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DETTA AR DET TREDJE NUMRET
AV GOTEBORGS KONSTMUSEUMS SKRIFTSERIE Skiascope

NAMNET AR HAMTAT FRAN ETT INSTRUMENT SOM DEN INFLYTELSERIKE MUSEIMAN-
NEN BENJAMIN IVES GILMAN UTVECKLADE | BORJAN AV 1900-TALET FOR ATT GE BE-
TRAKTAREN MOJLIGHET ATT FOKUSERA PA KONSTEN | DE, ENLIGT UPPHOVSMANNEN,
OFTA ALLTFOR STORA OCH TATT HANGDA MUSEISALARNA. ETT FINNS PA GOTEBORGS
KONSTMUSEUM, SANNOLIKT INKOPT AV AXEL ROMDAHL.

SKIASCOPET BLEV ALDRIG NAGON SUCCE. DET BLEV KANSKE OBSOLET GENOM ATT
EN GLESARE HANGNINGSIDEOLOGI VANN MARK UNDER MELLANKRIGSTIDEN. ANDA
KAN NOG MANGA MUSEIBESOKARE KANNA IGEN SIG | DET SOM GILMAN BESKRI-
VER SOM ETT AV MUSEIVASENDETS GRUNDPROBLEMEN: DEN MUSEITROTTHET SOM
INFINNER SIG REDAN EFTER ETT PAR SALAR. REDAN VID SEKELSKIFTET STOD DET
KLART ATT MUSEERNAS SJALVA ESSENS - ATT SAMLA OCH STALLA UT - HOTADE ATT
GORA DEM ALLTFOR OMFATTANDE OCH OMOJLIGA FOR BESOKARNA ATT TA TILL SIG.
SOVRING BLIR MED TIDEN LIKA VIKTIGT SOM SAMLANDE.

DENNA SKRIFTSERIES LEDSTJARNA AR JUST FOKUSERING. LIKSOM GILMANS IN-
STRUMENT VILL VI BIDRA TILL ATT RAMA IN, LYFTA FRAM OCH INTENSIVT STUDERA
FRAGOR SOM VI SER SOM BETYDELSEFULLA. DET KAN VARA ENSKILDA VERK, KONST-
NARSKAP ELLER TIDSPERIODER.

THIS IS THE THIRD ISSUE OF Skiascape,
GOTEBORG MUSEUM OF ART PUBLICATION SERIES

SKIASCOPE TAKES ITS NAME FROM A CONTRAPTION INVENTED IN THE EARLY TWEN-
TIETH CENTURY BY THE INFLUENTIAL MUSEUM CURATOR, BENJAMIN IVES GILMAN.
CONCERNED THAT ART WAS HUNG TOO CLOSE TOGETHER IN OVER-LARGE GALLERI-
ES,HEDESIGNED THE SKIASCOPE TO HELP VISITORS FOCUS ON INDIVIDUAL WORKS
OF ART. THE GOTEBORG MUSEUM OF ART OWNS ONE, PROBABLY BOUGHT BY AXEL
ROMDAHL.

THE SKIASCOPE WAS NEVER MUCH OF A SUCCESS. OBSOLESCENCE WAS CER-
TAIN 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

Tiden kring 1980 erbjéd en sarskild scen 1 Goteborg. Narheten till
kontinenten, och da sérskilt till den gamla popnationen England,
gjorde att den kvardrdjande progg- och hippietiden 1 ett slag utsattes
for ett audiovisuellt angrepp som vann insteg 1 bada ldger: punken.
Hardrockarna fran Hisingen tryfferas med skinnskallar och tupp-
kammar, de mer mondéna syntslingluggarna med tuperade vite-
superdioxidblondiner. Musikscenen 1 Goteborg invaderades av nya
generationer som pogodansade — hoppade jamfota upp och ned -
och skanderade We’re pretty vacant och lit, som en recensent skrev
om en kédnd sdngerska, ”som en brandsiren i en rattfilla”. Gladje och
svarta existerade jamsides, energiexplosioner med layed back-attityd.
Sex Pistols spelade 1 Jonkoping. Allt kunde med andra ord hédnda.
Antalet konstndrer som spelade 1 band, umgicks pa svartklubbar
och var stamgister pd legendariska klubbar som Errolls, Draupner,
Norra Liden, Bad Bob, Ny Scen, Roxy, Rockers med flera var stort.
Konst- och musiklivet har alltid varit integrerat i Géteborg men un-
der denna tid kanske mer 4n tidigare. Performance, spelningar, poesi-
lasningar, Hemma hos, allt kunde fusioneras. Och fa ovéintade inslag;
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FOREWORD

The scene in Gothenburg around 1980 was something out of the ordi-
nary. The proximity to the continent, and particularly to the old pop
nation of England, meant that the lingering progg and hippie era, all at
once, was subjected to an audiovisual attack that penetrated both camps:
punk rock. The hard rockers from Hisingen were consorting with skin-
heads and Mohicans; the rather more fashionable flapping fringes of the
New Romantics with backcombed peroxide blondes. The Gothenburg
music scene was invaded by new generations that pogoed - jumped up
and down - and chanted “We’re pretty vacant’, sounding, as a reviewer
wrote about a famous singer, ‘like a fire-alarm in a rat-trap’. Joy and dark-
ness co-existed, energy explosions with a laid-back attitude. The Sex
Pistols played Jonkoping. In other words, anything could happen. A great
number of artists played in bands, hung out in illegal clubs and were
regulars at legendary clubs such as Errolls, Draupner, Norra Liden, Bad
Bob, Ny Scen, Roxy, Rockers and others. The art and music scenes have
always been integrated in Gothenburg but during this time perhaps more
than before. Performances, gigs, poetry readings, private gatherings,
everything could be fused. And unexpected events were legion: during a
show when Carl Michael von Hausswolff played with Ulrich Hillebrand
and did a performance on stage — he grilled hamburgers - a tipsy, as well
as hungry, member of the audience, crawling on his belly, approached the
stage and grabbed a hamburger that had fallen off the barbecue and ate
it, cheered on by the audience.

The theme and topic of this the third edition of Skuscope is the
Gothenburg art scene in the 1980s and 1990s. The topic also forms the



under ett framtriddande ndr Carl Michael von Hausswolff spelade
med Ulrich Hillebrand och utférde en performance pé scenen — han
grillade hamburgare — kunde en av publikens mer beskénkta, tillika
hungriga deltagare medelst hasning pad mage ta sig fram pa scenen for
att greppa den hamburgare som trillat 6ver grillkanten och &ta upp
den, till publikens jubel.

Denna, den tredje utgavan av Skiascopehar den géteborgska konst-
scenen under 1980- och 1990-tal som dmne och tema. Amnet bildar
ocksd grund for en utstillning Omskakad spelplan. Konsten 1 Goteborg
under 1980- och 1990-talet, sommaren och hosten 2010 med 1:e inten-
dent Lena Boéthius som utstdllningskommissarie.

Goteborgs konstmuseum mottog 2008 en generds donation till
ett forskningsprojekt vilket stracker sig dver tre ar, av Sten A Olssons
Stiftelse for Forskning och Kultur. Genom denna majlighet att forska
kring museets samlingar har nya aspekter och infallsvinklar férmerat
kunskapen om museet bade inom G6teborgs konstmuseum och den
6vriga konst- och museivirlden.

Ett varmt tack till forskningsledare Jeff Werner och forskare
Kristoffer Arvidsson for ett gediget och entusiasmerande arbete och
ett sarskilt tack till de skribenter som medverkat i detta nummer; fil.
dr Marta Edling, fil. dr Hikan Nilsson och fil. dr Annika Ohrner
samt till 1:e intendent Lena Boethius.

Ett stort tack till konstnirer och 6vriga personer som stéllt upp
péa intervjuer och bidragit med bilder, arkivmaterial och informa-
tion: Mats Ahlgren, Birger Boman, Rogerts Bondesson, Ewa Brodin,
Tomas Eskilsson, Britt Fornander, Lena From, Carl Michael von
Hausswolff, Ulrich Hillebrand, Love Jonsson, Kent Karlsson, Stefan
Karlsson, Krister Kennedy, Kent Lindfors, Lasse Lindkvist, Asa
Nacking, Lars Goran Nilsson, Mats Olsson, Cecilia Parsberg, Erik
Pauser, Jorgen Svensson, Hdkan Thoérn, Magnus Wallin och Elin
Wikstrom.

ISABELLA NILSSON / MUSEICHEF
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basis for the exhibition 4 Disarranged Playing Board. Art in Gothenburg during
the 1980s and 1990s during summer and autumn 2010, curated by Senior
Curator Lena Boéthius.

In 2008, the Goteborg Museum of Art received a generous dona-
tion for a research project spanning three years, from the Sten A Olsson
Foundation for Research and Culture. This opportunity to research
the museum collection has enabled new aspects and approaches which
have furthered the knowledge of the museum both within the Géteborg
Museum of Art and the rest of the art and museum world.

I would like to express my sincere thanks to research director Jeff
Werner and researcher Kristoffer Arvidsson for their solid and inspiring
work and a special thanks to the writers who have contributed to this
issue: Marta Edling, PhD; Hékan Nilsson, PhD; and Annika Ohrner,
PhD; as well as Lena Boéthius, Senior Curator.

Also a warm thank you to the artists and other people who have
granted us interviews and contributed images, archive material and
information: Mats Ahlgren, Birger Boman, Rogerts Bondesson, Ewa
Brodin, Tomas Eskilsson, Britt Fornander, Lena From, Carl Michael
von Hausswolff, Ulrich Hillebrand, Love Jonsson, Kent Karlsson, Stefan
Karlsson, Krister Kennedy, Kent Lindfors, Lasse Lindkvist, Asa Nacking,
Lars Goéran Nilsson, Mats Olsson, Cecilia Parsberg, Erik Pauser, Jorgen
Svensson, Hakan Thoérn, Magnus Wallin and Elin Wikstréom.

ISABELLA NILSSON
MUSEUM DIRECTOR

TRANSLATED FROM SWEDISH BY
HANS OLSSON



KRISTOFFER ARVIDSSON & JEFF WERNER

INTRODUKTION
TILL EN OMSKAKAD SPELPLAN

I Goteborg har det utominstitutionella konstlivet ofta statt for vitali-
teten, exempelvis 1 form av konstnirsdrivna initiativ med begransad
livslaingd. Baksidan av myntet &r att avsaknaden av tunga institu-
tioner och aktdrer gjort Goteborg relativt osynligt 1 den nationella
konsthistorieskrivningen, trots att hér finns ett konstmuseum med
samlingar i varldsklass, trots bade konsthégskola och fotohégskola.
Vad skulle hinda om vi tog Goteborg istallet f6r Stockholm som
utgangspunkt for en studie av den period som gatt till historien som
postmodern? Vilken betydelse far platsférskjutningen? Hur omfor-
mas konsthistorien? Detta dr fragor som bildar utgangspunkt for
detta forskningsprojekt om konsten 1 G6teborg med omnejd under
1980- och 1990-talet. Projektet genomfors 1 samband med en utstall-
ning pa Goteborgs konstmuseum. Som fortséttning pa fjolarets forsk-
ningspublikation Skiascope 2. Upp med rullgardinerna! Konsten 1 Goteborg
under 1960- och 1970-talet och utstallningen Goteborgskonst 60- och 70-tal
blottlagger foreliggande projekt ytterligare en fasett av historien om
Goteborgs konst och konstliv under det sena 1900-talet. Det utgor
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KRISTOFFER ARVIDSSON & JEFF WERNER

INTRODUCTION
TO A DISARRANGED PLAYING BOARD

In Gothenburg, the most vital art scene has often been the one outside the
main art institutions, particularly that shaped by short-term, artist-driven
initiatives. The downside is that the lack of heavyweight institutions and
players means that Gothenburg is often overlooked in the broad sweep of
Swedish art history, even though it has an art museum with world-class
collections and colleges of art and photography.

What would happen if, instead of Stockholm, we took Gothenburg
as the basis of a study of the period that will go down in history as the
Postmodern Age? What might be the significance of a shift in location?
How would art history be transformed? These and similar questions
provided the basis of this research project on art in Gothenburg and
its environs in the 1980s and 1990s, produced in conjunction with an
exhibition at the G6teborg Museum of Art. It constitutes a continuation
of the work presented in last year’s publication Skiascope 2. Open the shades!
Art in Gothenburg during the 196 0s and 1970s. and the exhibition Gothenburg
Art 60s and 70s (Goteborgskonst 60- och 70-tal). The present project uncovers
new facets to the history of Gothenburg’s art and art world in the late
twentieth century, while continuing to question the established view of
Swedish post-war art history.

There are several pressing reasons to attempt this now. The art world
is part of a collective memory that, if not documented, will fade away.
At the Stockholm institutions, with their more plentiful resources, there
is a steady accumulation of such documentation. It is for this reason the
Stockholm region’s art history is often thought to be synonymous with
Sweden’s art history. General accounts of Swedish art tend to build on



ocksa ett fortsatt ifrdgasdttande av den etablerade synen pa den
svenska efterkrigstidens konsthistoria.

Att genomféra denna undersokning ar angeliget av flera skal.
Konstlivet tillhor ett kollektivt minne som utplanas om det inte doku-
menteras. Pa Stockholms mer resursstarka institutioner sker konti-
nuerligt en sidan dokumentation. Dérfér blir Stockholmsregionens
konsthistoria ofta liktydigt med Sveriges konsthistoria. Nér 6versikts-
verken skrivs tenderar dessa att bygga pa beréttelser formedlade av
mstitutioner som Moderna Museet och skribenter 1 Stockholms-
pressen. Eftersom mindre institutioner saknar resurser av detta slag
lyser lokala konstscener runt om 1 landet med sin franvaro i den
nationella konsthistorieskrivningen.

De forflyttningar av granser som ligger till grund fér avgérande
skiften inom det etablerade konstlivet dger ofta rum pa den fria
konstscenen, men ocksd denna tenderar att tappas bort nar historien
skrivs. Detta dr inte enbart ett problem f6r konstlivet 1 Géteborg, dar
unga konststudenter tvingas uppfinna hjulet pa nytt dérfor att de inte
kanner till foregangarna. Den nationella konsthistorieskrivningen
forsvagas ocksa. Det uppstar luckor 1 berittelsen. Myter reproduce-
ras och de alternativa, mer mangfacetterade berittelser som skulle
kunna formuleras tar aldrig form. Detta leder till att den konsthisto-
riska beskrivningen sdllan synliggérs som den konstruktion den ar.

Goteborgs konstmuseum vill bidra till en 6kad genomlysning av
den svenska konsten och det svenska konstlivet. Forskningsenheten
har utformat projektet i dialog med 1:e intendent Lena Boéthius, som
ansvarar for utstéllningen. Vi har bjudit in nagra av landets framsta
konstvetare 1 avsikt att producera nya och utmanande perspektiv
pa konsten fran den hér perioden. Att flera av dem har sin bas 1
Stockholmsregionen understryker bara det faktum att det foreligger
en nationell obalans av resurser som ovan antytts. Var avsikt ar att
visa pa komplexiteten 1 Goteborgsomradets konstlivet, pa det fria
konstlivets och nétverkens betydelse, men ocksa dokumentera insti-
tutionernas utveckling och férhallande till det omgivande konstlivet.

Forskningsledare Jeff Werner undersoker utifran nagra krono-
logiska nedslag giltigheten 1 den etablerade bilden av periodens
konsthistorieskrivning. Varfér vickte Lars O Ericssons och Moderna
Museets lansering av begreppet postmodernism sa svagt gensvar i
Goteborg? Fanns det 1 Géteborg en annan form av postmodernism
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narratives brokered by imstitutions such as Moderna Museet and by
writers in the Stockholm press. Since smaller institutions lack resources
of this kind, local art scenes across the country are noticeably absent from
the narrative of national art history.

The sweeping away of boundaries that invariably precedes dramatic
changes to the established art world is often the work of the independent
art scene, but that too tends to be overlooked when history is written.
This is a problem not only for art life in Gothenburg, where young art
students are forced to reinvent the wheel because they are oblivious of
their predecessors; the writing of national art history is also the poorer for
it. There are gaps in its narrative. Myths are perpetuated, and alternative,
more nuanced narratives that could be formulated never materialize. The
result is that the standard description of art history is rarely revealed as
the construct it is.

The Goteborg Museum of Art’s purpose here is to contribute to the
greater elucidation of Swedish art and the Swedish art world. Its Research
Department has designed the present project in collaboration with senior
curator Lena Boéthius, who is responsible for the exhibition. We have
invited some of the country’s leading art historians to contribute in order
to produce new and challenging perspectives on the art of this period.
The fact that several of them are based in the Stockholm region merely
serves to underline the existence of a national imbalance in resources.
Our purpose is to demonstrate the complexity of the art world in the
Gothenburg region and the importance of independent art scenes and
networks, but also to document the institutions’ development and their
relationships with the surrounding art world in general.

Director of research Jeff Werner dwells on a number of key years in
the period to study the validity of the established version of the period’s
art history. Why did Lars O Ericsson’s and Moderna Museet’s launch
of the term postmodernism meet with such a lukewarm response in
Gothenburg? Did Gothenburg already accommodate a different form
of postmodernism that did not lend itself to institutionalization? Did the
absence of leading postmodern militants make Gothenburg more recep-
tive to relational aesthetics’ socially defined art in the 1990s?

For Hékan Nilsson of Sédertérn University, Jean-Francois Lyotard’s
distinction between postmodernism as a changeable phenomenon and
modernism as a delimiting and defining movement is the entry-point into
the independent art scene in Gothenburg in the 1980s, with particular



som inte l4t sig institutionaliseras? Gjorde franvaron av tunga post-
modernistiska agitatérer Goteborg mottagligt for den relationella
estetikens socialt definierade konstbegrepp pa 1990-talet?

Med utgangspunkt 1 Jean-Francois Lyotards distinktion mellan
det postmoderna som ett rorligt fenomen och modernismen som en
avgransande och definierande rorelse, ndrmar sig Hakan Nilsson,
Sodertérns hogskola, den fria konstscenen 1 Goéteborg under 1980-
talet, med sdrskilt fokus pa konstnarsduon Phauss och skivbolaget
Radium 226.05:s aktiviteter inom ett utvidgat konstbegrepp.

Forskare Kristoffer Arvidsson skriver om mdleriets omorien-
tering under 1980-talet, da Goéteborgstraditionen spelat ut sin roll
som dominerande rittesnore, utmanad av de hiftigas utlevelse och
postmodernismens ironier. Han fokuserar pa Alf Lindberg och
undersoker hur dennes maleri uppfattades under detta skede. Det
kan ndamligen lisas som exponent bade fér Goteborgstraditionen och
det nya haftiga maleriet och placerar sig dirmed pé gransen mellan
tva konstuppfattningar.

Marta Edling, Uppsala universitet, undersoker pionjararbeten
inom omrddet konstndrlig forskning pa Konsthégskolan Valand,
vars vag fran Lindholmen in till centrum metaforiskt kan beskrivas
som en flytt fran vansterradikala ideal till en postmodern utbildning
med undervisning 1 nya medier och teori.

Med ett forflutet som bland annat rektor vid Konsthégskolan
Valand avticker Annika Ohrner, Uppsala universitet, en informell
postfeministisk sammanslutning pa skolan, ett alternativ till den mans-
dominerade skolledningen och den dominerande maleritraditionen
1 Goteborg. Hon pavisar hur en grupp kvinnliga studenter sl6t sig
samman, bildade lasecirklar och tog till sig internationella konst-
stromningar och darmed bidrog till att férdndra, inte bara klimatet
pa Valand utan ocksa pa lingre sikt det svenska konstlivet.

I Kristoffer Arvidssons intervju med Elin Wikstrom — en av de
aktorer som tydligast forknippats med den relationella estetiken 1
Sverige — ges en bakgrund till hur denna férskjutning kom till stand
genom de nitverk som bildades, men ocksd om det motstand som
fanns mot nya konstnérliga uttryck som exempelvis performance.

Publikationen avslutas av Kristoffer Arvidssons f6rsok till en mer
overgripnade skiss 6ver konstlivet och dess utveckling 1 Goteborg
med omnejd under 1980- och 1990-talet, fran postavantgarde till

16

17

focus on the activities of the artist duo Phauss and the independent record
label Radium 226.05 in broadening the definition of art.

Researcher Kristoffer Arvidsson considers painting’s reorientation in
the 1980s, when the once-dominant Gothenburg painting tradition began
to dwindle rapidly in the face of new and radical forms of expression and
postmodernism’s ironies. He focuses on Alf Lindberg, studying how his
painting was viewed at this stage, for he can be read as an exponent of
both the Gothenburg tradition and the Neo-Expressionists, thus strad-
dling two very different notions of art.

With a background that includes a stint as director of the Valand
School of Fine Arts, Annika Ohrner of Uppsala University is well placed
to trace the informal postfeminist faction at the college, which provided
an alternative both to the school’s overwhelmingly male faculty and to
the dominant painting tradition in Gothenburg. She demonstrates how a
group of women students joined forces, setting up reading circles to imbibe
the latest international developments, and thus not only contributed to
a change in the climate at Valand but also, in the long term, in Sweden’s
art world as a whole.

Kristoffer Arvidsson’s interview with Elin Wikstrom — one of the
figures most strongly associated with relational aesthetics in Sweden -
provides the background to how the shift to relational art was realized
through the new networks that were formed. It also offers an account of
the resistance faced to new artistic expressions, such as performance art.

Marta Edling of Uppsala University looks at the pioneering work in
the field of art research at Valand, whose move from Lindholmen back to
the city centre can metaphorically be described as a move from left-wing
radical ideals to a postmodern education, with instruction in new media
and theories.

This issue concludes with Kristoffer Arvidsson’s shot at a more in-
clusive account of artistic developments in Gothenburg and its environs
mn the 1980s and 1990s, from post-avant-garde to neo-avant-garde — an
article that takes a fresh look at the historiographical issues involved.

Since so little is documented it is easy to breathe new life into the
myths of the art scene in Gothenburg. There is also a tendency in art his-
tory to idealize experimental art. As things stand today the avant-garde
of the time is automatically thought of as institutionalized and thus as
one tradition among many. In the 1980s the situation was rather differ-
ent. Performance art, installation art, and video art did not find much of



neoavantgarde — en text dir den historiografiska problematiken pa
nytt adresseras.

Eftersom sa lite &r dokumenterat ar det latt att underblasa myter
om Goteborgsscenen. Det finns ocksa en tendens 1 konsthistorie-
skrivningen att idealisera den experimentella konsten. Vid det har
laget maste man betrakta tidens avantgarde som institutionaliserat,
och sdledes en tradition bland andra. P4 1980-talet var situationen
delvis annorlunda. Varken performance-, installations- eller video-
konsten var etablerad pa institutionerna. I detta forskningsprojekt
har vi f6rs6kt ndrma oss scenen med ett vidare perspektiv. Syftet ar
inte 1 forsta hand att peka ut vad som dr nyskapande och intressant,
utan att férsoka karaktérisera konstfaltet och de processer och strider
om tolkningsféretride som dgde rum pa olika nivaer. Vi vill erbjuda
en ingang till scenen och nya perspektiv pa tiden och dess konst, utan
nagra ambitioner att vara heltdckande.

Torsten Andersson har insiktsfullt papekat att man inte blir radikal
for att man tar efter radikala riktningar.! Men den konst som tar efter
internationella nyheter virderas ofta hogt 1 Sverige medan den som
lagger till nagot till en befintlig tradition ofta stamplas som otidsenlig.
Att se och virdera verklig fornyelse kan vara svart. Problemet har
att géra med forhallandet mellan centrum och periferi. Nyskapande
handlingar som dger rum 1 periferin ges sillan erkdnnande eftersom
den kontext som behdvs for att férsta deras varde uteldmnas. Platsen
har betydelse f6r var forstielse av konstnirliga utsagor. Det dr hog
tid att uppmérksamma den.

NOT

1. "Det dr dérfor jag har isolerat mig hér ute — ett program om konstniren Torsten Andersson”,
SR P1,2005-06-01, k1. 18.15.

a foothold in Gothenburg’s institutions. In this research project we have
attempted to approach the Gothenburg scene in a broader perspective.
Our aim is not in the first instance to point out what was innovative or
interesting, but rather to characterize the art scene, tracing its various
processes and the struggles for interpretative precedence that played out
at different levels. We offer a fresh look at the Gothenburg scene, and
new perspectives on the period and its art, without any ambition to be
comprehensive.

As Torsten Andersson has wisely pointed out, no one ever became
radical by imitating radical trends. Yet in Sweden the art that emulates
international innovations is often valued highly, while the art that brings
something new to an existing tradition is often branded old-fashioned.
Recognizing and appreciating true renewal can be tricky. The problem
lies in the relationship between centre and periphery. Innovations in the
periphery rarely receive recognition because the context needed to under-
stand their true worth is disregarded. Location is crucial to our under-
standing of artistic expression. It is high time we called attention to it.

TRANSLATED FROM SWEDISH BY
CHARLOTTE MERTON

NOTE

1. ‘Det ar darfor jag har isolerat mig hir ute — ett program om konstnéren Torsten Andersson’,
SR P1, 1 June 2005 at 18.15.
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JEFF WERNER

POSTMODERNISMEN STANNADE ALDRIG | GOTEBORG

1982. EN RESA TILL MORKRETS HJARTA

I'ménga géteborgares minne har 1982 en sérskild lyskraft. Den 19:e
maj vann IFK Géteborg som forsta svenska lag UEFA-cupeni fotboll
efter 3-0 mot Hamburger SV. Exakt en manad senare spelade Rolling
Stones infoér drygt 56 000 askadare pa Nya Ullevi, inledningen pa
en era av stora sommarkonserter 1 Géteborg. Andra som inte héller
pa Blavitt eller uppskattar arenarock, kan ha mer dystra minnesbil-
der. 1982 var till exempel dret da GAIS for forsta gangen spelade 1
division 3.

Samma ar flyttar Ernst Billgren (f. 1957) fran Stockholm (Farsta)
till Goteborg. Han beskriver 1 boken Prinsen pa Lindholmen sin resa som
en uppticktsfard till en okdnd kontinent. Det férsta han och hans
medresendrer moéter dr en grupp KPML(r)-are 1 trenchcoats som
fran ett lastbilsflak pa Jarntorget kraver rivning av landshévdinge-
husen 1 Haga och uppférande av arbetarbaracker. Detta ar fick r-arna
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JEFF WERNER

POSTMODERNISM NEVER STOPPED AT GOTHENBRUG

1982: JOURNEY TO THE HEART OF DARKNESS

For many in Gothenburg the memory of 1982 has a particular glow. On
19 May that year IFK Goéteborg became the first Swedish football team
to win the UEFA cup, beating Hamburger SV 3-0. Exactly one month
later 56,000 people heard the Rolling Stones play in Gothenburg’s Nya
Ullevi stadium, the first in a series of blockbuster concerts. Those who
are not great fans of the Blue-and-Whites, or indeed arena rock, may have
gloomier recollections. After all, 1982 was the year when another local
football team, GAIS, found itself relegated to Division 3 for the first time.
It was also the year when Ernst Billgren (b. 1957), the man who would
become one of Sweden’s leading postmodern artists, moved from Farsta, in
Stockholm, to Gothenburg. In his book Prinsen pd Lindholmen (“The Prince
of Lindholm’), he describes it as a voyage of discovery in an unknown
continent. The first thing he and his fellow passengers came upon as they
crossed Jarntorget, the great left-wing stamping ground, was a lorry-load
of trench-coated Marxist-Leninists from the KPML(r), loudly demand-
ing that the landshovdingehus (a type of building unique to Gothenburg) in
the Haga district be demolished to make way for workers’ tenements. In
addition, 1982 was the year the KPML(r) won a seat in electoral district
3 to the city council, which they duly lost in the next election once their
demands for the demolition of Haga had been partially realized — and
many of their supporters had been forced to move to other districts.



ocksa ett mandat 1 kommunfullmiktige fran valkrets 3 (Centrum), ett
mandat som de dock tappade i féljande val ndr deras krav pa rivning
av Haga delvis foérverkligats och manga av deras viljare flyttat till
andra valkretsar.

Det finns manga retoriska uttryck och figurer 1 Prinsen pa
Lindholmen som anknyter till Joseph Gonrads Morkrets hjirta. Liksom
kapten Marlow beger sig Billgren och hans tre medresenirer till en
extremt avlagsen plats.! P4 jakt efter en atelj¢ pa Konsthogskolan
Valand ser Billgren elever dansa kring en eld och blir férundrad av
att som ”objuden fa se frimmande stammars vanor”.? Efterhand blir
han dock "sakta men sikert accepterad av flocken”? Nar han 14 ér
senare atervander till Stockholm har han med sig "ett stort byte” fran
det exotiska landet.*

Morkrets hjarta utgors alltsd av Valand som vid denna tid lag pa
det 6vergivna varvsomradet Lindholmen. I centrum f6r Billgrens
berittelse figurerar den mytiske "Holger”, en 6verliggare som lever
ett ambulerande liv 1 de manga 6vergivna husen. Han haller pa med
nagot stort, men ingen 1 skolans personal vet vad. Liksom Kurtz 1
Morkrets hjdrta ar Holger omgiven av respekt och fruktan. Djungelte-
mat accentueras av att han "har en guldtand och en guldring i 6rat”’

Bokens upplosning for dock snarare tankarna till Balzacs Det
okdinda mdsterverket dn till Conrads kortroman. Nér Balzacs roman-
figurer Poussin och Porbus slutligen fir se det mdsterverk malaren
Frenhofer arbetat med hela sitt konstnérsliv, ser de bokstavligen
ingenting. Nar Billgren till slut far audiens hos Holger och ser den
enda malning som det lovande geniet gjort, ser han inget annat dn
ett kryss. "En helt vanlig malning i1 brunt och benvitt, krysset var
lite osymmetriskt och sékert tva meter stort.”® Associationerna leder
till den avantgardiska maleritraditionen, fran Kazimir Malevitj till
Franz Kline, och sékandet efter det rena uttrycket for en idé. Pa
Valand fanns, enligt Billgren, bara tva positioner: politiska plakat
eller absolut maleri. Alla andra mdjligheter var avstingda och en
sjalvférbrannande atmosfir radde. Om Holger konstaterar Billgren:
"Hela hans konstuppfattning var en enda hermetiskt sjalvf6rstoran-
de maskin.”” Med en hianvisning till ytterligare ett litterart masterverk
- Thomas Manns Bergtagen — besegras Holger, utan att ett enda skott
avlossas. Med Billgrens ord: "Det var fasansfullt att se en hel genera-

tion ga under [ ...] utan att man sagt eller gjort nagot alls.”®
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There are many rhetorical flourishes in Prinsen pé Lindholmen that evoke
Joseph Conrad’s Heart of Darkness. Like Captain Marlow, Billgren and his
three fellow passengers set out for an extremely remote place.! Hunting
for a studio at the Valand School of Fine Arts, Billgren sees students danc-
ing round a fire, and is all wonder at the fact that he is allowed ‘uninvited
to see foreign tribal customs’.> Gradually, however, he is ‘slowly but surely
accepted by the pack’® When he returns to Stockholm, fourteen years
later, he takes with him ‘a great prize’ from this exotic country.*

It is Valand, then housed in an abandoned shipping wharf at Lind-
holmen, that stands for the heart of darkness. Billgren’s story centres
on the near-mythical figure of ‘Holger’, a perpetual student who lives
an itinerant life moving between the many abandoned houses there. He
has something big on the go, but none of the college staff seem to know
what. Like Kurtz in Heart of Darkness, Holger inspires fear and respect in
all around him. The jungle theme is underlined by the fact that he has
‘a gold tooth and a gold ring in his ear’’

That said, rather than Conrad’s novel, the book’s denouement brings
to mind Balzac’s short story The Unknown Masterpiece. When Balzac’s
characters Poussin and Porbus are finally allowed to see the masterpiece
on which Frenhofer the painter has been working all his life, they see
quite literally nothing. When Billgren is finally granted an audience with
Holger and sees the only painting the promising genius has produced,
he sees nothing more than a cross — ‘A perfectly ordinary painting in
brown and ivory, the cross was slightly unsymmetrical and at least two
metres across’® — with associations that lead to the avant-garde tradition,
from Kazimir Malevich to Franz Kline, and the quest for the idea’s pur-
est expression. At Valand, according to Billgren, only two things were
acceptable: political placards or absolute painting. All other avenues of ex-
pression were unacceptable; a self-immolating atmosphere prevailed. Of
Holger, Billgren wrote, ‘His entire notion of art was a single, hermetically
self-destroying machine.” With a nod at yet another literary masterpiece
- Thomas Mann’s The Magic Mountain — Holger is brought low without a
single shot being fired. In Billgren’s words, ‘It was horrible to see a whole
generation destroyed ... without anyone saying or doing a thing about it.®

Billgren’s own art caught people off balance. His painting style
differed from the Gothenburg norm, but did not go as far as to contra-
dict it. His motifs appeared odd, there were bits of mosaic stuck on, and
his canvases were framed. Not true paintings, then, for frames exuded a



Billgrens egen konst vickte osidkerhet. Den avvek fran den gote-
borgska malerinormen, utan att inta en kontradiktorisk standpunkt.
Motiven framstod som mirkliga, det férekom inklistrade mosaik-
bitar, och dukarna var férsedda med ram. Sistndmnda tycktes signa-
lera att det var frdga om tavlor, sidant som borgarna hanger ovanfor
soffan, inte méalningar. Mest upprérande "var dndd smafdglarna som
fanns pa ett par av malningarna”, minns Billgren publikreaktionen
fran sin forsta elevutstéllning.’

Endast med stora svarigheter lit sig Billgren inplaceras 1 den
goteborgska maleritraditionen.’ Tillsammans med ndgra andra
relativt unga aktérer kom han att fordndra konstklimatet 1 Géteborg.
Uttryckt pa ett annat sitt damp Billgren ner pa en spelplan vars
ovriga spelare dnnu hade en klar uppfattning om spelets regler och
mal. Det foregaende decenniet hade praglats av 6vertygelse snarare
an ifragasittande, tilltro snarare 4n tvivel, saval vad giller politikens
som konstens mal och mening. Nér spelreglerna dndrades, nir
Holger tappade sin 6vertygelse, uppstod ett tomrum. En ny och dnnu
tdmligen odefinierad spelplan f6r 1980-talets konst."

Alldeles oavsett Ernst Billgrens intrade pa spelplanen framstér tiden
kring 1982 som en brytpunkt i den svenska konsthistorien. Detta ar
skedde det forsta forsoket att introducera postmodernismen f6r en
bred publik i Sverige med en artikelserie 1 Dagens Nyheter.* Dd hade be-
greppet redan anviants under en lingre tid inom arkitekturféltet, och
dven populariserats av Charles Jencks med T%e Language of Post-Modern
Architecture 1977. Debatten om postmodernismen kunde 1 Sverige {61-
jas 1 tidskriften Arkitektur. 1981 hade Memphis-gruppen framtritt
pa mobelmassan 1 Milano med en klassiserande och m¢jligtvis iro-
nisk design. Foljande ar publicerades Achille Bonito Olivas bok om
det italienska transavantgardet och den tyska neoexpressionismen
(engelsk utgdva: Transavantgarde International, 1982). Det fanns en ut-
bredd kénsla av att nagot nytt var pa gang och som D/Ns skribenter
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sense of picturesquerie, the sort of thing the good citizens of Gothenburg
might hang above their sofas. Yet as Billgren remembered the public reac-
tion to his first student show, the most upsetting thing ‘all the same were
the small birds that were in a couple of the paintings’’

It is only with the greatest of difficulty that Billgren can be includ-
ed in the Gothenburg painting tradition."’ Together with a handful of
others from the younger generation, he was to alter the artistic climate
in Gothenburg. Billgren bounded up to a playing board where the other
players still had a clear notion of the game’s rules, and its goals. When it
came to both political goals and artistic meaning, the preceding decade
had been marked by convictions rather than reservations, credence rather
than doubt. When the rules of the game changed, when Holger lost his
belief, it left a void, a new and as yet only dimly defined field where art in
the 1980s would play out."

Regardless of Ernst Billgren’s entrance, the period around 1982 was very
much a turning-point in Swedish art history. It saw the first attempt to
introduce ‘postmodernism’ to a wider audience, with the publication of
a series of articles in the national daily Dagens Nyheter.'* The term had
already been in use in architecture for a while, and had been popular-
ized by Charles Jencks in The Language of Post-Modern Architecture (1977),
while the debate on postmodernism could be followed in Swedish in the
periodical Arkitektur. In 1981 the Memphis group appeared at the Milan
furniture fair with their classicizing and frequently ironic designs; the
following year saw the publication of Achille Bonito Oliva’s book on the
Italian Transavantgarde and German Neo-Expressionism (the English
edition, also published in 1982, appeared under the title Transavantgarde
International). There was a general sense that something new was under-
way, and it was this that the pieces in Dagens Nyheter tried to crystallize.
The texts are discussional and to some extent problematizing. No one
took an unequivocal stand, either for or against postmodernism. Ingela
Lind starts from two seminal exhibitions, Zeitgeist and Documenta 7, and



forsokte fanga in. Texterna dr diskuterande och 1 ndgon man pro-
blematiserande. Ingen intog en entydig position som forsvarare av,
profet for, eller motstandare till postmodernismen. Ingela Lind tog
sin utgangspunkt 1 utstallningarna Zeitgeist och Documenta 7, samt 1
teoretiker som Charles Jencks, Hilton Kramer och Susan Sontag,
for att diskutera olika tendenser 1 samtidskonsten. Hon konstate-
rar att postmodernismen inte alls 4r en enhetlig riktning. Den inne-
fattar bland annat arvet fran Marcel Duchamp, 1 ironiskt intellektu-
ella verk, dekonstruktioner av ménniskokroppen hos David Salle
och Robert Longo, samt neoexpressionismens inspirationssdkande
1 naturen, myten och historien. "Konstriktningar ersitter inte var-
andra dag fran dag, som konstmarknaden vill fa oss att tro”, skriver
hon. Mycket existerar parallellt. Lind podngterar dven att man inte
ska ”6verdriva modernismens dominans” 1 Sverige, dar den framst
varit ett storstadsfenomen. Det som kanske framst placerar texten
1 1982 och som skiljer sig fran hur hon skulle formulera sig 5-6 ar
senare dr slutsatsen att "80-talets konst ar kanske inte originell - vad
ar det? — vilket emellertid inte innebdr att den saknar autenticitet”."®
Sistndimnda begrepp skulle komma att bli flitigt anvant 1 1987 ars
debatt om postmodernismen.

Billgrens dikotomiska skildring av Valand ska dérfér inte uppfattas
som den enda sanningen. I borjan av 1980-talet fanns enlang rad sam-
tida tendenser saval pa som utanfor skolan. Ewa Brodin (f. 1954),
som borjade pa Valand samtidigt som Billgren, ger en annan bild av
historien. Visst fanns det de som sysslade med politiskt maleri eller
arbetade 1 den goteborgska malartraditionen, men ocksd manga som
foljde det som hande i1 Tyskland och New York. Nagra fann inspira-
tion 1 exempelvis Frank Stella, andra 1 minimalismen och Sol LeWitt.
Aven de svenska konkretisterna vickte intresse och Lennart Rodhe
var gistldrare pa skolan 1981."

Inte minst den vilda och aggressiva sidan av postmodernismen
betonas av Brodin som understryker 1982 som ett betydelsefullt ar
pa Valand.” Hon framhaéller en Valandsresa till Berlin och motet
med den tyska neoexpressionismen som viktigt. Det hiftiga maleriet
uppfattades av hennes generation som nagonting helt annat dn den
modernistiska expressionismen. Det sattes 1 samband med under-
groundklubbar och rockmusik. En vilja att kommunicera, inte sitta
ensam 1 sin ateljé som det stora geniet.
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theorists such as Charles Jencks, Hilton Kramer, and Susan Sontag in her
discussion of various trends in contemporary art. She is certain that post-
modernism was a far from homogenous movement. After all, it brought
together the legacy of Marcel Duchamp, in its ironic intellectual work,
deconstructions of the human body by David Salle and Robert Longo,
and Neo-Expressionism’s search for inspiration in nature, myth, and
history. ‘Artistic movements do not replace one another over night, how-
ever much the art market would like us to believe it, she writes. Many
of them exist in parallel. Lind points out that it was wrong to ‘exaggerate
modernism’s dominance’ in Sweden, where it was primarily a big-city
phenomenon. The thing that perhaps does most to date her piece to 1982,
and that differs most from how she would formulate herself only five or
six years later, is her conclusion that ‘eighties art is perhaps not original
- what does that mean? - but that does not mean it lacks authenticity.?
Authenticity was a term that would be much used in the coming debate
about postmodernism.

Billgren’s dichotomic depiction of Valand should thus not be seen
as the simple truth. At the start of the 1980s there was a long series of
contemporaneous trends both at the college and beyond. Ewa Brodin
(b. 1954), who began at Valand at the same time as Billgren, gives a very
different version of events. True, there were those who concentrated on
political painting or who adhered to the Gothenburg painting tradition,
but there were also many who stayed abreast of what was happening in
Germany and New York. Some drew their inspiration from Frank Stella,
for example, others from minimalism and Sol LeWitt. Even the Swedish
Concretists attracted interest, and Lennart Rodhe was a guest lecturer at
the college in 1981."

Brodin has stressed the wild and aggressive side to postmodernism,
and singles out 1982 as a significant year at Valand.'® She points in par-
ticular to a college trip to Berlin and what she sees as the crucial encounter
with German Neo-Expressionism. Its raw power was felt by her genera-
tion to be something quite different from modernist expressionism. Its
context was underground clubs and rock — and a passion for communi-
cation. No sitting alone in a studio nurturing one’s great genius for them.

In the 1970s and 1980s there were thus several interpretations of what
postmodernism was, and what it could become. The greatest impression
on art in Sweden was made by the strong painting style that originated in
Kreuzberg in Berlin in around 1977, but even classicizing postmodernism



Under 1970- och 1980-talen finns alltsd flera tolkningar av vad
postmodernism dr och kan vara. Storst betydelse for konsten i
Sverige fick det hiftiga maleriet med ursprung 1 Kreuzberg, Berlin,
kring 1977. Men dven den klassiserande postmodernismen vickte
uppmaérksamhet, med foretradare inom maleriet som Carlo Maria
Mariani (f. 1931) och Odd Nerdrum (f. 1944), 4ven om denna rikt-
ning framst forknippades med arkitektur och design.

Pa den politiska scenen atertog socialdemokraterna regerings-
makten 1 riksdagsvalet 1982. Som ovan nimnts vann KPML(r) ett
mandat i kommunfullmiktige i Géteborg. Anda fanns kinslan av att
befinna sig i slutet av en vansterpolitisk era som kanske hade natt en
hojdpunkt med Taltprojektet 1976. Omkastningen av vindriktningen
ledde till de forsta behoven av att omtolka historien. 1983 utkom
Bengt Olvangs Viga se! Svensk konst 1945-1980 skriven i direkt pole-
mik med framst Olle Granath (Svensk konst efter 1945. En konstkritisk
essd, 1977) men dven Beate Sydhoft (Bildkonsten © Norden. Vir egen tid,
1973). Olvangs bok kan uppfattas som ett langt férsvarstal f6r de
foregdende femton-tjugo arens politiskt engagerade konst, det vill
sdga den epok som snart skulle beskrivas 1 termer som provinsiell,
propagandistisk och ointressant.

1987. POSTMODERNISMEN RINGER ALLTID TVA GANGER

1987 har inte samma lyskraft i géteborgarnas minne som 1982, dven
om Hogsbosonen Patrik Sj6berg satte varldsrekord 1 hojdhopp med
2,42 meter, IFK Goteborg vann UEAF-cupen {6r andra gangen och
Ernst Billgren gick ut Valand. Men i den svenska konsthistorieskriv-
ningen har aret en framskjuten plats.'® Den 24 oktober 6ppnade ut-
stallningen Implosion — ett postmodernt perspektiv pa Moderna Museet
med Lars Nittve (f. 1953) som utstallningsintendent.”” Nagra veckor
tidigare hade Lars O Ericson (f. 1944) publicerat tva artiklar pa te-
mat "Till férsvar for 80-talets konst” 1 Dagens Nyheter. Utstallningen
och debatten 1 DN férstirkte 6msesidigt varandra och konstvarlden
tycktes delas 1 tva lager: for eller emot postmodernismen. Konsten
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attracted attention, with leading painters such as Carlo Maria Mariani
(b. 1931) and Odd Nerdrun (b. 1944), even if the movement was pri-
marily associated with architecture and design.

When it came to politics, the Social Democrats regained power at the
general election of 1982. In Gothenburg the KPML(r) may have won a
seat on the city council, yet there was a strong sense that the left-wing’s
time was past, having reached its zenith in the summer of 1976 withTzlt-
projektet (‘the Tent Project’ ), an epic touring musical about the history of
the working classes. The sudden change in wind direction prompted the
first attempts to re-evaluate recent art history. In 1983 Bengt Olvang pu-
blished Viga se! Svensk konst 1945-1980 (‘Dare To See! Swedish Art 1945-
1980’), which set out to court controversy, primarily with Olle Granath
(whose Another Light. Swedish Art Since 1945 had been published in 1975),
but also with Beate Sydhoff (Bildkonsten ¢ Norden. Vir egen tid, (‘Visual Arts
in the North. Our Own Day’) 1973). Olvang’s book is best understood
as a long speech in defence of the preceding fifteen or twenty years’ politi-
cally committed art; in other words, the very epoch that would soon be
described in terms such as provincial, propagandistic, and uninteresting.

1987: POSTMODERNISM ALWAYS RINGS TWICE

The year 1987 is not as treasured in Gothenburg’s collective memory as
1s 1982, even if it was the year when Patrik Sjoberg, a Gothenburg na-
tive son, set the high jump world record of 2.42 metres, IFK Géteborg
won the UEFA cup for the second time, and Ernst Billgren graduated
from Valand. Yet in the history of Swedish art there are few years that
compare.'® On 24 October the exhibition Implosion — a Fostmodern Perspec-
tive opened at Moderna Museet in Stockholm, curated by Lars Nittve (b.
1953)."7 Several weeks earlier, Lars O Ericsson (b. 1944) had published
two articles under the rubric ‘In Defence of Eighties Art’ in Dagens Nyheter.
The exhibition and the debate in the pages of Dagens Nyheter each served
to reinforce the other, and it seemed as if the art world had divided into
two camps: those for and those against postmodernism. In a stroke, art
had a new agenda. The heated disputes, with Nittve and Ericsson in the



fick 1 ett slag en ny dagordning. De strider som utspelades pa konst-
faltet, med Nittve och Ericsson som tva betydelsefulla aktorer, ritade
snabbt om konstkartan. Atminstone i den kungliga huvudstaden.
Men minns nigon vad som visades pa Goteborgs konstmuseum
samtidigt som Implosion?

Det kan nu, drygt tjugo ar senare, finnas skél att pAminna om den
lyskraft "Lars O” hade 1 slutet av 1980-talet och borjan av 1990-talet.
Aven utanfér de specialintresserades krets blev hans namn och
utseende ként.'® Han sjdlv har dven senare varit angeldgen om att in-
prénta sin betydelse som portalfigur for postmodernismen 1 Sverige."
Vad han gjorde var att omdefiniera inneb6rden av postmodernismen
samt vilka krav som maste stallas pa en konstkritiker. Enligt Ericsson
handlade den enda sanna postmodernismen om en nedmontering av
alla de varden som han tillskrev modernismen: originalitet, autenti-
citet, ndrvaro, sanning, dkthet et cetera. Av samtida kritiker kriavde
han kompetens till filosofisk reflektion.

Ericsson var 43 ar 1987, docent 1 praktisk filosofi, samt hade
en forberedande konstskola 1 bagaget. Han hade inte tidigare varit
synlig 1 diskussioner om konst eller konstteori, aven om han sokt
tjansten som professor 1 den moderna konstens teori och idéhistoria
vid Konsthégskolan 1 Stockholm 1983. Darfor uppfattades han som
yngre dn de etablerade kritikerna trots att han tillhér fyrtiotalisterna.
Kring 1986 hade Ericsson borjat intressera sig for kontinental filosofi
och Jacques Derridas dekonstruktion, som skulle spela en stor roll
1 hans konstkritiska texter.?” En av de viktiga skillnaderna mellan
Ericssons artiklar 1987 och DN:s artikelserie om postmodernismen
1982 idr hans polemiska ton och bergfasta 6vertygelse. Lite tillspetsat
framstar Ericsson under dren narmast efter 1987 som en nyfralst
profet for en ny tid och ny konst.

"Ny” bor dock sdttas mom citattecken. Som Barbro Andersson
visat recenserade Ericsson helst konstndrer som redan uppnatt status
péa konstféltet och hénvisar ocksa ofta till etablerade amerikanska
forebilder. Andelen kvinnliga konstndrer 1 Ericssons bevakning var
ganska liten, 1 synnerhet om man ser till de konstndrer som han upp-
marksammade fler 4n en gang.*'

Den andra hdndelsen som inpréntat 1987 som ett betydelsefullt ar
ar utstallningen Implosion pa Moderna Museet. Den féddes ur Nittves
mote med den amerikanska postmoderna konsten och teoribild-
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van, rapidly redrew the art map. In the capital, at least. For who remem-
bers what was being shown at the Géteborg Museum of Art at the same
time as Jmplosion?

Now, some twenty years later, there is good reason to remember
the weight ‘Lars O’ carried in certain circles at the end of the 1980s and
early 1990s, and even beyond the inners circles, his name and face be-
came well known.'® Later, Ericsson himself was at pains to underscore
his significance for postmodernism in Sweden.” What he did was to
redefine not only the meaning of postmodernism but also what could
reasonably be expected of art critics. To his way of thinking, the one true
postmodernism consisted in dismantling all the values that he ascribed
to modernism: originality, authenticity, presence, truth, genuineness,
and so on. Of contemporary critics, he demanded that they should be
capable of philosophical reflection.

Ericsson was forty-three in 1987, a senior lecturer in practical philo-
sophy with a foundation year at art school behind him. He had not pre-
viously featured in discussions of art or art theory, even if he had applied
for the post of professor of modern artistic theory and history of ideas
at Royal University College of Fine Arts in Stockholm in 1983. For this
reason he was thought of as being younger than the established critics,
even though he too had been born in the 1940s. In about 1986 he became
interested in Continental philosophy, above all, Jacques Derrida’s decon-
structionism, which would play an important role in his art criticism.*’
One of the important differences between his articles in 1987 and the
Dagens Nyheter series on postmodernism in 1982 was Ericsson’s polemical
tone and unshakeable conviction. It is only a mild exaggeration to say that
in the years immediately following 1987 he appeared as a newly converted
prophet of a new age and a new art. ‘New’ needs to be in quotes, however.
As Barbro Andersson has shown, Ericsson preferred to review artists who
were already established, and frequently referred to the leading lights of
the American scene. The number of women artists in Ericsson’s coverage
was fairly small, particularly if one takes into account the artists he called
attention to more than once.*

The other event in 1987 that left a lasting mark was the exhibition
Implosion at Moderna Museet, born of Nittve’s encounter with American
postmodern art and theorization. In the exhibition catalogue Nittve set
out a clearly defined now that differed from the old. A now when concepts
such as ‘the genuine’, ‘the true’, and ‘the good” had imploded. ‘A quagmire



ningen. I utstéllningskatalogen upprittar han ett tydligt definierat nu
som skiljer sig fran det gamla. Ett 7 dar férestillningar om ”det Akta”,
"det Sanna” och "det Goda” imploderat. "Ett gungfly av elektronisk
plasma, dar viar moderna varldsbilds stottepelare, den linjdra tiden,
detlogiska rummet, det sammanhallna subjektet kollapsar.”** Men det
finns de som dnnu inte insett att de lever 1 en postmodern tid, enligt
Nittve, som krampaktigt haller kvar vid de gamla virdena. Ett uttryck
for detta dr en uppsjo av retrostilar, diribland neoexpressionismen.?

Med den genealogi som inrdttades med Implosion aterknots
postmodernismen till modernismens avantgarde. Nittve upprittar,
liksom Ericsson, en distinktion mellan den nya, dkta, postmoder-
nismen, och andra, konservativa "postmodernismer”. Med pa utstall-
ningen fanns verk av savial Marcel Duchamp och Francis Picabia som
Robert Rauschenberg och Jasper Johns. Postmodernismen blev en
avantgardetradition. Fore 1987 existerade, som framgatt, andra post-
modernismer dn den som nu blev dominerande. Nu omdefinieras
postmodernismen, med Kristoffer Arvidssons formulering, fran att
vara postavantgardistisk till att bli neoavantgardistisk.**

Vad Nittve och Ericsson gjorde 1987-1990 var salunda att namnge
ett specifikt strdk 1 den moderna tidens konst som “postmodernism”
och férse den med en genealogi tillbaka till det tidiga avantgardet.
Inspirationen kom huvudsakligen frdn den amerikanska konst-
tidskriften Ocfober som under ett tiotal ar attackerat den amerikanska
hégmodernismens foretridare.

Vad som sker ar alltsd upprittandet av en ny genealogi, det vill
sdga en ny strackning genom det konsthistoriska landskapet. Tva
tendenser ar viktiga:

* Modernismen forstarks och homogeniseras 1 avsikt att ha na-
got enkelt och monolitiskt att argumentera emot. Efter forebild
1 October-kretsen, definieras modernismen som en stravan efter
mediespecificitet. Andra modernistiska agendor avskrivs.

* 'Tidigare modernistiska uttryck omattribueras till att bli post-
moderna, det vill sdga ett slags postmodernism avant la lettre.
Internationellt gdller detta exempelvis Duchamp. I Sverige
framst Dick Bengtsson.
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of electronic plasma, in which the pillars of our modern view of the world
- linear time, logical space, the cohesive subject — collapse.”* Yet, as Nittve
saw it, there were those who had not yet realized that they were living in
a postmodern era, people who clung desperately to the old values. One
expression of this was the profusion of retro-styles, Neo-Expressionism
among them.*

With the genealogy instituted by Implosion, postmodernism was re-
connected to modernism’s avant-garde. Nittve, like Ericsson, saw a dis-
tinction between new, real postmodernism and other more conservative
‘postmodernisms’. Included in the exhibition were works by Marcel
Duchamp and Francis Picabia, Robert Rauschenberg and Jasper Johns.
Postmodernism became an avant-garde tradition. As we have seen, before
1987 there were more postmodernisms than the one that would ultimately
dominate. It was at this point, in Kristoffer Arvidsson’s words, that post-
modernism was redefined from post-avant-garde to neo-avant-garde.**

What Nittve and Ericsson did in 1987-1990 was thus to christen a
particular strand of modern art ‘postmodernism’, and to provide it with a
genealogy that stretched back to the early avant-garde. Their inspiration
came primarily from the American art periodical October, which spent a
decade attacking the advocates of American high modernism. What was
achieved was the establishment of a new genealogy, a new course through
the art historical landscape, in which there were two important trends:

* Modernism was magnified and homogenized in order to have
something simple and monolithic against which to argue. Follow-
ing the lead taken in October circles, modernism was defined as
the pursuit of media specificity. Other modernist agendas were
written off.

%k Earlier modernist expressions were claimed for postmodernism
in what amounted to postmodernism avant la lettre. Internationally
this was true of Duchamp, for example; in Sweden, of Dick

Bengtsson above all.

The year before Implosion, Nittve had published a longer piece on
Swedish contemporary art in Northern Foles, a joint Scandinavian publi-
cation. Clearly the views on art in Implosion and Northern Poles are related,
although, given its remit, Nittve necessarily focuses on Swedish art in the



Aret fore Inplosion hade Nittve publicerat en lingre essi om svensk
samtidskonst 1 den skandinaviska samproduktionen Northern Foles.
Det finns ett tydligt sldktskap 1 konstsyn mellan de bada texterna
men sistndmnda fokuserar 1 enlighet med uppdraget pa svensk konst.
Nittve diskuterar utforligt ett drygt jugotal konstnérer, varav endast
tva kvinnor. Alla dr f6dda pa 1930- eller 1950-talet. Nittve slar fast att
det bland fyrtiotalisterna finns "fa verkligt framstdende, avancerade
konstnarer”.? Forklaringen till att en av 1900-talets storsta och mest
framgangsrika generationer inte frambringat nagra stora konstnarer
ligger, enligt Nittve, 1 att de verkade 1 en tid som “kridvde string
lydnad, och byrékratisk ordning 1 leden — och inom konsten.”*® Det
faktum att hans historieskrivning knappt innehaller nagra kvinnor
forbigds med tystnad, liksom att ingen konstndr fran Goteborg
kvalat in. Nittve slar dock fast att Konsthégskolan 1 Stockholm under
mycket lang tid varit mer betydelsefull &n Valand.”

Tillbaka till den ovan stdllda fragan om vad som visades 1 Goteborg
1987. Att jag minns det tydligt hanger sdkerligen samman med att jag
jJust borjat lasa konstvetenskap. Pa min vig till institutionen passe-
rade jag hotell Park Aveny och Géteborgs konstmuseum. Framfor
hotellet stod en klassiserande skulptur av Per Ung (f. 1933). Inne i
museet fanns fler skulpturer av Ung samt malningar av bland andra
Hikon Gullvag (f. 1959), Bjorn Carlsen (f. 1945), Leonard Rickhard
(f. 1945), Kjell Erik Killi Olsen (f. 1952) och Odd Nerdrum. De var
en del av utstillningen Norge ‘87.

Det kan kanske tyckas orimligt att jamfora en satsning pa norsk
konst 1 Goteborg med en internationell, idébaserad utstéllning 1
Stockholm, men det kan ge en ingdng till en diskussion om skillnader
mellan de bada stadernas konstliv 1 allménhet och 1 deras férhallande
till postmodernismen 1 synnerhet.

Det var en sjalvklarhet 1 Goteborg att folja vad som gjordes i
Norge. Det ér del av en lang tradition av férbindelser mellan norskt,
danskt och vistsvenskt konstliv. Relationen dr 6msesidig. Stockholm
ar mte lika mtresserat av grannlindernas konstliv utan vinder sig
hellre mot New York. Detta férhéallande ar emellertid inte 6msesidigt.
New York dr ointresserat av Stockholm.

De ovan nimnda norska konstndrerna kan utan svarighet be-
tecknas som postmodernister, om dn av annat slag dn de som med-
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latter. He discusses in detail some twenty artists, of whom only two were
women. All were born in the 1930s or 1950s. He maintains that of those
born in the 1940s there were ‘few really prominent advanced artists’?* His
explanation for why one of the largest and most successful generations of
the twentieth century had not produced any major artists was that they
were active at a time that ‘demanded strict obedience, and bureaucratic
order in the ranks - and in art’?® The fact that his version of the story
included virtually no women is passed over in silence, as is the fact that
no artist from Gothenburg qualified, although he does pronounce that
Royal University College of Fine Arts in Stockholm has long been more
influential than Valand.”

Back to the original question of just what was exhibited in Gothenburg
in 1987. The fact that I can remember is doubtless related to the fact that I
had just begun to study art history. On my way to the department I would
pass the Park Aveny Hotel and the G6teborg Museum of Art. In front of
the hotel was a classicizing sculpture by Per Ung (b. 1933), while in the
museum there were several more of his sculptures, along with paintings by
the likes of Hakan Gullvag (b. 1959), Bjern Carlsen (b. 1945), Leonard
Rickhard (b. 1945), Kjell Erik Killi Olsen (b. 1952), and Odd Nerdrum
(b. 1944). They were all included in the exhibition Norway ‘87 (Norge '87).

At first glance a foray into Norwegian art in Gothenburg might not
seem to equate to an international, ideas-based exhibition in Stockholm,
but together they provide the bare bones of a discussion about differences
between the two cities’ artistic lives in general, and their relationship with
postmodernism in particular. It goes without saying that Gothenburg will
track what is happening in Norway, given the long-standing ties between
Norwegian, Danish, and western Swedish art. More to the point, these re-
lationships are mutual. Stockholm is not as interested in its Nordic neigh-
bours, and instead prefers to look to New York. Yet this relationship is far
from mutual. New York is uninterested in Stockholm.?®

All the artists involved in Norway ‘87 can be labelled postmodernists, if
of a rather different kind to those who participated in Implosion. Moderna
Museet’s exhibition was complemented with a thorough, theoretically
grounded catalogue. Indeed, in Implosion’s reception the catalogue ap-
pears to have been more important than the actual exhibition, for that
is where the full terminological apparatus and theory are found. It is not
an exaggeration to say that the exhibition appears to have been an ad-
junct to the catalogue. Meanwhile, Norway ‘87 had a smaller catalogue. It



verkade 1 Implosion. Moderna Museets utstillning atféljdes av en
genomarbetad och teoretiskt héllen katalog. I receptionen av Implosion
framstar katalogen som mer betydelsefull an utstillningen. Det ar
dér begreppsapparaten och teorin introduceras och utvecklas. Lite
tillspetsat framstér utstdllningen som en bilaga till katalogen.

