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JEFF WERNER JEFF WERNER

HANG 'EM HIGH

HANG DOM HOGT THE DEPARTMENT OF ART, 1861-1906

On 15 June 1861, the following appeal was published in the local news-
paper Giteborgs Handels- och Sjsfarts-Trdning:

GOTHENBURG MUSEUM.

A respectful invitation.

KONSTAFDELNINGEN 1861-1906 Whereas a plan has been devised, and is now in exe-
cution, that seeks to assemble and array in a Muse-
um such collections that can illuminate the develop-
ment of our own land, be it in respect of archaeology
and ethnography, or in matters of the land’s animal

Den 15juni 1861 publicerades f6ljande uppmaning i Goteborgs Handels-
och Sjofartstidning:

and plant life, its geological and mineralogical fea-
tures, etc., as what pertains to its industrial develop-
ment, and also foreign lands’ endeavours in these

areas; that can instill in us a greater interest in such

G 0 T E B o R G s M u s E " M. matters as science, public education, and industri-

urdgam lllb]udnlilg ousness, so the Gothenburg Museum Board here-
D4 uti Giteborg en plan blifvit nppgjurd by respectfully invites each and every person who
och &r under utforande, som afser att uti ett recognises the importance of such collections, to

Mugeum sammanfira och ordna samlingar
dels af allt sidant, som kan vara upplysan-
de i afseende 4 virt eget lands odling, vare

contribute gifts, be they large or small, within those

areas that in the agreed plan are more fully set forth.

Blg uti arkhologlskt och ethnograﬁskt hiin- The Board ought not to let it go unremarked, that in

seende, eller i friga om landets djur- och this manner many a rarity can be saved from obliv-
?

vextverld, dess geolegiska och mineralogisks ion and destruction, to be brought before the great

patorfirhdllanden m. m.. §fvensom hvad an- generality of living and later generations.
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gldr dess industriella utveckling, dels ock af
frimmande linders alster imom de omriddem;
gom kunna for oss erbjuda ett atrre intresse
frén vetenskapens, den allmlinna bildningens
och niiringsflitens synpunkt, ad vill Giteborgs
Musei Styrelse hlirmed virdsamt inbjuda en
och hvar, som fattar vigten af sddana sam-
lingar, att till dem bidrags, firmedelst stirre
eller mindre gifvor inom de omriden, som
4 uppgjorda planen nirmare angifvas. Biy-
relsen bir ej lemna oanmiirkt, ait pd detta
sitt minget siillaynt foremdl kan blifva rid-
dadt undan glomeka och forstéring gdch brine
gas infir den storre allménheten af nu lef-
vande och kommande sligten.

Goteborgs Museum 6ppnade 1861 1 Ostindiska huset med South
Kensington Museum (senare Victoria and Albert) 1 London som
nirmaste forebild.! Idén hos Goteborgs burgna borgerskap, med
Sven Adolf Hedlund 1 spetsen, var att museet skulle visa saval de
senaste tekniska landvinningarna, som natur- och konsthistoria.? Det
skulle vara ett encyklopediskt museum, skriver Charlotta Hanner
Nordstrand.? Till skillnad fran manga andra konstmuseer har alltsa
Goteborgs inte sitt ursprung i nagon omfattande kunglig, furstlig eller
annan privat samling, 4ven om stora privata donationer snart skulle
komma att bli ytterst betydelsefulla f6r museets tillvixt. I Stockholm
6ppnades vid ungefiar samma tid Nationalmuseum (1866) med sam-
lingar som huvudsakligen hade sitt ursprung 1 de kungliga slotten.
Redan fran bérjan fanns alltsd en vilja 1 Géteborg att markera sin
sarart och samtidigt mata sig mot huvudstaden.*

Bildkonsten tycks inte ha setts som det viktigaste faltet for det nya
museet, som inspirationskallan South Kensington Museum indikerar.
Men redan i de férsta museiplanerna riaknade initiativtagarna med
Goteborgs konstférenings lilla tavelsamling som borjat byggas upp
1856. I ovan citerade tidningsnotis finns emellertid férvinande nog
ingen uppmaning att donera konst. Pa 6ppningsdagen fanns endast
tre konstverk 1 museet: ett portritt av Karl XImalat av David Kl6cker
Ehrenstrahl ¢verfort fran det naturhistoriska museet, en kopia av
Alexander Roslins portritt av Linné, skinkt av J. P. Westring, samt
en gipsavgjutning av Fogelbergs Apolloskulptur som bar “ett gront
skynke om midjan, emedan konsten dnnu icke hunnit uttranga an-
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The Goéteborgs Museum (the Gothenburg Museum) opened in 1861 in
Ostindiska huset (the East India Gompany’s House), modelled closely
on the South Kensington Museum (later the Victoria and Albert) in
London.! The idea put forward by Gothenburg’s wealthier citizens, with
Sven Adolf Hedlund in the lead, was that the museum would display the
latest technical achievements as well as natural history and art.? It was to
be an encyclopaedic museum, as Charlotta Hanner Nordstrand has ob-
served.? Unlike many other museums of art, the Gothenburg Museum did
not originate in a large royal or private collection, although large private
donations would soon be of the greatest importance for its expansion. In
Stockholm, the Nationalmuseum (the National Museum) opened at more
or less the same date (1866) with collections that were chiefly drawn from
the royal palaces. Predictably, from the very beginning Gothenburg was
determined to establish that it was distinct from Stockholm, while at the
same time measuring itself against the capital.!

The visual arts do not seem to have been the most important field
for the new museum, as its inspiration, the South Kensington Museum,
would seem to indicate. Yet from the very first, the originators counted
on the Gothenburg Society of Arts’ small collection of paintings that had
begun to be built up in 1856. Surprisingly, in the newspaper announce-
ment quoted above there was no appeal for donations of art, however.
On the day of its inauguration, there were only three works of art in the
museum: a portrait of Charles XI painted by David Klécker Ehrenstrahl,
transferred from the Museum of Natural History, a copy of Alexander
Roslin’s portrait of Linnaeus, donated by J. P. Westring, and a plaster
cast of Fogelberg’s sculpture of Apollo that wore ‘a green cloth around its
waist, because art had not yet managed to supplant decency’, as Berndt
Lindholm dryly remarked.® It was the Royal Society of Arts and Sciences
in Gothenburg that had lodged this last with the museum.®

Three years later, in 1864, a department of art was inaugurated in
a top-lit gallery in the northern part of the west wing. The driving force
behind the decision was S. A. Hedlund, who had previously been the cru-
cial figure in the foundation of G6teborgs konstférening (the Gothenburg
Society of Art) in 1854. In his capacity as secretary of the museum board,
it was he who was really in charge of the museum, according to Carl
Lagerberg.” From 1861 the person responsible for the department of
art, by virtue of his membership on the museum board, was James J:son
(Jameson) Dickson,® while the curator was the town architect, Victor



standigheten”, enligt Berndt Lindholm.® Sistndmnda var en deposi-
tion 1 museet fran Kungl. Vetenskaps- och Vitterhetssamhallet.®

Tre dr senare, 1864, inrittades Konstavdelningen 1 en sal med
overljus 1 den véstra flygelns norra del. Drivande bakom beslutet
var S. A. Hedlund, som tidigare varit den avgérande kraften bakom
inrittandet av Goteborgs konstférening 1854. I egenskap av musei-
styrelsens sekreterare var han, enligt uppgift fran Carl Lagerberg,
museets verkliga 6verhuvud.” Ansvarig for Konstavdelningen i egen-
skap av museistyrelsemedlem var fran och med 1861 James J:son
(Jameson) Dickson,® och intendent var stadsarkitekten Victor von
Gegerfelt. Vid 6ppnandet upptogs en langvigg pa Gversta vaningen
av Konstféreningens och museets samlingar, bland vilka tva land-
skap av Edvard Bergh och Amalia Lindegrens portritt av Adolph
Tidemand sarskilt marktes. P4 den motsatta viggen hingde de verk
som ingick 1 arets utlottning pa konstféreningen. Dessutom hade tre
verk lanats av Bengt Erland Dahlgren: Tidemands Den sdrade bjorn-
Jédgaren, Carl D’Unkers bada malningar En spelsal 1 Wiesbaden och Eitt
konstberidareséllskap.®

Vid arets slut uppgick museets samling till 30 verk, varav 25 mal-
ningar. Flertalet hade donerats. Foljande ar 6verlimnade Goteborgs
konstférening sin samling om elva verk och fortsatte fram till 1878
att skanka konstverk till museet. Sammanlagt kom féreningen att ge
30 verk till museet. Ett museum som ocksa upplét utstillningsloka-
ler till Konstféreningen, vars verksamhet kom att betraktas som en
integrerad del av Konstavdelningens verksamhet.*

Expansionen fortsatte 1 ganska hog takt. 1869 hade samlingarna
vuxit till 78 verk varav 63 malningar. Detta dr utkom Octavia Carléns
guidebok till Géteborg. Hon édgnar drygt 30 sidor at att beskriva
Goteborgs Museums samlingar och dess historia. Det dr en nog-
grann och levande beskrivning av stort och smatt — dnda till Carlén
nar fram till Konstavdelningen. Denna behandlas pa en knapp sida
och bestar endast av en lista Gver ett tiotal verk samt namnen pa
ytterligare ndgra representerade konstnérer.!! Fér den som vill fa en
bild av konstens datida exponering finns tyvarr inget att himta hos
Carlén.

Victor von Gegerfelt ersattes 1874 av Magnus Lagerberg som
samtidigt var intendent f6r Myntkabinettet (vilket ocksd var hans
stora intresse). 1877-1878 skottes Konstavdelningen av poeten och
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von Gegerfelt. At the inauguration, one of the longer walls on the upper
floor was filled with the Society of Art’s and the museum’s own collec-
tions, of which Amalia Lindegren’s portrait of Adolph Tidemand and two
landscapes by Edvard Bergh drew particular attention. On the opposite
wall hung the works that had been selected for exhibition that year by
the Society of Art. Three further works had been lent by Bengt Erland
Dahlgren: Tidemand’s The Wounded Bear-hunter, and Carl D’Unker’s
paintings 4 Gaming-Room in Wiesbaden and Circus Company.?

By the end of 1864 the museum’s collection comprised thirty works
of art, of which twenty-five were paintings. Several had been donated.
The following year the Gothenburg Society of Art donated its collection
of eleven works, and until 1878 continued to donate works of art to the
museum. Altogether it would give thirty works. The museum was also to
lease exhibition premises to the Society of Art, and their activities came
to be seen as integral to the department of art."’

The expansion continued with considerable speed. By 1869 the
collection had grown to seventy-eight works, of which sixty-three were
paintings. In that year, Octavia Carlén’s guidebook to Gothenburg was
published in which she dedicated some thirty pages to a description of
the Gothenburg Museum’s collections and its history. It is a careful and
lively description, with no detail too small to be left out — until Carlén
reaches the department of art, that is. It is treated in less than a page, and
amounts to a list of ten art works plus the names of a few other artists who
were represented.!! For anyone who wants a sense of the installation of art
works at that time, there is little to be learned from Carlén.

In 1874 Victor von Gegerfelt was replaced by Magnus Lagerberg,
who at the same time was curator of the numismatic collection (his great
passion). Then in 1877-8 the running of the department of art was taken
on by the poet, and later critic, Carl David af Wirsén (1842-1912), who
was also lectured and responsible for the library. He has gone down in his-
tory for his unusually conservative line as a critic and for his clashes with
a list of Swedish notables, August Strindberg amongst them, but when it
comes to his career as a museum official there is not much to go on. He
had a Ph.D. in history of literature from Uppsala, and had worked for a
time as a master at a grammar school. In 1871-2 he lived in Italy, ‘partly
for the care of his health, partly for the pursuit of art-historical studies’.?
He came to Gothenburg with the help of Viktor Rydberg, with whom he
was soon to fall out, however.!?



sedermera kritikern Carl David af Wirsén (1842-1912), som ocksa
hade hand om biblioteket samt verkade som foreldsare. Han har gatt
till eftervarlden som en osedvanligt konservativ kritiker och for de
strider som han var inblandad 1 med bland andra August Strindberg,
men om hans garning som museiman finns inte mycketinformation att
hidmta. Han hade disputerat 1 litteraturhistoria 1 Uppsala och arbetat
en tid som lektor vid ett laroverk. 1871-1872 bodde han iItalien, "dels
for hilsans vardande, dels f6r idkande av konsthistoriska studier”.!?
Till Goteborg kom han med hjélp av Viktor Rydberg, som han dock
snart blev ovdn med."

Wirsén "ordnade samlingarna och vigledde inképen”, skriver
Axel Romdahl 1 en historik. Han héll aven foreldsningar pa det este-
tiska omradet pa Goteborg Musei Ritskola (senare Valands konst-
skola) inrittades som 1865."* Eftersom Konstféreningen hade en
stark position ar det mojligt att den, och kanske dven Ritskolans
larare Geskel Saloman, kan ha varit behjilpliga. Saloman hade 1856
varit drivande bakom idén att Konstféreningen skulle bérja bygga
upp den konstsamling som blev en substantiell del av museets sam-
lingar, och han fortsatte att utéva ett starkt inflytande 6ver inkop
och kvalitetsbedémningar.'® Aven Wirsén satt i Konstféreningens
styrelse. Det var pa hans forslag som Carl Gustaf Hellqvists Ludvig
XT'i sin lustgdrd 1877 koptes in for det ansenliga beloppet 1000 kr och
skanktes till museet.'® 1878 lamnade Wirsén Goteborgs Museum for
att foljande ar bli invald 1 Svenska Akademien. Hans tjanst delades
da upp 1 en intendents- och en bibliotekarietjdnst. Detta dr ett foérsta
steg 1 den professionaliseringsprocess som sker vid museet.

Liksom vid manga andra museer 1 Europa inrittades alltsa en
konstskola 1 museet. Det forsta steget var att Slojdféreningens skola,
som bedrev kvillsundervisning "fér yngre och dldre personer av
manskonet tillhérande de yrkesidkande klasserna” hade flyttat in 1
Ostindiska huset.”” Idén var att anvanda samma lokaler f6r en "ho-
gre ritskola” dagtid. Den var tinkt att fylla en viktig funktion fér
handels- och industristaden Goteborg bade som konstskola och som
yrkesutbildning fér exempelvis ingenjorer. Under ldnga perioder
fungerade den ocksa som bildningsskola for borgarklassens flickor.
I ndra anslutning till skolan kunde eleverna 1 Konstavdelningen stu-
dera god konst i1 form av bade kopior och original. Enskilda konst-
nérers kopieringsverksamhet var fram till ndgot decennium in pa
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Wirsén ‘managed the collections and guided acquisitions’, wrote Axel
Romdabhl in a historical note on the museum. He also lectured on aes-
thetics at Goteborgs Musei Ritskola (the Gothenburg Museum School
of Drawing later the Valand School of Art) that had been established in
1865.1* Because of the Society of Art’s strong position in the museum it
is possible that the society, and perhaps even the School of Drawing’s
teacher Geskel Saloman, may have been of assistance in setting it up. In
1856 Saloman had pushed the idea that the Society of Art should begin to
build up its art collection — which would later constitute a substantial part
of the museum’s collections — and he continued to exert a strong influence
over purchases and quality assessments.'” Wirsén also sat on the Society
of Art’s board. It was at his suggestion that Carl Gustaf Hellqvist’s Louzs
XI of France in his Pleasure Garden (1877) was purchased for the consider-
able sum of 1,000 kronor and given to the museum.'® In 1878 Wirsén
left the Gothenburg Museum, and in the following year was elected to
the Swedish Academy. His post was divided into a curatorship and a
librarianship. This was the first step in the process of professionalisation
at the museum.

