulle ha accepterats som konst
fore 1900-talet. Anda finns en andemening om att Bazaine talar ett
universellt sprak som alla ar i stand att forsta. Ett satt att motivera
pastaendet om Bazaines tidloshet vore att séga att de inre kvaliteterna
1 detta maleri dr de samma som 1 alla tiders konst men detta dr svart
att belagga. Den abstrakta konsten bygger pa en visterlindsk och
historiskt situerad modell dar bilden uppfattas som en avgrinsad
helhet, ett fonster mot en fiktiv varld. I exempelvis Kina och Egypten
aterfinns helt andra visuella system.

Aas ser hur Bazaine renodlat det nédvindiga och ldmnat det
andra at sidan. Vad detta nédvandiga ar forklaras inte, men det
handlar underférstatt om ett konstnarligt sprdk som gestaltar en
naturupplevelse utan att avbilda och illustrera:

Likesom sine store landsmenn Cézanne og Bonnard er han opptatt av naturopplevelsen,
og som dem konsentrerer han seg om det kunstneriske sprogs muligheter. [...] Resultatet
ligner ikke naturen i ytre forstand, for det Bazaine soker er ikke naturens déde anatomi, men

dens levende pulsslag, dens rytme og de enkle almene dormer som lever i denne rytme. 1%

Det dr inte naturens yttre "déda” former som avbildas. Snarare skapar
Bazaine med f6rebild i naturens krafter och processer. Utforskningen
av bildspraket dr parallellt med naturen, himtar inspiration frin den,
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CARL-HENNING PEDERSEN, GOTHENBURG ART GALLERY, 9-23 FEBRUARY 1964

The Danish painter Carl-Henning Pedersen was featured in a solo show at
Gothenburg Art Gallery in 1964. The exhibition had been shown the pre-
vious year at The Free Exhibition (Den Frie Udstilling’s) in Copenhagen.
Pedersen was associated with the Cobra group and with abstract, expres-
sive painting with figures and faces. His pictures can be reminiscent of
Picasso’s mature style as well as surrealism and children’s drawings.

In the catalogue for this retrospective exhibition, the Belgian poet
and painter Christian Dotremont, who came up with the Cobra group’s
name and wrote its manifesto in 1948, writes: ‘Of course we know that
one of the strengths of modern art has been that it can turn back to the
past — that is, return to health’'*® Modern art bridges over gaps in time
and reconnects with something primal that can be understood both as
primeval (in the sense of before civilization) and as childlike (from the
time before adulthood).

Pedersen writes himself into an expressionistic theory of art in which
the cultures of children, the mentally ill, and non-Europeans are por-
trayed as bringing us into closer contact with our origins, with playful-
ness and the subconscious, desires and feelings that are suppressed by
civilization.'” This obsession with a liberating visual language is based in
psychoanalysis but has political implications as well. It portrays man as a
prisoner of civilization and sees in creativity the potential to free him from
the repression of society and the superego.

JEAN BAZAINE, 29 APRIL-24 MAY 1964

Jean Bazaine was one of the more widely recognized painters of the fifties.
His paintings were featured in a 1964 exhibition at Gothenburg Museum of
Art produced by Galerie Blanche in Stockholm. The catalogue includes es-
says by the Swedish gallerist Gustaf Engwall, who founded Galerie Blanche
in 1947, and by Norwegian artist AlfJérgen Aas.'*® The exhibition is an



men avbildar den inte. Aas skriver ocksd om Bazaines egentliga mo-
tiv som en inre varld:

I dem [arbetena frén de sista ren] har Bazaine utviklet félsomheten til den mest forfinede
grad av mottaglighet, ja til glennomtrengelighet, og han har derfor ikke lenger bruk for a
stilisere eller abstrahere for a gi tilskueren bevisstheten om den indre verden som er det

egentlige motiv for hans bilder.'™

Malningarna har ofta titlar som anspelar pa naturen eller platser.
Men istéllet f6r en yttre natur dr det konstnérens vision om naturen
som kommer till uttryck 1 bilderna. Inspirerad av naturen forestills
Bazaine skapa ett sjilvstindigt, levande verk. Denna tolkning kan
sdgas vara typisk for texter om den lyriska abstraktionen. Om kon-
kretismen beskrivs som en helt autonom och ren konst, beskrivs den
lyriska abstraktionen ofta med analogier till naturen.

ANTONIO SAURA, KONSTHALLEN, 3-25 OKTOBER 1964

En omfattande retrospektiv utstdllning med malningar, akvareller,
teckningar och collage av den spanske konstniren Antonio Saura vi-
sades pa Konsthallen G6teborg 1964 som enda plats 1 Skandinavien.
Utstéllningen hade sammanstéllts av Stedelijk Museum 1 Amsterdam
1 samarbete med Galerie Stadler 1 Paris. Saura var under femtio- och
sextiotalet ett av de mer uppméarksammade spanska namnen pa den
internationella konstscenen. Saura féddes 1 Huesca men var under
forsta halvan av femtiotalet bosatt 1 Paris. Han var en av grundarna
av konstndrsgruppen El Paso (Steget) 1 Madrid 1957.

Med sina energifyllda, expressiva bilder av korsfistelsescener,
kvinnor, imagindra portratt, manniskomassor, Veronicas svet-
teduk, cocktailpartyn, erotica, katedraler, priaster med mera, for
Saura vidare arvet fran den spanska konsthistoriens maistare fran
Veldzquez till Goya och Picasso. Till skillnad fran flera av de span-
ska modernisterna 1 sin generation, arbetade Saura figurativt dven
om uttrycket dr abstraherat till streckgubbar eller karikatyrer som
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example of the powerful influence leading Swedish galleries have had on
museums in introducing foreign, and particularly French, artists to the
Swedish public. Some of the pieces in the show were borrowed from Swedish
collections, others from Henie and Niels Onstad’s collection in Norway.

Bazaine’s painting can appear non-figurative, but knowing the back-
ground of the pictures allows us to detect the suggestion of nature motifs.
Engwall writes that ‘most of the exhibited paintings are associated with
the Atlantic coast of Brittany, the landscape to which he has continually
returned since his youth’!** Bazaine uses these nature observations as a
foundation to create his abstract pictures, painting with memory rather
than direct observation as the point of departure.

AlfJorgen Aas writes of Bazaine as a great French painter, a modern
icon and representative of the development of art in his time and his
country. At the same time he portrays Bazaine’s art as of such high qual-
ity that it reaches beyond his own era and would be just as resonant in
any era. Here we must interject, however, that abstract art of this kind
would hardly have been accepted as art prior to the twentieth century.
Nevertheless there is a spiritual meaning in Aas’s assertion — that Bazaine
speakes a universal language that anyone is in a position to understand.
One way to support the assertion of Bazaine’s timelessness would be to
say that the core qualities of his painting are the same as those of art in
any age, but this would be difficult to demonstrate. Abstract art builds on
a Western and historically rooted model in which the picture is perceived
as a delineated whole, a window into a fictive world. In China or Egypt,
for example, there are other entirely different visual systems.

Aas notes how Bazaine had refined the essential and left out the rest.
What that essential is he does not explain, but it goes without saying that
it is an artistic language that expresses an experience of nature without
portraying and illustrating:

Like his great countrymen Cézanne and Bonnard, he is preoccupied with the experi-
ence of nature, and like them he concentrates the potential of the language of art. [...]
The result lies not in superficial understanding, because Bazaine is searching not for
nature’s dead anatomy, but for its living pulse, its rhythm and the simple universal

forms that live in that rhythm.'s

It is not nature’s ‘dead’ forms Bazaine is portraying; instead he is simply
creating with nature’s forces and processes as models. His exploration of



nirmar sig abstrakt expressionism. Den maleriska gesten star 1 fo-
kus. Fargerna dr de f6r den spanska konsten typiska dimpade jord-
tonerna med inslag av rétt. Under en period pa femtiotalet malade
Saura enbart 1 svartvitt.

Konsthallen Géteborg var ensam om att visa Saura i Sverige un-
der undersokningsperioden. Detta stora spanska namn har aldrig
presenterats pa Moderna Museet, dock med en storre utstdllning pa
Malmé Konsthall 1997. Verk av Saura visades dven pa utstillning-
arna Faris 1959 (1959) och 12 spanjorer (1970), bada pa Goteborgs
konstmuseum. P4 den f6érstnimnda f6érvirvades malningen Blanca
(1956) fran Sauras svartvita period. Darutover dger museet fyra gra-
fiska blad av Saura. (Moderna Museet dger malningen Pz fran 1957
och tre grafiska blad.)

7 UNGA FRAN PARIS, 18 NOVEMBER-13 DECEMBER 1964

7 unga fran Faris var en utstillning férmedlad av Galerie Mathias Fels
1 Paris. Férutom pa Goteborgs konstmuseum 1964 visades den dven
pa Gummesons Konstgalleri 1 Stockholm, Norrkdpings museum och
Galerie Leger i Malmo aret dirpa. Aven om en del verk pa utstillningen
praglas av abstrakta formsprak som paminner om en del av det infor-
mella maleriet sa 4r motiven ofta framtrddande. Det ar lekfulla bilder
med bildtecken utspridda 6ver ytan. Utstéllningen pekar mot aktuella
tendenser som figuration narrative och arte povera — den férstndmnda
paverkad av popkonsten, den andra praglad av enkla material.

I forordet skriver Alfred Westholm: ”Under de senaste decennier-
na har en ldng rad franska konstutstillningar visats 1 vart land och
man kan nog siga att publiken hér ganska vil kdnner manga av de
franska konstnérer som nu hunnit upp 1 50-arséldern eller daréver. —
Nu édr det emellertid fraga om en helt ny generation.”**?

I katalogen, som redigerats av Nils Ryndel, aterfinns ocksa en
essd av poeten Lasse S6derberg, som var vl fortrogen med konst-
scenen 1 Paris. Soderberg tecknar bilden av en kris 1 konstlivet 1
Paris, dar maleriet kort fast 1 gamla séndersmulade formsprak och
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the visual language runs parallel to nature, and took inspiration from na-
ture, but does not portray nature. Aas also writes about Bazaine’s actual
motif being an inner world:

In [his works of recent years] Bazaine has developed a sensitivity to the most refined
degree of receptivity, even to the point of permeability, and he therefore no longer has
use for stylising or abstracting to give definitive evidence of the inner world that is the

actual motif for his pictures.'!

The paintings often have titles that suggest nature or places. But instead
of the exterior of the natural world, what is being expressed in these pic-
tures is the artist’s inner vision of nature. Aas sees Bazaine as inspired by
nature but creating independent, living works of art. This interpretation
can be considered typical of writing on lyrical abstraction. If concretism
1s described as a completely autonomous and pure art, lyrical abstraction
is often described with analogies to nature.

ANTONIO SAURA, GOTHENBURG ART GALLERY, 3-25 OCTOBER 1964

A comprehensive retrospective exhibition of paintings, watercolours,
drawings, and collages by the Spanish artist Antonio Saura came in 1964
to Gothenburg Art Gallery, the only place in Scandinavia. The exhibition
had been put together by Stedelijk Museum in Amsterdam in collabora-
tion with Galerie Stadler in Paris. In the fifties and sixties Saura was one of
the most prominent Spaniards on the international art scene. He was born
in Huesca but lived in Paris during the first half of the fifties. He was one
of the founders of the artists’ group El Paso (The Step) in Madrid in 1957.

With his energetic, expressive pictures of crucifixion scenes, women,
imaginary portraits, crowds of people, the veil of Veronica, cocktail par-
ties, erotica, cathedrals, priests, and more, Saura continued the legacy of
the masters of Spanish art history from Veldzquez to Goya and Picasso.
Unlike most of the Spanish modernists of his generation, Saura worked
figuratively, even if the style was abstracted to stick figures or caricatures
that verged on abstract expressionism. The focus was on the painterly



specialisering, metafysiska forvillelser och villrddighet. Bland de
yngre ser han tecken till férnyelse med konstnédrer som &ppnat sig
mot vardagen: "Gemensamt for dem dr beroendet av en yttre, urban
verklighet. [...] De utsitter sig for stadsmiljons alla provokationer
och laddar sina bilder med vulgirrealistiska inslag utan att f6lja na-
gon annan logik 4n samtidighetens.”’*® Abstraktionen ger vika for
en ny form av realism.

Konstlivet kopplar ofta stréomningar och skiften till generationer.
Har presenteras en ny generation som forvintas tillféra nagot nytt.
Soéderberg ger uttryck for en trotthet vid de informellas metafysiska
allvar och ser hos de yngre ett behov av att 6ppna sig mot en
omgivande verklighet, det som utestdngts ur konsten genom insiste-
randet pa det nonfigurativa.

Pa utstdllningen forvarvade Goteborgs konstmuseum verk av
René Bertholo, Samuel Buri, Hervé Télémaque och Jan Voss.

KAREL APPEL, WESSEL COUZIJN, KONSTHALLEN, 6-21 FEBRUARI 1965

De nederldndska konstnérerna, malaren Karel Appel och skulptéren
Wessel Couzijn, presenterades pa Konsthallen Goteborg 1965.
Utstillningen utformades 1 samarbete med American Art Gallery
1 Képenhamn. Appel associeras med konstnérsgruppen Cobra och
arbetade med expressiva malningar i klara farger. Couzijn skapade
abstraherade figurer i bland annat brons.

Den tunna utstéllningskatalogen, formgiven av Anders Carlberg,
utstralar modernitet. Omslaget domineras av konstnérernas efter-
namn 1 svart och vitt mot réd grund. Katalogen, som &r redigerad av
Carl-Erik Hammarén, innehaller ett férord av Willem Sandberg, f.d.
direktdr for Stedelijk Museum, Amsterdam. Han skriver:

holland
korsvig mellan nord-syd, dst-vast
blev efter naziockupationens dodsangest

ett centrum dér en ny generation
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gesture. The colours were typical for Spanish art, in subdued earth tones
with flourishes of red. During one period in the fifties Saura painted ex-
clusively in black and white.

Gothenburg Art Gallery was alone in showing Saura in Sweden dur-
ing the period of this study. He was included in a more recent (1997) large
exhibition at Malmé Art Gallery (Malmo Konsthall), but this great name
of Spanish art has never been featured by Moderna Museet. Gothenburg
Museum of Art included his work in two other exhibitions as well: Faris
1959 (1959) and Twelve Spamards (1970). In conjunction with the first of
these, the museum acquired a painting from Saura’s black-and-white pe-
riod called Blanca (1956), and in addition the museum owns four graphic
prints by the artist. (Moderna Museet owns the painting Fozo of 1957 as
well as three graphic prints.)

SEVEN YOUNG ARTISTS FROM PARIS, 18 NOVEMBER-13 DECEMBER 1964

Seven Young Artists from Paris was an exhibition arranged by Galerie Mathias
Fels in Paris. It was shown at Gothenburg Museum of Art in 1964, and
at Gummesons Konstgalleri in Stockholm, Norrképings Museum, and
Galerie Leger in Malmé the following year. Although a number of the pieces
in the show are characterized by an abstract style similar to some informal-
ist painting, here the motifs are more prominent. They are playful pictures
with pictographs spread out across the canvas. The exhibition points toward
contemporary trends such as narrative figuration and arte povera, the first
influenced by pop art and the second characterized by simple materials.
In the catalogue foreword, Alfred Westholm writes:

In recent decades a long list of French art exhibitions have been shown in our country,
and one can probably say that the audience here knows quite well many of the French
artists who are now in their fifties and older. Here, on the other hand, they meet an

entirely new generation. '

The catalogue, which was edited by Nils Ryndel, includes an essay by
the poet Lasse Séderberg, who was well acquainted with the Parisian



- musiker diktare malare skulptorer —

1 valdsam reaktion mot efterkrigstiden fann nya végar att uttrycka sig'**

Har ges den abstrakta konsten tydlig férankring 1 specifikt holldnd-
ska erfarenheter fran andra varldskriget. De moderna konstndrerna
reagerade mot nazismens fortryck.

AUSTRALISKT MALERI AV IDAG, KONSTHALLEN, 14 JUNI-25 JULI 1965

Goteborgs konstmuseum visade 1965 utstillningen Australiskt ma-
leri av wdag (1 arstrycket bendmnd Nutidsmdleri fran Australien) pa
Konsthallen. Utstéllningen hade turnerat i Australien innan den kom
till Europa.'® De verk som reproduceras i katalogen faller tydligt
inom modernismens stravan mot abstraktion. Utmarkande ar refe-
renser till natur och djurliv, liksom naivistiska och primitiva drag.
Bland konstnérerna finns Arthur Boyd och Sidney Nolan.

I sin text beror den 1 Australien fodde konstkritikern Robert
Hughes den australiensiska konstens avskildhet:

Ingen australisk mélare har lyckats folja upp den s.k. modestrémningen s& som Nicholas de
Staél gjorde nagra ar fére sin dod, ingen konstnar har méirkbart paverkat denna strémning.
Dessutom uppskattas de flesta australiensare som gjort sig kdnda 1 England just for deras

avstandstagande frin modestrémningarna.'*®

Vi har tidigare sett hur skribenter hivdat att konsten maste vara
aktuell och internationell, samtidigt som den maste forhalla sig sjalv-
standigt till internationella stilar. Detta problem galler framst konst
fran periferin, som forestdlls ligga efter konsten 1 centrum. Den aus-
traliensiska konsten méter andra foérvintningar dn avantgardet 1
Paris. Den uppskattas inte for sin internationalism, utan tvartom for
sin sdrart. Denna franvaro av skuldkomplex for hur konsten borde
se ut ser Hughes som dess styrka.

Hughes skriver vidare att det inte finns nagon australisk skola,
ingen gemensam idé men ett vidare experimentfilt. Han motsatter
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art world. S6derberg describes a scene of crisis in the arts community in
Paris, where painting has gotten stuck in crumbling old styles and speciali-
zation, metaphysical deviations, and hesitation. But in the younger gener-
ation he finds signs of renewal among artists who have opened themselves
to the everyday: “T'hey have in common a reliance on the external, urban
reality. [...] They expose themselves to all the provocations of the urban
environment, and charge their pictures with vulgar, realistic features with-
out following any logic other than that of simultaneity’.!** Abstraction has
given way to a new form of realism.

The art world often links artistic movements and transitions to gen-
erations. This exhibition presented a new generation that was expected
to contribute something new. Séderberg thus expresses weariness with
the informalists’ metaphysical gravity and finds in the younger artists a
need to open themselves up to the reality that surrounds them - the real-
ity that had been excluded from art by the insistence on non-figurative
expression.

In conjunction with the exhibition Gothenburg Museum of Art ac-
quired works by René Bertholo, Samuel Buri, Hervé Télémaque, and
Jan Voss.

KAREL APPEL, WESSEL COUZIJN, GOTHENBURG ART GALLERY,
6-21 FEBRUARY 1965

"Two Dutch artists, painter Karel Appel and sculptor Wessel Couzijn, were
featured in 1965 by Gothenburg Art Gallery. The exhibition was pro-
duced in collaboration with the American Art Gallery in Copenhagen.
Appel is associated with the Gobra group of artists and worked with
expressive paintings in bright colours. Couzijn created abstracted figures
in bronze and other materials.

The slender exhibition catalogue, designed by Anders Carlberg, ex-
udes modernity. The cover is dominated by the artists’ surnames in black
and white against a red background. Edited by Carl-Erik Hammarén,
it includes a foreword by Willem Sandberg, the former director of the
Stedelijk Museum in Amsterdam. He writes:



sig tidigare tolkningar av australiensisk konst som férbunden med
1800-talets nybyggare som sliter 1 solens hetta. Denna karikatyr
fangar inte mangfalden av stilar, hdvdar Hughes. Likvil gor han ett
forsok till karaktaristik:

Dagens maleri 1 Australien har en markbart rotad stadga utan sarpriglat avantgarde, men
man kan for den skull inte sdga att konsten ar mer stillastdende 4n experimentell. [...] Inte
desto mindre bérs néstan all australisk konst upp av ett intensivt engagemang 1 det sjalv-
upplevda, och landskap &terkommer i malning efter malning, obénhérligt, ndstan som en

nodvindighet.'”