Till Norge ‘87 producerades en mindre katalog. Den inleds med
en essd av Magne Malmanger som framhaller romantik och expres-
sionism som framtrddande tendenser 1 norsk konsthistoria. Texten ar
timligen teoretisk fOr att vara en utstdllningskatalog, men utifran en
konst- och 1déhistorisk bas. Nagra kopplingar till postmodernismen
gOrs inte.

Odd Nerdrum och Per Ung var inte de enda "postmodernister”
som motte Goteborgspubliken miarkesdret 1987, Nastan exakt sam-
tidigt som Implosion visades en mindre utstdllning med Francesco
Clemente (f. 1952) pa konstmuseet.” Den konst som Ericsson och
Nittve just holl pa att avfarda som konservativ och falsk, bereddes
alltsa plats pa Goteborgs tyngsta konstinstitution.

Till annat viktigt som hénde 1 Géteborg 1987 hor bildandet av
Konstepidemin. Ett tiotal byggnader som uppforts som epidemisjuk-
hus 1886 omvandlades till ateljéer f6r konstnarer, forfattare, konst-
hantverkare med mera.?” Sett savil till projektets form — kollektiv-
ateljéer — som till de tidiga ateljéinnehavarnas bakgrund, framstar
Konstepidemin snarare som en férlingning av 1968 4n som en
del av den nya spelplanen. For den yngre generationen framstod
"Epidemin” inledningsvis som mossig.*! Men med tiden férdndrades
Konstepidemin till mer av en métesplats for olika generationer. Det
var ocksd hiar som Helene och Ernst Billgren hade sin flyttfest nar de
limnade Goéteborg.

Noterbart 1 en kronika 6ver 1987 dr ocksd ppnandet av Unga
Atalante, en scen for experimentell scenkonst pd initiativ av dans-
gruppen Rubicon. Scenen blev snabbt en viktig genreéverskridande
motesplats.

Nagot ar fére Unga Atalante bildades foreningen Kulturdepar-
tementet (1985). Namnet kommer sig av att det inte fanns nagot
sarskilt regeringsdepartement f6r kulturfragor. Féreningen har sitt ur-
sprung bland vénsterstudenter pd Goteborgs universitet. Flera hade
varit medlemmar 1 Kommunistiska Hoégskoleférbundet (Vanster-
partiet Kommunisternas hégskoleférbund) men brutit och skapat ett
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opens with an essay by Magne Malmanger that emphasizes Romanticism
and expressionism as leading trends in Norwegian art history. For an
exhibition catalogue it is fairly theoretical, but its scope is limited to the
history of art and ideas. No associations are made to postmodernism.

Odd Nerdrum and Per Ung were not the only ‘postmodernists’
sprung on the Gothenburg public that year. At almost the same time as
Implosion, a smaller exhibition of Francesco Clemente (b. 1952) was put
on at the Goteborg Museum of Art.* In other words, the very art that
Ericsson and Nittve were busy dismissing as conservative and false was
shown at Gothenburg’s most important art institution.

Among the other important events in Gothenburg in 1987 was the
formation of Konstepidemin (‘Art Epidemic’). The dozen or so buildings
of an old isolation hospital built in 1886 were converted into studios for
artists, authors, craftsmen, and others.*” In terms of both the project’s
form - as collective studios — and the first occupants’ backgrounds,
Konstepidemin was clearly more an extension of 1968 than part of
the new repertory. For the younger generation, Konstepidemin at first
seemed rather old-fashioned,? yet in time it became more of a meeting-
place for different generations. It was also here that Helene and Ernst
Billgren threw a leaving party when they moved away from Gothenburg.
Similarly, in any survey of 1987 there must also be a mention of Unga
Atalante (now Atalante), a venue for the experimental dramatic arts start-
ed at the initiative of the dance company Rubicon, which rapidly became
an important genre-crossing venue.

A couple of years before Unga Atalante was set up, Kulturdeparte-
mentet (‘Ministry of Culture’) was founded, an association that owed
its name to the fact that there was no specific government ministry con-
cerned with culture. It originated among left-wing students at Gothenburg
University, several of whom had been members of Kommunistiska
Hogskoleférbundet (the University Communist Association), the Left
Party’s student organization, who had split to form a new student party.
Their idea was that the Left needed to renew itself, ossified by dogma as
it was, and that the path ahead lay in the radical arts, cultural encoun-
ters, and Sweden’s new social movements. Inspired by the likes of Michel
Foucault, they believed power to be something that suffused all levels of
society, right down to the individual level. The erection of strictly formal-
ized counter-powers (in the time-honoured tradition of the Gothenburg
Left) was now thought to strengthen rather than to threaten the powers-



nytt kdrparti. Det fanns en tanke om att vinstern behdvde férnyas
bortom stelnad dogmatism och att vigen gick genom den radikala
konsten, de kulturella métena, och de nya sociala rérelserna. Med in-
spiration hos bland andra Michel Foucault uppfattades makten vara
nagot som genomsyrar alla nivaer i samhdéllet ner pa individniva. Att
uppritta strangt formaliserade motmakter (i den gdteborgska van-
stertraditionen) ansags snarare forstarka an hota makten som istéllet
maste undermineras genom destabiliserande aktioner. Motstandet
maste vara lika flexibelt och uppfinningsrikt som makten. Det fanns
1 foreningen en stor tilltro till kulturens betydelse som forlorade 1
kraft av att tryckas in 1 partifallor. Med detta perspektiv befann sig
Kulturdepartementet pa samma planhalva som mycket av under-
groundkulturen 1 G6teborg.*

Kulturdepartementet utvecklades till en grianséverskridande scen
for wvitt skilda kulturella uttryck. Foreldsningsféreningen Spektra
genomforde nagra stérre arrangemang som Motstdndshelgen hosten
1986 med bland andra Jonas Gardell, Sven-Eric Liedman, och Jérgen

Johansen med flera. Kulturdepartementet anordnade "festivalen” Ung
Kultur 1986, rockklubben Vox (torsdagskvillar pa ddvarande Errols),
En annan offentlighet (alternativ till bokmassan 1 Goteborg 1989) och
en mangkulturell scen 1 en gammal porrklubbslokal pa Tredje Lang-
gatan. Senare flyttade Kulturdepartementet in 1 Konstepidemin.

Kannetecknande for ménga av ovan nidmnda scener dr just
deras genre6verskridande karaktir. PA dem mottes konstnirer,
musiker, arkitekter, designers, journalister, kritiker med flera frin
olika generationer. Ytterligare en typisk géteborgsk motesplats var
Maneten, som anordnade utstdllningar, debatter, poesi och musik.
Under 1980-talet lag Maneten pa Karl Gustavsgatan 10. I Sallskapet
Maneten deltog nistan alla Goéteborgs kulturféreningar, inklusive
Radium 226.05 och Kulturdepartementet.

Sjalv minns jag vil en debatt pa Maneten en alldeles osedvanligt
varm férsommarkvill 1988. Den var en direkt reaktion pa hostens
och vinterns debatt om postmodernismen 1 Stockholm och pa
varens elevutstillning pa Valand. Den utlésande faktorn tycks ha
varit en diskussion mellan de utstillningsansvariga pa Maneten och
den unge konstniaren Anders Thorén. Som sista utstéllning f6r var-
sasongen arrangerades Konfrontation, ett m6te mellan konst av Anders

Thorén, Gunnar Thorén, Roj Friberg, Peter Wiklund och Radium.
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that-be; instead, they could only be undermined by destabilizing action.
The opposition must instead be as flexible and inventive as the very
power they resisted. Kulturdepartementet showed immense faith in the
significance of culture, and there was a general belief that the power of
culture waned when forced into party pigeonholes. With these attitudes,
the Kulturdepartementet found itself on the same ground as most of
Gothenburg’s underground culture.®”

Kulturdepartementet evolved into an open stage for wildly differing
cultural expressions. A local lecture society, Spektra, staged a number of
larger events such as Resistance Weekend (Motstandshelgen) in the autumn of
1986, with author Jonas Gardell, Prof. Sven-Eric Liedman, peace activist
Jorgen Johansen, and others. Kulturdepartementet organized the ‘festival’
Young Culture (Ung Kultur) in 1986; the rock club Vox (on Thursday
nights, at what was then Errols); an alternative to the Gothenburg
Book Fair, Another Kind of Public Life (En annan offentlighet), in 1989; and
a multi-cultural venue in a former strip club in Tredje Langgatan. Later
Kulturdepartementet moved to Konstepidemin.

What marked out many of these venues was their genre-crossing
character. Artists, musicians, architects, designers, journalists, critics, and
others of all generations met there. Another typically Gothenburg venue
was Maneten, which organized exhibitions, debates, poetry-readings, and
music. In the 1980s it was based in Karl Gustavsgatan, acting as a hub for
nearly all of Gothenburg’s cultural associations, including Radium 226.05
and the Kulturdepartementet. I remember well a debate at Maneten one
particularly warm night in the early summer of 1988. It was in direct
response to the previous autumn and winter’s debate on postmodernism
i Stockholm, and to the spring student show at Valand. The catalyst
seems to have been a discussion between Maneten’s exhibition organizers
and the young artist Anders Thorén. As the last exhibition of the spring
season they put on Confrontation (Konfrontation), assembling art by Anders
Thorén, Gunnar Thorén, Roj Friberg, Peter Wiklund, and Radium. It
ran from 7 May to 29 May, and they arranged a debate to be held in the
middle of the exhibition run, on Thursday, 18 May, at seven o’clock.

Lars Nittve duly arrived from Stockholm to explain postmodernism
to a packed house. He was impeccably turned out in suit and tie, and
elegantly presented a disquisition on the death of narrative, authenticity,
and originality. In the room were a group of Valand students as well as
older artists and the general public, many of whom had certainly seen



Den visades fran den 7 maj till den 29 maj. Debatten anordnades mitt
1 utstillningsperioden, torsdagen den 18 maj kl. 19.00.

Ned fran Stockholm kom Lars Nittve till ett fullsatt Maneten for
att forklara vad postmodernism var. Han var oklanderligt klddd 1
kostym och slips och lade elegant ut texten om de stora beréttelser-
nas dod, autenticitet och originalitet. I lokalen fanns savil en grupp
Valandselever som dldre konstnérer och allmént konstintresserade.
Manga hade sékert sett Implosion, inte minst bland de yngre.*®

Genom internationella tidskrifter som Artforum och Flash art fanns
hos Valandseleverna en forforstdelse av vad Nittve talade om. Men
bland manga andra var misstron kompakt och missférstaendena
manga. Nittve inte bara sdg ut som en finansman, han talade om
konsten som en. Nér publiken slapptes in for fragor tog nagra av de
aldre malarna 1 staden till orda. De talade om hiangivenhet, om det
allvarliga med konsten, om politik. De yngre var patagligt tysta.

Det brukar sagas (efter Foucault) att varje diskurs sétter ramar for
vad som dr mojligt att tdnka och saga. Detta forstas 1 allménhet som
skillnader mellan olika tider. Nittves ankomst till Géteborg pekar
pa diskursens rumsliga begridnsningar. Vad som later sig ségas 1 en
milj6, kan knappt ens tinkas 1 en annan.

Att lasa resumén fran debatten ar en nyttig paminnelse om hur
obegriplig den postmoderna begreppsapparaten, tankegangarna och
retoriken var, savil for de dldre mélarna som for de flesta av de yngre
1 publiken. Det dr svart att gora sig en bild av vad Nittve forsokte
formedla. Aven om nagra atergivna formuleringar kinns bekanta
fran katalogen till Zmplosion tycks tankegdngarna ha genomgitt meta-
morfoser och férvrangningar: "Det finns ingen verklighet bortom

” N

spraket”, "postmodernismen inom konsten dr en beteckning for en
viss uppsattning tecken, idéer och symboler”, "postmodernismen
ar [ ...] skeptisk mot konstens inneboende varde, mot den subjek-
tiva upplevelsen och begreppet kvalitet. Istéllet valjer man en annan
strategi och forklar sig 1 fiendens utstyrsel, agerar som ett virus och
dter pa den svagaste punkten”?*

Den med var tids 6gon smatt komiska rapporteringen fran debat-
ten ar ett tecken pa hur de begrepp som da introducerades numer har
normaliserats och blivit del av ett allménkulturellt sprakbruk.

Under en tioarsperiod efter mplosion kom en ldng rad féretradare

for postmodernismen till Géteborg for att férklara den nya konsten

42

43

Implosion, not least the younger members of the audience.*® From reading
international periodicals such as Artforum and Flash Art, the Valand stu-
dents had picked up at least the gist of what Nittve was talking about, but
many others present at the debate had deep misgivings. Misapprehension
was the order of the day. Nittve not only looked like a bank-manager, he
spoke about art in much the same way. When the floor was opened for
questions, some of the older painters took the opportunity to have their
say. They spoke of devotion, of the seriousness of art, of politics. The
younger artists were noticeably silent.

It is often said, to paraphrase Foucault, that every discourse imposes
limits on what it is possible to think and say. This is generally understood
to refer to differences between various periods. Nittve’s appearance in
Gothenburg points to the discourse’s spatial limitations. What can be
said aloud in one milieu can scarcely be thought in another. Reading a
summary of the debate is a useful reminder of just how incomprehen-
sible postmodern terminology, thought, and rhetoric was, both for the
older painters and for most of the younger members of that particular
audience. From what was written down it is hard to grasp exactly what
Nittve was trying to convey. Even if some of the wording seems famil-
1ar from the Implosion catalogue, his train of thought seems to have been
mangled along the way: “There is no reality beyond language’; ‘in art,
postmodernism is a designation for a certain collection of signs, ideas,
and symbols’; ‘postmodernism is ... sceptical of art’s intrinsic worth, of
subjective experience, and the term quality. Instead one chooses another
strategy and dons the enemy’s gear, acting as a virus, eating away at the
weakest point.** In its almost comical distortions, the summary serves to
show how the terms then introduced have now been normalized as part
of the idiom of public culture.

In the decade after Implosion the advocates of postmodernism
descended on Gothenburg in droves to explain the new art and its
theory. Nittve was followed by John Peter Nilsson, Tom Sandqvist, and
Sven-Olov Wallenstein, among others. Their visits, short or long, to the
city smacked more than a little of missionary work. What is remark-
able is that no one who lived in Gothenburg wanted — or was thought
able - to shoulder the burden of interpreting postmodernism, although
there must have been a long list of potential candidates at the university,
among the journal editors, and at the main newspaper, Goteborgs-Fosten,
who would have been more than capable. True, Mikael Lofgren and



och dess teori. Efter Nittve f6ljde bland andra John Peter Nilsson,
Tom Sandqvist och Sven-Olov Wallenstein. Deras resor till, och
kortare eller ldngre vistelser 1 staden, hade nagot av missionsverk-
samhet Over sig.

Det anmirkningsvarda ér att ingen som var bosatt 1 Géteborg
ville — eller ansags kunna - fylla behovet av att vara uttolkare av
postmodernismen. Trots att det sdkert fanns en lang rad potentiella
kandidater som hade kapaciteten, pa universitetet, bland tidskriftsre-
daktorerna och pa Goteborgs-Fosten. Visst, Mikael Lofgren och Anders
Molander publicerade Postmoderna tider? 1986. Mikael van Reis och
Staffan Carlshamre skrev och foreldste. Men ingen av géteborgarna
valde att féra en kamp om maktpositioner under postmodernismens
fana. Detta kan uppfattas som ytterligare tecken pa att Goéteborgs
kulturscen mer dr att betrakta som en Sppen spelplan 4dn som ett
Bourdieuskt falt.*

Utstallningen Konfrontation pa Maneten kan fungera som farkost
till en annan tid. Crispin Ahlstrém (f. 1936), Goteborgs-Fostensledande
konst- och arkitekturkritiker, inleder sin recension med att konstatera
att manga uttryck lever sida vid sida:

Samtidigt som elevutstéllningar pagér har vi fortfarande Alf Lindbergs stindigt fornyade
konst 1 farskt minne, Sub Baus djirva experiment med konst i staden som pégick samtidigt
som den sokande och trevande grafikern Jan-Eric Bergstrom visade sig pé ett galleri. [ ...]
Den som séger att vi lever 1 enbart postmoderna tider bortser frén mer 4n nittio procent av

dagens konst och konstnirer.

Ablstrom fortsitter med att konstatera att det dr markligt tyst bland
konstnirerna. "Det gar naturligtvis att skylla franvaron av konstde-
batt pa konstkritiken. Jag t ex har inte tagit klart avstind fran post-
modernisterna, inte heller tagit dem till mitt hjirta och 1 spalterna
frejdigt uttolkat deras svartydda tankar” Som framsta skal anfors
pressituationen 1 Goteborg med endast tva tidningar (férutom GP
dven kvillstidningen Goteborgs-Tidningen): "Ponera att jag gjorde mig
till tolk f6r en riktning [ ...]. Vilken sorts konstbevakning hade G-P
da haft om jag antingen inte skrev om andra konstnérer eller 1 nader
vid sidan om hyllandet och uttolkandet av deras tankar dd och da
skapade ut alla andra? Konstkritik kan 1 dagens ldge inte vara parts-
inlagor ..."%

44

45

Anders Molander published FPostmoderna tider? (‘Postmodern times?’) in
1986, and Mikael van Reis and Staffan Carlshamre wrote and lectured,
but none of the denizens of Gothenburg chose to take the field under
the banner of postmodernism. This is perhaps another indication that
Gothenburg’s cultural life should be seen more as a playing board than
as a Bourdieuian field.?

The exhibition Confrontation at Maneten transports us to a different
age. Crispin Ahlstrém (b. 1936), Goteborgs-Fosten’s leading art and archi-
tecture critic, begins a review of the exhibition by stating that many artis-
tic expressions live side by side:

At the same time as the student show is on, Alf Lindberg’s ever-new art lingers fresh in our
minds, Sub Bau’s bold experiment with city art was on at the same time as the searching, tenta-
tive graphic artist Jan-Erik Bergstrom was showing at a gallery. ... Those who say we live only

in postmodern times ignore more than ninety per cent of the art and artists of our day.

Abhlstrém continues by noting that things are remarkably quiet among
the artists. ‘Naturally it is possible to pin the blame for the lack of an art
debate on art critics. I, for example, have not distanced myself once and for
all from the postmodernists, neither have I taken them to my bosom, and
seen to it that the papers carry spirited interpretations of their impenetrable
ideas’ The main reason for this was to be found in the state of the press
in Gothenburg, a city with only two newspapers (Goteborgs-Fosten and the
evening paper Goteborgs-Tidningen): ‘Suppose that I took it upon myself to
act as interpreter for a movement ... What kind of arts coverage would
G-Pthen have had if either I did not write about other artists, or saw fit to
match accolades and analysis of their ideas with the occasional lambasting
of everyone else? Art criticism cannot at present be a biased business.*

It 1s striking that Ahlstrém does not mention Lars O Ericsson or the
other disputants by name, even if the initiated reader would have recog-
nized the objects of his criticism. Goteborgs-Fosten’s culture section passed
over the debacle in the Stockholm press in silence. Even the younger
generation of critics who began to write in this period (Gunilla Grahn-
Hinnfors for Goteborgs-Tidningen/iDAG, from 1989, and Gdteborgs-Posten,
from 1993; Marten Castenfors for Giteborgs-Tidningen, 1986-1992, and
Goteborgs-Posten, 1987-1992; and Mikael Olofsson for Géteborgs-Tidningen/
tDAG, from 1991, and Goteborgs-Fosten, from 1994) avoided the jostling for
position so common in the art world.



Noterbart dr att Ahlstrém inte ndmner Lars O Ericsson eller andra
kombattanter vid namn, 4ven om den initierade lasaren férstod vart
kritiken var riktad. GP:s kultursida forbigick debaclet 1 Stockholms-
pressen med tystnad. Aven den yngre generationen kritiker som bor-
jade skriva under denna period (Gunilla Grahn-Hinnfors, pA G7/
iDAG frén 1989 och GP 1993, Marten Castenfors, GT 1986-1992
och GP1987-1992 och Mikael Olofsson, GT/iDAG frén 1991, GP
fran 1994) undvek positionsstrider pa konstfaltet.

Debatten 1 Stockholm 1987 framstar, enligt Barbro Andersson,
inte som borjan pd, utan kulmen av, ett epokgérande. En ny gene-
ration tog plats pa tronen efter 68-generationen.”” Maktskiftet var
inte lika tydligt 1 Goteborg. Det trider inte fram nagon intendent pa
konstmuseet eller kritiker 1 dagspressen med en ny agenda fér kon-
sten. Daremot sker det en méngd ndtverksskapande pa olika min-
dre konst- och kulturscener som skulle fa avgérande konsekvenser
for den svenska konsten under de nirmsta dren. Det skulle kunna
karaktdriseras som bade en eroderingsprocess av Goteborgssparet,
och inledningen till en intresseférskjutning bort fran 1987 ars defini-
tion av postmodernism. Tillsammans med de vérldspolitiska héndel-
serna kring Berlinmurens fall 1989 och den omfattande ekonomiska
krisen 1990-1991 fordndrades forutsittningarna pa spelplanen.

1994. TRUE BLOOD

En rimlig invindning mot denna text, sa som den hittills utvecklat
sig, ar att den tenderar att befdsta det redan ikoniserade: vissa ér-
tal som betydelsefulla noder 1 berittelsen, nagra personer, huvud-
sakligen av manligt k6n, som sarskilt inflytelserika. En annan rimlig
kritik, som kan gilla antologin i sin helhet, 4r att den forstérker synen
pé samtidskonsten som ett avantgardistiskt falt. Som framgatt ovan
var en konsekvens av Stockholmspostmodernismen 1987 att den
modernistiska avantgardediskursen aterupprattades.

Vad som sillan framhalls ikonsthistoriska verk ochutstédllningar ar
att det 1 varje tid férmodligen finns ett flertal potentiella avantgarden,
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According to Barbro Andersson, far from being the beginning of
an epoch, the debate in Stockholm in 1987 seemed rather to be a high-
water mark. A new generation succeeded to the thrones of the 1968
generation.”” In Gothenburg the transfer of power was not as obvious.
No new curator at the Géteborg Museum of Art, no critic in the daily
press stepped forward with a new art agenda. What there was, on the
other hand, was furious networking between the small cultural venues
that would have crucial consequences for Swedish art in subsequent
years. This could perhaps be characterized as both an erosion of the
Gothenburg tradition and the beginnings of a shift in interest away from
the 1987 definition of postmodernism. Together with the events of world
importance that accompanied the fall of the Berlin Wall, in 1989, not to
mention the ever-deepening economic crisis of 1990-1991, the condition
of the artistic playing board was greatly changed.

1994: TRUE BLOOD

Exception might reasonably be taken to the tenor of the argument thus
far, since it tends to confirm things that have already been iconized: certain
years are significant nodes in the narrative; certain people, primarily men,
are especially influential. It would also be fair to criticize both this article
and the anthology as a whole for compounding a view of contemporary
art as the domain of the avant-garde. As already noted, one consequence
of Stockholm postmodernism anno 1987 was that the modernist avant-
garde discourse was resumed. Yet art historians and exhibitions rarely
call attention to the fact that in all periods there is probably a number
of potential avant-gardes, in the sense of artists or groups of artists who
would be more than capable of going down in history as, quite literally,
the advance guard, with their sufficiently small but influential audience
(exclusivity); with art that is considered innovative (a balance of nov-
elty and redundancy, frequently achieved by taking a line antithetical
to established art); and with their potential to become notable figures
in future genealogies (clarity, representativeness). Many proclaim them-
selves avant-garde, but few truly are. Many feel themselves called, but few



1 betydelsen konstnérer och konstnérsgrupper som uppfyller kriteri-
erna pa att kunna skrivas in 1 historien som fértrupper. Som har en
tillrdckligt liten men inflytelserik publik (exklusivitet), visar konst
som upplevs vara nyskapande (balans mellan nyhet och redundans,
inte séillan genom att férhalla sig antitetiskt till dldre konst), samt
har potential att bli en viktig instans i framtida genealogier (tydlig-
het, representativitet). Manga utropar sig till avantgarde men fa blir
det. Manga kanner sig kallade men fd blir konsekrerade av historie-
skrivarna. Vad Ernst Billgrens inledningsvis citerade skrona inte
blottldgger ar att det skulle ha kunnat vara Holger som blivit kvar
pa spelplanen.

Om postmodernismen kan beskrivas som ett tillstand av upp-
luckring, och dess konst som undflyende, mangskiftande, timligen
omedveten och nist intill odefinierbar (se Hakan Nilssons bidrag 1
denna antologi), uppfyller den informella konst som 116sliga nitverk
hénde 1 G6teborg, kriterierna bittre dn den konst som ldt sig skrivas
in 1 de stora institutionernas syn pa vad som &r postmodernt.

Darmed skulle delar av konsten 1 Goteborg pa 1980- och bérjan
av 1990-talet kunna beskrivas som postmodernism, inte avant la lettre,
utan sans la lettre. En konst som delvis finns mellan, bortom och under
det synliga och som destabiliserar och stor, utan att formulera sig
som en definierbar motkraft. En konst som skulle upphora att vara
postmodern 1 samma stund som den konsekreras, 1 en utstéllning, 1
en tidskrift eller pa en uppburen kultursida. Kanske kan det som ar
postmodernt aldrig (fér)bli postmodernt?

Om denna tentativa beskrivning tas som utgangspunkt har den
metod jag hittills anvant for att beskriva perioden, dess manifesta-
tioner och utsagor, skjutit bredvid malet. Det viktigaste som hiande
1 Goteborg var knappt synligt utanfér den inre kretsen av aktdrer,
vanner och sympatisorer och bor kanske aldrig bli det.

Under nagra ar syntes konsten 1 Sverige och vérlden vara ndra
allierad med konstteorin 1 betydelsen kontinental filosofi men
kring 1990 skedde nya positionsférskjutningar, delvis som foljd av
finanskraschen. Skrapkonst, informella uttryck, institutionslés konst
och sociala aktioner uppfattades som de mest samtida uttrycken un-
der forsta hélften av 1990-talet.

Ett vagt minne av stora mingder blod 1 en trapp 1 Masthugget
dyker upp. Kan det ha varit 1994? Inget tydde 1 férstone pa att det
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are consecrated by the historians. What Ernst Billgren does not reveal in
the yarns discussed earlier is that it could equally well have been Holger
who remained to dominate the playing board.

If, as Hékan Nilsson suggests elsewhere in this volume, postmoder-
nism can be described as a disintegrative condition, and its art as elusive,
multifarious, generally unconscious, and verging on the indefinable,
then the informal art produced in Gothenburg’s loose networks meet
the criteria better than does the kind of art that lends itself to the large
mstitutions’ view of what is postmodern. In this sense some of the art
in Gothenburg in the 1980s and early 1990s should be described as
postmodernism not avant la lettre, but sans la lettre: an art that in part exists
beyond what is visible; that destabilizes and disturbs, yet without any
claim to be a definable counter-pole; that ceases to be postmodern the
moment it is validated by an exhibition, a periodical, or a féted newspaper
critic. Perhaps whatever & postmodern can never continue postmodern? If
this speculative description is accepted, then the method I have used thus
far to describe the period, its testimony, the forms its art took will shoot
wide of the mark. The most important things to happen in Gothenburg
would barely be glimpsed beyond the inner circle of key players, friends,
and sympathizers, and perhaps never should be.

For a few years, art in Sweden and abroad seemed closely allied with
art theory, in the sense of Continental philosophy, but around 1990 there
were fresh seismic shifts, in part as a result of the financial crash. Trash art,
institutionless art, informal idioms, and social actions became le denier cri
in the first half of the 1990s. A vague memory of lots of blood on a flight
of steps in Masthugget, one of Gothenburg’s suburbs, springs to mind.
Can it have been 1994? Certainly at first there was nothing to indicate
that it was art. The stench and stickiness pointed to anything but a post-
modern operation. It appeared to be the sort of incomprehensible event
that played out in Gothenburg, and elsewhere in the country, every now
and again, probably unnoticed by many. But a few of those who did rang
the police, who cordoned off the area.

Inquiries showed that it had been staged the first day of the project
Apartment Gothenburg—Malmi (Ligenhet Goteborg—Malmo), an initiative by
Stefan Karlsson (of Citygalleriet) with Asa Nacking (b. 1963) as co-
organizer.®® After the people attending the opening had been driven out
to the commuter town of Gérdsten, where various artists staged works,
the bus stopped at various works of art dotted around the city, as well



var konst. Klibbet och stanken pekade pa ett annat slags brott an det
postmoderna. Det tillhor den sorts obegripliga handelser som da och
da utspelades 1 Goteborg, och sdkert pa andra platser 1 landet, och
som férmodligen inte noterades av sarskilt manga. Men nédgra av
dem som gjorde det ringde polisen som spérrade av omradet.

Efterforskningar visar att handelsen utspelades 1 samband med
vernissagen av projektet Ldgenhet Goteborg-Malmi, ett initiativ av
Stefan Karlsson (Citygalleriet) med Asa Nacking (. 1963) som med-
arrang6r.®® Efter att vernissagepubliken korts ut till Gardsten dar
olika konstnirer gjort ingrepp stannade bussen dven pa olika platser
med konstverk i staden och vid Mélndals konsthall. Ett stopp skedde
vid Masthuggstorget. De forsta som steg ut sag, helt oférberedda,
farskt blod rinna ner fér den redan tidigare sjabbiga och illaluktande
betongtrapp som da ledde upp fran torget till en vardcentral. Alla
uppfattade inte att det var frdga om ett konstverk.

Arrangoren Stefan Karlsson (f. 1956) ville att det skulle komma
som en 6verraskning. I ett telefonsamtal med Lena From pa Goteborgs-
Posten, som hade velat gora en férhandsartikel, férklarade Karlsson att
han inte ville att nagon skulle kénna till det 1 {6rvig.** Arrangemanget
hade diskret synkroniserats med konstniren Magnus Wallin (f. 1965)
som, justin-time, hade anlint fran Malmétaget med fem liter kol-
syrat grisblod 1 tva plastdunkar. Mangden blod motsvarar vad som
finns hos en vuxen ménniska. Wallin férklarar att Bloody Mary handlar
om “det meningslésa vald som dr ofrankomligt 1 vart konsumtions-
samhille”.*’ Det var en poang med verket att man tvingades konfron-
teras med det, att trampa 1 det eller behéva vilja en annan vig.*!

Forbindelserna mellan Malmé och Goéteborg, liksom med Oslo
och Képenhamn, forstarktes av att elever rorde sig mellan stddernas
konstskolor. Wallin hade gatt en kort period pa Valand 1988-1989,
arbetat med Valandsklubben och lart kdnna bland andra Stefan
Karlsson och Ola Astrand. Direfter gick han p4 den Kongelige Dans-
ke Kunstakademi 1 Képenhamn.

Karlsson drev alltsd vid denna tid Citygalleriet som efter tysk
forebild arbetade med konstigaturummet. Dethandlade ofta om verk
som bara varade en kort tid. Som vernissagekort anvindes Postens
gratis flyttkort, dar han pa avilyttningsadressen noterat tid och plats
for verket, och vid den nya adressen den krog dir vernissagefesten
skulle dga rum.
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as the art gallery in Mélndal. One of the stops was at Masthuggstorget.
Quite unprepared for what they would find, the first people off the bus
were met by the sight of fresh blood running down the dirty, evil-smelling
concrete steps that led up from the square to the community health centre.
Not everyone realized that it was a work of art. The organizer Stefan
Karlsson (b. 1956) had wanted it to come as a surprise. In a phone call to
Lena From of Goteborgs-Fosten, who had wanted to write up the event in
advance, Karlsson explained that he did not want anyone to know about
it beforehand.?” The happening had been discretely co-ordinated with
the artist Magnus Wallin (b. 1965), who had arrived just in time from the
Malmo train with five litres of aerated pig’s blood in two plastic jerrycans.
The same amount of blood as in an adult human. Wallin has explained
that Bloody Mary was about ‘the meaningless violence that is unavoidable
in our consumer society’*” The point of the work was that you were
forced to confront it, to step in it, or to walk around it.*!

The links between Malmé and Gothenburg, as between Oslo and
Copenhagen, were reinforced by the student habit of moving between the
cities’ colleges of art. Wallin had briefly attended Valand (1988-1989),
where he worked with Valandsklubben (‘The Valand Club’) - its under-
ground club — and had got to know the likes of Stefan Karlsson and
Ola Astrand. He then moved on to the Royal Danish Academy of Fine
Arts in Copenhagen. At the time of Bloody Mary, Karlsson was running
Citygalleriet, which followed the German model of working with street
art, often with works that lasted only a short time. Instead of exhibition
invitations, Karlsson used the post office’s free change-of-address cards,
writing the work’s date and place as the old address, and the restaurant
where the opening-night party would be held as the new address.

The exhibition in Rosengird in Malmé was organized by Asa
Nacking, who had made a name for herself as a young, enterprising
curator at the Rooseum and with the alternative exhibition space Rum
(Room) with Mats Stjernstedt. The apartment project was a by-product
of the dynamic ties between the two regions’ artistic lives. According to
Nacking, when the large art institutions were on the back foot following
the economic crash in 1990, many of the Gothenburg artists seized the
opportunity to do what they really wanted. The fact that in Gothenburg
they were used to making do on their own certainly helped: “There was a
drive and a fearlessness then.” You got on with doing your own thing. This
was art that did not need art galleries or museums to do itself justice.**



Utstéllningen 1 Rosengard, Malmd, organiserades av Nacking
som hade gjort sig kdnd som en ung och driftig curator pa Rooseum
och med det alternativa utstillningsrummet Rum (tillsammans med
Mats Stjernstedt). Lagenhetsprojektet kan ses som resultatet av en
dynamisk férbindelse mellan de bada regionernas konstliv.

Nacking beskriver det som att det bland G6teborgskonstnarerna
fanns manga som tog majligheten att géra egna saker, nir utrymme
uppstod 1 och med att institutionerna forsvagades efter den ekono-
miska kraschen 1990. Detta hade att géra med en vana att agera pa
egen hand 1 Goteborg: "Dar fanns vid den har tiden det drivet och
oforskricktheten.” Man gjorde sin grej. En konst som inte behdvde
konsthallar eller stora gallerier f6r att komma till sin ritt.**

1995 utsdgs Nacking till ny redaktor for Faletten, ett uppdrag hon
hade till 1997. Med sitt férsta temanummer, hosten 1995, introducerar
hon begreppet "relationell estetik” pd svenska.* Detta sker alltsd
samma ar som Nicolas Bourriaud myntade begreppet i katalogen till
utstillningen Zraffic pA CAPC i Bordeaux.* Bourriaud medverkar
ocksa 1 Palettennumret med en brevvixling med Philippe Parreno.
Till 6vriga konstndrer som far exemplifiera relationell estetik hor
Liam Gillick, Pierre Huyghe, Carsten Holler och Rirkrit Tiravanija.
Inga svenska konstnérer finns med 1 detta nummer men begreppet
kan dnda, retrospektivt, ge namn at en del av den konst som varit
aktuell 1 Goteborg under de narmast féregaende aren.

Som framgatt ovan har Ericssons och Nittves omskrivning av
postmodernismen haft ett avgérande inflytande pa hur 1980-talet
kommit att ga till konsthistorien. Selektionen 1 6versiktsverk och ut-
stallningar har skett efter riktlinjerna som drogs upp 1987. Konse-
kvensen blir att mycket av det mest spannande och nyskapande som
hinde 1 svenskt konstliv har osynliggjorts.

En liknande process tycks ha mletts vad galler 1900-talets allra
sista drtionde. I det senaste, stora 6versiktsverket, Konst och visuell kultur
1 Sverige 1810-2000 (2007) illustreras avsnittet om "Relationell estetik
och konstnirliga projekt” med Charlotte Gyllenhammars Dq for dig,
enupp och nedvind ek som hdangde 6ver Drottninggatan 1 Stockholm
1993.% Eken var en del av Felix Gmelins och Jérgen Gassilewskis
projekt Spelets regler som ville utmana museernas, konsthallarnas och
galleriernas grepp om den samtida konsten. Galleri Ynglingagatan,
ocksa det 1 Stockholm, far 1 Konst och visuell kultur exemplifiera den nya
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In 1995 Nacking was appointed editor of Fuletten, Sweden’s longest-
running art magazine, a post she held until 1997. In her first special fea-
ture issue, in autumn 1995, she introduced ‘relational aesthetics’ to the
Swedish language;* indeed, in the same year as Nicolas Bourriaud coined
the term in the catalogue for Traffic, an exhibition at CAPC in Bordeaux.**
Bourriaud contributed to the Falettenissue with an exchange with Philippe
Parreno. Among the artists used to exemplify relational aesthetics were
Liam Gillick, Pierre Huyghe, Carsten Hoéller, and Rirkrit Tiravanija. Not
a Swede amongst them, yet still the term can be used retrospectively for
the art that had emerged from Gothenburg over the previous few years.

Evidently Ericsson and Nittve’s recasting of postmodernism has had
a crucial influence on how the 1980s have gone down in art history. The
selection process in art books and exhibitions has followed the lines set
down in 1987. As a consequence, many of the most exciting and inno-
vative moments of Swedish artistic life have been rendered mvisible. A
similar process seems to be underway when it comes to the last decade
of the twentieth century. In the latest major survey, Konst och visuell kultur ¢
Sverige 1810-2000 (‘Art and Visual Culture in Sweden 1810-2000; 2007),
the section on ‘Relational Aesthetics and Artistic Projects’ is illustrated by
Charlotte Gyllenhammar’s Die_for You (Do for dig), an upside-down oak
tree suspended in Drottninggatan in Stockholm in 1993.% The oak was
part of Felix Gmelin and Jorgen Gassilewski’s project Rules of the Game
(Spelets regler), which set out to challenge the museums’ and art galleries’
grip on contemporary art. Galleri Ynglingagatan, another Stockholm gal-
lery, is used in Konst och visuell kultur i Sverige to exemplify the new genera-
tion of artist-run exhibition spaces. Elin Wikstrém, Leif Elggren, and Carl
Michael von Hausswolff are all named in the book, without their connec-
tion to Gothenburg being mentioned. Wikstrém’s Hur skulle det gi om alla
gorde sa? ("What Would Happen If Everyone Did This?’), when she went
to sleep in a supermarket in Malmg, is in fact the only work mentioned in
this section of the book that hints at a world beyond Stockholm.

As yet, no influential figures have taken it upon themselves to summa-
rize the art that followed postmodernism (in Nittve’s and Ericsson’s sense
of the word). This article, along with the exhibition Disarranged Playing
Board certainly entertains no such ambitions, and thus lets 1994 remain
the year when no epoch-making events took place.

TRANSLATED FROM SWEDISH BY CHARLOTTE MERTON



generationen konstnirsdrivna utstéllningslokaler. Elin Wikstrom,
Leif Elggren och Carl Michael von Hausswolff ndmns alla 1 avsnittet
men utan att férknippas med Goteborg. Wikstroms Hur skulle det ga
om alla gjorde sé? ndr hon sov 1 en ICA-affar 1 Malmo &r faktiskt det
enda som 1 texten pekar mot en varld utanfér Stockholm.

Annu har ingen inflytelserik aktor tagit pd sig att sammanfatta
konsten efter postmodernismen (i Nittves och Ericssons forstaelse
av begreppet). Denna skrift har, tillsammans med utstdllningen
Omskakad spelplan, inte heller nagra sddana omfattande ambitioner
och later hiarmed 1994 férbli aret da inget epokgdrande intréffade.

55

NOTES

S © 00N UL W

—

11.
12.

13.
14.
15.

16.

17.

18.
19.

20.
21.
22.

23.
24.
25.

26.
27.
28.
29.
30.

. Ernst Billgren, Prinsen pé Lindholmen, Stockholm, 2009, p. 40.

. Billgren 2009, p. 209.

. Billgren 2009, p. 216.

. Billgren 2009, p. 67.

. Billgren 2009, p. 217.

. Billgren 2009, p. 220.

. Billgren 2009, p. 221.

. Billgren 2009, p. 222.

. Billgren 2009, p. 129.

. Jeff Werner, ‘Paths through a Gothenburg Quagmire’, in Kristoffer Arvidsson and Jeff

Werner, eds., Skuascope 2. Open the Shades! Art in Gothenburg during the 196 0s and 1970s, Goteborg
Museum of Art Publication Series, Gothenburg 2009, pp. 82-131.

Billgren, 2009 p. 224.

Barbro Andersson, ‘Postmodernism som avantgardestrategi’, Kulturens falt. En antologr, ed.
Donald Broady, , Uppsala, 1998, p.225 [pp. 217-236]. The articles were published in
Dagens Nyheter under the title ‘modernism — unmodern?’

Ingela Lind, ‘Frén utopi till apokalyps’, Dagens Nyheter, 10 December 1982.

Ewa Brodin, e-mail to Jeff Werner, 31 March 2010.

Kristoffer Arvidsson, Marta Edling, and Annika Ohrner, interview with Ewa Brodin, 14
January 2010, Géteborg Museum of Art..

In the latest general summary of Swedish art, 1987 is described as the year when the term
postmodernism was introduced ‘generally to Sweden in a series of articles by the art critic
and philosopher Lars O Ericsson.” (Yvonne Eriksson and Bia Mankell, ‘1950-2000", Konst
och visuell kultur © Sverige. 1810-2000, ed. Lena Johannesson, Stockholm, 2007, p. 272.) This
account indicates how effectively all other histories of postmodernism were wiped away,
for example, the debate over Richard Bofill’s proposals for the southern station concourse
in Stockholm in 1985.

The exhibition ran from 24 October 1987 to 1 October 1988; Implosion — ett postmodernt
perspektiv, ed. Lars Nittve, Stockholm 1987.

Andersson 1998, p. 222.

Lars O Ericsson, Den frusna passionens heta skugga. Essdier om 80- och 90-talets konst, Stockholm,
2001.

Andersson 1998, pp. 220-224.

Andersson 1998, pp. 223-224.

Lars Nittve, ‘Implosion — A Postmodern Perspective’, Implosion — A Postmodern Ferspective,
Moderna Museet, Stockholm, 1987, p. 18.

Nittve 1987, p. 19.

See p. 111 in this issue of Skiascope.

Lars Nittve, ‘Sweden’, Northern Poles. Breakways and Breakthroughs in Nordic Painting and Sculpture
of the 1970s and 19805, ed. Torsten Blendal, Copenhagen, 1986, pp. 274-275 [274-343].
Nittve 1986, p. 277.

Nittve 1986, p. 298.

Jeff Werner, Medelvigens estetik. Sverigebilder i USA, Hedemora, 2008.

Lithograph series, The Departure of the Argonaut, 21 October 1987 to 4 April 1988.

The driving forces in the foundation of Konstepidemin were the leading Gothenburg
figures Robert Jonsvik (1944-1998) and Jens Mattiasson (1916-1999). The question of
studios in the Linnégatan area had first been brought up in the autumn of 1982. In the



NOTER

S OO N O W

—_

11.
12.

13.
14.
15.

16.

17.

18.
19.
20.
21
22.

23.
24.
25.

26.
27.
28.
29.
30.

31.

32.

33.

56

. Ernst Billgren, Prinsen pé Lindholmen, Stockholm 2009, s. 40.

. Billgren 2009, s. 209.

. Billgren 2009, s. 216.

. Billgren 2009, s. 67.

. Billgren 2009, s. 217.

. Billgren 2009, s. 220.

. Billgren 2009, s. 221.

. Billgren 2009, s. 222.

. Billgren 2009, s. 129.

. Jeff Werner, "Det goteborgska malarkarret”, Skuascope 2. Upp med rullgardinerna! Konsten i Goteborg

under 1960- och 1970-talet, Giteborgs konstmuseums skrifiserte, red. Kristoffer Arvidsson och Jeff Werner,
Goteborg 2009, s. 82-131.

Billgren 2009, s. 224.

Barbro Andersson, “Postmodernism som avantgardestrategi”, Kulturens filt. En antologi, red.
Donald Broady, Uppsala 1998, s. 225 [s. 217-236]. Artiklarna publicerades i Dagens Nyheter under
den samlande 6verrubriken "Modernismen - omodern?”.

Ingela Lind, "Fran utopi till apokalyps”, Dagens Nyheter 1982-12-10.

Ewa Brodin, e-brev till Jeff Werner, 2010-03-31.

Kristoffer Arvidsson, Marta Edling och Annika Ohrner, intervju med Ewa Brodin, 2010-01-14,
Goteborgs konstmuseum.

I det senaste svenska konsthistoriska Gversiktsverket anférs att 1987 var det ar da begreppet post-
modernism presenterades ”pa bred front i Sverige genom en rad artiklar av konstkritikern och
filosofen Lars O Ericsson.” (Yvonne Eriksson och Bia Mankell, ”1950-20007, Konst och visuell kultur i
Sverige. 1810-2000, red. Lena Johannesson, Stockholm 2007, s. 272.) Jag tolkar skrivningen som en
indikation pa hur effektivt alla andra historiker kring postmodernismen raderats bort, exempelvis
debatten om Ricardo Bofills forslag till sédra stationsomradet i Stockholm 1985.

Utstéllningen visades 1987-10-24 till 1988-01-10. Implosion — ett postmodernt perspektiv, red. Lars
Nittve, Moderna Museet, Stockholm 1987.

Andersson 1998, s. 222.

Lars O Ericsson, Den frusna passionens heta skugga. Essier om 80- och 90-talets konst, Stockholm 2001.
Andersson 1998, s. 220-224.

. Andersson 1998, s. 223-224.

Lars Nittve, "Implosion - ett postmodernt perspektiv” , Implosion — ett postmodernt perspektiv, red. Lars
Nittve, Moderna Museet, Stockholm 1987, s. 18.

Nittve 1987, s. 19.

Se s. 110 1 detta nummer av Skiascope.

Lars Nittve, "Sweden”, Northern Poles. Breakways and Breakthroughs in Nordic Puinting and Sculpture of the
19705 and 1980, red. Torsten Blondal, Képenhamn 1986, s. 274-275 [s. 274-343].

Nittve 1986, s. 277.

Nittve 1986, s. 298.

Jeft Werner, Medelvégens estetik. Sverigebilder i USA, Hedemora 2008.

Litografiserien The Departure of the Argonaut, 1987-10-21 till 1988-04-04.

Drivande bakom bildandet av Konstepidemin var Goteborgsprofilerna Robert Jonsvik (1944-
1998) och Jens Mattiasson (1916-1999). Frdgan om ateljélokaler i Linnéomradet hade bérjat
diskuteras redan hosten 1982. Varen 1984 formulerade initiativtagarna ett manifest foljt av en ut-
redning 1985 tillsamman med arkitekterna Sten Henriksson och Bengt Lindstrém. (Konstepidemin
i Goteborg, utredning av Arbetsgruppen f6r Konstepidemin, Goteborg 1985.)

Arvidsson, Edling, Ohrner 2010.

Samtal, telefonsamtal och e-brev fran Tomas Eskilsson, Krister Kennedy och Hakan Thérn under
mars och april 2010. Anteckningar hos forfattaren, Géteborgs konstmuseum. Maria Rédberg,
kulturdepartementet, specialarbete, Hogskolan 1 Boras, 1989:43.

Ewa Brodin uppskattar att 80% av Valandseleverna akte for att se Implosion. Arvidsson, Edling,
Ohrner 2010.

31
32.
33.
34.
35.
36

37.
38.

39.

40.
41.

57

spring of 1984 the organizers wrote a manifesto that was followed by an inquiry in 1985
with the architects Sten Henriksson and Bengt Lindstrém (Utredning av Arbetsgruppen
for Konstepidemin, Konstepidemin i Goteborg, Gothenburg, 1985).

. Arvidsson, Edling, Ohrner 2010.

Conversations, phone conversations, and e-mails from Tomas Eskilsson, Krister Kennedy,
and Hakan Thérn, March and April 2010, notes with the author, Géteborg Museum of Art.
Maria Radberg, kulturdepartementet, special project, Hogskolan i Boras, 1989:43.

Ewa Brodin estimates that 80 per cent of all Valand students went to see Implosion (Arvidsson,
Edling, Ohrner 2010).

Gun Hellervik, ‘Debatt — konfrontation’, Havsverk no. 51 1988, pp. 4-5.

Picrre Bourdieu, The Rules of Art. Genesis and Structure of the Literary Field, Stanford 1996.

. Crispin Ahlstrém, ‘Var star Géteborgskonsten? Konfrontation utan skarpa’, Goteborgs-Fosten

15 May 1988.

Cf. Andersson 1998, p. 231, however, who does not discuss Nittve.

The participating artists were Ernst Billgren, Maria Bjurestam, Gunilla Hansson, Peter
Hagdahl, Henrik Hékansson, Stefan Karlsson, Clay Ketter, David Krantz, Maria Lindberg,
Andreas Roth, Jérgen Svensson, and Anders Widoff. The exhibition was staged in two
vacant apartments in Gardsten in Gothenburg and in Rosengard in Malmé.

Lena From, conversation with the author, 26 March 2010. From at that point was an editor
at Goteborgs-Posten.

Asa Nacking, ‘Gitygalleriet, Prquod August 1994, p.42 [pp. 39-42].

Viggo Cavling, ‘Magnus Wallin'’, Beckerellno. 3 1994, p. 35. [pp. 34-35]..

42. Jeff Werner interview with Asa Nacking in Lund, 11 January 2010, Géteborg Museum of

43.
44.

45.

Art

Fuletten no. 4 1995.

‘Ett samtal: mellan Pia Viewing och Pierre Huyghe, Paris, oktober 1995°, Raletten no. 4
1995, pp. 13-22.

Mankell and Eriksson 2007, p. 279.



34. Gun Hellervik, "Debatt — konfrontation”, Havsverk nr 51 1988, s. 4-5.

35. Pierre Bourdieu, Konstens regler. Det litterdira fiiltets uppkomst och struktur, Stockholm 2000 [1992].

36. Crispin Ahlstrom, ”Var stdr Goéteborgskonsten? Konfrontation utan skirpa”, Giteborgs-Posten
1988-05-15.

37. Jamfor: Andersson 1998, s. 231, som dock inte diskuterar Nittve.

38. Deltagande konstnirer var Ernst Billgren, Maria Bjurestam, Gunilla Hansson, Peter Hagdahl,
Henrik Hékansson, Stefan Karlsson, Clay Ketter, David Krantz, Maria Lindberg, Andreas Roth,
Jorgen Svensson och Anders Widoff. Utstallningen visades i tva outhyrda ligenheter i Gardsten,
Goteborg och 1 Rosengard, Malmo.

39. Lena From, samtal med forfattaren, 2010-03-26. From arbetade vid tiden som redakt6r pa

Giteborgs-FPosten.

40. Asa Nacking, "Citygalleriet”, Poquod augusti 1994, s. 42 [s. 39-42].

41. Viggo Cavling, "Magnus Wallin”, Beckerellnr 3 1994, s. 35 [s. 34-35].

42. Jeff Werner, intervju med Asa Nacking, Lund 2010-01-11, Géteborgs konstmuseum.

43. Paletten nr 4 1995.

44. "Ett samtal: mellan Pia Viewing och Pierre Huyghe, Paris, oktober 1995, Paletten nr 4 1995,
s. 13-22.

45. Mankell och Eriksson 2007, s. 279.

58

59



0102 SNG/43SNVd XI¥T @ 'YISNVd XI¥3 :0LOHd
2861 DYIGILIVISNNINS
NOISY3A 3DYVT IHL
(2uwio4poapy| ) Z4 wosposg
SSNVHd

€ 'Old

0102 SNG/YFSNVd XI1¥T @ 'YISNVd XI¥3F 10104
2861 DYIGILLVISNNINS
3ANVYQ4LN VYOLS ss3al
(woupoapy)) 74 auoiposg
SSNVHd

60



¥ 'OId

(8N11V31S V ONIYVd3Idd
INQYLSONVY NVVYE ? 44TOMSSNVH NOA WD)
€66 DYNGNIHLOD ‘TLNVIVLY VONN
ydunag, o Jigg 2L
SSNVHd

(YYMTYLS dvy3dvdIdd
INQYLSONVY NVVYE ? 44TOMSSNVH NOA WD)
€661 DY0GILOD ‘ILNVIVLVY VONN
ol suafiun
SSNVHd

62



HAKAN NILSSON

KRIG MOT HELHETEN
PHAUSS / RADIUM 226.05

Man gor aldrig bort sig om man, som svar pa fragan vad post-
modern konst dr, pekar pa den fotobaserade konst som vixte fram 1
USA under mitten av 1970-talet och tidigt 1980-tal. Sherrie Levines
approprierande av klassiska fotografier, Barbara Krugers blandande
av olika bild- och reklamstrategier eller Cindy Shermans iscensatta
fotografier, dar hon agerar sig genom olika stereotyper. Med sidana
forebilder kan man med fog fraga sig om postmodernismen nagonsin
kom till G6teborg. Man kan mdjligen vinda pa steken, peka pa den
utveckling som konstndrer som Annika von Hausswolff (f. 1967)
och Lotta Antonsson (f. 1963) tog efter att de flyttat till Stockholm
och sdga att postmodernismen 1 alla fall kom frdn Géteborg. Men det
finns flera postmodernismer.

I "Inledning: Vad var det postmoderna?” identifierar Sven-Olov
Wallenstein tre typer. Han inleder med den franske filosofen Jean-
Francois Lyotards vilbekanta pastiende att ”ett verk kan bara bli
modernt om det fOrst varit postmodernt”.! Wallenstein foljer sedan
den amerikanske litteraturteoretikern Fredric Jameson, som ser
postmodernismen som en stilistisk motsvarighet till kapitalismens
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HAKAN NILSSON

WAR ON TOTALITY
PHAUSS/RADIUM 226.05

When asked what postmodern art is one never cuts a poor figure if one
points to the photo-based art that emerged in the United States during
the mid-1970s and early 1980s: Sherrie Levine’s appropriation of classic
photographs, Barbara Kruger’s mix of different image- and advertising
strategies, or Cindy Sherman’s staged photographs, in which she acts out
different stereotypes. With exemplars such as these, one has every right to
ask whether postmodernism ever came to Gothenburg. But one might also
turn the tables and point to the way artists such as Annika von Hausswolff
and Lotta Antonsson developed after they moved to Stockholm and say
that, in any event, postmodernism came from Gothenburg. But there are
several postmodernisms.

In ‘Inledning: Vad var det postmoderna?’ Sven-Olov Wallenstein
identifies three types of postmodernism. He begins with the French
philosopher Jean-Francois Lyotard’s familiar assertion that ‘a work can
become modern only if it is first postmodern.! Wallenstein then follows
the American literary theorist Fredric Jameson, who sees postmodernism
as a stylistic counterpart to the latest phase of capitalism, and ends with
(pictorial) art that developed out of a reaction to formalist modernism.
Perhaps it is this reaction that makes the most distinctive postmodern art
so obvious. Its self-awareness makes it something more than a marker
on a linear timeline. This art does not seek to be the latest new thing;
instead, it shows that the whole avant-garde movement is subject to the
same market forces as everything else.

Using Phauss and Radium 226.05 artistic constellations as a point
of departure, I will point to a different interpretation of postmodernism



senaste fas, for att slutligen landa i den (bild)konst som byggde pa
en uppgorelse med den formalistiska modernismen. Kanske dr det
denna uppgorelse som gor den mest utpriglat postmoderna konsten
sa uppenbar. Dess sjdlvmedvetenhet gor den till ndgot annat dn en
markor pa en linjir tidsaxel. Denna konst stravar inte efter att vara
det senaste nya, den avsldjar snarare att hela avantgardismen lyder
samma marknadsekonomiska lagar som allt annat.

Med utgangspunkt 1 konstellationerna Phauss och Radium
226.05, skall jag visa pa en annan tolkning av det postmoderna
genom att atervanda till Lyotard. Resonemanget tar avstamp 1 den
spanning som rader mellan Lyotards mest kinda texter om det post-
moderna: La condition postmoderne. Rapport sur le savorr (1979) och essdan
"Svar pd fragan: vad ar det postmoderna” (1982). I den tidigare
boken identifierade Lyotard postmodernismen som ett tillstdnd, vil-
ket intraffar efter att vi férlorat tron pa de stora berittelserna, det vill
sdga de som mom sina system verkat kunna erbjuda svaren pa alla
de stora fragorna. Efter att ha kritiserats for att denna beskrivning
sjalv antar formen av en stor berittelse, dar det postmoderna brottet
bara verkar vara ett av manga pa en linjir axel, publicerade Lyotard
essdan dir det postmoderna tolkas som en motor inom moderniteten.
Att "bli modern” ar liktydigt med att bli begriplig, men darigenom
ocksa mindre spretig och mindre tolkningsbar.

Om vi forstar La condition postmoderne som en beskrivning av hur
det faktiskt ser ut 1 samhillet och essdn ”Svar pa fragan: vad ar
det postmoderna” som ett forsok att teoretisera det postmodernas
relation till det moderna, behover inte den senare texten innebira
ett avfardande av den forra. I det postmoderna tillstandet, dér det
inte finns nagon given linje att f6lja pa konstscenen, ar det troligt att
den spretiga och 6ppna konsten far stérre utrymme och att sjilva
granserna for konstscenen darmed blir diffusa.

Sa verkar ocksa Lyotard ha tankt. 1985 var han curator fér Les
Immatériaux pa Beaubourg 1 Paris. Utstdllningen svepte ¢ver alla
mojliga falt: teknik, konst, litteratur, filosofi, historiskt liksom 1 nu-
tid, och gav pa sa vis ett utvidgat svar pa vad det "postmoderna” kan
vara. Nér John Rajchman recenserade utstallningen {f6r Art in America
samma ar, tog han fasta pd mangfalden och drog slutsatsen att det post-
moderna f6r Lyotard ” ... has no 'meta-narrative’ to tell about itself”.
Det for oss tillbaka till frigan om vilken konst som &r postmodern.
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by returning to Lyotard. This line of reasoning has its origins in the ten-
sion between Lyotard’s most famous texts on postmodernism: La condition
postmoderne. Rapport sur le savorr (1979) and the essay ‘Answering the
Question: What Is Postmodernism?’ (1982).% In the earlier book, Lyotard
identified postmodernism as a condition that occurs when we have lost
faith in the grand narratives, i.e. those whose systems seemed to be able to
provide answers to all the major questions. When this description was crit-
icized for taking on the shape of a grand narrative itself, one in which the
postmodern break seems to be just one of many on a linear axis, Lyotard
published his essay in which postmodernism is interpreted as an engine
of modernity. To ‘be modern’ is synonymous with being understandable,
but consequently also less nebulous and less open to interpretation.

If we understand La condition postmoderne as a description of what
society actually looks like, and the essay ‘Answering the Question: What
Is Postmodernism?’ as an attempt to theorize postmodernism’s relation-
ship with modernism, then there is no need to see the latter text as a
dismissal of the former. The postmodern condition, in which there is no
given development to follow on the art scene, will probably create more
space for a nebulous, open kind of art, where the boundaries of the art
scene consequently will become more diffuse.

This seems to have been Lyotard’s line of thought as well. In 1985, he
was the curator of Les Immatériaux at the Centre Pompidou in Paris. The
exhibition encompassed a wide array of fields: technology, art, literature,
and philosophy, from both a historical and contemporary point of view,
thus providing an extended answer to what ‘postmodernism’ might be.
When John Rajchman reviewed the exhibition for Art in America that same
year, he took note of this diversity and concluded that, for Lyotard, post-
modernism ‘... has no ‘meta-narrative’ to tell about itself.® This brings us
back to the question of what postmodernist art actually is. If art which is
characterized by a collapse of faith in the grand narratives is postmodern,
it need not necessarily be aware that this is the case. If we follow Lyotard,
then an overly self-conscious art cannot really be postmodern. Just con-
sider his profound scepticism of the eclecticism which he disparagingly
describes as ‘postmodernism’: ‘But this realism of the ‘anything goes’ is in
fact that of money.* When postmodernism becomes identifiable as such,
it can no longer be postmodern.

Much of what happened on the Gothenburg art scene in the early
1980s, particularly in the artistic constellations that Carl Michael von



Om den konst som kinnetecknas av en tappad tilltro till de stora
berittelserna ar postmodern behover den inte vara medveten om att
sd dr fallet. Ska vi folja Lyotard kan en alltfoér sjalvmedveten konst
nistan inte vara postmodern. Se bara pa hans djupa skepticism mot
den eklekticism som han pejorativt utmalar som “postmodernism”:
"Denna vad-som-helst realism ar pengarnas realism”, skriver han.*
Nar postmodernismen blir identifierbar som just postmodernism,
kan den inte ldngre vara postmodern.

Mycket av det som hinde pa Goteborgs konstscen under det
tidiga 1980-talet, 1 synnerhet i de konstellationer som Garl Michael
von Hausswolff (f. 1956) och Erik Pauser (f. 1957) ingick 1, kan be-
skrivas som symptom pé det postmoderna, enligt Lyotards definition
av begreppet. Samtidigt som debatten om postmodernismen tycktes
handla om huruvida maleriet var mdojligt eller ej, uppstod en mangd
uttryck som inte pa nagot sjalvklart vis tillhérde eller ville tillhora
konstscenen.” Dit hérde von Hausswolffs och Pausers aktiviteter ut-
anfor kulturinstitutionerna 1 Goteborg. Institutionerna upplevde de
som ointressanta. "Det var en annan varld”, kommenterar Pauser.’
Och von Hausswolff minns: "Man insag snabbt att har [1 Géteborg]
hénder ingenting”” Deras brist pad intresse och/eller fértroende for
det etablerade ser jag som ett mycket tydligt kdnnetecken pa det post-
moderna tillstandet, som Lyotard definierar det.