As in so many other European museums, a school of art was estab-
lished in the museum. The first step had been to move the Sl6jdféreningens
skola (the Handicraft Society School), which gave evening classes’ to
younger and older persons of the male sex from the professional classes’,
into Ostindiska huset (East India House)."” The plan was to use the same
premises for an ‘advanced drawing school’ in the daytime. It was thought
it would fill an important function for the city, dependent as it was on
trade and industry, both as a school of art and as a professional train-
ing ground for, say, engineers. For long periods it also served as a fin-
ishing school for middle-class girls. The proximity of the school to the
department of art meant that pupils could study good art in the form
of both originals and copies. Until well into the twentieth century, indi-
vidual artists’ achievements as copyists were viewed as one of the most
important activities pursued on the premises, and as such were carefully
documented in the year-books. The museum also continued to acquire
copies, with the aim of building up a historically representative collection;
the most important works should be readily available to see in the original
or, more likely, as copies.

The growth of the collections continued unabated. Bengt Erland
Dahlgren donated some thirty works in 1878 along with — even more



1900-talet betraktad som en av de viktigaste aktiviteter som skedde 1
lokalerna och som sddan noga dokumenterad 1 arsskrifterna. Museet
fortsatte dven att forviarva kopior i syfte att bygga upp en konsthis-
toriskt representativ samling. De viktiga verken skulle finnas att se 1
original eller, mer troligt, som kopior.

Tillvixten av samlingarna fortsatte med of6rminskad kraft.
Bengt Erland Dahlgren donerade 1878 knappt 30 verk samt — &n
viktigare — en stor summa pengar vars avkastning renderat 1 atskil-
liga inkdp 6ver aren och som fortfarande finansierar merparten av
museets inkop.'® 1889 testamenterade John West Wilson ett knappt
70-tal verk. Vid denna tid hade dven Pontus och Goéthilda Fiirsten-
berg borjat donera verk till museet. Andra viktiga donationer under
Konstavdelningens forsta 25-arsperiod gors av James Dickson, James
J:son Dickson, Oscar Dickson, Jonas Kjellberg och August Réhss.
En sammanstillning av samlingarna vid arsskiftet 1893 omfattar 272
oljeméalningar, akvareller och pasteller, 66 miniatyrmalningar och 61
skulpturer.” Gipsavgjutningarna efter antika skulpturer inte inrak-
nade. Vid denna tid blir museets inriktning mot nordisk konst allt
tydligare.

BERNDT LINDHOLMS TID 1878-1905

Med denna tamligenansenliga samling tilltogbehovetav genomténkta
hingningar och utvidgade lokaler. Tillvixten kravde ofta omhdng-
ningar som det dr svart att i detalj folja eftersom dokumentationen
fran de forsta dren ar torftig. De tidigaste bilderna som finns av
Konstavdelningen ar fran slutet av 1880-talet. En akvarell av Otto
Holmstrém fran 1888 visar en mycket tit hingning med de 6vre
registrens malningar vinklade ut fran vaggen for att ge betraktaren
mojlighet att se dem utan alltfor mycket reflexer. Ett barn star lutat
mot dérrkarmen och betraktar fascinerat Per Hasselbergs Snoklockan
(marmorversionen 1885). Barnet och skulpturen bildar pendanger
genom sina vridna kroppsstillningar men samspelar dven med alla
diagonaler och vinklar 1 hangningen.
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importantly — a large sum of money, the income from which has made
possible a good many purchases over the years, and continues to finance
the greater part of the museum’s purchases today.'® In 1889 John West
Wilson bequeathed some seventy works, and by this point, Pontus and
Gothilda Firstenberg had also begun to donate works to the museum.
Other important donations during the department of art’s first twenty-
five years were made by James Dickson, James J:son Dickson, Oscar
Dickson, Jonas Kjellberg, and August R6hss. An inventory of the collec-
tions taken at the end of 1893 comprises 272 oil paintings, watercolours,
and pastels, 66 miniatures, and 61 sculptures,” plaster casts of Greek and
Roman sculptures not included. By this point the museum’s focus on
Nordic art was becoming all the more pronounced.

BERNDT LINDHOLM’S DAY, 1878-1905

With this tolerably large collection, the need for well thought-out hang-
ings, not to mention larger premises, grew. The expansion often demand-
ed rehangings that are difficult to follow in detail because the documenta-
tion from the early years is negligible. The earliest pictures to show the
department of art date from the end of the 1880s. A watercolour by Otto
Holmstrom of 1888 shows a very closely spaced hanging, with the paint-
ings in the upper register angled out from the walls to enable the viewer
to see them without too many reflections. A child stands leaning against
the doorframe, absorbed in Per Hasselberg’s Spring Snowflake (the marble
version of 1885). With their twisted posture, the child and the sculpted
flower are a foil for one another, but there is also interplay with all the
diagonals and angles in hanging.

The other early piece of evidence is a drawing by Gunnar Aberg
from 1889.% It shows the same gallery but from a different angle. Two
gentlemen in top hats admire Nils Forsberg’s Acrobat Family before the Circus
Manager, that had been donated by August Rohss in 1883. A woman sits
in front of Spring Snowflake on a bentwood chair. A few less aristocratic
figures from the lower classes can be glimpsed in the background, perhaps
artists.



Den andra tidiga dokumentationen &r en teckning av Gunnar
Aberg fran 1889.% Den visar samma sal men ur en annan vinkel.

Tva herrar 1 hoga hattar beundrar Nils Forsbergs Akrobatfamilj infor o

arkusdirektiren, som hade skankts av August Réhss 1883. En kvinna
sitter framfor Snoklockan pa en bojtrastol. Nagra mindre aristokratis-
ka skepnader fran de ldagre klasserna skymtar 1 bakgrunden, kanske
konstnirer.

Vikan forstas inte ta teckningarna for sanningsvittnen i alla detal-
jer. Den till synes slarviga hangningen, med 6verlappande malningar,
kan vara en konstnérlig 6verdrift. Men den professionella nivan pa
museet var vid tiden ganska lag, vilket inte minst avspeglas 1 att de
publicerade katalogerna ar fulla av felaktigheter.

Malningarna hénger titt, de storre nedtill och de mindre uppe un-
der taklisten. Ansvarig f6r arrangemangen var den finlandssvenske
konstniaren Berndt Lindholm (1841-1914) som under 30 &r, 1878-
1905 var Konstavdelningens intendent och 1 praktiken dven den som
skotte Konstféreningens kontakter med konstnérer vid ilan, férsalj-
ningar, etc.”! Han anstélldes mot en ritt blygsam ersittning som togs
ur Dahlgrens donation. Fram till nybyggnaden 1891 hade Lindholm
att slass mot moérka och trdnga lokaler, som knappast ldmpade sig for
att exponera konst. Den snabba tillvixten av samlingarna ledde till
allt titare hangningar, som alltsa inte ska uppfattas som ett estetiskt
val utan resultatet av ett synsitt dér allt det insamlade skulle visas
fram.

Lindholm var dven en av lararna vid Goéteborgs Musei Ritskola.
Dir paborjade han en modernisering och professionalisering av un-
dervisningen, men blev 1885 pa ett till synes oférskdmt och non-
chalant sdtt sparkad av styrelsen och ersatt av Carl Larsson. Foga
férvanande tillhérde han dérefter skolans skarpaste kritiker. Han
fortsatte 4nda att ha vanskapliga relationer till eftertradaren, som 1
sin tur forsvarade Lindholms kompetens att bedéma konst.?* Detta
kan illustreras av att Lindholm satt modell {6r Larsson f6ljande ar
nir denne blivit dlagd att dven undervisa 1 skulptur.® Lindholm och
Larsson bodde grannar vid Victoriagatan dir de spelade vira om
kvillarna, enligt Jonas Gavel, som ocksa noterar att sistndmnde gav
finldndaren ett portritt av Karin och Suzanne 1 Valand (1886).*

For Lindholm fortsatte det konstndrliga varvet vara minst lika
viktigt som de byrakratiska sysslorna. Fran de illa avlénade uppdra-
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Of course, we cannot take the drawings to be accurate in every detail.
The apparently careless hanging, with overlapping paintings, may well be
an artistic exaggeration but it must be borne in mind that the professional
level at the museum was then relatively low, as is reflected not least in the
mass of mistakes in its published catalogues.

The paintings hang close together, the larger ones below and the
smaller ones up close to the cornice. The man responsible for this arrange-
ment was the Finland-Swedish artist Berndt Lindholm (1841-1914), who
for thirty years, between 1878 and 1905, was the department of arts’ cura-
tor, and in practice the person in charge of the department’s contacts with
artists when it came to loans, sales, etc.”! He was employed on a modest
salary that was drawn from Dahlgren’s donation. Until the new building
opened in 1891, Lindholm had to struggle with dark, cramped premises
that were hardly suited to the display of art. The rapid growth of the col-
lections led to ever-closer hangings, something that should not be thought
of as an aesthetic choice, but rather as the result of the conviction that the
entire collection should be on display.

Lindholm was also one of the teachers at the Gothenburg Museum
School of Drawing. There he instituted the modernisation and profession-
alisation of the teaching, but in 1885, in apparently the most insulting
and nonchalant manner possible, he was fired by the board to be re-
placed by Carl Larsson. It is hardly surprising that he was subsequently
one of the schools’ sharpest critics. Yet he remained on friendly terms
with his successor, who in turn defended Lindholm’s competence as a
judge of art.?? The absence of rancour can be illustrated by the fact that
Lindholm sat for Larsson the following year when the latter was appoint-
ed to teach sculpture as well.?® Lindholm and Larsson were neighbours
on Victoriagatan where they played Vira of an evening, according to

Jonas Gavel, who also noted that the Larsson gave the Finn the portrait
Karin and Suzanne in Valand (1886).2

For Lindholm, his artistic pursuits were always at least as important as
his bureaucratic duties. Despite concurrent, and admittedly poorly paid,
positions as curator at the department of art, curator of the Gothenburg
Society of Art (from 1878), director of the School of Drawing, and secre-
tary of the museum’s purchasing committee (from 1879), he took long an-
nual leaves of absence to dedicate himself to painting, as Gavel has noted
in the only scholarly study of Lindholm’s Gothenburg years.” He also
covers Lindholm’s disputes with the museum bureaucracy, in Gavel’s



gen som intendent fér Konstavdelningen, intendent fér Goéteborgs
konstférening (fran 1878), forestandare for ritskolan och sekreterare
1 museets inkdpsndmnd (fran 1879) tog han arligen langa ledigheter
for att kunna dgna sig at maleriet, skriver Gavel 1 den enda vetenskap-
liga studie som finns om Lindholms Gé6teborgsér.?’ Gavel beskriver
Lindholms kontroverser med en museibyrakrati som mer liknar ett
oscarianskt &mbetsverk &n ett liberalt sinnad kulturinstitution.
Lindholm ar markligt franvarande 1 den svenska konsthistorie-
skrivningen. Inte heller 1 Finland har han en sjdlvklar position, kan-
ske delvis som f6ljd av att lejonparten av hans konstnérliga garning
skedde 1 Sverige. I den man han alls férekommer 1 konsthistoriska
verk framtrider bilden av en timligen konservativ malare. Hans
maleri visar dock att d&ven om han inte var en vigrdjare var han
mottaglig for nya idéer. Han lyckades "finna en medelvag 6fverens-
stimmande med sitt eget temperament”, skriver eftertradaren Axel
Romdahl pa Lindholms 70-arsdag.?® Efter studier 1 Dusseldorf och
Karlsruhe sokte han sig 1868 till Paris, dar han paverkades av bland
andra Corot och Daubigny. Han ar, efter hemkomsten 1870, den som
introducerar det nya valérmaleriet i Finland.?” 1876 bositter han sig i
Goteborg, dar han hade slakt pa médernet och varifran hans hustru
Carolina kom. Kanske hade han férvintat sig att det nya, franskinflu-
erade maleriet skulle vinna stérre gehor 1 Goteborg an 1 Helsingfors,
men sd blev inte fallet. "Han var den férste mélare av format, som
dgnade den bohusldandska naturen ett studium”, skriver Kjell Hjern.?
En lang rad fina naturstudier finns pa Go6teborgs konstmuseum.
Romdahl beskriver alltsa Lindholm som en medelvigens malare.
Omdomet kan ocksa gilla hans giarning som museiman. Sérskilt
energisk var Lindholm, enligt Romdahl, 1 museets inképsnamnd,
dar han tappert slogs for sin uppfattning.? Under hans tid berika-
des samlingarna savil med mer konventionella saker, som tamligen
radikala. Manga av hans férvarv tillhor idag museets mest vilkanda
objekt. 1881 kops Hugo Salmsons Vitbetsrensare i Picardie, efter att ha
refuserats av statens ink6psnamnd (Nationalmuseum), 1885 Johan
Krouthéns Halmstackar, 1886 Gustaf Cederstroms Fréilsningsarmen,
1887 Hugo Birgers Skandimaviska konstndrernas frukost i Café Ledoyen,
Puris, fernissningsdagen 1886 och 1888 Bruno Liljefors Tjiderlek.
Han ser 1891 ull att Zorns Ute férvarvas och skriver 1 rapporten
att "impressionismen inom den svenska konsten” hérigenom blivit
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description a nest of nepotists and jobsworths, far from what a merito-
cratic, liberal-minded adminstration should be.

Lindholm is strangely absent from accounts of Swedish art history.
Finland also tends to look past him, perhaps because the lion’s share of
his artistic work was restricted to Sweden. To the extent that he appears
at all in the art history books, he is depicted as a relatively conservative
painter. Yet his paintings show that even if he was not much of a pioneer,
he was receptive to new ideas. He managed to ‘find a middle way that con-
formed with his own temperament’, wrote his successor, Axel Romdahl,
on Lindholm’s seventieth birthday.* In 1868, having completed his stud-
ies in Diisseldorf and Karlsruhe, Lindholm made his way to Paris, where
he was to be deeply influenced by Corot and Daubigny. It was Lindholm,
on his return home in 1870, who was to introduce the new style of paint-
ing with its subtle colour gradations to Finland.”” In 1876 he moved to
Gothenburg, where his wife Carolina’s family came from and he had rela-
tives on his mother’s side. Perhaps he had expected that the new, French-
influenced style would be met with greater sympathy in Gothenburg than
in Helsinki, but that was not to be the case. ‘He was the first painter of
the genre who gave himself to the study of Bohusland’s nature’, wrote
Kjell Hjern.?® A long sequence of fine nature studies can be found in the
Goteborg Museum of Art.