Relationen till samtida strémningar ar inte oproblematisk. Hughes
skriver att framtradandet av stora begavningar bara gjort situationen
mer problematisk, med krav pd att uppnd internationell standard:
”Australiensarna betecknar dnnu konsten som ett dokument Gver
striden mellan det abstrakta och det figurativa, det forra 1 Sydney, det
senare 1 Melbourne. Det &r en langt 6verdriven konflikt, och utstall-
ningen visar att det snarare ar en skenbar sadan.”**® Hughes havdar
att avantgardismen saknar jordman 1 Australien. De australiska ab-
strakta malarnas verk &r inte sa abstrakta. Han talar darfér hellre om
metamorfiska bilder. De australiensiska maélarna vill uttrycka sina
inre upplevelser och omstper dem 1 konstnérlig form.

Intressant nog namner Hughes inte relationen mellan vita och
aboriginer - som utgjort en konfliktyta och ett utbyte som inte minst
kommer till uttryck 1 dagens australiensiska konst.*® Hughes kritise-
rar karikatyrbilder samtidigt som han sjdlv ser konsten som uttryck
for en specifik australiensisk erfarenhet, praglad av en stark relation
till landskapet dér de internationella stilarna férvisso paverkar men
1 liten utstrackning och anpassade till Australiens sirskilda villkor.

SUGAI, KONSTHALLEN, 6-21 NOVEMBER 1965

Den japanske malaren Kumi Sugai presenterades pa Konsthallen
Goteborg 1965 med maleri, grafik, gouacher och teckningar.
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Holland

crossroads between north and south, east and west
became after the dread of death under Nazi occupation
a centre where a new generation

- musicians poets painters sculptors —

in violent reaction to the post-war era found new ways of expressing themselves'>*

Here Sandberg clearly anchors abstract art in the specifically Dutch expe-
riences of the Second World War. Modern artists reacts to the oppression
of Nazism.

AUSTRALIAN PAINTING TODAY, GOTHENBURG ART GALLERY,
14 JUNE-25 JULY 1965

In 1965 Gothenburg Museum of Art showed an exhibition at Gothenburg
Art Gallery called Australian Painting Today (in the annual report it was re-
ferred to as Contemporary Painting from Australia). The show had toured in
Australia before coming to Europe.'® The works that are reproduced in
the catalogue clearly conform to modernism’s striving for abstraction.
They are remarkable for their references to nature and animal life, and
for their naivistic and primitive attributes. Arthur Boyd and Sidney Nolan
are among the featured artists.

In his essay, Australian-born art critic Robert Hughes touches on the
distinctiveness of Australian art:

No Australian painter has succeeded in following the so-called fashion trend like
Nicholas de Staél did several years before his death, no artist has noticeably influ-
enced that trend. What is more, most of the Australians who have made names
for themselves in England are appreciated specifically for their scorn of fashion

trends.!*%

We have already seen writers assert that art must be topical and interna-
tional, and at the same time must maintain an independent relationship



Katalogen innehaller en text pa franska av André Pieyre de Mandigues
fran Le Museé de Poche och en pa engelska av Georges Boudaille,
samt reproduktioner 1 svartvitt och tva fargbilder.

Sugai foddes 1 Kobe 1919. Han studerade konst i Osaka och ut-
forskade savil traditionell japansk kalligrafi som visterldndska tek-
niker. Under fyrtiotalet upptackte han den europeiska modernismen.
Han flyttade till Paris 1952 for att studera vid Académie de la grand
chaumiére. Tio ar senare rérde han sig bort fran det informella,
kalligrafiska uttryck han tidigare arbetet med mot ett geometriskt
maleri av enkla former malade med skarpa kanter.

I bada katalogtexterna berdrs det japanska draget 1 Sugais bil-
der. de Mandigues talar om en blomstring av uttrycket, lika natur-
lig som under inflytande av regn och sol.'® Boudaille skriver om
Sugais framgangar pa Venedigbiennalen 1962. Sugais bidrag till den
internationella modernismen ligger 1 behandling, originalitet, med-
vetande och exotism, hivdar Boudaille: "If his style reflects a deep
Orientalism without ever having incurred the epithet of ’Japonizing’,
it is because Sugai has never thought of denying his race, his inheri-
tance and his nationality.”'%!

Det japanska ar alltsa inget val utan nagot som Sugai av nédvén-
dighet bar med sig. Sugai har flyttat till Paris och anammat ett vis-
terldndskt abstrakt maleri men fér en vasterldndsk betraktare tycks
hans bilder likval ha ett japanskt drag. Vari detta bestar forklaras
inte men 1 de enkla kompositionerna och klara fargerna kan man
kdnna igen en estetik fran japanska trasnitt, japanskt maleri (nihonga),
japansk tradgardskonst, arkitektur och formgivning. Det &r forstas
ocksa mojligt att det "japanska” 1 hans verk ar mer av en projektion
fran betraktarens sida, da parallellerna till det samtida informella ma-
leriet 1 Europa ar starka.

Nagra forvarv gjordes inte 1 samband med utstéllningen, da mu-
seet redan 1959 képt malningen Svart sol (1958) pa utstéllningen Kring
spontanismen.
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to international styles. This problem primarily applies to art on the pe-
riphery, which the writers conceive as behind the art of the great cen-
tres. Australian art faces different expectations than the avant-garde art
of Paris did. It is not appreciated for its internationalism, but rather for its
distinctiveness. Hughes sees this lack of guilt complex for how art ought
to look as its strength.

He goes on to write that there was no Australian school, no shared
idea, but a broader field of experimentation. Hughes contradicts earlier
interpretations of Australian art as linked with nineteenth-century pio-
neers labouring in the hot sun. This caricature can not capture the di-
versity of styles, he asserts. Nevertheless, he does make an attempt to
describe the national characteristics:

Today’s painting in Australia has a markedly rooted underpinning without a distinc-
tive avant-garde, but that does not mean that art is more static than experimental. [...]
Nonetheless, almost all Australian art is characterized by an intensive engagement
in personal experience, and landscape recurs in painting after painting, inexorably,

almost as a necessity.'”

The relationship to contemporary trends is not without its problems.
Hughes writes that the emergence of great talents has only made the
situation more problematic, with the demand to achieve international
standards: ‘Australians still see art as a document of the battle between the
abstract and the figurative, the former Sydney and the latter Melbourne.
It is a greatly exaggerated conflict, and this exhibition shows that it is
more of an illusory one’.*® Hughes asserts that there is no fertile soil for
avant-gardism in Australia. The Australian abstract painters’ works are
not really so abstract. Therefore he speaks instead of metaphorical pic-
tures: Australian painters wants to express their inner experiences and
recast them in artistic form.

Interestingly enough Hughes does not mention the relationship be-
tween whites and Aborigines, though it has been a point of conflict and
an exchange that finds expression in contemporary Australian art."® He
criticizes caricature images at the same time he himself sees art as an
expression for a specific Australian experience characterized by a strong
relationship to the landscape, an expression that was certainly influenced
by international styles but only to a limited extent, and one that was
adapted to the particular conditions of Australia.



ASGER JORN, KONSTHALLEN, 12-27 FEBRUARI 1966

Den forsta stora separatutstdllningen 1 Sverige med den danske
malaren Asger Jorn visades pa Konsthallen Gé6teborg 1966 1 samar-
bete med Lunds konsthall och Galerie Birch 1 Képenhamn. Jorn var
vid tiden en internationellt uppmérksammad konstndr, associerad
med Cobra och situationisterna. Jorns maleri karaktdriseras av ur-
sinniga fargexplosioner, ett sondertrasat bildsprdk med figurer och
ansikten som motiv 1 en stil inspirerad av barns bilder. Katalogen
innehaller fyra fargreproduktioner och sju 1 svartvitt.

I utstallningskatalogen dterfinns ett citat av konstnédren dér han
talar om att trdnga in 1 en kosmisk ordning av rytmer och krafter. Pa
detta citat foljer ett f6rord av Carl-Erik Hammarén och Eje Hogstedt.
Katalogen innehaller ddrutdver ett utdrag ur Virtus Schades bok om
konstnaren dar forfattaren skriver om hur Jorn malar {or att bli man-
niska, hur han 1 maleriet reagerar pa sina upplevelser och ger ut-
lopp for sin lidelse. Schade ger darmed uttryck f6r den romantiska
konstuppfattning som ser konstverket som en arena ddr konstni-
ren uttrycker sitt sjalsliv. Texten innehaller ocksa en intervju med
Jorn dir han patalar sin skepsis for ismer, dven Cobra och situatio-
nismen. Aven detta ligger i linje med den romantisk-modernistiske
konstnédrens position som outsider och behov av att markera sin
sjalvstandighet.

SEX SEPARATA. GOSTA GIEROW, K.E. HAGGBLAD, SIGVARD OLSSON, PHILIP VON
SCHANTZ, NILS G. STENQVIST OCH BO SWENSSON, KONSTHALLEN, 5-20 MARS 1966

Sex separata var en utstdllning pa Konsthallen Goteborg 1966 med
konstndrerna Gosta Gierow, K.E. Haggblad, Sigvard Olsson, Philip
von Schantz, Nils G. Stenqvist och Bo Swensson. Utstéllningen vi-
sades pa Liljevalchs konsthall 1965 med tillhérande katalog. Till ut-
stallningen 1 Goteborg gjordes en folder med férord av Carl-Erik
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SUGAI, GOTHENBURG ART GALLERY, 6-21 NOVEMBER 1965

Japanese painter Kumi Sugai was featured at Gothenburg Art Gallery in

1965 in an exhibition of paintings, graphic art, gouaches, and drawings.
The catalogue includes an essay in French by André Pieyre de Mandigues
from the Museé de Poche and another in English by Georges Boudaille,
along with reproductions, all but two in black and white.

Sugai was born in Kobe in 1919. He studied art in Osaka and ex-
plored both traditional Japanese calligraphy and Western techniques.
During the forties he discovered European modernism. He moved to
Paris in 1952 to study at the Académie de la Grand Chaumiére. Ten
years later he moved away from the informalist, calligraphic style he had
been working with and toward a geometric composition of simple forms
painted with sharp edges.

Both catalogue essays touch on the Japanese character of Sugai’s
pictures. De Mandigues writes of a flowering of expression, just as
natural as under the influence of rain and sun.'® Boudaille writes of
Sugai’s success at the Venice Biennale of 1962. Sugai’s contribution to
international modernism lays in the treatment, the originality, the con-
sciousness, and exoticism, Boudaille asserts: ‘If his style reflects a deep
Orientalism without ever having incurred the epithet of “Japonizing”, it
is because Sugai has never thought of denying his race, his inheritance,
and his nationality’.!®!

Thus the Japanese legacy is not a choice but something Sugai car-
ried with him of necessity. He had moved to Paris and adopted Western
abstract painting, but for a Western observer his pictures nevertheless
seem to have Japanese traits. De Mandigues does not specify exactly what
these traits are, but in the artist’s simple compositions and bright colours
one can recognize the aesthetic of Japanese woodblock prints, paintings
(nihonga), garden arts, architecture, and design. Of course it is also pos-
sible that the Japanese’ we sense in his work is more of a projection by
the viewer, since the parallels to contemporary informalist painting in
Europe are strong.

No work was acquired in conjunction with the exhibition, though the
museum had already purchased the painting Black Sun (1958) in 1959 at
the exhibition Surrounding Action Painting.



Hammarén. Konstnédrerna beskrivs som sjalvstandiga individer som
tillsammans dnda ger en representativ bild av aktuella strémningar 1
svensk konst.

Utstallningen karaktiriseras av en blandning av abstrakta och fi-
gurativa uttryck. Ddr von Schantz arbetar i en form av nyrealism med
béde traditionella och abstrakta fértecken, star Olsson och Haggblad
for ett nonfigurativt uttryck. Gierow arbetar figurativt, Stenqvist och
Swenson med en form av naturabstraktion.

Den mer omfattande katalogen till utstillningen pa Liljevalchs
konsthall har en katalogtext av Folke Holmér. Han skriver bland an-
nat om konstnédrernas samhillsengagemang och lyfter fram Sigvard
Olssons utstéllning om Spanien.

Sigvard Olsson dr intressant eftersom han vergick fran ett in-
formellt maleri till andra uttrycksformer. Fran att ha arbetat med
abstrakta mélningar med sprakliga paskrifter med politisk laddning,
mer eller mindre 6vermalade, borjade han arbeta med fotocollage av
pressbilder fran populdrkultur och sport, liksom fran konfliktzoner
som Spanien och Vietnam.

I katalogen visas just ett sadant montage av bilder fran popkon-
serter, fotbollsmatcher och krigshandelser. Ett par méalningar ber6r
Vietnamkriget, en med paskriften Dien Bien Phu, en annan forestdl-
lande risfalt. Ett avsnitt behandlar spanska inbordeskriget. Mélningen
There’s a valley in Spain called Jarama har starka paralleller till Robert
Motherwells svit Elegi till den spanska republiken fran 1948 och framat.
Sobert svarta former, liksom hingande 1 luften mot en ljus grund,
fick hos Motherwell symbolisera tragiken 1 den spanska republikens
fall. Pa ett liknande sitt forsokte Olsson skapa en bild av en tragisk
situation. I malningarna infogas inte bara ord genom titelns ledning
utan ocksa genom paskrifter. Vid denna tidpunkt verkar Olsson ha
uppfattat maleriet som otillrackligt for att fa ut sitt budskap, da han
under sextiotalet alltmer bérjade anvinda text och tidningsfotogra-
fier. Olssons férandrade uttryck illustrerar den abstrakta konstens
problem att behalla sin relevans 1 relation till kravet pa att behandla
samhaéllsfragor och ta politisk stallning ndgra ar in pa sextiotalet.
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ASGER JORN, GOTHENBURG ART GALLERY, 12-27 FEBRUARY 1966

The first large solo exhibition in Sweden of the Danish painter Asger
Jorn was at Gothenburg Art Gallery in 1966, a collaboration with Lund
Art Gallery and Galerie Birch in Copenhagen. At the time Jorn was an
internationally renowned artist who was associated with Cobra and the
situationists. Jorn’s work was characterized by wild explosions of colour,
a tattered and torn visual language of figures and faces as motifs in a style
mspired by children’s drawings. The exhibition catalogue includes four
reproductions in colour and seven in black and white.

The catalogue also includes a quotation of the artist speaking about
squeezing into a cosmic order of rhythms and forces. It precedes a fore-
word by Carl-Erik Hammarén and Eje Hogstedt. Then there is an excerpt
from Virtus Schade’s book about the artist in which he describes how
Jorn is painting to become human — how his painting is a reaction to his
experiences and an outlet for his suffering. Schade is thus articulating
the romantic conception of art that sees the work as an arena in which
the artist can express his spiritual life. His essay also includes an inter-
view with Jorn in which the artist expresses his scepticism over the sms
in art, including Cobra and the situationists. This too is in line with the
romantic-modernist artist’s role as an outsider who needs to articulate his
independence.

SIX SOLOS: GOSTA GIEROW, K. E. HAGGBLAD, SIGVARD OLSSON, PHILIP VON
SCHANTZ, NILS G. STENQVIST, AND BO SWENSSON,
GOTHENBURG ART GALLERY, 5-20 MARCH 1966

Six Solos was an exhibition at Gothenburg Art Gallery in 1966 featuring
artists Gosta Gierow, K. E. Haggblad, Sigvard Olsson, Philip von Schantz,
Nils G. Stenqvist, and Bo Swensson. It was shown first at Liljevalchs Art
Gallery in 1965, and a catalogue was produced at that time. For the exhi-
bition in Gothenburg a folder was printed that included a new foreword



OP & POP. AKTUELL ENGELSK KONST, 15-30 MARS 1966

Popkonsten och den abstrakta opkonsten fick sin forsta manifesta-
tion pa Goteborgs konstmuseum 1966 med Op & pop. Aktuell engelsk
konst, en vandringsutstallning fran Riksférbundet f6r bildande konst
och Samarbetsndmnden f6r konstféreningar 1 Stockholm med om-
nejd (SAN).'* Utstéllningen genomférdes 1 samarbete med The Fine
Arts Department vid British Council samt en rad Londongallerier:
Kasmin Limited, Robert Frazer Gallery, Rowan Gallery, Arthur
Tooth & Sons, Hamilton Galleries, Marlborough New London
Gallery och Editions Alecto.

Deltagande konstnérer var Gillian Ayres, Derek Boshier, Harold
Cohen, Antony Donaldson, Garth Evans, Richard Hamilton, David
Hockney, Howard Hodgkin, John Hoyland, Paul Huxley, 'Iess Jaray,
Allen Jones, Ronald B. Kitaj, Jeremey Moon, Eduardo Paolozzi, Peter
Phillips och Joe Tilson. Utstéllningen presenterade uteslutande brit-
tiska konstnérer varav en kvinna. Av Hamilton, Hockney, Kitaj och
Paolozzi visades enbart grafik. De flesta kinda namnen inom den brit-
tiska popkonsten ér representerade, med undantag av Peter Blake. I
det kompletterande bildmaterialet till katalogens texter finns ddaremot
reproduktioner av verk av Peter Blake, de amerikanska popkonstni-
rerna Roy Lichtenstein och Andy Warhol samt filmer och serier.

Aven om exempelvis Donaldson, Phillips och Tilsons verk ir ty-
piska for popkonstens av massmedier inspirerade bildsprak, aterfinns
forhallandevis manga abstrakta bilder pa utstillningen. I katalogen
reproduceras en abstraherad modellstudie av Hodgkin, senare kind
som abstrakt malare. Avenjones, Moons, Evans, Cohens och Ayres
bilder kan beskrivas som abstrakta. Av dessa ar Moon och Evans re-
presentanter f6r opkonsten med dess geometriska och kliniska uttryck.
I 6vrigt 4r det fraga om en annan form av abstraktion dn den som varit
gillande inom exempelvis det informella maleriet. Maleriet saknar ofta
personlig penselskrift. Klara fiarger malas i enhetliga falt. Ayres bild
kan leda tankarna till Matisses collage eller Jean Arps reliefer.

Utstallningstiteln ar tryckt 1 neonrosa pa det vita katalogomsla-
gets fram- och baksida. Inlagans textsidor ar tryckt pa brunt papper
medan bildsidorna ér tryckta 1 svartvitt pa blankare mintgront och
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by Carl-Erik Hammarén. In it he describes the artists as independent
individuals who nevertheless together provides a representative picture
of contemporary currents in Swedish art.

The exhibition was characterized by a mixture of abstract and figura-
tive styles. Whereas von Schantz worked in a form of neo-realism with
both traditional and abstract features, Olsson and Héggblad stood for a
non-figurative style. Gierow worked figuratively, Stenqvist and Swenson
in a form of nature abstraction.

The more comprehensive catalogue for the show at Liljevalchs Art
Gallery included an essay by Folke Holmér. He writes about the artists’
social activism and highlights Sigvard Olsson’s exhibition about Spain.

Olsson is interesting because he transitioned from informalist paint-
ing to other forms of expression. After having worked with abstract paint-
ings with politically charged messages written on them and more or less
painted over, he began working with collages of photographs from popu-
lar culture and sports journalism sources as well as military conflicts in
Spain and Vietnam.

The catalogue features one of these collages with pictures from pop
music concerts, football matches, and war. There is also a pair of paintings
that touches on the Vietnam War, one of them with the words ‘Dien Bien
Phu’, another representing rice fields. One part of the catalogue deals with
the Spanish Civil War. The painting Ttere’s a Valley in Spain Called Farama
closely parallels Robert Motherwell’s suite Elegy to the Spanish Republic from
1948 and later. In Motherwell’s piece, sober black shapes set of against a
bright background, as though hanging in the air, symbolizes the tragedy
of the fall of the Spanish Republic. In a similar way Olsson tried to create
an image of a tragic situation, incorporating words not only suggested by
the title but also written across the surface. At that time Olsson seems to
have decided that painting alone was not enough to convey his message,
and during the sixties he had begun increasingly to make use of text
and photos from newspapers and magazines. Olsson’s change of style
illustrates the problem abstract art had by the mid-sixties in maintaining
its relevance in relation to the demands of addressing societal issues and
taking a political stand.



ljusgult papper. Katalogen innehaller en essd av Leif Nylén, konst-
nirsbiografier samt ett efterord av Einar Nylén fran SAN och Lars-
Erik Astrém fran Riksférbundet for bildande konst.