1981 o6ppnade von Hausswolff och Pauser Galleri DS pa
Haga Ostergata 29. Galleriet tog sitt namn efter den musik- och
performancegrupp von Hausswolff startat tidigare med Malgorzata
(Malga) Kubiak och Tjell Zachrisson, vilka 1 sin tur startade
Ny scen. Galleriet ldg inhyst 1 en stor ldgenhet dér Pauser ocksa
bodde sjilv, vilket ldr ha resulterat 1 en del férvirring. Kritikern
Kristjan Saag hamnade exempelvis 1 Pausers sovrum istéllet for 1
utstallningen. Sin férvirrande upplevelse redogor han for 1 en artikel
1 Giteborgs-Tidningen.® Galleri DS visade konstnirer som Stig Sjolund,
Eva Lofdahl och Ingvar Sj6berg, men ocksa projekt som von Hauss-
wolff och Pauser sjélva stod for. Det férsta av dessa var endagsutstill-
ningen Mat for Dom Svéltande (2 maj 1981), da hela galleriet fylldes av
matsopor. Utstillningen var det forsta projektet av konstnirsduon
Phauss, ett anagram av de bagge konstnirernas efternamn. Namnet
hade dock uppkommit som en tinkt skivlabel, vilket skulle ge ut
Leif Elggrens (f. 1950) Cu (ett verk dar Elggren spelat in nér han
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Hausswolff (b. 1956) and Erik Pauser (b. 1957) were part of, can be de-
scribed as symptomatic of postmodernism, according to Lyotard’s defini-
tion of the term. While the debate on postmodernism seemed to be fo-
cusing on whether painting was possible or not, a range of expressions
emerged that evidently did not belong or did not want to belong to the art
scene.” These included the work von Hausswolff and Pauser were doing
outside Gothenburg’s cultural institutions. The institutions regarded their
work as being of little interest. ‘It was another world’, says Pauser.® And von
Hausswolff remembers: ‘We soon realized that here [in Gothenburg], noth-
ing happens.” Their lack of interest and/or confidence in the status quo is, I
think, a very clear sign of the postmodern condition, as defined by Lyotard.

In 1981, von Hausswolff and Pauser opened Galleri DS at 29 Haga
Ostergata. The gallery took its name from the music and performance
group that von Hausswolff had started earlier with Malgorzata (Malga)
Kubiak and Tjell Zachrisson, who in turn started Ny Scen. The gallery
was housed in a large apartment where Pauser himself also lived, which
is said to have resulted in some confusion. The critic Kristjan Saag, for
example, ended up in Pauser’s bedroom instead of in the exhibition. He
described his confusing experience in an article in Goteborgs-Tidningen.t
Gallery DS showed artists such as Stig Sjolund, Eva Lofdahl, and Ingvar
Sjéberg, but also projects by von Hausswolff and Pauser themselves. The
first of these was the one-day exhibition Food for the Starving (Mat for Dom
Sviltande, 2 May 1981), when the whole gallery was filled with food waste.
The exhibition was the first project by the artist duo Phauss, an anagram
of the two artists’ last names. The name had first been thought of as a
possible record label to release Leif Elggren’s (b. 1950) Cu (a work that
Elggren recorded while engraving copperplate, and which came to be real-
ized in 1982 by Elggren’s newly established company, Firework Edition).”

Radium 226.05 was founded, in 1983, by Carl Michael von
Hausswolff and Ulrich Hillebrand (b. 1953). Erik Pauser joined them
a little later. Radium 226.05 became best known as a record label, but it
was originally intended to be a magazine. “That record stuff was pure co-
incidence’, says Hillebrand.! ‘It was easier to get governmental financial
support for records than for magazines, says von Hausswolff; this is also
confirmed by Hillebrand.

Radium 226.05 was first housed in a small commercial unit in
Husargatan, with shows by artists such as Thomas Liljenberg, Leif
Elggren, Malgorzata Kubiak, and Peter Hagdahl. It showed racing



graverar kopparpldt, som kom att realiseras 1982 pa Elggrens da
nystartade bolag Firework Edition).’

Radium 226.05 startades 1983 av Carl Michael von Hausswolff
och Ulrich Hillebrand (f. 1953). Erik Pauser anslét sig ndgot senare.
Radium 226.05 blev mest ként som skivbolag, men var fran bérjan
tankt att bli en tidskrift. "Det dér med skivor var en ren slump”,
konstaterar Hillebrand."” "Det var enklare att f& fonogramstéd an
tidskriftstod”, sdger von Hausswolff, nagot som ocksd bekriftas av
Hillebrand.

Radium 226.05 lag forst i en liten affdrslokal pa Husargatan, dar
man gjorde utstillningar med konstndrer som Thomas Liljenberg,
Leif Elggren, Malgorzata Kubiak och Peter Hagdahl. Man visade
racingmotorcyklisten Vesa Kultalahtis utrustning och hade 1983
William S Burroughs pé besok. Aven han bidrog med en utstillning
1 den lilla lokalen och signerade bocker under en eftermiddag. Da
var inte identiteten "skivbolag” lika sjalvklar. I Marie Oskarssons
intervju med von Hausswolff och Hillebrand 1984, med anledning
av att de sldppt skivan Gothenburg -84 (dar de bada ocksa medver-
kar), beskriver hon Radium 226.05 som ett litet galleri 1 Haga”.!!
Nagra ar senare har dock skivetiketten tagit 6ver identiteten, vilket
blir tydligt bland annat 1 en annan text av Marie Oskarsson, nu for
den nystartade musiktidningen Sitz.'* Dér framstar galleritiden mest
som en historisk bakgrund il ett framgangsrikt skivbolag.

Radium 226.05:s framfart som skivbolag berodde delvis pa just
Gothenburg 84. Skivan gavs visserligen mycket blandad kritik, men
1 en artikel av Goran Linderoth 1 Dagens Nyheter 1989 pekar Ulrich
Hillebrand ut den som orsak till att intresset f6r Radium 226.05 :s skiv-
utgivning vaxte.'* Darefter nddde denna del av verksamheten stora
framgangar. Band som Cortex, Union Carbide Productions, Twice
a Man, Blue for Two och Stonefunkers hor till svensk rockhistoria.
Men man gav ocksd ut elektronisk/experimentell musik som Sten
Hanson, Rune Lindblad, Texas Instruments och Phauss. Radium
226.05 hade da flyttat till storre lokaler pa S6dra Allégatan 3, ovanpa
det som en gang var Renstréomska badet (nuvarande Hagabadet).
Jean-Louis Hutha (f. 1965), som deltog i manga av Radium 226.05:s
musikaliska grupperingar, beskriver platsen som lika viktig som
sjalva bolaget: "Jag var pa Radium néstan varje dag, det var som en
samlingsplats.”'* I artikeln ”Granslésa Goteborg” utmalar Per Wirtén

70

71

motorcyclist Vesa Kultalahtis’ outfit, and in 1983 William S Burroughs
came to visit. He also held an exhibition in the small venue and signed
books one afternoon. At the time, Radium’s ‘record label’ identity was
not so clear-cut. When Marie Oskarsson interviewed von Hausswolff
and Hillebrand in 1984 on the release of the record Gothenburg -84 (with
which they were both involved), she described Radium 226.05 as ‘a small
gallery in Haga'! A few years later, however, the record label identity had
taken over, as became clear in another article by Marie Oskarsson, this
time for the newly-established music magazine Shtz.'* Here, she refers to
the gallery side of Radium more in terms of the historical background to
a successful record label.

Radium 226.05’s rapid progress as a record label was partly thanks
to Gothenburg -84. The album did receive very mixed criticism, but in an
article by Goran Linderoth in Dagens Nyheter in 1989, Ulrich Hillebrand
points to it as one of the reasons behind the growing interest in Radium
226.05’s record publishing." This part of the operation subsequently be-
came very successful. Bands such as Cortex, Union Carbide Productions,
Twice a Man, Blue for Two, and Stonefunkers are part of Swedish rock
history. They also released electronic/experimental music by artists such
as Sten Hanson, Rune Lindblad, Texas Instruments, and Phauss. Radium
226.05 had then moved to larger premises at 3 S6dra Allégatan, above
what used to be the Renstrémska baths (today’s Haga baths). Jean-Louis
Hutha (b. 1965), who was involved in many of Radium 226.05’s musical
groups, describes the place as being less important than the company
itself: ‘Twas at Radium almost every day; it was like a meeting place.** In
his article ‘Grinslosa Goteborg’, Per Wirtén describes Radium 226.05 as
more than a record label and ascribes it the (positive) status of a ‘centre
of cultural terrorism™®; and in Magnus Haglund’s book Den Nakna Staden,
Ebbot Lundberg, who was then a singer in Union Carbide (now in The
Soundtracks of Our Lives), says that Radium 226.05 was a bit like Andy
Warhol’s Factory.'® In the early 1990s Radium 226.05 was sold to MNW
in Stockholm and soon afterwards most of the people who had been at or
close to the heart of Radium left Gothenburg. Ulrich Hillebrand is an ex-
ception. In 1991 Carl Michael von Hausswolff and Erik Pauser founded
the Brandklipparen media company and the Anckarstrom record label, which
also subsequently released a record by Phauss.

The constellations around Phauss, Radium 226.05, and the many
bands that were represented by the record label were made up of many



Radium 226.05 som mer 4n ett skivbolag och utndmner det (positivt)
till "centrum for kulturterrorismen”.”> I Magnus Haglunds bok Den
nakna staden sager Ebbot Lundberg, da sangare 1 Union Carbide (nu-
mera 1 The Soundtracks of Our Lives) att Radium 226.05 var lite
som Andy Warhols Factory.’® I bérjan av 1990-talet sdljs Radium
226.05 till MNW 1 Stockholm och kort darpa flyttar de flesta som
varit 1 eller ndra Radiums kdrna fran Goteborg. Hillebrand utgor
ett undantag. 1991 startar von Hausswolff och Pauser mediebolaget
Brandklipparen och skivetiketten Anckarstrém, som ocksa kom att
ge ut en av Phauss skivor.

Konstellationerna kring Phauss, Radium 226.05 och de manga
band som gavs ut pa skivmérket bestdr av manga olika kombinatio-
ner av aktorer, dar von Hausswolff och Pauser dterkommer 1 flera
olika tappningar. Pauser kom att bli den som utvecklade Radium
226.05:s musikvideor och blev en viktig del av gruppen Lucky
People Center, en konstellation som bérjar som nattklubb hemma
hos Johan Séderberg (f. 1962), som huserar olika spelningar, for
att utvecklas till en musikgrupp dér dven Jean-Louis Hutha ingick.
Séderberg och Hutha bildade tillsammans med Zbigniew Karkowski
(f. 1958) Texas Instruments som dven de lag pd Radium 226.05.
Samtliga deltog pa den redan omnamnda Gothenburg -84.

Overlappningar mellan de olika delarna av Phauss/Radium
226.05 (och dven LPC) handlar inte bara om att en och samma
person kan inga i flera olika sammanhang. Grupperingarna kan
ocksa upptrada 1 en mingd olika skepnader. Phauss dr en konst-
nirsduo som agerar inom konstféltet och stéller exempelvis ut pa
Galleri Mors Mossa, konsthallen Alka 1 Linkdping och med tiden
dven pa Konsthallen Géteborg. De dr ocksd en performancegrupp
som figurerar pa elektromusikfestivalen 1 Skinnskatteberg, Fylkingen
1 Stockholm, den legendariske rockklubben CBGB 1 New York City,
liksom poesifestivalen 1 Bergen. Som musikgrupp ger de ut skivor pa
flera olika bolag, daribland deras egna. "Man far ta de chanser som
ges”, sager von Hausswolff. "Om de ringer fran Bergen och vill att
man skall vara med pé en poesifestival, ja da dr man vil poesi da.”
Radium 226.05 ir a sin sida en tidskrift/galleri som blir skivbolag/nav
pa Goteborgs konst- och musikscen och som mitt i rockbandsyran
bland annat anordnar festivaler f6r datormusik. Hillebrand under-
stryker mangfalden som Radium 226.05:s kdnnetecken. Han séger
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different fusions between a number of players, with von Hausswolff and
Pauser being involved in several different types. Pauser would go on
to develop Radium 226.05’s music videos, and he played an important
role in the Lucky People Center group, a constellation that started as a
nightclub at the home of Johan Séderberg (b. 1962) and which hosted
various concerts and developed into a band that also included Jean-Louis
Hutha. Together with Zbigniew Karkowski (b. 1958), Séderberg and
Hutha founded Texas Instruments, who were also with Radium 226.05.
In addition, they all featured on Gothenburg 84.

The overlaps between the different parts of Phauss/Radium 226.05
(and LPC) were not just about the same person being part of several differ-
ent contexts. Groupings also occurred in a variety of guises. Phauss was an
artistic duo active in the art world and exhibiting at Galleri Mors Mossa,
the Alka Gallery in Linkdping, and eventually at the Gothenburg Art
Gallery (Konsthallen, Géteborg). They were also a performance group,
appearing at the electro-music festival in Skinnskatteberg, Fylkingen in
Stockholm, the legendary rock club CBGB in NYC, and at the Poetry
Festival in Bergen. As a band, they released records on several different
labels, including their own. “We have to take the chances we are given,
says von Hausswolff. ‘If they call us from Bergen and want us to be in a
poetry festival, well I guess that makes us poetry’” Radium 226.05, on the
other hand, was a magazine/gallery that was becoming a record label/hub
on the Gothenburg art and music scene and which still found time in the
frenetic world of rock to organize events such as computer music festivals.
Hillebrand stresses the diversity that was the hallmark of Radium 226.05
and says that it was, in a way, a small work of art in itself."® In Marie
Oskar’s article in Sktz in 1986, Hillebrand also expressed the desire for
Radium 226.05 to be something more, ‘maybe a festival where scientific
lectures are mixed in with rock music, dance, and theatre.'’

The transformations and cross-fertilizations were legion, but there
were limits to what the identities of both Phauss and Radium 226.05
would allow. For example, Radium refused to take on Bjorn Afzelius.
Although it would have made sense financially, it would not have been
possible to link Afzelius up with the rest of Radium 226.05’s production.
‘People around the country would have wondered what we were doing;
says Hillebrand.?* Radium 226.05 soon achieved cult status in Swedish
music; this is something that calls for cultural capital to be managed care-
fully. Now known as a ‘record label” and with a jumbled but substantial



att skivbolaget pa sétt och vis var ett litet konstverk 1 sig.'® I Marie
Oskarssons artikel 1 Sz 1986 ger han ocksa uttryck for att Radium
226.05 skall vara ndgot mer "kanske ... en festival dér vetenskapliga
foéredrag blandas med rockmusik, dans och teater.”"

Transformationer och korsbefruktningar var legio, men det fanns
granser for vad Phauss som Radium 226.05 identiteter tilldt. De
nekade exempelvis att ge ut Bjorn Afzelius. Aven om det hade varit
ckonomiskt gynnsamt hade det inte gatt att sammanfora Afzelius
med Radium 226.05:s 6vriga produktion. "Folk ute 1 landet hade
undrat”, sdger Hillebrand.?’ Radium 226.05 fick tidigt en kultstatus 1
svenskt musikliv, och en sddan bygger pa att det kulturella kapitalet
forvaltas. Med etiketten “skivbolag” och med en spretig men gripbar
katalog far Radium 226.05 mot mitten av 1980-talet en tydligare
identitet, en f6rdndring som motsvarar Lyotards beskrivning av hur
nagot gar fran att vara "postmodernt” till att bli "modernt”. Denna
tydliga(re) identitet framgar ocksa 1 tidens artiklar. Men dven om de
fokuserar pa spretigheten och de manga infallen finns det ingen plats
for att exempelvis diskutera von Hausswolff och Pausers identiteter
som konstnirer.

Med Phauss ér saken nagot annorlunda. Som en konstkonstel-
lation ligger identiteten niarmre de faktiska personerna, vilket ger
ett storre handlingsutrymme dn vad en scen/plattform/skivbolag kan
erbjuda. Men var Phauss konst? Pauser kom med ett dokumentér-
fotografiskt intresse och hade linge svart med identiteten "konst-
nér”, trots att han upptradde pa dessa arenor.** Vare sig han eller von
Hausswolff hade heller nagon formell konstnarlig eller akademisk
utbildning 1 bagaget ndr de startade Galleri DS. Men genom galleriet
var de med och formade den (nya) konstscen som skulle inkludera
Ny scen, Goteborgs poesifestival, Stefan Karlssons (f. 1956) galleri
Sub Bau och med tiden dven Valandselever som Ernst Billgren, Peter
Hagdahl och Monika Nystrém. Senare tillkom &ven Cecilia Parsberg
och Ola Astrand, vilka pa mitten av 1980-talet gjorde musiken central
péa Valands konstklubb.?

Pauser och von Hausswolff fann Géteborgs konstscen 1 borjan av
1980-talet ointressant eftersom den var for politisk, f6r befolkad av
"r-are”, som Pauser uttrycker det. Phauss hamtade istéllet sin energi
fran William S Burroughs och Brion Gysin, det sena femtiotalets
och tidiga sextiotalets happenings. Phauss manga ganger valdsamma
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catalogue, Radium 226.05’s identity became clearer in the mid-1980s, a
change that corresponds to Lyotard’s description of how something goes
from being ‘postmodern’ to being ‘modern’. This clear(er) identity is also
evident in the articles of the time: although they focus on the unevenness
and the many inputs, they devote no space to discussing, for example,
von Hausswolff’s and Pauser’s identities as artists.

With Phauss the situation is a little different. As an artistic constella-
tion its identity was closer to that of the individuals it comprised, which
provided greater room for manoeuvre than a stage/platform/record label
can offer. But is Phauss art? Erik Pauser came from a photo-documentary
background and for a long time had a problem with being labelled an ‘art-
ist’, despite the fact that he was appearing in art circles.” Neither he nor
Carl Michael von Hausswolff had any formal artistic or academic train-
ing behind them when they founded Galleri DS. But through the gallery,
they helped to shape the (new) arts scene that would include Ny Scen, the
Gothenburg Poetry Festival, Stefan Karlsson’s Sub Bau gallery, and even-
tually also a younger generation of artists from the Valand School of Fine
Arts, such as Ernst Billgren, Peter Hagdahl, and Monika Nystrém. Later
on came Cecilia Parsberg and Ola Astrand, who made music a central
feature of Valandsklubben (“The Valand Club’) in the mid-1980s.%2

Pauser and von Hausswolff were not interested in the Gothenburg
art scene in the early 1980s, because it was too political, colonized by the
‘revolutionaries’ of the Marxist-Leninist party, as Pauser put it. Instead,
Phauss got their energy from William S. Burroughs and Brion Gysin,
the ‘happenings’ of the late fifties and early sixties. Phauss’s often violent
and dark installations are not informed by the political movements of
the 1960s. If anything, they lead away from them, and the work of art
takes on, mnstead, a provocative and/or inquiring slant. Von Hausswolff
told Magnus Haglund that Radium 226.05 was about ‘an anti-conformist
attitude towards art and society.”* The same could be said of Phauss, even
though we have seen that both groups were active in certain established
fields. Leif Elggren was an important link with the art world. He is also
from Link6ping but moved to Stockholm to study at the Royal University
College of Fine Arts (1975-1980). Phauss did a large number of perform-
ances with Elggren and Thomas Liljenberg, with whom Elggren formed
Firework (and later, Firework Editions). In 1982 all four of them exhib-
ited at Galleri Mors M6ssa, showing their ‘works’ for 48 hours, with von
Hausswollff acting as ‘linchpin’ the whole time. In a cautiously positive



och moérka installationer stammar inte ur 1960-talets engagerade
rorelser. De leder snarare bort fran dem och konstverket far istillet
en provokativ och/eller sékande art. Till Magnus Haglund séger von
Hausswolff att Radium 226.05 handlade "om en antikonformistisk
instillning till konsten och samhallet”?® Det samma skulle kunna
sagas om Phauss, aven om v1 sett att bada grupperingarna ror sig
inom vissa etablerade félt. En viktig kontakt med konstlivet gick via
Leif Elggren. Aven han kommer frén Link6ping, men flyttade till
Stockholm for att gd Konsthogskolan (1975-1980). Phauss genom-
férde en mingd olika performances tillsammans med Elggren och
Thomas Liljenberg, med vilken Elggren bildat Firework (och se-
nare dven Firework Editions). 1982 stéllde alla fyra ut pa Galleri
Mors Mossa och visade "arbeten” under 48 timmar, dar von Hauss-
wolff framférde verket "Bérare” under hela tidsrymden. I en {or-
siktigt positiv recension beskriver Kristjan Saag lakoniskt hur von
Hausswollff ligger 1 en ram, demonterar den samma, flyttar ramen,
montera thop den och ldgger sig 1 den igen.**

Ser man till de femtiotalet olika sammanhang Phauss var in-
blandade i1 under den tid som de bagge verkade 1 Goteborg (von
Hausswollff flyttade 1992, Pauser 1994) fordelar sig gracerna ganska
lika mellan installationer och performances (som ibland samman-
smalter) pa mer eller mindre kdnda konstplatser, nationellt och inter-
nationellt. De figurerar ocksa pa ett tiotal olika LP- och CD-skivor,
och deltar vid flertalet tillfdllen pa olika musikfestivaler, déribland
Nothing But the Truth, en regelritt amerikaturné 1990. Tvé arbeten ar
extra svarbestimbara. Mellan februari-maj 1983 och februari—juni
1986 foretar de tva langre resor, den forsta 1 Nordafrika (fran Alger
till Lagos) den andra jorden runt (Ziirich till Ziirich), dar den bestam-
mande principen var att endast bestka lander som lag 1 krig/vapnad
konflikt. Bagge resorna dokumenterades pa ett helt slumpartat vis,
dar bilder och ljud tas upp 1 olika riktningar vid klockslag som be-
stdmts 1 férhand. Alger-Lagos blir redan samma dr féremal {6r utstall-
ningen /happeningen Cadeaux — West Africa pa Ny Scen. Under 1987
utgor bagge resorna grunden for LP-skivan Audiodrome, liksom for
videoinstallationen Prodrome # 1 (Videodrome) och Prodrome # 2 (Video-
drome), den forsta pd kulturfestivalen Monitor -87 i samarbete mellan
Frolunda kulturhus och Radium 226.05, den senare pa elektronmu-
sikfestivalen 1 Skinnskatteberg. Pa Monitor presenterades verket fran
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review, Kristjan Saag laconically describes von Hausswolff lying in a
frame, dismantling it, moving it, re-assembling it, and lying in it again.**

If we look at the fifty or so different contexts that Phauss was involved
in when the two men were both active in Gothenburg (von Hausswolff
left in 1992, Pauser in 1994), they are fairly evenly distributed between
installations and performances (which sometimes merge) at more or less
well-known art venues, nationally and internationally. They also featured
on ten different LPs and CDs and took part several times in various music
festivals, including Nothing but the Truth, a regular American tour in
1990. Two works are particularly difficult to classify. Between February—
May 1983 and February—-June 1986, they made two longer trips, the first
to North Africa (from Algiers to Lagos), the second around the world
(Zurich to Zurich); the determining criterion was that they should only
visit countries that were at war or a centre of armed conflict. Both trips are
documented in a completely haphazard way, with images and sounds tak-
en in different directions at times that had been determined in advance.
The same year, Algiers-Lagos was the subject of Cadeaux — West Africa,
an exhibition/happening at Ny Scen. In 1987 both trips were used as a
basis for the Audiodrome LP as well as for the video installations Prodrome
# 1 (Videodrome) and Prodrome # 2 (Videodrome), the former at the Monitor
-87 culture festival in a joint project involving Frolunda Cultural Centre
and Radium 226.05, while the latter was at the electro-music festival in
Skinnskatteberg. At Monitor, the work presented was an armchair slowly
spun around on its axis so that the visitor passed in front of four video
monitors. In Skinnskatteberg the presentation was larger and included
a four-channel sound system on four video screens, which the visitor
passed in front of in a small fairground train with room for eight people.
As with many of Phauss’s other audio and video works, there was no
clear order or any discernible resonators. That irritated some people.
Werner Wolff Glaser felt that their use of the random factor to organize
centres of conflict was ‘morally offensive’”

For the poetry festival in Bergen in 1984, Phauss had asked for more
conventional material, such as 3 video recorders, one 16-channel mixer
and 5 microphones. But they also required a ladder, a hammer, some
down, two cod, 100 litres of blood, 100 litres of milk, 24 chickens, and 1,000
eggs.” In an article from 1986, Ulf Gyllenhak recalls how the Norwegian
headlines screamed ‘Sex, blood, video violence and 15 terrified chickens’,
and how the body copy would continue in the same vein.*”” According to



en fatdl] som langsamt snurrade runt sin egen axel sd att besdkaren
"passerade” fyra videomonitorer. I Skinnskatteberg var presenta-
tionen storre och inkluderade en fyrakanals ljudanlaggning pa fyra
videoskdrmar vilka bestkaren passerade 1 ett litet tivolitdg med plats
for atta personer. Liksom manga andra av Phauss ljud- och bildverk ges
ingen tydlig ordning eller nagra skénjbara klangbottnar. Det retade en
del. Werner Wolft Glaser uppfattade anvindningen av slumpfaktorn
som organisatdr av konflikthdrdar som "moraliskt anst6tligt”.

Till poesifestivalen 1 Bergen 1984 hade Phauss begirt att fa in mer
konventionella material som tre videobandspelare, en 16-kanalsmixer
och fem mikrofoner. Men ocksd en stege, en sldgga, dun, tva torskar,
hundra liter blod, lika mycket mj6lk, jugofyra hénor och tusen dgg.?®
I'enkronika fran 1986 minns Ulf Gyllenhak hur de norska rubrikerna
skanderade ”Sex, blod, videovald och femton vettskramda hoéns”
och hur texten gick péd i samma anda.” Enligt von Hausswolff hade
skriverierna ingen verklig grund, eftersom de uppjagade journalis-
terna skrev innan de hade sett verket. Sjdlva ansamlingen material
rackte tydligen.?® Bergenhindelsen pekar pa ett dterkommande djur-
tema hos Phauss. Vid nagot tillfille nackas en héna, vid andra far
burhéns leva 1 godan ro framfor ett gevar som slumpmassigt skjuter
genom buren.

Overvakning och slump aterkommer genom hela Phauss pro-
duktion. We Are Not Able to Realize Your Order (Galleri Mors Mossa
1989) inneholl stromférande stangsel, 6verkérda djur och en dator
som slumpmissigt ringde upp telefonnummer och levererade det
forinspelade meddelandet "Ni dr uppringda av Phauss. Vi vill ha
kontroll 6ver ert liv. Har ni ndgon kommentar till detta... ni har
femton sekunder pa er”. Systemet skulle se till att ingen blev upp-
ringd tva ganger, men istillet ringde det upp ndgra nummer gang
pa gang. Detta ledde 1 slutindan till att konstndrerna atalades, men
atalet lades slutligen ner.

Verket Goes to the Mountains in Search for the Gold (visat pa Knog-
gdrn -90) inneholl blod, tjurhuvuden, taggtrad och stralkastare och
framstod, enligt Kristjan Saag, som en "séregen kombination av be-
vakad gréns, avrittnings- och kultplats”.* Vid andra tillfillen har
konstnirerna agerat i sina installationer. I Triumfens Vilja (bland an-
nat pa Fylkingen 1993) ldg de nedséinkta 1 badkar som sedan tack-
tes 6ver med brinnande lakan, allt ackompanjerat av hoga, starka
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von Hausswollff, these accounts lacked any real basis because the excited
journalists were writing their articles before they had even seen the work.
Merely accumulating the material was apparently enough.?® The Bergen
incident points to a recurring animal theme in Phauss. On one occasion, a
hen had its head chopped off; at another, battery hens lived out their lives
calmly in front of a rifle that randomly shot through the cage.

Surveillance and chance recur throughout Phauss’s production. 7z
Are Not Able to Realize Your Order (Galleri Mors Mossa 1989) contained an
electrified fence, animals that had been run over, and a computer that
dialled phone numbers at random and delivered the pre-recorded mes-
sage ‘You are being called by Phauss. We want to have control over your
life. If you have a comment to make ... you have 15 seconds.” The system
was supposed to ensure that no one would be called twice; instead, a few
numbers were called over and over again. This ultimately led to charges
being brought against the artists, but these were eventually dropped.

The work Goes To The Mountains In Search for the Gold (shown at
Knogjérn -90) contained blood, bulls’ heads, barbed wire and search-
lights, and looked, according to Kristjan Saag, like a ‘peculiar combination
of a guarded border, an execution site and a cult centre* At other times,
the artists appeared in their installations. In The Will of Triumph ( Triumfens
Vilja, also shown at Fylkingen in 1993), they were immersed in bath tubs
and covered with burning sheets, all of which was accompanied by loud,
powerful sounds that reminded Marcus Boldemann of ‘all the unbearable
blacksmith and mining jobs in the world.”** The flammable also recurs in
Restingplace/ Fountain for Genghis Khan, shown at the Overground exhibition
at the Gothenburg Art Gallery in 1993, which Phauss also co-curated.
The work basically consisted of an open pool of oil, whose fumes the fire
department found to be so dangerous that the work had to be removed.
Godtphauss also had a dramatic setting; it consisted of a nine-metre high
tower (erected in Gévle, in August 1991, and in Kungstradgarden park
in Stockholm, in September the same year), surrounded by searchlights.
These were switched off when von Hausswolff and Pauser faced off
against each other on the tower. The artists wore headbands connected
to car batteries and when their foreheads clashed, flashes would emanate
from them.

Much of Phauss’s activity touches on typical ‘male’ aesthetic strate
gies: inquisitive world travellers, the attraction to the occult and flirtation
with drugs, dark, heavy tones with allusions to death, the nods to industry



ljud, vilka enligt Marcus Boldemann paminde om ”om all vérldens
outhdrdliga smeds- och gruvarbeten”?" Det littantdndliga aterkom-
mer ocksd 1 verket Restingplace/Fountain for Genghis Khan, visat pa ut-
stillningen Ouerground. Vérldsutstillningen 1993 pa Konsthallen Gote-
borg, vilken Phauss ocksa var med och curerade. Verket bestod till
stor del av en O6ppen pol med olja, vars angor brandmyndigheten
befann vara sd farliga att verket fick tas bort. En dramatisk inram-
ning hade daven Godtphauss, som bestod av ett nio meter hogt torn
(uppfort 1 Gavle augusti 1991 och 1 Kungstradgarden 1 Stockholm
september samma ar), omgardat av starka stralkastare. Dessa slacktes
nir von Hausswolff och Pauser stilldes infér varandra pa tornet.
Konstndrerna hade pannband kopplade till bilbatterier och ndr de
stotte samman sina pannor slog det blixtar om dem.

Mycket av Phauss verksamhet tangerar typiskt "manliga” konst-
nérliga strategier: de sokande virldsresenirerna, dragningen till
ockultism och drogromantik, de mérka och tunga anslagen med
dess anspelningar pa déden, det industriella och maskinella, den
héga volymen, de grundliggande elementen. Varfor dr dessa si-
dor sa frekventa 1 Phauss olika uttryck? Pauser kan inte ge nagon
forklaring till varfor deras konst sett ut som den goér men séger att
det delvis hor samman med den konst de fann intressant och som
de identifierade sig med. Han nimner Wienaktionismen och Chris
Burden. Det handlar f6r honom om ménniskans moérka sida och om
behovet av att exponera sig for detta, om det andra varldskriget och
det faktum att hans far kommer frin Wien.*! Bevekelsegrunden till
att visa Richard Kerns filmer eller dokumentérer om massmérdaren
Charles Manson finns enligt von Hausswolff 1 den oroande fragan
om vi alla bar massmordare inom oss.?* Pa tal om Godiphauss sager
han att de lekte med hybris och ménniskans vilja att vara Gud. Det
handlade om att belysa roller och funktioner i samhéllet. Men, som
Ulf Gyllenhak konstaterade, har vigen inte gatt via diskussion utan
via erfarenhet. 3

Nar Dan Karlholm skriver: "nastan alla forsok till att forklara det
postmoderna och konsten var 1 praktiken en sorts konstkritik”, syn-
ligg6ér han en problematik som giller bade teori och praktik: viljan
att “tematisera uttryck, utseenden och tendenser”, som han uttrycker
det, riskerar avgriansa och goéra begripligt pa ett sdtt som, for att folja
Lyotard, &r att géra det postmoderna till modernt.**
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and machinery, high volumes, the basic elements. Why are these aspects
so frequently found in Phauss’s various expressions? Pauser cannot ex-
plain why their art looks the way it does, but he says that it is partly
linked to the art they found interesting and that they could identify with.
He mentions Viennese Actionism and Chris Burden. For him it is about
the dark side of humanity and the need to expose oneself to this; about
the Second World War and the fact that his father comes from Vienna.?!
According to von Hausswolff, the reason for showing Richard Kern’s
films or documentaries about the mass murderer Charles Manson is the
disturbing question of whether we all have a mass murderer inside us.**
Referring to Godtphauss, he says that they were playing around with hubris
and the human desire to be God. The idea was to highlight roles and
functions in society. But, as Ulf Gyllenhak remarked, they were guided
by experience rather than discussion.*

When Dan Karlholm writes that ‘almost all attempts to explain post-
modernism and art were in fact a kind of art criticism’, he highlights a
problem that involves both theory and practice: in our wish to ‘thematize
expressions, appearances, and trends’, as he puts it, we risk defining them
and making them comprehensible in a way that, to echo Lyotard, makes
the postmodern ‘modern’3

In the same way that Lyotard himself consciously struggled to avoid
this trap, Phauss’s activities betray a more or less unconscious attempt to
get around ‘thematization’, where experience led them by way of many
seemingly diverse expressions. Their efforts to go beyond what can
be explained simply makes Lyotard’s closing words in ‘Answering the
Question: What Is Postmodernism?’ look like a policy statement: “We
have paid a high enough price for the nostalgia for the whole and the
one. ... The answer is: Let us wage a war on totality; let us be witnesses
to the unpresentable; let us activate the differences and save the honour
of the name.*

TRANSLATED FROM SWEDISH BY
KEVIN HALLIWELL



Pa samma vis som Lyotard sjdlv mycket medvetet kdmpade
for att undkomma denna filla, vittnar Phauss verksamhet om mer
eller mindre omedvetna f6rsok att ta sig f6rbi ”tematiserandet”, dar
erfarenheten ledde dem via en méngd, till synes vitt skilda, uttryck.
Deras strivan bortom det enkelt forklarbara far Lyotards slutord
1 "Svar pa fragan: vad dr det postmoderna?” att se ut som en pro-
gramforklaring: V1 har fétt betala tillrdckligt for langtan efter det
totala och det enda [ ...] Svaret ar: krig mot helheten, lat oss vittna
om det oframstdllbara, 1at oss aktivera det som skiljer, lat oss radda

namnets ara.”®
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KRISTOFFER ARVIDSSON

EN OVANTAD OVERENSSTAMMELSE
ALF LINDBERG, UNGA MALARE OCH HAFTIGA TYSKAR

2005 visades Goteborgsmalaren Alf Lindberg (1905-1990) pa
en retrospektiv utstillning pa Prins Eugens Waldemarsudde 1
Stockholm. Utstillningen véckte inte nagon stérre entusiasm 1 den
stockholmska konstkritiken.! Lindberg tillhor inte de stora 1 svensk
konsthistoria. Hans verk sdljs till blygsamma priser pa auktions-
verken och hans plats 1 den svenska konsthistorieskrivningen &r osa-
ker.? Men 1 Goteborg dr han stor. Atminstone var han det for inte si
ldnge sedan, d&ven om det nu ar drygt 20 ar sedan han visades i storre
format i staden, med en retrospektiv pa Géteborgs konstmuseum.?
Lindberg boérjade som en stram “gramalare” men utvecklade
med dren en alltmer uppldst och nervig gestik. Vad som slar mig nar
jag bladdrar 1 utstallningskatalogerna till dessa bada utstéllningar ar
hur ndra hans maleri fran 1980-talet ligger de hiftigas som just da
var pa modet, det vill siga de tyska nyexpressionisterna som slog
igenom internationellt 1 bérjan av 1980-talet. Finns det ett samband?
Pa Konsthogskolan Valand tog studenter vid denna tidpunkt intryck
av bade haftiga tyskar och det italienska transavantgardet. Vilken
stallning hade Lindberg 1 undervisningen pa Valand respektive de
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FIG. 30

KRISTOFFER ARVIDSSON

AN UNEXPECTED ACCORD
ALF LINDBERG, YOUNG PAINTERS AND WILD GERMANS

FIG. 30

The work of Gothenburg painter Alf Lindberg (1905-1990) was shown
i a 2005 retrospective at Prins Fugens Waldemarsudde in Stockholm.
The exhibition did not inspire much enthusiasm among the city’s art
critics.! Lindberg is not among the greats in the history of Swedish art.
His work is sold at auction for modest prices, and his place in the art his-
tory books is uncertain.? But he is big in Gothenburg. Or at least he was,
not so very long ago, though some twenty years have passed from the
time of his last significant showing in that city, with a retrospective at the
Goteborg Museum of Art.?

Lindberg began as an austere ‘grey painter’, but with the years he
developed an increasingly loose and nervy style. What strikes me as I flip
through the catalogues for these exhibitions is just how close his paint-
ings from the 1980s are to the German Neo-Expressionists that were all
the rage at the time, having broken through internationally in the early
1980s. Is there a connection? At that time, students at the Valand School of
Fine Arts in Gothenburg were showing the influences of Die Neuen Wilden
(or ‘new wild ones’, as the Neo-Expressionists were known in Germany)
and the Italian Transavantgarde. What status did Lindberg have at
Valand, and at the other preparatory art schools for painters — Démen,
Gerlesborgsskolan, Hovedskous, and KV (at Folkuniversitetet)? Did he
experience a resurgence in popularity with the rise of expressive painting
in the 1980s, or was he too closely associated with the Gothenburg tradi-
tion to be considered contemporary? In posing these questions, I am not
concerned with Alf Lindberg specifically so much as with the develop-
ment of painting in Gothenburg during the 1980s and 1990s.



férberedande konstskolorna, "malarskolorna” Démen, Gerlesborgs-
skolan, Hovedskous och KV? Fick han en ny aktualitet 1 och med det
expressiva maleriets uppsving under 1980-talet eller var han alltfor
forknippad med Goteborgstraditionen for att framstd som samtida?
Mitt intresse galler hir inte sa mycket Alf Lindberg specifikt som
maleriets utveckling i stort 1 Géteborg under 1980- och 1990-talet.

Jag kommer att konfrontera nagra konstnérer som jag uppfattar
som intressanta 1 relation till mina fragestédllningar: Mats Ahlgren
(f. 1952), Ewa Brodin (f. 1954), Kent Karlsson (f. 1945), Kent
Lindfors (f. 1938) och Lizz Sharr (f. 1952). Men Lindberg kommer
att utgdra textens nav, inte for att jag 1 detta sammanhang vill lyfta
fram kvaliteterna 1 hans maleri, utan darfér att hans position har
potential att synliggdra de outtalade utgdngspunkter som definierar
diskursens gréanser, for att tala med den franske filosofen och idé-
historikern Michel Foucault.* Jag uppfattar Lindberg som mtressant
pa grund av den ovintade 6verensstimmelsen mellan hans och de
hiftigas maleri, liksom pd grund av hans dubbla position mellan
Goteborgskolorismen och postmodernismen. Min férhoppning ar
att jag genom att studera Lindbergs stéllning 1 konstlivet, ndrmare
bestamt hur bade dldre och yngre kollegor f6rholl sig till honom, ska
kunna spéra var och hur féridndringar i1 konstsyn agt rum. Viktiga
arenor for produktionen av denna diskurs dr 1 det hdr samman-
hanget konstskolorna, galleriscenen, konstmuseer och konsthallar
samt konstkritiken. En utgdngspunkt ar att det 1 Gteborg finns en
specifik maleritradition 1 G6teborgskolorismens efterfoljd. Vad som
karaktériserar denna tradition har redan utretts av Jeff Werner i forra
numret av Skiascope.” Har kommer endast en av dess foretradare att
presenteras narmare.

DEN OROLIGE ALF LINDBERG

Alf Lindberg, f6dd i Goteborg 1905, vixte upp i stadsdelen Haga
under materiellt enkla forhallanden.® 1924-1927 studerande han
vid S16jdféreningens skola for att 1927 antas till Valands malarskola,

96

97

I will examine a number of artists I consider of interest in relation
to my questions: Mats Ahlgren (b. 1952), Ewa Brodin (b. 1954), Kent
Karlsson (b. 1945), Kent Lindfors (b. 1938), and Lizz Sharr (b. 1952). But
Lindberg is the core of my study, not because I intend here to highlight
the qualities of his work, but because his position has the potential to 1l-
luminate the tacit assumptions that delineate the scope of the discourse,
as French philosopher and historian of ideas Michel Foucault might say.* I
consider Lindberg interesting because of the unexpected accord between
his work and that of the Neo-Expressionist painters of the 1980s, and be-
cause of his dual position between Gothenburg Colourism and postmod-
ernism. My hope is that by examining Lindberg’s status in the art world,
more precisely how his colleagues both younger and older viewed him, I
will be able to track where and how certain changes occurred in views of
art. The key arenas for the production of this discourse, in these particu-
lar circumstances, are the art schools, the gallery scene, the art museums,
and the art criticism. One point of departure is the existence of a specific
painterly tradition following Gothenburg Colourism. The characteristics
of that tradition were identified by Jeff Werner in the previous edition of
Shiascope.” I will deal with only one of its representatives here in any detail.

ANXIOUS ALF LINDBERG

Born in Gothenburg in 1905, Alf Lindberg grew up in the Haga neigh-
bourhood in a family of limited means.® He studied at the Slojdf6renin-
gens skola (‘the Arts and Crafts School’) from 1924 until 1927, when he
was admitted to the Valand School of Painting (Valands malarskola), as
it was then known. His fellow students included Ake Goransson, Ivan
Ivarson, Ragnar Sandberg, and Inge Schi6ler, who later became central
figures in the Gothenburg Colourist movement. Lindberg, however,
came to be identified more with the generation that followed, of which
Olle Petterson and Wilgot Olsson are two of the more familiar names.
Lindberg studied under Tor Bjurstrém, himself a student of Matisse, who
helped to liberate the future Colourists. Lindberg followed more classical
predecessors, though, such as Jean-Baptiste-Siméon Chardin and Camille



som den dd dnnu hette. Bland de elever som studerade samtidigt
fanns Ake Géransson, Ivan Ivarson, Ragnar Sandberg och Inge
Schidler, vilka senare kom att bli centralgestalter 1 Géteborgskoloris-
men. Lindberg kom dock att férknippas mer med generationen efter
Goteborgskoloristerna, av vilka Olle Petterson och Wilgot Olsson
hoér till de mer kdnda namnen. Som larare hade Lindberg Matisse-
eleven Tor Bjurstrom, som frigjorde de blivande koloristerna. Lind-
berg hade andra mer klassiska ideal, som Jean-Baptiste-Siméon Char-
din och Camille Corot, vilket skapade vissa anpassningsproblem.
Bjurstroms eftertradare Sigfrid Ullman var striktare, men Lindberg
trivdes trots detta battre under Bjurstrom.

Efter studietiden pa Valand arbetade Lindberg med strama stil-
leben och modellstudier 1 dova fargklanger. Resten av sitt liv kom
han 1 stort sett helt att halla sig till den omgivande synliga varlden:
stilleben, modellstudier, portritt, sjalvportritt och gatuutsikter i
Goteborg. Goteborgskoloristernas utlevelse var inget f6r honom. Av
dem stod han konstnirligt den strame Goransson niarmast. Vid ett
fatal allfallen reste Lindberg 1 Europa, bland annat till Spanien. 1942
gifte han sig med Brita Claesson och flyttade hemifran. Hustrun dog 1
en influensaepidemi 1951 och han gifte om sig med Greta S6derberg
aret darpa.

1959 hade han en separatutstillning pa Gummeson 1 Stockholm
och blev under de féljande aren positivt uppmérksammad av bland
andra Torsten Bergmark och Gunnar Ekel6f. Under 1950- och
1960-talet 16ste Lindberg alltmer upp sitt bildsprak 1 ett virrvarr av
spiralformade penselstreck, vilket kulminerade med ett intensivt
vibrerande och fargstarkt maleri under 1980-talet. Med utstillning-
en pa Goteborgs konstmuseum 1988 befastes hans stallning som en
av de mest betydelsefulla mélarna 1 Géteborg under 1900-talet. I
recensionerna isamband med denna, samt en utstallning 1 Stockholm
samma dr, framtrader nagot om kritikernas instdllning till denne
"malarnas malare”.

"Lindberg visar nu en 16sslappt kolorism, som inte har mycket
gemensamt med den klassiskt géteborgska, utan ar helt egen — fri,
oppen, modern pa ett sitt som fatt gehdér hos manga yngre malare”,
skrev Stig Johansson om denna period 1 en recension av utstdllningen
pa Waldemarsudde 2005 1 Svenska Dagbladet, ett omdéme som inte
bara bekriftar Lindbergs stillning 1 Géteborgskonstens historia utan
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Corot, which created a degree of conflict. His next instructor, Sigfrid Ul-
Iman, was more strict, but still Lindberg was happier under Bjurstrém.

After finishing art school at Valand, Lindberg worked with sparse still
lifes and live model studies in muted colour schemes. Throughout the rest
of his life, he limited himself for the most part to the visual world that sur-
rounded him: still lifes, model studies, portraits, self-portraits, and street
views of Gothenburg. The exuberance of the Gothenburg Colourists was
not for him. Among them, he was closest to the austere Ake Goransson.
Lindberg travelled but a few times in Europe, including a trip to Spain. In
1942 he married Brita Claesson and moved away from home. She died
in the Influenza Epidemic of 1951, and the following year he remarried,
this time to Greta S6derberg.

In 1959 he had a solo exhibition at the Galleri Gummeson in
Stockholm, and in the years that followed he received commendation
from critics such as Torsten Bergmark and Gunnar Ekel6f. During the
1950s and 1960s, Lindberg’s paintings became increasingly untethered,
whirlwinds of spiralling brushstrokes, culminating in his intensely vibrat-
ing and brightly coloured works of the 1980s. The exhibition of his work
at the Goteborg Museum of Art in 1988 solidified his position as one
of the most significant painters in Gothenburg during the 20" century.
The reviews of the show, and of a second exhibition in Stockholm the
same year, reveal something of the critics’ attitude toward this ‘painter’s
painter”.

Stig Johansson describes the artist’s work of the period thus:
‘Lindberg is now showing a loose-lipped colourism that has little in com-
mon with the Gothenburg tradition, one that is completely his own - free,
open, modern in a way that many younger painters are responding to.
And Johansson’s review for Svenska Dagbladet of Lindberg’s 2005 exhibi-
tion at Waldemarsudde confirms the artist’s place in the history of art
in Gothenburg and also his importance to the art of the 1980s.” Folke
Edwards goes a step further in his biography of the artist: ‘It is possible
that Alf Lindberg’s paintings of the 1980s are among the most vital and
youthful to be produced in this ‘post-modern’ decade.® Lars O Ericsson,
postmodernism’s foremost flag bearer in Sweden, added his voice to the
chorus of praise in a review of Lindberg’s exhibition at Galleri Axlund in
Stockholm in 1988.° Noting the existential overtones in the work, Ericsson
sees a continual wrestling match that the artist occasionally loses, though
he never fails to engage the viewer more than artists who do not dare to



ocksd hans aktualitet under 1980-talet.” Folke Edwards gir dnnu
langre 1 sin bok om konstnédren: "Fragan dr om inte Alf Lindbergs
maleri under 80-talet tillhér det mest vitala och ungdomliga som
detta ’postmodernistiska’ decennium kan uppvisa.”® Lars O Ericsson
- postmodernismens framste banerférare 1 Sverige — stimmer in 1
hyllningskoren i sin recension av Lindbergs utstillning pa Galleri Ax-
lund 1 Stockholm 1988.° I ett méleri med existentiella 6vertoner ser
Ericsson en pagiende brottningsmatch som ibland férloras men som
dnda engagerar mer dn konstnérer som aldrig tar nagra risker. Erics-
son skriver ocksa att Lindbergs basta malningar lyckas férmedla ”en
suverdn frihet. En frihet som det tagit ett helt malarliv att erdvra.”'
Trots nagra reservationer har Ericsson inte svart att uppskatta vita-
liteten 1 Lindbergs maleri, kanske for att det pa postmodernt vis var
motséigelsefullt.

OTYGLAD UTTRYCKSKRAFT OCH ”DALIGT” MALERI

Jag s6ker upp konstnédren Kent Lindfors for att tala om Alf Lindbergs

betydelse fér Goteborgs konstliv under 1980-talet. Fa kénner
Goteborgstraditionen béttre an Lindfors, trots att han ér utbildad vid
Kungl. Konsthégskolan 1 Stockholm. 1980-1983 undervisade han
1 maleri pd Hovedskous malarskola och 1983-1984 pa Konsthog-
skolan Valand. Lindfors eget maleri ar kosmopolitiskt till sin karaktar
men Goteborg utgor likvil en central bestdndsdel 1 hans konstnarliga
mytologi med Goéta dlv som kéllader.

Lindfors ser Alf Lindberg som en betydelsefull och, med avseende
pa auktionspriser och nationell uppmédrksamhet, undervarderad
malare. Men Lindfors dr ocksa kritisk till Lindbergs formuppfatt-
ning och ovilja att gora tydliga pastdenden 1 maleriet."! Inneb6rden
av Lindbergs kdnda uttalande "malningen boérjar alltid som ett pasta-
ende och slutar som en fraga” ar enligt Lindfors befingd.'? Framfor
allt ar Lindfors kritisk till hur Lindbergs s6kande hallning blivit ett
manér pa de férberedande konstskolorna. Sa fort eleverna stoter pa
ett problem f6rséker de dolja det med vispande uppldsta penseldrag.
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take risks. He says Lindberg’s best paintings succeed in conveying ‘a su-
preme freedom - a freedom it has taken the painter’s entire life to win’.?
Despite a few reservations, Ericsson finds it easy to appreciate the vitality
in Lindberg’s paintings, perhaps because that vitality is full of typically

postmodern contradictions.

UNBRIDLED EXPRESSIVE POWER AND ‘BAD’ PAINTING

I'looked up the artist Kent Lindfors to talk about Alf Lindberg’s impor-
tance to the art scene in Gothenburg during the 1980s. Few know more
about art in that city than Lindfors, even though he was educated at the
Royal University College of Fine Arts in Stockholm. He taught painting
at Hovedskous School of Painting from 1980 to 1983, and from 1983 to
1984 at Valand. Lindfors’s own painting is cosmopolitan in character, but
Gothenburg still occupies a central place in his artistic mythology, whose
source is the G6ta River.

Lindfors sees Alf Lindberg as an important and, in light of the rela-
tively small prices and scant national attention his works have garnered,
undervalued painter. But he is also critical to the artist’s approach to form
and his reluctance to make clear assertions in his paintings.!’ Lindfors
finds Lindberg’s famous declaration that ‘painting always begins with an
assertion and ends as a question’ absurd.'? More than anything he is criti-
cal to how the artist’s exploratory approach has become something of a
style in preparatory art schools: as soon as students run into a problem,
they try to hide it with wispy, fragmented brushstrokes. “You need to be
exact even if you are nervous. When you are dejected, you should resign
yourself to it and tighten the screws, he says.13 Nervousness is no excuse,
but perhaps it can explain something. Lindfors continues:

Itis no coincidence that he has appealed to the sceptics on such a high level. Gunnar Ekel6f wrote
about him. ... At the end, Ekel6f goes into a painting by Alf Lindberg that he praises to the skies,

and it is probably that particular scepticism in them that so appeals to him.'*



”Man maste vara exakt 4ven om man 4r nervos. Ar man uppgiven
sd ska man falla ner 1 det och dra at skruvarna”, siger han."* Nervo-
siteten ursiktar ingenting men den kanske férklarar nagot. Lindfors
fortsatter:

Det 4r ingen slump att han tilltalat skeptikerna pa hég nivd. Gunnar Ekel6f skrev om ho-
nom. [...] Pa slutet kommer Ekel6f in pa en mélning av Alf Lindberg som han hgjer till

skyarna och det 4r nog just det dér skeptiska i dem som tilltalade honom.**

Lindfors hyser dndd en stark respekt for sin éldre kollega. Man
maste mita Lindbergs insats mot de proletdra forhallandena 1 hans
uppvixtmiljé 1 Haga, anser han. Sitt intryck av Alf Lindberg, som
han tréffat vid flera tillfallen, sammanfattar Lindfors sd har: ”Alf var
kunnig, klipsk och rorlig men han var ytterst praglad av sin géteborg-
ska tillh6righet.”*

Att déma av den bild Lindfors ger och den som framtrader i
Folke Edwards biografi var Lindberg Goéteborgsmalare ut i1 finger-
spetsarna, verksam 1 staden hela sitt liv, de sista aren med ateljé vid
Heden. Nog tog han till sig influenser men mest av allt verkar det ha
varit en mre oro som drev honom vidare. Lindberg talade sjdlv om
hur hans rastloshet gjort att han aldrig renodlat nagonting och aldrig
blev riktigt fardig.

Detta kan forstas ses som en brist. Men om man istdllet ser insta-
biliteten, det oavslutade och odefinierade som ett medvetet stilistiskt
grepp hamnar man inte sa ldngt ifrdn det amerikanska maleri som
under 1980-talet lanserades med termen ”Bad Painting”, med konst-
nirer som Eric Fischl, David Salle och Julian Schnabel. Detta maleris
medvetna eller omedvetna formella brister tolkades av en valvillig
kritik som en gestaltning av en dekadent kultur.'® P4 samma sitt kan
man undra om instabiliteten 1 Lindbergs malningar ar resultatet av
ett misslyckande eller ett medvetet grepp. Kanske kan de lisas som
uttrycksfulla "misslyckanden”. Leif Nylén skriver om Lindberg:

[Vl]isst finns traditionen dar, nirvarande som medel, material, motiv. Men innanf6r dess
ramar dr han snarast en 'modernist’ till kynnet, en tvivlare som r6r sig genom bilden som
6ver bristande isflak, mélar ’for att halla ledan borta’. Séker svindelpunkten i tryggheten
for att mojligen finna trygghetségonblicket i svindeln. Sa som den accentuerade ordningen 1

"Uppstillning’ fran 1979 reser sitt virtuosa korthus 6ver en rasande, omojlig grund.”
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Still, Lindfors holds great respect for his elder colleague. He concedes
that Lindberg’s contribution must be measured in light of the proletarian
conditions of the Haga neighbourhood in which he was raised. Having
met the artist many times, he summarizes his impression of the man thus:
‘Alf was knowledgeable, crafty, and erratic, but ultimately he was a prod-
uct of his hometown of Gothenburg.*?

Judging by Lindfors’s image of him, and by Folke Edwards’s biogra-
phy, Lindberg was from head to toe a Gothenburg painter. He worked
his whole life in the city, with a studio during the last years downtown at
Heden. Surely he was influenced by his surroundings, but it seems that
most of all he was driven on by an inner anxiety. Lindberg himself spoke
of how his restlessness prevented him from ever refining anything, from
ever really finishing anything.

Of course, this could be considered a fault. But if we instead see
such instability, the unfinished and undefined, as a conscious stylistic ap-
proach, we find ourselves not far from the American painting of the 1980s
that was being promoted under the term ‘Bad Painting’ and represented
by artists like Eric Fischl, David Salle, and Julian Schnabel. This school’s
formal shortcomings, conscious or unconscious, were interpreted by well-
meaning critics as the manifestation of a decadent culture.'® We might
ask, in the same vein, whether the instability of Lindberg’s paintings is
a failure of execution or a conscious approach to the work. Perhaps we
should read them as expressive ‘failures’. Leif Nylén writes of Lindberg:

Of course tradition is there, present as means, material, motive. But within its framework his
temperament is essentially that of a ‘modernist, a sceptic who moves through the picture as
though over thin ice, painting as though to ‘keep boredom at bay’. Pushing security to the point
of vertigo on the chance of finding a moment of security in that vertigo — as in Formation from
1979, where the accentuated order of a virtuoso house of cards rises above a collapsing, impos-

sible foundation."

Edwards called this rickety paper-box Tower of Babel ‘perhaps the mas-
terpiece among all of Lindberg’s work. He wrote that at first he saw a
collapse, then the contours of a chair in front of a table: “T'hat collapse, in
other words, had only occurred in my imagination, and now everything
returned to perfect order. But then it started to collapse again ... and
then the reconstruction once more .... And it has just kept on going like
that’!® Unlike Lindfors, Edwards interprets this instability in a positive



Om detta vingliga Babels torn av pappaskar — "kanske misterverket 1
Lindbergs produktion” — skriver Edwards att han f6rst sag ett ras och
sedan konturerna till en stol framfér bordet: ”Att raset med andra
ord bara skett 1 min inbillning och att allt nu atergick till ordningen.
Men sa borjade det rasa igen... sd fortsatte dteruppbyggnaden pa
nytt... Och sa har det hallit pa.”*® Till skillnad fran Lindfors tolkar
alltsa Edwards instabiliteten positivt. Ericsson ser & sin sida Lind-
bergs maleri som en "vittnesbérd om en energisk kamp mot upplos-
ning och sonderfall, om ett nira nog desperat skande efter helhet
och sammanhang.”"

Vad vi hir konfronterar 4r fraigan om vad som &r kvalitet 1 kon-
sten, vilken inte kan besvaras inom ramen f6r denna undersékning.
Jag kan endast konstatera att det finns egenskaper 1 Lindbergs maleri
som av somliga betraktas som tillkortakommanden medan de av
andra ses som forutsattningen for det speciella nervosa uttrycket. Det
ar bland annat denna vansklighet, detta ”daliga” maleri, som stdller
Lindberg 1 forbindelse med 1980-talets nyexpressionister. Edwards
hévdar till och med att Lindberg 6verstiger de hiftiga 1 intensitet.?’
En jamforelse far Lindberg att framsta som forvanande aktuell utan
att franta honom hans egenart. Men vilken dr arten hos denna 6ver-
ensstimmelse? Nagra citat av konstniren kan kasta ljus 6ver férhal-
landet dem emellan:

Om min talang och férméaga hade stétt i ndgon rimlig proportion till min oro hade jag varit

ett geni. Jag 4r som en fagel som aldrig hittar nagon gren att sitta pﬁ.m

Till en del 4r jag expressionist och till en del klassiker efter Cézanne, vilket ar som eld och
vatten. Och det finns mellanformer som varken ér fagel eller fisk.
Jag har vildigt negativa egenskaper, 4r okoncentrerad, rastlés. Darfor har ingen forstatt

mitt maleri.??

Jag har aldrig renodlat ni’igonting.23

Aterkommande i Lindbergs uttalanden ér oro och kluvenhet, ett for-
sok att jamka samman motstridiga tendenser och en oférmaga eller
ovilja att renodla. Mot denna bakgrund kommer yttre likheter med
konstriktningar pa modet under Lindbergs sista tio levnadsar 1 ett
annat mer problematiskt ljus. Det nerviga uttrycket tycks framst vara
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way. Ericsson, on the other hand, sees Lindberg’s work as ‘evidence of an
energetic struggle against dissolution and destruction, of a nearly desper-
ate search for wholeness and context.!?

What we are confronting here is the question of what constitutes
quality in art, a question that it is well beyond the scope of this study to
answer. I can simply assert that there are attributes to Lindberg’s paint-
ings that some see as shortcomings while others see them as the basis
for the works’ specific nervous expression. This awkwardness, this ‘bad’
painting technique, is one of the things that ties Lindberg to the Neo-
Expressionists of the 1980s. Edwards even suggests that Lindberg out-
does the wild Germans in intensity.”’ A comparison with them makes
Lindberg seem surprisingly current, even granting him his distinctive
character. But what is the nature of the accord between him and the Neo-
Expressionists? Several quotations from the artist may shed light on the
relationship that connects them:

If there had been any reasonable correlation between my talent and ability and my anxiety, I

would have been a genius. I am like a bird that can never find a branch to land on.?!