Romdahl’s observation on his temperament referred to Lindholm
the painter, a man who steered a middle course, yet the same can also be
said to be true of Lindholm the museum official. Lindholm, again accord-
ing to Romdahl, was a particularly energetic member of the museum’s
purchasing committee, where he fought valiantly to impose his point of
view.? During his time the collections were enriched with both more
conventional pieces and fairly radical ones. Many of his acquisitions are
among the museum’s most well known works. In 1881, Hugo Salmson’s
Hoeing White Beets in Picardy was bought, having been turned down by the
state purchasing committee (viz. the Nationalmuseum); in 1885, Johan
Krouthén’s Haystacks; in 1886, Gustaf Cederstrdm’s The Salvation Army;
in 1887, Hugo Birger’s Scandinavian Artists’ Lunch at the Café Ledoyen, Paris,
on Opening Day 1886; and in 1888, Bruno Liljefors’ Capercaillies’ lek. He
saw to it that Zorn’s OQuidoors was acquired in 1891, and wrote in the
yearbook that courtesy of this painting ‘Impressionism in Swedish art’
would be henceforth represented in the museum in ‘an excellent man-
ner’* In Lindholm’s day there were further acquisitions that would later



representerad pa “ett fortraffligt satt”3° Under hans tid gors ocksa for
framtiden viktiga férvarv av bland andra Karl Nordstrém, Christian
Krohg, Carl Wilhelmson, Ernst Josephson, Per Ekstréom och Akseli
Gallen-Kallela. Ett inkép av Karl Nordstroms Det gula huset forsokte
han dock stoppa 1892 med motiveringen att den inte passade pa ett
museum eftersom den var malad pa opreparerad sickvav som snart
skulle bli mérk och flackig.?!

Museets styrelse forsokte hindra Lindholm fran att recensera de
inkdpta malningarna i drsberittelserna, nagot han emellertid fortsatte
att gora.* Han framstar 1 dessa skrifter, som noterar verkens foretra-
den och brister, som konstnir och kritiker, mer dn som systematisk
vetenskapsman. I takt med att museets verksamhet professionalise-
ras blir detta grunden f6r kritik fran styrelsen. Han far kritik av revi-
sorerna 1886 och maste betala tillbaka halva sin 16n. Carl Lagerberg
foreslar 1891 att tjansten som intendent f6r Konstavdelningen skulle
dras in men Lindholm rdddas tillfalligt av litteraturhistorikern och
tidningsredaktéren Karl Warburg som dessutom tjanstgjorde som
bibliotekarie vid museet. Pa ett sammantrade som Lindholm inte
deltog11905 fick den langvariga konflikten sitt slut: hans tjanst drogs
in samtidigt som en ny utlystes med krav pa akademiska meriter.*
Den kom att gi till Axel Romdahl.

Romdahl dr ocksa den ende som tidigare skrivit om foretrddarens
hingningspolicy. Lindholm "hade nog placerat tavlorna efter unge-
far samma grunder som Dante férdelat sina personager i himmel,
skirseld och inferno”, skriver Romdahl. Konstnarsférbundarna, som
Lindholm ogillade, fick de samsta platserna och Eugene Janssons
Nocturne hade han demonstrativt hiangt upp-och-ner.?* Det finns inget
skal att betvivla Romdahls uppgifter, &ven om han har en férkirlek
for drastiska och humoristiska formuleringar. De 6msesidiga antipa-
tierna mellan Lindholm och Konstnérsférbundarna bekriftas aven
av Anders Hedvall.?

Av det fotografiska materialet att déma dr Romdahls beskriv-
ning emellertid inte helt rittvis. Aven Konstnirsforbundarna fick
ofta framtrddande placeringar. 1891 hiangde Lindholm exempelvis
Per Ekstroms Sol 7 sn0'1 det innersta rummet Oster om trapphuset sa
att den var vil synlig nir besokaren kom upp {6r trappan. Att lata
verken inramas av dérréppningen for att skapa férvintan infér den
fortsatta vandringen ar ett effektfullt grepp som Lindholm visste att
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be very important, amongst them works by Karl Nordstrém, Christian
Krohg, Carl Wilhelmson, Ernst Josephson, Per Ekstrém, and Akseli
Gallen-Kallela. He tried to put a stop to the purchase in 1892 of Karl
Nordstrém’s The Yellow House, however, arguing that it was not suited to a
museum because it was painted on unprepared sacking that would soon
become dark and blotchy.*!

The museum board did its best to prevent Lindholm from reviewing
the new acquisitions in the museum year-books, but he continued regard-
less.** Published every year, his notes on the works’ merits and flaws show
him more in the guise of an artist and critic than of a methodical scholar. In
pace with the professionalisation of the museum’s activities, this became a
bone of contention with the board. He was criticised by the accountants
in 1886, and had to pay back half his salary. Carl Lagerberg suggested in
1891 that the position of curator of the department of art should be with-
drawn, but the literary historian and newspaper editor Karl Warburg,
who also served as the librarian for the museum, saved Lindholm tempo-
rarily. At a meeting held in Lindholm’s absence in 1905, the drawn-out
conflict reached its conclusion: his position was withdrawn, while it was
agreed a new post should be advertised that required academic qualifica-
tions.* This was the job that went to Axel Romdahl.

Romdahl was also the only contemporary to have written about his
predecessor’s approach to hanging art. Lindholm ‘would probably have
placed the pictures on pretty much the same basis that Dante divided
his characters between heaven, purgatory, and Inferno’, wrote Romdahl.
Members of Konstnirsférbundet (the Artists’ Association), an organisa-
tion Lindholm disliked, were given the worst places, and he had Eugéne

Jansson’s Nocturne demonstratively hung upside down.** There is no rea-
son to doubt Romdahl’s account, even with his predilection for sweeping
generalisations and humorous touches. The mutual antipathy between
Lindholm and the Artists’ Association is confirmed elsewhere by Anders
Hedvall.®

Judging by the photographic material, Romdahl’s description was
perhaps not entirely fair. Even members of the Artists’ Association were
often hung prominently. In 1891, for example, Lindholm hung Per
Ekstréom’s Sun and Snow in the inner room east of the stair so that it was
clearly visible as the visitor came up the stairs. Placing an artwork so it
was framed in a doorway, to create a sense of anticipation before the visi-
tor entered the room, was an effective trick that Lindholm knew how to



utnyttja. Han férsokte ocksa reglera ljusinslappen fran takfonstren
med "vela”?¢ Av fotografier att doma var det bade frigan om bal-
dakinliknande arrangemang (salen vister om trapphuset), utdrag-
bara gardiner (takfonstren i skulptursalarna pa tredje vaningen) och
uppspanda, vinklade dukar (trapphuset).

Allt méaleri hingde inte i Konstavdelningen. Aven i de sa kallade
Hogrestandsinteriorerna i1 den Historiska avdelningen fanns méanga
malningar, men till skillnad fran 1 konstsamlingarna betonades inte
deras estetiska varde. Det gdller 4ven andra malningar och teckning-
ar som museet samlade av historiska skil. En liknande differentiering
gjordes senare nir marinmaleriet skiljdes ut och placerades pa Sj6-
fartsmuseet.

Konstmuseer har ndstan alltid heterogena samlingar. De innehal-
ler verk 1 olika tekniker, fran olika tider och konstnérer, av olika stor-
lek, farg och form. Endast 1 undantagsfall har museerna bestillt verk
av konstnirer for att hinga 1 sdrskilda rum, till skillnad fran storre
privata och furstliga samlingar dar detta inte dr ovanligt. For att mot-
verka det disparata uttrycket grupperar och arrangerar museer ver-
ken efter specifika estetiska principer, exempelvis fargkorresponden-
ser och rytmiska grupperingar. Fargsattningen av viggarna anpassas
ofta efter de verk som salarna ar avsedda att inrymma, atminstone
fram till senmodernismens vita eller beige rum. Det har ocksa varit
vanligt att malningarna ramats om for att ge ett mer enhetligt intryck
(ett bruk som varit vanligt hos privatsamlare sedan rendssansen). Vid
Altes Museum 1 Berlin designade arkitekten Karl Friedrich Schinkel
stilhistoriskt passande ramar for samlingarna.” I Géteborg forefaller
konstniren Geskel Saloman ha tillverkat ramar fér Konstféreningen
fran och med 1858, varav nagra fortfarande finns 1 museets 4go.*

Det hiangningssystem som vid tiden radde pa sa gott som samt-
liga museer och publikt tillgdngliga privatsamlingar arbetade efter
tva axlar: kronologi och attribution. Malningar av samma konstnir,
skola och fran samma land grupperades tillsammans, och vand-
ringen 1 salarna foljde ett 1 stort sett ett kronologiskt uppligg. Detta
konsthistoriska paradigm hade under 1700-talets mitt borjat ersitta
ett tidigare sdtt att arrangera konstverken ddr man strivade efter
kontrastverkan.®** En madlning av till exempel Rubens kunde da
hingas bredvid en av Poussin. Maleriska effekter kontrasterades da
mot teckning och komposition. Skillnaden mellan hingningarna kan
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exploit. He also experimented with adjusting the light from the skylights
using ‘vela’, or sail-like arrangements.*® From the photographs, he seems
not to have stopped there, employing baldachins (the gallery west of the
stair), blinds (the skylights in the sculpture gallery on the third floor), and
scrims (stretched, angled cloths used in the stairwell).

Not all the paintings were hung in the department of art. Even the
so-called upper-class interiors over in the museum’s department of history
displayed a number of paintings, but unlike those in the art collections,
the emphasis was not on their aesthetic qualities. This was true of the
other paintings and drawings that the museum had collected for historical
reasons. A similar differentiation was made later when the marine paint-
ing was separated out and placed at the Maritime Museum.

The collections held at museums of art are nearly always heterogene-
ous. They contain works of different techniques, from different periods
and artists, of different sizes, colours, and forms. Only in exceptional
cases did museums commission work direct from the artist to hang in
specific spaces, unlike the larger private and royal collections where this
was very much the norm. In order to counteract the disparate impres-
sion their collections create, museums group works according to specific
aesthetic principles such as colour correspondence or rhythm. The colour
of the gallery walls is often chosen to suit the works that are to be hung
there, or so was the case until the rise of the all-white or beige room of late
Modernism. It was also common for paintings to be reframed in order to
give a more unified impression (a standard practice amongst private col-
lectors since the Renaissance). At the Altes Museum in Berlin, the archi-
tect Karl Friedrich Schinkel designed historically appropriate frames for
the collections.”” In Gothenburg it seems that the artist Geskel Saloman
made frames for the Society of Art, beginning in 1858, of which several
remain in the museum’s possession.*

The system of hanging artworks then customary in most museums
- and the private collections that were open to the pubic — operated along
on two axes: chronology and attribution. Paintings of the same artist,
school, and country were grouped together, and the visitor’s progres-
sion around the rooms was designed to follow a broadly chronological
sequence. This was the historical paradigm that in the middle of the eight-
eenth century had begun to replace the previous method of arranging art,
which had aimed for contrasting effects.** Under to the older disposition,
a Rubens might well be hung next to a Poussin; painterly effects were



forstas 1 termer av diskursiva rum. Infér de dldre hangningarna for-
vantades besokarna reflektera och diskutera olika konstverks kvali-
teter genom kontrastverkan. Betraktarens formaga mittes 1 hur vil
han eller hon kunde formulera sina analyser av verkens styrkor och
svagheter. Konnidssérskap var en performativ egenskap, som for-
utsatte visuella fardigheter och sociala och verbala férmagor, enligt
Andrew McClellan.*

I den konsthistoriska hdngningen understryks istéllet likheten
mellan det som installerats 1 en sal. Infér en rad malningar frin
samma land, tid, region eller konstndr férvantas (den ideale) besok-
aren kunna peka ut det generella 1 frdga om stil, handlag, teknik etc.
Han eller hon ska ocksa kunna forstd det aktuella rummets rela-
tion till museets évergripande struktur, som alltsa sammanfaller med
konsthistoriens narrativa struktur, kronologiskt och geografiskt.

Béada hangningarna kraver mycket av sina besokare, om dn olikar-
tade kunskaper och fardigheter som skulle kunna rubriceras estetisk
urskillningsférmaga vs konsthistorisk 6versiktskunskap. Fragorna
som efter cirka 1750 stdlls infor verken &r inte langre om Rubens ar
en bittre malare dn Poussin, utan om malningen 4r av Rubens hand
eller fran hans verkstad, om det ar ett tidigt eller sent verk, vilka in-
fluenser som kan sparas 1 det eller hur det pekar fram mot det som
sker senare 1 konsthistorien (dvs. 1 de f6ljande salarna).

Frin bada paradigmen finns méngder av historiska dokument
som pekar pa att bes6karna inte alltid motsvarade férvantningarna.
Det handlar exempelvis om olika slags pedagogiska vigledningar,
skamtteckningar som driver med okunniga besokare och skyltar
som hjalper till att identifiera och férklara de utstéllda objekten.

Nar Louvren 6ppnade 1793 fanns skyltar som forklarade ver-
kens proveniens. For den franska revolutionen var historien viktig
eftersom museet visade vad som tidigare dolts for allmédnheten 1 slott
och herresiten. Med allt fler besokare utan storre konsthistoriska
kunskaper vixte under 1800-talet behovet av information, antingen i
form av skyltar eller olika slags tryckta guider och informationsblad.
Men arkitekter och museimédn accepterade ytterst motvilligt forfulan-
de skyltar pa ramarna eller viggarna. Ur striderna om Glyptoteket
1 Miinchen gick Leo von Klenze segrande: inga skyltar och inga sitt-
platser storde arkitekturen eller konsten.** En mer diskret l6sning var
tryckta vagledningar som kunde kopas eller lanas.
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contrasted with drawing and composition. The difference between the
two styles of display is perhaps best understood in terms of discursive
space. Confronted with the older style of hanging works of art, the viewer
was expected to reflect on the qualities of the different works in terms of
the contrasts between them. A viewer’s ability was measured by how well
he or she could formulate an analysis of the strengths and weaknesses of
a series of artworks. Connoisseurship was a skill that existed to be per-
formed, and assumed visual, social, and verbal proficiency on the part of
the viewer, as Andrew McClellan has observed.*

Turning to the art-historical style of hanging, the focus is instead on
the similarities between the works displayed in a gallery. When confront-
ed with a series of paintings from the same country, period, region, or
artist, the (ideal) viewer was expected to be able to expound on general
style, proficiency, technique, etc. He or she was also expected to under-
stand the particular room’s position within the overall hierarchy of the
museum, a hierarchy that coincided, both chronologically and spatially,
with the narrative structure of art history.

Both styles of hanging demanded much of their audience - albeit
in different ways — by requiring different kinds of knowledge that can
be summed up as aesthetic discrimination versus historical summation.
After about 1750, the questions prompted by that hypothetical Rubens
were no longer whether he was a better artist than Poussin, but whether
the painting was by Rubens or by his workshop, whether it was an early
or a late work, what its influences were, or whether it anticipates later
moments in art history (that is to say, works in subsequent galleries in
the museum).

For both paradigms there are masses of historical documents that
bear out the fact that visitors did not always match up to expectations:
there are different kinds of educational guides; cartoons that make fun
of ignorant visitors; and signs to help identify and explain the objects on
display.