Independent Group vid ICA i London, med Lawrence Alloway,
Richard Hamilton, Eduardo Paolozzi med flera, lyfts av Leif Nylén
fram som betydelsefull {6r framvaxten av den brittiska popkonsten.
Konstkritikern Alloway beskrivs som talesman fér popkonsten.

Med utgangspunkt 1 Alloways idéer lyfter Nylén fram populér-
kulturens, inte minst popmusikens, betydelse: 1 popen finns en form-
rikedom som 6vertriffar den traditionella konsten. Popen ar var tids
masskultur och maste darfér analyseras, havdar Alloway. Darmed
utmanar popen konstens exklusivitet. Nylén ndmner dven John Cage
som en viktig inspirator for de brittiska popkonstndrerna men skriver
att deras synsitt dr ndrmast motsatt varandras. Istdllet f6r kommu-
nikation férordar Cage en total uppmédrksamhet mot virlden utan
kategorier. Denna faktainstéllning och antisymbolism aterkommer
1 popkonsten, sdrskilt den amerikanska, skriver Nylén: "Den ameri-
kanska popkonsten avtecknar en livskénsla utan centrum, motiv eller
riktningar, ett ndstan desperat férsok att dteruppritta de unika tingen
1 en virld av fetischer”'® Citat, exakta avbildningar och uppférsto-
ringar ar typiskt for den amerikanska popen medan den engelska ar
influerad av Alloways attityd. I essin framtridder popkonsten som ett
nytt fenomen som utmanar radande hierarkier och férestéllningar
om konst. Nylén utgar fran inflytelserika talespersoner men visar
ocksa pa skillnaden mellan den brittiska och amerikanska varianten
av popkonst.

Termen pop art myntades 1 London redan under femtiotalet men
popkonsten fick sitt genombrott f6rst omkring 1962. Manga museer
var dock avvaktande infér riktningen. Moderna Museet visade tidigt
neodada, med bland andra Robert Rauschenberg, och det var just ur
neodadas aterupptagande av dadaismens antikonst som popkonsten
utvecklades.

Opkonst, en forkortning for optisk konst, betecknar istéllet en
abstrakt konstriktning som utgar fran optiska fenomen, till exempel
visuella monster som forvillar perceptionen. Termen myntades 1964
men det var med utstéllningen T%e Responsive Eye i New York 1965
som riktningen blev kidnd 1 bredare kretsar. Som konstrérelse blev
opkonsten kortlivad men den fick stora aterverkningar inom mode
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OP & POP: CURRENT ENGLISH ART, 15-30 MARCH 1966

Pop art and abstract op art were manifested for the first time at Gothenburg
Museum of Art in 1966 with the Op & Fop: Current English Art, a travelling
exhibition initiated by the National Federation of Fine Arts Societies and
the Collaboration Committee for Art Associations in Stockholm and Its
Surroundings (Samarbetsnimnden f6r Konstféreningar i Stockholm med
Omnejd, SAN).'? The exhibition was produced in collaboration with the
Fine Arts Department of the British Council and a number of London
galleries: Kasmin Limited, Robert Frazer Gallery, Rowan Gallery, Arthur
Tooth & Sons, Hamilton Galleries, Marlborough New London Gallery,
and Editions Alecto.

The participating artists were Gillian Ayres, Derek Boshier, Harold
Cohen, Antony Donaldson, Garth Evans, Richard Hamilton, David
Hockney, Howard Hodgkin, John Hoyland, Paul Huxley, Tess Jaray,
Allen Jones, Ronald B. Kitaj, Jeremey Moon, Eduardo Paolozzi, Peter
Phillips, and Joe Tilson. The exhibition featured exclusively British art-
ists, of which one was a woman. Hamilton, Hockney, Kitaj, and Paolozzi
showed only graphic art. Most of the well-known names in British pop
art were represented, with the exception of Peter Blake. The images
that accompanies the catalogue texts, however, include reproductions of
works by Blake and by American pop artists Roy Lichtenstein and Andy
Warhol, as well as films and comic strips.

Although the work of Donaldson, Phillips, and Tilson, for example,
was typical of pop art’s mass media-inspired style, there were still a relatively
large number of abstract pictures in the exhibition. The catalogue includes a
reproduction of an abstracted model study by Hodgkin, who later became
known as an abstract painter, and works by Jones, Moons, Evans, Cohens,
and Ayres that can be described as abstract. Of these, Moon and Evans rep-
resent op art, with its geometrical and clinical style. For the remainder of the
work in the show, it is another kind of abstraction than had been prevalent,
for example, in informalist painting. These paintings often lack personal
brushstrokes. They are characterized by uniform fields of bright colours.
Ayres’s picture might recall Matisse’s collages or Jean Arp’s reliefs.

The title of the exhibition is printed in neon pink on the front and back of
the white cover of the catalogue. The text portions of the book are printed on



och reklam. Bland pionjarerna finns Josef Albers och Victor Vasarely.
Ett av stilens mer framtradande namn 4r Bridget Riley. Hon var dock
inte representerad 1 utstdllningen 1 G6teborg.

Popkonsten maste betecknas som ett uppror mot den konstsyn
som ligger till grund fér den abstrakta konsten. Istéllet f6r inomkonst-
narliga problem omfamnar popkonstnirerna det moderna samhallets
rika visuella virld, bestdende av bland annat konsumtionsféremal,
reklam och populdrkultur. Allt detta lyser inte bara med sin franvaro
1den abstrakta konsten, det definierades ocksa som konstens motsats
av kritiker som Adorno och Greenberg och avfirdades av savil es-
tetiska som politiska skdl. Masskulturen ar enligt dessa kritiker falsk
och manipulativ.

Opkonsten kan ytligt betraktad te sig som ett mindre radikalt
avsteg fran abstraktionens konstsyn. Till skillnad frdn traditionellt
abstrakt maleri dr opkonsten helt inriktad mot visuella fenomen, ex-
empelvis starka komplementférger eller manga parallella linjer som
tycks byta plats med varandra medan man betraktar dem. Opkonsten
ansluter sig till en da aktuell diskussion inom gestaltpsykologin om
hur ménniskan uppfattar former och farger.

Opkonstndrerna saknar intresse f6r det spontana och uttrycksfulla,
som odlades sa starkt i rérelser som art informel och den abstrakta ex-
pressionismen. Da ar likheten storre med konkretismens geometriska
bildsprak. Men det ar inte bildens firg- och formrelationer i klassisk
mening som star 1 fokus, utan de perceptionsfenomen som bilden ger
upphov till. Som en f6]jd av detta kan opkonstndrer lika girna arbeta
med andra medier och material. Saval popkonsten som opkonsten
bryter med en romantisk syn pa det konstnirliga skapandet som en
akt dar konstniren arbetar med formen eller uttrycker nagot inre och
individuellt. Pop- och opkonstnérerna arbetar med storre distans och
narmar sig andra yrkesfalt som reklam och vetenskap.

Pa utstéllningen ar denna skiljelinje mellan abstraktionens expres-
siva formarbete och op-/popkonstens mer distanserade estetik inte sa
tydlig. Hos vissa konstnérer finns ocksa en flodig, nédstan expressiv
penselféring, som hos Hodgkin. Utmirkande ar dnda en mer distan-
serad och ironisk hallning, samt en inriktning mot visuella effekter
som vore otdnkbar for de informella.

Inga verk forvarvades pa utstidllningen, men en skulptur av Joe
Tilson koptes 1968.
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brown paper, while the images are printed in black and white on glossy mint-
green or pale yellow stock. The catalogue includes an essay by Leif Nylén,
the artist’s biographies, and an afterword by Einar Nylén of SAN together
with Lars-Frik Astrém of the National Federation of Fine Arts Societies.

Leif Nylén highlights the Independent Group, which met at the
Institute of Contemporary Arts in London and included artists such as
Lawrence Alloway, Richard Hamilton, and Eduardo Paolozzi, as impor-
tant to the emergence of British pop art. Alloway was an art critic, a
spokesman for pop art.

With Alloway’s ideas as the point of departure, Nylén raises the im-
portance of popular culture, and pop music in particular: in pop there is
a wealth of form that surpasses traditional art. Alloway claimes that pop
is the mass culture of the day, and therefore demands to be analysed.
Thus pop challenges art’s exclusivity. Nylén also names John GCage as an
important source of inspiration for British pop artists even though their
viewpoints, he writes, are practically opposite. Instead of communication,
Cage prescribes a total, uncategorical awareness of the world. This fact-
based approach and anti-symbolism recurres in pop art, particularly in
the United States, writes Nylén: ‘American pop art articulates a sense of
life without a centre, motifs, or directions — an almost desperate attempt
to re-establish the unique in a world of fetishes’'®® Quotations, precise
reproductions, and enlargements are typical of pop art in America, while
i England it is influenced by Alloway’s attitude. In Nylén’s essay pop art
comes across as a new phenomenon that challenges the established hier-
archies and conceptions about art. He bases his thinking on influential
spokespeople but also demonstrates the difference between the British
and American versions of pop art.

The term pop art was coined in London as early as the fifties, while
the style did not break through until about 1962. Even then many
museums were hesitant to embrace the pop art movement. Moderna
Museet was early in showing neo-dada, including among others Robert
Rauschenberg, and it was precisely neo-dada’s resurrection of dada’s anti-
art attitude that pop art developed.

The term op art, which is an abbreviation of optical art, indicates
mstead an abstract movement in art that is based on optical phenomena,
such as visual patterns that create optical illusions. The term was coined
in 1964, but it was at the exhibition T%e Responsive Eyein New York in 1965
that the movement became known in wider circles. Op art was short-lived



NUTIDSKONST FRAN FINLAND, KONSTHALLEN, 4-20 NOVEMBER 1966

1966 visade Konsthallen Géteborg en ménstring av den finlindska
samtidskonsten kallad Nutidskonst fran Finland. Utstallningen gjor-
des 1 samarbete med Samfundet Sverige-Finland och Féreningen
Nykytaide — Nutidskonst, Helsingfors. P utstéllningen, som dven
visades pa Lunds konsthall och Konstakademien 1 Stockholm, deltog
sex skulptdrer, sex malare och atta grafiker. Bland konstnérerna ater-
finns Mauno Hartman och Sam Vanni. Abstrakta formsprak domi-
nerar helt, fran det informella till konkretism och expressionism, med
undantag av grafiken dér realistiska uttryck ar mer framtradande.

Utstéllningskatalogen innehaller, férutom producenternas for-
ord, en essa av forfattaren Goran Schildt. Han beskriver dar den
finska konstens sdrskilda villkor men ocksa betydelsen av utlindska
influenser: ”"Vad vi valt och vad vi avstatt fran har inte sa mycket dik-
terats av kvalitetshdnsyn som av var 6nskan att med nagra exempel
illustrera den tjdllossning som haller pd att ske 1 Finlands lange alltfor
isolerade och efterblivna konstliv.”** Den finska konsten torkar ut till
akademism och nationalism om inte kontakter kan knytas med det
internationella konstlivet.

BRAM BOGART, WIKING SVENSSON, KONSTHALLEN, 2-24 SEPTEMBER 1967

En utstdllning med den belgisk-hollaindske malaren Bram Bogart och
svenske Wiking Svensson visades pa Konsthallen Géteborg 1967.
Till den tvadelade utstillningen producerades tva separata kataloger.

Bram Bogarts maleri karaktériseras av enkla former som cirk-
lar eller kvadrater spacklade till skulpturala objekt med en extremt
pastos fargpélagening, ibland fristdende 1 rummet pa ett stativ. Jean
Dypréau, doktor 1 juridik, belgisk forfattare, konstnar och konstkri-
tiker, beskriver 1 sin katalogtext Bogart som en utforskare: "Det ar
darfor varje duk alltid har varit f6r honom ett utkast, ett tillfzlle till
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as a movement, but it had profound impacts in the fields of fashion and
advertising. Among its pioneers were Josef Albers and Victor Vasarely,
both represented in the 1966 exhibition at Gothenburg Museum of Art.
Bridget Riley was not included, though she was one of the most promi-
nent figures of the style.

Pop art must be defined as a revolt against the particular view of art that
provided the basis of abstract art. Instead of focusing on problems within art
itself, pop artists embraced modern society’s rich visual world, with its con-
sumer goods, advertising, and popular culture. Not only is all of this notice-
ably absent from abstract art, it was defined as the opposite of art by critics
such as Adorno and Greenberg and dismissed on aesthetic as well as political
grounds. According to these critics, mass culture is false and manipulative.

On the surface op art can appear to be a less radical departure from
abstraction’s view of art. It is still abstract painting. Unlike traditional
abstract painting, op art is entirely focused on visual phenomena, such
as boldly complementary colours or multiple parallel lines that seem to
change places with one another as we look. Op art engaged in the on-
going discussion in the field of Gestalt psychology, about how man per-
ceives forms and colours.

Op artists shows no interest in the spontaneous and expressive, which
had been so enthusiastically cultivated in movements such as art informel
and abstract expressionism. In this way op art had more in common with
concretism’s geometrical visual language. The focus is not on the colour
and shape relationships in the picture in the traditional sense, but rather on
the perceptual phenomena it gives rise to. Consequently op artists are more
than happy to work in media and materials other than painting. Pop art and
op art both refuted the romantic view of artistic creation as an act in which
the artist works with form or expresses something internal and individual.
Pop and op artists maintains more distance to their subjects, and are more
closely related to other fields such as advertising and science.

In Gothenburg Museum of Art’s exhibition the dividing line between
abstraction’s expressive work with shapes and pop and op art’s more
distanced aesthetic is not so clear. Some of the pieces in the show have
flowing, almost expressive brushwork, as in Hodgkin’s work. However,
there is still a distinctively distanced and ironic approach, and a focus on
visual effects that would have been unthinkable for the informalists.

None of the works in the exhibition were acquired at the time, but a
sculpture by Joe Tilson was purchased in 1968.



upptickt, platsen for en skapelse.”'® Forfattaren ansluter dédrmed till
en romantisk idé om konsten som utforskande av det okdnda som ar
central 1 det modernistiska avantgardet.

Dypréau diskuterar Bogarts respons pa abstraktionens fériand-
rade stillning 1 konstlivet:

Det ér sant att det abstrakta maleriets verksamhetsfélt sedan linge har upphort att vara de
vidstrackta fantasiernas arbetsomrdde, som man lat vara obrukat och dér en f6rsiktig ny-
ansering utférdes, da varje malare hdngav sig 4t sitt lilla omrade, forberedde sitt resultat av

kiannetecken och bedrifter, fick utfora sitt arbete pa ackord och efter egen fantasi.'®

Detta paradis av obegriansade mojligheter inom ett begransat falt
har nu plétsligt gatt forlorat. "En kraftig vind uppstod som stortade
omkull ménga stafflier. Emellertid holl vissa stand mot stormen (och
varje ny vag pastdr sig framkalla en ny) sdsom Bram Bogart.”'” Vad
Dypréau talar om ar hur den abstrakta konstens tolkningsféretrade
som det samtida uttrycksséttet kom att omkullkastas genom intradet
av bland annat neodada och popkonst. Bogart framstills som nér-
mast heroisk, dd han haller sin linje trots stormarna.

Wiking Svensson arbetar pastost med mer eller mindre abstrahe-
rade motiv som figurer eller slittlandskap. Den varmlédndske konst-
niren studerade fér André Lhote och Fernand Legér 1 Paris. Hans
malningar dr stdmda 1 ddmpade kuldrer och ter sig ofta mérka med
ett frambrytande ljus vid horisonten. Uttrycket kan paminna om
Evert Lundquist men dr mer reducerat och abstraherat till stora ytor.
Katalogen saknar presenterande och tolkande text men innehaller

flera fargbilder.

TJECKOSLOVAKISK NUTIDSKONST, 3-27 MARS 1967

1967, alltsd bara nagot ar fére Pragvaren 1968, visade Goteborgs
konstmuseum en turnerande utstdllning fran Riksférbundet for
bildande konst med titeln Tjeckoslovakisk nutidskonst. Bilderna i ka-
talogen har till 6vervigande del en abstrakt karaktir. Undantag ar
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CONTEMPORARY ART FROM FINLAND, GOTHENBURG ART GALLERY,
4-20 NOVEMBER 1966

In 1966 Gothenburg Art Gallery held an exhibition called Contemporary
Art from Finland. It was produced in collaboration with the Sweden-Finland
Society and the Contemporary Art Association in Helsinki. Six sculptors,
six painters, and eight graphic artists contributed to the exhibition, which
was also shown at Lund Art Gallery and the Royal Academy of Fine Arts
in Stockholm. Among the artists were Mauno Hartman and Sam Vanni.
The show was completely dominated by abstract styles, from informal-
ism to concretism and expressionism, except in the graphic arts, where
realistic styles were more prominent.

The exhibition catalogue includes a foreword by the producers and
an essay by the author Géran Schildt. Schildt describes the unique condi-
tions of Finnish art and also the importance of foreign influences on it:
‘What we have chosen and what we have eschewed has been dictated
not so much by consideration for quality, but rather by our desire to il-
lustrate with a few examples the thawing that is underway in Finland’s
long too isolated and backward art scene’.!** Finnish art would dry up into
academism and nationalism if contacts could not be established with the
international art world.

BRAM BOGART, WIKING SVENSSON, GOTHENBURG ART GALLERY,
2-24 SEPTEMBER 1967

An exhibition of the Belgian-Dutch painter Bram Bogart and Swedish art-
ist Wiking Svensson was shown at Gothenburg Art Gallery in 1967. For
the bifurcated exhibition two separate catalogues were produced.

Bram Bogart’s painting was characterized by simple shapes like circles
or squares spackled into sculptural objects with an extreme impasto ap-
plication of paint, sometimes freestanding in the room on a tripod. In his
essay for the catalogue Jean Dypréau, the Belgian lawyer, author, artist,



Jaroslav Vozniaks mélning och assemblage The Beatles (1966), som
gar 1 riktning mot popkonst och nyrealism, liksom Kamil Lhotaks
malning Landskap med bil (1963), som har karaktdr av saklighet och
naivism. Ovriga avbildade verk ir informella till sin karaktar, nir-
mande sig en abstrakt surrealism, som hos Bedfich Dlouhy och
Vincent Hloznik, eller abstrakt expressionism, som hos Fantisek
Jiroudek. Andra dr mer tydligt figurativa, som Fanti§ek Ronovsky
och FantiSek Gross.

Katalogen innehéller en introduktion av Jifi Kotalik samt biogra-
fier om respektive konstnar. Kotalik skriver om den tjeckoslovakiska
konstens sérart:

Aven om urvalet ar koncentrerat till dagens konst 4r det kanske anda méjligt att fornimma
den underton av obruten tradition, som kannetecknar Tjeckoslovakiens moderna konst
sedan borjan av 1900-talet med expressionism, kubism och surrealism 1 historisk f6ljd, dér
verklighetssynen, den abstraherande konstruktionen och den visiondra fantasin slagit ut 1

kontrast eller smalt samman.!68

Kotalik talar om en konstndrlig mangfald efter 1945. Vid sidan av
klassiska metoder prdglas landets konst av sokande efter nya ut-
trycksformer. Artikelférfattaren noterar en kluvenhet mellan tjeck-
iska och slovakiska konstndrer. Dar de tjeckiska karaktiriseras av
lyriska uttryck eller nykter saklighet utmidrker sig de slovakiska
med engagerat patos. Om den tjeckiska konstens relation till det
internationella skriver Kotalik: "Den tjeckiska och slovakiska kon-
sten utgor en organisk del av utvecklingens aktuella strémningar 1
virlden.”'” Den ses alltsa som en del av det internationella men har
anda sin sdrart.