Part of me is an expressionist and part of me is a classicist, after Gézanne, which is like fire and
water. And there are intermediate forms that are neither fish nor fowl.
I have some extremely negative character traits — I cannot concentrate, I am restless. That

is why no one understands my paintings.??
Ihave never refined amything.23

A recurrent theme in Lindberg’s statements is this anxiety and duality, the
effort to reconcile opposing tendencies and the inability or unwillingness
to purify. With that in mind, the apparent similarities with the artistic
trends that were in vogue during Lindberg’s final ten years of life seem
much more problematic: his own nervous expression seems primarily the
result of psychological causes. He stood with both feet in the tradition of
Gothenburg painters, while at the same time struggling uneasily to rise
above its grey fog. He was not one to drift this way and that on the tide of
fashion, but neither was he a reclusive hermit. So how should we interpret
this unexpected accord?



betingat av psykologiska orsaker. Lindberg stod med bada fétterna i
Goteborgstraditionen samtidigt som han oroligt arbetade sig upp ur
gradiset. Han var ingen vindflgjel men inte heller ndgon varldsfran-
viand eremit. S& hur ska denna ovintade 6verensstimmelse tolkas?

ETT BILDANALYTISKT PROBLEM

Nar vi talar om stilistisk likhet 1 bilder trdder vi in pa tolknings-
problematikens filt. Stilbegreppet har ocksa debatterats mycket
inom konstvetenskapen, en vindlande diskussion som Hans-Olof
Bostrom redogér for 1 uppsatsen ”Stil”?* Under 1900-talet har
kritik riktats mot stilbegreppet, inte minst mot anvandningen av
det som epokbegrepp. I s6kandet efter det lagbundna férsummas
det specifika hos det enskilda verket, hivdade Erwin Panofsky.*
Enligt Nelson Goodman ér stilanalysen inte enbart deskriptiv och
klassificerande. Identifiering av stil styr hur vi uppfattar verket.?®
Svetlana Alpers har kritiserat att begreppet stil anvinds som om
det var nagot som tillhérde konstobjektet, ndr det 1 sjalva verket ar
en kategori som laggs pa verket.”” Jag delar denna kritik. Att géra
stilistiska jamforelser och kategoriseringar innebar alltid en reduk-
tion, rent av en konstruktion. Stilanalysen ér dnda svar att undvara.
Men den kraver ett medvetandegérande om de problem som finns
inbyggda i stilbegreppet.

Vad bestdr stilistiska likheter av? Kan influenser spéaras och i sa
fall hur? En konstndr kan ha mingder med influenser fran olika
héll, medvetna sdvil som omedvetna. Dessa korsbefruktas och om-
vandlas. Influenser kan komma fran konstndrer som arbetar i andra
medier eller uttryck. Omvint kan det finns uppenbara yttre likheter
utan att verken ifraga har sa mycket gemensamt pa ett djupare plan.
De kan ha kommit fram till ett liknande uttryck pa olika vagar och
vara sprungna ur olika traditioner. Influenser kan dérfér vara vansk-
liga att spara.

Expressionismen karaktdriseras av en stegrad uttryckskraft,
vilken uppnas med olika medel som férvrangning, kraftiga konturer,
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A PROBLEM OF PICTURE ANALYSIS

When we speak of stylistic similarities between pictures, we enter into the
problematic field of interpretation. The concept of style itself has been
widely debated in the world of art theory, a meandering discussion sum-
marized by Hans-Olof Bostrom in a paper entitled ‘Style’2* The 20% cen-
tury has seen a great deal of criticism of the concept of style, particularly
of the use of stylistic terms to for the labelling of historical eras. Erwin
Panofsky has noted how the search for generally applicable rules tends
to overlook the specifics of an individual work of art.>> And according to
Nelson Goodman, a stylistic analysis is not just descriptive and classify-
ing; the identification of a style affects how we perceive a work.?’ Svetlana
Alpers has criticized how the concept of style is used as though it were an
mherent attribute of the work, when in fact it is an interpretive category
attached to it.*”” I share these critical views. Making stylistic comparisons
and categorizations always leads to oversimplification, and is, in fact, a
construction. Nevertheless, stylistic analysis is something it is hard to do
without. But its proper use demands that we be conscious of the problems
inherent in the concept of style.

What do stylistic similarities consist of? Can we track influences and,
if so, how? An artist may be influenced by many different sources, from a
variety of different directions, both consciously and unconsciously. When
they mix, these influences cross-pollinate and transform. Influences may
come from artists who work in other media or with other expressions.
On the other hand, there may be obvious similarities in the appearance
of two works of art that have almost nothing in common beneath the sur-
face. Artists may arrive at similar expressions by different paths or from
different traditions. That makes it difficult to track the influences behind
a work of art.

Expressionism is characterized by a heightened expressivity that is
achieved by various means, including distortion, powerful contours, inflat-
ed colouration, a rawness in the lines and the use of colour. In this regard,
the label Expressionist might fairly be applied to Lindberg’s work. Even if
we do call him an Expressionist, however, that does not mean his paintings
are cut from the same cloth as the German Expressionists of the early 20
century; Lindberg belongs to a completely different cultural milieu.



uppdriven kolorit, en rdhet i teckning och fargbehandling, och 1 den-
na mening kan Lindbergs arbeten mojligen betecknas med termen.
Men @ven om vi bendmner Alf Lindberg "expressionist” innebar det
inte att hans verk dr samma andas barn som de tyska expressionister-
nas 1 borjan av 1900-talet. Han tillhérde en annan kulturmil;é.

Nar Die Neuen Wilden griper tillbaka pa det tidiga 1900-talets
tyska expressionism sker det pa postmodernismens postavant-
gardistiska mojlighetsfalt. Med proklamerandet av avantgardets slut
uppstod en frihet visavi stilen och det blev tillatet att anvanda stilar
fran det forflutna. Det italienska nya figurativa maleriet gick under
bendmningen transavantgarde, en term som aterspeglar rorelsens
ansprak pa att ha overskridit avantgardet.?® Stilen 16sgors da fran
konstnédren som en individ stdende 1 en historisk process dér endast
vissa handlingar ar mojliga. Istéllet blir den ett historiskt material
fardigt att tas 1 bruk och omstopas efter eget skon, en readymade.
Den expressionistiska stilen aktiveras 1 en ny tid under andra for-
utsdttningar. Nar expressionismen dterkommer ar det déarfér som
nagot annat. En distans har mtrétt. Det uppstar en osakerhet kring
vad som &r eget och lanat, autentiskt och simulerat. Denna osékerhet
kan ocksa ses som betecknande f6r det postmoderna tillstandet.

Hir finns en viktig skillnad mellan de haftiga och Alf Lindberg.
Nar Lindberg pa alderns host ndr fram till ett expressivt bildsprak star
han dnd4 kvar i traditionen. Han dtervinder inte till expressionismen
fran andra sidan avantgardets slut. Han tillhér samma generation
som Goteborgskoloristerna, som sillan stélls 1 férbindelse med den
tyska expressionismen. Istillet uppfattas Goéteborgskolorismen som
en lokal tolkning av arvet efter Paul Cézanne, Henri Matisse och Karl
Isakson. Det arv Lindberg forvaltar ar alltsa ett annat dn det som de
hiftiga dteruppvacker.

Kénde Alf Lindberg till de haftiga 1 Tyskland? Sakert, eftersom
han var en ldsande ménniska. Om han paverkades av dem &r mera
osdkert. Hans alltmer uppskruvade expressionism var av allt att
doma en konsekvens av en inre utveckling, en nédvindig frigorelse
snarare an resultatet av yttre paverkan. Aven om likheterna kan
vara pafallande dr innebdrden av deras "expressionism” olikartad,
beroende pa att de springer ur olika kulturmiljéer.

108

109

The proclamation of the end of the avant-garde created stylistic
freedom, and it became acceptable again to adopt styles from the past.
When the wild Germans reached back to early 20" century German
Expressionism for inspiration, they did so in postmodernism’s new post-
avant-garde field of possibility. The new figurative painting in Italy was
called Transavantgarde, a term that reflects the movement’s claim to hav-
ing supplanted the avant-garde.? Style is thus disjoined from the artist
as an individual caught in a historical process in which only certain ac-
tions are possible. Instead, style becomes a historical artefact ready to be
utilized as is, a readymade. The Expressionist style can be reactivated
in a new era, under new conditions. When it reappears, therefore, the
new Expressionism is something completely different. A distance to the
original has been introduced. An uncertainty arises as to what is original
and what is borrowed, between the authentic and the simulated. This un-
certainty might be considered the definition of the postmodern condition.

And here there is a difference between the wild Germans and Alf
Lindberg. When Lindberg arrives at an expressive manner in the au-
tumn of life, he still stands rooted in tradition. He does not return to
Expressionism from a notion of the end of the avant-garde. He 1s of the
same generation as the Gothenburg Colourists, who are seldom asso-
ciated with German Expressionism. Gothenburg Colourism is instead
considered a local interpretation of the legacy of Paul Cézanne, Henri
Matisse, and Karl Isakson. The legacy carried on by Lindberg is, in fact,
different from the one rekindled by the wild Germans.

Did Alf Lindberg know about the wild Germans? Surely he did - he
was a reader. We can be less certain as to whether they influenced him.
The evidence suggests that his increasingly heightened expressionism
was the consequence of an inner development, a necessary self-liberation
rather than the result of external influences. Even if the similarities can
be striking, the meaning of his ‘expressionism’ was different from theirs,
because they arose from different cultural milieus.



KONSTKRITIKEN OCH NYEXPRESSIONISMEN PA VALAND

1982 presenterades dethaftiga maleriet fran Berlin av Ursula Prinzien
artikel 1 Fuletten?® Den nyexpressiva vagen utgick bland annat frén en
utstillning pa Galerie am Moritzplatz 1977, ett konstnarsdrivet galleri
1 en industribyggnad 1 Kreuzberg 1 Vistberlin, dar elever till Karl
Horst Hodicke stéllde ut.®* Men det var forst 1 borjan av 1980-talet
som det héftiga maleriet bérjade uppmérksammas 1 Sverige och satta
avtryck pa konstskolorna. Prinz skriver: "Det har kallats vid manga
namn. De har stimt till vissa delar, men dnda inte varit verkligt
passande for detta fenomen: "Heftige Malerei’, 'Neoexpressionism’,
‘Junge Wilde’, "Postmodernism’”*" Det betecknades alltsd som post-
modernism, dven om termens applicering pa fenomenet inte utreds
ndrmare. Vid denna tidpunkt har begreppet postmodernism inte getts
nagon klar definition 1 svensk konstkritik. Detta skedde forst med
konstdebatten 1987. Men da hade redan en betydelseférskjutning,
fran postavantgarde till neoavantgarde, gt rum.*?

Goteborgs konstmuseum och Konsthallen Géteborg missade ta-
get. Inte férrdn 1987 visades en malare férknippad med det italienska
transavantgardet: Francesco Clemente.*

Pa Konsthogskolan Valand kan man diremot skénja en stark re-
ceptivitet fér de nya stromningarna, vilket mérks pa elevutstdllning-
arna dir expressionistiskt maleri férekommer 1 olika former under
1980-talet. D4 hiander nagot intressant. Trenderna fran Italien och
Berlin konfronteras med arvet fran Géteborgskoloristerna och den ma-
lartradition som dnnu levde kvar pa de férberedande konstskolorna.

Hur togs elevernas expressiva uttryck emot 1 konstkritiken?
En lasning av den konstkritiska receptionen av Valands elevut-
stallningar ger en bild, inte bara av konstkritiken 1 G6teborg un-
der 1980-talet, utan av konstlivet 1 staden och utgangspunkterna for
konstdiskussionen 1 stort.

Pa Valands elevutstéllning 1980 deltog bland manga andra Dick
Andersson, Yvonne Larsson, Svante Lindekrantz, Lizz Sharr och Or-
jan Wallert. Bertil Andrén 1 Vistgita-Demokraten lyfter fram det farg-
starka maleriet och relaterar det till Goteborgstraditionen: ”Vistkust-
kolorismen blommar som aldrig f6rr”.3* Rolf Anderberg skriver om
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ART CRITICISM AND NEO-EXPRESSIONISM AT VALAND

In 1982, Ursula Prinz presented the wild new painting from Berlin in an
article in Paletten.*® One source of the neo-expressive wave was a 1977
exhibition at Galerie am Moritzplatz, a gallery run by artists in an indus-
trial building in Kreuzberg, in West Berlin, where students of Karl Horst
Hédicke showed their work.®® But it was not until the early 1980s that the
trend began to be recognized in Sweden and began to make an impression
on Swedish art students. Prinz wrote: ‘It has been called by many names.
Each is accurate in some way, yet none really captures this phenomenon:
‘Heftige Malerei’, ‘Neoexpressionism’, ‘funge Wilde’, "Postmodernism”*!
She called it postmodernism, though without further elaborating on how
the term applied to the phenomenon. At the time, the concept of postmod-
ernism had not yet been given a clear definition among Swedish art critics.
That did not happen until the art debate of 1987. But by that time, there
had already been a shift in the meaning of the word from post-avant-garde
to neo-avant-garde.>*

The Goteborg Museum of Art and the Gothenburg Art Gallery
(Konsthallen, G6teborg) missed the boat. It was not until 1987 that either
showed a painter associated with the Italian Transavantgarde: Francesco
Clemente.*®

At the Valand School of Fine Arts, however, we can discern a strong
receptiveness to the new influences, which could be seen in student exhi-
bitions that featured expressionistic painting in various forms throughout
the 1980s. Then something interesting happened: the trends coming out
of Italy and Berlin were confronted with the legacy of the Gothenburg
Colourists and the painterly tradition that still survived at Sweden’s pre-
paratory art schools.

How were these students’ expressive compositions received by the
art critics of the day? A reading of the critical reviews of Valand student
exhibitions will give us a picture of the state of art criticism in Gothenburg
during the 1980s as well as the climate for the city’s art scene and the
conditions for a discussion of art in general.

The many students who showed their work in the Valand student
exhibition of 1980 included Dick Andersson, Yvonne Larsson, Svante
Lindekrantz, Lizz Sharr, and Orjan Wallert. In his review for Vistgita-



samma utstillning 1 Goteborgs-Fosten under rubriken "Nyromantiken
blommar” och pekar pa samma sdtt ut det expressiva maleriets ater-
komst.*

Aven pé Valands elevutstillning pa Konsthallen 1981 kunde man
se prov pa ett nytt expressivt maleri i linje med de hiftiga. Bland elev-
erna det aret fanns bland andra Rogerts Bondesson (f. 1950), Kent
Karlsson och Lars Lerin (f. 1954). Tord Baeckstrom skriver 1 Goteborgs
Handels- och Sjofartstidning:

Skall man tala om ndgon dterkommande tendens i dessa bilder s& vore det en dragning dt det
koloristiskt hamningsl6sa. Forsok att urladda kéanslor direkt 1 farg — kaotiskt stormande som
Bo Hydér, eller mera dovt dramatiskt som Asa Dahlbeck eller Lars Lejring - éven Catrin

Serck-Hanssens PlastrosfoJr kan riknas dit.3®

Backstrom pekar pa en fara med denna riktning, nér motorn rusas
medan grundldggandet av formen 1 teckningen hoppas 6ver. Det blir
jargong snarare dn undersokning. (Parallellen till Lindfors kritik av
Lindberg ar sldende.) Detta ointresse for "bildsprakets grammatik
och syntax” sigs bero pa en 1 och for sig begriplig uttrycksotalighet.
Det uppskruvade uttrycket hos de nya vilda har ocksa férbundits
med ungdomens livssituation, storstadens puls och oro. Har finns
en berdringspunkt som dock lamnas outtalad. Ingemar Pettersson 1
Goteborgs-Tidningen dr inne pa ett liknande spar nir han skriver:

Men resultatet kan ocksa bli en férédande slapphet pa alla fronter, ett kritiklost accepterande
av varenda kaffeflick som rékar hamna pé papperet. Man slafsar runt med oljefirgen 6ver
redan malade dukar, man demonstrerar sitt ointresse fér det timliga och tar for givet att

eventuellt andliga varden dnda slar igenom.37

For Anderberg bekriftar utstillningen utvecklingen bort fran det
politiska och tillbaka till méleriet.?® Han ser denna utveckling pa
andra hdll men konstaterar att den pa Valand innebir ett tillba-
kavandande till en specifik, vastsvensk tradition "med dess in-
riktning pa firg, 1 Gézannes och Isaksons tappning, silad genom
goteborgsdiset.”?

Om Valands elevutstillning 1982 skriver Anderberg: "Man anar
en littad stimning, en forsiktig optimism, som om eleverna antligen
andades ut efter det politiska trycket for en tio dr sedan. Men ut-
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Demokraten, Bertil Andrén highlighted the exuberance of colour, relating it
to the Gothenburg tradition: ‘West Coast Colourism is in bloom like nev-
er before’?* Rolf Anderberg described the same exhibition in Gateborgs-
Posten under the headline ‘Neo-Romanticism in Bloom’, similarly noting
the return of expressive painting.®

Again in 1981, in Valand’s student exhibition at the Gothenburg Art
Gallery, critics found new attempts at expressive painting that resonated
with the work of the wild Germans. Among that year’s students were
Rogerts Bondesson (b. 1950), Kent Karlsson, and Lars Lerin (b. 1954).
Tord Backstrom reviewed the show for Goteborgs Handels- och Sjofartstidning:

If we were to speak of a recurring tendency in these pictures, it would be an inclination toward
the colouristically uninhibited, to attempts at releasing emotions directly in colour — in chaotic
storms like Bo Hydér’s, or the more austere drama of Asa Dahlbeck or Lars Lejring - even

Catrin Serck-Hanssen’s Plastic Roses is an example.0

Beckstrém points to a danger in this approach, when we rev the motor be-
fore the wheels have found purchase — when we skip the step of establish-
ing the composition’s formal foundations in drawing. The result is jargon
rather than a real study (the parallel to Lindfors’s criticism of Lindberg
is striking). The lack of interest in ‘the grammar and syntax of visual lan-
guage’, according to Backstrom, depends on an urgency to express that in
itself is understandable. The heightened expressivity in many of the wild
Germans has also been explained by the living conditions of the young
artist, by the pulse and instability of the big city. This point of contact,
however, is not noted in Baeckstrom’s review. Ingemar Pettersson pursues
a similar line in his review for Géteborgs-Tidningen:

But the result can also be a fatal laziness on all fronts, an uncritical acceptance of every drop of
coffee that happens to land on the paper. They slop paint around over already painted canvases,
demonstrating their lack of interest in the temporal and taking for granted that whatever spiritual

values they invest in the work will come through.%’

For Anderberg, the exhibition confirms the trend away from politics and
back toward painting.*® He sees other evidence of this development, but
asserts that the change at Valand implies a turning back to the past, to a
specific, Western Swedish tradition ‘with its emphasis on colour, in the man-

ner of Cézanne and Isakson, but filtered through the Gothenburg fog’?’



stillningen ger ocksd intryck av isolering.”*’ Bertil Andrén skriver 1

Viistgota-Demokraten: "Kolorismen blommar 1 spontana fargutbrott, sa
som det kan bli nér inspirationen slépps 16s for fullt.”*!
Utstéllningen Mejan moter Valand pa Konsthallen 1982 kom till pa
initiativ av intendenterna Lena Boéthius och Hédkan Wettre. Tanken
var att sammanféra elever fran de bada konsthégskolorna. Alvar

Jansson, som undervisat pa bada skolorna, skriver 1 katalogen:

Ar det en férdom att anse att det existerar ett typiskt géteborgsmaéleri? Finns inte hos Va-
landseleverna en stérre ndrhet till natur och ljus — mer kénsla f6r atmosfir; medan det

stockholmska maleriet priglas av ivrigt sokande bland stilar och idéer - abstraktioner?*?

Det eleverna gor pa skolorna foérknippas med féregingarna, vare
sig de verkligen har en relation till dessa eller inte. I Arbetet finns
en bild pa Lizz Sharr, stdende framfor sina verk pa utstéllningen. I
artikeln citeras Valands forestandare Jan Brauner som karaktariserar
Sharrs maleri som typiskt goteborgskt — trots att hon kommer frian
England.*I Sharrs "egenartat upplosta interidrer” ser Brita Orstadius
i Bords Tidning p& samma sitt spar av "Goteborgskolorismen 1 Nils
Nilssons tappning”.** Men detta maleri skulle lika gdrna kunna for-
bindas med de hiftiga. Crispin Ahlstrém 1 Goteborgs-Fosten kdnner
igen sokandet "1 stilar och ismer fran forna dar” frdn biennalen 1
Venedig och relaterar darmed de expressionistiska tendenserna pa
Valand till internationella strémningar, vilket han dr ganska ensam
om att gora.* Elevernas oroliga sékande tolkas som ett symptom
péa postmodernismens relativisering av stilbegreppet. Det finns inte
lingre ndgot avantgarde som visar vagen.

Backstrom skriver om bredden pa Valands elevutstdllning pa
Konsthallen 1983, som bland annat innehéller "rena fargexplosioner”.*®
Bland eleverna fanns Ernst Billgren, Ewa Brodin, Christer Lundqvist
och Catharina Tagg. Ahlstrom ser en storre arbetsglddje an pa lange
pa Valand och konstaterar att kolorismen fortfarande har ett stadigt
faste 1 Goteborg.”” Lisbet Ahnoff i Géteborgs-Tidningen uppfattar de
abstrakta formspraken som utbrytningsforsék ur den géteborgska
mélartraditionen.*® Aterigen utgér Géteborgstraditionen — men inte
nagra internationella tendenser — mattstocken, det som allt relateras
till. Om man malade expressivt 1 Géteborg 1 borjan av 1980-talet
sa uppfattades detta av konstkritiken som att man arbetade 1
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Reviewing the Valand student exhibition of 1982, Anderberg wrote:
‘One can sense a lighter mood, a cautious optimism, as though the stu-
dents were finally breathing a sigh of relief after the political pressure of
the last ten years or so. But the exhibition also gives the impression of iso-
lation’.** Writing for Vistgita-Demokraten, Bertil Andrén said, ‘Colourism
blooms in spontaneous bursts of colour, as when inspiration is let loose
completely’.*!

The exhibition Mean Meets Valand (Mejan miter Valand), at the
Gothenburg Art Gallery in 1982, was an initiative of two of its cura-
tors, Lena Boéthius and Hakan Wettre. The idea was to bring together
students from Valand and The Royal University College of Fine Arts
(nicknamed ‘Mejan’). Alvar Jansson, who has taught at both schools,
wrote in the catalogue:

Is it prejudicial to believe there exists a typically Gothenburg manner of painting? do not the
Valand students show more closeness to nature and light, more feeling for atmosphere, while
the painters from Stockholm are characterized by a frenetic search among styles and ideas

- abstractions?*?

Ciritics tend to associate what students do in school with their predeces-
sors, whether the artists actually have a relationship to them or not. The

% journal Arbetet published a picture of Lizz Sharr standing before her work

at the exhibition. The accompanying article cited Valand’s director, Jan
Brauner, who characterized Sharr’s paintings as typical of Gothenburg
- though she herself was English.** Writing for Bords Tidning, Brita Ors-
tadius similarly saw in Sharr’s ‘distinctively diffuse interiors’ the tracks of
‘Nils Nilsson’s version of Gothenburg Colourism’.** But these paintings
might just as well have been connected to the wild Germans. In an article
for Goteborgs-Fosten, Crispin Ahlstrom recognized the search ‘among the
styles and isms of days gone by’ from the Venice Biennale, thereby relat-
ing the expressionistic tendencies at Valand to international trends, which
he was fairly alone in doing.*> He interpreted the students’ uneasy search
as a symptom of postmodernism’s relativisation of the concept of style.
There was no longer an avant-garde to show the way.

Backstrom noted the breadth of the students’ work in Valand’s ex-
hibition at the Gothenburg Art Gallery in 1983, which included some
‘outright explosions of colour’*® The students included Ernst Billgren,
Ewa Brodin, Christer Lundqvist and Catharina Tagg. Ahlstrém found a



Goteborgskolorismens efterfoljd, vare sig detta var konstnirens egen
utgangspunkt eller inte.

FRIGORA OCH FORVALTA

Jag soker upp nagra konstnirer for att gér mig en uppfattning om de

hiftigas narvaro bland unga konstnirer i Géteborg under 1980-talet
och Alf Lindbergs plats 1 detta sammanhang.

Mats Ahlgren, elev pa Valand 1973-1978, ger en minnesbild av
sitt 1980-tal, en tid ndr han umgicks med malare som Alvar Jansson
(1922-1991) och Olle Skagerfors (1920-1997). Han sag det haftiga
maleriet bryta fram men kdnde sig, trots existerande berdrings-
punkter, inte omedelbart férbunden med det: ”Jag har alltad tyckt
om ndr maleri har en 'ruff edge’, en handgripligt hardhént nérvaro,
men det tyska haftiga maleriet upplevdes nog av mig den gangen som
lite fOr ratt, okansligt och endimensionellt.” * Intressant att notera ar
Alf Lindbergs nérvaro i detta sammanhang:

Jagvar 18 dr nir jag forsta gangen sdg en malning av Alf Lindberg och uppfattade honom ge-
nast som en mer intellektuell konstnir én t.ex. Inge Schiéler eller Ake Géransson. Han blev
genast en viktig férebild. Han liksom békade med formen, letade efter ndgot och kandes
modern. Om Géteborgskoloristerna, med undantag fér Ragnar Sandberg, kunde kédnnas

som en atervindsgriand, upplevde jag Alf Lindberg som friare och mer nutida.*’

Kommentaren bekréftar bilden av Lindbergs aktualitet {6r malare ur
en yngre generation under 1980-talet. Om man, som Ahlgren, dras
till ett kraftfullt, direkt maleri, men samtidigt finner de hiftiga alltfér
oborstade, da framstar den viag Lindberg slog in pa som ett alternativ.

Kent Karlsson gick ut Valand 1980. Under férsta halvan av
1980-talet arbetade han med ett maéleri med skulpturala inslag, f6r
att under slutet av decenniet alltmer 6verga till skulpturer, objekt och
installationer. Mélningarna kan vara malade pa plat. Ibland f6ljer yt-
terkanterna mélningens inre form. Pa postmodernistiskt vis vixlade
Karlsson mellan stilar. Med ett abstrakt och fargstarkt bildsprak tog
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greater joy in the work than he had seen for a long time at Valand, and
concluded that Colourism still held a strong foothold in Gothenburg.”
Writing in Géteborgs-Tidningen, though, Lisbet Ahnoff interpreted the com-
mon use of an abstract formal language as an attempt to break free of the
city’s painterly traditions.*® Once again the Gothenburg tradition, rather
than international tendencies, is the point of reference against which the
art is measured. Artists who painted expressively in Gothenburg in the
early 1980s were considered by art critics to be working in the wake of
Gothenburg Colourism, whether they intended to or not.

LIBERATE AND UPHOLD

FIG. 6

Iinterviewed a number of artists in order to develop an understanding of
the influence of the wild Germans on young artists in Gothenburg during
the 1980s and Alf Lindberg’s place in this context.

Mats Ahlgren, a student at Valand 1973-1978, described his mem-
ory of the 1980s, when he was spending time with painters like Alvar
Jansson (1922-1991) and Olle Skagerfors (1920-1997). He saw Neo-
Expressionism break through but, despite several points of contact, did
not feel himself to be immediately connected with it: ‘T have always liked
when painting has a rough edge, a tangibly hard-handed presence, but the
wild painting coming out of Germany at that time probably felt to me a
little too raw, insensitive, and one-dimensional’*” It is interesting to note
Alf Lindberg’s presence in that context:

I'was eighteen the first time I saw a painting by Alf Lindberg, and I perceived him right away as a
more intellectual artist than people like Inge Schisler or Ake Géransson. He immediately became
an important model for me. It is like he was wrestling with form, searching for something that
felt modern. If the Gothenburg Colourists, with the exception of Ragnar Sandberg, seemed like

a dead end to me, I found Alf Lindberg to be more free and more contemporary.?’

These comments confirm the younger generation of painters’ inter-
est in Lindberg during the 1980s. For artists who, like Ahlgren, were
drawn to a powerful, direct approach to painting but found the wild



han sig an varumérken och symboler i verk som Stimorol & Renault
och Renault (1985). Karlsson hade en idé om att ligga pa gransen mel-
lan det nonfigurativa och det emblematiska. Om Renaultmalningen,
med logotypen som designades av Victor Vasarely 1972, berittar
Karlsson att han snart tréttnade pa hela idén och fortsatte mala pa
den mest for att se vad som skulle hdnda. Malningen har ocksa ett
energiskt uttryck, med fargen som runnit éver den “kubistiska” ytan,
som lankar den till de héftigas estetik. Vad géller hans relation till Alf
Lindberg var det fraimst dennes respektlosa satt att férhalla sig till
materialet som imponerade:

Alf Lindbergs malningar med hustak och inklistrade flygplan/collage hade paverkat mej
tidigare, fére Valand, med sitt lekfulla och opretentiésa anslag. Om jag fann en yta papper/
tyg med ritt firg/ton ség jag ingen anledning att fors6ka latsas méla 'ratt’ farg, det var bittre

att klippa ut det och klistra in det 1 bilden som 1 den gamla modernistiska traditionen.”!

Saledes var Lindberg inte bara en representant for den géteborgska
maleritraditionen, utan ocksa en vagrojare for ett nytt (eller nygam-
malt), friare sitt att férhalla sig till maleriets material.

Rogerts Bondesson upptickte Alf Lindberg pa Valand, dér han
gick 1976-1981, och kom att ta djupa intryck av hans maleri, till den
grad att det till slut blev nédvindigt att frigéra sig fran forebilden. I
efterhand har han upptickt Lindbergs rotter hos danskarna Harald
Giersing, Erik Hoppe och Edvard Weie och forstatt att det inte hand-
lar om att avsdga sig en paverkan, utan snarare om att "férvalta den
sd att ndgot nytt uppstar”.** Det héftiga maleriet var han avvaktande
infér, dven om han kunde kdnna samma gliddje av att mala 1 stort
format:

Jag ar inte sa wlltalad, tycker ofta det dr mycket vdsen for ingenting. Sa tyckte jag ndr det
kom och sé tycker jag fortfarande, &ven om det naturligtvis finns undantag. Man kan ju inte
forneka den suggestiva kraften hos ménga av [Anselm] Kiefers mélningar, i vad mén man

nu rdknar in honom bland de hiftiga.*®

Ewa Brodin gick pa Valand 1980-1985, med ett utbytesar 1 Képen-
hamn 1983-1984.5* Brodin bekraftar bilden av det hiftiga maleriets
narvaro. Hon beskriver det rent av som den viktigaste tendensen.
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Germans too rough around the edges, Lindberg’s path seemed to offer
an alternative.

Kent Karlsson graduated from Valand in 1980. During the first half
of the 1980s he did paintings that included sculptural elements, and by
the end of the decade he was doing more and more sculptures, objects,
and installations. Some of Karlsson’s paintings were done on sheet metal.
Sometimes the outer edges of a work were shaped to follow the contours
of the painted subject. In a postmodernist manner he switched from one
style to another. He used an abstract and colourful technique to render
logotypes and symbols in works like Stimorol & Renault and Renault (1985).
His idea was to inhabit the border between the non-figurative and the
emblematic. He said about Renault, which was based on a logo designed
by Victor Vasarely in 1972, that he had tired quickly of the whole idea,
but kept painting it mostly just to see what would happen. The resulting
painting has an energetic expression, with drips of paint running over
the ‘cubist’ surface and connecting the work to the aesthetic of the Neo-
Expressionists. In terms of his relationship to Alf Lindberg, Karlsson was
primarily impressed by the older painter’s irreverent way of relating to
the media of the work:

Alf Lindberg’s paintings of roofs and pasted-in acroplanes/collages had influenced me earlier,
before Valand, with their playful and unpretentious elements. If I found a bit of paper/fabric with
the right colour/tone, I saw no reason to try to pretend to paint the ‘right’ colour; it was better to

just cut it out and paste it into the picture in keeping with the old modernist tradition.!

Thus Lindberg was more than just a representative of the Gothenburg
painting tradition; he was also a trailblazer for a new (or revived), more
liberal way of relating to the material components of painting.

Rogerts Bondesson discovered Lindberg while at Valand, where he
studied from 1976 to 1981, and was deeply influenced by his paintings,
so much so that Bondesson finally felt the need to cut himself free of his
inspiration. Later he recognized that Lindberg himself had roots in the
Danish painters Harald Giersing, Erik Hoppe, and Edvard Weie, and
understood that it is not necessary to renounce an important influence,
but that one could instead ‘use it to bring something new to life’** But he
was more hesitant about the Neo-Expressionist painters, even if he did
share their joy at painting large canvases:



Eleverna gjorde en resa till Berlin dir de sag aktuella konstndrer
mom det nya figurativa maleriet och métte konstndren Stefan
Karlsson (f. 1956), som da bodde 1 ett ockuperat hus 1 Kreuzberg.
Annars kom de viktigaste impulserna fran internationella konsttid-
skrifter som Artforum och Flash Art. Postmodernismen som brét in
karaktériserar Brodin som en vilja att bryta med den modernistiska
skolningen. Man tillét sig att blanda stilar och att beritta. Synen pa
konstens dmne férdndrades. Det var inte ldngre nagot foradlat. "Vi
sdg det mycket mer som ett kommunicerande med en omvarld”,
sdger hon.”” Men den nya expressionismen uppfattade de inte som
en dterkomst for det autentiska eller indtvinda konstnérsidealet. Det
handlade mer om rockmusik och underground - den popularkultur
de vuxit upp med.

Ett intressant exempel pa en konstndr som forhaller sig till den
goteborgska maleritraditionen dr Marianne Lindberg De Geer
(f. 1946). I collaget Fag tinker pé mig siiilo (Skagerfors) har hon klistrat
in sitt eget ansikte 1 Olle Skagerfors angande sjalvportritt fran 1978.
Som elev pa Hovedskous malarskola 1966-1971 kom Lindberg De
Geer 1 kontakt med den tradition Skagerfors representerar. Med
detta forsok att se sig sjalv som den angestridne ”Skager” markerar
hon bade tillhérighet och distans till Géteborgstraditionen och dess
manifestationer. Eftersom vi 4r ovana att se kvinnor inta rollen som
frustande malargeni fér tilltaget en komisk dimension som synliggdr
en blind flick 1 det géteborgska maleriets mytologi: den utpriglat
manliga utgangspunkten.

Enligt Kent Lindfors levde arvet efter Géteborgskoloristerna i
allmidnhet och Lindberg i synnerhet kvar pa de férberedande konst-
skolorna under 1980-talet, ddremot inte pa Konsthogskolan Valand:

Jag har inte en kinsla av att mélarna pd Valand var sd upptagna av det dir. Det ar klart att
de fanns. Alla hade inte satt sig i det postmodernistiska reaplanet pa Valand 1983, sa enkelt
var det inte. Ernst [Billgren] var naturligtvis med. Men det var ytterst fi elever som tog sats
1 Goteborgstraditionen. Bengt Rindner var ett undantag. [...] Han hade knutit an till Alf
Lindberg och [Per] Lindekrantz. Han imiterade det och lag valdigt nira och békade. Han
var helt avvikande.*®

I mitt samtal med Lindfors framstar Lindberg och hans generation
alltsd mer som gengangare fran det férflutna 4n som aktuella namn,
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T'am not always so impressed by them; it often looks to me like much ado about nothing. That is
what I thought when they first came out, and that is what I still think, even if there are, of course,
exceptions. You cannot deny the suggestive power in many of [Anselm] Kiefer’s paintings, if we

are going to count him among the wild Germans.?®

Ewa Brodin attended Valand 1980-1985, with a year abroad in Copen-
hagen 1983-1984.%* She confirms the presence of the Neo-Expressionists
among the influences of the day. In fact, she describes them as the most
important trend. Her class travelled to Berlin, where they saw current
artists in the new figurative painting and met the Swedish artist Stefan
Karlsson (b. 1956), who was then squatting in an occupied building in
Kreuzberg. Other than that trip, the most important influences, accord-
ing to Brodin, came from international art journals such as Artforum and
Flash Art. She characterizes the breakthrough of postmodernism as a sign
of the new generation’s desire to break with their modernist schooling.
They allowed themselves to mix styles and tell stories. The understand-
ing of what constitutes the subject matter of art was changing. Art was no
longer something refined. “We saw it much more as a way of communicat-
ing with the world around us’, says Brodin.?® But they did not consider
the new expressionism as a rebirth for the authentic or the ideal of the
inward-looking artist. It was more about rock music and underground
culture — the popular culture they had grown up with.

Marianne Lindberg De Geer (b. 1946) is an interesting example of a
painter with a relationship to the Gothenburg tradition of painting. In her
collage I Think of MpyselfSkagerfors, she pasted in her own face over Olle
Skagerfors’s exhaling self-portrait from 1978. In her attempt to portray
herself as the anxiety-stricken ‘Skager’, she declares both belonging to and
distance from the Gothenburg tradition and its manifestations. Since we
are not accustomed to seeing women assume the role of snorting artistic
genius, her trick takes on a comic dimension, illuminating a blind spot in
the mythology of Gothenburg painting: its decidedly masculine point of
departure.

According to Kent Lindfors, the legacy of the Gothenburg Colourists
in general and Alf Lindberg in particular lived on in Sweden’s preparatory
art schools throughout the 1980s. It was different at the Valand School of
Fine Arts, however:



atminstone pa Valand. Pa Hovedskous malarskola fanns en larare
som Carl-Erik Hammarén (1922-1990). Men dven dar fick Gote-
borgstraditionen konkurrens av andra synsétt under 1980-talet, inte
sa mycket genom ldrarna som genom elevernas egna utblickar at
olika hall, inte minst musikscenen.

I boken Hovedskous malarskola... 1945-95. En annorlunda konstbok
om drommar och minnen om undervisming och seende (1995) har bade larares
och elevers minnen samlats. Hammarén formulerar den syn som
vigledde arbetet: "Som ldrare forsoker jag framhalla att det inte 1
forsta hand handlar om att gora en bild, utan om att underséka verk-
ligheten. Det géller att lara eleverna se.”” Fore detta eleven Cecilia
Parsberg (f. 1963) minns andra stromningar 1 tiden: ”Annars var
det depp-rockartid och alla drifter vacktes till liv. Det var fullt 6s pa
maleriet fran inte sd tidig morgon till sena kvall.”*® Kommentaren
visar att det for eleverna ocksd fanns en vidrld utanfér skolans av
Goteborgstraditionen priglade undervisning.” De héftiga tillhérde
denna undergroundkultur med punk och industrimusik snarare &n
traditionen pa malarskolorna. Nyexpressionismen var mondéin och
extatisk, mer stil an undersékning.

Under nagra ar pa 1980-talet fanns ett haftigt maleri 1 Sverige, med
konstnarer som Knut Swane, Annette Abrahamsson, Roger Risberg,
Wallda-gruppen med Max Book som den tydligaste exponenten for
en vild gestik, dock med en ironisk distans, samt Eva Zettervall och
kanske Tommy Ostmar.

1987 slog en annan form av postmodernism igenom 1 Sverige med
utstallningen Implosion — ett postmodernt perspektiv pa Moderna Museet.
Curatorn Lars Nittve hade dér fort samman samtida amerikanska
konstndrer som arbetade med simulationer och approprieringar i fo-
tografi, video och installationer med den avantgardetradition som
fanns representerad i samlingen, fran Marcel Duchamp till Andy
Warhol och konceptkonstnirerna pa 1960-talet. Det haftiga maleriet
lyste med sin franvaro, ett uteslutande som sammanf6ll med den
inflytelserika amerikanska tidskriften Octobers historieskrivning. Det
skulle drdja ytterligare nagra ar innan konstkritiken bérjade applice-
ra postmodernismens perspektiv pa konsten dven i Géteborg. Anda
férekom en utpriglat postmodernistisk estetik i staden redan under
tidigt 1980-tal. Jag tanker framst pa Ernst Billgrens (f. 1957) aktivite-
ter som elev pa Valand. Kanske mer dn ndgon annan svensk konst-
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I do not have the feeling that the painters at Valand were so preoccupied with all that. Of course
it was there. It is not that everyone at Valand had jumped aboard the postmodernist jet plane
in 1983 - it was not that simple. We had Ernst [Billgren], of course. But there were very few
students really working in the Gothenburg tradition. Bengt Rindner was an exception. ... He
had attached himself to Alf Lindberg and [Per] Lindekrantz. He imitated them, and was right

in there playing around with what they did. He was completely different from the rest of us.5®

In my conversation with Lindfors, Lindberg and his generation came
across more as ghosts of the past than as current figures to emulate, at
least at Valand. At the Hovedskou School of Painting an artist like Carl-
Erik Hammarén (1922-1990) was teaching, but even there the Gothen-
burg tradition was competing with alternative points of view in the 1980s.
The alternatives came not so much from the teachers but rather from the
students’ own searching in various directions, not least of which was the
music scene.

The book Hovedskous malarskola. .. 1945-95. En annorlunda konstbok om
drommar och minnen om undervisning och seende (1995) 1s a collection of both in-
structors’ and students’ memories. In it, Hammarén articulated the view
that guided his work: ‘As a teacher I try to maintain that it is not primarily
about making a picture, but rather about examining reality. I am trying
to teach my students to see’” Former student Cecilia Parsberg (b. 1963)
recalled some of the other influences of the day: ‘Gothic Rock was also
big, and all kinds of urges were being awakened. We were painting with
everything we had from not so early in the morning until very late at
night*® Her comment shows the influence on students of the world out-
side of the school and its Gothenburg-tradition-inspired teaching.”® The
wild Germans had far more in common with the underground culture
of punk and industrial music than with the painting schools’ traditions.
Neo-Expressionism was fashionable and ecstatic, more style than study.

For several years in the 1980s, the trend of Neo-Expressionist paint-
ing was represented in Sweden by artists such as Knut Swane, Annette
Abrahamsson, Roger Risberg, the Wallda Group (with Max Book as its
primary exponent of wild gesticulation in spite of an ironic distance), Eva
Zettervall, and perhaps Tommy Ostmar.

Then in 1987 another form of postmodernism broke onto the Swedish
art scene with the exhibition Implosion — A Postmodern Ferspective, at Moderna
Museet in Stockholm. Its curator, Lars Nittve, had identified a number of
contemporary American artists who were working with simulation and



nér kom han att férkroppsliga ett postmodernistiskt férhallningssitt,
med en tydligare ironisk distans dn de hiftiga. Men det dr en annan
historia, bortom Alf Lindbergs horisont.

Sa vilka dr slutsatserna av denna undersékning, som forsokt be-
krafta (eller dementera) en inledande iakttagelse av en 6verensstam-
melse mellan Alf Lindbergs sena maleri och de hiftigas? Utgangs-
punkterna var helt olika. Lindberg — en orolig ande 1 det géteborgska
grarusket; de haftiga — unga man och kvinnor 1 storstadens nattliv.
Och dnd4, kan man inte erfara en paradoxal 6verensstimmelse i deras
maleriska attacker? Tva vasensfraimmande traditioner och attityder
som ger upphov till bilder som dnda dger nagon yttre dverensstim-
melse. En sadan iakttagelse utgor ett belagg for den postmoderna
tesen att ett uttryck inte ensamt férmar bara upp meningen. Inram-
ning och sammanhang styr hur vi uppfatta verket. Verkets uttryck
kan inte separeras fran sitt sammanhang.

Lindbergs ovintade samtidighet framstir fortfarande som en
gata som kanske inte har ndgon annan l6sning én den Lindfors ger:
"Han hade malat i femtio &r och borjat darra, mentalt, 1 positiv be-
markelse.” ® Men Lindbergs oro och frigérelse kan samtidigt stallas
1 férbindelse med de nya vildas &verspandhet, som krivde sin fri-
gorelse 1 Berlinmurens skugga. Enligt Klaus Honnef var det under ett
ateljébesok hos Salomé som Rainer Fettings spontana malningssatt
grundlades. "Han sag hur spant och krampaktigt Salomé malade och
insag att han sjalv malade pa samma satt.”%! Kanske var situationen
liknande f6r Mats Ahlgren, Ernst och Helene Billgren, Rogerts Bon-
desson, Ewa Brodin, Kent Karlsson, Lars Lerin, Kent Lindfors, Bengt
Rindner, Lizz Sharr och andra malare 1 Géteborg under 1980-talet.
Tiden och omgivningen genererade en lingtan efter en frigorelse
som dgde rum 1 maleriet, men da fran andra utgangspunkter dn Alf
Lindbergs.
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appropriation in photography, video art, and installations and brought
them together with the avant-garde tradition already represented in the
museum’s collection, from Marcel Duchamp to Andy Warhol, and the
conceptual artists of the 1960s. The Neo-Expressionist painters were con-
spicuously absent, a rejection that coincided with the influential American
journal October’s historiography. A few more years would pass before art
critics began to apply postmodernism’s perspective to art in Gothenburg
as well. Nevertheless, an undeniably postmodernist aesthetic could be
found in that city even in the early 1980s. It is clearly present in the work
Ernst Billgren (b. 1957) was doing at Valand. Perhaps more than any
other Swedish artist, he came to embody a postmodernist approach, with
a more clearly ironic distance than the wild Germans had. But that is
another story, beyond the horizon of Alf Lindberg’s work.

So what conclusions may we draw from this study, from this attempt
to confirm (or deny) my initial observation of the accord between Alf
Lindberg’s later paintings and those of the Neo-Expressionists? The con-
ditions for the two were completely different — Lindberg a turbulent force
in the tempestuous Gothenburg climate, the wild painters a clique of
young men and women in the nightlife of the big city. And yet, can we not
distinguish a paradoxical accord between their different painterly lines of
attack? Two fundamentally different traditions and attitudes somehow
produced pictures that share some kind of outward accord. An observa-
tion like that offers evidence for the postmodern thesis that the meaning
of a work 1s not encompassed by the expression alone. Framework and
context determine how we experience a work of art. A work’s expression
cannot be separated from its context.

Lindberg’s unexpected contemporary relevance seems a mystery that
perhaps has no explanation other than the one suggested by Lindfors:
‘He had been painting for fifty years, and had begun to tremble mentally
—in the positive sense.®” But Lindberg’s anxiety and liberation can also be
associated with the tension of the new wild Germans, who were desper-
ate to escape the shadow of the Berlin Wall. According to Klaus Honnef,
Rainer Fetting’s spontaneous method of painting was born of a visit to
Salomé’s studio. ‘He saw how tense and constricted Salomé was when he
painted, and he realized that he painted the same way himself > 61 Perhaps
painters in Gothenburg during the 1980s found themselves in a similar
situation — painters like Mats Ahlgren, Ernst and Helene Billgren, Rogerts
Bondesson, Ewa Brodin, Kent Karlsson, Lars Lerin, Kent Lindfors, Bengt



Rindner, Lizz Sharr and others. The times and the surroundings generat-
ed a longing for liberation that found expression in their painting, though
it sprung from conditions different from those that drove Alf Lindberg.

TRANSLATED FROM SWEDISH BY
JOHN KRAUSE
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MARTA EDLING

ATT SATTA SITT KONSTNARLIGA ARBETE | PERSPEKTIV
KONSTNARLIG FORSKNING PA VALAND KRING DECENNIESKIFTET 1990

EN KONSTHOGSKOLA | TAKT MED SIN TID

En levande kontakt med det omgivande konstlivet har blivit en allt
viktigare komponent 1 de senaste hundra arens svenska konsthog-
skoleutbildning. Upprinnelsen aterfinns 1 det sena 1800-talet och
opponenternas uppror mot Konstakademiens utbildning. Konsthog-
skolan Valands del 1 denna historieskrivning ar vil kand och har bli-
vit en del av skolans sjalvbild. Mindre kant dr kanske att 1900-talets
reformer pa Kungl. Konsthégskolan ocksd kom att préaglas av detta
ideal. Konstutbildningarna férandrade sig sdlunda fran att, som
vérldsfranvinda och oberoende institutioner, ha vardat till synes
orubbliga normer, till att 6ppna sig allt mer mot det omgivande
konstlivet. De blev under framférallt 1900-talets andra halft allt mer
kansliga for skiften och omférhandlingar och mer uppmérksamma
mot den konst som samtiden gjorde angeldgen. Ett viktigt verktyg
blev de tidsbegriansade tjansterna som sidkrade mdjligheten till en
standig nyrekrytering av ledande konstnérer som ldrare.!
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MARTA EDLING

PLACING ARTISTIC WORK IN PERSPECTIVE
ARTISTIC RESEARCH AT VALAND AROUND THE TURN OF THE 1990s

A COLLEGE OF FINE ARTS OF ITS TIME

Lively contact with the art world has become an increasingly important
component of Swedish fine arts education over the past century. The
origin is to be found in the late 19th century and the Opponents’ rebel-
lion against the Royal Academy of Fine Arts’ education. The role of the
Valand School of Fine Arts in this writing of history is well known and has
become part of the school’s self-image. What is perhaps less well known is
that the 20th-century reforms at the Royal University College of Fine Arts
also came to be characterized by this ideal. Colleges of fine arts changed
thus from unworldly and independent institutions preserving seemingly
immovable norms into institutions opening themselves increasingly to
the art world. In the second half of the 20th century, in particular, they
became increasingly sensitive to changes and renegotiations and more at-
tentive to the pivotal art currently on the scene. Fixed-term posts, which
ensured the opportunity for constant new recruitment of leading artists
as teachers, were an important tool in this.!

These times of change in the art world thus left their mark on fine
arts education after the first decades of the 20th century. This was also
true of Valand in the 1980s. With the benefit of hindsight, the list of
the decade’s teachers and students is sufficient to sense the postmodern
renegotiations of the time and the generational change involved. Several
contributions in this issue of Skiascope show that the students carefully



I konstutbildningen aterfinns dérfér spar av konstlivets bryt-
ningstider efter 1900-talet forsta decennier. Sa ar ocksa fallet med
Valand under 1980-talet. Med historien som facit racker det med
listan 6ver namn 1 decenniets ldrar- och elevkar for att ana tidens
postmoderna omférhandlingar och det generationsskifte dessa inne-
bar. Som framgar av flera av bidragen 1 detta nummer av Skuascope,
foljde studenterna uppmérksamt teoriutvecklingen och skapade
sjalva en konst som redan tidigt 1 decenniet var teoriorienterad, som
provade nya praktiker och medier och satte traditionellt definierade
verkbegrepp, genrer och vdrden 1 fraga. Lararkaren a sin sida satte
sig inte pa tvaren, men gjorde heller inte studenternas fragor till sina.
Studenterna upplevde denna passivitet som frustrerande, men for
dem som ville (och vdgade) gav franvaron av lirarengagemang frihet
och utrymme f6r egna initiativ. De konstnirliga generationerna stod
sdlunda fragande inf6ér varandra, hdr liksom 6verallt annars 1 det
svenska konstlivet. Nar skolan bjod i till debatt 1986 beklagade sig
Olle Granath (f. 1940) 6ver den 1 hans 6gon usla kvaliteten pa det
samtida maleri som Ernst Billgren (f. 1957), d& student vid skolan,
menade var ett tecken pd en nédvindig uppluckring av forestill-
ningar om ritt och fel, god smak och ett normativt kvalitetsbegrepp.*

EN KONSTHOGSKOLA FORE SIN TID

Sent 1 decenniet, nir den nya tidens konst 1 hogre grad konsoliderat
sin stillning, kom ocksa utbildningen pa Valand att bryta ny mark.
Da startades pa forsok en kurs, planerad till att fullt utbyged om-
fatta tre ar, som skulle motsvara en forskarutbildningskurs inom det
bildkonstnirliga omradet. Nagot sadant hade aldrig tidigare prévats
1 Sverige. Vad som é&r sarskilt intressant, 1 ljuset av den konstnarliga
forskningens senare historia vid svenska universitet och hégskolor,
ar den tydligt uttalade avsikten att sitta det konstndrliga arbetet och
den konstnarliga kvaliteten1centrum. Avsikten var inte att deltagarna
skulle forska 1 vetenskaplig mening. Kursen skulle vara individuellt
anpassad och utgd fran de enskilda konstnérernas planerade projekt.
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followed theoretical developments and created art that was theoretically
oriented already early in the decade, art that tested new practices and
media, and that questioned traditionally defined work concepts, genres,
and values. The teaching staff, for their part did not oppose this, but
neither did they address the students’ concerns. The students found this
passivity frustrating, but for those with resolve (and courage), this ab-
sence of engagement by the teaching staff provided freedom and a space
for their own initiatives. The artistic generations were thus perplexed
by each other, as elsewhere in the Swedish art world. When the school
invited people to a debate in 1986, Olle Granath (b. 1940) complained
about what he viewed as the poor quality of contemporary painting,
which Ernst Billgren (b. 1957), then a student at the school, considered
to be a sign of a necessary relaxation of ideas of right and wrong, good
taste, and a normative quality concept.

A PIONEERING COLLEGE OF FINE ARTS

Towards the end of the decade, when the new art had consolidated its
position to a greater extent, Valand also began to break new ground. A
three-year graduate visual arts course was established on a trial basis for
the first time in Sweden. What was particularly interesting, in the light of
the later history of artistic research at Swedish universities and colleges,
was the clearly expressed intent of focusing on artistic work and artistic
quality. The intention was not that participants should carry out research
in an academic sense of the word. The course was to be individually
tailored and based on the projects planned by the individual artists, with
minimal outward formalities and maximal flexibility. The common ele-
ments that brought the participants together were theoretical seminars
and discussions in each other’s studios. At the end of the course, there was
to be of a presentation of works of art and a written report on the artistic
process. The course was also regarded by participants as fertile context
for those wanting ‘to drive their issues further’, ‘to put their work in per-
spective’, ‘to have an opportunity for discussion and stimulation’, and ‘to
make changes in their art’. It was a course that thus seemed to provide an



Formalian var minimal och flexibiliteten maximal. De gemensamma
arbetsformer dér deltagarna traffades var teoriseminarier och samtal
1 varandras ateljéer. Slutredovisningen skulle ske genom en presen-
tation av verk och en skriftlig rapport om den konstnérliga arbets-
processen. Kursen uppfattades ocksa av deltagare som ett 16fte om
ett handlingsutrymme fér den som ville ”driva sina fragestallning-
ar langre”, "sitta sitt arbete 1 perspektiv”, "fa mdjlighet till samtal
och stimulans” och ville "vixla ut niagot ur konstnérskapet”. Det
var en kurs som alltsd syntes ge mojlighet att férena reflektion och

konstnarligt arbete, svar att astadkomma pé egen hand i ateljén.?

GOTEBORGS UNIVERSITET - ETT RUM AV MOJLIGHETER

En uttrycklig intention hos initiativtagarna var att konsten inte skulle
"forvetenskapligas”. Fran universitetets sida fanns inte heller saidana
férvantningar. Medel {6r konstnarlig forskning hade inrittats vid de
konstnarliga utbildningarna i den svenska hogskolan vid hogskolere-
formen 1977. Vid Géteborgs universitet stod man mycket positiv till
att utveckla sadana former f6r kunskaps- och kompetensférdjupning
och det var férankrat pa ledningsniva: férvaltningschefen Lars Gur-
mund (1918-1999), till exempel, formulerade ett starkt stod f6r de
konstnérliga utbildningarnas autonomi och behov av artegna utbild-
ningsformer dven pa hogre nivaer.* Manga av de konstnérligt verk-
samma, 1 synnerhet pa musikersidan, hade 1 sin tur ocksa en 6ppen,
nyfiken och oriddd attityd infér méten med akademiska metoder och
teorier.” Det fanns vid larosatet under 1980-talet salunda en stark till-
tro till den konstnirliga forskningens utvecklingsméjligheter. Denna
tidiga institutionella férening av konst och vetenskap bildade darfor
vad vi kan kalla ett rum av méjligheter for kursens tillblivelse. Dar
kunde individuella dispositioner och intressen hos enskilda individer
omsittas till praktiker i ett institutionellt ramverk och, viktigast av
allt, ges ekonomiska resurser.

Det var i synnerhet genom den samlade erfarenheten hos, och
tidigare moten mellan, tva individer som kursen mojliggjordes:
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opportunity to combine reflection and artistic work, which was difficult
to achieve alone in the studio.’?

UNIVERSITY OF GOTHENBURG - A SPACE OF POSSIBILITIES

It was an explicit intention of the initiators that the art should not be
‘turned into an academic discipline’. Neither did the university have
any such expectations. Funds for artistic research had been established
at Swedish colleges of fine arts in connection with the 1977 university
reform. The University of Gothenburg was very positive about devel-
oping such forms of knowledge and competence development and this
had management support; the head of administration, Lars Gurmund
(1918-1999), formulated strong support for the autonomy of fine arts
programmes and the need for specific educational forms at the graduate
level as well.* Many of the artistically active, particularly in the field of
music, also had an open, inquisitive, and fearless attitude toward encoun-
ters with academic methods and theories.” In the 1980s, the university
thus showed strong confidence in the development potential of artistic
research. This early institutional union of art and scholarship therefore
created a space of possibilities for the course’s inception, where individual
talents and interests could be transformed into practices in an institutional
framework and, most importantly, provided with financial resources.

The course was facilitated, in particular, by the common experience
of and previous meetings between two individuals: the Valand principal,
Birger Boman (b. 1926), and the senior lecturer in the theory of science
at the University of Gothenburg, Géran Wallén (b. 1937). They had
previously cooperated in graduate architectural education at the Royal
Institute of Technology in Stockholm and had been united by their com-
mitment to combining, integrating, and understanding practice-based
knowledge in an academic context. Boman’s strong defence of Valand’s
artistic autonomy was also crucial. He was a truculent principal, who,
during his time at the school, did not waver in asserting the school’s dis-
tinctive character and special needs.’



prefekten vid Valand, Birger Boman (f. 1926), och docenten 1
Vetenskapsteori vid Goteborgs universitet, Goran Wallén (f. 1937).
De hade tidigare samarbetat vid forskarutbildningen f6r arkitekter
vid Kungl. tekniska hogskolan 1 Stockholm och hade férenats genom
sitt engagemang 1 fragan om hur praktikgrundad kunskap kunde
forenas, integreras och forstas 1 ett akademiskt sammanhang. Avgo-
rande var ocksd Bomans starka vdrnande av Valands konstnarliga
autonomi. Han var en stridbar prefekt som under sin tid vid skolan
inte vdjde for att hdvda skolans sarart och speciella behov.

ETT OPPET HANDLINGSUTRYMME FOR KONSTNARLIG REFLEKTION

Den som vill veta mer om vilka deltagarna och ldrarna var och vad fér
slags konstnarliga arbeten som genomférdes har inte manga kéllor
att vinda sig till. I arkiven finns bara fragment kvar av verksamheten
och deltagarnas minnen varierar.” Kursen inrittades pa férsok och
innehall och tyngdpunkter skiftade ar fran ar. Den tryckta katalog,
Dokumentation av konstnéirligt utvecklingsarbete. Konsthogskolan Valand 1993,
som redovisar nagra av deltagarnas arbeten, uppvisar en heterogen
skara konstnérer: Pia Hedstrom (f. 1960), Stefan Uhlinder (f. 1953),
Lars Géran Nilsson (f. 1954), Asa Projts (f. 1959), Jorgen Svensson
(f. 1958), Anders Nilsson (f. 1964), Irene Westholm (f. 1953) och
Bengt Olof Johansson (f. 1959). Det finns inte heller vid en forsta
anblick av verken 1 katalogen nagon given gemensam konstnérlig
ndmnare. Det stimmer ocksa med minnen fran kursen. Davarande
prefekten Birger Boman, men ocksd flera av deltagarna, lyfter fram
att de som sokte sig till kursen saknade likartade kynnen eller am-
bitioner, annat dn att de sag en mojlighet att utveckla vidare dimen-
sioner 1 det konstnérliga arbetet som inte var atkomliga via det var-
dagliga ensamarbetet.® Samtidigt kan man fraga om det inte ar just
denna gemensamma utgangspunkt som férenar gruppen. Nagon
gemensam konstndrlig hallning, enhetlig produktion eller delat teori-
intresse fanns inte. Deras aktiviteter vittnar istdllet om en gemensam
vilja till férdjupad reflektion, en tilltro till samtalet som redskap och
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AN OPEN ENVIRONMENT FOR ARTISTIC REFLECTION

Anyone wanting to know more about the participants and teaching staff
and the type of artistic projects carried out has few sources to consult.
The archives contain only fragments of the activities, and the partici-
pants’ memories vary.” The course was established on a trial basis, and
the content and focus changed from year to year. The printed catalogue,
Dokumentation av konstndrligt utvecklingsarbete. Konsthogskolan Valand 1993,
which describes some of the participants’ projects, shows a heterogeneous
group of artists: Pia Hedstrém (b. 1960), Stefan Uhlinder (b. 1953), Lars
Géran Nilsson (b. 1954), Asa Projts (b. 1959), Jorgen Svensson (b. 1958),
Anders Nilsson (b. 1964), Irene Westholm (b. 1953), and Bengt Olof
Johansson (b. 1959). Neither is there any clear common artistic denomi-
nator at first sight of the works in the catalogue. This is also consistent
with memories shared about the course. Both the principal at the time,
Birger Boman, and several of the participants emphasize that applicants
to the course had neither similar temperaments nor ambitions, except
that they saw an opportunity for developing further dimensions in their
artistic work, opportunities not available in their everyday solitary work.?
At the same time, the question is whether it was not this common starting
point that united the group. There existed no common artistic attitude,
uniform output, nor shared theoretical interest. Their activities instead
bear witness to a common will for deeper reflection, confidence in discus-
sion as a tool, and an exploratory drive to integrate reflective elements
nto a practical artistic process. Underlying this will can be sensed a readi-
ness to confront artistic problems arising from the postmodern renegotia-
tions of the 1980s, which also demanded a more reflective attitude. The
postmodern cannot then be simply identified as a definite concept or
model, but rather as an articulation of important issues, artistic problems,
and discursive thresholds that the participants were to address.



en nyfikenhet pa att integrera reflekterande moment 1 en praktisk
konstnérlig process. Bakom denna vilja kan man ana en beredskap
till konfrontation med konstnérliga problematiker som sprang ur
1980-talets postmoderna omférhandlingar, vilka ocksa stéllde krav
pa ett mer reflekterat forhallningssitt. Det postmoderna kan da inte
enkelt identifieras som ett givet koncept eller en given mall, men da-
remot som en artikulation av angeldgna fragor, konstnirliga problem
och diskursiva trosklar som deltagarna kom att bearbeta.