When the Louvre opened in 1793, signs were put up that explained
the provenance of each work. For the French Revolution, each such story
was crucial, for the museum displayed what previously had been hidden
away from the nation in castles and mansions up and down the country.
In the nineteenth century, with the increasing numbers of visitors who
had little or no knowledge of art history, the need for information grew,
and was met either with signs or with different kinds of printed guides



Goteborgs Musei Konstavdelning borjade ge ut tryckta forteck-
ningar och 6ver samlingarna 1881.* For dem som inte ville eller
kunde lagga pengar pa en forteckning eller vagledning fanns mas-
singsskyltar pa malningarna och etiketter pa socklarna till statyerna
som berittade om konstndr, motiv och dr. Kombinationen av tryckta
vigledningar och missingsskyltar férblevistort sett oférandrad fram
till omkring 2005 ndr informationen flyttade ut till viggarna bredvid
malningarna. I avdelningen {6r konst efter 1945 hade denna process
inletts tidigare, bland annat av skélet att det inte alltid finns en ram
att fasta informationen pa.

Forteckningar, vigledningar och skyltar 4r en del av museernas
pedagogiska program. Redan fran start fanns vid Géteborgs Museum
en folkbildande tanke liksom vid de brittiska férebilderna, men entré-
avgifterna var inledningsvis relativt hoga med f6ljden att storre de-
len av stadens befolkning utestdngdes. Ordinarie intrade var 50 ore.
Onsdagar, 16rdagar och séndagar kostade det 25 6re. Enskild person
kunde 16sa drskort f6r 3 riksdaler och en familj for 5 riksdaler.*® (Som
jamforelse betalades ett dagsverke 1860 med cirka 1,50 riksdaler.)**
1884 inférdes fri entré pa sondagar, fran varen 1887 fick dven ons-
dagar och l6rdagar fritt intride. Ovriga dagar kostade det nu 25 ére.
Pa grund av att renhallningen av lokalerna efter fridagarna blivit
alltfor kostsam aterinférdes 1889 under en period ater entréavgift pa
lérdagarna, men den generella trenden var att allt fler dagar fick fritt
intride. Vid sekelskiftet 1900 var endast tisdagar och fredagar av-
giftsbelagda.* Statistik fran de forsta dren kring 1890 visar att nio av
tio besokare valde att komma ndr det var gratis. Antalet besdkare un-
der denna period ldg pa cirka 60 000 per ar, for att vid sekelskiftet ha
okat till omkring 100 000.*® Géteborgs befolkning uppgick ar 1900
till drygt 130 000.”” Detta kan tolkas som en avsevard breddning av
publiken (borgarklassen fortsatte antagligen av sociala skal att ga
pa betaldagarna). Goteborgs Aftonblad skriver 1891 fran museet: "Vi
ha dar sett médn och qvinnor af arbetarklassen som vi séndag efter
sondag kant igen...”*® Forhallandet var detsamma pa konstmuseer 1
Frankrike, Tyskland och Storbritannien under 1800-talet. Den stora
andelen ldgutbildade besékare motiverade framvixten av pedago-
giska avdelningar, ofta bemannade av valutbildade kvinnor.* Idag
ar andelen arbetarklass bland museibesdkarna visentligen mycket
ldgre dn under 1800-talet.” Statistiken under 2000-talet har pendlat
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and information sheets. However, architects and museum officials only
reluctantly tolerated the blight caused by frame labels and signs. In the
clashes over the Glyptotek in Munich, Leo von Klenze emerged victori-
ous: no signs and no seats were to disturb either the architecture or the
art.*’ A more discreet solution was printed guides that could be bought
or borrowed.

Gothenburg Museum’s department of art began to publish lists of its
collections in 1881.** For visitors who would not or could not spend mon-
ey on a list or guide, there were brass labels on the frames and plinths that
gave the artist, subject, and year. The combination of printed guides and
brass signs remained more or less unchanged until 2005, when the infor-
mation was transfered onto the walls next to the paintings. (Admittedly,
in the section that handles post-war art this process had begun earlier, if
for no other reason than there was not always a frame to which the infor-
mation could be attached.)

Lists, guides, and signs are integral to any museum’s educational
agenda. From the very start the Gothenburg Museum had high ideals
when it came to public education, just like its British models, but initially
the entrance fees were relatively high, with the result that the vast major-
ity of locals were excluded. The ordinary price of admission was 50 ore,
while on Wednesdays, Saturdays, and Sundays it was 25 6re. Individuals
could buy annual membership for 3 riksdaler, while for families it cost 5
riksdaler.* (By way of comparison, the wages for a day’s labour in 1860
was 1.5 riksdaler.)** 1884 saw the introduction of free entry on Sundays,
which was extended in the spring of 1887 to Wednesdays and Saturdays.
The remaining days now cost 25 6re. Because cleaning the galleries after
the three free days had become too expensive, admission charges were
reintroduced for Saturdays for a period in 1889, but this ran against the
general trend, and by 1900 admission was only charged on Tuesdays and
Fridays.* Statistics from the early years of free admission, around 1890,
showed that nine of ten chose to visit the museum when it was gratis. The
number of visitors in this period was some 60,000 per year, increasing
by the turn of the century to about 100,000.*® Given that Gothenburg’s
population in 1900 was approximately 130,000, the figures demonstrate
significant broadening of audience (the middle classes, presumably for
social reasons, continued to visit on days when admission was charged).
Writing about the museum, the newspaper Goteborgs Affonblad noted in
1891: “We have seen men and women of the working classes there that we



mellan 102 000 och 248 000 besokare per ar. Staden har drygt en
halv miljon invanare.

Konstavdelningen anvinde sig i princip av en konsthistorisk
hingning sd snart samlingarna borjade vaxa och omfatta flera rum,
men Berndt Lindholm var ingen slav under kronologi och skola.
Om helheten sdg battre ut genom att bryta upp ensembler tycks han
inte ha tvekat. Tillaggas kan att inférlivandet av sammanhéllna pri-
vatsamlingar, som den Firstenbergska, ofrdnkomligt brét upp de
konsthistoriska hangningarna, vilket ocksa dr tydligt pA manga ame-
rikanska museer med idag omfattande donationsavdelningar som
exempelvis Metropolitan Museum of Art.

En insdndare 1 Handelstidningen 1898 kritiserar Lindholm for
att blanda malningar fran olika epoker: "Taflor fran sista hilften, ja
sista artiondet af detta &rhundrade, vardefulla arbeten 1 modern rikt-
ning emellan gamla modeportritt fran 1700-talet. Fint stimda farg-
harmonier emellan starkt kolorerade innehallslosa landskap, hvilka
doda sin omgifning genom sina skarpa, ofta skrikande farger. [-]
Det bista sida vid sida med det sdmsta, det fina bredvid det grofva,

olika riktningar, olika tidsperioder — allt blandadt samman huller om
buller.”>!

| WILSONS FLYGEL

Huvudproblemet var alltsd, liksom vid andra museer, att samlingarna
vixte fortare dn lokalerna. Avdelningen priglades av en inriktning pa
samlande. Generellt kom kraven pa selektion kring sekelskiftet 1900
fér manga av de europeiska konstmuseerna, dven om de stérsta som
Altes Museum 1 Berlin tvingades gora urval langt tidigare.”* Med
ackumuleringen av verk blev museerna alltmer lika magasin. Redan
arkeologen Quatremere de Quincy hade, angdende Louvren, patalat
att om allt stills ut blir allt samtidigt neutraliserat, och museet blir lik
en lagerlokal 6ver all konsthistoria.*® Kraven pa att gora kvalitetsmés-
siga urval vixte under 1800-talet. Vid Nationalmuseum gjordes den
forsta omfattande reduceringen av utstillda objekt pa 1880-talet.**
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have recognised Sunday after Sunday.*® Circumstances were similar at art
museums in France, Germany, and Great Britain during the nineteenth
century. The large proportion of visitors with little education to speak of
was the reason for the growth of education departments, often staffed by
well-educated women.* Today the proportion of working-class visitors is
considerably lower than it was in the nineteenth century:* in the twenty-
first century the number of visitors varied from 102,000 to 248,000 per
year in a city of some 500,000 inhabitants.

The department of art adopted the historical approach to hanging art
as soon as the collections began to grow and spread to more rooms in the
museum, but Berndt Lindholm was no slave to chronology and school. If
a better overall impression could be achieved by breaking up ensembles,
he does not seem to have hesitated. It should be added that the accession
of cohesive private collections, such as the Fiirstenbergs’, inevitably inter-
rupted the historical hanging sequence, as is very much in the case today
at the many American museums that house extensive donations, such as
the Metropolitan Museum of Art.

A letter to the editor published in Handelstidningen in 1898 criticised
Lindholm for mixing paintings from different epochs: ‘pictures from the
last half, yes even the last decade of this century, important work of a
modern bent, opposite old-fashioned portraits from the eighteenth cen-
tury. Finely judged colour schemes amongst strongly coloured sparse
landscapes, which deaden all around them with their garish, often loud,
colours. [...] The best alongside the worst, the fine next to the coarse, dif-
ferent directions, different periods — all mixed higgledy-piggledy.™!

IN WILSON’S WING

The main problem, just like at other museums, was that the collections
were growing faster than the available space, a problem compounded by
the department of art, which had a strong focus on collecting. Generally,
the need to start selecting came at the turn of the century for many of the
European museums of art, even if the largest, such as the Altes Museum
in Berlin, had been forced to make choices long before that.”> With the ac-



Med donationer och de Dahlgrenska medlen fér ink6p uppstod
ett behov av en utbyggnad av Géteborgs Museum, alternativt en ny
bygenad. Bland annat vicktes forslag om ett nytt konstmuseum vid
Kungsportsavenyn. Losningen blev istéllet att Kronan, Telegrafen
och Musei rit- och malarskola flyttade ut fran Ostindiska huset som
genomgick flera ombyggnader. En ny flygel mot Ké6pmansgatan stod
klar 1891 efter ritningar av Hans Hedlund och Yngve Rasmussen,
uppférd med medel som testamenterats av skeppsredaren John West
Wilson. Museet bestod hirmed av fyra ldngor kring en gard, vilket
faktiskt var den ursprungliga planen for Ostindiska huset. Den nya
flygeln bestod av tva utstdllningsvaningar pa en hog kallare.

Arkitekturen 1 den nya, sa kallade Wilsonska flygeln, foljer 1 stort
sett det monster som sattes med Altes Museum. Flygeln har alltsa den
kombination av 6verljus och sidoljus som anvindes 1 nya museibygg-
nader 6ver hela Europa. Ljusférhéllanden ar ett kirt diskussionsamne
bland museimén, arkitekter och museibestkare. Ett diffunderat 6verljus
ansdgs av manga vid denna tid vara bést fér maleriet, medan skulptu-
rerna kravde sidoljus for att deras plastiska kvaliteter skulle framtréda.
Eftersom dagsljuset varierar 6ver dagen och med vider och drstid har
museerna ofta forsetts med norrfénster som ger ett kallare och mer
stabilt dagsljusinflode, nagot som sedan linge varit legio 1 konstnars-
ateljéer. Overljussalarna pa éversta vaningen anvindes huvudsakligen
for maleri, medan de sidoljusférsedda rummen pa mellanvaningen fore-
tradesvis installerades med skulptur. Detta arrangemang hade dven en
symbolisk dimension som holls levande under 1800-talet: senare tiders
konst vilade pa antikens forebilder, representerade av grekiska och ro-
merska skulpturer. Lindholm fick ocksd utrymme att i den véstra fly-
geln stilla ut teckningar och grafik, 1 néra anslutning till sitt kontor.>®

Belysningsfragan har att géra med vem museibyggnaden ér till
for. Blir svaret ”for konsten” vore totalt morker det basta ur bevaran-
desynvinkel. Naturligt ljusinslapp har dérf6r blivit mindre vanligt till
férman f6r konstljus som kan ddmpas eller sldckas nér inga besokare
finns i salarna. Aven om norrljus ofta foredras av konstnarer vill arki-
tekterna ofta ha ett mer varierat ljus och utsikter fér besékarna att
njuta av. Redan Leo von Klenze betonade 1 projekteringen av Glypto-
teket 1 Miinchen (1815-1930) att detta var en publik plats for att
visa konstskatter, inte en arbetsplats for konstnirer. Han avfirdade
darfér en byggnad med enbart norrljus.*®
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cumulation of works, the museums began increasingly to resemble store-
rooms. The archaeologist Quatremeére de Quincy, thinking of the Louvre,
had already protested that if everything was put on display it would all
be rendered equally neutral, and the museum would wind up a stock
room for the history of art.®® The need to make qualitative choices grew
during the nineteenth century. At the Nationalmuseum in Stockholm the
first sweeping reduction in the number of items on display was made in
the 1880s.%*

With continued donations and Dahlgren-financed purchases, the
need arose for an extension to the Gothenburg Museum or alternatively
the construction of a new building. Amongst the suggestions was a pro-
posal for a new museum of art on Kungsportsavenyn. Instead, the solu-
tion was that the Crown, the telegraph office, and the School of Drawing
and Painting moved out of Ostindiska huset, which then underwent a
series of alterations. A new wing facing Képmansgatan was complete in
1891, designed by Hans Hedlund and Yngve Rasmussen and paid for by
money bequeathed by the ship-owner, John West Wilson. The museum
now consisted of four wings surrounding a courtyard, which had in fact
been the original intention. The new wing consisted of two exhibition
floors built over a high cellar.

The architecture of the new Wilson wing largely follows the pattern
established by the Altes Museum. The wing thus had the combination of
top lighting and side lighting that was being used in new museum build-
ings all over Europe. Lighting is a cherished subject amongst museum
officials, architects, and museum visitors. A diffuse top light was then held
by many to be best for paintings, while sculptures required side light in
order that their plastic qualities appear at their best. Since daylight varies
according to the time of day, the weather, and the seasons, museums
have often been supplied with north-facing windows that give a cooler
and more constant light, something that had long been standard in art-
ists” studios. The top-lit galleries on the upper floor were mostly used for
paintings, while the side-lit rooms on the middle floor housed sculpture.
This arrangement retained the symbolic dimension that had been kept
alive throughout the nineteenth century: recent art, if not standing on
the shoulders of classical prototypes, embodied by Greek and Roman
sculpture, then at least housed overhead. In addition, Lindholm found

space in the west wing to exhibit drawings and prints, in a room adjacent
to his office.”



Frigan om dagsljusbelysningen kom efterhand att férdndras med
den 6kade anvindningen av konstljus. Gasljus hade redan 1857 in-
forts 1 Kensington som dven skiftade till elbelysning sa tidigt som
1880.%” Aven om belysningen var svag med dagens métt mitt méjlig-
gjorde det langre 6ppethdllande. Kritik riktades ocksa mot dess allt
for varma farg (temperatur). Att frigan var aktuell dven 1 Géteborg
framgér av att den togs upp 1 pressen sd tidigt som 1891.® Vid in-
vigningen av den nya museibyggnaden vid Gotaplatsen under jubi-
leumsutstillningen 1923 var sd kallad dagsljusarmatur installerad i
taken.”® Men det skulle drgja till 1950-talet innan konstbelysningen
var tillrackligt bra for utgora ett reellt alternativ till dagsljus.