Kotalik ser hur de tjeckoslovakiska konstnirerna tagit sig an
uppgiften att tolka verkligheten, att ge objektiva uttryck f6r subjek-
tiva upplevelser. Deras konst préaglas av socialt ansvar och ett hu-
manistiskt budskap. Just det sociala och humanistiska betonas har
mer dn vad som ofta var fallet med den abstrakta konsten 1 vist.
Tjeckoslovakiens delaktighet i modernismen understryks.

Utstallningen dr ett exempel pa svenska konstmuseers intresse
for Ost- och Centraleuropa under sextio- och sjuttiotalet. I samband
med utstillningen férvarvades Jiri Koldrs abstrakta collage pa span-
platta Den gatfulla on (1965).
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and art critic, describes Bogart as an explorer: “That is why every canvas
has always been for him a draft, an opportunity for discovery, a place for
creation’.'® Dypréau thus took up the romantic idea about art as an explo-
ration of the unknown that was central to the modernist avant-garde.

He discusses Bogart’s response to abstraction’s changing status in the
art world:

It is true that abstract painting’s field of work has long since ceased to be that of the
sweeping fantasy, which was left unused and where careful nuances developed, where
each painter committed himself to his little area, preparing for the results of his traits

and talents, and could execute his work for a fair price and after his own imagination.®

This paradise of unlimited opportunity within a limited field had now
suddenly been lost. ‘A powerful wind blew up and overturned a great may
casels. Meanwhile some put up resistance against the storm (and every
new wave claims to bring on a new one), like Bram Bogart’'” Dypréau is
talking about how abstract art’s interpretative prerogative as ke contem-
porary means of expression came to be upended with the appearance of
phenomena such as neo-dada and pop art. He portrays Bogart as practi-
cally heroic for holding the line against this storm.

Wiking Svensson painted impastos with more or less abstracted mo-
tifs such as figures or landscapes of open plains. He was from Virmland,
but studied under André Lhote and Fernand Legér in Paris. His paintings
are balanced compositions of muted colours that often seem dark with an
emerging light on the horizon. The style may recall Evert Lundquist but
1s more reduced and abstracted with large surface areas. The exhibition
catalogue has no introductory or interpretative texts, but does include
several colour reproductions.

CONTEMPORARY CZECHOSLOVAKIAN ART, 3-27 MARCH 1967

In 1967, hardly a year before the Prague Spring of 1968, Gothenburg
Museum of Art hosted a travelling exhibition produced by the National
Federation of Fine Arts Societies entitled Contemporary Crechoslovakian Art.



LOUISIANA BESOKER GOTEBORGS KONSTMUSEUM, 24 MARS-28 APRIL 1968

Utstéllningen Louisiana besoker Giteborgs konstmuseum (1968) invigde
tillbyggnaden Falkhallen (nuvarande Stenahallen) och Etagerna
pd baksidan av Goteborgs konstmuseums huvudbyggnad.
Katalogen innehdller ett férord av Alfred Westholm och en text
av Louisianagrundaren Knud W. Jensen dir han berittar om hur
Louisiana utvecklats sedan starten 1958."7° Utstallningen féregicks
av en motsvarande utstillning 1 Danmark: Goteborgs Konstmuseum be-
soker Louisiana (1966).

Med utstillningen fick G6teborgs konstmuseum tillfélle att visa
dansk modernism men dven tongivande modernistisk konst frin
Visteuropa och USA med tyngdpunkt pa abstrakta uttryck. Popkonst
ar inte representerad 1 urvalet. En popkonstutstillning hade tidigare
visats pa Louisiana med Amerikansk popkonst (1964) och senare kom
popkonst att utgora en betydande del av samlingen.

Den 6vervigande delen av de utstillda verken dr skapade av dans-
ka konstndrer. Den internationella samling som visades 1 Goteborg
bestod av verk av Karel Appel, Alexander Calder, Lucio Fontana,
Alberto Giacometti, Auguste Herbin, Hundertwasser, Yves Klein,
Jean Ipoustéguy, Martial Raysse, K. R. H. Sonderborg, Shinkichi
Tajir1 och Victor Vasarely. Dessa namn representerar alla en moder-
nistisk linje med mer eller mindre abstraherade uttryck men hér finns
ocksa Oppningar mot nouveau réalisme (Klein, Raysse). Av dessa
konstndrer ar halften representerade 1 Goéteborgs konstmuseum
(Appel, Fontana, Herbin, Sonderborg, Tajiri och Vasarely). Det visar
att Lousianas och Go6teborgs konstmuseums virdering av den sena
modernismen 1 hég utstrackning sammanfaller.

Tyngdpunkten i den danska samlingen ligger pa Cobragruppen
men dven andra danska modernister som Harald Giersing, Oluf
Host, Karl Isakson, Vilhelm Lundstrem, Richard Mortensen och
Edvard Weie ér rikligt representerade.
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The pictures in the catalogue are predominantly of abstract character.
Among the exceptions are Jaroslav Vozniak’s painting and assemblage
The Beatles (1966), which is more in line with pop art and neo-realism, and
Kamil Lhotak’s painting Landscape with Car (1963), which has a character
of objectivity and naivism. Other pieces reproduced in the catalogue are
informalist, approaching a kind of abstract surrealism, as in the work of
Bedfich Dlouhy and Vincent Hloznik, or abstract expressionism, as in
that of Fantiek Jiroudek. Still others are more clearly figurative, exempli-
fied by artists Fanti$ek Ronovsky and FantiSek Gross.

The catalogue included an introduction by Jifi Kotalik and a biog-
raphy of each artist. Kotalik writes about the distinctive attributes of
Czechoslovakian art:

Although the selections are concentrated to today’s art, it is perhaps still possible to
sense an undertone of the unbroken tradition that characterizes Czechoslovakia’s
modern art since the beginning of the twentieth century, with expressionism, cubism,
and surrealism in historical succession, and the view of reality, abstracting construc-

tion, and visionary fantasy either unfolding in contrast or melting together.'%

Kotalik writes of the artistic diversity in the country since 1945. Alongside
classical methods, Czechoslovakian art has been characterized by a search
for new forms of expression. The author notes a rift between Czech and
Slovakian artists: where the Czechs are characterized by lyrical style or
sober objectivity, the Slovaks are distinguished by their dedicated pa-
thos. Of the relationship between nation’s art and international art scene,
Kotalik writes that ‘Czech and Slovakian art form an organic part of the
development of current trends in the world’.!'*® Thus he sees them as in-
tegral with international art, yet they maintain distinctive local identities.

Kotalik observes how Czechoslovakian artists has taken on the chal-
lenge of interpreting reality, of giving objective expression to subjective
experiences. Their work is characterized by social responsibility and a
humanist message, and here the social and humanist are given more em-
phasis than is often the case with Western abstract art. He underscores
Czechoslovakia’s participation in the modern movement.

This exhibition is an example of Swedish art museums’ interest in
Eastern and Central Europe during the sixties and seventies. In conjunc-
tion with the show the museum acquired Jiri Koldr’s The Mysterious Island
(1965), an abstract collage on particleboard.



ROBERTO MATTA, 20 APRIL-19 MAJ 1968

Den chilenske konstniren Roberto Matta presenterades pa Géteborgs
konstmuseum 1968 pa en utstéllning producerad i samarbete med
Galerie Alexandre Iolas 1 Paris. Matta var under perioden en av de
mest uppmirksammade informella malarna: "MATTA en av de
verkligt centrala malarna 1 var tid”, skriver Alfred Westholm 1 katalo-
gen, vars omslag lyser 1 neongront.'”

Matta arbetade med en form av abstrakt surrealism med figurativa,
fantasifulla och associativa element. Han &r representerad i samlingen
med malningen Hall gudarna dppna, som koptes 1964. Hans komplexa
nationella identitet som chilenare verksam 1 Europa och USA berérs inte
narmare i detta sammanhang. Matta fullf6ljer modernismens abstrakta
inriktning men forefaller fortsatt relevant under sextiotalet genom sitt
surrealistiska bildsprak som kan leda tankarna till science fiction.

JOAN MIRO, KONSTHALLEN, 5-27 OKTOBER 1968

Till kategorin moderna klassiker kan spanjoren Joan Miré raknas,
presenterad pa Konsthallen Goteborg 1968. Utstéllningen, som ska-
pades 1 samarbete med Konstsalongen Samlaren 1 Stockholm, omfat-
tade malningar och grafik. Den tunna katalogen har konstndrens sig-
natur tryckt 1réda bokstiver pa gratt papper pa omslaget. Katalogen
innehaller nagra grafiska bilder 1 svartvitt.

"Miré vidrér oss sekundsnabbt med sin magiska bildgladje och
strax kan han féra oss 6ver braddjup av grymhet och forintelse utan
att vi blir skramda”, skriver Nils Ryndel i katalogférordet.'”* Mirds
beskrivs som konstndrlig magiker och ekvilibrist. Diaremot berérs
inte hans nationalitet som spanjor. Miré framstar som en del av ett in-
ternationellt avantgarde, en av de stora modernisterna. Till skillnad
fran flertalet av pionjarerna fér modernismen fortsatte Mirés konst
att te sig aktuell efter kriget, dd han narmade sig spontanismen.
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LOUISIANA VISITS GOTHENBURG MUSEUM OF ART, 24 MARCH-28 APRIL 1968

The 1968 exhibition Louisiana Visits Gothenburg Museum of Art inaugurated
the addition of the Falk Hall (now known as the Stena Hall) and the Etages
at the rear of Gothenburg Museum of Art’s main building. The catalogue
includes a foreword by Alfred Westholm and an essay by the founder
of the Louisiana Museum of Modern Art, Knud W. Jensen, in which
he describes how the Danish museum has developed since it opened in
1958."° The exhibition was preceded in 1966 by a corresponding show
in Denmark called Gothenburg Museum of Art Visits Louisiana.

It was an opportunity for Gothenburg Museum of Art to feature
Danish modernism as well as the leading modernist artists of Western
Europe and the United States, with an emphasis on abstract styles. Pop
art was not represented in the selection of works, although the style had
previously been shown at Louisiana with the 1964 exhibition American Fop
Art, and later came to account for a significant portion of the museum’s
collection.

The predominant proportion of the work exhibited was created
by Danish artists. The international collection shown in Gothenburg
comprized pieces by Karel Appel, Alexander Calder, Lucio Fontana,
Alberto Giacometti, Auguste Herbin, Hundertwasser, Yves Klein, Jean
Ipoustéguy, Martial Raysse, K. R. H. Sonderborg, Shinkichi Tajiri, and
Victor Vasarely. These names represent all of the modernist lines of more
or less abstract styles, but the selection also offeres an opening to nouveau
réalisme in the work of Klein and Raysse. Of these artists, half — Appel,
Fontana, Herbin, Sonderborg, Tajiri, and Vasarely - are represented in
the permanent collection of Gothenburg Museum of Art. It is an indica-
tion of how closely aligned the Louisiana and Gothenburg museums were
in their evaluation of late modernism.

The emphasis in the Danish collection is on the Cobra group, but
other Danish modernists such as Harald Giersing, Oluf Host, Karl
Isakson, Vilhelm Lundstrem, Richard Mortensen, and Edvard Weie are
well represented.



C.O. HULTEN. ARBETEN 1938-1968, KONSTHALLEN, 2-24 NOVEMBER 1968

En av Sveriges mer etablerade konstnirer vid tidpunkten, C.O.
Hultén, presenterades med en retrospektiv utstdllning pa Konsthallen
Goteborg 1968. Utstéllningen visades aven pa Lunds konsthall och
Konstakademien 1 Stockholm. Imaginistgruppen, som Hultén var
medlem 1, visades pa Konsthallen 1952 och Hultén hade en separat-
utstdllning dar 1959. Utstéillningen 1968 var alltsd hans andra sepa-
ratutstillning pa samma institution inom en tioarsperiod.

Med sin retrospektiva karaktdr spande utstillningen éver flera
stilar, fran de mer Cobra-influerade arbetena och imaginismen pa
fyrtiotalet till femtio- och sextiotalets abstrakta bilder och de sena
dromlika landskapsscenerna. De senare pekar 1 riktning mot nyrea-
lismens fotobaserade maleri och montageestetik, &ven om de ocksa
forvaltar imaginismen.

Katalogskribenternas tunga artilleri bestdir av Christian
Dotremont, Folke Edwards, Gunnar Ekelof, Ingemar Leckius, Géran
Printz-Pdhlson och Sven Sandstrom. Edwards menar att Hultén ge-
nom hela sin karridr forblivit trogen det credo om fantasins irratio-
nella frihet som formulerades 1 imaginistgruppen: "Mediet vixlar
men malet forblir detsamma: en mangtydig poetisk suggestion, en
provocerande lek som bryter sénder vdra klichéer och hindrar oss
att stelna.”'”® Det ar avantgardismens konstsyn som har kommer till
uttryck, kravet pa konsten att bryta ny mark, att utmana och frigora.

Hultén har inte nojt sig med att forbli 1 det provinsiella, han har
sokt sig ut och dnda fortsatt att vara sig sjalv, skriver Edwards: "Han
ar en experimentator, mangfrestare och sékare som lart av Picasso
pa 30-talet, av Max Ernst, Freud och surrealismen pa 40-talet, som
tangerat Carl Henning Pedersen, Cobra och den abstrakta expres-
sionismen pa 50-talet och ... pa 60-talet och som dnda lyckats bevara
friheten att vara sig sjalv’”'* Edwards lyfter ocksa fram Hulténs roll
som introduktdr av internationella strémningar som forldggare, re-
daktor och gallerist. Att Hultén latit sig influeras av en rad stilar inom
det internationella avantgardet uppfattas som positivt.

Christian Dotremont skriver: ”C. O. Hulténs konst nojer sig
inte med att spegla Norden: den ar till sitt djupaste vdsen ett med
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ROBERTO MATTA, 20 APRIL-19 MAY 1968

Chilean artist Roberto Matta was featured at Gothenburg Museum of Art
in a 1968 exhibition produced in collaboration with Galerie Alexandre
Iolas in Paris. During one period Matta was one of the most well known
informalist painters: ‘M AT TA one of the truly central painters of our time’,
writes Alfred Westholm in the fluorescent-green-covered catalogue.'”!
Matta worked in a form of abstract surrealism with figurative, im-
aginative, and associative elements. He is represented in the collection
with the painting Keep the Gods Open, which was purchased in 1964. His
complex national identity as a Chilean working in Europe and the United
States was not addressed in detail in this instance. Matta carried on mod-
ernism’s abstract orientation during the sixties but appears to have re-
mained relevant with a surrealist style reminiscent of science fiction.

JOAN MIRO, GOTHENBURG ART GALLERY, 5-27 OCTOBER 1968

The Spaniard Joan Miré belongs in the category of the icons of modern-
ism, and his work was featured at Gothenburg Art Gallery in 1968. The
exhibition, which was produced in collaboration with Konstsalongen
Samlaren in Stockholm, included both painting and graphic arts. The
slender catalogue’s cover has the artist’s signature printed in red letters
on a grey paper background. It includes several graphic prints in black
and white.

‘Miré touches us instantly with his magical visual exuberance, and he
can quickly carry us over the precipice of cruelty and annihilation without
frightening us’, writes Nils Ryndel in his foreword to the catalogue.'”” He
describes Mir6 as an artistic magician and equilibrist; on the other hand,
he does not touch on the artist’s nationality as a Spaniard. He sees Miré
as belonging to the international avant-garde, one of the great modern-
ists. Unlike most of the pioneers of modernism, Mir6 continued to be
germane after the war, when he embraced action painting.



Norden”'”” Denna identifiering av ett nordiskt drag ar kanske for-
vanande med tanke pa Hulténs kontakter med kontinenten, Paris,
Cobra och resor till Afrika och Serbien. Spanningen diremellan ka-
rakteriserar forfattaren pa foljande sitt: "Problemet var saledes att fa
den universella konstens material att sammanfalla med den nordiska
verklighetsfabeln.”'” Detta menar Dotremont att Hultén uppnétt ge-
nom “en sOkande spontanitet som ror sig med tusen och en olika
hastigheter”."”” Dotremont skriver vidare att natten dr Skandinaviens
specialitet. Ett maleri som star 1 kontakt med stromningar pa konti-
nenten uppfattas likvil som "nordiskt” — nagot ingen av de svenska
kritikerna berért. Konsten ses som en produkt av konstndrens ur-
sprung och milj6. Nordens klimat och natur framkallar en viss sensi-
bilitet. Karaktériseringen hemfaller at en romantisk férestallning som
inte dr ovanlig under perioden.

Flera av texterna 1 katalogen karaktiriseras av ett fantasifullt, po-
etiskt sprak, ett par ar ocksa utformade som dikter. Mer konstveten-
skaplig ar Sven Sandstréms text som behandlar Hulténs senare pro-
duktion. Den relateras till den samtida situationen, som Sandstrém
beskriver pa foljande sitt:

De senaste aren har kravet pa engagemang i konsten drivits med enorm intensitet. Svaren
fran konstnérernas sida har kommit med alla grader av bejakande, fran sddana som uttryckt
ldttnad 6ver anbudet om en sjalvklar uppgift f6r verksamheten, till dem som ként tvanget
att ldmna intima angeldgenheter {or att fullgéra en plikt 1 opinionsbildning mot tiden akuta

plagor.'”®

Utstillningen dgde rum 1968, aret for studentrevolten. Det ar den-
na, tillsammans med en allmén vénstervridning av kulturlivet, som
Sandstrom asyftar. I detta sammanhang har Hultén tritt in i en ny
kreativ period utan att verka folja tendensen 1 tiden, konstaterar
forfattaren.

Hulténs mangsidighet och féranderlighet har resulterat i ett brett
spektrum av tolkningar som alla pa sitt sdtt forsker redogora for
betydelsen av hans visuella sprak och kulturella kosmopolitism. Hur
ska Hulténs abstraktion f6rstds? Den kan tolkas som ett resultat av
hans kontakt med Cobra och Paris — han ér en delaktig i den in-
ternationella konsten. Samtidigt 4r han med om att formulera en
svensk variant av surrealismen 1 Malmé med imaginistgruppen.
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C. 0. HULTEN: WORKS 1938-1968, GOTHENBURG ART GALLERY,
2-24 NOVEMBER 1968

In 1968 one of Sweden’s more established artists of the day, C. O. Hultén,
was featured in a retrospective exhibition at Gothenburg Art Gallery. It
was also shown at Lund Art Gallery and at the Royal Academy of Fine
Arts in Stockholm. Gothenburg Art Gallery had featured the Imaginists
group, of which Hultén was a member, in 1952, and had given Hultén a
solo show in 1959. The 1968 exhibition was thus his second solo show at
the same institution in a decade.

With its retrospective format the exhibition spanned several different
styles, from imaginism and the more Cobra-influenced work of the forties
to the abstract pictures of the fifties and sixties and the recent dreamlike
landscapes. These landscapes pointed toward neo-realism’s photo-based
painting and montage aesthetic, although they also carried imaginism
forward.

The texts of the catalogue are authored by some heavyweights of
art criticism — Christian Dotremont, Folke Edwards, Gunnar Ekelof,
Ingemar Leckius, Goran Printz-Pdhlson, and Sven Sandstrém. Edwards
asserted that Hultén has remained faithful throughout his entire career
to the credo of the imagination’s irrational freedom as formulated by the
Imaginist group: “The medium changes but the objective remains the
same — a multifaceted poetic suggestion, a provocative game that breaks
apart our clichés and keeps us from becoming rigid’.'”® This is the avant-
garde view of art, the demand that art break new ground to challenge
and to liberate.