POSTMODERN TEORI

Listan 6ver deltagare vid kursens férsta omgang héstterminen 1989
berdttar att fyra deltagare dd antagits. Kursen hade annonserats vid
landets 6vriga konsthogskolor, men de antagna hade alla anknytning
till Géteborg. Ewa Brodin, Bengt Olof Johansson och Peter Hagdahl
(f. 1956) hade alla nyligen avslutat sina studier vid Valand, och
Maria Lindberg (f. 1958) var da inskriven vid konstvetenskapliga
institutionen vid samma universitet. 1990 tillkom de gamla Valands-
eleverna Lars Goéran Nilsson, Jérgen Svensson och Stefan Uhlinder
samt Anders Nilsson fran Fotohogskolan.

Dessa var da unga konstndrer dnnu 1 borjan av sin karridr, men
flera av de framtradande ldrarna vid seminarierna var daremot vid
tiden for den forsta kursen kidnda namn 1 den postmoderna teorins
frontlinje 1 Norden: konstndren och kritikern Mats B (1951-2009),
konstndaren Hein Heinsen (f. 1935), konstvetaren och kritikern
Gertrud Sandqvist (f. 1955) samt konstvetaren och kritikern Tom
Sandqvist (f. 1954). Nédgra av dem hade tidigare framtritt pa sko-
lan vid enstaka tillfillen och var eftertraktade. Studenterna hade till
exempel, bade via kollegor 1 Malmé och via direktkontakter med
utbildningen vid akademien 1 K6penhamn, kanaler till den introduk-
tion till fransk filosofi som Hein Heinsen drivit under 1980-talet.
Filosofen Staffan Carlshamre (f. 1952), som 1986 hade lagt fram sin
avhandling om Jacques Derrida, kom ocksa att engageras i kursen
fran 1990.°
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POSTMODERN THEORY

According to the list of participants in the first course in the autumn term
of 1989, four students were accepted. The course had been advertised at
the other colleges of art in Sweden, but those who were accepted all had
links to Gothenburg. Ewa Brodin, Bengt Olof Johansson, and Peter Hag-
dahl (b. 1956) had all recently completed their studies at Valand, while
Maria Lindberg (b. 1958) was registered at the Department of Art His-
tory at the University of Gothenburg. In 1990, they were joined by three
former Valand students, Lars Goéran Nilsson, Jérgen Svensson, and Ste-
fan Uhlinder, as well as Anders Nilsson from the School of Photography.

The aformentioned were then still young artists at the beginning of
their careers. However, several of the seminar teachers were at the time of
the first course well-known names in the forefront of postmodern theory
in the Nordic region: the artist and critic Mats B (1951-2009), the artist
Hein Heinsen (b. 1935), the art historian and critic Gertrud Sandqvist (b.
1955), and the art historian and critic Tom Sandqvist (b. 1954). Some of
them had previously participated on occasion in the school’s teaching and
were much in demand. Through their colleagues in Malmé and direct
contacts with the education at the Academy in Copenhagen, the students
had, for example, channels to the introduction to French philosophy of-
fered by Hein Heinsen in the 1980s. The philosopher Staffan Carlshamre
(b.1952), who had submitted his dissertation on Jacques Derrida in 1986,
was also involved in the course starting in 1990.°

The list of course teachers and the subjects covered is sufficient to
confirm that the course activities coincided with postmodernism’s institu-
tional establishment in fine arts education. Around 1990 there was a de-
cisive change in attitude to the importance of language in graduate visual
arts programmes. Seminars and courses were increasingly designed to
respond to the growing interest in theory and philosophy in the art world.
The need for compulsory theoretical courses and written assignments
also began to be discussed. The programmes at the Royal University
College of Fine Arts (which lacked such elements) were also criticized at
that time by the critic Lars O Ericsson for providing an ‘anti-intellectual’
education. In the middle of the decade, the influence of academics on
the schools was thus marked, and philosophers, critics, and art theoreti-



Det racker med listan &ver kursens lararnamn och de dmnen de
behandlade for att kunna sdga att verksamheten vid kursen sam-
manfoll med postmodernismens institutionella etablering 1 konst-
nérsutbildningen. Kring decennieskiftet 1990 skedde en avgdrande
férandring 1 forhallningssittet till sprakets betydelse 1 de hogre bild-
konstnérliga utbildningarna. Seminarier och kurser kom 1 allt hogre
grad att utformas som ett svar pa det vixande intresset for teori och
filosofi 1 konstlivet. Det var ocksa da som behovet av obligatoriska
teorikurser och skriftliga uppgifter borjade diskuteras. Vid denna tid
kritiserades ocksa Kungl. Konsthdgskolans utbildning (som saknade
sddana inslag) av kritikern Lars O Ericsson for att férmedla en "anti-
intellektuell” undervisning. I mitten av decenniet var salunda de
ldrdas inflytande 6ver skolorna patagligt och filosofer, kritiker och
konstteoretiker framtradde regelmaissigt 1 undervisningen. De ldra-
re som framtridde pa Valandskursen kom ocksa fortsatt att spela
betydelsefulla roller i denna utveckling.'

KONSTNARLIG PRAKTIK SOM ARTIKULATION OCH UTSAGA?

Lasta 1 ljuset av denna kontext aterspeglar sparen av projekten, som
de presenteras 1 katalogen Dokumentation av konstndirligt uvecklingsarbete.
Konsthogskolan Valand 1993, arbetsprocesser som star 1 nira anslutning
till manga av tidens viktiga fragor. Stefan Uhlinders, Lars Goéran
Nilssons och Asa Préjts redovisningar av sina méleriprojekt ger alla
direkta och indirekta vittnesmal om svarigheterna och utmaningarna
som stod framf6r den som ville arbeta med maleri i en tid nar Gvergi-
vandet av traditionen f6r manga framstod som den enda framkom-
liga vdagen. I tiden tycktes agendan vara satt. Att bara "mala” var inte
mojligt. Istéllet skulle man utforska "maleriet som en flexibel prak-
tik som maste vdnda sig bort fran sina egna interna angeldgenheter
for att na fornyelse”. Projts bearbetning av kartbilder, Lars Goéran
Nilssons installationer och Uhlinders text/praktik ger en omedel-
bar belysning av denna utmaning som maleriet stod infér. Uhlinder
stillde ocksa uttryckligen fragan hur den konstnar kunde agera som,
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cians regularly participated in the instruction. The teachers who partici-
pated in the Valand course also continued to play significant roles in this
development."

ARTISTIC PRACTICE AS ARTICULATION AND STATEMENT?

FIG. 9

FIG. 10

In light of this context, the vestiges of the projects, as presented in the
catalogue Dokumentation av konstndrligt uvecklingsarbete. Konsthogskolan Valand
1993, reflect artistic processes that are closely connected with many of the
importantissues of the time. Stefan Uhlinder’s, Lars Géran Nilsson’s, and
Asa Projts’s reports on their painting projects all bear direct and indirect
witness to the difficulties and challenges facing anyone wanting to work
with painting at a time when the abandonment of tradition appeared for
many to be the only practicable route. The agenda seemed to be set by
the times. Merely ‘painting’ was not possible. Instead, the artist had to
explore ‘painting as a flexible practice, which must turn away from its
own internal concerns to achieve renewal’. Projts’s manipulation of maps,
Lars Goran Nilsson’s installations and Uhlinder’s text/praxis provide an
immediate illustration of this challenge faced by painting. Uhlinder also
explicitly asked how the artist, who allowed himself to doubt the ‘failure’
of the traditional despite the conviction of the times, could act: how could
painting in its original form be made ‘playable’?"!

Both Lars Goéran Nilsson’s painting project and Anders Nilsson
and Jorgen Svensson’s project Lars Lithell’s Meetings (Lars Lithells moten)
point forward to practices that would later be summarized as relational
aesthetics. The interest in social interaction is marked in these projects.
Nilsson discusses the necessity of (and his own discomfort at) the ‘inter-
ventions’ he made with his paintings and objects in an inmate’s cell and
in a corridor at Hérlanda remand prison, in a refugee facility, and on
buildings in central Gothenburg. The meetings and communication with
the public are here part of the work of art. In Lars Lithell’s Meetings, 55 meet-
ings between a number of selected real individuals (both unknown and
well-known people such as the politician Margot Wallstrém, the musician
Sven-Erik Magnusson, or the actor Richard Wolff) and the fictitious Lars



tidens 6vertygelse till trots, tilldt sig att tvivla pa det traditionellas
"haveri”: hur kunde maleriet 1 sin grundform goéras ”spelbart”?!!

Lars Goran Nilssons maleriprojekt, liksom Anders Nilssons och
Jorgen Svenssons projekt Lars Lithells moten, pekar bada framat mot
praktiker som senare skulle komma att sammanfattas under rubriken
relationell estetik. Patagligt 1 projekten &r intresset for social interak-
tion. Nilsson diskuterar nédvandigheten av (och det egna obehaget
infér) de "intrdng” som han gjorde med sina malningar och objekt hos
en intagen 1 en cell och 1 en korridor pa Hérlanda hikte, 1 en flykting-
forlaggning och pa husvaggar i Goteborgs innerstad. Motena och
kommunikationen med publiken ér hér en del av verket. I Lars Lithells
moten arrangerades och dokumenterades 55 moten mellan en rad olika
utvalda verkliga individer (savdl okdnda som kidnda personer som
politikerna Margot Wallstrém, musikern Sven-Erik Magnusson eller
skadespelaren Richard Wolff) och den fiktive personen Lars Lithell.
Projektet var en 4n mer langtgaende iscensattning, och dartill ett utfors-
kande, av méjliga former for sociala relationer och méten mellan mén-
niskor, liksom mellan konstens fiktiva niva och en konkret verklighet.'*

Spéren av projekten minner om problematiker férknippade med
postmodernismens diskursiva trosklar, om de olika faser av nedmon-
tering av modernismens materiella medier, gestaltningspraxis, utstall-
ningsplatser, verkbegrepp, genrer och virden som perioden rymde,
och de forsok till alternativa artikulationer som prévades. Sedd pa
detta vis kan man f6rstd kursen som ett utrymme som tillat de annu
unga konstndrerna att préva och utforska aspekter av det egna konst-
nédrskapet mitt 1 verkligheten, dir det ocksd utévades. Uppdraget
férenade konstndrlig gestaltning med reflektioner om densamma,
bland annat genom samtal och teorildsning. Om spéren av verken i
katalogen ldses som fragment av sddana reflexiva processer urskiljs
fler av decenniets kirnfragor: Pia Hedstroms redovisade intresse for
hélrum och tomrum och Bengt Olof Johanssons utpekande av savil
nérvaro som franvaro 1 den avbildade verkligheten sétter omedelbart
igdng associationen till tidens sprakkritiska fragor om tolkningens
och meningens villkor. Irene Westholms intresse for att 1 videomediet
gestalta det kroppsligt upplevda och intensivt fysiskt férnimda klingar
av de kvinnliga konstnérernas vixande uppmérksamhet kring (den
materiella) kroppens gestaltning 1 (immateriella) digitala medier
under denna tid."”
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Lithell were arranged and documented. This project was an even more
far-reaching staging, and, moreover, an exploration of possible forms for
social relationships and encounters between people, as well as the encoun-
ter between art’s fictitious level and concrete reality.'

The vestiges of these projects are a reminder of the problems associ-
ated with postmodernism’s discursive thresholds, of the different phases
of the deconstruction of modernism’s physical media, creative practice,
exhibition venues, work concepts, genres and the values embraced by
the period, and of the attempts at alternative articulations tested. In this
light, the course may be understood as a space that allowed the still-young
artists to test and explore aspects of their own artistic work in the midst
of reality, where it was also practised. The assignment combined artistic
creation with reflections on the latter through, for example, discussion
and theoretical reading. If the remnants of the works in the catalogue are
thus read as fragments of such reflexive processes, several of the decade’s
key issues may be discerned: Pia Hedstrém’s recorded interest in cavities
and empty spaces and Bengt Olof Johansson’s demonstration of both
presence and absence in the depicted reality immediately prompt asso-
ciations with the period’s language-critical issues of the conditions for
mterpretation and meaning. Irene Westholm’s interest in using video to
depict corporal experience and intense physical perception resonate with
the increasing interest women artists had in the depiction of (the material)
body’s representation in (non-material) digital media at that time."

AN IMPORTANT PART OF HISTORY

The course thus opened up a setting for the articulation of artistic prob-
lems (and their solutions) in both theory and practice. Marked similari-
ties can be seen with other fine arts graduate programmes, as carried on
elsewhere somewhat later in the 1990s. Jan Kaila (f. 1957) describes his
graduate studies at the Finnish Academy of Fine Arts in Helsinki, in 1997,
in terms very reminiscent of the Valand course: “The starting points for
our studies were radical, perhaps utopian’. As at Valand, the Helsinki
programme focused on individual projects. The core activities consisted



EN BETYDELSEFULL DEL AV HISTORIEN

Kursen 6ppnade sdlunda upp handlingsutrymmen for artikulation
av konstndrliga problem (och dess 16sningar) 1 bade teori och prak-
tik. Det gar att se patagliga likheter med annan konstnérlig forskar-
utbildning, som den bedrevs vid andra platser nagot senare under
1990-talet. Jan Kaila (f. 1957) beskriver sina forskarstudier vid Bild-
konstakademien 1 Helsingfors 1997 1 termer som mycket paminner
om Valandskursen: "Utgangspunkterna fér var utbildning var ra-
dikala, kanhdnda utopistiska”. Liksom pa Valand lag Helsingforsut-
bildningens fokus pa individuella projekt. Kédrnverksamheten bestod
av arbetsseminarier med verken i centrum. ”Systematisk undervis-
ning” 1 skrivande, metod och teori saknades, "eftersom man antog
att forfardigandet av utforskande konstverk skulle producera varje
students individuella metoder for att skapa ny kunskap”. Liksom pa
Valand utgick utbildningen 1 Helsingfors ifran att det konstnarliga ar-
betet och verken var “den visentligaste delen av forskningen”.!* Det
finns ocksa skl att tro att erfarenheterna fran Valandskursen spreds
och sadde fron. Kring 2000 startade Konsthégskolan 1 Malmé, un-
der Gertrud Sandqvists ledning (tidigare seminarieldrare pa Valands-
kursen), en bildkonstndrlig forskarutbildning dér ”tyngdpunkten”
pa ett likartat sitt 1ag pa "sjalvstandigt konstnarligt arbete och [...]
att nd en fordjupad konstndrlig mognad”. Dar deltog ocksa som dok-
torand den foérre Valandseleven Matts Leiderstam (f. 1956), gene-
rationskamrat och kollega med flera av de studenter som deltog 1
Valandskursen.” Kursen pa Valand kom ocks3 att spela en viktig roll
for den fortsatta utvecklingen av konstndrlig forskning vid skolan
och utgor dir ett betydelsefullt arv.'

Kursen kan alltsa ses som en del av den konstnérliga forskning-
ens framvaxt och etablering. Inte ovintat gar det ocksa att se att
de problem som kursen drogs med senare kom att formuleras som
den konstnirliga forskningens problem. Pa Valandskursen var karn-
fragan teorins plats och betydelse 1 kursen och den fick aldrig nagon
tillfredstéllande 16sning. Efter den férsta arskursen framfordes kritik
mot att teoriinslagen haft dalig férankring 1 det praktiska arbetet,
varit alltfér abstrakta och inte anknutit till det konstnarliga arbetet
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of seminars centred on the works of art. ‘Systematic teaching’ in writing,
method, and theory was lacking, ‘since it was assumed that the making of
explorative works of art would develop each student’s individual meth-
ods for creating new knowledge’. As at Valand, the Helsinki programme
assumed that the artistic process and the works of art were ‘the most im-
portant part of the research’!* There is also reason to believe that experi-
ences from the Valand course spread and took root. Malmé Art Academy,
under Gertrud Sandqvist’s leadership (previously a seminar teacher in
the Valand course), started a graduate visual arts programme around
2000 in which the ‘emphasis’ was similarly on ‘independent artistic work
and ... on achieving deeper artistic maturity’. The former Valand student
Matts Leiderstam (f. 1956), a contemporary and colleague of several of
the students in the Valand course, also participated in this programme as
a graduate student.”” The Valand course was also to play an important
role in the continued development of artistic research at the school and
provides a significant heritage.'®

The course can thus be seen as part of the development and establish-
ment of artistic research. Not unexpectedly, it can also be seen that the
problems faced by the course were later formulated as the problems of
artistic research. For the Valand course, the key issue was the place and
importance of theory in the course, and this was never satisfactorily re-
solved. Following the first year, there was criticism that the theoretical ele-
ments were poorly embedded in the practical work, were too abstract, and
had no connection with the artistic process and the participants’ needs.
These theoretical elements were therefore reduced in the second course,
and then stressed once again in the third course. This ambivalence to
and difficulty in handling academic theory, method and outward forms
are also seen in Henrik Karlsson’s summary of the development, nature,
and problems of graduate arts education in 2001, where he highlights the
conflicts, differences, and irreconcilable views on scholarly and artistic
methods as characteristic of the area’s development.”

When the course began at the turn of the 1990s, the concept had nev-
er before been tried at a Swedish college of fine arts. It thus represented a
new approach to fine arts education, which was unique at that time. The
project deserves to be highlighted as a leading-edge initiative and a result
of circumstances not found at any other Swedish college of fine arts. The
course was provisional and had insufficient financial and other resources
in those early years, and consequently never achieved any stability. At



och deltagarnas behov, 1 den andra kursen reducerades darfér de
teoretiska inslagen, for att &nyo komma att betonas 1 den tredje om-
gangen. Denna ambivalens infér och svarighet att hantera akademisk
teori, metod och formalia framtriader ocksé 1 Henrik Karlssons sam-
manfattning av den konstndrliga forskarutbildningens utveckling,
karaktdr och problem 2001. Han lyfter dér fram konflikter, motsitt-
ningar och of6renliga uppfattningar kring vetenskapliga och konst-
nérliga metoder som ett kdnnetecken for omradets utveckling."”

Nar kursen startade vid decennieskiftet 1990 hade idén aldrig
tidigare provats vid en svensk konsthégskola. Den representerar dar-
med ett nytdnkande kring bildkonstnarlig utbildning som var unikt
vid tiden. Projektet fortjénar att lyftas fram som ett initiativ 1 fram-
kant och ett resultat av omstandigheter som inte fanns vid nagon an-
nan svensk konsthégskola. Kursen forblev under dessa tidiga ar pro-
visorisk, ekonomiskt och resursmissigt undernird, och nadde aldrig
nagon stadga. Samtidigt var den 6ppen, prévande och tillatande, och
lyckades med att samla konstnérer av olika art och intressen. Den
konstnarliga forskningens rum vid universiteten idag ter sig inte alla
lika 6ppna och forutsittningslosa.'®

the same time, it was open, exploratory, and permissive, and succeeded
in attracting artists of different types and interests. The place of artistic
research at universities today does not appear as open and unbiased.'®

TRANSLATED FROM SWEDISH BY
JANET COLE
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ANNIKA OHRNER

JELLO - ETT SKRATT | BRISTENS TID
FEMINISTISKA STRATEGIER PA VALAND | SLUTET AV 1980-TALET

Hur kan konstndrliga handlingsutrymmen skapas 1 tider av fériand-
ring? Vilka positioner dr mdjliga, vilka incitament finns till att réra sig
1 en riktning som senare visar sig leda till nagot viktigt? I efterhand
skapas berittelser om dessa processer. Nagra har starkare lyskraft
och reproduceras av konstfaltet medan andra, som den som skall
aterges har, dr mer vacklande konstruktioner som maste eftersokas
utanfor bade stralkastarljus och arkiv. Under 1980- och 1990-talen
skedde avgorande forandringar 1 konsten. Nar det giller den natio-
nella berittelsen brukar 1987 beskrivas som ett 6desér, och inflytan-
det fran den amerikanska konstscenen som en avgorande idéstrom-
ning.! For att kunna ringa in hur postmodernismen kom att tas upp 1
en ung konstndrsgeneration maste man 1 sjalva verket spana i andra
riktningar.

Jag kommer hidr diskutera hur en egen postfeministisk plattform
skapades av ndgra konstndrer 1 6vergangen fran 1980- till 1990-tal.
I forra volymen av Skiascope pekade Jeff Werner ut nagra aterkom-
mande drag 1 G6teborgskonstens sjilvbild.> Géteborg ar en krdmar-
stad dér det dr ett ideal att vara mdlare, medan det anses suspekt att
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ANNIKA OHRNER

JELLO - ALAUGH IN TIMES OF WANT
FEMINIST STRATEGIES AT VALAND IN THE LATE 1980s

How can artistic spaces of action be conceived in times of changes? What
positions are possible, what incentives are there to move in a direction that
will later prove to lead to something important? Narratives of these proc-
esses are created after the fact. Some are repeatedly reproduced in the art
field, while others, such as the one to be told here, are more uncertain con-
structions that have to be searched for beyond both the spotlight and the
archives. In the 1980s and 1990s, decisive changes took place in the field
of art. When it comes to the Swedish narrative, 1987 is often mentioned
as a year of destiny, and influence from the American art scene as a crucial
current of ideas.' But to narrow down how postmodernism was absorbed
by a young generation of artists, it is necessary to look elsewhere.

I'will here discuss how a postfeminist platform was created by certain
artists in the transition from the 1980s to the 1990s. In the latest issue of
Skiacope, Jeff Werner pointed to certain recurring characteristics of the
self-image of Gothenburg artists.? He argued that Gothenburg is a city
of Mammon, where it is ideal to be a pawnter but suspect to be an artist.
Painters do not intellectualize their art. The ability to verbalize is directly
inverse to the degree of artistic talent. In Gothenburg, the real artists - i.e.
the painters —look for the deeper currents and therefore forgo paying atten-
tion to which way the wind blows. A ‘bold’ painter can be told apart from
those who, regardless of how much they actually paint, are not painters
at all. To tell the difference you have to understand the notions that are
part of the Gothenburg painting tradition.?

An unspoken assumption, deeply embedded in the discourse, is that
the painter, in this local sense of the word, is a man. It is important to ac-



vara konstndr. En malare intellektualiserar inte sin konst. Férmadga att
verbalisera stir 1 omvént férhallande till graden av konstnarlig be-
gavning. I Goteborg ar de riktiga konstnérerna — alltsa malarna — ute
efter djupare stromningar och avstar darfor fran att hoppa pa nya
vindriktningar. En "frack malare” kan sarskiljas fran dem som, helt
oavsett hur mycket de faktiskt malar, inte &r nagra malare alls. For att
kunna forsta skillnaden kravs att man ar inférstadd med de pabud
som ingar 1 den goteborgska maleritraditionen.?

Att en malare 1 denna lokala bemirkelse av ordet dr en man ér en
outtalad forutséttning, djupt inbaddad 1 diskursen. Kénspréglingen
1 sjalvuppfattningen och de effekter den har haft f6r verkliga aktorer
och deras rorelseutrymme ar viktiga att uppfatta. Konst 1 nya medier,
liksom performativa och andra postmoderna uttryck, mottogs dven
de med skepsis 1 sammanhanget. Var dessa former 6ver huvud taget
konst? Nya kulturella yttringar fick trots detta en sérskild grogrund
1 Goteborg under 1980- och 1990-talen. I det vakuum som avsak-
naden av ett starkt institutionellt konstliv bildade uppstod en mycket
néringsrik mylla av klubbliv och fristdende utstillningsinitiativ.

I den goteborgska situationen hade det feministiska sparet delvis
sin egen logik. P4 "Réda Valand” runt 1968 stortades och ifrdgasattes
auktoriteter och maktpositioner. Den elevkdr som tog dver styret
pé skolan hade dock uteslutande manliga ordféranden och huvud-
aktorer. Att sedan ocksa lararkdren var genomgdaende manlig var en
lika given forutsattning diar som pa Kungl. Konsthégskolan 1 Stock-
holm.* De kvinnliga elever som ville delta i revolten fick bade bildligt
och bokstavligt finna sig 1 underordnade sekreterarroller.” Négra av
de konstndrer som lite senare, just 1 Géteborg, skulle etablera den
textila feministiska konsten, hade gatt pa Valand. Det ér signifikativt
att det var forst dd de var utanfor skolan, och férst da de arbetade
1 andra medier &n maleri, som fullt handlingsutrymme erévrades.®

Vilka positioner var da mdjliga att inta fér kvinnliga konstnérer 1
det postmoderna skedet? Svaret beror pa hur man definierar denna
omvandlingstid och vilket perspektiv man antar. Nya medier tycks
ha erbjudit mgjligheter f6r kvinnliga konstnérer att distansera sig
fran etablerade strukturer och skapa sig frirum. En liknande process
skedde globalt. Jag avser hdr inte framstilla nagra enkla eller lasta
relationer mellan motsatsparen maleri och nya medier & ena sidan
och konstnirer av manligt och kvinnlig kén a den andra. Sjalvklart
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knowledge the gender imprint on self-image and the effect it has on real
participants and their space of action. Art in new media, like performative
and other postmodern expressions, were also received with scepticism.
Were these even art? In spite of this, Gothenburg was a breeding ground
for new cultural manifestations in the 1980s and 1990s. The vacuum left
by the absence of a strong institutionalized art scene paved the way for a
lively club scene and independent exhibition initiatives.

In Gothenburg, feminism has its own genealogy. In the ‘red’ Valand
School of Fine Arts, around 1968, authorities and positions of power were
questioned and overthrown. However, the presidents and main partici-
pants of the student body that took over the school were all male. It was
a given that all the teachers were men, at Valand as well as at the Royal
University College of Fine Arts in Stockholm.* The women students who
wanted to be part of the rebellion had to accept subordinate secretarial
roles, figuratively and literally speaking.” Some of the artists who would
later on, in Gothenburg, establish feminine textile art, had been students
at Valand. It is significant that it was only once they were outside the
school, and only when they worked in media other than painting, that
they acquired full freedom of action.®

What positions, then, were available to female artists in the postmod-
ern period? The answer depends on how this time of change is defined
and what perspectives are assumed. New media appear to have offered
new possibilities for women artists to distance themselves from estab-
lished structures and to create working spaces for themselves. A similar
process took place on a global scale. I do not here aim to present any
simple or set relations between opposites: painting and new media on the
one hand, and male and female artists on the other. Obviously, the artistic
practice was more complex. Female and male artists alike worked with
painting that clearly contrasted with modernism. But the deep tradition
that painting represents in the field of art was unusually well entrenched
in Gothenburg.

How was a young female artist at Valand in the late 1980s and early
1990s to relate to this tradition? How was postmodernism to be interpret-
ed and made possible, if it is assumed that it was not necessarily formed
by exhibitions and press debates in Stockholm, or exclusively by impres-
sions from American postfeminism? The following is not a survey of the
entire field outlined above, but a case study of how a few women artists
formed their work in a specific historical and local situation.’



var den konstnirliga praktiken mer komplex 4n sa. Bade kvinnliga
och manliga konstndrer arbetade med ett maleri som tydligt brét mot
modernismen. Men den djupa tradition som malerikonsten dnda re-
presenterar pa konstens falt hade ett ovanligt seglivat faste 1 Géteborg.
Hur kunde en ung, kvinnlig student vid Valand runt decennieskiftet
1990 forhalla sig till denna tradition? Hur kunde postmodernismen
uppfattas och mgjliggdras, om man antar att den inte ndédvindigtvis
formades av utstéllningar och pressdebatter 1 Stockholm eller uteslu-
tande av intrycken fran amerikansk postfeminism? Det f6ljande ar
inte en kartlaggning av hela det omfattande falt jag skisserat ovan,
utan en fallstudie av hur ndgra kvinnliga konstnérer formerade sitt
arbete 1 den specifika historiska och lokala situationen.’

ABJEKTALT PA ROTOR

Skratt och babbel hors fran hoglalarna. Ett smalt och reshgt vitt bord star i mitten
av ett gallerirum. Platsen dir Valands elevgalleri Rotor pa Vasagatan @ Goteborg
vdren 1991. Nagra konstnérer trider in med en rund bunke fylld med ett dall-
rande innehdll. De har kollektivt tillverkat 80 kilo gelé med hjilp av Fell-0®
De stiilper upp geléklumpen pa det vita bordet, dér den star kvar under nagra
magiska minuter. Till sist blir de inre spinningarna for starka, klumpen implo-
derar och gelén sprider ut sig i rummet i ett slags slow-motion. Klumparna losgor
sig forst langsamt men faller eflerhand allt snabbare och landar tungt pa golvet
med ett “splatt”. Under resten av utstillmngsperioden ligger de kvar och sprider
en lditt doft av syntetisk jordgubbssmak. Ur hogtalarna fortsitter ljuden av skratt,
babbel och reciterade Kristeva-texter stromma ut.

Fello skapades av nio konstnirer, Maria Bjurestam (f. 1961),
Cecilia Darle (f. 1961), Vanja Gyllenskold (f. 1962), Gunilla
Hansson (f. 1961), Annika Lundgren (f. 1964), Susanna Nygren
(f. 1956), Cecilia Parsberg (f. 1963), Marie Sjolander (f. 1954) och
Elin Wikstrém (f. 1965), vilka under en tid befann sig samtidigt
som elever pa Valand.’ Den process de inledde tillsammans hdsten
1990 var forst och framst intern, men den manifesterade sig ocksa
1 utdtriktade projekt. Fello aterupplivades pa International Audio
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ABJECTION AT ROTOR

FIG. 11-14

Laughter and chatter emanate from the speakers. A small but tall white table sits in
the middle of a gallery room. The location is Valand’s student gallery Rotor, on Vasa-
gatan in Gothenburg, in the spring of 1991. Several artists enter with a round bow!
Silled with a wobbly substance. They have collectively produced 80 kilos of jelly, using
Jell-O8 They empty the blob of jelly onto the white table, where it sits for a few magic
manutes. Finally, when the internal tensions become too stong, the blob implodes and the
Jelly spreads through the room in a kind of slow motion. Lumps are released, slowly at
Jirst but gradually faster, and land heavily with a splat on the floor. For the duration
of the exhibit, they stay on the floor and give off a light scent of strawberries. Sounds of
laughter, chatter, and recited Kristeva texts keep pouring out from the speakers.

Fello was created by nine artists: Maria Bjurestam (b. 1961), Cecilia
Darle (b. 1961), Vanja Gyllenskdld (b. 1962), Gunilla Hansson (b.
1961), Annika Lundgren (b. 1964), Susanna Nygren (b. 1956), Cecilia
Parsberg (b. 1963), Marie Sj6lander (b. 1954), and Elin Wikstrém (b.
1965), who for a time were all students at Valand together.’ The proc-
ess they started in the fall of 1990 was primarily internal, but it was also
manifested outwardly through various projects. Jello was revived at the
International Audio Video Experimental Festival in Arnhem, Holland, in
November 1991. To the disappointment of the artists, that blob collapsed
without the magic delay that happened at Rotor. In January of 1992, a
work was created by the group at the top of Ralph Erskine’s skyscraper
Lilla Bommen, colloquially referred to as ‘Lappstiftet’ (the Lipstick) and
built by the construction company Skanska, in 1989. The building was
planned by the City of Gothenburg and at the opening it contained the
Skanska headquarters. Now there was a recession, and numerous floors
in the skyscraper stood vacant. From the desolate offices you could look
down on barracks built to accommodate refugees from Bosnia. Nineteenth
Floor (Nittonde viningen) was the name of the exhibition that opened on
29 February 1992. A small tent for two was raised in the echoing of-
fice space, presented together with wall texts that spoke of location and
exchangeability.

The group from Valand was now starting to draw attention. Isabella
Nilsson (b. 1954), head of Mdlndal Art Gallery (Mdlndals konsthall),
engaged the group, and the exhibition CONE (STRUT) was shown there



Video Experimental Festival 1 Arnhem, Holland 1 november 1991.
Den versionen f6ll till konstnirernas besvikelse thop utan den ma-
giska fordrojningen som intraffat pa Rotor. I januari 1992 skapades
ett verk hogt upp 1 Ralph Erskines skyskrapa Lilla Bommen, 1 folk-
mun “Lappstiftet”, uppford av byggforetaget Skanska 1989. Huset
hade projekterats av Goéteborgs Stad och vid invigningen inrymde
det Skanskas huvudkontor. Nu var det lagkonjunktur och 1 skra-
pan gapade manga outhyrda vaningsplan tomma. Fran de 6dsliga
kontorslokalerna kunde man titta ner pa baracker iordningsstéllda
at flyktingar fran Bosnien. Nitfonde viningen hette utstallningen som
oppnades den 29 februari 1992. Ett litet tvdmanstalt var uppstallt 1
det ekande kontorsrummet, presenterat tillsammans med vaggtexter
som talade om plats och utbytbarhet.

Gruppen frin Valand bérjade nu fa uppmérksamhet. Isabella
Nilsson (f. 1954), chef for Mélndals konsthall, bjéd in dem och ut-
stillningen STRUT visades dir 5 september—11 oktober 1992, den-
na gang med individuella presentationer.”’ Projektet Be Connected och
utstéllningen Konstndrer visar konstndrer, presenterades 1 Rix Linkipings
konsthall varen 1993."" Nagra av gruppens konstnérer bjod in elva
kollegor att dels visa sina verk, dels genomféra en offentlig diskus-
sion kring konstnarsrollen. Be Connected var ett f6rsok att aterta tolk-
ningsforetradet fran konstvarldens olika aktérer och att diskutera
konstnirens roll pa konstscenen. De ville underséka "mojligheterna
att agera1konstndrsrollen”. Det blev det sista gemensamma projektet.

Jello-gruppens arbete var kollektivt, bars av en vilja att diskutera
konstnérsrollen och av att skapa skulptur 1 dynamiska rumsliga
situationer.

ATT GORA ANNAT

Som en roéd trad 1 projektet gick en vilja till dialog och en stravan
att fanga upp nya teoretiska modeller och géra dem till sina egna.
Gruppen hade inte nagot uttalat feministiskt program. Det avgdran-
de var att samlas som kvinnor och arbeta med stdd och seri6s kritik
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from 5 September through 11 October 1992, this time with individual
presentations.'’ The project Be Connected and the exhibition Artists Present
Artists (Konstndirer visar konstndrer) were presented at Rix Linkoping Art
Gallery (Rix Link6pings konsthall) in the spring of 1993.!! Some of the
artists in the group invited in 11 colleagues, partly to show their work, and
partly to hold a public discussion on the role of the artist. Be Connected
was an attempt to recover the right to interpretation from different actors
in the art world, and to discuss the role of the artist in the art scene. They
wanted to examine ‘the possibilities to act in the role of the artist.” It was
their last joint project.

The work of the Jello-group was collective, and it was permeated by
a desire to discuss the role of the artist and to create sculpture in dynamic
spatial situations.

TO DO SOMETHING ELSE

Recurring throughout the project was a desire for dialogue, as well as
an aim to detect new theoretical models and make them one’s own. The
group did not have an explicit feminist platform. The important thing was
to gather as women and to work with the support and serious review of
each other’s work, and to have fun. Cecilia Parsberg described the school
atmosphere that the group developed out of:

Ernst [Billgren] did his thing, [Peter] Hagdahl did his. ... You were supposed to do your thing
and be secretive. I have never been interested in that. There were many of us who wanted to
have a dialogue, to see each other. Women use new technology; they see themselves. It felt safe
and was a basis of inspiration rather than existential anxiety or suicide. They had been talking

over the heads of women.!?

At first there were no plans whatsoever to make art together. Instead, the
women formed a reading group around an anthology of Julia Kristeva’s
texts that had just been published in Swedish.'? Elin Wikstr6m remem-
bered:



av varandras verk, och att ha roligt. Cecilia Parsberg beskriver den
stamning pa skolan som gruppen uppstod ur:

Ernst [Billgren] gjorde sitt, [Peter] Hagdahl gjorde sitt. [...] Man skulle gora sitt och vara
hemlig. Jag har aldrig varit intresserad av det. Vi var manga som ville vara 1 dialog, s& far
man syn pé varandra. Kvinnor anvénder den nya tekniken, far syn pa sig sjalva. Det gav
trygghet och en bas av lust istallet f6r av existentiell dngest eller sjalvmord. Man hade talat

over kvinnors huvuden.'?

Det fanns f6rst inga planer alls pa att gora konst thop utan man sam-
lades 1 en lasecirkel kring en antologi med Julia Kristevas texter som
just kommit ut pa svenska.'® Elin Wikstrém minns:

Upplagget var sa att den vi var hemma hos lagade maten. Efter maten diskuterade vi texter
som alla hade ldst i férvag. Bland annat laste vi Julia Kristeva. Det var otroligt intressant
att gora sddana seminarier. Om jag lagade maten s& var det ndgon annan som holl i textlds-
ningen. Da var nista ateljébesok hos mig. Det var give and take liksom. Vi pratade mycket
om abjektet och den Andre och hela det feministiska perspektivet. Det var de diskussionerna
som fick mig att intressera mig for den amerikanska feministiska konstrérelsen och perfor-

mancekonsten. Allt det dir hinde samtidigt.**

Cecilia Darle beskriver det ocksd som att gruppen uppstod ur “en
fundamental brist pa allt vi var intresserade av”.!* Valandldrarnas
motstdnd mot ny teori var 1 allménhet patagligt. Elin Wikstrém, som
hade intresse for performance och att arbeta dialogiskt, vittnar ocksa
om denna brist pa teori och diskussion pa skolan. Hon upplevde
ocksa ett tydligt motstand 1 ute 1 konstlivet:

Instillningen hos framfor allt dldre konstnérer i stan, men ocksa fran andra studenter, var
vildigt negativ. Man blev upptryckt i ett hérn pé en fest och fick st till svars fér att man
hade annorlunda idéer och kritiserade maleriet och den klassiska skulpturen. [...] Jag tror att
dynamiken i gruppen berodde pé att det fanns likheter men ocksé stora olikheter mellan oss
som personer, mellan vad som engagerade oss 1 ateljén, 1 vara arbeten. Det var en jattebra
utgangspunkt. Nu nér jag undervisar sjdlv sa héller jag fram vikten av att komma in i teorin

pé eget initiativ. Det 4r nog den bésta start man kan fa.'

Nya medier och ny teori passade inte in 1 "malarkérrets” sjalvbild.
Det blev nédvindigt att samlas och bérja bygga en egen plattform.
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The concept was that the one whose house we were in prepared the food. After eating we dis-
cussed texts that everyone had read in advance. One of the authors we read was Julia Kristeva. It
was incredibly interesting to do these seminars. If I cooked the food, someone else led the reading
of the text. Then the next studio visit was at my place. It was sort of a give-and-take situation.
We talked a lot about the abject and the Other and the whole feminist perspective. It was those
discussions that got me interested in the American feminist art movement and performance art.

All that happened at the same time.'*

Cecilia Darle also described a situation where the group developed out of
‘a fundamental lack of everything we were interested in.** The resistance
of Valand teachers to new theories was usually obvious. Wikstrém, who
was interested in performance art and in working dialogically, also related
this lack of theory and discussion at the school. In addition, she clearly
experienced resistance in the art scene:

Older artists around town especially, but also other students, had a very negative attitude. You
would be pushed into a corner at a party and made to answer for having different ideas and for
criticizing painting and classic sculpture. ... I think the dynamics of the group were a result of the
similarities as well as the significant dissimilarities between us, between what engaged us in the
studio and in our work. It was a great starting point. Now when I teach, I stress the importance

of studying theory on your own initiative. It is likely the best way to begin.!®

New media and new theories did not fit into the self-image of the Gothen-
burg art scene. It became a necessity to get together and build new roads
from within.

SPREADING THEORIES

There was a noticeable scarcity of women teachers at Valand. Gun Maria
Petterson (1943-2007) was an exception; she came to the school as a
guest teacher in 1987 and was promoted to professor, in 1989. She had
been appointed as the first woman professor at the Royal University Col-
lege of Fine Arts, in 1983. She had an ability to listen to what it was the
students wanted and to arrange financing for their projects. At Valand,



TEORISPRIDNING

Det fanns en kidnnbar brist pa kvinnliga larare pa Valand. Gun Maria
Petterson (1943-2007) var ett undantag. Hon kom till skolan som
gastlarare 1987 och utndmndes till professor dar 1989. 1983 hade
hon utndmnts till Sveriges forsta kvinnliga professor 1 skulptur vid
Kungl. Konsthogskolan. Hon dgde en férméga att lyssna av vad elev-
erna ville ha samt att ordna finansiering till deras projekt. P4 Valand
stottade hon manga elever men hade samtidigt, enligt flera kéllor, en
marginaliserad position 1 ldrarkollegiet."”

Skolan besoktes ocksd av utlindska konstndrer, som Jello-
gruppens medlemmar 1 lite olika grad refererar till. Den danske
skulptéren Hein Heinsen (f. 1935), som fram till 1989 varit pro-
fessor vid Det Kongelige Danske Kunstakademi, bjéds in av Gun
Maria Petterson. Han pekade ut nya mgjliga riktningar fér skulp-
turen. Robin Klassnik och Simon Willis fran Storbritannien var
ocksa formedlare av ett 6ppnare konstbegrepp och uppmanade
till reflekterade konstndrliga positioneringar. Konstnédrerna Helen
Chadwick och Ingrid Orfali var dven de viktiga bestkare ute pa
Hisingen runt decennieskiftet 1990.

Vilken teoriundervisning erbjods pa Valand? Efterlimnade pro-
gram avsldjar inte nagra feministiska perspektiv under perioden
1988-1992. Det ar inte helt latt att utifrdn dem ringa in vilka
teoretiska héllningar som kom till uttryck i undervisningen.'®* Under
lasaret 1989/1990 holls exempelvis en foredragsserie pa temat
"Konceptualiteter 1 bildkonsten 1960-90”, med foreldsare som Hans
Johansson, Tom Sandqvist, Mats B, Mona Sandqvist, Hein Heinsen
och Folke Edwards. Tom Sandqvist (f. 1954) holl darefter, under
hosten 1990, en konst- och idéhistorisk 6versikt som inleddes med
egyptisk konst och 16pte fram till modernismen. Hosten 1991 kom
bland andra Staffan Carlshamre (f. 1952) in med nagra férelasningar
1 vetenskapsteori, vilka var planerade for den konstnérliga forskarut-
bildningen men ocksa delgavs eleverna vid grundutbildningen. "Vi
som gick pa Valand diskuterade 1 fikarummet vad alla dessa begrepp
som anvindes 1 den da samtida konstdebatten betydde teoretiskt och
for oss 1 vart arbete”, berdttar Vanja Gyllenskold. ™
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she supported many students but, according to several sources, at the
same time, she was marginalized by her colleagues."”

The school was also visited by foreign artists, whom the Jello-group
members had varyingly levels of contact with. The Danish sculptor Hein
Heinsen (b. 1935), who until 1989 was a professor at the Royal Danish
Academy of Fine Arts, was invited by Gun Maria Petterson. He pointed
to new possible directions for sculpting. Robin Klassnik and Simon Willis
from the United Kingdom also conveyed a more open art concept and en-
couraged conscious artistic positioning. Artists Helen Chadwick and Ingrid
Orfali were other important visitors at Valand at the end of the 1990s.

What theoretical instruction was offered at Valand? Surviving pro-
grams do not indicate any feminist perspectives in 1988-1992, and it
is somewhat difficult to identify the theoretical positions from the pro-
grams.'® During the academic year 1989-1990, for example, there was a
series of lectures with the theme ‘Conceptualities in the visual arts 1960-
1990, with lecturers such as Hans Johansson, Tom Sandqvist, Mats B,
Mona Sandqvist, Hein Heinsen, and Folke Edwards. Shortly afterwards,
in the autumn of 1990, Tom Sandqvist (b. 1954) gave a survey on the
history of art and ideas, starting with Egyptian art and running up to
modernism. In the autumn of 1991, visiting educators, including Staffan
Carlshamre (b. 1952), spoke on scientific theory in lectures intended for
the graduate students but also offered to undergraduate students. “Those
of us at studying at Valand mulled over coffee the meaning of all these
concepts that were being used in the contemporary art debate, both in the
theoretical sense and in terms of our own work, Vanja Gyllenskold said."

A problem was that the lectures tended to be singular events without
follow-up discussions or seminars. Feminist theory was not presented in
any particular detail. The period as a whole was dominated by male
instructors, even if Gertrud Sandqvist returned at regular intervals with
lectures such as ‘Authenticity in the wrong place’ (spring term 1989) and
‘20®-century art in relation to Romanticism’. Sandqvist recalls that she
spoke about Kristeva and the abject at Valand during this time.?* Not until
the autumn term of 1992 were there any lectures presented that explicitly
thematized feminist perspectives on art.?! This was probably a result of
the Jello-group work and the new questions circulating among students
at Valand.

What new theory, then, had a real influence on the young artists
at Valand? The texts that the Jello-group discussed clearly originated



Problemet var namligen att foreldsningarna ofta var enstaka
inslag utan efterfoljande diskussioner eller seminarier. Inte heller
presenterades feministisk teori sarskilt ingdende. Perioden som hel-
het domineras av manliga foreldsare, &ven om Gertrud Sandqvist
aterkom med jimna mellanrum med férelasningstitlar som ”Auten-
citeten pa fel plats” (vt 1989) och "1900-talets konst 1 relation till
romantiken”. Hon minns sjdlv att hon under perioden talade om
Kristeva och abjektet pd Valand.?® Inte f6rran hostterminen 1992
presenterades foreldsningar som explicit tematiserade feministiska
perspektiv pa konsten.?! Detta var troligen en effekt av Jello-gruppens
arbete och de nya fragor som kommit i omlopp bland eleverna pa
Valand.

Vilken ny teori fick da en reell betydelse for de unga konstna-
rerna pa Valand? De texter som Jello-gruppen diskuterades hade
helt klart ett ursprung 1 kontinental filosofi. Sddan hade redan ti-
digt letat sig in 1 skolan bland annat via Képenhamn. Valand hade
sedan forsta hdlften av 1980-talet néra kontakt med Det Kongelige
Danske Kunstakademi via lararutbyten eller genom att Valandele-
ver helt enkelt tog sig ett studiear dar.** Dar hade sedan 1984 Else-
Marie Bukdahl och Hein Heinsen med flera 6versatt och givit ut ett
antal kompendier och bocker med kontinental filosofi till danska.
Hir presenterades texter av Jean-Francois Lyotard, Jean Baudrillard,
Benjamin Buchloh och Ludwig Wittgenstein med flera.® Texterna
var spridda pa Valand och fanns i biblioteket. En viktig killa till psy-
koanalytisk feministisk teori var ocksa nummer 3 1990 av tidskriften
Stkst, utgiven av Nordiskt konstcentrum.* I en av artiklarna, ”Ab-
jekt”, presenterade chefredaktdren Gertrud Sandqvist begreppet 1 en
associativ text.”> Grunddragen i Julia Kristevas och Jacques Lacans
teorier avhandlades snabbt och associerades sedan vidare in1verk av
sa skilda konstnérskap som Pablo Picasso, Marcel Duchamp, Karen
Finley, and Jenny Holzer. De som f6ljer abjektets princip, ”samman-
taget den samtidiga distansering och underminering av och genom
spraket som dr mojlig om man samtidigt dtrar och férkastar spraket
och lagen, tecknet for den manliga fiktionen”, ar konstnérer som Bar-
bara Bloom, Barbara Kruger, Sherrie Levine, Louise Lawler, Ingrid
Orfali, Cindy Sherman, Rosemarie Trockel och Hannah Villiger, an-
ser Sandqvist.?® Sandqvists férhallande till de teoretiska forlagorna ar
befriande obundet. Samtidigt framstar skillnaderna mellan begrepps-
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in continental philosophy. Such philosophy had already found its way
into the school, partly by way of Copenhagen. Since the first half of the
1980s, Valand had close contact with the Royal Danish Academy of Fine
Arts through a teacher exchange and the fact that Valand students often
spent an academic year there.?” Since 1984, in Copenhagen, Else-Marie
Bukdahl and Hein Heinsen et al. had translated into Danish and published
a number of compendia and books on continental philosophy. Texts by
Jean-Francois Lyotard, Jean Baudrillard, Benjamin Buchloh, and Ludwig
Wittgenstein, among others, were presented.” The texts were circulated
at Valand and they were found in the library. Another important source
of psychoanalytic feminist theory was the magazine Siksi, issue number
3, 1990, published by the Nordic Arts Center.?* In one of the articles,
‘Abjekt’, editor-in-chief Gertrud Sandqvist presented the concept in an as-
sociative text.?” The basic features of Julia Kristeva’s and Jacques Lacan’s
psychoanalytic theories were quickly dealt with in a series of text-images
and carried further to works by such disparate artists as Pablo Picasso,
Marcel Duchamp, Karen Finley, and Jenny Holzer. Those who follow the
principle of the abject - ‘taken together this simultaneous distancing and
undermining of and through language that is possible if we simultane-
ously desire and reject language and the law, the sign for the masculine
fiction’ — are Barbara Bloom, Barbara Kruger, Sherrie Levine, Louise
Lawler, Ingrid Orfali, Cindy Sherman, Rosemarie Trockel, and Hannah
Villiger, according to Sandqvist.?® Sandqvist’s relation to the theoretical
originals is refreshingly free. Never the less, the differences appear nearly
erased between conceptual levels, theoretical models and artistic inter-
pretations. It is as if theory and the reflections of the artistic works create
a kind of irrefutable fusion of absolute gender differences to relate to.
Carina Hedén (b. 1948), who came to Valand as a teacher in the au-
tumn of 1990, offered another strategy for presenting theory. Among oth-
er things, she based her teaching on visual studies of international works
and the understanding that the students created together in dialogue with
the works. She saw a distinct need to break the studio isolation that she
found among students who were not the most articulate.”” Together with
Ingrid Book (b. 1951), an instructor at the National Academy of Fine Arts
in Oslo, Hedén created the dialogical exhibition Transitions (Overganger/
Overgangar), where students showed their work in short sessions of two
plus two days.?® Several of the Jello-group artists participated. The ambi-
tion was to create new platforms. An aim of the project was to visually



nivder, teoretiska modeller och konstnirliga gestaltningar narmast
som utraderade. Det 4r som om teorin och konstverkens reflektion
av den bildar ett slags ovedersdglig sammansmaltning av absoluta
konsskillnader att forhalla sig till.

Ytterligare ett sdtt att presentera teori pa representeras av Carina
Hedén (f. 1948), som kom till Valand som larare hosten 1990.
Hennes undervisning var bland annat baserad pa visuella studier av
internationella verk och den forstaelse eleverna gemensamt skapade 1
dialog med verken. Hon sag ett tydligt behov att bryta upp den ateljé-
1solering hon sag hos elever som inte horde till de mer artikulerade.”
Tillsammans med Ingrid Book (f. 1951), ldrare vid Statens Kunstaka-
demi i Oslo, skapade Hedén en dialogisk utstillning, Overganger/Over-
gangar, dir eleverna visade sina verk 1 korta sessioner pa tva plus tva
dagar.?® Flera av konstndrerna i Jello-gruppen deltog dar. I projektet
rymdes ambitionen att skapa nya plattformar. Syftet var att 1 visuell
form undersoka foérhéllandet till den egna nationella identiteten. Ut-
gangspunkten var ocksa att anvinda olika medier 1 ett och samma
verk. Verket Nittonde vaningen kan associeras till ndsta samarbete som
Hedén upprittade med Statens Kunstakademi 1 Oslo, Platsen som
lanke, dér platsen togs upp utifran ickeformell utgangspunkt. Hennes
nitverk var nordiskt, och studieresor och gistldrarebesok organi-
serades med pengar fran Nordiska ministerrddet (Nordplus) som
finansiell bas. Hon arbetade under de hér dren med en bok om Eva
Lofdahl som hon gav ut pa det egna forlaget Hong Kong Press.?
Har formulerades begrepp for foreteelser som Jello-gruppen kénde
igen 1 sin egen arbetsprocess. Eva Lofdahl besokte ocksa skolan som
gastldrare.

Man skulle alltsa kunna forstd Jello-gruppen som en effekt av bris-
ten pa teoretisk medvetenhet och fragestallningar kring det kvinnliga
konstnérskapet 1 den dagliga undervisningen och hos de ordinarie
lararna. Det var ocksa ett svar pa énskan att forstd och ta till sig ny
teori autonomt och inifrdn det egna konstndrskapet som vixte fram hos
gruppen, bland annat ur de fragment som de kom 1 kontakt med via
de gistforeldsare som passerade revy pa skolan.
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examine national identity. Also, a key element included the use different
media within a single work. The Nineteenth Floor exhibit can be related to
the next collaboration that Hedén formed with the National Academy
of Fine Arts in Oslo, The Place As a Thought (Platsen som tanke), where
place was investigated using a non-formal premise. She worked within a
Nordic network, and study trips and guest lectureships were organized
with money from the Nordic Council (Nordplus) as a financial basis.
During this period, she worked on a book about Eva Lofdahl, which
was published by her own publishing house, Hong Kong Press.* In it,
she defined phenomena that the Jello-group members recognized in their
own work processes. Eva Lofdahl was also a guest lecturer at the school.

The Jello-group, then, could be understood to have resulted from a
lack of both theoretical consciousness and daily classroom discussions
on female art.** It was also an answer to a desire to understand and ab-
sorb new theory, independently and in relation to one’s personal artistry,
which partly grew out of the fragments they came in contact with through
guest lecturers that passed through the school.

TO CREATE YOUR OWN SPACE

The actions of the Jello-group created a space for performative art, collec-
tive work, and verbalization. The strategies that the group developed also
reflect some of the conditions that prevailed in Gothenburg at the time. In
the words of Gyllenskold:

The significance of the dialogue with my female co-students and what we created together, that
we supported each other to be noticed, is, I think, the most important and fundamental thing I
have done in my life. It was not a feminist group in the sense that we had a specific agenda, but it
sprang out of a need to define/formulate us as artists, and we were women. I believe that artistic
development is a process. My experience is that most male teachers/educators I met as a student
had difficulties recognizing and supporting the vague and incomplete expressions found in a
developing artist. They simply did not recognize expressions that that were in need of a physical
form. This I believe is both because individual experiences are gender-bound, but also because

the established art scene has been dominated by male art and a male-defined canon. For artistry



ATT SKAPA EGET UTRYMME

Med Jello-gruppens aktioner skapades en plats dar performativ konst,
kollektiva arbeten och verbaliseringar fick utrymme. De strategier
gruppen utvecklade speglar ocksd nagra av de forutsittningar som
radde just da 1 Goteborg. Gyllenskold sammanfattar:

Betydelsen av dialogen med mina kvinnliga medstudenter och det vi skapade tillsammans,
att vi stottade varandra att ta plats, tror jag dr ndgot av det viktigaste och mest grund-
ldggande jag gjort i mitt liv. Det var ingen feministisk grupp 1 den meningen att vi drev nigon
sakfraga, men den uppstod ur ett behov av att definiera/formulera oss som konstnérer och
vi var kvinnor. Jag tror att ett konstnérligt utvecklingsarbete ar en process. Min erfarenhet
ar att de flesta manliga ldrare/pedagoger jag moétt som student haft svart att kénna igen eller
stodja de vaga och ofullstindiga uttryck som ett vixande konstnarskap 4r. Dom har helt
enkelt inte ként igen sig i de uttryck som sokt sig en form. Detta tror jag beror pa béde att
den individuella erfarenheten 4r kénsbunden, och pa att den etablerade konstscenen domi-
nerats av manlig konst och kanon. I konstnirligt utvecklingsarbete behéver man stéd och
svangrum. Man behéver bli tagen p4 allvar, kdnna igen sig och dnda krévas pa fortydligande
for att skdrpa uttrycket. Jag skulle ocksa vilja pésté att den engelska undervisningstradition
som vi fick genom Klassnik och Willis 1 kombination med den svenska, som till exempel
Hedén stod for, var optimal. Klassnik stéllde f6r mig och for tiden ovana och krivande
fragor som "Why did you decide beeing an artist?’. Medan till exempel Léfdahl till min
stora férvaning hade ord och kunde tala om konstens innehéll och form p4 ett sétt som jag

inte sjalv kunde formulera.

Gruppen pa Valand vixte fram kvinnliga studenter emellan, 1 op-
position mot ett teorifientligt konstliv och en mansdominerad utbild-
ningsmiljo. Motstdndsviljan sporrades av bristen pa teori pa skolan
och av en 6nskan att ta till sig kontinental feministisk teori kollektivt
och autonomt. Den fick en avgérande betydelse for flera av dessa
konstnirskap 1 vardande. Sparen av den har fatt sokas utanfér me-
diala och konsthistoriska berittelser om Valand och Géteborg pa
1980- och 1990-talen. Detta kvinnliga nitverk blev en av de spring-
ande punkterna i den omférhandling som slutligen kom att torrlagga
det géteborgska malarkarret.

to develop, you need support and space. You need to be taken seriously, to be able to find your
way, and still have demands made for a sharpened expression. I would also argue that it was an
optimal combination between the British teaching tradition that we had through Klassnik and
Willis, and the Swedish one, which Hedén, for example, represented. Klassnik asked questions
that, for me and for the period, were demanding, like: ‘Why did you become an artist?” At the
same time, someone like Léfdahl, to my great surprise, had a vocabulary and could talk about

the contents and forms of art in a way that I could not myself articulate.?!

The Valand group developed among women students, in opposition to a
theory-hostile art life and a male-dominated teaching environment. Their
will to resist was encouraged by the lack of theory at the school and by
a wish to adhere to Continental feminist theory, collectively as well as
individually. The group had a defining significance for several of these
up-and-coming artists. Traces of it had to be looked for outside of narra-
tives in media and art history on Valand and Gothenburg in the 1980s
and 1990s. This female network became one of the main arguments in the
renegotiation of the self-image in the Gothenburg art scene.

TRANSLATED FROM SWEDISH BY
YLVA LINDAHL



NOTER

. 1987 visade Moderna Museets utstillningen Implosion — ett postmodernt perspektiv med Lars Nittve

som curator, och samma 4r presenterade Lars O Ericsson postmoderna teorier i en artikelserie 1
Dagens Nyheter och inledde dérmed en livlig debatt. Bdda hindelserna brukar i konstnarliga ver-
sikter 6ver efterkrigskonsten i Sverige utpekas som postmodernismens genombrott pd bred front.

2. Jeft Werner, "Det Goteborgska malarkarret”, Skiascope 2. Upp med rullgardinerna! Konsten 1 Giteborg

10.

11

12.

under 1960- och 1970-talet, Goteborgs konstmuseums skriftserie, red. Kristoffer Arvidsson och Jeff
Werner, Géteborg 2009, s. 82-132.

. Werner 2009, s. 84, citerat ur: Hékan Wettre, "’Kom postmodernismen négonsin till G6teborg?”,

Konstens Goteborg. Nedslag i fyra sekel, red. Bjérn Fredlund, Goteborg 2002, s. 139.

. Om ldrarrekrytering vid de konstnarliga hégskolorna, se: Marta Edling, "Det naturliga broderska-

pet mellan unika mén. Om professorstillsattningar pa Kungl. Konsthégskolan under 1980-talet”,
En omvéiind ekonomi. Tillgéngar inom konstnéirliga utbildningar och konsiféiltet 1938-2008, red. Mikael
Borjesson och Martin Gustavsson, Stockholm 2010 (kommande).

. Eva Skogar, telefonsamtal med Annika Ohrner, 2010-01-20.
. Om feministiska utstéllningar pa 1970-talet i Géteborg se: Lena Boéthius, "Kvinnokamp, klass-

kamp och kollektivism”, Skiascope 2. Upp med rullgardinerna! Konsten i Giteborg under 196.0- och 1970-talet,
Goteborgs konstmuseums skriftserie, red. Kristoffer Arvidsson och Jeft Werner, Géteborg 2009,
s. 250-289; Barbro Werkmaster, "Mitt i livet”, Konstfeminism. Strategier och effekter fran 1970-talet till
idag, Stockholm 2005, s. 44-81; Ann-Charlotte Glasberg Blomqvist, "Feministisk textilkonst i
Goteborg under 1970-talet”, Konstfeminism. Strategier och ¢ffekter fran 1970-talet till idag, Stockholm
2005, s. 82-89; Yvonne Eriksson, "Den visualiserade kvinnligheten ur ett feministiskt perspektiv.
Ett 70-talsprojekt”, Fidn modernism till samtidskonst. Svenska kvinnliga konstnéirer, Lund 2003, s. 47-77.
Konstruktionen av kén i den géteborgska sjalvbilden och hur olika feministiska grupper och
generationer relaterar till varandra lokalt dr ett intressant och &nnu outforskat filt. Den har arti-
keln ér, som en foljd av det efemira kallaget, baserad pa samtal och e-brevskontakt med aktorerna,
liksom pa mina egna minnen fran sporadiska nedslag i Goteborgs konstliv vid tiden, som gést-
forelasare pa Valand, curator och utstillningsbeskare. Konstnérerna i gruppen har ibland olika
perspektiv pa samarbetet. De enskilda uttalandena far std for dem som gjort dem och slutsatserna
iartikeln 4r forfattarens. I citaten har littare sprakliga redigeringar gjorts, som inte paverkar deras
innebord.