Bernt Lindholm konstaterar néjd 1 drsberittelsen fér 1891 att
konstverken nu kan "komma till sin fulla ratt” i de nya ljusa salarna.
En del av skulpturerna aterflyttades samtidigt till det aldre, vistra
galleriet dar de stélldes upp tillsammans med antika gipsavgjutningar
som under aret forvarvats av Karl Warburg. Forvarvet av gipserna
mojliggjordes av en donation (&verste Paul Melin). Den betydelse
som tillmittes gipssamlingen visas av att kostnaden fér den Gversteg
Konstavdelningens alla andra férvirv vid denna tid.®® 1896 sker en
ny omhingning till nya, mer rymliga salar. De Melinska antiksam-
lingarna delas nu upp 1 tre salar, en for varje tidsepok.® Detta ar
gipsernas storhetstid. Darefter sker en successiv kompression av ut-
stillningsutrymmet och magasinering av skulpturerna.®

Trots att ryktet sager motsatsen var Lindholm nyskapande vad
giller hangningarna. Ett fotografi fran 1905 visar en ganska gles
hingning. Mitt 1 rummet finns en generoést tilltagen soffa som till-
later vyer ét alla hall. En baldakin skyddar besokaren fran ljuset fran
takfonstret. Malningarna ér tradhiangda. De 6versta lutar ut fran viag-
gen fOr att synas ur battre vinkel och undvika reflexer. Prins Eugens
Molnet hinger, lite 6verraskande, diagonalt 6ver ett horn. Malningen
hade donerats av konstnéren till museet tva ar tidigare. Att horn-
hingningen inte var en engangsforeteelse bekriftas av fler fotografier
fran andra rum.

Hoérnhédngningarna kan ha varit ett sitt att battre utnyttja loka-
lerna och ljuset. Takfonstren lagger ofta hérnen 1 halvskugga. Diago-
nala accenter var vanliga ocksd 1 det sena 1800-talets inredningses-
tettk. Men att hdnga tavlor 6ver horn tycks inte ha férekommit vid
andra museer eller utstillningar 1 Sverige vid denna tid. Inte heller 1
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The issue of lighting hinges on what the museum building 1s for. If
the answer were ‘for art’, then from the perspective of preservation total
darkness would be the best solution. Natural light has therefore become
less usual, in favour of artificial light that can be dimmed or turned off
completely when there are no visitors in the galleries. Even if artists often
prefer north light, architects often want to have a more varied light — and
views — for visitors to enjoy. Back in Leo von Klenze’s day, he had to em-
phasise in his planning of the Glyptotek in Munich (1815-1930) that this
was a public space to exhibit art treasures, not a workplace for artists. For
this reason, he dismissed the idea of a building with only north light.*®

The issue of daylight would eventually alter with the increased use
of artificial light. As early as 1857, gas lighting had been introduced in
Kensington, and the museum was also quick to switch to electric light,
as early as 1880.% Even if the lighting was weak by modern standards, it
made longer opening hours possible. Then again, criticism was directed
against its colour (temperature), which was held to be far too warm. That
the issue was relevant to Gothenburg is apparent from the fact that it was
taken up in the press as early as 1891.°® At the inauguration of the new
museum building on Gétaplatsen during the Jubilee exhibition in 1923,
so-called daylight fittings were installed in the ceilings,” but it would not
be until the 1950s that artificial light would be of sufficiently high quality
to constitute a real alternative to daylight.

Bernt Lindholm noted with satisfaction in the year-book of 1891 that
the art works could now ‘do themselves full justice’ in the new, bright
galleries. At the same time, a number of sculptures were returned to the
older West Gallery, where they were exhibited with plaster casts of clas-
sical sculptures that had been acquired by Karl Warburg the same year.
The purchase of the plaster casts had been made possible by a donation
from Colonel Paul Melin. The significance accorded the plaster cast col-
lection is demonstrated by the fact that their purchase cost exceeded all
the other department of art’s acquisitions at this time.® In 1896 another
rehanging took place in new, more spacious galleries. The Melin collec-
tion of antiquities was now divided up between three galleries, one for
each epoch.®! This was the heyday of the plaster cast; later there would
be a successive reduction in exhibition space, matched by the increasing
storage of sculptures.®

Despite claims to the contrary, Lindholm was an innovator when it

e came to hanging the collections. A photograph from 1905 shows a fairly



Tyskland, Frankrike eller England, andra méjliga inspirationskallor
for Goteborgs Museum och Lindholm, férefaller det ha férekommit,
vare sig pa museer eller tillfilliga utstillningar. Inspirationen tycks
snarare ha kommit dster ifrdn. I Ryssland dr det inte ovanligt att
hinga ikoner 6ver horn, ett bruk som Kazimir Malevitj 6verforde
till den moderna konstvarlden pa 1910-talet. Pa ryska museer prak-
tiserades hornhdngningar som ett mer intimt sétt att arrangera sam-
lingarna.®® Ocksa 1 Lindholms fédelseland Finland, som ju vid tiden
var ett ryskt storfurstendéme, hingde intendenterna pa Ateneum
malningar 6ver hérn under 1800-talets senare halft.*

Den sista stora forandringen av Konstavdelningen under Lind-
holms regim pabdrjades 1902 nir Pontus Firstenberg. I ett testa-
mente fran 1898 hade han och hans hustru Goéthilda testamenterat
fastigheten 1 Brunnsparken och dess konstsamlingar till staden Gote-
borg. Testamentet tolkades som att det forelag tva alternativ: anting-
en beholl man konsten 1 det Fiirstenbergska galleriet eller sa flyttades
den o6ver till lokaler 1 G6teborgs Museum. En kommitté med bland
andra Carl Lagerberg och Berndt Lindholm f6reslog 6verflyttning av
samlingarna. Tva ledaméter reserverade sig, ddribland konstndren
Reinhold Callmander.

Fragan foranledde en hitsk diskussionikonstvarlden. Prins Eugen,
Richard Bergh, Anders Zorn, Georg och Hanna Pauli, Bruno Lilje-
fors, Karl Nordstrém, Nils Kreuger och Eugéne Jansson limnade in
en skriftlig protest, medan Carl Larsson, forestandare f6r Valands
konstskola, stédde beslutet. Larsson adjungerades till den beredning
som hade ansvar for dverflyttningen av konsten samt delar av in-
redningen. Nordstrém holl Lindholm fér ansvarig och skriver 1 ett
brev till Georg Pauli om hur resultatet av deras kamp nu hamnat i
den féraktade museimannens hander: "Och sa att ge det 1 hander pa
denna inskrinkta finndjdvul med sitt hat mot den konst, som gjort
honom sjélv 6verflodig och obetydlig.”%

Interiérerna och samlingarna installerades 1 tva mindre rum
pa forsta vaningen (Oster om trappan) samt tva storre salar pa
6versta vaningen 1 Wilsonska flygeln. Eftersom det var fragan om
existerande rum med givna matt fick interiérerna, inklusive Per
Hasselbergs gesimsfigurer, anpassas till de nya férhéllandena. Dess-
utom handlade det f6r Lindholm, kanske med Carl Larssons hjilp,
om att sammanfoga konst bade fran det offentliga Fiirstenbergska
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sparse hanging. In the middle of the room is a generous sofa that allows
views in all directions. A baldachin protects the visitor from direct light
from the skylight. The paintings are hung on wire. The uppermost lean
out from the wall, to make it easier to see them and to avoid reflections.
Prince Eugen’s The Cloud hangs, a little surprisingly, diagonally over a
corner. The artist had given the painting to the museum two years before.
Several photographs of other rooms confirm that this corner hanging was
not a one-off.

Corner hanging may have been a way to exploit the room and the
light to better effect. Skylights often leave the corners of a room in half
shade. Diagonal accents were also a familiar element in the aesthetics of
late nineteenth-century interior design. But the habit of hanging paint-
ings over corners is not to be found in any other museum or exhibition
in Sweden at this point. Nor, if it comes to that, in Germany, France or
England, other possible sources of inspiration both for the museum and
for Lindholm. Instead, the inspiration seems to have come from the east.
In Russia it 1s not unusual to hang icons over a corner, a practice that
Kazimir Malevitj passed on to the modern art world in the 1910s. In
Russian museums, corner hanging was practised as a more intimate way
of arranging collections.®® Similarly, in Finland, the land of Lindholm’s
birth, which at that time was a Russian Grand Duchy, the curators at the
Ateneum in Helsinki hung paintings over corners in the latter part of the
nineteenth century.®

The last significant change to the department of art in Lindholm’s
day came in 1902, courtesy of Pontus Fiirstenberg, who together with
his wife Goéthilda had bequeathed their mansion in Brunnsparken and
its art collections to the city of Gothenburg back in 1898. The will was
read as offering two alternatives: either the museum had to keep the
art in the Furstenberg gallery, or it had to be moved to premises in the
Gothenburg Museum. A committee which included Carl Lagerberg and
Berndt Lindholm proposed the transfer of the collections. Two committee
members dissented, the artist Reinhold Callmander being one.

The decision sparked a rancorous discussion in the art world. Prince
Eugen, Richard Bergh, Anders Zorn, Georg and Hanna Pauli, Bruno
Liljefors, Karl Nordstrém, Nils Kreuger, and Eugéne Jansson all wrote in
protest, while Carl Larsson, director of the Valand School of Art, support-
ed the decision. Larsson was co-opted to the working committee respon-
sible for the transfer of the art and some of the furnishings. Nordstrém



galleriet och verk som funnits 1 de privata delarna av hemmet. Den
9 mars 1903 6ppnades de Firstenbergska salarna 1 Ostindiska
huset.% Goéteborg fick darmed inget personmuseum 1 kontrast till
Stockholm, som senare skulle fa bland andra Thielska galleriet och
Waldemarsudde, men vil en av landets yppersta samlingar av sent

1800-tals maleri.

ROMDAHLS RUM 1906-1923

Axel Romdahl (1880-1951) tilltradde som intendent for Konstav-
delningen 1906. Eftertradaren Alfred Westholm beskriver Romdahl
som en jovial och hjartlig person, som generdst delade med sig av
idéer och uppslag. Han drev Konstmuseet med ett minimum av per-
sonal och "avskydde byrdkrater och byrdkrati mer 4n nagon annan
manniska jag triffat”, skriver Westholm. "Han hade ett forakt for
fasta arbetstider, raknade med som en sjalvklarhet att alla av intresse
gjorde mer dn de var tvungna till och att de sokte upp arbetsuppgifter
pa museet och arbetade fritt med allt som skulle géras.”®

Romdahl hade tidigare arbetat som amanuens vid gravyravdel-
ningen pa Nationalmuseum och Nordiska museet, men beskrev sig
sjalv som "en gron ung herre” som tog 6ver ansvaret 1 Géteborg.%®
Bjorn Fredlund har dnda pekat pa att arbetet vid Nordiska Museet
under Bernhard Salin hade stor betydelse for Romdahls syn pa utstll-
ningsestetik och museipedagogik.® 1905 hade Romdahl disputerat 1
Uppsala pa en avhandling om Pieter Brueghel den éldre. Mycket av
forskningen hade skett pa kontinenten, han hade bland annat bott
ett halvar 1 Berlin, och avhandlingen var skriven pa tyska. Som inten-
dent och senare museichef och professor skulle Romdahl flitigt an-
vinda sig av kontakterna pa kontinenten han skaffade. Redan 1906
gjorde han som nytilltradd intendent 1 G6teborg en tvaveckorsresa
till Tyskland, for att studera “anordningar, utstillnings- och katalog-
iseringsmetoder”. Han besokte museer 1 Berlin, Dresden, Leipzig,
Braunschweig och Hamburg. Pa vdgen stannade han éven till 1
Képenhamn.” Denna resa skulle foljas av manga fler.
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held Lindholm responsible, and wrote to Georg Pauli that the result of
all their efforts had now fetched up in the hands of the much-loathed
museum official: ‘And then to put it into the hands of this narrow-minded
Finnish fiend, with his hatred of the art that has made him superfluous
and insignificant.’®®

The interiors and the collections were installed in two smaller rooms
on the first floor (east of the stair) and in two larger galleries on the upper
floor in the Wilson wing. Since it was a matter of using existing space of
fixed dimensions, the interiors, including Per Hasselberg’s cornice fig-
ures, were adapted to fit their new surroundings. For Lindholm, perhaps
with Carl Larsson’s help, it was also a matter of combining art from the
public Firstenberg gallery with works that had been in the private rooms
of the Fiirstenbergs’ home. On 9 March 1903 the Fiirstenberg galleries
in Ostindiska huset were opened.®® Gothenburg now had no privately
owned museum - unlike Stockholm, which later would have the Thiel
gallery and Waldemarsudde, amongst others — but it still had one of the
country’s finest collections of late nineteenth-century painting.

ROMDAHLS ROOMS, 1906-1923

Axel Romdahl (1880-1951) became curator of the department of art in
1906. His successor, Alfred Westholm, described Romdahl as a jovial
character who generously shared ideas and suggestions. He ran the
Museum of Art with the minimum of staff and ‘loathed bureaucrats and
bureaucracy more than any other man I have met’, as Westholm put it.
‘He disdained fixed hours of work, took it as a matter of course that every-
one from sheer interest would do more than they were meant to do, that
they would be on the hunt for work to do at the museum, and willingly
take care of everything that had to be done.*

Romdahl had previously worked as an assistant curator in the depart-
ment of engravings at the Nationalmuseum and the Nordiska Museet
(the Nordic Museum) in Stockholm, and described himself as ‘a green
young man’ when he took over the reins in Gothenburg.®® Still, as Bjorn
Fredlund has pointed out, Romdahl’s work at the Nordic Museum under



Den nye intendenten hade en mangstrangad lyra. Han var en om-
vittnat stor social begdvning och medlem av méangahanda séllskap
och féreningar varav inte minst Hemvérnet 1dg honom varmt om
hjartat. Som museiman uppvisade han ocksa en remarkabel bredd.
Han tycks ha varit lika intresserad och fascinerad av all konst, oavsett
teknik eller dlder. Under Romdabhls tid vaxte de dldre historiska sam-
lingarna samtidigt som han var angeldgen att visa upp den senaste
konstutvecklingen. Det kan vara vért att pAminna om att ndr Rom-
dahl vid 26 ars alder kom till G6teborg var konstnarsférbundarna
annu 1 hog grad aktuella. De var visserligen en generation dldre dn
honom, men han blev god vin med flera av dem, och beundrade
deras konst under hela livet. Under dren skulle Romdahl komma
att intressera sig ocksa for den modernistiska konsten, och dédrmed
féryngra museets samlingar. Han skriver 1 museets arstryck 1909 att
man inte bor "sluta museisalarna f6r den tid som kommer”.”

Han hade tva konkurrenter om intendentstjansten, Karl Wahlin
vid Nationalmuseum och den svensk-amerikanske konstnéren Birger
Sandzén. Valet av Romdahl som eftertradare till Berndt Lindholm
kan uppfattas som ett paradigmskifte. Fran och med 1906 leddes
konstavdelningen, och sedermera konstmuseet, av en disputerad
konsthistoriker, inte en konstnar.