Hultén was not satisfied with staying in his provincial environment,
Edwards writes. He went out into the world and yet remained true to him-
self: ‘He 1s an experimenter, a versatile seeker who learned about Picasso
in the 1930s and about Max Ernst, Freud and surrealism in the 40s, who
paralleled Carl Henning Pedersen, Cobra, and the abstract expressionists
in the 50s and [...] 60s, and yet succeeded in preserving “the freedom to
be himself”’.'* Edwards also highlights Hultén’s role as an introducer of
international currents as a publisher, editor, and gallerist. He sees it as
positive that Hultén has allowed himself to be influenced by a series of
different styles among the international avant-garde.



Imaginismens bildsprak aterkommer ocksd 1 senare verk genom in-
tresset for det irrationella och dromlika, exotiska och férunderliga.

Hultén laborerar tidvis med figurativa bildelement som om de
vore farger och former 1 en abstrakt komposition. Det dr ett arbetssétt
som paminner om collaget. Hultén ar 1 detta avseende ett intressant
exempel pa ndr gransen mellan figurativt och abstrakt 6verskrids.
Hans abstraktion har rétterna 1 surrealismen. Hultén ar aldrig ab-
strakt 1 betydelsen absolut. Hans konst ér alltid motsagelsefull, inva-
derad av stimningar. Verklighet och drém blandas samman. Detta
ar ocksd nagot som gjorde hans konstnérskap fortsatt relevant aven
efter att abstraktionen foérlorat sin ledande stéllning.

RYMD, SOMMAREN 1969

Infér den forsta bemannade ménlandningen den 20 juli 1969
gjorde Goteborgs konstmuseum en utstillning pa temat rymd.
Utstallningskommissarie var ddvarande amanuens Bjérn Fredlund
(senare museichef 1 tva omgangar).'” Utstéllningen inneholl till stors-
ta delen verk ur samlingen med inlan fran Goéteborgs Konstndmnd
(nuvarande Goteborg konst). Fran konstmuseets samling visades
dldre grafik pa temat. Fran konstmuseet och konstndmnden visades
abstrakt konst som gestaltar rymd men ocksa neodada, popkonst och
nyrealism samt nagra dldre verk. Fotografier av amerikanska rymd-
farder visades 1 ett sarskilt rum med bandupptagningar av radiokal-
lor 1 universum som ljudillustration. Ett annat inslag var meteoriter
lanade fran Goteborgs Naturhistoriska museum.

Till utstdllningen gjordes en utvikbar folder med bilder pa ena
sidan och katalog pa den andra. Pa katalogbladet, som formgivits av
Manfred Soeder, aterfinns en text av museichefen Alfred Westholm,
vinklad 45 grader sa att den tycks svdva. De avbildade konstverken
ar skapade av Shinkichi Tajiri, Walter Bengtsson, Roberto Matta,
Luis Feito, Kumi Sugai, Erland Brand, Paul van Hoeydonck och
Hendrick Goltzius. Det sistndmnda ar ett kopparstick fran 1589
forestillande Faethon, en gestalt ur den grekiska mytologin, som faller
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Christian Dotremont writes that ‘C. O. Hultén’s art is not satisfied
with reflecting the North: it is, in its deepest essence, one with the Nordic
region’'” This identification of a Nordic character is perhaps surpris-
ing considering Hultén’s connections with the continent, and with Paris
and Cobra in particular, and considering his travels in Africa and Serbia.
The tension between the Nordic and the international is characterized
by Dotremont: “The problem was thus about getting the material of uni-
versal art to coincide with the Nordic fable of reality’.'”® He holds that
Hultén has succeeded in this through ‘a seeking spontaneity that moves
at a thousand and one different speeds’.”” Dotremont goes on to write that
the night is Scandinavia’s specialty. Painting that maintains contacts with
trends on the continent is nevertheless perceived as ‘Nordic’ - something
none of the Swedish critics touches on. Dotremont sees art as a product
of the artist’s origins and environment. The Nordic climate and nature
calls forth a certain sensibility. The author’s characterization is shaped by
a romantic conception that was not unusual during that period.

Several of the essays in the catalogue are characterized by imagina-
tive, poetic language, a couple of them even taking the form of poems.
Sven Sandstrém’s contribution is a more scientific treatment of Hultén’s
later work. He relates it to the contemporary context, which he describes
as follows:

In recent years the demand for engagement in art has been driven on with enormous
intensity. The answer from artists has come with every degree of affirmation, from
those who express relief when commissioned for the kind of assignment that anyone
gets to those who feel obligated to neglect their personal lives in order to fulfil their

duty of influencing the public opinion against the torment of the present time.'”

The exhibition took place in 1968, the year before the major student up-
risings. This is what Sandstrém is referring to, along with the general shift
to the left in cultural circles. Within this context, he concludes, Hultén
had entered into a new creative period without seeming to follow the lat-
est trend.

Hultén’s versatility and changeability has resulted in a broad spec-
trum of interpretations, all of which have attempted in one way or another
to explain the significance of his visual language and cultural cosmopoli-
tanism. How are we to understand Hultén’s abstraction? It can be inter-
preted as a result of his contact with Cobra and Paris — he is part of the



genom rymden, slagen av en blixt fran Zeus efter sin katastrofala fard
6ver himlen med fadern Helios solvagn. Tajiris skulptur framstéller
en astronaut 1 svetsat jarn. Bengtssons relief Rymdkalas (1967) ar en
utsmyckning till Kannebéckskolan 1 Géteborg. Mélningar av Matta,
Feito och Sugai suggererar obestimda rum med svdvande figurer,
former eller klot. De ligger 1 linje med efterkrigstidens informella
maleri eller abstrakta expressionism. Brands Bld horisont (1965-1966)
framstéller ett landskap med himmel, férvandlad till svivande klot
eller bubblor, pdminnande om bilderna av jorden sedd fran rymden,
medan van Hoeydoncks relief fran 1965 skildrar Daidalos som be-
grater Ikaros déda kropp.

I sin text konstaterar Westholm att intresset fér rymden inte ar
nagot nytt fenomen 1 konsten; 1 alla tider har rymden satt fantasin
1 rorelse med dess okédnda vasen och himlakroppar. Denna motiv-
krets har fatt ny aktualitet f6r dagens konstnirer, anser forfattaren:
"Ett mycket stort antal av dem dras oemotstandligt pa olika satt till
denna urgamla motivkrets, som nu direkt paverkas av den moderna
rymdforskningen.”'®" Allt som rér rymden var aktuellt under femtio-
och sextiotalets rymdkapplopning mellan USA och Sovjetunionen,
vilket avspeglas 1 konst saval som populdrkultur. Har gors ett forsok
att férbinda de samtida uttrycken 1 bland annat abstrakt maleri med
konsthistoriens gestaltningar av rymden. Att som Westholm jamf{6ra
konstens utforskningar med den moderna rymdforskningen ar typ-
iskt f6r tidens hoga vardering av vetenskapliga framsteg.

Trots inslag av nyrealism praglas utstdllningens samtida del av en
stark vervikt pa abstrakta verk, vilket ocksa aterspeglar museets och
konstnamndens ink6p under det féregdende decenniet.

MODERN IRISH PAINTING, 25 OKTOBER-16 NOVEMBER 1969

Modern Irish Painting, som visades pa Goteborgs konstmuseum 1969,
var producerad av The Arts Council (An Chombhairle Ealaion) pa
Irland och turnerade till Finland, Sverige och Danmark. Av de tretton
konstnérer som presenteras 1 katalogen arbetar alla 1 ett modernistiskt
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international art scene. At the same time, he contributes to the formula-
tion of a Swedish variation of surrealism in Malmé with the Imaginists
group. Imaginism’s pictorial language also recurs in later works through
the artist’s interest in the irrational and dreamlike, exotic, and miraculous.

Hultén experimented from time to time with figurative visual ele-
ments as though they were colours and shapes in an abstract composi-
tion. It is a working method that recalled collage. In this regard Hultén
is an interesting example of when the boundary between figurative and
abstract is breached. His abstraction has roots in surrealism. Hultén is
never abstract in the absolute sense. His art is always full of contradic-
tion, invaded by moods. Reality and dream blend together. This is also
something that helped his art remain relevant even after abstraction had
lost its leading status.

SPACE, SUMMER 1969

In advance of the first manned moon landing on 20 July 1969, Gothenburg
Museum of Art held an exhibition on the theme of space. The show’s
commissioner was the administrative assistant Bjérn Fredlund (who later
became Director of the museum twice over).'” The exhibition included
mostly works from the permanent collection complemented with some
pieces on loan from the Gothenburg Arts Commission (G6teborgs kon-
stndmnd, now Goteborg Konst). From the museum’s collection several
older graphic prints on the topic were featured. There was abstract art
from both the museum and the arts commission that depicted space, but
also neo-dada, pop art, and neo-realism as well as several older pieces.
Photographs of American space missions were shown in a special room
with recordings of radio sources in the universe as a sound illustration.
Another element was meteorites on loan from the Gothenburg Museum
of Natural History.

In conjunction with the exhibition a foldout pamphlet was produced
with pictures on one side and a list of works on the other. The text side,
which was designed by Manfred Soeder, included an essay by Museum
Director Alfred Westholm that was rotated forty-five degrees so that



abstraherat formsprak, ndgra figurativt men flertalet nonfigurativt,
alltifran abstrakt expressionism till geometrisk abstraktion.

Katalogtexten av James Johnson Sweeney beskriver den irldnd-
ska konstens situation idag och dess bakgrund i politisk och kulturell
historia.'®! Sweeneys forsok att karaktirisera den irlindska konsten
utgdr fran antagandet att konstnirerna, genom sin gemensamma
hemvist 1 landet har nagot konstnérligt gemensamt. Sweeney jamfor
den irldndska kulturens utveckling med hur amerikanska konstnarer
forsokte skapa en amerikansk konst efter andra virldskriget, inspi-
rerade av europeiska konstnirer som flytt kriget till USA. Oppenhet
for influenser utifran har skapat den irlindska kulturen, och detta ses
av skribenten som nédvindigt ocksa idag:

"To-day, with mass communication so highly developed as they are, Ireland is no longer an
isolated corner of the world any more than is Paris, New York, or Tokyo. Its art cannot look
to a regionalism for its individuality. It must achieve, through itself, an individualism which

will one day be associated with those artists who have worked in Ireland.®?

Internationalism lyfts fram som en férutsattning f6r konstens utveck-
ling. Men denna internationalism fOrstés inte som likriktning utan
som individualism. Det dr genom kontakten med omvérlden som de
irlandska konstnérerna ska finna sin sérart. Irland ar inte langre iso-
lerat utan star 1 férbindelse med centrum. Man kan hér rentav se en
forutsagelse av centrums upplosning. Slutsatsen dr nagot paradoxal:
1 moétet med internationella trender ska irldndska konstnarer bli mer
individuella, utan att soka denna individualitet 1 regionalism.

AKTUELLA TENDENSER | FRANSK GRAFIK, NOVEMBER-DECEMBER 1969

Aktuella tendenser 1 fransk grafik visades pa Goteborgs konstmuseum
1969 och aret darpa pa Nationalmseum. Utstallningen, som produce-
rats av Comité National de la Gravure Frangaise, innehaller grafik av
vilkdnda moderna klassiker som Marc Chagall, Jean Dubuffet, Max
Ernst, Jean Fautrier, André Masson, Joan Mir6 och Pablo Picasso.
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it seemed to hover. The artworks reproduced on the other side are by
Shinkichi Tajiri, Walter Bengtsson, Roberto Matta, Luis Feito, Kumi
Sugai, Erland Brand, Paul van Hoeydonck, and Hendrick Goltzius. The
Goltzius piece is a copperplate print from 1589 representing Phaethon,
a figure from Greek mythology who falls through space, having been
struck by a bolt of lighting from Zeus after a catastrophic journey across
the heavens in his father Helios’s chariot of the sun. Tajiri’s represents an
astronaut welded of steel. Bengtsson’s relief Space Farty (1967) is a decora-
tive piece made for the Kannebick School in Gothenburg. Paintings by
Matta, Feito, and Sugai suggests indeterminate spaces with floating fig-
ures, shapes, or spheres. These are in line with the informalism or abstract
expressionism of the post-war era. Brand’s Blue Horizon (1965-6) depicts a
landscape seen from the sky, transformed into floating globes or bubbles,
that is reminiscent of pictures of the earth as seen from space, while van
Hoeydonck’s relief of 1965 portrays Daedalus crying over the body of
his dead son Icarus.

In his essay Westholm concludes that the current interest in space
is not a new phenomenon in art. In every age space has set the human
Imagination in motion with its unknown essence and its heavenly bod-
ies. This circle of motifs has become topical among the artists of the day,
according to Westholm: ‘A huge number of them is drawn irresistibly in
various ways toward this primordial circle of motifs, which is now directly
affected by modern space exploration’.!®’ Everything related to space was
in vogue the fifties and sixties during the space race between the United
States and the Soviet Union, which was reflected in art as well as popular
culture. Here the author is attempting to link contemporary expressions
in abstract painting, for example, with older portrayals of space from the
history of art. Comparing artistic exploration with modern space explo-
ration as Westholm does here is typical for that era’s high estimation of
scientific progress.

Notwithstanding elements of neo-realism, the exhibition’s contem-
porary portion is characterized by a strong emphasis on abstract pieces,
which also reflects the acquisitions made by the museum and the Arts
Commission during the preceding decade.



Till de ndgot yngre men vil etablerade konstndrer som arbetade ab-
strakt hér Henri-Georges Adam, Pierre Alechinsky, Hans Hartung,
Pierre Soulages, Kumi Sugai och Victor Vasarely.

Utstdllningen pévisar abstraktionens fortsatta nirvaro. Den ar
ocksa ett exempel pa ett 6kat intresse for grafik. Forvisso tenderar
grafiken att fordndras ndgot lingsammare an maleriet men 1 ka-
talogen framstills snarast en ny var for grafiken. Francois Adam-
Woimant skriver: "Sedan 'multikonst’ blivit ett begrepp pa modet
bor grafiken kunna dtervinna den stéllning den ursprungligen och de
senaste fyra seklen har haft”'® Han refererar har till en rérelse som
vill sprida den samtida konsten till stérre grupper genom mangfal-
digade verk. Utstéllningens producenter siger sig ocksa vilja lagga
tyngdpunkten vid de nyaste tendenserna inom grafiken. Forfattaren
lyfter fram tekniska experiment, monumentalgrafik, geometri och
grafiker som “efter en period av abstraktion tar upp figurationens
problem”.'8* Perioden da abstraktionen dominerade uppfattas alltsd
som férbi.

I en av konstnirsbeskrivningarna framtrider en vanlig tanke-
figur, att samtida abstrakt konst férbinds med de gamla mistarna.
Trots att de moderna konstndrerna arbetar nonfigurativt ses de
som de sanna arvtagarna till konsthistoriens méstare: "Rembrandt
och Goya var de mastare som Hartung beundrade 1 sin ungdom.
Med sin naturliga kinsla for grafik férstod han, liksom de, att lin-
jen och det svart-vita konstituerar ’de stora 6gonblicken’ 1 denna
konstart.”!%

Liksom pa manga liknande samlingsutstallningar ar dominansen
av manliga konstndrer 1 det ndrmaste total men ett par kvinnliga
konstnarskap lyfts fram: Sonja Hopf, dven verksam som skdmtteck-
nare, och Barbara Kwasniewska. Som den kulturella smaltdegel som
Frankrike och framf6r allt Paris utgor, innehaller utstallningen blad
av konstnidrer fran andra ldnder, som exempelvis japanen Ado, alge-
riern Fiorini, tysken Johnny Friedlaender, ruménen Etienne Hajdu,
tysken Hartung, engelsmannen Stanley William Hayter, argentina-
ren Rodolfo Krasno, polskan Kwasniewska, israclen Zwy Milshtein,
brasilianaren Arthur Luiz Piza, japanen Sugai och ungraren Vasarely.
Trots utstallningstiteln handlar det inte s& mycket om det franska, 1
betydelsen franskfédda konstnirer, som om Parisscenens internatio-
nella avantgarde.
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MODERN IRISH PAINTING, 25 OCTOBER-16 NOVEMBER 1969

Modern Irish Painting, an exhibition at Gothenburg Museum of Artin 1969,
was produced by the Arts Council (An Chombhairle Ealaion) of Ireland
and travelled throughout Finland, Sweden, and Denmark. Of the thirteen
artists featured in the catalogue, all but one worked in modernistic, ab-
stract styles, several of them figurative but most non-figurative, ranging
from abstract expressionism to geometric abstraction.

In his essay for the exhibition catalogue, James Johnson Sweeney
describes the current state of Irish art and its background in political
and cultural history.'® Sweeney’s attempt to characterize the country’s
art is based on the assumption that the artists had something artistic in
common simply by virtue of sharing a common homeland. Sweeney com-
pares the development of Irish culture with how American artists tried to
create an American art after the Second World War, inspired by European
artists who had immigrated to escape the war. An openness to influences
from abroad has created the Irish culture, the author asserted, and that
quality 1s still necessary:

To-day, with mass communication so highly developed as they are, Ireland is no
longer an isolated corner of the world any more than is Paris, New York, or Tokyo.
Its art cannot look to a regionalism for its individuality. It must achieve, through
itself, an individualism which will one day be associated with those artists who have

worked in Ireland.'$?

Here internationalism is identified as a condition for the development
of art; however, Sweeney understands this internationalism not as uni-
formity but as individualism. Irish artists need to use their contact with
the outside world to find their own distinctive identities. Ireland is no
longer isolated, but is now linked to the centre. Here we can actually
discern a prediction that the centre was about to dissolve. The conclusion
is somewhat paradoxical: Irish artists are expected to find individualism
through encounters with international trends, rather than searching for
it in regionalism.



12 SPANJORER, 14 MARS-19 APRIL 1970

1970 var det dags f6r en ny generalménstring av den spanska konsten
pa Goteborgs konstmuseum med utstdllningen 12 spanjorer 1 samar-
bete med Spanska museet for abstrakt konst 1 Cuenca och Galeria
Juana Mordé 1 Madrid. Denna gang var de deltagande konstnérerna
Jaime Burguillos, Rafael Canogar, José Guerro, Manolo Millares,
Manuel Mompé, Lucio Munoz, Manuel Rivera, Gerardo Rueda,
Antonio Saura, Eusebio Sempere, Gustavo Torner och Fernando
Zébel.

Det ror sig delvis om bekanta namn. Sex av konstnérerna visa-
des redan pa Unga spanska malare tio ar tidigare: Canogar, Millares,
Muiioz, Rivera, Rueda och Zébel. Saura visades dessutom separat pa
Konsthallen 1964. Pa foregangaren framtridde Canogar som infor-
mell expressionist. Pa 12 spanjorer visades istéllet hans nyrealistiska,
delvis tredimensionella arbeten i svartvitt. Ovriga aterkommande
konstnarer har fortsatt pa det informella uttryck som domine-
rar utstillningen. Nagra experimenterar med nya material och
tredimensionella objekt 1 grianslandet mellan maleri och skulptur,
som Millares, Munoz och Rivera. Mompés, Torners och Zébels ma-
ler1 &r mer minimalistiskt och distanserat till sin karaktar.

Nils Ryndel aterkallar minnet av den tidigare utstallningen Ungu
spanska malare: "Gléden och hettan under det askgra och sotsvar-
ta, stravheten och allvaret gav utstdllningen en verkan utéver det
vanliga.”'®® Om den nya utstillningen skriver han att det ar en &l-
dersmissigt homogen grupp men: "Den konstndrliga malsdttningen
varierar 1 h6g grad bland dessa tolv spanjorer.”'® Till skillnad fran
utstdllningen 1960 betonas skillnaderna konstnédrerna emellan 1 ho-
gre grad den har gangen, trots att de har Madrid som gemensam bas
och tillhér samma generation, medan Unga spanska mdlare inneholl
béde fler konstnarer och konstnarer fran olika regioner.