. Varumirket Jello-O tillverkar gelatinpulver. Verket far dock hir titeln 7ello, den bendmning som

oftast anvinds i konstnérernas beskrivningar.

. Gruppen omfattade Maria Bjurestam (Valand 1990-1995), Cecilia Darle (Valand 1987-1992),

Cecilia Parsberg (Valand 1986-1991), Vanja Gyllenskold (Valand frén 1987, Kunstakademie
Dusseldorf, Prof. Klaus Rinke, 1990-1992), Gunilla Hansson (Valand 1988-1993), Annika
Lundgren (Valand 1988-1993), Susanna Nygren (Valand 1986-1991), Marie Sj6lander (Valand
1986-1991), Elin Wikstrom (Valand 1987-1992). Vid enskilda manifestationer kunde uppstill-
ningen variera.

Har medverkade Bjurestam, Darle, Gyllenskéld, Hansson, Nygren, Parsberg, Sj6lander. Annika
Lundgren, 1 Ngjesguiden omnamnd som “den nionde medlemmen i gruppen”, medverkade inte i
STRUT. Clara Mannheimer, "KONST!?”, Njesguiden, odaterat klipp 1992, s. 35.

. Konstnéirer visar konstndirer, red. Maria Bjurestam, Annika Lundgren, Cecilia Parsberg och Elin

Wikstrém, Rix Linkopings konsthall, Linképing 1993. Utstillningen pégick 1993-03-01 till
1993-04-04. Inbjudna konstnérer var Gérd Karin Andersson, Lotta Antonsson, Anna Brag, Lars-
Ola Bergkvist, Virgil Dejarv, Bengt Olof Johansson, Peter Hagdahl, Carl Michael von Hausswolff
& Leif Elggren, Erik Pauser och Johan Sunesson.

Cecilia Parsberg, samtal med Annika Ohrner, 2010-01-22.

13. Julia Kristeva, Stabat Mater och andra texter, Stockholm 1990.

14.
15.
16.
17.
18.
19.

Kristoffer Arvidsson, intervju med Elin Wikstrém, 2010-02-03, Goteborgs konstmuseum.
Cecilia Darle, samtal med Annika Ohrner, 2010-01-22.

Arvidsson 2010.

Arvidsson 2010.

Konsthogskolan Valands arkiv, Géteborgs universitet, F2 A:2 och F2 A:4.

Vanja Gyllenskéld, e-brev till Annika Ohrner, 2010-03-05.
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NOTES

1. In 1987, Moderna Museet showed the exhibition Implosion — A Postmodern Perspective , with
Lars Nittve as the curator; and in the same year Lars O Ericsson presented postmodern
theories in a series of articles in the daily Dagens Nyheter and thereby started a lively debate.
In art surveys of post-war art in Sweden, both occurrences are often pointed to as large-scale
breakthroughs for postmodernism

2. Jeff Werner, ‘Paths through a Gothenburg quagmire’, Skiascope 2. Open the Shades! Art in
Gothenburg during the 1960s and 1970s, G6teborg Museum of Art Publication Series, eds.
Kristoffer Arvidsson and Jeff Werner, Gothenburg 2009, pp. 82-132.

3. Werner 2009, p. 84, quoted from: Hakan Wettre, ‘Kom postmodernismen négonsin till
Goteborg?’, Konstens Goteborg. Nedslag i fyra sekel, ed. Bjorn Fredlund, Gothenburg 2002, p. 139.

4. On recruitment of teachers to the art colleges, see Marta Edling ‘Det naturliga broder-
skapet mellan unika mén. Om professorstillsittningar pd Kungl. Konsthégskolan under
1980-talet’ 1 En omvind ekonomi. Tillgingar inom konstnéirliga utbildningar och konstféiltet 1938
2008, eds. Mikael Borjesson and Martin Gustavsson, Stockholm 2010 (forthcoming).

5. Eva Skogar, telephone conversation with Annika Ohrner 20 January 2010.

6. About feminist exhibitions in the 1970s in Gothenburg, see Lena Boéthius, ‘Women’s
rights, class struggle and collectivism, Skiascope 2. Open the Shades! Art in Gothenburg during the
1960s and 1970s, G6teborg Museum of Art Publication Series, eds. Kristoffer Arvidsson
and Jeff Werner, Gothenburg 2009, p. 250-289, Barbro Werkmaster, ‘Mitt i livet’ and Ann-
Charlotte Glasberg Blomgqvist, ‘Feministisk textilkonst i Géteborg under 1970-talet, Konst-

Seminism. Strategier och effekter fran 1970-talet till idag, Stockholm 2005, pp. 44-81 and 82-89,
as well as Yvonne Eriksson, ‘Den visualiserade kvinnligheten ur ett feministiskt perspektiv.
Ett 70-talsprojekt, Frdn modernism till samtidskonst, Svenska kvinnhga konstndrer, Lund 2003,
pp- 47-77.

7. The construction of gender in the Gothenburg self-image, and how different feminist
groups and generations relate to each other locally, is an interesting and yet unexplored
field. Because of elusive sources, this article is based on conversations and e-mail contacts
with the participants, as well as on my memories from sporadic visits to the Gothenburg
art scene at the time, as a guest lecturer, curator and, exhibit visitor. The artists in the
group sometimes have differing perspectives on the cooperation between them. Individual
statements are attributable only to those who made them, while the author stands for the
conclusions in the article. In quotations, minor language editing was done without altering
the meaning.

8. Jell-O is a trademark for a gelatin powder used for desserts. Here, the work is titled Fello,
the term usually applied by the artists.

9. The group consisted of Maria Bjurestam (Valand 1990-1995), Cecilia Darle (Valand
1987-1992), Cecilia Parsberg (Valand 1986-1991), Vanja Gyllenskéld (Valand from 1987,
Dusseldorf Art Academy, Prof. Klaus Rinke, 1990-1992), Gunilla Hansson (Valand 1988-
1993), Annika Lundgren (Valand 1988-1993), Susanna Nygren (Valand 1986-1991),
Marie Sj6lander (Valand 1986-1991), Elin Wikstrém (Valand 1987-1992). The lineup
varied at individual manifestations.

10. Particiapnts here were Bjurestam, Darle, Gyllenskold, Hansson, Parsberg, Sj6lander. An-
nika Lundgren, in Ngjesguiden referred to as ‘the ninth member of the group, did not con-
tribute to CONE. Clara Mannheimer, KONST!?’, Ngjesguiden, undated clip 1992, p. 35.

. Maria Bjurestam, Annika Lundgren, Cecilia Parsberg, and Elin Wikstrém (eds.), Konstndrer
visar konstndirer, Linkoping: Rix Linkopings konsthall, 1 March 1993 until 4 April 1993.
The invited artists were Gérd Karin Andersson, Lotta Antonsson, Anna Brag, Lars-Ola

1
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20.
21.

22

23.

24.
25.
26.
27.
28.

29.
30.

31.

Gertrud Sandqvist, e-brev till Annika Ohrner, 2010-03-26.
Exempel pa feministiska férelasningar ar Irja Bergstroms “Varfor har det funnits sa fa kvinnliga
konstnirer?”, liksom Eva Hallin och Annika Ohrners ”Ar en ros en ros ....?", en genomgéng av

konsthistorien ur feministiskt perspektiv och en presentation av 1970-talets feministiska vig framst
1 USA.

. Den forsta Valandselev som studerade ett 4r i Kdpenhamn var Ewa Brodin lasaret 1983/1984.

Den dir rddande 6ppenheten mot teori gjorde ett starkt intryck pa henne som en kontrast mot
stamningen pa Valand. Kristoffer Arvidsson, Marta Edling och Annika Ohrner, intervju med Ewa
Brodin, 2010-01-14, Goteborgs konstmuseum.

En foérteckning 6ver tillgangliga kompendier anslogs pa Valand. Konsthogskolan Valands arkiv,
F2 A:2.

Tidskriften ndmns av Maria Bjurestam i e-brev till Annika Ohrner, 2010-03-06.

Gertrud Sandqvist, ”"Abjekt”, Siksinr 3 1990, s. 3-15.

Sandqvist 1990, s. 10.

Carina Hedén i samtal med Annika Ohrner, 2010-03-11.

Overgangar/ Overgangar, red. Carina Hedén och Ingrid Book, Statens Kunstakademi, Oslo och
Konsthogskolan Valand, Géteborg, Géteborg 1990. Utstillningen 4gde rum 17-23 december
1990 p4 Oslo Kunstforening. Femton svenska och sexton norska konstndrer deltog. De svenska
var Lars-Ola Bergkvist, Cecilia Darle, Virgil Dejarv, Jens Fange, Gunilla Hansson, Ulf Kihlander,
Johan Nobell, Susanna Nygren, Cecilia Parsberg, Mikael Richter, Andréas Roth, Johan Zetter-
quist, Marie Sjslander, Johan Sunesson och Ola Astrand. Bland de norska &terfanns exempelvis
Bjarne Melgaard, Lars Oyvind Ramberg och Vanessa Baird. Viren 1991 besokte de norska stu-
denterna Valand och stillde ut pa Rotor.

Eva Lifdahl, Géteborg 1991.

Forst 1996 mojliggjordes ett institutionaliserat projekt for att arbeta med genusfragor pa Valand,
lett av Ewa Brodin: Mina-konstruktionen av en konstnér eller Mina — konstruktionen av ett konstverk, som
det kom att heta 1 hennes presentation av utstillningen. "MINA-PROJEKTET. Konsthégskolan
Valand”, Sjiluportrétt. Giteborgs Konstmuseum, G6teborgs konstmuseum, Goteborg 1998, s. 67-79.
Projektet pagick under flera ar och varvade externa féreldsningar, grupparbeten och externa pre-
sentationer pd ett integrerat sitt.

Gyllenskold 2010.
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Bergkvist, Virgil Dejarv, Bengt Olof Johansson, Peter Hagdahl, Carl Michael von Hauss-
wolff & Leif Elggren, Erik Pauser and Johan Sunesson.
Cecilia Parsberg, conversation with Annika Ohrner, 22 January 2010.

13. Julia Kristeva, Stabat Mater och andra texter, Stockholm 1990.

14.

15.
16.
17.
18.
19.
20
21

22.

23.
24.
25.
26.

27.
28.

29.
30.

31.

Kristoffer Arvidsson, interview with Elin Wikstrém, 3 February 2010, Géteborg Museum
of Art.

Cecilia Darle, conversation with Annika Ohrner, 22 January 2010.

Arvidsson 2010.

Arvidsson 2010.

Valand School of Fine Arts archives, University of Gothenburg, F2 A:2 and F2 A:4.
Vanja Gyllenskéld, e-mail to Annika Ohrner, 5 March 2010.

. Gertrud Sandqvist, e-mail to Annika Ohrner, 26 March 2010.
. Examples of feminist lectures are Irja Bergstrém, ‘Varfor har det funnits s& fa kvinnliga

konstnirer?’ (‘Why have there been so few female artists?") and Eva Hallin/Annika Ohrner,
‘Ar en ros en ros ...?" (‘Is a rose a rose ...?"), an exposition of art history from a feminist
perspective and a presentation of the 1970s feminist wave primarily in the U.S.

The first Valand student who spent a year in Copenhagen was Ewa Brodin, academic year
1983-1984. The openness toward theory there, in contrast to the atmosphere at Valand,
made a strong impression on her.

A list of available compendia was posted at Valand. Valand School of Fine Arts archives,
FA:2.

The magazine was mentioned by Maria Bjurestam in an e-mail to Annika Ohrner, 6 March
2010.

Gertrud Sandqvist, ‘Abjekt, Siksino. 3 1990, pp. 3-15.

Sandqvist 1990, p. 15.

Carina Hedén in a conversation with Annika Ohrner, 11 March 2010.

Carina Hedén and Ingrid Book (eds.), Overganger/ Overgingar, National Academy of Fine
Arts, Oslo, and Valand School of Fine Arts, Gothenburg, Gothenburg: Valand Press, 1990.
The exhibition was on display 17-23 December 1990, at Oslo Kunstférening. Fifteen
Swedish and 16 Norwegian artists participated. The Swedes were Lars-Ola Bergkvist,
Cecilia Darle, Virgil Dejarv, Jens Finge, Gunilla Hansson, Ulf Kihlander, Johan Nobell,
Susanna Nygren, Cecilia E. Parsberg, Mikael Ritter, Andréas Roth, Johan Zetterquist,
Marie Sjélander, Johan Sunesson, and Ola Astrand. Among the Norwegians were Bjarne
Melgaard, Lars Oyvind Ramberg, and Vanessa Baird. In the spring of 1991 the Norwegian
students visited Valand and exhibitions were held at Rotor.

Eva Lifdahl, Gothenburg 1991.

Not until 1996 was an institutionalized project to work with gender issues made possible at
Valand, when Ewa Brodin managed The Mina construction of an artist or Mina — the construction
of an artist (Mina — the construction of an artist), as it was called in her presentation of the
exhibition. ‘MINA-PROJEKTET. Valand School of Fine Arts, Self Portrait (Sjéiluportriits),
Giteborgs Konstmuseum, 13 June-27 September, 1998, pp. 67-79. The project was active for
several years and mixed external lectures, group projects and external presentations in an
intergrated manner.

Gyllenskold 2010.
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KRISTOFFER ARVIDSSON

FRAN PARIA TILL BEGARLIG
INTERVJU MED ELIN WIKSTROM

Elin Wikstrém &r den konstnir 1 Sverige som starkast forknippats
med den relationella estetiken. Hennes projekt tar ofta sin utgangs-
punkt 1 en ovintad handling som tvingar ménniskor att férhalla sig
till en uppkommen situation. Exempelvis har hon under ett konst-
projekt 1 Malmé vilat 1 en sing i en ICA-butik (Hur skulle det g om
alla gjorde sa? 1993). Bredvid sidngen fanns en skylt dér f6ljande ord
rullade: "En dag vaknade jag och kdnde mig sl6, sémnig och sur. Jag
drog ticket 6ver huvudet for jag ville inte stiga upp, se mig omkring
eller prata med nagon. Under técket sa jag till mig sjalv: "Sa har ska
jag ligga, ororlig, utan att siga ett ord, sa ldnge jag vill. Jag tanker
inte gora nagonting, bara blunda och lata tankarna komma och ga’”
Under Skulptur Projekte 1 Miinster 1997 bjod Wikstrom, tillsammans
med Anna Brag, in publiken att anvinda cyklar som gick baklanges
i verket Returnity. Aven hir uppstod en interaktiv situation mellan
publik och instruktorer. I verket Asa som har gett det till Bill riskerar att
wnte fa tillbaka det och Pil som fatt det av Pia riskerar att inte kunna ge det till-
baka (1995) mottes besdkarna av en person som bad om tva kronor,
dérefter en som fragade om man ville ha tva kronor, slutligen en som
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FROM PARIAH TO ATTRACTION
AN INTERVIEW WITH ELIN WIKSTROM
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Elin Wikstrém is the artist in Sweden most strongly associated with rela-
tional aesthetics. Her projects often hinge on some surprising event that
compels us to relate to an impending situation. For example, during an
art project in Malmo, she lay in bed in an ICA supermarket (What Would
Happen If Everyone Did This? 1993). Next to the bed was a sign on which
these words scrolled by: ‘One day I woke up feeling sleepy, sluggish, and
sour. I drew the bedcovers over my head because I didn’t want to get up,
look around, or talk to anyone. Under the covers I said to myself: ‘T'll lie
like this, completely still, without saying a word, as long as I want. I'm not
going to do anything, just close my eyes and let the thoughts come and
go”’ During the exhibition Skulptur Projekte, in Miinster, in 1997, Wikstrém,
together with Anna Brag, invited the public to use bicycles that went back-
wards, as part of the work Refurnity. Here too an interactive situation was
created between the audience and the instructors. In the work Asa, Who
Has Guven It to Bill, Runs the Risk of Not Getting It Back, and Pil, Who Has Got
It from Pia, Runs the Risk of Not Being Able to Give It Back (Asa som har gett det
tll Bill riskerar att inte fa tillbaka det och Fil som fiit det av Pia riskerar att inte
kunna ge det tillbaka, 1995), visitors to the exhibit were met by a person
who asked them for two Swedish kronor, followed by someone else who
asked if they would like to have two kronor, and finally, by someone else,
who once again asked for two kronor. Her works often deal with social
conventions and economic structures. By turning our deep-seated views
on their head Wikstrém lays bare these conventions.

I'went to visit Wikstrém to get an answer regarding why several of the
artists noted for their work in relational aesthetics came from Gothenburg,



aterigen fragade om tva kronor. Verken riktar ofta in sig pa sociala
konventioner och ekonomiska strukturer. Genom att vanda upp och
ned pd vara invanda férhallningssitt till dessa synliggdr Wikstrom
dem.

Jag soker upp Wikstrom for att fa svar pa fragan varfor flera av
de uppmirksammade konstnédrerna inom den relationella estetiken
kom fran Goéteborg, en stad som tidigare inte varit férknippad med
konceptuell konst, utan snarare med koloristiskt maleri. Som elev
pa Konsthogskolan Valand 1 slutet av 1980-talet tog Wikstrom del
av den alternativa konstscen som da fanns i Géteborg. Wikstrom
var ocksd en av de studenter som bidrog till att 6ppna Valand for
teoretiska perspektiv pa konst och andra influenser utifran. De grup-
peringar som bildades vinde sig utat. Ett skifte intrddde 1 konstlivet
men férandringen av konstklimatet fran Géteborgstraditionens do-
minans till Géteborg som en nod 1 ett internationellt nitverk var inte
okomplicerad.

Ka: Kan du berdtta om din bakgrund?

Ew: Jag dr f6dd 1965, bodde tre manader 1 Visteras, flyttade sedan
till Karlskrona dér jag vaxte upp. Under tvd spidnnande ar gick jag
pé Ostra Grevie Folkhdgskola i mitten av 1980-talet, under en tid nér
Malmés konstliv var otroligt aktivt och visade mycket internationell
konst. Efter det sokte jag och kom in pa flera skolor men jag valde
Valand. Det var 1987.

Ka: Vilken var anledningen till att du valde Valand? Visste du ndgot om den
skolan sedan tidigare ?

ew: Egentligen inte, men det jag visste var att jag inte ville till Mejan.
Jag sokte Kopenhamn, Oslo och Trondheim, kom in 1 Oslo och
Trondheim. Till skillnad frdan manga som ser det som sitt mal att ga
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a town not previously associated with conceptual art but, rather, with
Colourist painting. While a student at the Valand School of Fine Arts in
the late 1980s, Wikstrom came in contact with the alternative art scene
then active in Gothenburg. Wikstr6m was also one of the students who
helped open up Valand to theoretical perspectives on art and to other
outside influences. The various groups that formed turned their gaze
outwards. A shift occurred in the city’s art world, but the change in the
cultural climate, from the dominance of the Gothenburg art tradition to
that of Gothenburg as one node in an international network, was far from
uncomplicated.

KA: Can you tell me about your background?

EW: I was born in 1965. We lived for three months in Visteras and then
moved to Karskrona, where I grew up. For two exciting years in the mid-
1980s I was a student at the Ostra Grevie Folkhogskola, at a time when
the art life in Malmo was incredibly active and a lot of international art
was shown. After that I applied and got in to several art schools, but I
chose the Valand School of Fine Arts. That was in 1987.

KA: Why did you choose Valand ? Did you know anything about the school previously ?

EW: Not really, but I knew that I didn’t want to go to Mejan (the Royal
Academy of Fine Arts in Stockholm). I applied to Copenhagen, Oslo,
and Trondheim, and was accepted at Oslo and Trondheim. Unlike many
others, who wanted most to be accepted there, I rejected Mejan because I
thought it was conservative. At that time Sweden’s art world wasn’t par-
ticularly international. I thought it was probably better to choose a school
where I could speak Swedish!



dar, valde jag bort Mejan eftersom jag trodde att den var konservativ.
Pa den tiden var Sveriges konstliv inte speciellt internationellt. Jag
tinkte att det nog dr battre att ga pa en skola dar man kan fa prata
svenska!

KA: Vad var det for skola du motte néir du kom tll Valand ?

Ew: For mig var det speciellt eftersom jag sokte till skulpturavdel-
ningen. Skolan var fortfarande indelad 1 maleri och skulptur med
lokaler 1 ett hus med mycket industriverksamhet.

KA: Det var ndr skolan fortfarande lag pa Lindholmen ?

Ew: Precis. Vi var som ett litet sambhille 1 samhillet. Vi var runt tolv
som hade atelj¢ dar och det var vildigt bra verkstider. Man kom
langt pa det material som fanns dér. Det var intimt och sa var det
mycket utbyte mellan arskurserna 1 och med att vi bara var tva eller
tre fran varje arskurs som gick skulptur. Franco Leidi var ny som
professor. Sedan kom Torben Ebbesen och nir jag bérjade var det
ett stort samtalsaimne att 4ven skulpturen skulle fa en professor. Vi
kom pd nagot valdigt smart. Vi bad att fi sddana som vi var intres-
serade av som géstldrare. Da kunde vi kdnna av vem vi ville ha som
professor och sedan trycka pa for att fa den personen. Sa fick vi Gun
Maria Pettersson. Gun Maria var en vildigt speciell manniska. Hon
gick tyvarr bort fér nagra ar sedan. Hon var ritt rund, svettades
kopi6st, torkade sig stindigt med en servett 1 pannan och jag tror inte
att de manliga professorerna, lararna eller ndgon pa skolan sag hennes
kapacitet. Jag satt 1 mstitutionsstyrelsen och Gun Maria sokte pengar
till aktiviteter som hon lyssnade in att vi ville gora. Franco Leidi och
"Torben Ebbesen gjorde 1 princip ingenting medan den har lilla damen,
som bara satt och svettades och snubblade pa orden ndr hon pratade,
korde viarsta racet. Sedan var hon vildigt intresserad 1 ateljén. Hon
var narvarande. Under mitt férsta mote med henne fragade hon vad
jag hade dromt pa natten och sedan analyserade hon mina drémmar.
Jag har kvar rekommendationsbrev som hon skrev nir man sékte
stipendier. Det &r ren poesi. Sa det var en dam med mycket vilja och
hon var en figur som stod f6r nagot slags motstandshandling 1 hela sitt
sétt att vara och hade ett valdigt speciellt forhallande till konst.
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KA: And what sort of school did you find when you got to Valand?

EW: It was special for me because I applied to the sculpture department.
The school was still divided into painting and sculpture in a building with
a lot of industrial activity.

KA: This was when the school was still on Lindholmen, on Hisingen island ?

EW: Exactly. We were like a small society within a society. There were
about twelve of us there, and the workshops were very good. You could
develop a lot with the materials available there. The atmosphere was
cosy, and then there was plenty of exchange between the different classes
since there were only two or three from each incoming class that chose
to do sculpture. Franco Leidi was a newly arrived professor. Then came
Torben Ebbesen, and when I started there was a lot to talk about sculp-
ture getting its own professor. We hit upon a very bright idea. We asked
if we could invite in people we were interested in as guest lecturers. In
that way we could get the feel of whom we wanted to have as professor
and then apply pressure to try and get that person. That was how we
got Gun Maria Pettersson. Gun Maria was a very special person. She
died, sadly, a few years ago. She was rather plump, sweated a great deal,
constantly mopped her brow with a handkerchief, and I do not believe
that the male professors, teachers, or anyone at the school realized her
capacity. I sat on the department board and Gun Maria applied for money
for activities that she had heard that we wanted to do. Franco Leidi and
"Torben Ebbesen did more or less nothing, while this little lady, who just
sat and sweated and fumbled her words when she spoke, she did the
hard work. And in addition she was extremely interested in the studio.
She was there with us. When I first met her she asked me what I had
dreamt that night and then went on to analyse my dreams. I still have the
letter of recommendation that she wrote for grant applications. It is pure
poetry. This was a woman with a strong will, and she was someone who
expressed some kind of oppositional activity in all she did and she had a
very special relationship towards art.

KA: Another point that is often mentioned is that Valand became a livelier environment
afier enrolling more students from outside Gothenburg. In the 1970s it was mostly
pupils from the immediate neighbourhood that applied and were accepted. But about



KA: En annan sak som ofta ndmns dr att Valand blev en mer vital miljo pa
grund av att det antogs fler elever utyfran. Fa 1970-talet var det mest elever
Jrdan ndromrédet som sokte och antogs. Men ndgon gang runt 1982 si borjade
det komma fler elever fran _forberedande skolor runtom 1 landet och det uppstod
en mer dynamisk situation. Hur upplevde du utbytet mellan eleverna? Vilken
betydelse hade det?

Ew: Mdanga som gatt konstskolor haller nog med mig om att det
ar utbytet med andra elever som dr det viktigaste. Det var mycket
aktiviteter. Jag var inte med och drog igdng Rotor, det fanns nir jag
kom. Jag gjorde en utstéllning dir redan andra eller tredje dret och
det kommer jag ithdg att folk tyckte var kaxigt. For det skulle man
gora ndst sista eller sista aret. Jag gjorde faktiskt tva utstallningar dar.
Det fanns en grupp som beslot om vilka som skulle fa stélla ut. Och
s hade vi den legendariska Valandsklubben pa Karl Gustavsgatan.
Att jobba med den var mitt sdtt att dra in pengar under studietiden.
Den var jitteviktig. Det var mycket ny musik som etablerades pa den
klubben.

ka: Och vilka andra ldrare var viktiga, forutom Gun Maria FPettersson?

Ew: For mig var Hein Heinsen, en dansk professor som vi bad att
fa som gistlarare, otroligt viktig. Han undervisade dd pa akade-
mien 1 Képenhamn. Mina idéer om den postmoderna skulpturen
féddes dar. Pa konstakademien 1 Képenhamn hade de mgjlighet att
oversitta texter och bocker av nyckelfilosoferna. Genom honom och
andra géstldrare kom jag 1 kontakt med en filosofisk diskussion om
vad postmodernism stod for, inte bara pa en teoretisk niva. Vi for-
sokte ocksa analysera vad det var i samhillet som de teorierna kunde
férankras 1. De andra lararna var otroligt mossiga. En del hade jag ut-
tryckliga problem med darfor att jag snabbt frangick traditionella ut-
tryck. Hein sade till mig: ”Ja men skulpturens rétter, det ar ju graven
och krigsmonumentet” och jag tinkte bara: ”séinda ut idéer for tid
och evighet, tystnad — nd, sa vill inte jag jobba.” Jag ville jobba med
dialog, med det fragmentariska, det som inte ar stabilt och inte di-
rekt kan Gversittas till ett avlasbart budskap. Heinsen svarade: "vi
ar olika generationer, vi har vaxt upp 1 olika samhallen, du maste ju
hitta ett satt att jobba pa som du tycker stimmer med din vérldsbild.”
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1982 more applications started coming from preparatory training institutes here and
there in Sweden and the outcome was a more dynamic situation. How did you find the
exchange of ideas among the students 2 What importance did that have ?

EW: Many students who have gone to art school agree with me that it’s
the exchange of ideas with other students that is the most important thing.
There was a lot going on. I wasn’t one of those who started Rotor; that
was already there when I came. I did an exhibition there already in my
second or third year and I remember that people thought that was cheeky,
because that was something one might hope to do in the final year or the
next to final. I did two exhibitions there, in fact. There was a group that
decided who was to be allowed to exhibit. And then we also had the legen-
dary Valand Club on Karl Gustavsgatan. Working with that was my way
of earning money during my student years. It was frightfully important.
There was a lot of new music launched at that club.

KA: And which other teachers were important, apart from Gun Maria Fettersson?

EW: For me Hein Heinsen, a Danish professor whom we asked to have as
guest lecturer, was incredibly important. He was teaching at the time at
the Art Academy in Copenhagen. My ideas about postmodernist sculp-
ture started there. At the Art Academy in Copenhagen they were allowed
to translate texts and books by key philosophical figures. Through him
and other guest teachers, I came in contact with a philosophical discussion
about what postmodernism stood for, but not just on a theoretical level.
We also tried to analyse what it was in society that the theories could
be linked to. The other teachers were incredibly old fashioned. Some I
had particular problems with because I quickly abandoned traditional
modes of expression. Hein said to me: “Yes, but the roots of sculpture
lie in graves and war monuments, and I thought: ‘Expressing ideas for
eternity, silence — no, that’s not how I want to work. I wanted to work
with dialogue, with the fragmentary, with what is not stable and cannot
be directly translated into some legible message. Heinsen replied: ‘We
are different generations, we’ve grown up in different societies, you have
to find a way of working that you think fits with your own view of the
world.” Those words were a great help to me because my ideas were caus-
ing me real problems at the school. It wasn’t just the teachers who were
deaf to the thoughts that interested me, performance and situationism,



De orden blev ett viktigt stod for mig, f6r med mina idéer hade jag
direkta problem pa skolan. Det var inte bara ldrarna som var stingda
for tankar kring det jag var intresserad av, till exempel performance
och situationismen. Det fanns inget att ldsa och det fanns ingen man
kunde diskutera med. De visste inte ens vem man skulle ta dit. Foto-
grafen Ingrid Orfali var pa skolan och hennes idéer om iscensatt foto-
grafi blev viktiga. Men instéllningen hos framf6r allt dldre konstnarer
1 staden, men ocksd fran andra studenter, var valdigt negativ. Man
blev upptryckt i ett horn pa en fest och fick sta till svars for att man
hade annorlunda idéer och kritiserade maleriet och den traditionella
skulpturen.

Ka: I Sverige i allménhet, men kanske sdrskilt hir © Goteborg déir Goteborgs-
traditionen tnom mdleriet levde kvar och var véldigt starkt, inte minst pa de for-
beredande skolorna, var man inte bekant med konceptuell konst. Du kom in med
en annan bakgrund. fag tycker att det dr intressant att det var utifran skulpturen
som du borjade arbeta med en mer processinriktad konst.

ew: Under fjdrde aret kom jag fram till att jag inte ville producera
fler objekt. Under ett helt ar gjorde jag inget annat 4n att tinka och
skriva. Det ledde fram till ett verk som heter Dubbelgingaren. En
ldroprocess 1 liv och dod, dér jag fotograferade mig sjalv fran morgon till
kvill. Photoshop fanns inte da, sa jag lade tva diabilder éver varan-
dra och dubblerade mig sjilv pa det sattet. Det var det mangrostade
instabila jaget jag ville at. Det verket visade jag pa konsthallen 1 ett
rum 1 rummet som ett diabildsspel. Till det hade jag skrivit en text.
Men jag hade problem med att fa ljudinspelningen av texten att 16pa
till bildspelet. Eftersom jag inte kunde fa fram nagon teknik till det
fick jag sitta dér sjdlv och mata fram bilderna. Ett pling hordes nar det
var dags, precis som 1 skolbildspelen, och det blev en del av verket.
Plotsligt hade jag tre Elin. Det var 20 minuters paus mellan varje
visning som jag tror varade 1 30 minuter. I pausen f6ljde folk med
mig och diskuterade verket. Det var da jag kom pa att det ar sa har
jag vill jobba. Det dr ju den hdr ndrheten till publiken jag vill at, dar
verket bara dr en igangsittare av en dialog. Det var det verket som
liksom vickte den tanken.
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for instance. There was nothing to read and there was no one to discuss
things with. They didn’t even know who to bring in. The photographer
Ingrid Orfali was at the school, and her ideas on staged photography were
important. But the attitude of most of the older artists in the town, and
even that of other students, was fearfully negative. They would press me
into a corner at parties and have me defend my having other ideas and
criticizing painting and traditional sculpture.

KA: In Sweden in general, but perhaps especially so here in Gothenburg where the
Gothenburg painting tradition lived on and was particularly strong, not least at the
preparatory training schools, people were not familiar with conceptual art. You came
in with a different background. I think it’s interesting that it was from your work with
sculpture that you started working with a more process-oriented art.

EW: During my fourth year I came to the conclusion that I didn’t want
to produce any more objects. For a whole year I did nothing but think
and write. The outcome of it all was a work called The Double. A Learning
Process of Life and Death (Dubbelgangaren. En ldroprocess i liv och dod), in which
I photographed myself from morning till night. Photoshop didn’t exist
then, so I laid two transparencies on top of each other and doubled my-
self that way. What I was trying to get at was a multi-faceted unstable
ego. I exhibited the work in the form of a slide show at the Gothenburg
Art Gallery in a room inside one of the galleries. I had written a text to
accompany it. But I found it difficult to get the sound recording of the text
to synch with the slide show. As I couldn’t find any technique to do this, I
had to sit there myself and feed the pictures through. A bell chimed when
it was time, just like in a schoolroom slide show, and this became a part
of the artwork. Suddenly I had three Elins. There was a 20-minute inter-
val between the showings, each of which lasted 30 minutes. During the
breaks, people came up to me and discussed the work. That was where I
realized that this is how I want to work. That close proximity to the audi-
ence was what I really wanted, where the artwork is merely the instigator
for a dialogue. It was this work that triggered these thoughts for me.

KA: You also worked in a group at Valand. Can you tell me about that experience ?

EW: It was a girls’ group. I wasn’t one of the founders; the core consisted
of Cecilia Darle, Vanja Gyllenskold, Gunilla Hansson, Susanna Nyberg,



KA: Du arbetade ocksd i grupp pa Valand. Kan du berditta om den erfarenheten?

ew: Det var en tjejgrupp som vi bildade. Jag var inte en av grun-
darna utan kdrntruppen bestod av Cecilia Darle, Vanja Gyllenskold,
Gunilla Hansson, Susanna Nyberg, Cecilia Parsberg och Marie
Sj6lander. Och sa kom jag och Annika Lundgren in och efter oss
Maria Bjurestam. Vi gick tillsammans 1 grupp till varandras ateljéer
da och da. Upplagget var att om vi var hemma hos mig sa lagade jag
maten. Efter maten diskuterade vi texter som alla hade last innan. Vi
laste bland annat Julia Kristeva. Vi pratade mycket om abjektet och
den Andre och feministiska perspektiv. Det fick mig att intressera mig
for den amerikanska feministiska konstrorelsen.

KA: Detta gjorde ni innan teorin pa allvar hade kommat in 1 konsthogskolornas
undervisning?

ew: Det fanns ingen teori utanfér skulpturen. Vi hade foreldsningar,
det var den enda teorin som fanns.

KA: Var det konsthistoria eller vad var det for typ av foreldsningar?
ew: Ingrid Orfali till exempel.
KA: Det var konstndrer som kom dit och berdttade om sitt arbete?

ew: Tom Sandqvist var dar. Lars-Olof Loeld, kommer jag thag, var
intressant. Men det var alltsd foreldsningar och det var ingen diskus-
sion efterdt. De kom in, rev av sina teman och gick. Ingrid Book och
Carina Hedén kom till skolan ocksd och de hade en balans mellan
teori och praktik som jag kdnde igen mig 1.

KA: Du var med 1 Fello-projektet, som ni gjorde med den hér tiejgruppen. Kan
du berdtta om det?

Ew: Fello var en skulptur gjord av gelatinpulver som vi rérde ihop,
en mjuk form som kollapsade av [judvibrationerna fran den bashog-
talare som den stod pa, varefter den spreds ut 6ver golvet. Den kom
till i samband med en workshop som hette Overgdngar som Ingrid

202

203

Cecilia Parsberg, and Marie Sj6lander. And then I joined, along with
Annika Lundgren, and after us came Maria Bjurestam. We visited each
other’s studios as a group now and then. The arrangement was that if we
were at my place, for instance, I would prepare the food. After eating we
discussed the texts that we had all read in advance. We read Julia Kristeva,
for example. We talked a lot about the abject and the Other and about
feminist perspective. This made me interested in the American feminist
art movement.

KA: And this you did before theory had become an important part of teaching in Swedish

art academies ?

EW: There was no theory apart from the sculpture. We had lectures; that
was the sole theory there was.

KA: Were they on art history or what type of lectures were they?
EW: Ingrid Orfali, for instance.
KA: So they were artists who came and spoke about their work?

EW: Tom Sandqvist was there. Lars-Olof Loeld was interesting, I remem-
ber. But they were just lectures and there wasn’t any discussion after-
wards. They came, delivered their piece, and left. Ingrid Book and Carina
Hedén came too, and they had a balance between theory and practice that
I felt at home with.

KA: You were in on the Fello project that you did with the girls’ group. Can you tell
me about that?

EW: Fello was a sculpture made of a gelatin powder that we stirred up, a soft
mixture that collapsed from the sound vibrations coming from the bass
loudspeaker that it stood on, spreading across the floor. It was produced
in conjunction with a workshop called Transitions (Overgangar) that Ingrid
Book and Carina Hedén were running. It led to an exhibition at Galleri
Rotor. When bicycling or taking the ferry to Lindholmen you could see
the ‘Lipstick’ being built. Shortly after this office building had been opened
we did an exhibition on the 19* floor. We took over a whole floor, where



Book och Carina Hedén holl i. Den ledde till en utstéllning pa Galleri
Rotor. Nédr man cyklade eller tog farjan till Lindholmen sa sdg man
"lappstiftet” byggas. Kort tid efter att det hade invigts gjorde vi en
utstillning pa 19:e vaningen. Vi lade beslag pa hela vaningsplanet
dar vi gjorde ett gemensamt verk. Isabella Nilsson bjod in oss till
Molndals konsthall 1992. STRUT hette den utstéillningen, och sedan
var vi med pa en audiovideo-electronica-festival 1 Arnhem dar vi
gjorde Fello pa nytt. Nar sedan konsthallschefer ute 1 landet bérjade
intressera sig for oss minns jag att vi hade en kris inom gruppen. Vi
upplevde att det fanns ett sug efter en svensk tjejgrupp som skulle
motsvara Guerilla Girls. Vi gjorde en grej till pa Rix, Linképings
konsthall 1993, som handlade om konstndrers villkor, dir vi bjod in
konstnirer och hade seminarier med diskussioner. Det var valdigt
sokande och processuellt.

KA: Hur togs de hir projekten emot ? Vad fick ni for reaktioner frin andra elever ?

Ew: Jag upplevde nog att det fanns en nyfikenhet pa vad vi holl pa
med och att folk tyckte att det var nytt. Det hdr att vi laste och job-
bade och traffades sa mycket, det hiar med att jobba 1 grupp. Folk
tyckte att det var spinnande. Och de utstallningar vi gjorde, de blev
ju faktiskt omskrivna.

Ka: Den alternativa konstscen som_fanns 1 Giteborg pa 1980-talet verkar ha
uppstatt ur nétverk runt ndgra starka personligheter som Stefan Karlsson, Carl
Michael von Hausswolff, Erik Pauser, Mats Olsson och Margareta Orreblad.
Hade du nagon kontakt med dem ?

Ew: Jo, det hade jag. En sak som du inte nimnde ar poesifestivalen pa
Draupner. Den var viktig f6r mig. Draupner lag nere vid Pustervik
och var en av de méanga svartklubbar som fanns pa den tiden. De som
drev den kdnde Phauss (Erik Pauser och Carl Michael von Hauss-
wolff). Cecilia Parsberg, som var med 1 var grupp, var ju tillsam-
mans med Erik Pauser, sd vi hingde 1 Radiums studio 1 Hagabadet.
Leif Elggren samarbetade med Radium och var pa andra sitt aktiv
1 Goteborg under 1980-talet. Sista aren besokte Valandelever ofta
Frolunda kulturhus och Mats Olssons maratonvisningar av video.
Stefan Karlsson larde jag kdnna ratt tidigt. Det var precis innan jag
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we produced a collective work. Isabella Nilsson invited us to the Mélndal
Art Gallery (Molndals konsthall) in 1992. STRUT was the name of that
exhibition, and then we took part in an audio-video-electronic festival in
Arnhem, where we did ello once again. I can remember that when the
directors of art galleries around the country began to show interest in us
we experienced a crisis in the group. We realized that there was a need
for a Swedish group of girls to correspond to the Guerilla Girls. We did
another show at Rix, the Linképing Art Gallery (Rix, Linképings kon-
sthall) in 1993, about the artist’s working conditions, where we invited
in artists and held seminars and discussions. It was very penetrating and
process oriented.

KA: How were those projects recetved ? What reactions did you get from other students?

EW: My impression was that people were curious about what we were
doing and thought it was something novel - the manner in which we
studied and worked and met together so often, this way of working in a
group. People thought it was exciting. And the exhibitions we did, they
actually got written about.

KA: The alternative art scene that existed in Gothenburg in the 1980s seems to have
developed from a network involving a few strong personalities, such as Stefan Karlsson,

Carl Michael von Hausswolff, Erik Pauser, Mats Olsson, and Margareta Orreblad.
Did you have any contact with them?

EW: Indeed I did. One thing that you didn’t mention is the poetry festival
at Draupner. That was important to me. Draupner was situated down
at Pustervik and was one of numerous unofficial clubs at that time. The
people running that club were friends with Phauss (Erik Pauser and Carl
Michael von Hausswolf). Cecilia Parsberg, who was in our group, was
Erik Pauser’s girlfriend, so we used to hang around the Radium studio
at the Hagabadet. Leif Elggren brought out a record on Radium and was
active in Gothenburg in other ways during the 1980s. The final years,
Valand students often visited the Frolunda Culture House (Frolunda
kulturhus) for Mats Olsson’s marathon video shows. I got to know
Stefan quite early. It was just before I finished at Valand that he did The
Municipality — Contemporary Art in Office Environments (Kommun — samtida konst
¢ kontorsmiljo, 1992). Botkyrka Art Gallery (Botkyrka konsthall) is on the



slutade pa Valand som han gjorde Kommun — samtida konst i© kontors-
miljo (1992). Botkyrka konsthall ligger pa bottenvaningen 1 det stora
kommunhuset. Stefan bjéd in tolv konstnarer som blev tilldelade var
sitt kontorsrum att utféra verk 1 medan tjanstemannens dekorationer
av sina rum och kommunens inkdpta konst visades 1 konsthallen.
Det var inte nagra offentliga rum, sa man fick ga med guide frin
konsthallen. Jag gjorde ett verk med Ylva Maria Thompson som var
en kidnd porrsgjarna pa den tiden. Hon strippade 1 ett kontorsrum.
Mannen som arbetade dér blev arg och sade: ”6ver min déda kropp”.
Men han gick med pa det till slut. Jag kallade verket En hyllming till
lustprincipen. Galleri Mors Mossa var viktigt. Andra personer som be-
tydde mycket var Peter Hagdahl och Ola Astrand med sitt klubband
och musikengagemang. Det var mycket killar. Det var killarna som
syntes. Det var hogljudda diskussioner med Carl Michael och Erik
om feminismen. De var ju sa macho och den elektronmusik som de
intresserade sig for dr ocksa oerhért macho, men dnda tror jag att de
redan de pa den tiden sade att de var feminister.

En annan scen, Amerikahuset, drevs av en pojkvén till mig pa den
tiden, Kim Pedersen. Dir hade han en ganska stor utstdllningsyta
och klubb. Och s& fanns Hemma Hos sa klart, som Stefan Linderoth
och Britt Fornander ordnade.

KA: Hemma hos digde rum 1 deras ldgenhet 1« Haga.

ew: Just det. Dar stéllde jag ocksa ut. Jag gjorde ju ett typiskt Elin
Wikstromverk.

KA: Det var 1 mitten pa 90-talet?

ew: 1994. Jag gjorde ett verk som hette Mdss och ménniskor, det var
ganska speciellt. Jag drog en cirkel pa kanske 2-3 kilometer runt
ligenheten 1 Haga dér de bodde och sé gjorde jag en lista pa yrken
som jag tyckte var intressanta. Sedan ringde jag runt 1 detta omrade
och férsokte trumma ihop en representant for varje yrke. Jag gjorde
fyra middagstraffar med dem och de fick sjalva vilja datum efter nér
de kunde, sa det blev en slumpmissig blandning. Jag ockuperade
koket och lagade slow cooking. Jag kommer ihag att jag stod och
gjorde dillkott, den typen av ritter. Man skulle vara dar linge och
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ground floor of the large local authority building. Stefan invited twelve
artists and gave them one office each to make works in, while the officials’
decorations from their offices and the municipality’s art acquisitions were
on display in the gallery. These weren’t public spaces, so you had to have
a guide from the gallery to take you round. I did a piece with Ylva Maria
Thompson, who was a well-known porn star at the time. She stripped in
one of the offices. The man working there grew angry and said: ‘Over my
dead body!’ But he finally agreed to it. I called the work 4 Celebration of the
Pleasure Principle (En hyllving till lustprincipen). The gallery Mors Mossa was
important. Others who mattered were Peter Hagdahl and Ola Astrand
with his club and musical engagement. There were a lot of men. It was
the men that were noticed. There were noisy discussions between Carl
Michael and Erik about feminism. They were enormously macho, and
the electronic music they were interested in was so macho too, and yet I
believe that they even then claimed to be feminists.

Another setting, the Amerikahuset, was run by a boyfriend of mine
at that time, Kim Pedersen. He managed quite a large exhibition area
and club there. And then there was Hemma Hos of course, that Stefan
Linderoth and Britt Fornander ran.

KA: Hemma Hos was in their flat in Haga, right?
EW: Right. I exhibited there too. I did a typical Elin Wikstrém artwork.
KA: That was in the middle of the 1990s?

EW: 1994. I did a work called Mice and Men (Moss och ménniskor). It was pret-
ty interesting. I drew a circle of perhaps two or three kilometres around
the flat in Haga where they lived, and then I made a list of the jobs that
I thought were interesting. Then I rang round in that area and tried to
drum up one representative for each occupation. I arranged four dinners
with them, and they were free to choose when they could come, so it
was a random mixture. I took over the kitchen and did ‘slow cooking’. I
remember that I stood there doing mutton in dill sauce, that kind of dish.
The idea was that they were to be there for a long while and get to know
the family. They had small children. I spent all day preparing the food and
the guests came at about seven. Then I had this business with the mouse.
I saw to it that there was one plate too many. When we were all seated



lara kdnna familjen. De hade smabarn. Jaglagade mat hela dagen och
gasterna kom vid sjutiden. Sedan hade jag det hiar med musen. Jag
sag till att det var en tallrik fér mycket. Nar vi satt vid bordet ringde
det pa dorren och da kom en person utkladd 1 en muskostym som jag
hade gjort in. Gésterna var ju lite nervosa, men nir den hir musen
kom 1in sa sl6t de sig samman infor det fraimmande. Da blev den har

gruppen trygg.

KA: Intressant.

ew: Redan da struntade jag 1 princip 1 publiken och gjorde fyra traffar
med direktkontakt ddr deltagarna var publiken. Man kunde ringa pa
nér som helst och hade Britt och familjen da lust att 6ppna sa gjorde
de det och hade de inte lust sd struntade de 1 det. Jag hade en polis dar
och en lots. Det var viktigt som motrorelse, for att de hér personerna
skulle 6ppna sig och ha nagot utbyte, att den har musen kom. Ingen
fick veta vilka fyra personer som gémde sig 1 driakten.

KA: Du var vdl en av de forsta som stillde ut i Stenasalen pa Goteborgs konst-
museum ndr den oppnat 19962

Ew: Ja. Det var en positiv erfarenhet, trots att jag gjorde ett krangligt
verk som jag var ndrvarande 1 under hela utstéllningsperioden.

KA: Vilket verk var det?

ew: Det hette En pd miljonen: Kanske hon, kanske Du, kanske han, kanske
hon. Jag skrapade en ruta pa en tia-lott var 20:e sekund eller nagot
sadant och sd kunde folk anséka om att fa vinsten. Lena Boéthius
genomforde dragningen och en kvinna vann atta eller tio tusen.

Ka: Det var ju ett par andra personer som gjorde projekt med social prigel. fag
téinker till exempel pa forgen Svensson. Hade ni kontakt med varandra?

Ew: Vi gick samtidigt pd Valand. Fast vi hade inte kontakt da. Han
malade och broderade.

208

209

at table the doorbell rang and in came somebody dressed up in a mouse
costume, as I had arranged. The guests were a bit nervous, but when the
mouse came in they relaxed together in the presence of this stranger. The
group felt secure after that.

KA: Interesting.

Ew: Even then, I pretty much eschewed audiences, and I held four of these
direct-contact get-togethers where the participants were the audience. You
could ring up at any time, and if Britt and the family wanted to open then
they did, and if they didn’t want to then they just ignored it. I had one
policeman there and a maritime pilot. If these people were to open up and
enjoy the exchange, then surprise was important, and it was important
that the mouse came. No one was allowed to know who the four people
were that hid in the costume.

KA: I believe you were one of the first to extubit at the Stenasalen of the Goteborg
Museum of Art when it opened in 1996?

EW: Yes. It was a positive experience, even though the work I presented
was tricky and I had to be present throughout.

KA: Which work was that?

EW: It was called One in a Million: Maybe She, Maybe You, Maybe He, Maybe
She (En pa miljonen: Kanske hon, kanske Du, kanske han, kanske hon). I scraped
one lottery coupon every 20 seconds or something like that, and people
could apply to get the winnings. Lena Boéthius was in charge of the draw
and one woman won eight or ten thousand.

KA: There were other artists who did projects with social content. I'm thinking of
Fforgen Svensson, for instance. Did you have contact with each other?

EW: We were at Valand together, though we didn’t have any contact then.
He painted and did embroidery.



KA: Sd impulserna till det ni gjorde kom fran olika hdll. Det var inte skolmiljon
som_fodde detta, utan det var snarare era individuella intressen och personliga
kontakter som utgjorde utgangspunkten.

ew: Det var Valandsklubben som var den stora kontaktytan. Det var
dar man diskuterade konst. Dér larde jag kdnna Stefan Karlsson och
Carl Michael von Hausswolff. Sedan maste jag ocksd nimna det hir
foraktet som fanns mot de hir experimenten. Det dr tur att man var
sa dar korkat obekymrad om livet som man kan vara nér man ar ung
och vill mycket. Jag kommer ihég att jag ville gd med 1 KRO och var
pa ndgot av deras moten. Men de sade: "Du malar ju inte, du haller
ju inte pa med skulptur, nej du kan inte vara med.” Sa fort man gick
utanfér de har rummen sd stotte man pa patrull. Men 1 véra cirklar
var det bara ett enda gérande och diskuterande.

Ka: Och dd blev det extra viktigt med de héir nétverken, att man har kontakter,
Jor det ar ens mijlighet att kunna gora nagonting. I mitten av 1990-talet blev
det en annan uppmdrksamhet kring det ni gjorde och det handlade vél lite om
att nya individer, med ett intresse for den typen av uttryck, kom in i konstlivet.
Till exempel Asa Nacking, som blev redaktir for Paletten. Vad hade hon_for
betydelse ?

Ew: 1995 gjorde hon ett nummer av Faletten om relationell estetik.
Men det var genom Stefan Karlsson som jag borjade stélla ut. Mats
Olsson och Stefan Karlsson gjorde Botkyrka-utstillningen. 1993
gjordes ICA-projektet. Det var Cecilia Parsberg, Ola Astrand och
jag fran Goteborg som var med pa den, och sa Bengt Olof Johansson,
som nu dr chef pa Kalmar konstmuseum. Utstéllningen var Mats
Stjernstedts, Ulrika Levéns och Asa Nackings initiativ. De gjorde
den tillsammans med Magnus Wallin, Anders A, P O Persson och
Gunnar Sandin. Jag tror de var tre eller fyra konstndrer. Det var en
grupp av bade konstnérer och unga studenter som var missndjda
med konsthistorieutbildningen 1 Lund. Det ar darifran det kom.
ICA-utstdllningen var en reaktion mot att det da var otroligt svart
att visa samtida konst 1 Malmo, vilket det inte hade varit bara nagra
ar tidigare.
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KA: So the impulses for what you did came from various different sources. It wasn't the
school environment that inspired your work, but rather your individual interests and
personal contacts that were the basis?

EW: The Valand Club was the main source of contacts. It was there we
discussed art. It was there I got to know Stefan Karlsson and Carl Michael
von Hausswolff. But then I must also mention the scorn that existed
towards this experimentation. It’s fortunate that it’s possible to be so
crazily unconcerned about life, such as when you’re young and you’ve
got a strong will. I remember I wanted to join KRO (the artists’ national
organisation in Sweden) and attended one of their meetings. But they
said: ‘You do not paint, you are not doing sculpture, no you cannot join.’
As soon as we left the rooms where we worked we ran into trouble. But
in our circles it was just one long round of activity and discussion.

KA: And then it became all the more important having this network, having contacts,
because they provided the possibility of making works. In the mid-1990s there came a
new form of attention to what you were doing, and this partly had to do with the fact
that new people with an interest in that mode of expression entered the art scene. Asa
Nacking for example, who became editor of Paletten. What importance did she have ?

EW: In 1995 she did an issue of Fuletten on the theme of relational aesthet-
ics. But it was thanks to Stefan Karlsson that I began to exhibit. Mats
and Stefan did the Botkyrka exhibition. In 1993 the ICA project was
done. It was Cecilia Parsberg, Ola Astrand, and I from Gothenburg who
were in on that, and also Bengt Olof Johansson, who is now head of the
Kalmar Museum of Art (Kalmar konstmuseum). The exhibition was the
brainchild of Mats Stjernstedt, Ulrika Levéns, and Asa Nacking. They
mounted it together with Magnus Wallin, Anders A, P. O. Persson, and
Gunnar Sandin. I believe they were three or four artists. It was a group
of both artists and young students who were dissatisfied with the art his-
tory instruction at Lund University. That’s where it came from. The ICA
exhibition was a reaction against the fact that it was so incredibly difficult
to exhibit contemporary art in Malmé, which hadn’t been the case a few
years earlier.



KA: Vad hade héiint?

EW: Gallerierna bara stingde. Galleri Lang till exempel, som var
vildigt bra, férsvann och sedan var det bara sikra kort och salj-
bart som stélldes ut. Da gjorde de det projektet for att ge Malmé ett
Institute of Contemporary Arts och for att minska den tydliga grén-
sen mellan konstndrer och publik. De ville nd ut till en bredare publik
genom att forldgga utstallningen till snabbkép.

KA: Hur kom du 1 kontakt med den mternationella konstscenen ?

Ew: Jag var med pa nagra stora utstillningar, som Se hur det kénns! pa
Rooseum 1996. Dir traffade jag Charles Ray. Han var helt begeist-
rad av den hdr singen som jag visade. Jag var med pa NowHere pa
Louisiana, som gjordes nir Lars Nittve var chef déar. Dar traffade jag
Laura Cottingham. Jag traffade Dan Graham i den vevan och kom
i kontakt med den tyska scenen med Kaspar Konig. Asa Nacking
hade tidigare gitt curatorutbildningen pa De Appel 1 Amsterdam och
Maria Lindberg och jag var med dér. Jag blev inbjuden till grupp-
utstdllningar med internationella konstndrer och skapade ett helt
nytt nitverk. Jag har ju haft den fantastiska situationen att ha haft
Goteborg som bas men samtidigt ha varit del 1 ett internationellt nét-
verk. Men det var ocksa ritt tufft att komma tillbaka till Géteborg.
Det var inte s3 manga som var intresserade av vilka jag hade traffat
och vad jag hade gjort.

Jag kanske var otroligt anti eftersom jag kénde att jag tappade
kontakten med folk. Alla de hér svartklubbarna bara stannade av
och istillet var det universitetet som bredde ut sig. Kommersialise-
ringen tog 6ver. Det var javligt mossigt dar nagra ar. Sub Bau kérde
ju pa. De var ju extremt uthalliga och dar kom ju performance ocksa
in med Stefan och Roger Sarjanen som gjorde performancefestival.
Margareta Orreblad pa Galleri Mors Mdssa var ithdrdig hela tiden.
Nojesguiden var rolig. Clara Mannheimer, Jane Magnusson, Johan
Croneman och Bo Madestrand jobbade med den dé. De skrev myck-
et om konst. Jag var ocksd en av sjutton som drev Rum for aktuell
konst.
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KA: What had happened?

EW: The galleries just closed. Galleri Lang, for instance, which was very
good, just vanished, and after that it was nothing but safe and saleable
art that was on show. So they did that project to give Malmé an Institute
of Contemporary Arts and to lower the evident barriers between the
artists and the public. They wanted to reach out to a broader audience by
locating the exhibition in a supermarket.

KA: How did you come in contact with the international art scene ?

EW: I took part in some large exhibitions, like See What It Feels Like! at
Rooseum in 1996. There I met Charles Ray. He was completely delighted
with this bed that I showed there. I participated in the exhibition NowHere
at Louisiana, when Lars Nittve was director there. It was there I met
Laura Cottingham. I met Dan Graham at the same time and came in
contact with the German scene with Kaspar Kénig. Asa Nacking had
earlier taken a course in curatoring at De Appel in Amsterdam, and Maria
Lindberg and I took part in that. I was invited to group exhibitions of
international artists and formed an entirely new network. I have been in
the fantastic situation of having Gothenburg as my base but at the same
time being part of an international network. But it was pretty tough com-
ing back to Gothenburg too. There weren’t many who were interested in
whom I had met and what I had been doing.

I was perhaps incredibly ‘anti’, because I felt that I had lost touch with
people. All those unofficial clubs had just stopped functioning and instead
it was the university that spread everywhere. Commercialism took over.
It was horribly dowdy there for a few years. Sub Bau carried on. They
were extremely dogged, and then performance came in there too, with
Stefan and Roger Sarjanen, who ran the performance festival. Marga-
reta Orreblad at Galleri Mors Mossa kept going throughout. Nojesguiden
was fun. Clara Mannheimer, Jane Magnusson, Johan Croneman, and Bo
Madestrand were working there then. They wrote a lot about art. And

% I'was one among seventeen who ran the gallery Rum for aktuell konst.



Ka: Som lag vid Férntorget.

Ew: Ja, vid Pusterviksteatern. Det var mitt initiativ att gallerirummet
skulle ha réda vaggar. Det var jag och Lars Blomqvist som drev
igenom det. Vi skulle fanimej inte ha nagon vit kub. Redan fran bor-
jan var det bestamt att det skulle paga 1 sjutton méanader. Det var ett
briljant koncept. Som ung var jag med 1 mycket féreningsverksamhet
och hade blivit allergiskt mot den formen. Man slutade bry sig om
innehallet och istallet gar all tid at till att bestimma vem som skall
baka bullar till ndsta méte. Jag sa: "nej viska inte ha en massa moten.”
Vi kom pa att vi bara skulle ansvara for en manad var. Det skulle
vara en punktinsats. Man kunde vilja att stilla ut sjalv eller bjuda in
nagon. Efter det var jag mer utomlands 4n 1 Géteborg. Under nagra
ar hiande inget men sedan helt pl6tsligt blev det fart pa Galleri 54. 300
m3 kom, Galleri Box kom.

KA: Glinta kom pa 90-talet.
ew: Den var jatteviktig.
KA: Det var ju inte bara en tidskrift utan det blev ju ocksd en scen.

ew: Deras filosofibarer var jitteviktiga. Dér diskuterades teori.
Fotohogskolan var ocksa viktig nar den kom, med Gertrud Sandqvist
och Andres Serrano som var dédr som géstldrare och mycket annat
spannande folk.

Ka: Det har skett en fordndring i vad man tar upp 1 undervisming pa konsthig-
skolorna. Teori tar stirre plats. Helt andra konstndirer har blivit viktiga 1 den
konsthistoria man presenterar. Dér innebar val 199 0-talet ett skifie?

Ew: Jag tyckte att det var vildigt spinnande att vara delaktig i en teo-
retisk och konstnarlig metodutveckling som gjorde skillnad 1 Sverige.
Jag var ju med pa den hir utstillningen 1997 som Kaspar Konig var
curator for.
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KA: That was at Jéirntorget?

EW: Yes, at Pusterviksteatern. It was my idea that the gallery space should
have red walls. It was Lars Blomqvist and I who pushed that through. We
were damned if we were going to have a white cube. Right from the start
it was decided that it would go on for seventeen months. It was a brilliant
idea. When I was young I'd been involved in a lot of club activities and
had grown allergic to that kind of thing. You end up not bothering with
the content and instead spending all your time deciding who’s to bake the
cakes for the next meeting. I said: ‘No. We’re not going to have a load of
meetings.” We decided that we would just be responsible for one month
cach. It was to be a once-only effort. You could choose either to exhibit
yourself or have someone else in. After that I was more abroad than in
Gothenburg. For a few years nothing happened and then quite suddenly
Galleri 54 got going. 300m3 arrived, and so did Galleri Box.