Romdahl tog tjansten 1 G6teborg, bland annat for att en docen-
tur 1 konsthistoria vid Géteborgs Hogskola hade utlovats honom.
Redan fran bérjan var han alltsa inriktad pa att verka inom tva fal,
akademiens och museets. Han betonade ofta att detta var 6msesidigt
berikande, och beklagade de tendenser till separering mellan filten
som han tyckte sig se. 1919 fick Romdahl en personlig professur vid
Goteborgs hogskola.

Detta ir inte platsen att undersoka hur museiarbetet paverkade
ldraren och forskaren Romdahl - en1 och f6r sig nog sa intressant fraga
- men ddremot hur konsthistorikern Romdahl paverkade hur musei-
mannen och esteten Romdahl arrangerade konsten 1 sitt museum. Det
ar forhallandevis litt att folja hans arbete. Han skriver utférligt om
forvarv och hiangningar 1 arstrycken, samt 1 artiklar 1 tidningar och
tidskrifter. Dessutom anvander han fotografier for att dokumentera
arbetet 1 hogre grad an savil féregangare som eftertradare pa posten.

Romdahl verkade f6r att museet skulle férvirva och stélla ut teck-
ningar och grafik. Han lyckades fa de restriktioner som fanns angden-
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Bernhard Salin was of great significance for his subsequent views on ex-
hibition aesthetics and museum education.® In 1985 Romdahl had taken
his Ph.D. in Uppsala with a thesis on Pieter Brueghel the Elder. Much of
his research had been done on the Continent - to the extent that he had
lived in Berlin for six months — and the thesis was written in German. As
a curator, and later as director of the museum and a professor, Romdahl
diligently cultivated his contacts on the Continent. As early as 1906, as
a newly appointed curator in Gothenburg, he took a two-week trip to
Germany in order to study ‘disposition, and exhibition and cataloguing
methods’. He visited museums in Berlin, Dresden, Leipzig, Brunswick,
and Hamburg, stopping off in Copenhagen on the way.” The trip would
be followed by many more.

The new curator had many strings to his bow. He possessed great
social skills, and was a member of any number of societies and asso-
ciations, of which the Home Guard was especially close to his heart. As
a museum official he demonstrated an equally remarkable breadth. He
seems to have been fascinated by all art, regardless of technique or age.
In Romdahl’s day not only did the older historical collections grow, but
he was eager to put on show the most recent artistic developments. It is
worth remembering that when Romdahl arrived in Gothenburg at the
age of twenty-six, the Artists’ Association was still very much forced be
reckoned with. Despite being a generation older than he was, he became
good friends with a number of them, and admired their work throughout
his life. In due course, Romdahl became interested in Modernist art too,
rejuvenating the museum’s collections in the process. He wrote in the
museum’s year-book in 1909 that one should not ‘bar museum galleries
against the time to come’”!

He had had two competitors for the position of curator, Karl Wahlin
at the Nationalmuseum and the Swedish-American artist Birger Sandzén.
The choice of Romdahl as Berndt Lindholm’s successor can be under-
stood as paradigm shift. From 1906 onwards, the department of art, and
later the Museum of Art, was led by an academically qualified art histo-
rian, not an artist.

When Romdahl took the post in Gothenburg, one of the main incen-
tives was the senior lectureship at Gothenburg University that had been
promised him. Thus from the very beginning he was used to working
in two fields: the museum world and academe. He often stressed that
they were mutually enriching, and bewailed what he chose to see as their



de inkdp av handteckningar och grafisk konst avskaffade.” Inkdpen
inriktades framfor allt pd samtidskonst. Han argumenterade tidigt for
att teckningarna ger betraktaren en mojlighet att f6lja konstverkets
fodelse. Oljemalningar flyttades undan for att ge rum &t teckningar
och akvareller 1907 och museet skaffade 20 sa kallade vaxelramar av
svartbetsad fur for att snabbare kunna skifta utstéllningar.”

Listan 6ver hans publicerade verk dr omfattande. Han var en
populér foéredragshallare — dven 1 det nya mediet radio — och han
tycks lika gérna ha tagit med sig grosshandlare som skolklasser pa
en tur genom museets salar. Nar han 1932 reflekterade 6ver museets
hingningar konstaterade han att ett samtidskonstmuseum med tiden
nodvandigtvis blir ett konsthistoriskt museum. Nar museet kopte
1880-talsmaleriet ”voro tavlorna sa nya att de luktade oljefirg och
fernissa”, nu doftar de av historia.”

Samma ar som Romdahl bérjade vid Géteborgs Museum skrev
han om installationsfragor 1 tidskriften Maneten. Texten kan lasas som
ett forsok fran Romdahl att komma till klarhet med sin egen uppfatt-
ning, och det ar uppenbart att historikern och museimannen inom
honom for livliga diskussioner. A ena sidan beskrivs konsten som
en kalla till historiska kunskaper, a andra sidan skildras det optimala
museibesoket som ”en vederkvickelse, ett slags andakt”.”” Romdahl
foreslar inkép av grafik och skulpturavgjutningar. ”Gamla koppar-
stick”, skriver han, ger bade skonhetsupplevelser ”och historiska
kunskaper om méangahanda ting”, som hur méanniskor bodde, kladde
sig och levde.”

I texten framtréder ett kritiskt och ambivalent férhéallande till mu-
seet som institution, som Romdahl pa olika sitt skulle dterkomma till
senare 1 yrkeslivet. "Museer dro ett nddvindigt ondt”, slar han fast.
Visserligen ger de ménga tillgdng till konsten, men de hotar samtidigt
att osynliggéra den. ”[D]en intima och fértroliga konsten, den tysta
bikten, kan icke gora sig férnummen genom sorlet af hundratals ros-
ter...””7 Syns bast gor tyvarr den som tar plats och hojtar hogst.

Romdahlintar hir en position som museiskeptiker.” Till konstens
osynliggérande pa museerna bidrar, enligt Romdahl, besdkarna som
strommar férbi den: "ingenting 4r fordarfligare dn [--] promenera 1
tafvelgallerier som pa en gata”” Allt ser vardagligt bekant ut, men
det mesta betraktas med likgiltighet. Nagra verk halsar vi mahanda
flyktigt pd, men utan att tala med dem. Romdahls ideal 4r ett annat:
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tendency to diverge. In 1919 Romdahl was given a personal chair at the
university.

This is not the place to consider how museum work influenced
Romdahl the teacher and researcher - an in itself interesting question
- but the question of what influence the erudite pursuit of art history had
on Romdahl the working museum official, and the choices he made ar-
ranging the art in his museum, is highly relevant. It is also relatively easy
to follow. He wrote in detail about acquisitions and hangings both in the
year-books and in articles in newspapers and periodicals. Furthermore,
he used photographs to document his work to a greater extent than both
his predecessors and his successors in the post.

Romdahl saw to it that the museum acquired and exhibited drawings
and prints. He managed to get the restrictions on the purchase of draw-
ings and prints lifted.”? Acquisitions were focused primarily on contempo-
rary art. He was an early advocate of drawings as a means for the viewer
to follow the birth of a work of art.

In 1907 oil paintings were removed to make way for drawings and
watercolours, and the museum acquired twenty so-called ‘interchange-
able frames’ of ebonised pine in order to switch exhibits more rapidly.”
The list of his published works is extensive. He was a popular lecturer
- including on the new medium of the radio — and he seems to have been
equally happy taking wholesalers and school classes on a tour of the mu-
seum’s galleries. When in 1932 he reflected on the museum’s hangings,
he stated that in time a contemporary art museum necessarily became an
art historical museum. When the museum bought paintings in the 1880s
‘the paintings were so new that they smelt of oil paint and varnish’; now
they reeked of history.”

In the same year that Romdahl started work at the Gothenburg
Museum, he wrote on the subject of art installation for the periodical
Maneten. His article can be read as an attempt on Romdahl’s part to
come to grips with his own beliefs, and it is obvious that the historian
and museum official within him did not always follow the same line.
On the one hand art is described as the source of historical knowledge,
on the other the optimal museum visit is described as ‘an invigoration,
a form of devotion’”” Romdahl proposed purchasing prints and casts
of sculptures. ‘Old copperplates’, he wrote, give both the experience of
beauty ‘and historical knowledge of many things’, such as how people
dressed, and lived.”



det kontemplativa studiet, absorption, men han tycks osiker pa om
detta verkligen kan uppnas pa ett museum. Han slits mellan viljan att
betrakta konsten 1 avskildhet och att géra den offentligt tillganglig.
Romdahl arbetade malmedvetet med att locka publik till museet, inte
minst genom offentliga visningar av samlingarna, men insag att han
tillgdngliggjorde konsten pa ett vis som stred mot hans uppfattning
om hur man borde méta den. Sjilv nj6t han niar han kunde vandra
genom de folktomma salarna utanfér 6ppettiden och stanna till infér
verk utan att bli stord.

Om nu museet ar ett "nédvindigt ondt” far man arbeta med de
medel som stér till buds. Romdahls 16sning f6r att géra konsten sa
synlig som mgjligt var att arbeta med hangningen. Om man maste
hinga samman tavlor i stérre antal, skriver han, "maste de atmins-
tone hdngas familjevis. Likvil dr nog ej att férorda att placera makar
och syskon titt invid hvarandra, héllre da féraldrar och barn, kusiner
och sysslingar” Romdahls tanke dr att malningar fran samma tid och
skola skulle hinga tillsammans, men att det ytterst alltid ar det este-
tiska intrycket som maste avgora arrangemanget. Man ska inte sam-
manféra verk som stor varandra bara for att de konsthistoriskt hang-
er samman: ”...man far ¢j skada ett konstverks intryck medvetet,
1 afsikt att fagnas at en filistrost kvasivetenskaplig historieskrifning
‘oppat vaggarna’”®

Romdahl foreslar ocksd att samlingarna dd och dd hiangs om,
for att héllas 1 liv. I och med att malningarna far nya platser kan
besokarna uppticka dem pa nytt. Han vander sig, 1 samma ande-
tag, mot den utbredda uppfattningen”att platserna vid cimaisen aro
de finaste” (dvs. de 1 6gonhojd. Cimaisen ar en arkitekturterm som
betecknar bréstpanelens kronande list). 1800-talets konsthistoria ar
fylld av konstndrer som uttrycker sin besvikelse 6ver att ha fétt sina
"masterverk” hingda alltfér hogt upp pa viggarna pa de stora utstall-
ningarna. Men, skriver Romdahl, manga verk - inte bara de med
monumental hillning — vinner pa att flyttas upp mot taket.®' Detta ar
dock en uppfattning som han gradvis kom att dandra under paverkan
av nya hiangningsparadigm under mellankrigstiden.

Romdahl genomférde en mer konsthistorisk hingning dn Lind-
holm. Han skiljde pa konsten fore 1880-talet och samtiden, samt
mellan svenskt och skandinaviskt. Nar museets dldre samlingar sa
smaningom vaxer grupperas ocksd dessa 1 egna salar. En viss frus-
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The article displays a critical and ambivalent relationship with
museums as institutions, something to which Romdahl would return
in different ways later in his career. ‘Museums are a necessary evil’, he
concluded. Certainly, they gave many people access to art, but at the
same time they threatened to render it invisible. “The intimate and pri-
vate art, the silent confession, cannot make itself felt through the buzz of
hundreds of voices’” Unfortunately, whatever seizes pride of place and
shouts loudest will be most visible.

Romdahl here adopts the stance of a museum sceptic.” For him, art is
rendered invisible at museums thanks in part to the visitors who stream
past it: ‘nothing is more pernicious than [...] to stroll around picture
galleries as if sauntering down the street’.” Everything looks familiar in a
humdrum way, yet most of it is viewed with indifference. We might per-
haps drop in on a few works in passing, but without speaking with them.
Romdahl’s ideal is altogether different — the contemplative study, absorp-
tion — but he seems to be uncertain whether this can really be achieved
in a museum. He is torn between a desire to view art in seclusion and to
make it publicly accessible. He worked hard to attract the public to the
museum, not least with public tours of the collections, but realised that
he was making the art available in a way that conflicted with his notion
of how people ought to encounter it. He himself delighted in walking
through the empty galleries when the museum was closed, able to stop in
front of a work without being disturbed.

If museums really are ‘a necessary evil’, you have to work with the
means that come to hand. His solution to the problem of making art as
visible as possible was to work with how it was hung. If you have to hang
pictures together in large numbers, he wrote, ‘they must at least be hung
by family. Equally, it is probably not to be recommended to place spouses
and siblings close to one another; rather, then, parents and children, cous-
ins and second cousins.’ Romdahl’s idea was that paintings from the same
period and school should hang together, but ultimately it was always
aesthetic impressions that determined the arrangement. You cannot bring
together works that grate on each other simply because they go together
in an art-historical sense: ‘... one may not consciously damage a work of
art’s impression, intent on satisfying a Philistine, quasi-scholarly version
of history ‘up on the walls”*

Romdabhl also suggests that the collections should be rehung now and
again in order to keep them alive. Once the paintings are repositioned,



tration kan dock anas hos organisatdren Romdahl: "Lokalernas stor-
leksforhéllanden ha tyvarr ej mojliggjort full konsekvens”, konstate-
rar han 1911.%

Jamfort med Lindholms tid arrangerades samlingarna glesare.
Malningarna héngdes inte ldngre 6ver hérn eller ram mot ram. I ett
samtida vittnesmal beskriver konsthistorikern Georg Nordensvan
1906 salarna som ljusa och rymliga, dir konstverken inte behévde
trangas. Samlingen hade vuxit till omkring 600 malningar och 150
skulpturer, varav upp mot tre fjardedelar var donationer.®® Romdahl
beklagar de besvirliga lokalerna, 1 synnerhet de 1 den dldre vistra
flygeln. For att ddmpa ljuset sitts ytterligare jalusier upp. I en for-
sta omhédngning 1906 grupperar han verken efter konstndr. Det kan
tyckas som en konsthistorisk reaktion mot Lindholms hingning som
framst styrdes av estetiska hidnsyn. Den nya konstintendenten under-
stryker emellertid att skélet minst lika mycket varit konstnarliga som
historiska.** Romdabhls teori och praktik ligger under dessa ar nira
vad som hinder 1 andra linder. Han hade, som ndmnts, nira kon-
takter med museivarlden 1 Tyskland och f6ljde utvecklingen pa den
internationella scenen genom Burlington Magazine, som under borjan
av 1900-talet regelbundet diskuterade museitekniska fragor.

Romdahl bérjade placera mébler langs vaggarna, inte att sitta pa,
utan som stilhistoriska accenter. Idén kom férmodligen fran Tysk-
land, aven om denna utstillningsteknik 1 borjan av seklet tagits upp
pa flera héll, inklusive Louvren.®

1902 hade alltsi Romdahl, liksom tidigare Johnny Roosval,
sokt sig till Berlin for att studera for Heinrich Wolfflin och Adolph
Goldschmidt. Romdahl skriver uppskattande om Wolfflins medryck-
ande undervisning, men konstaterar att Goldschmidt stod narmre
"Bode och museikretsarna” med sin sakliga och exakta ton.® Forsk-
ningsresorna (som fér Romdahls del d@ven inbegrep mycket av li-
vets goda) férde honom till Europas ledande museer. Han var mdkta
imponerad av Wilhelm von Bodes hingning av mélerisamlingarna
pa Altes Museum i Berlin. Som intendent och senare museichef pa
Kaiser Friedrich Museum (1954 omdépt till Bode-Museum) gjorde
Bode Berlin till en ledande museistad. Han anvinde ofta tyger som
fond f6r mélningarna, ett bruk som hamtades fran 1800-talets satt att
arrangera konst 1 privatsamlingar. Tillsammans med &dldre mobler
och andra historiska foremal gav det konsten en (stil)historisk kon-
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visitors can discover them afresh. In the same breath, he turns on the
widespread notion ‘that the places at the amaise are the finest’ (that is to
say, the places at eye level; cimaise is an architectural term for the upper
edge of a dado). Nineteenth-century art history is full of artists moaning
at having their ‘masterpieces’ hung far too high up the walls in the large
exhibitions. But, wrote Romdahl, many works — and not only those with
monumental tendencies — benefit by being moved up towards the ceil-
ing.8! It was a conviction he gradually would shed under the influence of
the new hanging paradigm in the inter-war period.