Sempere arbetar 1 en geometrisk inriktning som ligger 1 linje med
op-konsten. Om honom star det 1 katalogtexten: ”Den variant av op-
konst som Sempere representerar har spanska kidnnetecken: string
slutenhet, respekt for hantverket.”'® Aven hir pekas nationella sir-
drag ut, férbundna med en viss typ av uttryck. P4 férra utstallningen
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CURRENT TRENDS IN FRENCH GRAPHIC ARTS, NOVEMBER-DECEMBER 1969

Current Trends in French Graphic Arts was shown at Gothenburg Museum of
Artin 1969 and again the following year at Nationalmuseum in Stockholm.
Produced by Comité National de la Gravure Francaise, the show fea-
tured graphic arts by well-known modern icons such as Marc Chagall,
Jean Dubuffet, Max Ernst, Jean Fautrier, André Masson, Joan Miré, and
Pablo Picasso. There were also younger but well-established artists work-
ing in an abstract style: Henri-Georges Adam, Pierre Alechinsky, Hans
Hartung, Pierre Soulages, Kumi Sugai, and Victor Vasarely.

The exhibition demonstrated the continued relevance of abstrac-
tion. It also exemplified an increased interest in graphic arts. Graphic
arts do tend to evolve somewhat slower than painting, but the catalogue
portrays what is essentially a new springtime for graphics. Francois
Adam-Woimant writes, ‘Since “multi-art” has become a fashionable term,
graphic arts should be able to reclaim the status they enjoyed originally
and have had during the last four decades’'®® Here he is referring to a
movement that aimed to spread contemporary art to a wider audience
through a greater diversity of works. The exhibition’s producers claims
to want to emphasize the latest trends in graphic art. Adam-Woimant
highlights technical experiments, monumental graphic works, geometry,
and graphic artists who ‘after a period of abstraction are taking up the
problems of figuration’'3* Thus he considered the period of abstraction’s
domination to be over.

In one of the descriptions of the artists, a common intellectual con-
struct appears — that contemporary abstract art is linked to the old mas-
ters. Although modern artists works non-figuratively, Adam-Woimant
sees them as true heirs to the masters of art history: ‘Rembrandt and
Goya are the masters Hartung admired in his youth. With his natural
feeling for graphics he understands, as they did, that the line and the
black-and-white constitute “the great moments” in this art form’.'%5

As in many other survey exhibitions, there is an almost complete
dominance of male artists, although a pair of women were highlighted:
Sonja Hopf, who also worked as a comic artist, and Barbara Kwasniewska.
With France being such a melting pot, and Paris inparticular, the exhi-
bition included prints by artists from other countries as well, such as



betonades det strava allvaret, hir den stranga slutenheten. Det sil-
vergldnsande katalogomslaget signalerar nagot mer samtida och mo-
dernt dn det terracottafirgade omslaget till foregangaren. Spanskt
maleri relateras likval fortsatt till det spanska landskapet och den
spanska konsthistorien.

Hela 18 verk foérvirvades i samband med utstallningen. Ett av in-
kopen ar Canogars Marschen, en folkmassa avbildad som huvudlésa
morka gestalter mot vit bakgrund, varav en skulpterad mansfigur tar
ett kliv utirummet. Fran Spanska museet for abstrakt konst i Cuenca
skanktes tva verk: Ruedas skulptur Rid manchego (1970) och Torners
malning Fanus (1970). Av konstnérerna skédnktes sex litografier fran
1967 av Guerrero samt tva skisser och malningen Den smala gatan, jul-
tid (1969) av Zébel. Forutom Canogars assemblage képtes Mompos
malning Folk som gar over en grins (1969), Riveras skulpturala objekt
Spegel for en eflermiddag (1969), en serigrafi ur sviten Diversaurio (1962)
och tre etsningar ur sviten Novisaurias (1969) av Saura. Tillsammans
med tidigare férvirv innebar detta att den spanska efterkrigstidens
abstrakta modernism blev osedvanligt vl representerad 1 museet.

DISKUSSION

Goteborgs konstmuseums och Konsthallen Goteborgs utstéllnings-
historik under perioden uppvisar en stor bredd och ett internationellt
anslag. Aven om svensk och nordisk konst aterkommande visades,
gjordes pafallande méanga utstillningar med konst frdn andra ldnder,
bade inom och utanfér Europa.

Axel L. Romdahl, museets mangdrige intendent under forsta
halvan av 1900-talet, lade fokus pda den nordiska saval som den
franska modernismen men lyckades med donatorers hjilp ocksa
bygga upp en betydande samling dldre europeisk konst. Under
Alfred Westholms tid kom &dven efterkrigstidens avantgarde att fa en
framskjuten plats 1 museet. Det giller inte minst den abstrakta kon-
sten som under perioden 1945-1970 var starkt dominerande 1 saval
utstéllningar som forvarv.
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Ado (from Japan), Fiorini (Algeria), Johnny Friedlaender (Germany),
Etienne Hajdu (Romania), Hartung (Germany), Stanley William Hayter
(England), Rodolfo Krasno (Argentina), Kwasniewska (Poland), Zwy
Milshtein (Israel), Arthur Luiz Piza (Brazil), Sugai (Japan), and Vasarely
(Hungary). Despite the exhibition’s title, it was not so much about the
French, in the sense of French-born artists, as about the international
avant-garde of the Paris art scene.

12 SPANIARDS, 14 MARCH-19 APRIL 1970

In 1970 it was time for a new survey of Spanish art at Gothenburg Museum
of Art with 12 Spaniards, an exhibition produced in collaboration with the
Museum of Spanish Abstract Art in Cuenca and Galeria Juana Mordé in
Madrid. This time the participating artists were Jaime Burguillos, Rafael
Canogar, José Guerro, Manolo Millares, Manuel Momp6, Lucio Muifioz,
Manuel Rivera, Gerardo Rueda, Antonio Saura, Eusebio Sempere,
Gustavo Torner, and Fernando Zébel.

Some of the featured artists were already familiar names. Saura had
been featured in a solo show at Gothenburg Art Gallery in 1964, and six
othershadbeenincluded ten years earlier in Young Spanish Fuinters: Canogar,
Millares, Mufioz, Rivera, Rueda, and Zébel. Of these six, Canogar ap-
peared to be an informalist expressionist, but 12 Spaniards featured instead
his neorealistic, partially three-dimensional work in black and white. The
other recurring artists had continued in the prior informalist style, which
dominated the exhibition. Some experimented with new materials and
three-dimensional objects on the border between painting and sculpture,
such as Millares, Mufioz, and Rivera. Mompd, Torner, and Zébel showed
paintings that were more minimalist and distanced in character.

In an essay for the catalogue, Nils Ryndel recalls the memory of the
previous exhibition Young Spanish Painters: “The smouldering heat under
the ash-grey and soot-black, the harshness and severity made the exhibi-
tion more impactful than the usual’'®® Of the new show he writes that
it is a homogeneous group in terms of age, but ‘the artistic objectives
vary greatly among these twelve Spaniards’'® In contrast to the 1960



Utstéllningarna pa Goteborgs konstmuseum och Konsthallen
Goteborg kan delas in 1 ndgra kategorier. I lokala utstéllningar visa-
des frimst unga vistsvenska konstnérer, antingen i form av elevut-
stallningar med Valands konstskola eller andra grupputstéllningar.
En annan kategori dr grupputstillningar med samtida svenska el-
ler nordiska konstndrer. Vidare gjordes historiska utstéllningar med
dldre konst, ofta med utgangspunkt 1 de egna samlingarna. Aven
moderna klassiker visades aterkommande. Grupputstéllningar med
samtida konst fran olika ldnder runt om 1 vdrlden dr vanliga under
perioden.

Abstraktionen dominerar utstdllningarna pa bade konstmuseet
och Konsthallen under fyrtio- och femtiotalet, inledningsvis framst
1 form av en figurativ, abstraherad modernism. Under femtiotalet
gjordes allt fler utstéllningar med nonfigurativ konst. Abstraktionens
stillning var fortsatt stark pa de bada institutionerna men utmanades
under sextiotalet av neodada, popkonst och nyrealism.

Neodada har ingen framtridande plats 1 Goteborgs konst-
museums och Konsthallen Goéteborgs utstillningsprogram. Elis
Erikssons och Per Olof Ultvedts utstillning pa Konsthallen 1962
karaktériseras av rorelse 1 konsten 1 nydadaistisk anda men med
kvardréjande abstrakt estetik. Op- och popkonst visades 1966 pa
en utstdllning fran Riksférbundet f6r bildande konst, varefter ab-
straktionens sarstallning utmanades 1 utstillningsprogrammet. Runt
1970 gjordes ett flertal utstillningar med nyrealism pa Goteborgs
konstmuseum och Konsthallen, 1 vissa fall med samhaillsdiskute-
rande inriktning.

Under Alfred Westholms ledning 1947-1969 6vergav Goteborgs
konstmuseum tillfalligt sin nordiska profil f6r att tivla med Moderna
Museet om internationella utstdllningar och férvarv. P4 sa sétt kom
manga av efterkrigstidens stora namn att bli representerade 1 bade
utstillningar och samling. Det samma géller Konsthallen Géteborg
som under hela undersékningsperioden var internationellt oriente-
rad. Samarbeten med utldndska kulturinstitut, museer och gallerier
genomfordes 1 stor omfattning trots begriansade resurser.

Trots andan av internationalism préglas dessa utstillningar av
en stark betoning av nationalitet. De tillkom ofta genom utbyte
med ambassader och kulturrad, eller 1 samarbete med gallerier och
museer. Med exportutstillningar marknadsfors landets konst och
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exhibition, Ryndel notes, the new one emphasized the differences among
the artists — even though they were all based in Madrid and belonged to
the same generation, while Young Spanish Painters had featured a greater
number of artists and represented a variety of regions.

Sempere worked in a geometric style that was in line with op art. The
catalogue text notes that ‘the variation of op art that Sempere represents
has Spanish attributes: stern reserve, respect for the craft’.'® Here too na-
tional traits are identified and linked to a certain style of expression. The
prior exhibition emphasized the harsh severity, this one the stern reserve.
The glossy silver cover of the catalogue signals something more contem-
porary and modern than the terracotta-toned cover of the previous one.
The text, however, still relates Spanish painting to the local landscape and
to the nation’s art history.

As many as eighteen works were acquired in conjunction with the
exhibition. One of the acquisitions was Canogar’s The March, a crowd
portrayed as headless, dark figures against a white background, with
one sculpted male figure stepping out into the room. From the Museum
of Spanish Abstract Art in Cuenca two pieces were donated: Rueda’s
sculpture Red Manchego (1970) and Torner’s painting Fanus (1970). The
artists also donated works: six 1967 lithographs from Guerrero, and two
sketches and the painting The Narrow Street, Christmastime (1969) by Zébel.
In addition to Canogar’s assemblage, the museum purchased Mompd’s
painting Feople Walking Across a Border (1969), Rivera’s sculptural object
Mirror for an Afternoon (1969), and by Saura a serigraph from the Diversaurio
suite (1962) and three etchings from the Novisaurias suite (1969). Together
with previous acquisitions, these additions to the collection meant that
Spanish post-war abstract modernism had become very well represented
in the museum.

DISCUSSION

The exhibition history of Gothenburg Museum of Art and Gothenburg
Art Gallery from this period shows great breadth and an international
approach. Although Swedish and Nordic art were recurrently featured,



kultur. Exempel pa sadana utstallningar ar Mexikansk grafik (1951),
Tolv samtida irlindska konstnérer (1952), Tysk firggrafik efer 1945 (1953),
Nutida grekisk konst (1955), Fyra unga osterrikiskor (1956), Feruanska md-
lare (1958), Portugisisk grafik. Konstndrsgruppen Gravura (1958), Nutida
konst i Israel (1958), Polsk grafik och bokkonst (1959), Skulptur i Tyskland
efter 1950 (1962), Nutida konst frin Argentina (1962), Nutida polsk gra-
JSik (1964), Australiskt méleri av idag (1965), Tjeckoslovakisk nutidskonst
(1967) och Modern Irish Punting (1969). Titlarna betonar aterkom-
mande nationaliteten men ocksa mediet, det moderna, nuet och sam-
tiden. I nagra fall motsvarades de av presentationer av svensk konst
1 utlandet.'®

Modern konst fran de nordiska linderna visades dterkommande
pautstillningar som Norsk konst. Rolf Stenersens samling (1946), Ungnorsk
konst (1947), Dansk konst. Bolleblomsten, Decembristerne, Kammeraterne
(1948), Dansk konst. "Hostudstillingen” och "koloristerne” (1950), Ung
norsk konst (1950), Oktobergruppen (1951, finsk konst), Norsk nutidskonst
(1952), Dansk nutidskonst (1953), Ung finsk konst. Maleri - grafik (1954),
Nordisk farggrafik (1955), Dansk konst 1955 (1955), Nutida dansk konst
(1957), Nordisk konst 1947-1957. Maleri, Skulptur, Grafik, Dekorativ
konst (1957), 8 danskar. Ur Ingmar och Rigmor Hambergs samling (1959),
Unga norrmén (1959), Med Dannebrogen i topp (1960), Nordisk konst
1962 (1962), Nordisk nutidskonst (1963) och Nutidskonst fran Finland
(1966). Med andra ord visades nordisk konst sd gott som arligen
fran 1945 fram till ndgra ar in pa sextiotalet dd dessa monstringar
upphorde.

Bortsett fran de nordiska linderna dominerar Frankrike starkt
utstillningshistoriken med utstallningar som Fransk konst. Utstéillning
tll forman for Frankrikes barn (1946), Pentres de Paris (1947), Fransk konst
(1949), Fransk konst (1951), Fransmdn och Faris-svenskar (1952), Fransk
konst (1953), Fransk grafisk konst (1954), Fransk konst (1955), Svensk och
Sransk konst (1956), Fransk grafik fran sekelskiftet till vara dagar (1958),
Faris 1959 (1959), Fransk konst av idag. Akvareller, gouacher och pasteller
(1960), Konst fran Paris (1962), Franskt mdleri och grafik (1964) och 7 unga

fran Paris (1964). Darutéver visades franska mastare som Fernand
Léger (1954), Henri Michaux (1960), Henri Matisse (1960), Jean
Fautrier (1963) och Jean Bazaine (1964). Denna dominans férklaras
av Paris stdllning som konstvarldens centrum men ocksa av den fran-
ska konstens starka inflytande 6ver svensk konst.
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there were a striking number of exhibitions of art from other countries
both inside and outside of Europe.

Axel L. Romdahl, the museum’s curator for many years during the
first half of the twentieth century, had focused on Nordic and French
modernism, but with the help of some donors he also succeeded in
building up a significant collection of older European art. During Alfred
Westholm’s time the avant-garde art of the post-war period also came to
occupy a prominent place in the museum — not least the abstract art of
the period 1945-70, which clearly dominated the museum’s exhibitions
as well as its acquisitions.

The exhibitions at Gothenburg Museum of Art and Gothenburg Art
Gallery can be divided into several categories. There were local shows
that featured primarily young artists from western Sweden, either in the
form of student exhibitions from the Valand Art Academy or other group
shows. Another category is group exhibitions of contemporary Swedish
or Nordic artists. Then there were historical exhibitions of older art, often
based on the museum’s own permanent collection. There were also recur-
ring exhibitions of work by modernist icons. Lastly, group shows of con-
temporary art from various countries around the world constitute a final
category of commonly recurring exhibitions during the period of study.

Abstraction dominated the exhibitions both at Gothenburg Museum
of Art and at Gothenburg Art Gallery during the forties and fifties, at
first primarily in the form of a figurative, abstracted modernism. During
the fifties exhibitions of non-figurative art became increasingly common.
Abstraction’s status continued to be strong at both institutions but was
challenged during the sixties by neo-dada, pop art, and neo-realism.

Neo-dada does not have a prominent place in the exhibition history
of either Gothenburg Museum of Art or Gothenburg Art Gallery. The
1962 exhibition of Elis Eriksson and Per Olof Ultvedt at Gothenburg Art
Gallery could be characterized by movement in art in the spirit of neo-
dada, but with a lingering abstract aesthetic. Op and pop art were featured
in 1966 in an exhibition produced by the National Federation of Fine Arts
Societies, after which abstraction’s unique status was challenged in the
exhibition programming at the two institutions.

Under Alfred Westholm’s leadership (1947-69), Gothenburg Museum
of Art temporarily abandoned its Nordic profile to compete with Moderna
Museet on international exhibitions and acquisitions. In this way many of
the post-war era’s greatest artists came to be represented in both its shows



Amerikansk konst visades med Amerikansk grafik (1954), Modernt
amerikanskt maleri 1932-1958 (1960), Moderna amerikanska teckningar
(1962), Modern amerikansk grafik (1966) och Warmwind. Amerikanska rea-
lister (1970). Darut6ver visades separatutstéllningar med S. Brandon
Kearl (1951), Mark Tobey (1963) och Jackson Pollock (1963). Nutida
indianmalningar fran USA (1955) visade ursprungsbefolkningens konst.

Aven Storbritannien ir vilrepresenterat i utstillningsverksamhe-
ten. Férutom grupputstillningarna Ung engelsk konst (1947), Tio eng-
elska malare (1953), Yngre brittiska skulptorer (1956), 13 brittiska grafiker
(1959), Brittiska 1900-talskonstndrer (1961), Op & pop. Aktuell engelsk
konst (1966) och Stockwell Depot. 8 engelska skulptorer fran London (1970),
visades enskilda brittiska konstnarer pa Henry Moore. Skulpturer, teck-
ningar (1952), Clyff Holden, Folke Truedsson (1960), Reg Butler (1960),
Kenneth Armitage, Lynn Chadwick (1961) och Roland Piché, skulptor, Jack
Smath, mdlare (1968).

Italienska skulptorer presenterades separat med Marino Marini
(1953) och Luciano Minguzzi (1962). Italiensk konst visades ocksd pa
Nutida italiensk konst (1951), Italiensk grafik av idag (1956), Tod triestinare
(Celo Pertot och Luigi Spacal, 1957), Italiensk kultur idag (1961) och
6 ttalienare. Afro, Burri, Capogrossi, Dorazio, Fontana, Turcato (1963). Den
spanska efterkrigstidens modernism presenterades med Tvd katalaner.
Antoni Clave, Luis Maria Saumells (1958), Unga spanska malare (1960),
Antonio Saura (1964) och 12 spanjorer (1970).

Under fyrtio- och femtiotalet dominerar olika former av abstra-
herad figurativ eller helt nonfigurativ konst utstéllningsprogrammet.
Konkretisterna presenterades pa utstdllningen Ny realitet (1949). En
betydelsefull utstallning med abstrakt konst var ocksa Kring spontanis-
men (1959), som visade det nya informella méleriet. Den abstrakta
konsten var ocksd sjalvskriven pd utstillningar om konst och arki-
tektur, offentlig konst och nya material som Arkitektur och bildkonst i
samspel (1959) och 8 emaljmalare (1961).

Tilli utstallningarna producerades ofta modernt formgivna publi-
kationer av varierande omfang och format. I utstillningskatalogerna
beskrivs abstraktionen ofta som internationell, ett sprak som kan tas
emot och uppskattas 6verallti virlden. Samtidigt betonas, med en viss
motsdgelsefullhet, férankringen 1 inhemska traditioner, landskapet,
naturen och kulturhistorien. Trots att det abstrakta formspraket
blivit internationellt finns det likvél variationer 1 hur det anvéinds och
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and its collection. The same was true of Gothenburg Art Gallery, which
was internationally oriented throughout the period of this study. In spite
of its limited resources, Gothenburg Art Gallery managed to collaborate
extensively with foreign cultural institutes, museums, and galleries.