KA: Glinta came in the 1990s.
EW: That was very important.
KA: It wasn’t just a journal, it was a stage too.

EW: Their philosophy bars were very important. It was there theory was
discussed. The School of Photography was important too when it came,
with Gertrud Sandqvist and Andres Serrano as guest instructors and a lot
of other exciting people.

KA: There has been a change in what is taught in the art colleges. Theory is more
prominent. And other artists are considered important in the art history taught. Was it
in the 1990s that that change came ?

Ew: I thought it was incredibly exciting to be taking part in theoretical
and artistic methodological developments that had a significant effect in
Sweden. I took part in that exhibition in 1997 that Kaspar Konig curated.



KA: Skulpturutstillningen © Miinster ?

ew: Det var Minster. Det var jatteroligt fér mig som hade rotter
1 skulptur. Dd introducerade Walter Grasskamp och Benjamin
Buchloh begreppet serviceestetik och jag vet att Maria Lind pratade
intressant om konceptkonstens och kontextkonstens utveckling.
Typiskt f6r konceptkonsten ér att den inte kom frén ett omrade. Den
konceptuella konsten ar pluralistisk och performancekonsten ocksa.
Frankrike har en scen, Asien en. Sedan finns den anglosaxiska scenen
och den tyska. Det intressanta ar att man inte dversatte texter dem
emellan. Darfér var det flera olika rorelser lokalt och globalt sam-
tidigt, otroligt ankdammigt och samtidigt transnationellt.

KA: Beteckningarna kom efferat. Relationell estetik till exempel.

ew: Alltsa relationell estetik, jag vet inte ndr den kom egentligen, men

jag kommer 1hag att jag av en slump, nir jag var utomlands pa ndgon
resa, rakade kopa just Eric Troncys och Nicolas Bourriauds tidning
Documents sur lart, precis det numret dér Bourriaud ldgger fram de
grundlaggande idéerna. Det dr markligt att jag taxonomiskt utsetts
till representant for relationell estetik 1 Sverige eftersom jag aldrig har
varit med pa Bourriauds utstillningar. Jag traffade honom forst for
nagra ar sedan genom Sinziana Ravini. Jag har inte haft nagot som
helst samrére med honom. Jag édr kritisk till hur begreppet relatio-
nell estetik dnvinds 1 svensk media och konsthistorieskrivning, dér
Bourriaud nidmns, men ar han last? Det ar snuttifierat och forenklat,
det som relationell estetik har kommit att sta for 1 Sverige jamfort
med den otroliga komplexitet som finns 1 Bourriauds férstaelse av
begreppet. Jag triffade tidigt Rirkrit Tiravanija, Philippe Parreno och
Pierre Huyghe och deltog 1 deras verk. Men de har urvaskat och
vandaliserat begreppet 1 Sverige.

Ka: Hur har synen pé dina verk fordndrats under den tid som gatt? fag tanker
exempelvis pa Hur skulle det gd om alla gjorde sa? som du nyligen dter-
uppforde © Kalmar.

Ew: 1993 var den hir personen, som bara ligger och blundar och
later tankarna komma och g och ar helt passiv, paria. Det var alla
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KA: The sculpture exhibition in Miinster?

EW: In Miinster, yes. It was great fun for me, with my roots in sculpture. It
was then that Walter Grasskamp and Benjamin Buchloh introduced the
concept of service aesthetics, and I know that Maria Lind gave interesting
talks on developments in conceptual and contextual art. Typically con-
ceptual art arises from more than one source. Conceptual art is pluralistic,
as is performance art too. France has a scene for it, Asia has one. And then
there’s the Anglo-Saxon one and the German. What was interesting was
that they didn’t translate texts from one to another. So there were several
different movements, both local and global, at the same time, incredibly
backwaterish and yet transnational too.

KA: The labels came later - relational aesthetics, for instance.

EW: As far as relational aesthetics goes, I don’t really know when it
came, but I remember that by chance, when I was abroad on some
trip, I happened to buy Eric Troncy and Nicolas Bourriaud’s magazine
Documents sur l'art, and it was the issue where Bourriaud laid out the basic
principles. It’s strange that taxonomically I have been seen as represent-
ing relational aesthetics in Sweden, since I have never taken part in any of
Bourriaud’s exhibitions. I first met him a few years ago through Sinziana
Ravini. I haven’t had anything to do with him. I'm critical of how the
term relational aesthetics is used in the Swedish media and art history
narratives when Bourriaud’s name is mentioned, but is he read? It’s a
potted and simplified version, the way relational aesthetics has come to be
in Sweden compared to the incredible complexity in Bourriaud’s under-
standing of the concept. I met Rirkrit Tiravanija, Philippe Parreno, and
Pierre Huyghe at an early stage and took part in their work. But they’ve
watered down and vandalized the concept in Sweden.

KA: How have views of your work changed during these years? I'm thinking, for
instance, of What Would Happen If Everyone Did This? that you recently

revived in Kalmar.

EW: In 1993 that person - just lying with eyes closed, letting thoughts come
and go, being totally passive — was seen as a pariah. Everybody’s fear of
unemployment gave rise to a taboo at the time. You didn’t admit to being



manniskors skrick med arbetslésheten som var tabu da. Man sade
inte att man var arbetslos. Folk var ocksa radda for bacillernaisiangen.
Det var sd pa 1990-talet. Nagon hade filmat uppférstorade kvalster
och visat hur manga de var och hur dckliga och monstrudsa de ser ut.
Férutom de som blir rddda och darfor blir arga, finns det de som blir
arga av att se ett konstverk som inte ser ut som ett konstverk brukar
gora, 1 en matbutik dessutom. Den reaktionen finns ju fortfarande.
Men ndr samma person kom tredje eller fjarde gangen och kunde ta
till sig innehallet, vad verket handlade om, It det istéllet: ?Ah den
som fick ta hennes plats!” Nu ar den platsen begirlig.

unemployed. People were also afraid of germs in beds. That’s how it was
in the 1990s. Someone had filmed magnified images of bed-mites, shown
how many they were, and how horrible and monstrous they looked. And
in addition to those who were frightened and consequentially angry, there
were also those who were angry at seeing an artwork that didn’t look like
an artwork usually does, and in a grocery store, moreover. That reaction
still persists. But when the same person came by a third or fourth time
and was able to understand the work’s content, what it was about, the
reaction then was: ‘Oh, if only I could take her place!” Now that place has
become attractive.

TRANSLATED FROM SWEDISH BY
DAVID ISITT
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KRISTOFFER ARVIDSSON

ROCKAD PA EN OMSKAKAD SPELPLAN
NAR UNDERGROUND BLEV OVERGROUND

Under Carl Michael von Hausswolffs (f. 1956) performance Phoc %

pa galleriet Sub Bau 1 Goteborg 1985 desavouerades en héna och
blodet sprutade ut 6ver golvet.! Hindelsen skulle kunna ses som
betecknande fér en mingd saker. Den visar att det gjordes perfor-
mance 1 Goteborg under 1980-talet, nagot som motsdger en segli-
vad forestdllning om Goteborg som fiste for koloristiskt maleri och
inte mycket annat. Ar den ocks3 betecknande for en sirskild anda i
det goteborgska konstlivet — innefattande primitiva krafter och mag-
starka provokationer? Om man ldser de textavsnitt som behandlar
Goteborg under denna period 1 katalogen till utstéllningen Zind
morkret! Svensk konst 1975-1985 sa forefaller det vara sa.> Hur ska 1
sd fall denna primitivism forstds ur ett historiskt perspektiv? Vilken
relation har den till den vinsterpolitiska vagen 1 Géteborgs konstliv
efter 1968 och dess samhallsomstértande ambitioner? Anarkismen
utgor nu bara en liten del av Goteborgs konstscen och bor inte en-
sam tillatas styra var bild av Goteborgskonsten. Man kan fraga efter
motsatsen, det reflekterande, det som inte gjorde lika mycket vdsen
av sig men sakta men sakert bidrog till en férdndrad konstscen. Fanns
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FIG. 16

FIG. 16

KRISTOFFER ARVIDSSON

CASTLING ON A DISARRANGED PLAYING BOARD
WHEN UNDERGROUND BECAME OVERGROUND

% During the performance of Phoc, by Carl Michael von Hausswolff

(b. 1956), at the gallery Sub Bau, in Gothenburg, in 1985, a hen was de-
capitated and blood splashed across the floor.! This event could be seen
as symbolic of many things. It was evidence that performance art was
practised in Gothenburg during the 1980s, thus refuting a persistent im-
pression of Gothenburg as being the high seat of Colourist painting and
not much else. Was it also an indication of a special spirit in the art life of
Gothenburg - embracing primitive powers and stomach-turning provoca-
tions? If one reads the sections on Gothenburg during this period in the
catalogue to the exhibition Lighten the Darkness! Swedish Art 1975-1985
(Tiind morkret! Svensk konst 1975-1985) then it would appear so.? In that
case, how is this primitivism to be understood in a historical perspective?
What relationship did it have to the left-wing political wave coursing
through art in Gothenburg after 1968, and its socially disruptive ambi-
tions? Anarchism now plays only a small part on the Gothenburg art
scene and should not alone be permitted to dictate our image of Gothen-
burg art. One can seek out the opposite, reflective art — art that chose to
make less fuss but which slowly but surely contributed to a transformed
art scene. Did there exist, as an instance of the latter, a postmodernism in
Gothenburg, and what in that case did it look like??

The aim of this text is to trace certain main outlines in the develop-
ment of art and the art scene in Gothenburg and its surroundings during
the final two decades of the 20" century. In my search for what is rep-
resentative and unique to Gothenburg, I turn to material that has not
been brought to notice in the Swedish art history accounts. Gothenburg



det, som exempel pa det senare, en postmodernism 1 G6teborg och
hur sdg den 1 sa fall ut?

Syftetmed denna textdratttecknanagrahuvudlinjerikonstens och
konstscenens utveckling i Géteborg med omnejd under 1900-talets
tva sista decennier. P4 min jakt efter det som &r bade representativt
och unikt fér Goéteborg finner jag sidant som inte uppmérksam-
mats 1 den nationella konsthistorieskrivningen. Darmed framtrader
Goteborg som ett eget centrum, en scen med sina sérskilda villkor.
Forstitextens avslutning stiller jag aktiviteterna pa Goéteborgsscenen
i relation till den berittelse om 1980- och 1990-talet som formats i
Stockholm, nédmligen den om postmodernismens tumultartade intag
1 svenskt konstliv 1987.

FRAN GRAVADER TILL UNDERJORDISKT MORKER

Goteborg ér starkt férknippat med sin hamn, Nordens storsta, med
den en ging sd betydelsefulla varvsindustrin. Under 1970-talet slog
varvskrisen till och en bit in pa 1980-talet hade sa gott som hela varvs-
industrin férsvunnit fran Goéteborg och hamnen omvandlats till con-
tainerhamn. Aven pa konstens omrade skedde stora forindringar.
Under flera decennier dominerades Goteborgs konstliv av arvet efter
Goteborgskoloristerna. Det var ett sinnligt méleri dir fargen hade
en framtradande roll som uttrycksbarare. Med Endre Nemes (1909-
1985) tilltrdde som forestandare f6r Valands konstskola férdes en an-
nan tradition in: en abstrakt och surrealistiskt orienterad modernism
som kom att std 1 konfrontation mot Géteborgsmaleriet. Den vanster-
politiska vagen efter 1968 satte tydliga avtryck 1 Goteborgskonsten.
Minga konstnérer sympatiserade med KFML(r) och den politiska
overtygelsen innebar att konstens uppgifter omdefinierades. Det be-
rattande bildspraket aterupplivades men underordnades politiska
syften.

Dessa tre linjer 4r de dominerande i Géteborgs konstliv efter andra
vérldskriget. P4 1980-talet hande nagot annat. Med en 6kad tillstrém-
ning av studenter fran andra delar av landet till Konsthégskolan Va-
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thus stands out as an art centre of its own, a scene with its own special
conditions. It is only at the end of this text that I relate the activities in
Gothenburg to the account of the 1980s and 1990s formed in Stockholm,
namely, that of the tumultuous entry of postmodernism into Swedish art
life in 1987.

FROM GLOOMY WEATHER TO UNDERGROUND DARKNESS

Gothenburg is strongly associated with its port, the largest in the Nordic
countries, and with the shipbuilding industry so significant in former
days. In the 1970s the shipyard crisis exploded and by the early 1980s the
shipbuilding industry had almost entirely vanished from Gothenburg,
leaving it transformed into a container port. Changes took place too
within the field of art. For several decades the art life of Gothenburg had
been dominated by the legacy of the so-called Gothenburg Colourists.
This was a sensualist school of painting in which colour played a major
role as conveyor of expression. With the appointment of Endre Nemes
(1909-1985) as head of the Valand School of Fine Arts, a fresh tradition
was introduced - an abstract and surrealist-oriented modernism which
was to challenge the Gothenburg painting tradition. The left-wing politi-
cal movement following 1968 left clear traces on the art of Gothenburg.
Many artists sympathized with the aspirations of the left-wing KFML(r),
and this political conviction led to the redefining of the objectives of art.
The narrative pictorial idiom was revived but subject to political motives.

These three approaches dominated Gothenburg art after the Second
World War. In the 1980s something different happened. Owing to an
increase in the number of students from other parts of the country enroll-
ing at Valand, the hegemonic tendency there was broken. Neither the
Gothenburg Artist’s Club (Goteborgs Konstnérsklubb), Galleri 54, the
Goteborg Museum of Art, the Gothenburg Art Gallery (Konsthallen,
Goteborg) or Valand were influential in this development. Instead it
was independent actors such as Phauss, Sub Bau, Monitor, Ny Scen,
Draupner, Unga Atalante — along with students from Valand - who
took the initiative. Students at Valand kept a jour with international art



land bréts den hegemoniska andan. Varken Goteborgs Konstnars-
klubb, Galleri 54, Go6teborgs konstmuseum, Konsthallen Géteborg
eller Valand var drivande i denna utveckling. Istillet var det fria
aktorer som Phauss, Sub Bau, Monitor, Ny Scen, Draupner och Unga
Atalante, samt elever pa Valand, som tog initiativet. Valandseleverna
laste internationella konsttidskrifter och fangade upp strémningar
1 tiden. Utanfor institutionerna véxte en alternativ konstscen fram
runt konstnirsdrivna gallerier, klubbar, skivbolag, fria teatrar och
kulturhus 1 férorten. Denna undergroundscen knét an till tendenser
1 tiden 1 Berlin och pa andra hall men hade likvil ett eget tonfall. Det
som gjordes 1 Géteborg pa 1980-talet var mérkare och mer konfron-
tatoriskt dn det som gjordes pa motsvarande alternativa konstscener
1 exempelvis Stockholm.*

Aven om Géteborgs konstscen blev mer receptiv for intryck
utifran fick inte allt faste. Postmodernismens teoretiska perspektiv,
som dominerade konstdiskussionen 1 Stockholm under slutet av
1980-talet, lyste lange med sin frdnvaro pa stadens konstinstitutioner,
liksom 1 konstkritiken. Daremot togs det haftiga maleriet upp av
studenter pa Valand 1 bérjan av 1980-talet, som genom internatio-
nella kontakter ocksa tog till sig nya teoretiska perspektiv. Aven om
inga teoretiker lanserade postmodernismen pa stadens kultursidor
fanns det ett flertal konstnérer 1 Géteborg som tidigt arbetade utifran
en postmodern utgangspunkt. Det férekom ocksa seminarier och
debatter om postmodernismen. Den iscensatta fotografin kom att
fa en stark nirvaro 1 Goteborg med tva fotografiinstitutioner, Foto-
hogskolan (idag Hogskolan for fotografi) och Hasselblad Center,
som sa smdningom anammade ett utvidgat fotografibegrepp.

Under 1990-talet framtradde den relationella estetiken, en soci-
alt inriktad konst som kan bestd av hindelser som iscensitts 1 det
offentliga rummet. Denna praktiserades framst av elever pa Valand,
dven om det fanns féregangare. Vid mitten av 1990-talet syntes den
relationella estetiken pa Goteborgs konstmuseum liksom 1 den anrika
tidskriften Faletten, startad av Goteborgs Konstnérsklubb 1940. Det
ar om nagot ett bevis for att den gdéteborgska maleritraditionen inte
ldngre angav tonen. I viss mén levde den fortfarande kvar hos den
aldre generationen och pa de férberedande skolorna. Men den blev
under 1980- och 1990-talet alltmer undantringd och kunde inte
ldngre gora ansprak pa tolkningsféretride.
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journals and responded to the trends of the time. Outside the established
institutions an alternative art scene developed, centred on galleries run
by the artists themselves, clubs, record companies, independent theatres,
and cultural centres in the suburbs. This movement was linked to trends
in Berlin and elsewhere, but it still had a character of its own. What was
done in Gothenburg in the 1980s was darker, more confrontational and
esoteric than what took place at corresponding art centres in, for example,
Stockholm.*

Even if art in Gothenburg grew more open to influences from outside,
not all such impressions stuck. The theoretical perspectives of postmod-
ernism, a feature which dominated art discussion in Stockholm in the late
1980s, was long absent from Gothenburg art institutions and from art
criticism. On the other hand, in the early 1980s the Neo-Expressionist
style of painting was pursued by students at Valand, who acquired fresh
theoretical perspectives from their international contacts. Even if there was
no theoretician to launch postmodernism in the city’s cultural fora, there
were, nevertheless, a number of artists in Gothenburg who worked with
a postmodern approach. Seminars and debates on postmodernism were
also held. Staged photography acquired a strong presence in Gothenburg
with its two photo institutions, the School of Photography (Fotohégskolan,
today Hogskolan for fotografi) and the Hasselblad Center, both of which
in time adopted a broadened concept of photography.

In the 1990s relational aesthetics made its appearance, a socially com-
mitted art form that can comprise events staged in public spaces. This
was a mode practised primarily by students at Valand, though there were
some predecessors. By the mid-1990s relational aesthetics was to be seen
at the Gothenburg Museum of Art as well as in the magazine Fuletten,
founded by the Goteborgs Artist’s Club (Goteborgs Konstnérsklubb)
in 1940. This, if anything, was evidence that the former Gothenburg
painting tradition no longer dictated the tone. To some extent it lived on
among the older generation and at the preparatory art schools, but during
the 1980s and 1990s it grew increasingly irrelevant and could no longer
claim pride of place as representative of public taste.



OVER GRANSERNA, UNDER JORD

Under 1980-talet sj6d den utominstitutionella scenen av aktivitet,
med experiment 1 granslandet mellan konst, musik, performance,
teater och dans, 1 nedlagda industrilokaler, pa konstnirsdrivna
gallerier, skivbolag eller fria teaterscener. Den ndrmast maniska
experimentlustan far dessa ibland bagatellartade, emellanat mer
pretentisa, uttryck att framsta som en egen form av underjordisk
avantgardism. Internationellt skulle sidana experimentella former
ha kallats neoavantgarde. Men dé avantgardismen aldrig haft nagot
starkt faste 1 G6teborg dr dessa aktiviteter snarare att likna vid ett
utforskande av nagot tidigare oként.”

Stefan Karlsson (f. 1956) atervande fran Berlin 1983 och startade
galleriet Sub Bau 1 en killare pa Risdsgatan, senare pa Sveagatan
och till sist pa Kastellgatan. Hér gavs nya uttryck en scen, exempel-
vis maleri som flyttade ut 1 rummet, installationer och performance.
Karlsson stod dven bakom det fiktiva varldsomspannande féretaget
Paperpool International Corporation, med bakgrund i1 Karlssons tid
1 ett ockuperat hus 1 Kreuzberg 1 Vastberlin. Inledningsvis var det ett
aktivistiskt projekt med subversiva strategier riktade mot mediekon-
cernen Springer. I mitten av 1980-talet ateruppvackte han projektet
1 Sverige och tillverkade dd bland annat obrukbara kontorsobjekt
som saldes under det fiktiva féretagets namn. Den osdkerhet som
Karlssons projekt genererade, dér publiken inte riktigt visste vad det
var den stilldes infor, r typisk for postmodernismen men Paperpool
var kanske alltfér forvirrande for att helt ldta sig inlemmas under be-
greppet. Med Paperpool agerade Karlsson under cover for att provocera
fram reaktioner. Hans objekt, exempelvis et Set (1989), en vagn med
tva kylviaskor, tvd dokumentportfoljer samt en skylt med Paperpools
logotyp och bokstiverna "P.I.C.A.S.S.O.”, har beréringspunkter med
JettKoons vattentankar med basketbollar men skapades med Wallraff-
metoden som utgangspunkt. 1988 presenterade Paperpool Ernst
Billgren pa Konstepidemin i1 G6teborg under rubriken ”Introducing
a new generation of Paperpool products”. Till och med kritikerna
trodde att Billgren sélt sig till ett multinationellt féretag. Karlsson
stod ocksd bakom en rad konstprojekt i stadsmilj6. Citygalleriet var
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OVER BARRIERS, UNDER GROUND

FIG. 34

FIG. 17

Throughout the 1980s the extra-institutional art scene hummed with
activity, with ongoing experimentation in the borderlands between art,
music, performance, theatre, and dance, located in abandoned industrial
locales, at artist-run galleries, record companies, and independent thea-
tres. This almost manic experimental enthusiasm enabled these various
expressions — trivial or pretentious as they might be - to be asserted
itself as an independent form of underground avant-garde. Internation-
ally, these experimental forms would have been termed neo-avant-garde.
However, since the avant-garde never had any strong hold in Gothen-
burg, these activities are, rather, to be likened to a discovery of something
previously unknown.’

Stefan Karlsson (b. 1956) returned to Sweden from Berlin in 1983 and
started the gallery Sub Bau in a cellar on Risdsgatan, later on Sveagatan,
and at last on Kastellgatan. Here new modes of expression were given
a venue, for example, painting that flowed out into the gallery space,
mstallations, and performance. Karlsson was also responsible for the
fictional global company Paperpool International Corporation, inspired
by Karlsson’s time spent in a squatters’ building in Kreuzberg in West
Berlin. Initially this was an activist project of subversive strategies aimed
at the Springer media concern. In the mid-1980s he revived the project in
Sweden and his activities included the manufacture of useless office equip-
ment sold under the fictional company’s name. The insecurity generated
by Karlsson’s projects, where the audience was uncertain as to what they
were being confronted with, is typical of postmodernism; but Paperpool
was perhaps too confusing to be fully covered by the term. Karlsson
used Paperpool as an undercover means for provoking reactions. The
objects he made — Fet Set (1989), for example, a carriage with two cool-
ing bags, two briefcases, and a sign bearing the Paperpool logo and the
letters ‘P.L.C.A.S.5.0. - can be compared with Jeff Koons’s water tanks
with basketballs but were created using the Wallraff method. In 1988
Paperpool presented Ernst Billgren at Konstepidemin, in Gothenburg,
under the heading ‘Introducing a new generation of Paperpool products.
Even the critics believed that Billgren had sold his soul to a multinational
company. Karlsson was also responsible for a series of art projects in



en aterkommande utomhusutstillning som anvinde sig av Postens
flyttkort som vernissageutskick med start 1994. Med Asa Nacking
(f. 1963) som medarrangér i Malmo, gjorde han projektet Légenhet
(1994), dar konstnarerna Ernst Billgren, Maria Bjurestam, Gunilla
Hansson, Peter Hagdahl, Henrik Hakansson, Clay Ketter, David
Krantz, Maria Lindberg, Andreas Roth, Jérgen Svensson och Anders
Widoff visade verk 1 tvd outhyrda lagenheter 1 Gardsten 1 Goteborg
och Rosengard i Malmoé. Tillsammans med Roger Sarjanen (f. 1958)
startade Karlsson ocksd en performancefestival. Efter utstillningen
Enzym Bar 1 Stenasalen pa Goteborgs konstmuseum 1996 6ppnade
han en vetgrasjuicebar dar han salde en pastatt hdlsosam dryck.
Med bas pa Frolunda kulturhus drev Mats Olsson (f. 1957)
Monitor, som visade verk av ett stort antal internationellt verksam-
ma videokonstnirer. Under namnet Phauss gjorde Carl Michael von
Hausswolff och Erik Pauser (f. 1957) en rad gemensamma projekt
1 granslandet mellan ljudkonst, performance och video. De drev
dven Galleri DS 1980-1983. Tillsammans med Ulrich Hillebrand
(f. 1953) startade de 1983 skivbolaget Radium 226.05, vars lokal 1
nuvarande Hagabadet blev en centralpunkt for olika aktiviteter, dven
konstutstallningar.® Galleri Mors Mossa, sedan starten 1969 drivet
av Margareta Orreblad (f. 1934), forst 1 Kungilv, sedan 1 Anggﬁrden
och darefter 1 Haga, visade dd som nu unga konstnirer. Orreblad
arbetade efter principen att bara stilla ut samma konstndr en gang,
vilket medférde stor omsittning. Stefan Linderoth (1955-2002)
anordnade utstillningar och performance med savil svenska som
internationella konstnérer 1 sin ldgenhet 1 Haga 1994-1995. Under-
groundscenen bestod annars av tillfalliga event pa klubbar, 1 riv-
ningshus eller bergrum, med utstéllningar, performance, konserter
och videovisningar. Valandsklubben blev en viktig métesplats under
andra halvan av 1980-talet. Kim Pedersen drev klubben och utstall-
ningslokalen Amerikahuset, dir bland andra Lars Goéran Nilsson
(f. 1954), Jorgen Svensson (f. 1958) och Elin Wikstrom (f. 1965)
stillde ut. Forutom ménnen bakom Radium 226.05 ingick Lotta An-
tonsson (f. 1963), Annika von Hausswollff (f. 1967), Henrik Hakans-
son (f. 1968), Kent Tankred (f. 1947), Cecilia Parsberg (f. 1963)
och Ola Astrand (f. 1959) i dessa kretsar. En nyckelperson i det
goteborgska avantgardet var fotografen Tom Benson (1935-1999).
Med sina surrealistiska fotomontage blev han féregdngare fér en
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urban settings. Citygalleriet was a recurring outdoor exhibition that used
change-of-address cards (available free from the post office) to advertise
the gallery opening in 1994. With Asa Nacking (b. 1963) as co-organizer
in Malmé, he created the project Apartment (Légenhet 1994) in which the
artists Ernst Billgren, Maria Bjurestam, Gunilla Hansson, Peter Hagdahl,
Henrik Hakansson, Clay Ketter, David Krantz, Maria Lindberg, Andreas
Roth, Jorgen Svensson, and Anders Widoff displayed artworks in two
vacant flats at Gardsten in Gothenburg and at Rosengérd in Malmg.
Together with Roger Sarjanen (b. 1958), Karlsson also started a perform-
ance festival. Following the exhibition Enzyme Bar in the Stenasalen at the
Goteborg Museum of Art in 1996, he opened a wheat-juice bar where he
sold a supposedly nutritious drink.

From his base at the Frélunda Culture House (Frélunda Kulturhus),
Mats Olsson (b. 1957) ran Monitor, showing the work of a large number
of internationally active video artists. Under the name Phauss, Carl
Michael von Hausswolff (b. 1956) and Erik Pauser (b. 1957) carried out
a series of projects together, involving sound art, performance, and video.
They also ran the gallery DS from 1980 to 1983. In 1983, together with
Ulrich Hillebrand (b. 1953), they started the record company Radium
226.05, located in today’s Haga bath, which soon became a meeting point
for a range of activities, including art exhibitions.® Galleri Mors Méssa,
run since its start, in 1969, by Margareta Orreblad (b. 1934), first in
Kungilv, then in Anggarden and after that in the Gothenburg district of
Haga, exhibited then as now the work of young artists. Orreblad had the
principle of exhibiting an artist only once, a policy which made for high
turnover. Stefan Linderoth (1955-2002) arranged exhibitions and per-
formances in his flat in Haga in 1994-1995, involving both Swedish and
mternational artists. Otherwise, the underground art scene consisted of
occasional events held in clubs, rock shelters, or properties earmarked for
demolition, and comprised exhibitions, performance, concerts, and video
shows. The Valand Club became a vital meeting place during the latter
half of the 1980s. Kim Pedersen ran the club and also the exhibition venue
Amerikahuset, where exhibitors included Lars Goran Nilsson (b. 1954),
Jorgen Svensson (b. 1958), and Elin Wikstrém (b. 1965). Others associated
included, besides the men behind Radium 226.05, Lotta Antonsson
(b. 1963), Annika von Hausswolff (b. 1967), Henrik Hikansson (b. 1968),
Kent Tankred (b. 1947), Cecilia Parsberg (b. 1963), and Ola Astrand
(b. 1959). A key figure in the Gothenburg avant-garde was the photo-



yngre generationer konstnirer som arbetade med iscensatt fotografi
under 1990-talet. Benson var dven kompositor och vin till Freddie
Wadling (f. 1951), en annan centralgestalt pa den géteborgska punk-
och undergroundscenen under 1980-talet.

Med utstéllningen Overground. Virldsutstillningen 1993 pa Konst-
hallen Go6teborg tog 1980-talets alternativa konstscen steget in 1 institu-
tionen. Utstédllningen, som gjordes av Lotta Antonsson, Leif Elggren,
The Hafler Trio, Annika von Hausswolff, Henrik Haikansson,
Stefan Karlsson, Mats Olsson, Cecilia Parsberg, Erik Pauser, Phauss,
Kent Tankred och Ola Astrand, vickte stor uppmirksamhet, iven
nationellt. Den férbands med en attitydférandring inom konsten och
framstar 1 efterhand som en 6ppning mot den relationella estetik som
1sa hog grad priglade det sena 1990-talets svenska konstdiskussion.

Namnet anspelade pa utstallningen Underground pa Lunds konst-
hall 1969, som stoppades pa grund av Sture Johannessons affisch
med en naken kvinna som haller 1 en haschpipa mot en bakgrund
av cannabisblad. Det skedde under Folke Edwards (f. 1930) tid som
chef for konsthallen — en post han lamnade pé grund av politikernas
inblandning 1 verksamheten. Samme Edwards var nu chef for
Goteborgs konstmuseum, som drev Konsthallen Géteborg. Parallellt
med Ouverground visade Goteborgs konstmuseum ldmpligt nog ocksa

Johannessons affischer fran tiden. Som av ett historiskt sammantrif-
fande omgirdades daven Ouverground av kontroverser. Utstallningen
stdlldes samman av konstnérerna sjdlva, som fatt fria hander av mu-
seichefen. Nar personalen atervinde fran sin semester reagerade de
péa arbetsmiljésituationen och utstédllningen stangdes tillfalligt efter
endast tre dagar. Problemet var angorna fran Phauss fontdn med
motorolja i verket Viloplats (eller Fontéin for Djingis Kahn). Mer intres-
sant ur den hir textens perspektiv dr Qvergrounds position mellan tva
perioder 1 Goteborgskonstens historia. Konstnarer som ingitt i den
goteborgska undergroundscenen visade hir verk som bade knot
an till aktiviteterna under 1980-talet och pekade fram mot ett annat
1990-tal. Strax efter utstéllningen flyttade det stora flertalet av konst-
narerna till Stockholm. I en text till utstillningen presenteras projek-
tet just som en redovisning av nagot som tidigare pagatt under jord:

Vi har arbetat 1 killare, slakterier, f d ammunitionsférrad, ruiner och garage likvil som 1

gallerier, museer och andra offentliga rum och varje plats dr en utmaning och ett mél att inta

256

FIG. 19

FIG. 18

FIG. 19

257

% grapher Tom Benson (1935-1999). With his surrealist photomontages
he served as inspiration for a younger generation of artists working with
staged photography during the 1990s. Benson was also a composer
and friend of Freddie Wadling (b. 1951), another major figure on the
Gothenburg punk and underground scene during the 1980s.

* With the exhibition Ouverground. The World Fair 1993 (Overground.
Virldsutstillningen 1993) at the Gothenburg Art Gallery, the alternative art
scene of the 1980s moved into the institution. The exhibition, which was
put together by the exhibiting artists — Lotta Antonsson, Leif Elggren, The
Hafler Trio, Annika von Hausswolff, Henrik Hakansson, Stefan Karlsson,
Mats Olsson, Cecilia Parsberg, Erik Pauser, Phauss, Kent Tankred, and
Ola Astrand - aroused considerable attention, even nationally. It was
associated with a change of attitude within the arts. In retrospect, it seems
to have been an opening to relational aesthetics, which, to such a high
degree, characterized the art debate in Sweden in the late 1990s.

The exhibition’s name alluded to the show Underground at the Lund
Art Gallery in 1969, which was stopped because of Sture Johannesson’s
poster showing a naked woman holding a hash pipe against a background
of cannabis leaves. This happened during Folke Edwards’s (b. 1930) time
as director of the Art Gallery, a position he left because of the politicians’
interference in the centre’s operations. The same Edwards was now direc-
tor of the G6teborg Museum of Art, which was behind the Gothenburg
Art Gallery. Parallel to Overground, the Géteborg Museum of Art also ex-
hibited the posters by Johannesson from that time. As a matter of historical
coincidence, Qverground too was surrounded by controversies. The exhibi-
tion was put together by the artists themselves, who had been given free
rein by the museum director. When the ordinary staff returned from their
holiday, they reacted to the working environment, and the exhibition was
temporarily closed after only three days. The problem lay with the fumes
from Phauss’s fountain filled with motor oil, in the piece Resting-place/
Fountain_for Genghis Khan (Viloplats/Fontéin _for Djingis Kakn). More interest-
ingly, from the perspective of this text, is Overground’s position between
two periods in the history of Gothenburg art. Artists that had been part
of the underground scene in Gothenburg here showed works that linked
both to the activities of the 1980s and pointed forward to the 1990s.

Shortly after the exhibition, most of the artists moved to Stockholm.
In a text accompanying the exhibition, the project was presented as an
account of something that had earlier taken place underground:



och 6vervinna mentalt och fysiskt ... Vi kommer att stélla ut en vérld, vér vérld, den vérld

som kretsar omkring och som utgér fran oss.”

Flera verk anspelade pa vald och moérka krafter 1 var kultur. I entrén
mottes besdkarna av Annika von Hausswolffs iscensatta fotografi
ur serien Tillbaka till naturen, med en halvt avklidd, mordad kvinna
som lamnats 1 snaren. Fran taket hingde en fana som kombinerade
Sveriges flagga med EU:s och USA:s. I Lotta Antonssons verk bjéds
besokarna in att, liksom pa gamla tiders marknader, 1kld sig olika
roller genom att sticka huvudet genom hali en kuliss, 1 detta fall skon-
hetsdrottning, Ulrike Meinhof, Moder Theresa eller Elvis Presley.

Iklddd vit rock delade Stefan Karlsson in besokarna 1 tre katego-
rier (arbetande, studerande, arbetslosa) och bjod in dem att Idmna in
forslag pa l6sningar av konstnirliga och existentiella problem. Erik
Pauser och Cecilia Parsberg visade videoverk som behandlade natur
och vald. Ola Astrands installation med en véningssing frin forsva-
ret och teckningar av muskul6sa min, som enligt konstnaren dter
for att fungera som maskiner”, anspelade pa tidens upptagenhet vid
6verlevnad 1 vildmarken.®

Med ett direkt och provokativt anslag paminde utstillningen
om orattvisor 1 samhillet, liksom om den valdskultur vi matas med
genom massmedierna. Installationen dr betecknande for arbetssattet,
men dven fotografi, video och text hade en framtrddande plats.
Overground handlade inte om estetiskt betraktande, utan om att kon-
frontera olika fragor.

EN POSTMODERN SPELOPPNING

Med sitt internationella nétverk, sin avantgardistiska utgangspunkt,
sin respektldsa attityd till smakkriterier och kvalitetsbegrepp, liksom
sin medie- och genre6verskridande karaktdr, férkroppsligar den
goteborgska undergroundscenen under 1980-talet i flera avseenden
forestillningen om det postmoderna. Men eftersom postmoder-
nismen inte var nagot aktuellt begrepp 1 konstkritiken 1 Géteborg
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We have worked in cellars, slaughterhouses, former ammunition storages, ruins, and garages,
as well as in galleries, museums, and other public spaces and every place is a challenge and a
target to conquer, mentally and physically... We want to exhibit a world, our world, the world

that surrounds around us and that emanates from us.’

Several works alluded to violence and dark forces in our culture. In the
entrance hall, visitors were confronted with staged photographs by An-
nika von Hausswolff from her series Back to Nature (Tillbaka till naturen),
with a half-naked, murdered woman left in the bushes. A flag that com-
bined the Swedish flag with the flags of the EU and the United States
hung from the ceiling. In the work by Lotta Antonsson, visitors were
invited, as in old time fairs, to adopt different roles by sticking their heads
into holes in a piece of scenery, in this case a beauty queen, Ulrike Mein-
hof, Mother Theresa, or Elvis Presley. Dressed in a white coat, Stefan
Karlsson divided the audience into three categories (workers, students,
unemployed) and invited people to offer proposals for solutions to artis-
tic and existential problems. Erik Pauser and Cecilia Parsberg exhibited
video works that dealt with nature and violence. An installation by Ola
Astrand, with a military bunk bed and drawings of muscular men who,
according to the artist, ‘ate to be able to function as machines’, alluded to
the contemporary fascination in survivalism.®

In a direct and provocative style, the exhibition reminded visitors of
injustices in society and of the culture of violence that we are fed with
by the mass media. These artists typically work with installations, but
photography, video, and text also occupied a prominent place in the ex-
hibition. Overgound did not promote aesthetic viewing. It was all about
confronting different questions.

A POSTMODERN OPENING GAMBIT

With its international network, its neo-avant-gardist starting point, its dis-
respectful attitude towards criteria of taste and concepts of quality, as well
as in its transgressing of media and genres, the Gothenburg underground
scene of the 1980s embodies in several ways notions of the postmodern.



under 1980-talet kom konstkritikerna aldrig att férbinda denna
rorelse med det postmoderna perspektivskifte som dd borjat mani-
festeras 1 olika former, dven 1 Sverige. Kanske kan man dérfor tala
om en dold postmodernism, eller en postmodernism utan begreppet,
1 Goteborg under tidigt 1980-tal. Men redan vid mitten av decenniet
ar medvetenheten om begreppet och dess implikationer for konsten
utbredd, framst bland elever pa Konsthégskolan Valand.

Genom sitt bruk av lagt virderade material, sina stilblandningar
och pastischer, men ocksa genom iscensdttningen av sin egen persona,
var kanske Ernst Billgren (f. 1957) den konstnir 1 Géteborg som tyd-
ligast forkroppsligade ett postmodernistiskt forhéllningssatt under
1980-talet. Han antogs till Konsthégskolan Valand 1982, enligt egen
utsago efter att ha kopierat en kamrats arbetsprover.” Redan efter
ndgra veckor bjéd han in till "Ett performance dér man kan léra sig
skillnaden mellan BRA och DALIG konst”."* Hans skenbart naiva
mnstdllning till konst provocerade. I sin ateljé satte Billgren upp ett
plakat med orden "vigra gora revolt”, som en provokation riktad
mot de vansterradikala celler som fortfarande levde kvar pa skolan."
Men det var ocksa en akt av ifragasittande gentemot modernismens
krav pa att revoltera mot det féregaende. Billgren satte mosaikramar
pa sina medvetet slarviga malningar med naturmotiv. Han mmite-
rade olika stilar och anvinde sig av olika sorters estetik 1 syfte att
stilla fragor som exempelvis: vad ar konst? Maleriet anvindes som
ett verktyg 1 en undersékning. Som konceptuellt arbetande konst-
nér star Billgren for en annan konstsyn dn den som nérdes inom
Goteborgstraditionen. Istillet for att forsvara sig at en viss estetik
forsokte Billgren med olika metoder komma runt sin smak. Billgrens
attityd maste bendmnas postmodern. Hans aktiviteter forebddade
ocksa debatten om postmodernismen 1987, som inte minst riktade in
sig pa kvalitetsbegreppet.

Forutom Billgren fanns det en rad konstndrer 1 Goéteborgs-
omradet som under 1980- och 1990-talet arbetade 1 en postmoder-
nistisk anda, med ironier, mediehybrider eller utifrdn konceptuella
utgangspunkter. Helene Billgrens (f. 1952) traffsakra kolteckningar
kommenterar underfundigt kvinnorollen. Lars Blomqvists (f. 1961)
ofta gratonade bilder har en fotografisk skdrpa men dr dromskt

dova. I Anna-Maria Ekstrands (f. 1966) 6verdadiga tablder med #*

Barbie-kitsch tycks konsumtionssamhéllets omedvetna ha tagit 6ver.
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However, since the term postmodernism was not a current concept in
Gothenburg art criticism during the 1980s, this movement never came to
be linked with the postmodernist change of perspective that, at this time,
had started to manifest itself even in Sweden. Perhaps one can therefore
speak of a concealed postmodernism, or a postmodernism without the
concept in the Gothenburg of the early 1980s. But, as early as the middle
of the decade, an awareness of the concept and its implications for art was
widespread, primarily among students at Valand.

Through his pastiches, his mixing of styles, and his use of low-brow
materials, but also through the enactment of his own persona, Ernst
Billgren (b. 1957) was the artist in Gothenburg who probably most clearly
embodied a postmodern attitude during the 1980s. He was admitted to
the Valand School of Fine Arts in 1982, according to his accounts, after
having copied a fellow student’s portfolio.’ After only a few weeks he is-
sued an invitation to ‘A performance where one could learn the difference
between GOOD and BAD art’'’ His apparently naive approach to art
was provocative. In his studio, Billgren put up a placard with the words
‘refuse to revolt’, as a provocation aimed at the leftist radical cells that
still existed at the school.! But it was also a questioning of modernism’s
requirement to revolt against the preceding period. Billgren put mosaic
frames on his deliberately carelessly painted pictures of nature motifs. He
imitated different styles and used different aesthetics in order to ask such
questions as: What is art? Painting was used as a tool of inquiry. As a con-
ceptually oriented artist, Billgren represents another approach to art than
the one nourished within the Gothenburg tradition. Instead of subscrib-
ing to a certain aesthetic, Billgren used varying media and approaches
to try and to avoid the issue of taste. Billgren’s attitude must be termed
postmodern. His activities also heralded the 1987 debate on postmodern-
ism that addressed, among other issues, the concept of quality.

Besides Billgren, there were a number of artists in the Gothenburg
area working in a postmodernist spirit, embracing ironies and media hy-
brids or working out from conceptual starting points. Helene Billgren’s
(b. 1952) accurate charcoal drawings pass ingenious comment on the
role of women. The pictures by Lars Blomqvist (b. 1961), frequently
in tones of grey, possess a photographic clarity but are nevertheless
dreamily gentle. In the large-scale Barbie kitsch tableaux by Anna-Maria
Ekstrand (b. 1966), the unconsious of today’s consumer society seem
to have taken over. Jens Finge (b. 1965) created a distinctive pictori-



Jens Finge (f. 1965) har skapat ett sdreget bildsprak med sina mans-
figurer 1 1700-talsklader, malade 1 pastellfarger, inspirerade lika
mycket av 1960-talets psykedelica som H G Andersen. Pal Hollender
(f. 1968) uppmérksammades under 1990-talet f6r sjalvutlimnande
videoverk som bland annat behandlade sexuella 6vergrepp. Bengt
Olof Johansson (f. 1959) fotograferade byggarbetsplatser men har
dven anvint fotografier i installationer. Kent Karlsson (f. 1945) kom-
binerade material av savil hogre som lagre status 1 sina kraftfulla och
ofta humoristiska skulpturer. Mer orienterad mot tidens teoretiska
diskussion var Matts Leiderstam (f. 1956) som senare uppmarksam-
mats for verk ddr han blottldgger en dold homoerotisk konsthistoria
1 sina installationer, dar fotografier och malade kopior intar en fram-
skjuten plats. Intresset f6r landskapet som konsthistorisk genre fanns
redan 1 hans arbeten som elev pa Valand. Maria Lindberg (f. 1958)
arbetade med ett reducerat maleri med svarta konturlinjer pa blek-
gul grund, men dven med fotografier, objekt och sprakliga kommen-
tarer som 1 sina ironiska vidndningar ger nya perspektiv pa tillvaron.
Magnus Wallin (f. 1965) uppmirksammades under 1990-talet for
sina datoranimerade videoverk. I dessa surrealistiska dystopier kom-
menterade han sambhillets syn pa funktionhindrade, med referenser
till bade dldre tiders anatomibilder och till Hieronymus Bosch. Karin
Wikstrom (f. 1959) behandlade infekterade teman med en humo-
ristisk knorr 1 ett trevande men koloristiskt finkdnsligt maéleri. Ola
Astrand har tagit upp undergroundkulturen i sina verk och aktivi-
teter som curator.'

Andra konstnérer som arbetat 1 postmodern anda, med perfekt
yta, bildcitat, ironier, distansskapande grepp, fotografi, video, in-
stallationer, performance eller 1 en blandning av medier 4r Katarina
Andersson, Patrik Andiné, Maria Bjurestam, Nina Bondeson, Kerstin
Bunketorp, Anna Carlsson, Hakan Carlsson, Cecilia Darle, Virgil
Dejarv, Tomas Ferm, Magnus Gramén, Vanja Gyllenskoéld, Gunilla
Hansson, Krister Kennedy, Ulf Kihlander, Annika Lundgren, Bo
Melin, Susanna Nygren, Monika Nystrém, Mikael Olofsson, Dan
Perrin, Anna Persson, Asa Projts, Helena Roos, Andreas Roth, Olle
Schmidt, Leif Skoog, Joakim Stampe, Kent Tankred, Stefan Uhlinder,
Irene Westholm, Arne Widman, Johan Zetterquist och Thomas
Zornat. Men det finns ocksd konstnérer som snarare ar att beteckna
som forvaltare av maleritraditionen, dven om de sammanfort den
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al idiom with his male figures in 18"-century dress, painted in pastel
shades, and inspired as much by the psychedelic trends of the 1960s as by
H. C. Andersen. Pal Hollender (b. 1968) was noted during the 1990s for
his self-revealing videos dealing with sexual abuse, among other topics.
Bengt Olof Johansson (b. 1959) photographed building sites but has also
used photography in installations. Kent Karlsson (b. 1945) combined
materials of both high and low quality status in his striking and often
humorous sculptures. More oriented towards the theoretical discussions
of the day was Matts Leiderstam (b. 1956), who later has attracted at-
tention for works where he lays bare a concealed homo-erotic art his-
tory. He does this in installations where photography and painted copies
occupy a leading position. His interest in landscape as an art historical
genre was evident already in his works as a student at Valand. Maria
Lindberg (b. 1958) painted with a restrained palette, using black outlines
against a pale yellow background, but also with photographs, physical
objects, and written comments that — in their ironic ambivalence — shed
fresh light on the surrounding world. Magnus Wallin (b. 1965) gained
recognition in the 1990s for his computer-animated video works. In these
surrealist dystopias, he commented on the view of handicapped people
in soclety, with references to both anatomic illustrations of older times
and Hieronymus Bosch. Karin Wikstrém (b. 1959) treated infected top-
ics with a humorous touch in a tentative but sensitive and colourful style.
Ola Astrand has touched on underground culture in his artistic work and
his activities as a curator.'?

Other artists who have worked in a postmodern spirit, with a
perfect surface, pictorial quotations, ironies, objective approaches,
photography, video, installations, performance or through mixed me-
dia include Katarina Andersson, Patrik Andiné, Maria Bjurestam, Nina
Bondeson, Kerstin Bunketorp, Anna Carlsson, Hékan Carlsson, Cecilia
Darle, Virgil Dejarv, Tomas Ferm, Vanja Gyllensko6ld, Gunilla Hansson,
Krister Kennedy, Ulf Kihlander, Annika Lundgren, Susanna Nygren,
Monika Nystrém, Mikael Olofsson, Dan Perrin, Anna Persson, Asa
Projts, Helena Roos, Andreas Roth, Olle Schmidt, Leif Skoog, Joakim
Stampe, Kent Tankred, Stefan Uhlinder, Irene Westholm, Arne Widman,
Johan Zetterquist, and Thomas Zornat. But there are also artists who
should mnstead be regarded as preservers of the painterly tradition, even
if they have merged this tradition with other influences. These include
Mats Ahlgren, Peter Backhaus, Bertil Berg, Rogerts Bondesson, Ewa



med andra influenser, bland andra Mats Ahlgren, Peter Backhaus,
Bertil Berg, Rogerts Bondesson, Ewa Brodin, Yngve Brothén, Jorgen
Bystrém, Anders Carlsson, Roj Friberg, Eva Dahlin, Kjellake Gerin-
der, Claes Hakends, Marie Holmgren, Hédkan Hékansson, Lars
Lerin, Kent Lindfors, Reinhold Lindberg, Nils Ramhgj, Bengt
Rindner och Marie Sj6lander. Bland skulptérerna ar Roland Borén,
Claes Hake, Lars Hansson, Pia Hedstrém, Britt Ignell, Berit Jonsvik,
Berit Lindfeldt, Jerd Mellander, Ake Nordstrém, Leo Pettersson, Pal
Svensson, Graham Stacy och Catharina Tagg framtridande namn
under perioden. Inom grafiken har Lars Fernell, Carina Fihn, Leslie
Johnson, Franco Leidi och Svenrobert Lundqvist varit betydelsefulla.
En rad konstnérer arbetade 1 textila material, daribland Sandra Ikse
och Kerstin Olsson. Genrebestimningen dr dock inte given eftersom
manga av konstnérerna arbetar 1 flera medier.*

Det postmoderna maleri som Ernst Billgren, Ewa Brodin, Virgel
Dejarv, Matts Leiderstam, Maria Lindberg, Lars Goran Nilsson,
Stefan Uhlinder med flera arbetade med utgick fran en annan konst-
syn an den som priglade Goteborgstraditionen. Inom denna vérda-
des autenticiteten och tron pa konstndren som en individ 1 stand att
sdtta sitt unika personliga avtryck pa duken. Vissa ideal sags som
okrankbara, som att det finns kvalitet 1 maleri som kan erfaras nistan
fysiskt, bara man har ritt instdllning och sensibilitet. Fér de post-
modernt orienterade malarna var mediet aldrig sjalvklart. Tvartom
forsokte de finna vigar att ater géra maleriet anvandbart som kon-
stirligt medium 1 en tid ndr det borjade ifragasittas. Utgangspunkten
var ofta konceptuell, det vill siga maleriet anvandes som ett medium
for undersokningar, exempelvis av olika sorters estetik, av begreppet
kvalitet eller konst, eller av kontextens betydelse for verkets innehall.
Maleriet flyttade ofta ut fran duken till rummet. Lars G6ran Nilsson
placerade exempelvis ut sina malningar pa fasader, 1 gatumiljé och
pa ett hakte 1 ett projekt pd Valand 1993."* Verket sags inte lingre
som nagon sjalvtillricklig enhet som 1 sig férmar garantera kvalitet
genom ett visst utseende. Inramning och sammanhang styr vart sitt
att uppfatta konsten. Verkets uttryck kan inte separeras fran sitt sam-
manhang.

Postmodernismen karaktiriseras av en uttalad kritik mot den
institutionaliserade modernismens formalistiska konstsyn. En bit in
pa 1970-talet verkade avantgardet ha kommit till vigs dnde. Flera
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Brodin, Yngve Brothén, Jérgen Bystrém, Anders Carlsson, Roj Friberg,
Eva Dahlin, Kjellike Gerinder, Claes Hakenés, Marie Holmgren, Hékan
Hékansson, Lars Lerin, Kent Lindfors, Reinhold Lindberg, Nils Ramhgj,
Bengt Rindner, and Marie Sjolander. Among the leading sculptors of the
period are Roland Borén, Claes Hake, Lars Hansson, Pia Hedstrom, Britt
Ignell, Berit Jonsvik, Berit Lindfeldt, Jerd Mellander, Ake Nordstrém,
Leo Pettersson, Pal Svensson, Graham Stacy, and Catharina Tagg. In the
graphic arts, Lars Fernell, Carina Fihn, Leslie Johnson, Franco Leidi, and
Svenrobert Lundqvist have all been of significance. A number of artists
have worked in textiles, among them Sandra Ikse and Kerstin Olsson.
The genre divisions are not clearly definable since many of the artists
work in several different media.'?

The postmodern painting that Ernst Billgren, Ewa Brodin, Virgel
Dejarv, Matts Leiderstam, Maria Lindberg, Lars Géran Nilsson, Stefan
Uhlinder and others worked with, had as its starting point an approach to
art that differs from that of artists within the Gothenburg tradition. The
latter was marked by an effort to protect authenticity and the belief that
the artist as individual was capable of leaving his or her unique personal
mark on the canvas. Certain ideals were seen as irrefutable, such as there
being qualities in painting that can be experienced almost physically, if
one only possesses the right attitude and sensibility. For the painters with
a postmodern orientation, the medium never appeared entirely obvious.
On the contrary, they tried to find ways of making painting useful as
an artistic medium at a time when it began to be called into question.
They often worked conceptually, using painting as a tool for investigating
issues such as various aesthetics, the concepts of quality and art, or the
significance of the context to a work’s content. Thus, Lars Géran Nilsson,
for mstance, placed his paintings on building facades, out in the streets,
and on the walls of a prison, in a Valand project in 1993."* The artwork
was no longer seen as a self-sufficient entity that in and of itself could
guarantee quality merely through its visual appearance. Framing and con-
text affect our way of understanding art. The artwork’s expression cannot
be separated from its context.

Postmodernism is characterized by open criticism of the formalist
view of art accepted by institutionalized modernism. A few years into the
1970s, the avant-garde seemed to have reached its end. Several debaters
of the subject claimed that art history, as it was known, was now over."”
Also, in another sense, postmodernism brought with it a radical shift



debattorer argumenterade for att konsthistorien, som vi kédnt den,
hade kommit till ett slut.”” Postmodernismen kom 4ven i ett annat
avseende med ett radikalt perspektivskifte. Den uppmanade oss att
flytta blicken fran verkets inneboende kvaliteter — som statt 1 fokus
for den romantisk-modernistiska konstuppfattningen — till ramverk
och institutioner, sprakliga och sociala strukturer och deras makt 6ver
seendet. Postmodernismen paminde oss om att konst inte dr en evig
kategori utan ett historiskt begrepp som laddas med olika betydelser.
Begreppet kan inkludera hogst olikartade foreteelser, beroende pa
vem som har makt att definiera det. Genom denna perspektiv{or-
skjutning 6ppnades rummet fér den strid om rétten till representa-
tion (att bli representerad och att representera sig sjalv), som forts av
feminister, homosexuella, queeraktivister, etniska minoriteter, post-
koloniala kritiker med flera. Politiskt laddade dmnen behandlades
girna 1 medier som iscensatt fotografi, video, installationer och olika
hybrider dem emellan. Postmodernismen innebar det utvidgade
konstbegreppets genombrott, men dirmed ocksa ett aterknytande
till det tidiga 1900-talets avantgarderorelser och 1960-talets koncept-
konst. Hir kan man 4ven se en férskjutning 1 forstaelsen av vad
postmodernismen innebdr inom konsten, fran det tidiga 1980-talets
starka fokus pa det nya figurativa maleriet till det sena 1980-talets
inriktning mot nya medier och ett utvidgat konstbegrepp. Begreppet
omdefinierades fran postavantgarde till neoavantgarde.

FOTOGRAFI

Under 1990-talet fick den iscensatta fotografin sitt genombrott i
Sverige. Pafallande méanga av de uppmérksammade fotograferna har
en koppling till Goteborg. Symptomatiskt nog talade man om foto-
baserad konst hellre &n fotografi. Annika von Hausswolff har bott och
verkat 1 staden, aven om hon ar utbildad vid Konstfack 1 Stockholm.
Hon var aktiv pd undergroundscenen 1 G6teborg under 1980-talet
men hennes genombrott dgde rum 1 Stockholm 1993 med en svit
fotografier av kvinnokroppar, limnade livlosa och halvt avkliddda 1
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in perspective. It encouraged us to transfer our gaze from the work’s
essential qualities — qualities which have been central for the Romantic-
modernist view of art — to the surrounding framework and institutions,
linguistic and social structures, and their power over our ability to see.
Postmodernism reminded us that art is not some fixed category but a
historical concept which can be charged with changing meanings. The
concept can embrace most differing elements, dependent on who has
the power to define it. This shift of perspective opened the doors to a
contest over the right to representation (the right to be represented and to
represent oneself), a contest that has been conducted by feminists, homo-
sexuals, ‘queer’ activists, ethnic minorities, postcolonial critics, and so on.
Politically charged topics were eagerly treated in such media as staged
photography, video, installations, and various hybrids of these forms.
Postmodernism signified the breakthrough for an expanded concept of
art, but thereby also a return to the avant-garde movements of the early
20" century and conceptual art of the 1960s. Here one can trace a shift
in appreciation of what postmodernism meant in art, from an emphasis
on the new figurative painting of the early 1980s to the move towards
new media and an extended art view of the late 1980s. The concept was
redefined from post-avant-garde to neo-avant-garde.

PHOTOGRAPHY

FIG. 39

The 1990s saw the breakthrough of staged photography in Sweden. A
striking number of the noted photographers have links to Gothenburg.
It was symptomatic that they referred to their work as photo-based
art rather than as photography. Annika von Hausswolff has lived and
worked in the city, even if her training was at the University Collge of
Arts Crafts and Design in Stockholm. She was active on the underground
scene in Gothenburg during the 1980s, but her breakthrough came in
Stockholm, in 1993, with a series of photographs of the bodies of women,
abandoned, lifeless, and half naked in bushes or streams. The title Back to
Nature (Tillbaka till naturen) alluded to the persistent dichotomy in Western
thinking, whereby man is associated with culture whereas the woman is



buskage eller vattendrag. Titeln Tullbaka till naturen anspelade pé en
langlivad dikotomi 1 vasterlandskt tdnkande, ddr mannen férbinds
med kulturen medan kvinnan ses som stiende nirmare naturen.
Genom bildernas karaktir av brottsplatsdokumentation fér titeln en
bokstavlig och férfarande innebord.

Aven Lotta Antonsson och Annica Karlsson Rixon (f. 1962) har
varit verksamma 1 G6teborg. Antonsson ar f6dd 1 Varberg men ut-
bildad vid Konstfack och Kungl. Konsthégskolan 1 Stockholm. Hon
studerade daremot konstvetenskap 1 Goteborg. I postmodern anda
gor Antonsson bruk av bade appropriering (bildlan) och reklam-
estetik. Ett exempel ar bildsviten This Girl Has Inner Beauty (1990) dir
fotografier av barbrostade pin-upor forsetts med den ovintade texten
som ocksa utgor titeln. Med den starka kontrasten mellan bildernas
och textens konnotationer gors massmediernas objektifiering av
kvinnan synlig.

Karlsson Rixon dr bland annat utbildad vid California Institute of
Arts men verksam 1 G6teborg. 1998 visade hon en serie parafraser pa
nordiskt sekelskiftesmaleri under titeln Portraits in Nordic Light (1997)
pa Goteborgs konstmuseum. Med anspelning pa malningar av bland
andra Richard Bergh och Peder Severin Kroyer fotograferade hon
konstnarskollegor, inte 1 nordeuropeiskt ljus utan 1 Kaliforniens. Lik-
som Skagenmalarna skildrar hon ett konstnérskollektiv: svenska
konstnarer med stipendium 1 USA.

Cecilia Parsberg, utbildad vid Konsthégskolan Valand, har ar-
betat med bade fotografi och video i spanningen mellan det iscen-
satta och dokumentira. Hennes verk behandlar fragor om relationer,
kropp, sexualitet och makt 1 granslandet mellan det privata och det
politiska.

Antonsson, von Hausswolff, Karlsson Rixon och 1 viss mén
Parsberg var uppenbart influerade av de amerikanska konstnarer
som 1 postmodern anda och utifrdn feministiska utgangspunkter
arbetade med iscensatt fotografi, reklamestetik och appropriering
under 1970- och 1980-talet och som slog igenom internationellt
under 1980-talet. Till dessa hor Barbara Kruger, Cindy Sherman
och Laurie Simmons.'®

Aven om Antonsson, von Hausswolff, Karlsson Rixon och
Parsberg utbildats vid andra institutioner har Fotohdgskolan varit
viktig for etableringen av den fotobaserade konsten 1 Sverige. Skolan

268

FIG. 40

FIG. 41

FIG. 42

FIG. 40

FIG. 41

FIG. 42

269

seen as closer to nature. Through the pictures’ similarity with crime-scene
documentation, the title acquires a literal and horrific content.

Lotta Antonsson and Annica Karlsson Rixon (1962) have also been
active in Gothenburg. Antonsson was born in Varberg but trained at the
University Collge of Arts Crafts and Design and at the Royal University
College of Fine Arts in Stockholm. However, she studied art history in
Gothenburg. In true postmodernist style, Antonsson exploits both appro-
priation (i.e. the borrowing of pictures) and advertising aesthetics. One
instance is her pictorial series This Girl Has Inner Beauty (1990), in which
the photographs of bare-breasted pinups are accompanied by unexpected
texts which also supply the title. Using the striking contrast between the
photographs’ and the texts’ connotations, Antonsson lays bare the view
of women as presented by the mass media.