Romdahl adopted a more historical style of hanging than Lindholm.
He differentiated between art from before the 1880s and contemporary
art, and between Swedish and Scandinavian. As the museum’s older
collections slowly grew, they were also grouped in their own galleries.
A certain frustration can be sensed in Romdahl the organiser, however:
‘the relative size of the rooms unfortunately has not made full consistency
possible’, he noted in 1911.%

Compared with Lindholm’s time, the collections were arranged more
sparsely. The paintings were no longer hung over corners or with frames
touching. In one contemporary account from 1906, the art historian Georg
Nordensvan described the galleries as light and spacious, where the works
of art did not need to be crowded. The collection had grown to some 600
paintings and 150 sculptures, of which some three quarters had been do-
nated.* Romdahl lamented the difficult rooms, in particular those in the
older west wing. In order to dim the light, more blinds were put up. In the
first rehanging in 1906 he grouped works by artist. This was perhaps an art
historian’s reaction to Lindholm’s hangings, which for the most part had
been dictated by aesthetic considerations. However, the new curator of art
stressed that his reasons were just as much artistic as historical.** His theory
and practice at this point were close to installation trends in other countries.
He had his contacts with the museum world in Germany, and followed
developments on the international scene in the Burlington Magazine, which
at the start of the twentieth century published regularly on the technical
1ssues facing museums. Romdahl began to place furniture along the walls,
not to sit on, but to provide historical accents. The idea probably came
from Germany, although this exhibition technique had been adopted in
several places by the turn of the century, including the Louvre.®

Back in 1902, Romdabhl, like the famous Swedish arthistorian Johnny
Roosval before him, had made his way to Berlin to study with Heinrich



text. Enligt Sixten Strémbom astadkom Bodes arrangemang dven
"en féornimmelse av lyx och vilbehag, som understodde konstnjut-
ningen”.¥

Bode reagerade pa samtidens museer dir malningarna hingde
som 7sillar ovanpd varandra”. Varje objekt skulle komma till sin ratt
1 en miljo sd lik den ursprungliga som mojligt. Men iscenséttningen
fick inte ga ut 6ver besdkaren och han undvek darfor det slags stil-
historiska rum som finns pa kulturhistoriska museer. Bode undvek
ocksa att lagga ut en bestimd rorelseriktning f6r besdkaren genom
salarna. Arrangemangen skulle vicka kénslor och associationer, men
inte styra tolkningen alltfor hart.®

Samlingarna arrangerades av Bode efter helt nya principer,
noterar Romdahl i sin sjalvbiografi. "Museet skulle vara ett ’'Gesamt-
kunstwerk’ liksom operan. De enskilda mélningarna och skulptu-
rerna skulle inordnas 1 en milj6 frdn den tid, som sett dem komma.”%
Rumsinstallationer med mobler, textilier och smakonst omgav maés-
terverken. Den unge Romdahl blev uppenbarligen hianférd. Aldrig 1
nagot annat museum hade han "kdnt en sdidan hemtrevnad”, samtidigt
som de enskilda verken ostort fick komma till sin ratt.”” Men iscen-
sdttningen far inte ga till 6verdrift pdminner Romdahl och refererar
en icke namngiven ung svensk konsthistoriker som vid invigningen
av Kaiser Friedrich Museum (nuvarande Bode-Museum) skrev att
tidsprageln 1 museisalarna blivit sd stark att besdkaren egentligen
borde byta drdkt f6r varje rum hon gick in 1. "Man orkar ¢j med
att 6msa klader ideligen”, konstaterar Romdahl pa sin dlders host.
Konstverken har ocksa ett tidlost virde. "Bode gjorde f6r mycket av
miljon nar han gjorde ett konstsléjdsmuseum av konstmuseet.”*! Nar
detta skrevs pa 1940-talet hade modernismens sparsmakade utstall-
ningsestetik tagit 6ver. McClellan har pekat pa att idén om att placera
konstverk 1 kulturhistoriska miljéer avvisades av de flesta ledande
museimén och konsthistoriker redan pa 1930-talet. Detta avspeglar
radande hierarkier pa konstfiltet. Dekorativa foremal ansags sanka
konsten till samma niva som konsthantverket och férsvéara f6r mu-
seibesokaren att koncentrera sig pa den foérstndmnda.®

Romdahl hade, som ovan péapekats, arbetat pa Nordiska museet
och hade relativt stora kunskaper 1 inrednings- och arkitekturhisto-
ria, liksom 1 kulturhistoriska museers sitt att arbeta. Men det var
forst pa Goteborgs konstmuseum som han tillits hanga helt efter eget
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Wolfflin and Adolph Goldschmidt. Romdahl wrote appreciatively of
Wolfflin’s exciting teaching, but concluded that Goldschmidt was closer
to ‘Bode and museum circles’ with his matter-of-fact, precise tone.*
Numerous research trips (which for Romdahl also incorporated many
of the better things in life) took him to Europe’s leading museums. He
was mightily impressed by Wilhelm von Bode’s hanging of the collection
of paintings at the Altes Museum in Berlin. As curator and later director
of the Kaiser-Friedrich-Museum (in 1954 renamed the Bode Museum),
Bode had made Berlin a leading museum city. He often used fabrics to
draw the eye to the paintings, a practice taken from the nineteenth-cen-
tury manner of arranging art in private collections. Together with antique
furniture and other historical objects, it gave the art a fuller historical
context. According to Sixten Strémbom, Bode’s arrangement also created
‘an impression of luxury and well-being that assisted in the enjoyment of
the art’¥

Bode took a dim view of the museums of his day where the paintings
were hung like ‘sardines on top of each other’. Each object would do itself
Jjustice in a setting as like its original as possible. But the staging should
not be inflicted on the visitor, and for that reason he avoided the kind of
historically accurate room that could be found at museums of cultural
history. He was also wary of dictating the route to be taken by the visitor
through the galleries. The arrangement should wake emotions and asso-
ciations, but not determine the visitor’s interpretation in its entirety.*

The collections were arranged by Bode according to completely new
principles, noted Romdahl in his autobiography. “The museum should
be a ‘Gesamtkunstwerk’ [total artwork], like opera. The individual paint-
ings and sculptures should be arranged in a setting from the period that
saw them come into being’® Room installations with furniture, textiles,
and objets d’art surrounded the masterworks. The young Romdahl was
clearly entranced. Never in any other museum had he ‘felt quite so at
home’, while at the same time the individual works, undisturbed, could
do themselves justice.” Yet he repeats that the staging should not be taken
to excess, and refers to an unnamed young Swedish art historian who, at
the opening of the Kaiser-Friedrich-Museum, wrote that the period au-
thenticity in the museum galleries had become so strong that the visitors
really ought to change costume for each new room they entered. ‘It is too
much to keep on changing clothes’, agreed Romdahl in old age. A work
of art also has a timeless quality. ‘Bode made too much of the settings



huvud. Nér han senare sdg tillbaka pa sina forsta dr som intendent
konstaterade han att han inledningsvis hingde om efter "omogna
estetiska, historiska och pedagogiska principer”.”®

1932 aterkom Romdahl till fragor om relationen mellan konst-
historien och konstmuseerna i en artikel i Konsthistorisk Tudskrifi.
Konstmuseerna far aldrig lata den pedagogiska uppgiften trida 1
férgrunden, skriver han. "Pekpinne och konst passa illa samman.”
Museisamlingar dr utmarkta som studieobjekt, "men den vetenskap-
liga synpunkten kommer betraffande konstsamlingar alltid att vara
en bisak”.? Romdahl diskuterar utifran konkreta exempel olika satt
att arrangera konstsamlingar, och gér bland annat en distinktion
mellan Berlins och Londons konstmuseer. De férstndmnda har letts
av konsthistoriker, de sistnimnda av malare, samlare och dilettanter
(1 ordets gamla mening, dvs. ndgon som dgnar sig at konst fér nojes
skull). I Berlin dr konsten historiskt ordnad, vilket ger konsthistorie-
studenterna “de yppersta illustrationer 1 original till handbdcker-
nas text”.”” Samlingarna pa National Gallery i London 4r mindre
betydelsefulla ur konsthistorisk synvinkel, och "har ej aktat nédigt
att rama in konstverken med inredningsféremal fran de skilda epok-
erna. Det betonar mer det #dlisa an det tidstypiska 1 konstverken”.”

Romdahl njuter uppenbarligen mer av National Gallery dn av de
konsthistoriska museerna 1 Berlin. Men ser man till hur han hangt
samlingarna pa Goteborgs konstmuseum liknar det mer Berlin &n
London. Till skillnad fran National Gallery valde Romdahl att pla-
cera féremal 1 salarna som skulle ge associationer tillbaka 1 tiden. Es-
teten Romdahl var dock relativt sparsmakad, 1 synnerhet 1 jamforelse
med Bodes Gesamtkunstwerk. En enstaka matta eller mébel fick ge en
doft av tiden, for att anvinda Romdahls uttryck. "Det kan ofta riacka
med ett par betecknande men diskreta enskildheter som liksom viska
till en — 'nu ar du 1 1400-talets Italien, 1 Rubens Flandern’”"’

Det finns klara paralleller mellan Romdahls hangningar och de som
Richard Bergh gjorde som 6verintendent f6r Nationalmuseum 1915-
1919 (en génst som Romdahl fér 6vrigt konkurrerat om). I en artikel
1 Ord och Bild 1915 skriver Bergh om nédvandigheten att levandegéra
samlingarna, att gora dem 6verskadliga och estetiskt njutbara. Lik-
som andra museimin vid denna tid dr han bekymrad 6ver den musei-
trotthet som drabbar besékarna 1 métet med stora, daligt ordnade
samlingar. Det handlar, enligt Bergh, om att skapa ”skénhetsvirldar”
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when he made a museum of applied arts out of a museum of art.”’ When
this was written in the 1940s, Modernism’s fastidious exhibition aesthetic
had taken over. McClellan has pointed out that the practice of displaying
works of art in a historical settings was dismissed by most of the leading
museum officials and art historians as early as the 1930s. This mirrored
the current hierarchies of the art world. Decorative objects were thought
to lower the art to the same level as handicrafts, and made it more difficult

for the museum visitor to concentrate on what was important.*

Romdahl had worked at the Nordic Museum, after all, and had ex-
tensive knowledge of furnishing and architectural history, as well as of
the way museums of applied arts operated. But it was at the Géteborg
Museum of Art that he was first able to hang art as he saw fit. When he
later looked back on his early years as a curator, he claimed to have hung
the collections using ‘immature aesthetic, historical, and educational
principles’?

In 1932 Romdahl returned to the question of the relationship between
art history and museums of art in an article in the periodical Konsthistorisk
Tidskrifi. Museums of art should never let their educational role take over,
he wrote. “The teacher’s pointer and art do not go well together” Museum
collections are excellent for study, ‘but scholarly views, when it comes
to art collections, will always be of secondary interest’” He discusses
specific examples of the ways of arranging art collections, and goes on
to draw a distinction between Berlin and London. The Berlin museums
have been run by art historians, the London museums by painters, col-
lectors, and dilettantes (in the old meaning of the word as someone who
dedicates themselves to art for pleasure). In Berlin the art is arranged
historically, which gives students ‘the finest illustrations in the original
of what is in their textbooks’? The collections at the National Gallery
in London are less significant in an art-historical perspective, and ‘have
not taken into consideration the necessity of framing the art works with
furnishings from the periods on display. The emphasis is more on what is
timeless in the works of art than on what is specfic to the period’*®

Romdahl clearly derived greater pleasure from the National Gallery
than the art-historical museums in Berlin. But if we look at how he hung to
the collections in the Goteborg Museum of Art, it resembles Berlin more
than London. Unlike the National Gallery, Romdahl chose to place objects
in the galleries that would form associations back in time. Romdahl the
aesthetic showed a degree of restraint, particularly when compared with



ur "likbodarna”. Som férebilder ndmner han idel tyskar: Wilhelm
von Bode, Alfred Lichtwark, Hugo von Tschudi, Karl Ernst Osthaus
och Georg Swarzenski (som emigrerade till USA).? Han berémmer
Kaiser Friedrich Museum 1 Berlin, men har dven en mer néraliggande
forebild 1 Den Hirschsprungske Samling i Képenhamn.

Av sarskild betydelse for den svenska museibelysningsdiskus-
sionen 1 bérjan av 1900-talet blev den radikala tysk-amerikanske
museimannen Alfred Lichtwark (1852-1914). Han tilltradde 1886
som chef ("Museumsdirektor”) fér Hamburger Kunsthalle och pa-
borjade ett omfattande reformarbete med omhdngningar av sam-
lingarna och ombyggnader av lokalerna. Han sidg som sin uppgift
att genom folkbildande verksamhet gora konsten mer tillginglig.
Estetik och etik hingde intimt samman f6r Lichtwark, enligt Cecilia
Lengefeld, som drar paralleller till Ellen Key.*Hans rapporter om
museitekniska problem mangfaldigades 1 ett fatal exemplar varav
ndgra hittade vigen till Sverige.!” I synnerhet fick hans idéer om
reflekterat 6verljus genom lanterniner etc. stor betydelse f6r svenska
utstdllningsrum, exempelvis 1 vannen prins Eugens galleritillbygg-
nad pd Waldemarsudde och Carl Bergstens Liljevalchs konsthall.'"!
Richard Bergh beféster Lichtwarks betydelse 1 texten "Konstmuseet
som skonhetsvirld” och tyskens idéer paverkade sannolikt ombygg-
naden av Nationalmuseum.

Museimannens uppdrag dr ocksd det ett slags konstskapande,
citerar Bergh kritikern och tidningsmannen Edvard Alkman och
foregriper ddrmed en diskussion som skulle dyka upp 80 ér senare
om curatorn som konstnir.!”® Men det handlar inte enbart om att
arrangera konsten vackert, den ska dven tala till bes6karnas hjarna,
dvs. vara vetenskapligt och historiskt korrekt hiangd.