Despite the spirit of internationalism, these exhibitions were charac-
terized by a strong emphasis on nationality. They often came about with
exchanges through embassies and cultural ministries, or in collaboration
with galleries and museums. Export exhibitions were used to market the
country’s art and culture. Examples of such shows are Mexican Graphic
Arts (1951), Twelve Contemporary Irish Artists (1952), German Colour Graphics
Since 1945 (1953), Contemporary Greek Art (1955), Four Young Austrians
(1956), Peruvian Puinters (1958), Portuguese Graphic Arts: The Gravura Artists’
Group (1958), Contemporary Art in Israel (1958), Folish Graphic Arts and Book
Art (1959), Sculpture in Germany Since 1950 (1962), Contemporary Art from
Argentina (1962), Contemporary Polish Graphic Arts (1964), Australian Painting
Today (1965), Crechoslovakian Contemporary Art (1967), and Modern Irish
Fainting (1969). The titles repeatedly emphasizes nationality, but also the
medium, the modern, the present, and the contemporary. In a few cases
these exhibitions coincided with corresponding presentations of Swedish
art in other countries.'®

Modern art from the Nordic countries was featured repeatedly in
exhibitions such as Norwegian Art: Rolf Stenersen’s Collection (1946), Young
Norwegian Art (1947), Danish Art: Bolleblomsten, Decembristerne, Kammeraterne
(1948), Danmish Art: “The Fall Exlubition” and “The Colourists’ (1950), Young
Norwegian Art (1950), The October Group (1951, Finnish art), Norwegian
Contemporary Art (1952), Danish Contemporary Art (1953), Young Finnish Art:
FPainting — Graphic Arts (1954), Nordic Colour Graphics (1955), Danish Art 1955
(1955), Contemporary Danmish Art (1957), Nordic Art 1947-1957: Fainting,
Sculpture, Graphic Arts, Decorative Arts (1957), 8 Danes: From the Ingmar and
Rigmor Hambers Collection (1959), Young Norwegians (1959), With the Danish
Flag Flying (1960), Nordic Art 1962 (1962), Nordisk Nordic Contemporary Art
(1963), and Contemporary Art from Finland (1966). In other words, Nordic
art was featured almost annually from 1945 through the mid-sixties,
when such shows ceased.

Apart from the Nordic countries, France has clearly dominated the
history of exhibitions at the two institutions, with shows such as French
Art: Exhibition to Benefit the Children of France (1946), Pentres de Paris (1947),
French Art (1949), French Art (1951), Frenchmen and Farisian Swedes (1952),



vad det forestills uttrycka. Har finns en intressant glidning mellan
det unwversella (anspraket pa universell giltighet och humanism) och det
kulturspecifika (den nationella sdrarten som dterkommande beskrivs
som avldsbar 1 konsten). Denna glidning problematiseras eller dis-
kuteras inte 1 materialet. Ddrmed kan man misstdnka att det tas for
givet att konsten a ena sidan forestlls vara universell 1 sitt syfte och
samtidigt omisskdnnligt nationell 1 sitt uttryck. Abstraktionen &r ett
universellt sprak men det talas med olika dialekter.

Man kan notera att nationella sirdrag betonas starkare 1 utstall-
ningar fran linder eller regioner i konstvirldens marginaler som
Argentina, Australien, Irland, Israel, Japan, Katalonien, Mexiko,
Peru, Polen, Tjeckoslovakien och Osterrike men 4dven de nordiska
linderna, medan "det franska” 1 konst pa utstédllningar fran Paris
sdllan diskuteras. Paris var en métesplats dér ménga konstndrer fran
andra lander verkade. Konsten 1 Paris framstills foljaktligen som mer
internationell dn fransk. Konsten i konstvarldens centra uppfattas
underforstitt ocksa som mer universell dn den fran periferin, som
beskrivs som férankrad i lokala och nationella traditioner, 4ven nar
konstnirerna arbetar med ett abstrakt modernistiskt formsprak.

Aven om New York alltmer kom att etableras som konstvirldens
centrum sa ar det amerikanska inte lika f6r givet taget som det franska.
Det har att géra med den amerikanska konstens sokande efter en
egen identitet i relation till Europa. Aven i relation till brittiska konst-
nérer betonas den nationella identiteten mer dn hos de franska. En
forklaring till detta kan vara att ménga av de "franska” konstnirerna
hade sitt ursprung i andra lander.

Konst fran gamla kulturnationer som Grekland, Italien och
Spanien relateras ofta till saval landskap och folkkaraktir som lan-
dets konsthistoria. Sa lases den grekiska modernismen mot antiken,
italiensk abstraktion mot rendssansen och det spanska avantgardet
mot Veldzquez och Goya. Aterkommande skildras konstnirernas
bindning vid traditionen som ett problem i relation till modernismens
krav pa fornyelse. Da den spanska abstrakta konsten beskrivs som
strang och kinslosam framhalls den italienska som raffinerad, med
en overhdngande risk att bli for elegant.

Ytterligare en kategori dr vad man kan kalla moderna klassiker,
utstdllningar med modernismens pionjarer och stora namn, konst-
narskap som forestills ligga till grund f6r den samtida konsten.
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French Art (1953), French Graphic Arts (1954), French Art (1955), Swedish and
French Art (1956), French Graphic Arts from the Turn of the Century to Our Own
Day (1958), Paris 1959 (1959), French Art Today: Watercolours, Gouaches, and
Fustels (1960), Art from Faris (1962), French Fuinting and Graphic Arts (1964),
and Seven Young Artists from Paris (1964). In addition there were also shows
featuring French masters such as Fernand Léger (1954), Henri Michaux
(1960), Henri Matisse (1960), Jean Fautrier (1963), and Jean Bazaine
(1964). This dominance may be explained by Paris’s strong status as the
centre of the art world, but also by French art’s powerful influence on
Swedish art.

American art was featured in American Graphic Arts (1954), Modern
American Panting 1932-1958 (1960), Modern American Drawing (1962),
Modern American Graphic Arts (1966), and Warmwind: American Realists (1970).
In addition there were solo shows of S. Brandon Kearl (1951), Mark
Tobey (1963), and Jackson Pollock (1963). Contemporary Indian Paintings
Jrom the USA (1955) featured the arts of the country’s original populations.

Great Britain has also been well represented in the exhibitions. There
were the group shows Young English Art (1947), Ten English Puinters (1953),
Young British Sculptors (1956), Thirteen British Graphic Artists (1959), British

Twentieth-Century Punters (1961), Op & Pop: Current English Art (1966), and
Stockwell Depot: Eight English Sculptors from London (1970), as well as the solo
shows Henry Moore: Sculptures, Drawings (1952), Cliff Holden, Folke Truedsson
(1960), Reg Butler (1960), Kenneth Armitage, Lynn Chadwick (1961), and
Roland Piché, Sculptor, Jack Smith, Painter (1968).

Italian sculptors were featured in two solo shows: Marino Marini (1953)
and Luciano Minguzzi (1962). Italian art was also featured in Contemporary
Ttalian Art (1951), Italian Graphic Arts Today (1956), Two from Trieste (Celo
Pertot and Luigi Spacal, 1957), ltalian Culture Today (1961), and 6 ltalians:
Afro, Burri, Capogrossi, Dorazio, Fontana, Turcato (1963). Spanish post-war
modernism was presented in Two Catalans: Antoni Clavé, Luis Maria Saumells
(1958), Young Spanish Fainters (1960), Antonio Saura (1964), and 12 Spamiards
(1970).

During the forties and fifties, exhibition programming was domi-
nated by various forms of abstracted figurative or entirely non-figurative
art. The concretists were featured in the exhibition New Reality (1949).
Another important exhibition of abstract art was Surrounding Action Fainting
(1959), which featured the new informalist painting. Abstract art was also
mevitably included in exhibitions on art and architecture, public art, and



Exempel pa detta dr Faul Klee 1 Rolf Stenersens samling (1958), Henri
Matisse ur Theodor Ahrenbergs samling (1960), Paul Klee (1965), I Picassos
ateljé (1968), FJoan Mird (1968), Vincent van Gogh (1946, 1958 och 1966).
I relation till dessa moderna mistare betonas nationaliteten vanligen
1 mindre utstrackning. Matisse beskrivs som helt igenom Matisse
snarare dn fransman.

Manga utstéllningar har producerats av Goéteborgs konstmu-
seum respektive Konsthallen Géteborg, andra av Nationalmuseum,
Riksférbundet f6r bildande konst, Konstframjandet eller av utlédnd-
ska kulturinstitut, museer eller gallerier. En typ av utstdllningar som
visades under femtio- och sextiotalet dr utstdllningar med privata sam-
lingar. Exempel pa detta ar Ur Henry Pihls samling (1959), Nutidskonst
ur Samling Sowja Heine, Niels Onstad (1961), Anna och Kresten Krestensens
samling — Kopenhamn (1962), Skulptur. Bo Boustedts samling (1963) och
Ur Grace och Philip Sandbloms samling. Fran Delacroix till de Satél (1964).
Har ar det samlarens garning och smak som star 1 fokus. Genom
konstmuseets begridnsade resurser mojliggjorde dessa samlingar
utstillningar med moderna klassiker savil som nyare internationell
modernism. Flertalet samlingar har fokus pa Norden och Frankrike.

Sammanfattningsvis kan sdgas att den abstrakta konsten har en
stark stillning 1 utstillningsverksamheten pa Goteborgs konstmu-
seum och Konsthallen Géteborg. Under fyrtio- och femtiotalet var
den dominerande, sa till den grad att 1 stort sett all samtida konst som
visades 1 ndgon man var abstrakt, det vill siga dgde en mer eller min-
dre framtridande betoning av bildplanet eller formen. Nysaklighet,
naivism och surrealism utgér undantag. Av dessa riktningar ar surre-
alismen den mest frekvent visade under perioden. Den nonfigurativa
konstens synlighet kulminerade kring 1960 men det nonfigurativa
var dnda aldrig allenarddande. Fran mitten av sextiotalet minskade
frekvensen av utstillningar med abstrakt konst medan neodada, pop-
konst, nyrealism och surrealism stérkte sina positioner.

Utstéllningsprogrammet &r internationellt till sin karaktir med
en hog frekvens av utstillningar frdn manga lander runt om 1 varl-
den. Vid sidan av Norden dominerar Frankrike starkt men dven
England, Italien och Spanien har en framtriddande stéllning. Under
sextiotalet riktades stérre uppmirksamhet mot USA och Osteuropa
medan Paris position férsvagades. Goteborgs konstmuseum och
Konsthallen Géteborg framtrader som aktorer 1 ett internationellt
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new materials such Architecture and Pictorial Art in Harmony (1959) and 8
Enamel Painters (1961).

For these exhibitions, publications were often produced with modern
graphic design and varying scope and formats. The exhibition catalogues
often describes abstraction as international, a language that can be re-
ceived and appreciated everywhere in the world. At the same time they
emphasize, with a certain degree of self-contradiction, the artists’ roots in
the local traditions, landscape, natural environment, and cultural history.
Even though the abstract idiom has become international, there are nev-
ertheless variations in how it is used and what it is understood to express.
Here there is an interesting disconnect between the universal (its claim to
universal validity and humanism) and the culturally specific (the distinctive
national character that is repeatedly described as discernable in the art).
This disconnect was not problematized or discussed in the material stud-
ied. Thus we can suspect that it was taken for granted that art is perceived
on the one hand as universal in its purpose and at the same time unmistak-
ably national in its expression. Abstraction is a universal language, but it
is spoken in a variety of dialects.

One can note that national attributes are emphasized more strongly
in exhibitions from countries or regions on the periphery of the art world,
such as Argentina, Australia, Ireland, Israel, Japan, Catalonia, Mexico,
Peru, Poland, Czechoslovakia, and Austria, but from the Nordic countries
as well, while the French attributes of the work in exhibitions of Parisian
art are seldom discussed. Paris was a meeting place where many artists
from other countries worked. Art in Paris is consequently portrayed as
more international than French. Art from the centres of the art world is
also implicitly understood to be more universal than that of the periphery,
which was described as rooted in local and national traditions even when
the artists are working in an abstract, modernist idiom.

Although New York came increasingly to be regarded as the centre of
the art world, the American is not taken for granted as much as the French.
This is in part due to American art’s search for an identity of its own in re-
lation to Europe. British artists’ national identity is also emphasized more
than that of the French. One explanation could be that many of those we
call ‘French’ artists were originally from other countries.

Art from older cultural nations such as Greece, Italy, and Spain is
often related to the nation’s landscape, folk character, and art history.
Thus Greek modernism is interpreted in contrast to antiquity, Italian



konstliv, med ett livaktigt utbyte med utlaindska kulturinstitut, mu-
seer och gallerier. Precis som den svenska konsten var delaktig 1
ett internationellt avantgarde, deltog Goéteborgs konstmuseum och
Konsthallen Géteborg 1 det internationella konstlivet. Detta medfor-
de att nya riktningar fangades upp, om inte alltid med den snabbhet
som skedde 1 gallerilivet och pa biennalerna. Perioden dr den mest
internationellt orienterade 1 museets historia. Denna prioritering har
sin grund 1 synen pa den relevanta samtida modernismen som per
definition internationell.
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abstraction alongside the Renaissance, and the Spanish avant-garde in
comparison with Veldzquez and Goya. The catalogues repeatedly por-
trayed the artists’ ties to tradition as a problem in relation to modernism’s
demand for renewal. Whereas Spanish abstract art is described as harsh
and emotional, the Italian version of the same is presented as refined, with
an imminent risk of becoming too elegant.

Another category of exhibition featured what might be called modern
icons — shows of modernism’s pioneers and great names, the art that is
seen as providing the foundation for contemporary art. Examples include
Paul Klee in the Rolf Stenersen Collection (1958), Henri Matisse from Theodor
Ahrenberg's Collection (1960), Faul Klee (1965), In Picasso’s Studio (1968), Foan
Miré (1968), and Vincent van Gogh (1946, 1958, and 1966). In discussing
the work of these great modern masters, their nationality is generally not
a point of emphasis. Matisse is described as being Matisse from head to
toe rather than a Frenchman.

Many of the exhibitions were produced by Gothenburg Museum
of Art or by Gothenburg Art Gallery, others by Nationalmuseum, the
National Federation of Fine Arts Societies, the People’s Movements for
Art Promotion, or by foreign cultural institutions, museums, or galleries.
One form of exhibition that recurred during the fifties and sixties was
the exhibition of a private collection. Examples include From Henry Pihls
Collection (1959), Contemporary Art from the Collection of Sonja Heine, Niels Onstad
(1961), Anna and Kresten Krestensen’s Collection: Copenhagen (1962), Sculpture:
Bo Boustedt’s Collection (1963), and From Grace and Philip Sandblom’s Collection:
From Delacroix to de Satél (1964). In these cases the focus was on the collec-
tor’s achievement and taste. These collections made it possible, in spite of
the art museum’s limited resources, to exhibit icons of modern art as well
as examples of newer international modernism. Most of these collections
have focused on art from the Nordic region and France.

In summary we can conclude that abstract art has enjoyed a promi-
nent position in the exhibition program of Gothenburg Museum of Art
and Gothenburg Art Gallery. During the forties and fifties it was so domi-
nant that essentially all the contemporary art that was shown was to some
extent abstract — that is, it more or less emphasized the picture plane
or the form. The exceptions are new objectivity, naivism, and surreal-
ism. Of these movements, surrealism was shown most frequently during
the period of our study. The visibility of non-figurative art culminated
around 1960, but even then it was never universally prevalent. Starting
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in the mid-sixties, the frequency of exhibitions of abstract art declined,
while neo-dada, pop art, neo-realism, and surrealism grew increasingly
prominent.

The history of exhibitions at these two institutions during the period
In question is international in character, with a high frequency of shows
from many other countries around the world. Alongside the Nordic re-
gion, France clearly dominated, although England, Italy, and Spain also
figured prominently. During the sixties the attention shifted increasingly
toward the United States and Eastern Europe, while Paris’s status as
the centre of the art world declined. Gothenburg Museum of Art and
Gothenburg Art Gallery are shown in our study to have been significant
actors in the international art world, maintaining a vigorous exchange
with foreign cultural institutions, museums, and galleries. Just as Swedish
art is active in the international avant-garde, Gothenburg Museum of Art
and Gothenburg Art Gallery have been active in the international art
world. The result is that new movements have been assimilated, though
perhaps not always as quickly as they are in the gallery scene or at the
biennials. The period 1945-70 was the most internationally oriented in
the museum’s history. The basis for that prioritization was the notion that
relevant contemporary modernism was by definition international.

TRANSLATED FROM SWEDISH
BY JOHN KRAUSE
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UTSTALLNINGAR MED ABSTRAKT KONST PA MODERNA MUSEET 1958-1970

I detta kapitel behandlas ett urval av Moderna Museets utstallningar
med abstrakt konst 1958-1970. Flera av utstdllningarna med ab-
strakt konst pa Moderna Museet visades dven i Goteborg och har
da behandlats i foregaende avsnitt. D3 utstéllningskatalogen ofta ar
identisk nojer jag mig hir med att omndmna utstillningen om inga
anmarkningsvirda skillnader finns. Eftersom Moderna Museet 6pp-
nade forst 1958 tar genomgangen sin borjan da istéllet f6r 1945.

Man kan nimna att en betydelsefull utstillning gjordes redan
1956 1 Flottans fore detta exercishus pa Skeppsholmen, som senare
inhyste Moderna Museet. Mellan den 19 oktober och 12 december
visades Pablo Picassos Guernica (1937) 1lokalen. Det innebar en unik
chans att 1 Sverige fa se detta portalverk 1 modernismens historia,
dven om det tidigare visats pa Liljevalchs konsthall 1938. Picasso var
vid denna tid mycket betydelsefull f6r den svenska modernismen,
sarskilt konkretismen. Picasso och kubismen utmanade Cézanne och
Matisse som den svenska konstens hogsta ideal.

Otte Skold (1894-1958), overintendent pa Nationalmuseum
1950-1958, fick 1950 1 uppdrag att skapa ett museum dver modern
konst 1 Sverige. Ursprungligen var tanken ett genomgangsmuse-
um dér den férvirvade konsten efter en viss tid skulle 6verga till
Nationalmuseums historiska samlingar. Sa blev aldrig fallet. Moderna
Museet blev istillet ett vixande museum Over modernismen, en
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EXHIBITIONS OF ABSTRACT ART AT MODERNA MUSEET 1958-70

In this chapter I look at a selection of exhibitions of abstract art held at
Moderna Museet between 1958 and 1970. Several of these were also
shown in Gothenburg, in which case they are dealt with in the preceding
section. As the exhibition catalogues were often identical, I opted to refer-
ence these exhibitions only in cases where there were notable variations.
As Moderna Museet only opened in 1958, this is the starting point of this
survey rather than 1945.

One might mention that an important exhibition was held earlier, in
1956, in what was previously the Naval drill hall on Skeppsholmen and
later became Moderna Museet. Between 19 October and 12 December,
Pablo Picasso’s Guernica (1937) was put on display there. This was a
unique opportunity in Sweden to see this seminal work in the history of
modernism, even though it had already been shown at Liljevalchs Art
Gallery in 1938. At this time, Picasso was highly influential in Swedish
modernism, particularly in relation to concrete art. Picasso and cubism
challenged Cézanne and Matisse as the highest ideal of Swedish art.

Otte Skold (1894-1958), chief curator of Nationalmuseum 1950-8,
was assigned in 1950 with creating a museum of modern art in Sweden.
The original idea had been one of a transitional museum where newly ac-
quired art, after a certain amount of time, would be passed into the historical
collections of Nationalmuseum. This never took place. Instead, Moderna
Museet became an expansive museum of modernism, a leading institution
with its own strong identity, often in conflict with its maternal institution.
Eventually the dividing line was drawn with Henri Matisse and the Swedish



spjutspetsinstitution med stark egen identitet, ibland 1 konflikt med
moderinstitutionen. Gransen kom att dras vid Henri Matisse och
1909 &ars man; allt f6re hamnade 1 Nationalmuseum, allt efter 1
Moderna Museet, undantaget design, konsthantverk och 1 vissa fall
grafik och portritt som fortsatt samlas av Nationalmuseum.!