Karlsson Rixon’s training included the California Institute of Arts,
but she is active in Gothenburg. In 1998 she exhibited a series of para-
phrases on Nordic turn-of-the-century painting under the title Portraits
in Nordic Light (1997) at the G6teborg Museum of Art. With allusions to
paintings by Richard Bergh and Peder Severin Kroyer, among others, she
photographed her art colleagues, not in the light of northern Europe but
in that of California. Just as did the school of Skagen painters, she depicts
an artist collective, in this case, that of Swedish artists working on grants
in the USA.

Cecilia Parsberg, who trained at Valand, has worked with photogra-
phy and video in the borderland between the staged and the documen-
tary. Her work deals with matters relating to social relations, the human
body, sexuality, and power in the ambiguous realms that exist between
the private and the political.

Antonsson, von Hausswolff, Karlsson Rixon and to some extent
Parsberg were clearly influenced by those American artists who, through
postmodernist as well as feminist perspecitves, worked with staged photo-
graphy, advertising aesthetics, and appropriation during the 1970s and
1980s, and who made their international impact during the 1980s. This
group includes Barbara Kruger, Cindy Sherman, and Laurie Simmons.*°

Even if Antonsson, von Hausswolff, Karlsson Rixon and Parsberg
were trained at other institutions, the School of Photography has been
important in establishing photo-based art in Sweden. The school started
in 1982 under the name Institutionen f6r fotografi but later changed its
name to Fotohdgskolan and later again to Hogskolan for fotografi och



startade 1982 under namnet Institutionen for fotografi men bytte
sedan namn till Fotohdgskolan, senare till Hogskolan fér fotografi
och film. Som tidigare patalats heter den idag Hégskolan f6r fotogra-
fi. Skolan startades av Gunilla Knape (f. 1946) och fotografen Rune
Hassner (1928-2003), som bada verkade som lektorer. Knape var
dessutom prefekt. Ndgra ar senare anstilldes Teddy Aarni (1919-
1985) och Pal-Nils Nilsson (1929-2002). Den sistnimnde utnidmn-
des efter en tid till professor. 1992 eftertrdddes Nilsson som professor
av Tuija Lindstrém (f. 1950). Gertrud Sandqvist (f. 1955) var under
detta skede prefekt och teorildrare. Utbildningens tyngdpunkt for-
skots under 1990-talet fran den tidigare férankringen i den svartvita
dokumentira fotografitraditionen till ett mer konstnérligt fotografi
dar ett kritiskt forhallningssatt till fotomediet odlades."”

1999 tilldelades Cindy Sherman Hasselbladspriset. Som det stod
1 motiveringen betraktades hon som ”den ledande konstnéren inom
den iscensatta fotografin™'® Valet av pristagare pavisar att samma
forskjutning dgt rum inom fotografiinstitutionen Hasselblad Center
som pa Fotohogskolan, fran en konstnarlig fotografisk tradition till
fotobaserad konst, ekvivalent med ett skifte fran svartvitt till farg, lik-
som fran dokumentirt till iscensatt. Hasselblad Center, med Gunilla
Knape som intendent, var for 6vrigt en fran 1989 nystartad institu-
tion som beféste fotografins starka stallning 1 staden.' Efter ombygg-
naden av Goteborgs konstmuseum fick Hasselblad Center 1996 ett
utstdllningsrum samt kontor vid Gétaplatsen.

KONSTHOGSKOLAN VALAND

Valand férandrades pa flera satt under 1980-talet. Undervisningen
gick mest ut pa att eleverna skulle arbeta pa egen hand utan inbland-
ning. Med 6kad elevtillstromning fran andra delar av landet 6ppna-
des den tdmligen slutna skolan fér nya influenser. En skulpturverk-
stad mrittades och mot slutet av 1980-talet startades projekt av olika
slag. Ett efterlangtat tillskott var elevgalleriet Rotor som startades
pa Vasagatan av elevkdren pa eget imitiativ 1 slutet av 1980-talet. Ett
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film. As mentioned above, today its title is Hogskolan {or fotografi (HFF).
The school was started by Gunilla Knape (b. 1946) and Rune Hassner
(1928-2003), both serving as university lecturers, with Knape, moreover,
functioning as department head. A few years later, Teddy Aarni (1919-
1985) and Pal-Nils Nilsson (1929-2002) were hired. The latter was even-
tually made professor. In 1992 Nilsson was succeeded as professor by
Tugja Lindstrom (b. 1950). During this time, Gertrud Sandqvist (b. 1955)
was head of the department and responsible for the teaching of theory.
The training’s emphasis shifted during the 1990s from the previous black-
and-white documentary photo tradition to a more artistic photography in
which a critical approach to the photo medium was encouraged."”

In 1999 Cindy Sherman was awarded the Hasselblad Prize. As stated
in the prize announcement, she was regarded as ‘the leading artist in the
field of staged photography’.!® The choice of prizewinner indicates that
the same shift took place at the Hasselblad Center as at the School of
Photography, from an artistic photographic tradition to that of a photo-
based art form, equivalent to a shift from black-and-white to colour, as well
as from documentary to staged photography. Incidentally, the Hasselblad
Center, with Knape as curator, was founded in 1989, and validated the
strong role held by photography in the city.'” Following the renovation of
the Goteborg Museum of Art in 1996, the Hasselblad Center obtained its
own exhibition gallery together with an office at Gotaplatsen.

VALAND SCHOOL OF FINE ARTS

Valand was transformed in several way during the 1980s. Teaching pri-
marily took the form of students working on their own without inter-
ference. An increase in the enrolment of students from other parts of
Sweden led to the rather sheltered school being exposed to fresh influ-
ences. A sculpture workshop was started, and towards the end of the
1980s various projects were begun. A much longed-for addition was the
student gallery Rotor, which was started on Vasagatan at the initiative
of the students’ union in the late 1980s. Several of the students were ac-
tive in starting galleries, organizing exhibitions, generating discussions,



flertal studenter var mycket aktiva 1 att starta gallerier, anordna ut-
stallningar och sitta 1igang diskussioner och utveckla samarbetspro-
jekt. Bland de elever som uppmérksammats nationellt finns Ernst
och Helene Billgren, Jens Fange, Charlotte Gyllenhammar, Peter
Hagdahl, Pal Hollender, Henrik Hékansson, Kent Karlsson, Lars
Lerin, Matts Leiderstam, Cecilia Parsberg, Jérgen Svensson, Magnus
Wallin, Elin Wikstrém, Karin Wikstrém och Ola Astrand. Under
1990-talet utgjorde Valand en grogrund fér den typ av socialt in-
riktad konst som senare kom att bendmnas relationell estetik. I mit-
ten av 1990-talet flyttade skolan fran Lindholmen till centrum och
6ppnades for mer av teoriundervisning och utldndska gastforeldsare.
Prefekter/rektorer under perioden var Georg Suttner (1979-1981),
Jan Brauner (1982-1983), Birger Morck (1983-1984), Svenrobert
Lundquist (1984-1987), Birger Boman (1988-1990), Bo Sallstrém
(1991-1993), Hakan Carlsson (1993-1996) och Annika Ohrner
(1996-2000).

KONSTLIV OCH GALLERISCEN

Ett betydelsefullt initiativ 1 Goteborgs konstliv togs 1987 da en grupp
konstnirer startade ateljékollektivet och utstallningsplatsen Konst-
epidemin i lokaler som tidigare utgjort Goéteborgs epidemisjukhus
nira Linnéplatsen. Drivande 1 tillkomsten var bland andra Robert
Jonsvik (1944-1998) och Jens Mattiasson (1916-1999). I samband
med renoveringen av stadsdelen Haga férsvann manga ateljéer och
Konstepidemin bildades som en 16sning pa ateljébristen. Konstepide-
min startades av en generation konstndrer som debuterat under de
foregdende decennierna. Men dven konstnirer ur en yngre genera-
tion har bade stillt ut och haft atelj¢é pa "Epidemin”, som dédrmed
blivit en viktig generationséverskridande motesplats.

Galleri 54, som under de foregdende decennierna etablerat sig
som den viktigaste scenen fér den unga konsten, forvaltade arvet
fran bade abstraktionens 1950-tal och 1968. Galleriet visade mest
egna medlemmar. Fa yngre konstndrer stillde ut eller besokte
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and developing collaborative projects. Among those students who later
made a name for themselves were Ernst and Helene Billgren, Jens Fange,
Charlotte Gyllenhammar, Peter Hagdahl, Pal Hollender, Henrik Hakans-
son, Kent Karlsson, Lars Lerin, Matts Leiderstam, Cecilia Parsberg, Jor-
gen Svensson, Magnus Wallin, Elin Wikstrém, Karin Wikstrém, and Ola
Astrand. During the 1990s Valand was a hotbed of the kind of socially
oriented art that later came to be known as relational aesthetics. In the
mid-1990s the school moved from Lindholmen to the city centre and
was opened to a stronger element of theory and to guest lecturers from
abroad. Heads of department/principals during this period were Georg
Suttner (1979-1981), Jan Brauner (1982-1983), Birger Morck (1983-
1984), Svenrobert Lundquist (1984-1987), Birger Boman (1988-1990),
Bo Séllstrom (1991-1993), Hikan Carlsson (1993-1996), and Annika
Ohrner (1996-2000).2°

ART LIFE AND THE GALLERIES

An important initiative for art in Gothenburg was taken in 1987 when
a group of artists started the studio collective and exhibition site Konst-
epidemin in locales previously serving as an epidemic hospital near Linné-
platsen. Driving forces behind this enterprise included Robert Jonsvik
(1944-1998) and Jens Mattiasson (1916-1999). During the renovation of
the Haga district, numerous studios disappeared. As a solution to the lack
of studio space, the Konstepidemin was started by a generation of artists
who had made their debut in the previous decades; but artists of younger
generations have also exhibited and had studios at Konstepidemin, which
has thus become an important cross-generational meeting point.?!
Galleri 54, which had established itself during the preceding decades
as the leading venue for young art, administered the legacy of both 1950s’
abstract art and 1968. The gallery exhibited predominantly the work of
its own members. Few of the younger artists exhibited there or even visit-
ed the gallery’s shows. One person who contributed to changing this state
of affairs was Yngve Brothén (b. 1955). As chairman in the early 1990s he
invited Jan Hafstrom to exhibit there, a choice which marked a renewal of



galleriets utstillningar. En person som bidrog till att férandra detta
forhallande var Yngve Brothén (f. 1955). Som ordférande 1 boérjan
av 1990-talet bjod han in bland andra Jan Héfstrém som utstéllare,
ett val som markerade en férnyelse av den konstnirliga inriktningen
och en storre 6ppenhet mot konstscenen utanfér Goéteborg. 1993
blev Tomas Ferm (f. 1956) ordférande och intensifierade férnyelsear-
betet. Detta gillde inte bara vilka konstnérer som visades utan ocksa
utstillningsformerna. For styrelsen stod det klart att galleriet maste
visa det som de kommersiella gallerierna inte stillde ut, exempelvis
konst som dr svar att sdlja, som installationer, fotografi och video.
Galleri 54 tog pa sig rollen som en konstinstitution med en professio-
nell utstallningspolitik eftersom man upplevde att Konsthallen inte
tog sitt ansvar visavi den nya konsten. I samband med Ferms tilltrade
flyttade galleriet till nya lokaler pa Erik Dahlbergsgatan. Yngre med-
lemmar strommade till. Det var en brytningstid fér Galleri 54 men
ocksa for Goteborgs konstliv 1 stort.

Viktiga gallerier var ocksa Ars Nova, Galleri 1, Galleri Aveny, Fa-
briken (som drevs i Garda av Agneta Backstrém), Galleri Majnabbe,
Galleri Maneten, Galleri Ojjens, Galleri Olsson & Uddenberg, Galleri
Plantage (6ppnat 1989), Galleri PS (startat 1995), Galleri Thomassen
(startat 1990) och Goteborgs Konstforening. 1993-1997 drevs Rum
for aktuell konst vid Jarntorget av bland andra Lars Blomqvist, Jens
Fange, Gunilla Hansson, Ulf Kihlander och Elin Wikstrém under
sjutton manader. 1998 startades det konstnérsdrivna Galleri Box av
Hans Ekelund, Lasse Lindkvist och Julia Tedroff. Galleri Box fyllde
ett kdnnbart tomrum genom utstdllningar med fotografi, video och
installationer, emellanat med utlindska utstéillare. Man bor ocksa
nimna Thordén Wetterling Gallery, startat i G6teborg som Edvard
Thordén Gallery 1973, senare med ett galleri 1 Stockholm. Som ett
kommersiellt galleri introducerade det bland annat amerikansk sam-
tidskonst. Men konstmarkanden var svag 1 Géteborg och utrymmet
fér kommersiella gallerier litet.
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the artistic approach and greater openness towards the art scene outside
Gothenburg. In 1993 Tomas Ferm (b. 1956) became chairman and inten-
sified the work of renewal. This applied not only to the choice of which
artists should be shown there but also to the forms the exhibitions should
take. It was plain to the members of the gallery’s board that they had to
exhibit what the commercial galleries did not, for instance, art that was
difficult to sell, such as installations, photography, and video. Galleri 54
took upon itself the role of an art institution with a professional exhibition
policy, since the impression was that the Gothenburg Art Gallery failed
to take its proper responsibility with regard to the new art. At the time
of Ferm’s becoming chairman the gallery moved to a new locale on Erik
Dahlbergsgatan. Young members joined in flocks. It was a time of transi-
tion for Galleri 54 but also for art in Gothenburg in general.

Other galleries of importance include Ars Nova, Galleri 1, Galleri
Aveny, Farbriken (runin Gérda, by Agneta Backstrém), Galleri Majnabbe,
Galleri Maneten, Galleri Oijens, Galleri Olsson & Uddenberg, Galleri
Plantage (opened in 1989), Galleri PS (from 1995), Galleri Thomassen
(from 1990), and Gothenburg Society of Arts (Goteborgs Konstférening).
From 1993 to 1997 the gallery Rum for aktuell konst (‘Space for Topical
Art’) at Jarntorget was run by Lars Blomgvist, Jens Fange, Gunilla
Hansson, Ulf Kihlander, and Elin Wikstrém, among others for a period
of seventeen months. In 1998 the artist-run Galleri Box was established
by Hans Ekelund, Lasse Lindkvist, and Julia Tedroff. Galleri Box filled
an empty space with exhibitions of photography, video, and installa-
tions, at times with exhibitors from abroad. One should also mention
the Thordén Wetterling Gallery, started in Gothenburg as the Edvard
Thordén Gallery, in 1973, and later with a gallery in Stockholm. In its role
as a commercial gallery it introduced, among other things, contemporary
American art. But the art market in Gothenburg was weak and there was
little opportunity for commercial galleries.



GOTEBORGS KONSTMUSEUM, KONSTHALLEN OCH ANDRA ARENOR

Under Bjorn Fredlunds (f. 1938) och Folke Edwards ledning renod-
lades Goteborgs konstmuseums nordiska profil.?? Konstmuseet upp-
marksammades fOr stora satsningar med nordisk sekelskifteskonst
(framst Nordiskt [jus 1983) men gjorde dven utstillningar med samtids-
konst, inte minst 1 Konsthallen G6teborg som fram till 1995 drevs av
Goteborgs konstmuseum. Utstdllningarna gjordes av konstmuseets
intendenter, forst Hakan Wettre (f. 1945), sedan Lena Boéthius
(f. 1943).

Nigra sddana utstdllningar med bade svensk och internationell
samtidskonst under 1980-talet var US Art Now (Konsthallen 1982),
Adress: Staden (Konsthallen 1982) och ”7984” - en jamforelse mellan
George Orwells roman och vir tid (Konsthallen 1984). Under
1980-talet gjordes dven en rad enskilda konstndrspresentationer
som Claes Hake — Curt Hillfon (Konsthallen 1985), Vassil Simittchiev
(Goteborgs konstmuseum 1986) och Roj Friberg (Konsthallen 1986).
1987 gjordes utstillningen 10 goteborgskor med tio kvinnliga konst-
nirer pa Konsthallen. 1988 visade Konsthallen New York Now med
femton unga New York-baserade konstnérer.

Under 1990-talet gjordes flera separatutstillningar med bland
andraLenkeRothman (Konsthallen1990),Odd Nerdrum (Géteborgs
konstmuseum 1991), Ernst och Helene Billgren (Konsthallen 1991),
Franco Leidi (Goteborgs konstmuseum 1992), Jerd Mellander
(Goteborgs konstmuseum 1992) och Per Kirkeby (Konsthallen
1992). Marianne Lindberg De Geers bildsvit Fag tinker pa mig sjilv
visades pa konstmuseet 1993, liksom Meta Isacus-Berlin och Gary
Hill (bada pa Goteborgs konstmuseum 1995). Ola Billgren visade
malningar fran 1964-1995 pa konstmuseet 1997 och den amerikan-
ske konceptkonstniren, maélaren och fotografen William Wegman
visades dar 1998. Ndgra tematiska utstallningar under 1990-talet var
Rockens bilder (G6teborgs konstmuseum 1991), Enigma med 11 konst-
nérer kring det gatfulla (Konsthallen 1991), Odd med Jim Berggren,
Bengt Johansson, Berit Lindfeldt och Lizz Sharr (Konsthallen 1991),
Video med aktuell amerikansk och nordisk video (Goteborgs konst-
museum 1992), Norrsken 92. Biennalen for ung nordisk konst (Konsthallen
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THE GOTEBORG MUSEUM OF ART, THE ART GALLERY AND OTHER ARENAS

Under the leadership of Bjérn Fredlund (b. 1938) and Folke Edwards the
Nordic profile of the G6teborg Museum of Art was given clearer emphasis.?
The museum won recognition for major projects of Nordic art from around
the year 1900 (primarily Northern Light, 1983) but it also mounted exhibi-
tions of contemporary art, not least those at the Gothenburg Art Gallery,
which, until 1995, was administered by the Goteborg Museum of Art. The
exhibitions were arranged by the art museum’s curators, first Hakan Wettre
(b. 1945) and later Lena Boéthius (b. 1943).

Among the exhibitions of both Swedish and international contempo-
rary art were US Art Now (Gothenburg Art Gallery, 1982), Address: The
City (Adress: Staden, Gothenburg Art Gallery, 1982) and 7984 ’- a compar-
1son between George Orwell’s novel and current society (Gothenburg Art
Gallery, 1984). In the 1980s a series of one-man presentations was given,
including Claes Hake — Curt Hillfon (Gothenburg Art Gallery, 1985), Vassil
Simittchiev (Goteborg Museum of Art, 1986) and Roj Friberg (Gothenburg
Art Gallery, 1986). In 1987 the Gothenburg Art Gallery offered the
exhibition 10 Gothenburg Women (10 goteborgskor), which featured the work
of ten women artists. And in 1988 the Gothenburg Art Gallery presented
New York Now with the work of fifteen young artists based in New York.

During the 1990s a number of one-man exhibitions were held, among
them those of the work of Lenke Rothman (Art Gallery, 1990), Odd
Nerdrum (G6teborg Museum of Art, 1991), Ernst and Helene Billgren
(Gothenburg Art Gallery, 1991), Franco Leidi (Goteborg Museum of Art,
1992), Jerd Mellander (G6teborg Museum of Art, 1992), and Per Kirkeby
(Gothenburg Art Gallery, 1992). Marianne Lindberg De Geer’s pictorial
series I Think of Myself ( Jag téinker pi mig sjéilv) was exhibited at the Géteborg
Museum of Art in 1993, as were the works of Meta Isaeus-Berlin and
Gary Hill in 1995. Ola Billgren exhibited paintings from the years 1964-
1995 at the museum in 1997, and the American conceptual artist, painter,
and photographer William Wegman was shown there in 1998. Some of
the thematic exhibitions presented during the 1990s included The Imagery
of Rock’n Roll (Rockens bilder, Goteborg Museum of Art, 1991), Enigma, with
the work of eleven artists on the theme of the mysterious (Gothenburg Art
Gallery, 1991), Odd with Jim Berggren, Bengt Johansson, Berit Lindfeldt,



1992), Monitor 93. The Second Coming of the Cryptics. Video as Art Festival
(Goteborgs konstmuseum 1993), Aurora 6 — Norrsken 94. Biennalen for
ung nordisk konst (Konsthallen 1994) och Vit natt. Nuit blanche. Nordisk
samtidskonst (Goteborgs konstmuseum 1999). En uppmérksammad
héndelse var Ernst Billgrens, Jan Cardells och Carl-Johan De Geers
tillverkning av hotorgstavlor pa Goéteborgs konstmuseum under
en happening kallad Hets 1 samband med Goteborgs Filmfestival
1994. 1996 visades vandringsutstallningen Konsten och det Kvinnliga.
Lieblicher Logos pa Goteborgs konstmuseum, en utstillning om det
kvinnliga 1 konsten med fjorton kvinnliga tyska konstnirer, bland
dem vilkdnda namn som Katharina Fritsch, Rebecca Horn och
Rosemarie Trockel.

Katarina Andersson, Stefan Karlsson, Elin Wikstrém, Jérgen
Svensson och Jens Fange stillde ut 1 Stenasalen invigningsaret 1996
— ett nytt utstdllningsrum 1 Goteborgs konstmuseum efter ombygg-
naden. 1999 gjorde Johanna Ekstrém och Erik Pauser den gemen-
samma utstdllningen Brott, ocksa den 1 Stenasalen.

1996 6ppnade Goteborgs konsthall som en egen institution, fri-
kopplad fran konstmuseet, ledd av Svenrobert Lundquist (f. 1940).
Lundquist visade bland annat spansk nutidakonst (1996), Sally Mann
(1996), japanska fotobaserade konstnirer (1996), Alsklingstavian
(1997), dar allmédnheten fick ldmna in sitt favoritkonstverk ur det
egna hemmet, Hermann Nitsch (1997) och Arte Povera (1998).

1980- och 1990-talet var ocksa en tid nér nya konstarenor fram-
triddde. UnderIsabella Nilssons (f. 1954) ledning blev M6lndals konst-
hall en viktig scen for samtidskonst under dren 1991-1996. I en fore
detta varvsbyggnad vid Lundby Strand pa Norra Alvstranden star-
tades konsthallen 141 :an, som under 1990-talet gjorde utstillningar
med konst, design och teknik. 2000 6ppnade en ny kulturinstitution
och konsthall i det gamla pannhuset Réda Sten. Géteborgsprofilen
Folke Edwards blev dess forste chef. Men dven 1 regionen fanns en
aktiv konstscen. Sdrskilt Bords blev en magnet f6r samtidskonstin-
tresserade. Under ledning av Tomas Lindh (1945-1994) lag Boras
konstmuseum i framkant pa samtidskonstens omrade under 1980-
och bérjan av 1990-talet. En uppmirksammad utstéllning var What
Is Political Anyway? (1991), som introducerade internationella storhe-
ter som Anselm Kiefer, Bruce Nauman och Jeff Wall fér en svensk
publik. Borés konstmuseum var ocksa ett av de forsta museerna att
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and Lizz Sharr (Gothenburg Art Gallery, 1991), Video, with contemporary
American and Nordic video (Goteborg Museum of Art, 1992), Aurora
92. The Biennial for Young Nordic Art (Norrsken 92. Biennalen for ung nordisk
konst, Gothenburg Art Gallery, 1992), Monitor 93. The Second Coming of the
Cryptics. Video as Art Festival (Goteborg Museum of Art, 1993), Aurora 6.
The Bienmal for Young Nordic Art (Norrsken 94. Biennalen for ung nordisk konst,
Gothenburg Art Gallery, 1994), and Nuit Blanche. Nordic Contemporary Art
(Vit natt. Nordisk samtidskonst, Géteborg Museum of Art, 1999). A noted
event was Ernst Billgren, Jan Cardell, and Carl-Johan De Geer making
kitsch paintings during a happening at the Goteborg Museum of Art
entitled Frenzy (Hets), produced in connection with the 1994 Gothenburg
Film Festival. In 1996, the Goteborg Museum of Art showed the touring
exhibition Art and the Feminine. Lieblicher Logos (Konsten och det Kvinnliga); an
exhibition about femininity in art with fourteen female German artists,
among them well known names as Katharina Fritsch, Rebecca Horn and
Rosemarie Trockel.

Katarina Andersson, Stefan Karlsson, Elin Wikstrom, Jérgen
Svensson and Jens Finge all exhibited at the Stenasalen in its opening
year, 1996; this was a new exhibition venue at the Géteborg Museum of
Art following its renovation. In 1999 Johanna Ekstrém and Erik Pauser
together produced the exhibition Crime (broti), this too at the Stenasalen.

In 1996 the Gothenburg Art Gallery opened as its own institution, no
longer under the administration of the Géteborg Museum of Art, under
the leadership of Svenrobert Lundquist (b. 1940). Lundquist presented
exhibitions that included contemporary Spanish art (1996), Sally Mann
(1996), the work of Japanese photo-based artists (1996), Favourite Picture
(Alsklingstavlan) (1997), in which the public were invited to enter their fa-
vourite work from home, Hermann Nitsch (1997), and Arte Povera (1998).

The 1980s and 1990s were also a period when new art arenas made
their appearance. Under Isabella Nilsson (b. 1954) the Mdlndal Art
Gallery became an important venue for contemporary art in 1991-1996.
In a disused shipyard building at Lundby Strand on Norra Alvstranden,
the art gallery 141:an was opened, showing exhibitions of art, design, and
technique during the 1990s. In 2000 a new arts institution and gallery
opened in the former boiler house Réda Sten, with Folke Edwards as its
first director. But even in the region around Gothenburg there was activ-
ity on the art scene. This was especially true of Boras, which functioned as
a magnet for those interested in contemporary art. Under the leadership



uppmirksamma Dick Bengtssons konstnarskap 1 stérre omfattning.
I Boras fanns dven Galerie Du Nord, som drevs av Roland Karlsson,
dér den tredje Jbid -utstéllningen gjordes av Mats B, Jan Hafstr6m och
Alf Linder 1984. Utstéllningen tog dven Gamla Fargeriet 1 bruk. /bid.
var en av de mest uppmarksammade samtidskonstutstillningarna i
Sverige under 1980-talet och har i efterhand blivit betecknande fér en
platsorienterad konst ddr konstnérerna arbetar med utgangspunkt i
rummet.

KONSTKRITIKEN OCH KONSTTIDSKRIFTERNA

Under 1980-talet uppmérksammade Fuletten postmodernismen och
bildsemiotiken. Tidskriften rapporterade bade om svenska och ut-
ldndska utstillningar och publicerade ldngre essder om saval samtida
som dldre konst. Faletten bytte redaktor och inriktning flera ganger
under perioden. 1980 blev Gertrud Gustafsson (Sandqvist) redaktor.
1984 ersattes hon av Hans Johansson (f. 1943), som stannade pa
posten till 1990, de tva sista aren tillsammans med Isabella Nilsson
(f. 1954). 1991 tog Elizabeth Pethrus (f. 1948) 6ver fran Nilsson.
1995-1997 var Asa Nacking redaktor. Efter henne inforde styrel-
sen, med Yngve Brothén som redaktionssekreterare, ett system med
gistredaktorer. 1990-talet var en ganska turbulent tid for Faletten. Vid
arsskiftet 1992/1993 kapades banden till G6teborgs Konstnérsklubb.
Tidningen befann sig 1 ekonomisk kris och man f6rsokte skapa in-
tresse kring den pa olika sétt. 1999-2002 drev Fuletten ett galleri och
vid millennieskiftet startade man férlagsverksamhet. Under andra
halvan av 1990-talet kom tidskriften att fi en mer internationell
profil, med inriktning mot bland annat installationer, foto, video
och relationell estetik. Tidskriften hade nu ocksé en engelsksprakig
del, vilket avspeglar ambitionen att rikta sig mot den internationella
konstscenen. Fuletten bidrog till att fora in en mer teoretisk diskussion
kring konst i G6teborg.

1996 startade Goran Dahlberg (f. 1967) filosofitidskriften Glinta,
som aven publicerar konstprojekt och texter om konst. Glintas semi-
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of Tomas Lindh (1945-1994) the Boras museum played a leading role
with regard to contemporary art in the 1980s and the early 1990s. A not-
ed exhibition was What is Political Anyway? (1991), which introduced such
major international figures as Anselm Kiefer, Bruce Nauman, and Jeff
Wall to a Swedish audience. The Boras Museum of Modern Art was also
one of the first to draw attention to the work of Dick Bengtsson. Also in
Boras was the Galerie du Nord, run by Roland Karlsson, where the third
Ibid. exhibition was presented by Mats B, Jan Hafstrém and Alf Linder,
in 1984. This exhibition also occupied space in the Gamla Fargeriet. fbud.
proved to be one of the most noted exhibitions of contemporary art held
in Sweden during the 1980s, and it has since provided the model for site-
specific art, where the the space the artists occupy is paramount to the
execution of the whole work itself.

ART CRITICISM AND THE ART JOURNALS

During the 1980s the art journal Faletten devoted attention to postmodern-
ism and pictorial semiotics. The journal reported on both Swedish and
foreign exhibitions and published lengthy essays on both contemporary
and older art. Puletten changed editors and approach several times during
this period.

In 1980 Gertrud Gustafsson (later Sandqvist) became editor. In 1984
she was replaced by Hans Johansson (b. 1943), who held the position
until 1990, the last two years together with Isabella Nilsson (b. 1954).
In 1991 Elizabeth Pethrus (b. 1948) took over from Nilsson, and from
1995 to 1997 Asa Nacking (b. 1963) was the editor. After that the board,
with Yngve Brothén as chairman, initiated a system with guest editors.
The 1990s was a rather turbulent time for Faletten. At the turn of the year
1992/1993 the strings to the Gothenburg Artist’s Club were cut. In 1999-
2002 Fuletten ran a gallery and at the turn of the millennium it established
a publishing business. The journal acquired a more international profile
with attention given to installations, photography, video, and relational
aesthetics, among other topics. The journal had by then also developed
an English language section, thus reflecting the ambition to reach out to



narieserie Filosofibaren blev under 1990-talet ett viktigt diskussionsfo-
rum dven for konstndrer. I Géteborg fanns sedan tidigare den anrika
Ord & Bildmed plats f6r konst. Tomas Ferm ar redaktor for tidskriften
Presens, som sedan starten 1998 gett utrymme at fria aktérer och
konstens nya uttryck.

Aven konstkritiken férindrades under denna period, d& en ny
generation kritiker etablerade sig, med bland andra Lisbet Ahnoff
(f. 1953, Giteborgs-Tidningen, 1982-1998, Giteborgs-Posten frén 1997),
Marten Castenfors (f. 1959, GT1986-1992, GP1987-1992), Gunilla
Grahn-Hinnfors (f. 1960, G7/iDAG frén 1989, GP frén 1993) och
Mikael Olofsson (f. 1956, GT/iDAG fran 1991, GPfran 1994). De tog
visserligen inte strid fo6r postmodernismen pa det konfrontatoriska
satt som Lars O Ericsson gjort 1 Dagens Nyheter nagra ar tidigare men
hade &ndé uppenbart sin fodrankring 1 en ny konstsyn. Detsamma kan
sigas om Isabella Nilsson, konstkritiker och kulturchef for GT/iDAG
1996-1998. Den Goteborgsbaserade litteraturvetaren och kritikern
Mikael van Reis (f. 1954) hor till de svenska kritiker som tidigt skrev
iitierat om Jacques Derrida och dekonstruktionen. Mer avvaktande
till postmodernismen var Crispin Ahlstrom (f. 1936) pa Goteborgs-
Posten, den ledande konstkritikern 1 Géteborg under 1980-talet.

RELATIONELL ESTETIK

Den socialt inriktade konst som, efter Nicolas Bourriauds myntan-
de av begreppet i katalogforordet till utstillningen Trgffic p4 CAPC
Musee d’Art Contemporain i Bordeaux 1996, kom att kallas f6r rela-
tionell estetik, blev ndgot av en vattendelare 1 svenskt konstliv.?? Den-
na var en konst som har ménskliga relationer och social interaktion
som sitt arbetsmaterial. Om Go6teborg varit osynligt 1 debatten om
postmodernismen s kom konstndrer fran staden tvartom att ligga
1 framkanten for etableringen av den relationella estetiken 1 Sverige.
Bland andra Tomas Ferm, Stefan Karlsson och Annika Lundgren har
gjort projekt av relationell karaktir men det ar framfor allt tva andra
namn som blivit férknippade med begreppet 1 Géteborg.
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the international art scene. Faletten helped to stimulate a more theoretical
discussion of art in Gothenburg.

In 1996 Goran Dahlberg (b. 1967) started the philosophy magazine
Glinta, which also wrote on art and published art projects. The journal’s
seminar series Filosofibaren grew during the 1990s to be an important fo-
rum even for artists. There also existed in Gothenburg since earlier years
the respected Ord & Bild, which gave space to art. Tomas Ferm is the editor
of the journal Presens, which, since its start in 1998, has given attention to
new expressions in art and free initiatives.

Even art criticism was to change during this period, with the intro-
duction of a fresh generation of art critics, including Lisbet Ahnoff (b.
1953, Géteborgs-Tidningen 1982-1998, Giteborgs-Fosten from 1997), Méarten
Castenfors (b. 1959, GT 1986-1992, GP 1987-1992), Gunilla Grahn-
Hinnfors (b. 1960, GT/iDAG from 1989, GP from 1993), and Mikael
Olofsson (b. 1956, GT/iDAG from 1991, GP from 1994). It is true that
they did not battle for postmodernism in the confrontational manner of
Lars O Ericsson in Dagens Nyheter a few years earlier, but they nevertheless
clearly revealed their allegiance to a new view of art. The same can be
said of Isabella Nilsson, art critic and head of the arts section of Gateborgs-
Tidningen from 1996 to 1998. The literary specialist Mikael van Reis
(b. 1954), also from Gothenburg, was one of the first Swedish critics to
write knowledgeably about Jacques Derrida and deconstruction. More
open to postmodernism was Goteborgs-Fosten’s Crispin Ahlstrom (b. 1936),
the leading art critic in Gothenburg during the 1980s.

RELATIONAL AESTHETICS

In the introduction to the catalogue to the exhibition Traffic at CAPC
Musée d’Art Contemporain in Bordeaux in 1996, Nicolas Bourriaud’s
coining of the term relational aesthetics, a kind of art with social emphasis,
proved to be something of a watershed in Swedish art.?® This was a form
of art that had human relations and social interaction as its medium. If
Gothenburg had been invisible in the debate on postmodernism, then art-
ists from the city were now to play a leading role in establishing relational



Under sin tid som elev pa Konsthégskolan Valand, 1984-1989
och 1990-1992, boérjade Jorgen Svensson tianka 1 sociologiska
termer kring konst — han hade ocksa en sociologiutbildning 1 botten.
Svensson arbetade med fragor om regional identitet och geografisk
forflyttning, bland annat med utgangspunkt i virmlandska hemorten
Skoghall. Ett flertal projekt tog form kring manskliga méten, ofta mot
bakgrund av samhallspolitiska fragor. Genomgdende har platsen dér
projekten dger rum stor betydelse. Sa dven 1 de projekt Svensson
genomforde 1 Goteborg.

I verket Regeringsmiddag (1994) bjods den svenska regeringen in
till en middag pa en restaurang 1 Géteborg med kraftigt subventio-
nerade priser, vilket gjorde det mgjligt f6r vem som helst att dta en
trerattersmiddag med Sveriges statsminister Ingvar Carlsson och
hans statsrad. Statsraden bytte bord efter varje ritt for att fler skulle
fa mojlighet att sitta och samtala med dem. Hir stod delaktighet och
kommunikation 1 fokus.

Byra seminarier (1995) byggde istdllet pa en franvaro. Svensson
annonserade om fyra seminarier med nagra av den tidens inter-
nationellt mest uppmérksammade konstnarer: Damien Hirst, Cindy
Sherman, Bill Woodrow och Mike Kelly. Seminarierna skulle dga
rum 1 en vanlig lagenhet 1 Goteborg. Intresset var stort men nagra
forelasare kom aldrig. Verket handlade istéllet om hur besékarna
hanterade sin besvikelse ndr de uppskruvade férvintningarna inte
infriades.

Pa den ambititsa samlingsutstallningen Amator/Eldsjil. Variable
Research Alternatives 1900 & 2000. Tod sekel pa konstmuseet pa Goteborgs
konstmuseum, Hasselblad Center och G6teborgs konsthall (2000),
curerad av Charles Esche, Mark Kremer och Adam Szymczyk, lat
Svensson montera bronspatinerade bokstdver som bildade ordet
"PIZZERIA” pa konstmuseets fasad. En av stadens mest statusfyllda
byggnader, utformad som ett tempel fér konsten och belaget vid
"musernas torg” Gotaplatsen, forbands darmed med pizzeriornas
lagstatusarkitektur. Liksom Goteborgs konstmuseums romerskt
influerade arkitektur innehéller pizzerior ofta valv. Med den ovan-
tade skylten laddades museibyggnaden med helt andra virden dn
vad den brukar férknippas med. Det tillhérande videoverket Pizza
de lux, som visades 1 museets entré, skildrade ett méte 1 en pizzeria
1 Olskroken. En man, spelad av Christer Fant, kommer in och be-
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aesthetics in Sweden. Tomas Ferm, Stefan Karlsson and Annika Lundgren
are two who have made projects of a relational character. However, it is
primarily two other names that are linked to the concept in Gothenburg.

During his years as a student at the Konsthégskolan Valand, 1984-
1989 and 1990-1992, Jérgen Svensson began thinking about art in so-
ciological terms — he had previously studied sociology. He worked with
questions relating to regional identity and geographiccal relocation, part-
ly using his Varmland hometown of Skoghall as starting point. A number
of projects developed on the theme of human beings meeting one another,
often against a background of socio-political discussion. Throughout his
work the place where the project takes place is of major importance. This
was also true of the projects that Svensson pursued in Gothenburg.

In the work Government dinner (Regeringsmiddag, 1994) the mem-
bers of the Swedish government were invited to a dinner at a restaurant
in Gothenburg where prices are heavily subsidised, thus enabling any-
one who wishes to come and share in a three-course meal with Ingvar
Carlsson, Sweden’s prime minister at the time, and his ministers. The
ministers switched tables after each course so that more people could sit
and discuss with them. Sharing and communication were in focus here.

Four seminars (Fyra seminarier, 1995) in contrast relied on absence.
Svensson advertised four seminars with some of the best known interna-
tional art figures of the time participating: Damien Hirst, Cindy Sherman,
Bill Woodrow and Mike Kelly. The seminars were to be held in an ordi-
nary flat in Gothenburg. Interest was lively but the lecturers never came.
The point of the work was to study how visitors handled their disappoint-
ment when their inflated expectations remained unfulfilled.

In the joint exhibition Amateur/Enthusiast. Variable Research
Alternatives 1900 & 2000. Two centuries at the Art Museum (Amat6r/
Eldsjal. Variable Research Alternatives 1900 & 2000. Tva sekel pa kon-
stmuseet) held at the Goteborg Museum of Art, the Hasselblad Center
and the Gothenburg Art Gallery (2000), under the curatorship of Charles
Esche, Mark Kremer and Adam Szymczyk, Svensson arranged for the
bronze-patinated letters spelling the work ‘PIZZERIA’ to be mounted
on the art museum’s facade. One of the city’s most prestigious build-
ings, designed as a temple to art and sited on the ‘square of the muses’,
Gotaplatsen, was thus linked to the low status architecture of pizzerias.
Just as does the Goteborg Museum of Art — its architecture influenced by
Roman traditions — so pizzerias too often boast arches. The unexpected



stiller en pizza. Under tiden som pizzan bakas férsoker han féra en
dialog med pizzabagaren, som dock tycks alltfér upptagen med sina
bestyr for att svara. Dialogen uteblir tillf6rmén f6r en monolog dar
mannen utifran fragmentarisk information férsoker skapa sig en bild
av hur saker och ting hinger ithop. De tva platserna, det finkulturella
konstmuseet och den vardagliga pizzerian, ldnkas till varandra och
en mingd kulturella forestéllningar sitts 1 rorelse.

Det andra stora namnet inom den relationella estetiken var Elin
Wikstrom, ocksa hon utbildad vid Valand. Genom att vianda ut
och in pa sociala konventioner synliggér Wikstrém dem. Exempel-
vis har hon vilat 1 en sing 1 en ICA-butik 1 Malmé, under ett helt
ar endast burit klader som hon sjilv sytt, bjudit in manniskor att
anvanda cyklar som ror sig baklanges nar man trampar. Hon hor till
de svenska konstnirer som under 1990-talet var verksamma pa ett
mternationellt konstfalt.

POSTMODERNISM ?

Berittelsen om den moderna svenska konstens historia innehaller en
overrepresentation av konstnédrer verksamma 1 Stockholm, liksom
en stark tyngdpunkt lagd vid Stockholmsinstitutioner som Moderna
Museet. Det kan tyckas naturligt, eftersom Stockholm dr landets
ledande konststad och Moderna Museet den viktigaste konstinstitu-
tionen. Problemet &r inte sd mycket Stockholms dominans 1 konst-
historieskrivningen 1 sig som hur denna styr hur vi uppfattar andra
platser. Konsthistorieskrivningen tenderar att anvinda berattelser
som formats 1 centrum som mattstockar som allt annat méits mot,
vilket gor oss mindre mottagliga for andra uttryck och beréttelser.
Under 1980-talet formades en stark sddan berittelse, som redan
skrivits in1 den svenska konsthistorien, namligen den om postmoder-
nismens intdg i Sverige 1987 med Lars O Ericssons artiklar i Dagens
Nyheter och den av Lars Nittve curerade utstillningen Implosion — ett
postmodernt perspektiv pd Moderna Museet.?* Det handlade om en im-
port av en amerikansk konception av postmodernismen, inriktad pa
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sign infused the museum building with quite other values than those
usually associated with it. The accompanying video presentation, Pizza
de lux, shown in the museum foyer, depicted a meeting in a pizzeria in
the Gothenburg district of Olskroken. A man, played by Christer Fant,
comes in and orders a pizza. While the pizza is baking the man tries to
conduct a dialogue with the baker who appears far too busy with his work
to answer. The dialogue expires, replaced by a monologue in which the
man, on the basis of fragmentary information, tries to create an image of
how things hang together. The two settings, the fine arts museum and the
everyday pizzeria, are forged together and a host of cultural ideas set in
motion.

The other leading figure in relational aesthetics was Elin Wikstrom,
she too a former student at Valand. By turning social conventions inside
out, Wikstrém reveals their nature. For example: she rested in a bed in
an ICA food store in Malmo; for a whole year she wore nothing but
clothes she had sewn herself; she invited people to use bicycles that goes
backwards when pedalled. She was one of the Swedish artists active on
the international art scene during the 1990s.

POSTMODERNISM?

The story of modern Swedish art is characterized by an over-represen-
tation of artists active in Stockholm, as well as a stress on such Stock-
holm institutions such as Moderna Museet. This can seem natural since
Stockholm is the leading art centre in the country and the Moderna
Museet the most important art institution. The problem, however, is not
so much the dominance of Stockholm in depictions of Swedish art history
in itself but rather how this affects the way other places are viewed. Art
histories tend to use accounts created at the centre as the standard against
which everything else is measured. This makes people less receptive to
other expressions and narratives.

A compelling account of precisely this sort emerged during the 1980s,
one which has already established itself in Swedish art history: namely, the
entry of postmodernism into Sweden in 1987 through the articles by Lars



a ena sidan neoavantgardistiska och konceptuella strategier 1 medier
som fotografi, video och installationer, a andra sidan poststruktura-
listisk filosofi och tesen om det postmoderna tillstandet och de stora
berittelsernas déd.*

Postmodernismen skapade ingen stor debatt 1 Goteborg 1987.
Men faktum ar att en form av postmodernism hade tagit gestalt
bade pa undergroundscenen och 1 maleriet under tidigt 1980-tal.
Undergroundscenen var pa postmodernt vis medie- och genreéver-
skridande och nirdes av internationella nitverk. Eftersom teoretiskt
ramverk saknades, bade bland utdévare och kritiker, lyftes den aldrig
fram som ett exempel pa postmodernism.? Detsamma kan sdgas om
det nyexpressionistiska maleriet pa Valand 1 borjan av 1980-talet och
1viss mdn dven om de mer utstuderat postmoderna mediehybriderna
nagra ar senare. Med de internationella kontakter som etablerats,
bland annat pa just Valand, fanns en stark nirvaro av teoretiska per-
spektiv 1 de estetiska diskussionerna konstnirer emellan. Vad som
saknades var skribenter 1 G6teborg som kunde lyfta fram och teo-
retisera dessa aktiviteter 1 ratt kontext, ett forum som hade en sddan
tyngd att det skulle ha gjort det om¢jligt att negligera dem, exempelvis
den under 1980-talet sd inflytelserika tidskriften Kris eller 1990-talets
lika betydelsefulla Material. Darmed forblev Goéteborgsscenen okand
for stora delar av Stockholms konstvirld och kom senare att inta en
perifer position 1 den svenska konsthistorieskrivningen. Att den inte
riktigt passade in 1 de dominerande Stockholmskritikernas definition
av begreppet postmodernism kan ocksa ha bidragit till dess margina-
lisering. Det var en annan form av postmodernism dn den Ericsson
och Nittve lyfte fram, mindre inriktad pa bildcitat och teorier om sub-
jektets dod, mer mot utlevelse och medie6verskridande experiment,
driven av en rd urkraft. Atminstone i bérjan av 1980-talet 4r denna
skillnad avlasbar. Det fanns en mylla av konstndrsinitiativ, samar-
betsprojekt, nitverk och samlande hindelser. Franvaron av starka
institutioner tvingade fram egna initiativ som pa sikt ledde till nya
uttryck, vilka pekade bort frdn en institutionsanpassad konst mot
publikinteraktion. Om man inte ser detta framstar det som en gata att
en rad konstnérer fran just Goteborg férmadde sitta den relationella
estetiken pa kartan under 1990-talet.

Att studera konsten som resultat av en paverkan som utgar fran
centrum mot periferin goér oss blinda for det vi inte redan vet. Det
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O Ericsson in Dagens Nyheter and the exhibition Implosion — A Fostmodern
Perspective at Moderna Museet, curated by Lars Nittve.* This account
had to do with the import of an American conception of postmodernism,
concerned, on the one hand, with neo-avant-garde and conceptual strate-
gies in such media as photography, video, and installations, and, on the
other, with post-structuralist philosophy and with theories regarding the
postmodern condition and the death of grand narratives.?
Postmodernism failed to generate any major debate in Gothenburg in
1987. But the fact remains that a form of postmodernism had established
itself both on the underground scene and in painting during the early
1980s. In a postmodern way, the underground scene transgressed con-
ventional borders of media and genre and was stimulated by its interna-
tional network. Since it lacked any form of theoretical framework among
both its practitioners and the critics, it was never held up as an instance of
postmodernism.?® The same can be said of the Neo-Expressionist paint-
ing at Valand in the early years of the 1980s, and to some extent even of
the more explicit postmodernist media hybrids a few years later. Thanks
to the international contacts that had been established, such as at Valand,
there was a strong element of theoretical perspective in the aesthetic dis-
cussions in which the artists engaged. What was lacking were writers in
Gothenburg who could bring these activities to public notice and theorize
them in the right context, a forum of sufficient influence that would have
been impossible to ignore, such as the magazine Kris - so influential dur-
ing the 1980s - or the equally significant Material during the 1990s. The
result was that the art scene in Gothenburg remained unknown to much
of the Stockholm art world and was later to occupy a peripheral position
in Swedish art history accounts. The fact that it did not quite accord with
postmodernism as defined by the leading Stockholm critics may also have
contributed to its marginalized position. Art in Gothenburg embodied a
different form of postmodernism from that presented by Ericsson and
Nittve, less concerned with pictorial quotations and theories about the
death of the subject, and more concerned with allowing full expression
of feelings and with experiments that transgressed conventional media
boundaries, powered by a raw and primitive force. In any event, these
differences were detectable in the early 1980s. There existed a host of
art initiatives, collaborative projects, networks, and collective activities.
The absence of strong institutions was a compelling factor behind such
initiatives, which eventually led to new modes of expression, away from



intressanta 1 periferin ar inte att konstnirer tar upp trender fran
centrum utan vad de gor av dessa influenser, hur exempelvis post-
modernismen tas emot och far ett annat uttryck 1 Goteborg dn 1
Stockholm. Men vi borde ocksa studera vilka initiativ som faktiskt
utloper fran periferin. Jag hdvdar att aktiviteterna 1 G6éteborg inom
den gransoverskridande experimentella konst som rérde sig mellan
musik, performance, fotografi och video under 1980-talet faktiskt
gjorde Goteborg till ett centrum. Goteborg blev en nod 1 ett interna-
tionellt niatverk. Det framgér inte av 6versiktsverken Gver det sena
1900-talets svenska konst.

Det finns en maleritradition 1 G6teborg, men det finns ocksa
ett underjordiskt avantgarde som, da det under olika skeden tagit
steget ut 1 offentligheten, bidragit till att omforma den. Konstscenen 1
Goteborg édr varken fore eller efter. Den finns dér parallellt, samtidigt.
Den dr nagot eget.

the institution-validated art and towards greater public interaction. If this
is not acknowledged then it remains a mystery as to how a number of
artists from Gothenburg succeeded in placing relational aesthetics on the
map in the 1990s.

To study art as the product of influences emanating from the centre
out towards the periphery blinds us to what we do not already know.
What is interesting about the periphery is not that artists follow trends
from the centre but what they make of those trends, how, for example,
postmodernism is received and develops a different form of expression in
Gothenburg from that in Stockholm. But we should also study the initia-
tives that actually emanate from the periphery. I maintain that the activities
pursued in Gothenburg within the field of interdisciplinary experimental
art, embracing music, performance, photography, and video during the
1980s established Gothenburg as a centre. Gothenburg became a node
in an international network. This is not made clear in the surveys of late
20"-century Swedish art.

There exists a Gothenburg painting tradition, but there is also an
underground avant-garde that, at different times, has risen to the atten-
tion of the public and contributed to reshaping it. Gothenburg is neither
ahead nor behind. It is there, parallel and simultaneous. It is something
distinctively its own.

TRANSLATED FROM SWEDISH BY
DAVID ISITT
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10.
11.
12.
13.
14.
15.
16.

17.

18.
19.
20.
21.
22.

23.

24.

. Under performancen satt konstniren insparrad bakom hénsnét med sin frus moderkaka pa vag-

gen. Han livnirde sig pa brannvin och 4gg fran hénor som gick runt i lokalen. Fotografiet visar en
som héna nackades pé finissagen. Se Hakan Nilssons text i detta nummer av Skiascope.

. Tind mérkret! Svensk konst 1975-1985, red. Ulf Kihlander och Ola Astrand, Géteborg 2007.
. Hakan Wettre stiller den berittigade fragan: kom postmodernismen nagonsin till Géteborg? i en

text om Goteborgskonsten under den aktuella perioden. Hikan Wettre, "Kom postmodernismen
négonsin till Géteborg?”, Konstens Goteborg. Nedslag i fyra sekel, red. Bjorn Fredlund, Géteborg 2002.
Jamf6r exempelvis Radium 226.05 och Sub Bau med det intellektuella fbid.-projektet i Danviken
1982 och pa Miinchenbryggeriet pa Séder Mélarstrand 1983.

Man kan i detta sammanhang foérvisso paminna om olika avantgardistiska aktiviteter, frdn
situationisternas konferens i Géteborg 1961, liksom deras utstallning pa Galleri 54 aret dérpa,
till Bjérnligans aktioner 1968-1969. Men ndgon kontinuitet inom detta avantgarde tycks inte ha
funnits. Se: Skiascope 2. Upp med rullgardinerna! Konsten i Goteborg under 1960- och 1970-talet, Géteborgs
konstmuseums skriftserie, red. Kristoffer Arvidsson och Jeff Werner, Géteborg 2009.

Se Hékan Nilssons text i detta nummer av Skiascope.

Programblad fran Géteborgs konstmuseum och Konsthallen Géteborg, hosten 1993. Odat.

Jan Bergman, "Mo6te mellan konstnarer”, Arbetet 1993-09-06.

. Uppgiften liggs fram i en sjilvbiografisk bok. Pa grund av sammanblandningen av fakta och

fiktion bor alla uppgifter i denna bok tas med en nypa salt. De ingar i Billgrens skapande av en
personlig mytologi. I detta fall ser jag ingen anledning att tvivla pé sanningshalten. I vilket fall ar
det betecknande for Billgrens attityd att han lyfter fram sitt "fuskande” utan skamkénslor. Ernst
Billgren, Prinsen pé Lindholmen, Stockholm 2009, s. 29-32. Se dven Jeff Werners text i detta nummer
av Skiascope.

Affisch 1982, reproducerad i: Billgren 2009, s. 232.

KFML(r) hade ett starkt inflytande pa Valand under 1970-talet, bland annat genom elevradet.
Ola Astrand har curerat flera utstillningar, bland annat den uppmérksammade Hjéirtat sitter till viin-
ster pa Goteborgs konstmuseum 1998, som han sammanstillde tillsammans med Ulf Kihlander.
En rad andra namn kunde ndmnas i sammanhanget. Konstnirer som var aktuella redan under
1960- och 1970-talet men fortsatt verksamma under de efterfoljande decennierna har, med nagra
undantag, inte tagits upp hér, da de redan finns dokumenterade i Skiascope 2.

Se Marta Edlings text i detta nummer av Skuascope.

Mest uppmérksammad 4r Arthur C Dantos dterkommande framléggande av denna tes i ett flertal
béocker.

Dessa konstnirer introducerades for en svensk publik pa Implosion — ett postmodernt perspektiv pa
Moderna Museet 1987.

Stefan Ohlsson var under en period prefekt och universitetsadjunkt i fototeknik. Under en kortare
period verkade Jens S Jensen som universitetslektor med dokumentir inriktning. Ohlsson efter-
traddes av Bo-Erik Gyberg som blev hogskolerektor (tidigare filmproducent) utan egen undervis-
ning. Vidare har John S Webb under tio ar arbetat som universitetsadjunkt i svart/vit fotografi
och storformat. Leif Karlén (universitetslektor och ledare for den allménna inriktningen) och Per
L-B Nilsson (universitetslektor och ledare f6r den dokumentira inriktningen), har béda arbetat
vid HFF i mer 4n 20 ars tid parallellt med skolans olika ledare.
www.hasselbladfoundation.org/cindy-sherman/sv/, hamtad 2010-01-04.

Hasselbladspriset har delats ut sedan 1980.

Se Annika Ohrners text i detta nummer av Skiascope.

Jamf6r Jeff Werners text i detta nummer av Skiascope.

Bjorn Fredlund var chef for G6teborgs konstmuseum 1982-1990 och 1996-2003, Folke Edwards
1990-1995.

Nicolas Bourriaud, Zraffic, Bordeaux 1996. Se dven: Nicolas Bourriaud, Esthétique relationnelle,
Dijon 1998.

Lars O Ericsson, "Till forsvar for 80-talets konst”, Dagens Nyheter 1987-09-27; Lars O Ericsson,
"I symbolernas rike”, Dagens Nyheter 1987-09-29; Lars Nittve, IMPLOSION - ett postmodernt
perspektiv”, Implosion — ett postmodernt perspektiv, Moderna Museet, Stockholm 1987.
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NOTES

6.
7.

. During the performance the artist was locked behind chicken wire with his wife's placenta

on the wall. He fed on vodka and egss from the hens that were walking around in the room.
The photography shows one of the hens beheaded on the ending day of the exhibition. See
Hékan Nilsson’s text in this issue of Skiascope.

. Ténd mirkret! Svensk konst 1975-1985, ed. Ulf Kihlander and Ola Astrand, Gothenburg 2007.
. Hakan Wettre asks the proper question: Did postmodernism ever reach Gothenburg? in a text

on art in Gothenburg during this period. Hikan Wettre, ‘Kom postmodernismen négonsin till
Goteborg?’, Konstens Giteborg. Nedslag i fyra sekel, ed. Bjérn Fredlund, Gothenburg 2002.

. Compare for example Radium 226.05 and Sub Bau with the intellectual fbid. project in

Danviken in 1982 and at the Miinchenbryggeriet on Séder Mélarstrand in 1983.

. In this context, one could assuredly recall various avant-garde activities, from the Situatio-

nist conference in Gothenburg in 1961 and their exhibition at Gallery 54 the next year, to
the actions of the Bj6rnligan artist group 1968-1969. However, no continuity within this
avant-garde appears to exist. See: Skiascope 2. Open the Shades! Art in Gothenburg during the
1960s and 1970s, Goteborg Museum of Art Publication Series, Gothenburg 2009.

See Hikan Nilsson’s text in this issue of Skiascope.

Programme sheet from the Goteborg Museum of Art and the Gothenburg Art Gallery,
autumn 1993, undated.

8. Jan Bergman, ‘Mote mellan konstnérer’, Arbetet 6 September 1993.

9.

10.
11.

12.

13.

14.
15.
16.

17.

This information is given in an autobiographical book. Because of the mingling of fact and
fiction, all information in this book should be taken with a grain of salt. They are part of
Billgren’s creation of a personal mythology. In this case I see no reason to doubt the truth-
fulness. Billgren’s attitude, in not feeling any guilt for his ‘cheating), is telling. Ernst Billgren,
Prinsen pd Lindholmen, Stockholm 2009, pp. 29-32. See also Jeff Werner’s text in this issue of
Skiascope.

Poster of 1982 reproduced in: Billgren 2009, p. 232.

KFML(r) had a considerable influence at Valand during the 1970s, through the pupils’
council, among other channels.

Ola Astrand has been the curator for several exhibitions, including the noted The Heart is
Found to the Left (Hjdrtat sitter till vénster) at the G6teborg Museum of Art 1998, which he co-
curated with Ulf Kihlander.

Several other names could be mentioned in this context. Artists who were active as early as
the 1960s and 1970s and have continued to be active in the following decades have, with a
few exceptions, not been listed here, their being already documented in Skiascope 2.

See Marta Edling’s text in this issue of Skiascope.

Best known is Arthur G Danto’s repeated proposal of this thesis in a number of books.
These artists were introduced to a Swedish audience at the exhibition Implosion — A Postmodern
Perspective at Moderna Museet in 1987.

Stefan Ohlsson was for a while head of the department and assistant lecturer in photo
technique. During a brief period Jens S Jensen served as university lecturer in documentary
photography. Ohlsson was succeeded by Bo-Erik Gyberg, who became university chan-
cellor (previously film producer) without teaching duties. John S Webb has also worked
for ten years as assistant lecturer in black-and-white photography and large-scale images.
Leif Karlén (university lecturer and responsible for the general teaching syllabus) and Per
L-B Nilsson (university lecturer and responsible for documentary photography) have both
worked at the School of Photography for more than 20 years in parallel with the school’s
other administrators.



25. Termen "det postmoderna tillstindet” myntades av den franske filosofen Jean-Frangois Lyotard
och syftar pd framfor allt vetenskapernas situation i en tid dé allomfattande teorier, vad Lyotard
kallar "stora berittelser”, f6rlorat sin trovirdighet. Jean-Francois Lyotard, La condition postmoderne.
Rapport sur le savoir, Quebec 1979.

26. Mats Olsson férmodar att avsaknaden av en skribent inom kretsen, som lyfte fram och teoretise-
rade undergroundscenens uttryck, bidrog till att den inte fick négot stort genomslag i Stockholm.
Kristoffer Arvidsson, intervju med Mats Olsson, 2010-01-27, G6teborgs konstmuseum.
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18.
19.
20.

21

23.

24.

25.

26.

295

www.hasselbladfoundation.org/cindy-sherman/sv/, obtained 4 January 2010.
The Hasselblad Prize has been awarded since 1980.
See Annika Ohrner’s text in this issue of Skiascope.

. Cf. Jeff Werner’s text in this issue of Skiascope.
22.

Bjorn Fredlund was head of the Géteborg Museum of Art 1982-1990 and 1996-2003,
Folke Edwards 1990-1995.

Nicolas Bourriaud, Traffic, Bordeaux 1996. See also: Nicolas Bourriaud, Esthétique rela-
tionnelle, Dijon 1998.

Lars O Ericsson, ‘Till férsvar for 80-talets konst, Dagens Nyheter 27 September 1987;
Lars O Ericsson, ‘I symbolernas rike’, Dagens Nyheter 29 September 1987; Lars Nittve,
‘IMPLOSION - ett postmodernt perspektiv, Implosion — ett postmodernt perspektiv, Stockholm
1987.

The term ‘the postmodern condition’ was coined by the French philosopher Jean-Frangois
Lyotard and refers primarily to the condition of the sciences at a time when all-embracing
theories — what Lyotard calls ‘grand narratives’ — have lost their credibility. Jean-Francois
Lyotard, La condition postmoderne. Rapport sur le savoir, Quebec 1979.

Mats Olsson presumes that the lack of a writer in the group able to express in theoretical
terms the activities of the underground scene contributed to its failing to receive proper
recognition in Stockholm. Kristoffer Arvidsson, interview with Mats Olsson, 27 January
2010, Goteborg Museum of Art.
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