Skold var museets forsta intendent nér det 6ppnade 1958. Efter
att han hastigt gatt bort samma ar tillradde Bo Wennberg (1912-
2006), som tva ar senare eftertriddes av Pontus Hultén (1924-2006).
Hultén kallade sig da Karl-Gustaf och hans namns skrivs 1 det f6l-
jande pa det sitt som anges 1 respektive utstédllningskatalog. Formellt
tilltrddde Hultén posten som museichef férst 1963 men han blev
ansvarig intendent redan tre ar tidigare. Hultén stannade pa posten
till 1973, da han fick 1 uppdrag att bygga upp kulturhuset Centre
Georges Pompidou 1 Paris.?

Moderna Museet hade en aktiv vanférening, Moderna Museets
Vanner (MMYV), som bildades 1953 ur Foreningen f6r Nutida Konst
och Foreningen f6r Konst. Genom sitt oavlénade arbete 1 vinféren-
ingen kom konstkritikern Ulf Linde (1929-2013) att fa stort inflytande
6ver Moderna Museets verksamhet. Trots att Linde formellt inte var
intendent pa museet var han curator fér en rad utstillningar och var
dven aktv 1 férvarv och som forfattare till katalogtexter, samtidigt som
han hade uppdrag som konstkritiker f6r Dagens Nyheter. Framfor allt
sammanstillde Linde merparten av utstillningarna med svensk konst,
da Hulténs intresse for denna var begrinsat. Vanféreningen donerade
verk till museet och férvarvsbesluten fattades framst av forlaggaren och
konstsamlaren Gerard Bonnier (1917-1987), ordférande i vanf6érening-
en, Linde och Hultén. Linde hade en nira relation till Bonnier, som se-
nare testamenterade sin samling till Moderna Museet.? Forst under aren
1973-1976 kom Linde att inneha en tjénst som intendent pa museet.

Vid sidan av Linde var intendenten och konstpedagogen Carlo
Derkert (1915-1994) en framtridande aktdr, bade genom sina
uppskattade visningar pa museet och sitt arbete med utstillningar.
Derkert anstilldes 1959 och arbetade vid museet fram till sjuttiotalet.*

Moderna Museets inriktning skiljer sig fran Goteborgs konst-
museum pa flera punkter. D4 Goteborgs konstmuseum ar ett kom-
munalt museum dr Moderna Museet ett statligt central- och ansvars-
museum som skabevaka helalandets konst. I praktiken har samlingen
av svensk konst framst byggts upp genom inkop pa galleriscenen 1
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modernists who made their debut in 1909; everything before ended up in
Nationalmuseum, and all that came after in Moderna Museet, with the
exception of design, arts and crafts, and, in certain cases, graphics and
portraits, which on an ongoing basis are collected by Nationalmuseum.

Skold was the museum’s first Director General when it opened in
1958. After abruptly passing away in the same year, he was replaced by
Bo Wennberg (1912-2006), who was followed two years later by Pontus
Hultén (1924-2006). At this time Hultén went by the name of Karl-
Gustaf and in this study his name is given as referred to in the respective
exhibition catalogues. Formally, Hultén was only accredited as director
of the museum from 1963 but he had taken on the duties as the director
three years earlier. Hultén remained in the position until 1973, when he
took on the role of building up the cultural institute, the Centre Georges
Pompidou Paris.?

Moderna Museet had an active society of supporters, the Friends of
Moderna Museet (Moderna Museets Vianner, MMV), formed in 1953
from the Association for Contemporary Art (Féreningen for Nutida
Konst) and the Art Association (Foreningen for Konst). Through his
unpaid contribution to the Friends of Moderna Museet, the art critic
Ulf Linde (1929-2013) gained significant influence over the activities of
Moderna Museet. In spite of the fact that Linde was not in any formal
sense a curator at the museum, he curated a series of exhibitions and was
also active in the area of acquisitions and as the author of catalogue texts,
while at the same time being employed as an art critic at Dagens Nyheter.
In particular, Linde put together most of the exhibitions of Swedish art,
in which Hultén was less interested. The Friends of Moderna Museet do-
nated works of art to the museum, with decisions on acquisitions primar-
ily made by the publisher and art collector Gerard Bonnier (1917-87),
chairman in the Friends of Moderna Museet, Linde, and Hultén. Linde
had a close relationship to Bonnier, who later bequeathed his collection to
Moderna Museet.? Only in the years 1973-6 was Linde eventually hired
as a curator at the museum.

Alongside Linde, the curator and art educator Carlo Derkert (1915-
94) had a prominent role, both through his popular lectures at the mu-
seum and his contribution to the exhibitions. Derkert was employed in
1959 and worked at the museum until the sventies.*

The focus of Moderna Museet differs in several ways from that of
Gothenburg Museum of Art. Whereas Gothenburg Museum of Art is



Stockholm. Goéteborgs konstmuseum dr vidare ett konsthistoriskt
museum vars samling spanner éver en tidsperiod fran 1400-tal till
nutid, medan Moderna Museet ar ett modernt museum med sam-
lingar fran tidigt 1900-tal till nutid. Bada har dock saval utlindska
som svenska samlingar.

Vad giller utlindsk modernism sa dr Moderna Museets samling
storre och mer betydande, sarskilt gallande amerikanskt femtio- och
sextiotal och den internationella konsten darefter. Fram till 1958 for-
varvades till det blivande Moderna Museet framst fransk och nord-
isk konst, ddrefter 1 hog grad amerikansk vid sidan av svensk.® Vad
giller europeisk modernism star Géteborgs konstmuseum inte langt
efter 1 kvalitet och bredd, men amerikansk abstrakt expressionism,
neodada, popkonst, minimalism och konceptkonst dr knappast alls
representerad 1 Goteborg medan Moderna Museet forfogar 6ver en
internationellt h6gt ansedd samling pa detta omrade. Dessa skillnader
marks ocksa 1 utstallningshistoriken dar Goteborgs konstmuseum
aven gor konsthistoriska utstallningar med dldre konst, eller kombi-
nerar modern och éldre konst 1 sina utstallningar, medan Moderna
Museet enbart visar moderna eller nutida utstillningar.

LE CORBUSIER. ARKITEKTUR, MALNINGAR, SKULPTURER, GOBELANGER,
TECKNINGAR, 29 AUGUSTI-28 SEPTEMBER 1958

Oppningsaret 1958 visade Moderna Museet en utstillning med den
schweizisk-franske arkitekten Le Corbusier, som forutom arkitektur
inneholl malningar, skulpturer, gobelanger och teckningar. Det var den
forsta utstallningen 1 museet efter att det invigts tidigare under varen.

Framf6r allt som arkitekt och den framste foretradaren f6r U'Esprit
Nouveau, funktionalism och brutalism, hor Le Corbusier till de stora
namnen inom modernismen. Utstdllningen visade Le Corbusiers
mangsidighet och inflytande pa ett flertal omraden, déribland som
bildkonstndr. Som malare betecknade han sig som purist.

Den purism som Le Corbusier stod {or tillsammans med Amédée
Ozenfant kdnnetecknas av en abstrahering av motivet till enfargade
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a local authority museum, Moderna Museet is a state institution and a
central node entrusted with monitoring art across the whole country.
In practice, the collection of Swedish art has largely been assembled by
means of purchases from Stockholm’s galleries. In addition, Gothenburg
Museum of Art is a museum of art history, its collections spanning a pe-
riod from the 1400s to the present, while Moderna Museet is a modern
museum with collections from the early 1900s to the present. However,
both institutions feature both foreign and Swedish collections.

In terms of foreign modernism, Moderna Museet has a larger and
more important collection, especially when it comes to America in the
fifties and sixties, and international art thereafter. Until 1958, acquisi-
tions for what would become Moderna Museet were primarily of French
and Nordic art, and after that largely American and Swedish.” When it
comes to European modernism, Gothenburg Museum of Art is not far
behind in quality and breadth of scope, but American abstract expres-
sionism, neo-dada, pop art, minimalism, and concept art are hardly at
all represented in Gothenburg, whereas Moderna Museet has a highly
regarded collection at its disposal in these areas. These differences are
also apparent in the history of the exhibitions, from which it can be seen
that Gothenburg Museum of Art also put on art historical exhibitions
featuring older art, whereas Moderna Museet only showed modern or
contemporary works.

LE CORBUSIER: ARCHITECTURE, PAINTINGS, SCULPTURES, TAPESTRIES,
DRAWINGS, 29 AUGUST-28 SEPTEMBER, 1958

In its inaugural year of 1958, Moderna Museet featured an exhibition of
the Swiss-French architect, Le Corbusier, which in addition to his archi-
tecture, also presented paintings, sculptures, tapestries, and drawings. It
was the first exhibition to be held in the museum after its opening earlier
in the spring.

Above all as an architect and the foremost proponent of L'Esprit
Nouveau, functionalism, and brutalism, Le Corbusier is one of the big
names of modernism. The exhibition demonstrated the many different



geometriska former 1 ytplanet. Exemplet Le Corbusier visar att funk-
tionalismen och abstraktionen gar hand 1 hand som uttryck f6r den
moderna tiden. Arkitekternas bortskalande av ornament inom funk-
tionalismen har sin motsvarighet 1 abstraktionens avligsnande av
detaljerad realism i maleriet. Anmérkningsvirt dr anda att puristerna
holl fast vid motivet, till skillnad fran konstnérer inom De Stijl.

Utstallningen komponerades av arkitekterna Willy Boesiger och
Ello Katzenstein. Katalogen innehéller ett férord av Carl Nordenfalk,
overintendent pa Nationalmuseum, och Ebbe Borg, ordférande 1
Svenska arkitekters riksférbund. Vidare dterfinns texter av Hakon
Ahlberg, Gotthard Johansson och Le Corbusier. Katalogen har star-
kast fokus pé arkitektur men fyra malningar, en gobeling och en
skulptur dr avbildade.

Nordenfalk och Borg skriver om Le Corbusiers bildkonst: "Han
gjorde en betydelsefull insats 1 det skede av det konstruktivistiska ma-
leriet, som kallas purismen. Hans teckningar och skulpturer, som kan
uppvisa en viss sjilsfrindskap med bade Picasso och Henry Moore
praglas av en tung och miktig formvilja.”® Begreppet formvilja syftar
pa ambitionen att frigéra bilden fran dess avbildande funktion for att
ge formen en 6kad grad av autonomi. Men det ar framfor allt som
arkitekt som Le Corbusiers betydelse ligger enligt forfattarna: "Hans
tes 'En ny epok har just borjat, en stor epok ar f6dd’ har visserligen
sina rotter 1 1800-talets framstegstro, men han slungar ater ut den 1
den forsta efterkrigsvarlden med en kraft och visiondr fantasi, som
har den tvekldse profetens 6vertygande bade naivitet och klarsyn.””
Le Corbusier framstills som urbilden av det modernistiska geniet,

nyskapande, naiv och radikal.

SEBASTIAN MATTA. 15 FORMER AV TVIVEL, 24 OKTOBER-22 NOVEMBER 1959

Den chilenske malaren Roberto Sebastidn Matta presenterades med
en separatutstillning 1959 med undertiteln 15 former av tvivel. (Ofta
anvands tilltalsnamnet Roberto om konstniren men hir anvinds
istallet hans andra férnamn Sebastidn.) Matta reste 1 Europa under
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sides of Le Corbusier and his influence in a number of areas, including as
avisual artist. As a painter, he described himself as an advocate of Purism.

The Purism which Le Corbusier stood for, alongside that of Amédée
Ozenfant, is characterized by an abstraction of the motif into monotone
geometrical forms on a spatial plane. The example of Le Corbusier shows
that functionalism and abstraction go hand-in-hand as expressions of the
modern era. The stripping of ornament by functionalist architects has its
counterpart in abstraction, and the removal of detailed realism in paint-
ing. Nonetheless it is notable that the purists retained the motif, unlike
artists working within De Stijl.

The exhibition was devised by the architects Willy Boesiger and Ello
Katzenstein. The catalogue has a foreword written by Carl Nordenfalk,
the Director General of Nationalmuseum, and Ebbe Borg, chairman of
the National Association of Swedish Architects. There are also further
texts by Hakon Ahlberg, Gotthard Johansson, and Le Corbusier. The
primary focus of the catalogue is on architecture, but it includes illustra-
tions of four paintings, one tapestry, and a sculptural work.

Nordenfalk and Borg write of Le Corbusier’s works in the visual arts:
‘He made a significant contribution during that stage of Constructivist
painting known as Purism. His drawings and sculptures, which have a
certain spiritual affinity with both Picasso and Henry Moore, are charac-
terized by a heavy and powerful impulse of form.® The concept, ‘impulse
of form’, refers to the ambition of freeing the picture from its representa-
tional function in order to provide a greater level of autonomy for form.
However, Le Corbusier’s importance lies above all in his work as an
architect, according to the writers: ‘His thesis, “A new epoch has just
begun, a great epoch is born” admittedly has its roots in 1800s optimism
about the future, yet he hurls out this message once again in the post-war
world, with power and a visionary sense of imagination, which encapsu-
late both the naivety and clear-sightedness of this undoubted prophet.”
Le Corbusier is portrayed as an absolute emanation of modernist genius,
wholly original, naive, and radical.



trettiotalet och flyttade till USA omkring 1938, dir han levde under
tio ar. Under senare delen av sitt liv var han verksam 1 Paris, Rom och
Sydamerika. Matta hor till en av efterkrigstidens mest uppmérksam-
made malare inom surrealismen med ett uttryck beslidktat med den
abstrakta expressionismen.

Katalogen innehdller texter pa svenska och engelska av Matta,
K.G. Hultén, Ingemar Gustafson och Géran Printz-Pahlson. Hultén
konstaterar att dven om surrealismen dr dod sa lever dess idéer
vidare. Han beskriver Matta som en oberoende surrealist. Det som
gor Mattas konst angeldgen 1 nuet dr enligt Hultén att han abstra-
herat surrealismens sprdk: "Han har, hur egendomligt det dn kan
lata, aktiviserat och individualiserat surrealismen. Fran att ha varit
’handmalade fotografier av drémmar’ har bilderna hos honom blivit
verktyg, verktyg som bearbetar en varld, som om och omigen dltar
dess innehall, som férsoker gripa dess innehall, tolka det, inte av-
bilda det.”® Surrealismen upplevs alltsd som passerad som historisk
stil, men genom att abstrahera den har Matta gjort den relevant for
en ny tid. Den abstraherade bilden uppfattas som i hogre grad aktiv
och individuell dn den realistiska. Det forefaller viktigt f6r Hultén
att betona att malningarna inte ar avbilder av verkligheten eller ens
drommar. For att vara bra, angeldgen och aktuell riacker det inte att
avbilda, konstndren maste gestalta och for att gestalta anvands form-
arbete, eller med andra ord abstraktion.

Aven om Mattas méleri kan te sig expressionistiskt avvisar Hultén
tolkningen av det som individuellt uttryck for ndgot inre personligt.
Istallet ser forfattaren det som en experimenterande utforskning jam-
férbar med vetenskapen:

Maleriet ar for Matta framfor allt ett medel till kunskap, ett sétt att tvivla, mer an ett ut-
trycksmedel eller ett medel for moraliska stillningstaganden. Han 4r om man sa vill en
vetenskapsman i konstnérens situation. Man kan mycket vil tanka sig att han nar det matt

av kunskap att han anser sig kunna sluta mala.’

Bilden ar inget mal 1 sig utan ett verktyg. Nar det konsten stravar
efter, exempelvis politisk revolution eller drommarnas frigorelse,
uppnatts, har konsten spelat ut sin roll och bér f6ljaktligen ldmnas.
Vetenskap dr under perioden ett positivt laddat begrepp. Samtidigt
6ppnar Hultén f6r mer romantiska tolkningar. I "den sjalvfértarande
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SEBASTIAN MATTA: 15 FORMS OF DOUBT, 24 OCTOBER-22 NOVEMBER 1959

The Chilean painter Roberto Sebastidn Matta was given a solo exhibition
in 1959 under the heading of 15 Forms of Doubt. (The artist is often known
by the name of Roberto, but here he is referred to by his other first name,
Sebastidn.) Matta travelled in Europe during the thirties and moved to the
USA in about 1938, where he lived for ten years. In the latter part of his
life he was active in Paris, Rome, and South America. Matta is one of the
most important post-war painters, a surrealist with a thematic connection
to abstract expressionism.

The catalogue offers texts in both Swedish and English by Matta, K.
G. Hultén, Ingemar Gustafson, and Goran Printz-Pdhlson. Hultén affirms
that even if surrealism is dead, its ideas live on. He describes Matta as an
independent surrealist. The relevance of Matta’s art in the contemporary
moment, according to Hultén, is his way of abstracting the language of sur-
realism: ‘However strange it may sound, he has activated and individual-
ized surrealism. Having once been ‘hand-painted photographs of dreams’,
his images have become tools, tools that work upon a world, repeatedly go-
Ing over its material, attempting to grasp it rather than merely reproducing
it.”® In other words, surrealism is viewed as a historical style that is no longer
contemporary, yet by means of its abstraction Matta has made it relevant
in the new time. The abstracted image is regarded as energetic to a higher
degree, and more individualized, than its realistic counterpart. It seems
important for Hultén to emphasize that the paintings are not depictions of
reality or even of dreams. To be good, relevant, and contemporary, it is not
enough to reproduce; artists must give form to their subject, and the giving
of form relies upon conception, in other words abstraction.

Although Matta’s painting may appear expressionistic, Hultén dis-
misses any interpretation of it as an individual expression of something
inward and personal. Instead, the author views it as a form of experimen-
tation comparable to science:

Painting is for Matta above all a means of getting to knowledge, a way of expressing
doubt, more than a mode of expression or a construct for reaching moral standpoints. He
is, one might say, a scientist in the position of an artist. One might very well postulate that

he will reach a level of knowledge that makes him feel he 1s in a position to stop painting.’



hettan” ser han en eruptiv vulkan - en romantisk symbol som tycks
motsdga bilden av Matta som vetenskapsman.'’ De tva bilderna &r
moijliga att férena da Matta framstills som utforskare av det okédnda,
som nagon som utvecklar ett nytt sprak. Aven denna beskrivning ar
starkt praglad av en modernistisk konstforstaelse som uppvarderar
avantgardets utforskning och utvidgning men nedvéarderar avbild-
ning. Den bild av vetenskapen som framtrader ar faustisk snarare &n
rationell. Liksom konsten och politiken ska den férandra varlden.

Aven Ingemar Gustafson betonar i sin text Mattas kunskaper i
"aktuella vetenskaper” men beskriver honom samtidigt som kritisk
till modern teknologi. Men "vetenskapens varld ar en realitet som
vi maste konfronteras med”, konstaterar forfattaren, och det ar just
detta som Matta gor."!

En av de saker som gor Matta intressant f6r denna undersékning ar
att han férenar ett abstrakt uttryck med samhéllskritik. Gustafson skri-
ver: "Matta utmanar den konvention som férbjuder konstndrerna att
syssla med annat 4n neutralt formspel och han tar risken att stimplas
som 'litterdr’ —1sa hog grad att han under vissa perioder vardslosar sin
teknik. Det enda som betyder nagot r visionerna.”'* Abstraktion, eller
"neutralt formspel”, stalls har mot engagerad och berittande konst dar
det "litterdra” hotar att éverskugga bildens formverkan.

Man kan notera att Matta skrivs in 1 olika diskurser. For det
forsta skrivs han in 1 avantgardets diskurs om det granséverskri-
dande och ett utforskande som lamnar maleriet bakom sig, trots
att Matta holl fast vid maleriets avgransade medium. For det andra
skrivs han in 1 den politiska konstens diskurs. Det dr genom det 1
viss man berittande maleriet som det politiska framtridder 1 Mattas
konst. Detta motsager forestallningen att modern konst avsagt sig
det forestillande. Matta forenar istdllet det abstrakta med det fi-
gurativa, utforskandet av materialet med det visiondrt berattande,
vilket placerar honom nagonstans mellan surrealism och abstrakt
expressionism.
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A painting is not a goal in itself, but an instrument. Once the goal, towards
which art struggles, has been achieved, for instance by political revolu-
tion or the liberation of dreams, then art has played its hand and should
consequently be abandoned.

Science is a positively charged concept in this period. At the same
time, Hultén is open to more romantic interpretations. In 