Per Bjurstrom papekar att Berghs omgestaltning fraimst gynnade
maleriet. Sidofénstren, som gav skulpturerna volym, byggdes for till
férman for 6verljus som inte bldndar och ger ett jamnt ljus pa vig-
garna. Skulpturen betraktade han, skriver Bjurstrém, “endast som
ett dekorativt ackompanjemang till maleriet”.!*®

Romdahl och Bergh kdnde varandra sedan gammalt och de traf-
fades vid flera tillfallen 1 bade G&teborg och Stockholm. De var uppen-
barligen 6verrens 1 mycket om hur ett museum bor organiseras, men
det enda Romdahl anfér i sin sjdlvbiografi dr den punkt dir de skilde
sig at: Bergh gillade stora salar a la Nationalmuseum, Romdahl mindre
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Bode’s Gesamtkunstwerk. A lone carpet or piece of furniture was enough to
give a whiff of the period, to use Romdahl’s expression. ‘It often suffices
with a couple of characteristic, but discreet, details that whisper to you
- ‘now you are in fifteenth-century Italy, now in Rubens’ Flanders*”

There are clear parallels between Romdahl’s hangings and those of
Richard Bergh when director and keeper of the Nationalmuseum between
1915 and 1919 (a post Romdahl had applied for, incidentally). In an ar-
ticle in the periodical Ord och Bild in 1915, Bergh wrote of the necessity
of bringing the collections to life, of making them readily understandable
and aesthetically enjoyable. Like other museum officials at that time, he
was concerned by the museum fatigue experienced by visitors confronted
by large, poorly arranged collections. The answer, according to Bergh,
was to create a ‘world of beauty’ out of a ‘mausoleum’. The only examples
mentioned are German: Wilhelm von Bode, Alfred Lichtwark, Hugo von
Tschudi, Karl Ernst Osthaus, and Georg Swarzenski (who emigrated to
America).”® He praises the Kaiser-Friedrich-Museum in Berlin, but also
finds an example closer to home, in the shape of the Hirschsprungske
Samling in Copenhagen.

Of particular significance to the early twentieth-century debate on
Swedish museum lighting was the radical German-American museum
official, Alfred Lichtwark (1852-1914). In 1886 he had become director
of the Hamburger Kunsthalle, and had begun a sweeping reform, with a
re-hanging of the collections and structural alterations to the building. He
felt it was his duty to make art more accessible through what amounted
to a programme of adult education. Aesthetics and ethics were closely
related for Lichtwark, according to Cecilia Lengefeld, who draws par-
allels with the Swedish feminist writer, Ellen Key.” His reports on the
museum’s technical problems were circulated in a handful of copies, of
which a couple found their way to Sweden.'” Most of all, it was his ideas
on reflected top lighting using skylights or clerestories that were of im-
mense importance to the disposition of Swedish exhibition space, as for
example at his friend Prince Eugen’s gallery extension at Waldemarsudde
and Carl Bergsten’s Liljelvalchs konsthall (Liljevalch’s Art Gallery), both
in Stockholm.'*! Richard Bergh confirmed Lichtwark’s significance in his
paper, ‘Museums of art as worlds of beauty’, and the German’s ideas
probably influenced the rebuilding of the Nationalmuseum.

The task of a museum official is also creativity of a kind, wrote
Bergh, quoting the critic and newspaperman Edvard Alkman, and thus



som var littare att differentiera samlingarna 1. Harvidlag ldg Rom-
dahl 1 framkanten av utvecklingen. Tendensen under inledningen av
1900-talet gick mot mindre rum dir man kunde fokusera pa ett par
masterverk hiangda i 6gonhojd. "Certainly there has been a swing
away from the monumental”, konstaterar Charles G. Loring 1927.1%

Fokusering forutsitter exkluderingar. Av betydelse f6r den svenska
museidiskussionen var vid denna tid Wilhelm R. Valentiners bok Unm-
gestaltung der Museen im Sinne der neuen Zeit (1919), skriven pa uppdrag
av det Arbeitsrat fiir Kunst som hade upprittats 1 samband med den
tyska revolutionen 1918-1919. Valentiner (1880-1958) hade arbetat
under Bode pa Kaiser Friedrich Museum innan han 1907 flyttade till
USA f6r en intendentstjdnst pa Metropolitan Museums konsthant-
verksavdelning. Valentiner f6resldr en uppdelning av konstsamling-
arna: ett museum med internationella masterverk, ett museum med
den bista nationella konsten, en studiesamling f6r konsthistoriker,
konsthantverksmuseer samt en samling med konst av levande konst-
nérer. Masterverksmuseerna skulle 4ven innehalla konsthantverks-
féremal fran samma tid som malningarna, en idé som Valentiner fatt
fran bland andra Bode. Men hans anslag ar mer populistiskt (om
begreppet inte uppfattas alltfér pejorativt) — museerna skulle vara
underhéllande, ett slags palats for folket.'’* Genom Gregor Paulssons
Nya Museer. Ett programutkast (1920) blev Valentiners idéer diskuterade
1 Sverige och Axel Romdahl férvirvade ett exemplar av Valentiners
bok till Géteborgs konstmusei bibliotek.

Aven Bergh uttalar sig for en elitsamling. I ett utkast till en visning
av Nationalmuseum fér museimdn foérklarar Bergh att man har ratt
att se svensk konst 1 ett svenskt museum, men ”en konstsamling med
pretention att vara en skénhetsverld bor vara en elitsamling”.!*” Idén
om elitmuseet dr pd flera plan kontradiktorisk med anvindandet av
stilhistoriska iscensdttningar. Det sitt pa vilken en Rembrandt eller
Rubens beundras av museipubliken bygger med Beltings och Atkins
ord pa en "modern blick” som har litet gemensamt med hur verken
anvandes och uppskattades 1 sin samtid.'® Verkets konsthistoriska
plats och immanenta estetiska virde trider i férgrunden medan am-
nesval och religiésa och didaktiska funktioner férsummas.

Diskussionen om elitsamling vs arkiv har sina rotter 1 det sena
1700-talet. Redan med inrattandet av Louvren som ett konstmuseum
1793 startade en diskussion om huruvida malet var att skapa ett
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anticipating a discussion that would resurface some eighty years later
about the curator as artist.'® Yet it was insufficient merely to arrange art
beautifully, it should also speak to the visitor’s mind; it should be hung in
a way that was both scholarly and historically correct.

As Per Bjurstrom has pointed out, Bergh’s approach tended to favour
painting. The side windows, crucial for giving sculptures volume, were
blocked off in favour of top lighting that did not dazzle and cast an even
light on the walls. Indeed, Bjurstrom reckons that Bergh viewed sculpture
‘solely as a decorative foil to the paintings’.'®®

Romdahl and Bergh went back a long way, and they met on sev-
eral occasions in both Gothenburg and Stockholm. They were clearly
in agreement on much of how a museum ought to be organised, but the
only thing Romdahl actually recorded in his autobiography was the point
on which they differed: Bergh liked large galleries a la Nationalmuseum,
Romdahl preferred them smaller to make it easier to differentiate between
the collections.!* In this respect, it was Romdahl who was at the cutting
edge. The fashion at the start of the twentieth century was for smaller
rooms where visitors could focus on a couple of masterpieces hung at
eye level. ‘Certainly there has been a swing away from the monumental’,
observed Charles G. Loring in 1927.1%

This focus required exclusion. One work that fuelled the discussion
in Sweden was Wilhelm R. Valentiner’s book Umgestaltung der Museen im
Stnne der neuen Zeit (1919), which had been written on commission for the
Arbeitsrat fiir Kunst, the artistic union that had been established at the
time of the German Revolution in 1918-19. Valentiner (1880-1958) had
worked under Bode at the Kaiser-Friedrich-Museum before moving to
America in 1907 to take up a curatorship at the Metropolitan Museum’s
department of applied arts. He proposed a division of the art collections:
a museum with international masterpieces, a museum with the best na-
tional art, a study collection for art historians, a museum of applied arts,
and a collection of art by living artists. The masterpiece museum would
also house arts and crafts of the same date as the paintings, a scheme that
Valentiner had learned from Bode and his peers. But Valentiner’s inten-
tions were more populist (in the best sense) — his museums were to be
entertaining palaces for the people.'® Made known in Sweden by Gregor
Paulsson’s Nya Museer. Ett programutkast (1920), Valentiner’s ideas were
much discussed, and Axel Romdahl acquired a copy of Valentiner’s book
for the Géteborg Museum of Art library.



museum av och for misterverk, eller ett konsthistoriskt museum.
Ena lagret ville se ett museum med tidlésa misterverk, det andra en
kronologisk exposé. Den forsta gruppen sag museets funktion som
en skola 1 smak, den andra som en skola 1 historia.'”” Motsdttningen
ar forstas inte absolut. Masterverken ar ocksa en del av historien;
Belting och Atkins har visat pa hur just Louvren kom att omdefiniera
synen pa bade mésterverk och konsthistorien.!** Men mésterverkens
position r motsigelsefull. A ena sidan tycks de transcendera histo-
rien och placera sig utanfér tiden. A andra sidan anvinds de i mu-
seerna och de konsthistoriska 6versiktsverken som exemplifierande
milstolpar.'!

Valentiner férde alltsa fram en radikal idé om att den bésta tyska
konsten skulle samlas 1 ett kvalitetsmuseum, vilket skulle fa till f6ljd
att de andra tyska museerna skulle inta en andrarangsposition som
studiemuseer. Dessa tva tankar tar Paulsson fasta pa i sin text. Han vill
komma bort frén uppdelningen mellan olika slags kulturmuseer, sla
samman Nationalmuseum, Statens Historiska museum, Nordiska mu-
seet och Etnografiska museet till ett och dar stélla ut endast de framsta
féremalen. Om man ser kulturféremalen tillsammans framstar deras
tidsmassiga uttryck och sambanden med de sociala omstindigheterna
klarare. Paulsson vill genom att sammanf6ra olika kulturféremal aven
motverka hierarkierna dem emellan, och fa publiken att se kultur-
historiska vdrden 1 de konsthistoriska samlingarna och vice versa.'?
Han {6r fram Osvald Siréns museiskeptiska standpunkt att malningar
pa museer rycks ur sitt “naturliga” sammanhang och att ”deras inre
stimma” inte kan horas nir de 6verrdstas av nya grannar.'?

Det ér dock inte alla konstverk som fungerar att hangas tillsam-
mans med mobler och annat. En del har, enligt Paulsson, en "absolut”
prégel och passar bast 1 mer traditionella museirum, till skillnad fran
”de mera dekorativa” som kan tjana pa att understodjas av stilhis-
toriska hingningar. ”Att hinga en Rembrandt bland nederlandska
stillebenmalare ar vandalism”, slar Paulsson fast.!'* Han vill, liksom
Valentiner, dven inritta ett "De levandes museum” f6r modern konst,
efter forebild fran hur Luxembourgmuseet 1 Paris tidigare fungerat.
Efter konstniarens dod skulle de basta verken flyttas till kvalitets-
museet, resten sdljas eller flyttas till mindre museer.

Gregor Paulssons skrift féranledde en pressdebatt hosten 1920.

Till dem som deltog flitigast hér Axel Gauffin, Richard Berghs efter-
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Bergh also spoke favourably of an elite collection. In a proposal for
a guided tour of the Nationalmuseum, Bergh explained to his fellow of-
ficials that visitors had the right to see Swedish art in a Swedish museum,
but ‘an art collection with pretensions to be a ‘world of beauty’ ought to
be an elite collection’!”” The idea of an elite museum conflicts on several
levels with the use of historically accurate staging. The manner in which
a Rembrandt or Rubens is admired by the museum public builds on what
Belting and Atkins have termed a ‘modern gaze’, which has little in com-
mon with how the art work was used or appreciated in its own day.'*® Its
place in art history and inherent aesthetic value come to the fore, while the
choice of subject and religious and didactic functions are neglected.

The discussion of elite collection versus general archive has its roots in
the late eighteenth century. As early as the inauguration of the Louvre as
a museum of art in 1793, questions were raised whether the object was to
create a museum of — and for — masterpieces, or a museum of art history.
The one camp wanted a museum with timeless masterpieces, the other a
chronological exposé. The first saw the museum’s function to be a school
of taste, the other to be a school of history.!” The differences are not abso-
lute, of course. Masterpieces are also part of history; after all, Belting and
Atkins have shown that it was the Louvre that would redefine the mean-
ing of both masterpiece and art history.!'’ Yet the masterpieces’ position is
contradictory. On the one hand, they are thought to transcend history, to
rise above the constraints of time. On the other, museums and books of art
history use them as milestones, the quintessence of their period.'!

Valentiner, meanwhile, had advanced the radical idea that the best
German art should be collected together in a superior museum, with the
consequence that the other German museums would be accorded the
- secondary - rank of study museums. Paulsson relied on both of these
ideas in his book. He wanted to get away from the division between dif-
ferent kinds of cultural museum by merging the Nationalmuseum, the
State Historical Museum, the Nordic Museum, and the Ethnographical
Museum into one museum that would exhibit only the very best objects.
Viewing artefacts together places greater emphasis on their period spe-
cificity, and their connections with their social context becomes clearer.
By grouping artefacts in this way, Paulsson also wanted to counter the
existing hierarchy that divided them, and to persuade the visitor to see the
culture in the art history, and the art in the cultural history.""? He echoes
Osvald Sirén’s complaint that paintings in museums are torn from their



trddare pa Nationalmuseum, som skarpt kritiserade sin underlydan-
de (Paulsson var vid tiden intendent med ansvar f6r handteckningar
och grafik).' Endast pa en punkt tycks de tvd ménnen ha varit 6ver-
ens: Berghs hidngningar med "bryggor” var lysande. Gauffin betonar
dock risken for att ge mer 4n "en diskret antydning av den ursprung-
liga milj6n” som konsten fanns 1. ”[S]tryker man under for mycket,
da binder man fantasin 1 stillet for att ge den vingar...”!'

Romdahl lag ldgt i debatten, men Goéteborgs konstmuseum ut-
vecklades snabbt till att bli ett kvalitetsmuseum. Rent undervisnings-
material som gipser och kopior plockades undan, hingningarna
glesades ut och en storre del av samlingarna deponerades pa annat
hall. Det dr de estetiskt basta verken som ska hinga uppe: ”Varje sal
ska bli sd bra som den kan bli”, skriver Romdahl. Huvudnummer
kan ackompanjeras av andra goda verk som ger en stegrad verkan.
Diaremot far museimannen imte lata konsthistorikern inom honom
“skena 1 viag” och hdanga upp skisser eller studier som 1 sig inte haller
hogsta klass 1 syfte att belysa ett konstverks tillkomst.'”” Ett konst-
museum ar forst och sist ett konstmuseum, skriver Romdahl, inte ett
konsthistoriskt museum.'® Denna formulering ligger ndra Berghs
om att "det ar ett konstmuseum det dr fraga om och icke ett kultur-
historiskt”.!*?

Den bakomliggande diskussionen rérde konstmuseernas syfte.
Om den didaktiska funktionen betonas reduceras dven masterverks-
museerna till konsthistoriska exempelsamlingar. Det vill siga om de
underliggande principerna om Kklassificering, attribuering och be-
ndmning trader 1 férgrunden blir varje utstillt verk endast ett typ-
fall f6r en konstnar, konststil eller konsthistorisk period. Som ideal
framtrader detta didaktiska museum i George Brown Godes klas-
siska definition fran 1890-talet av vad ett museum &r: "a collection of
instructive labels each illustrated by a well-selected specimen”.'?’

Man ska hdnga konsten sa att det ser bra ut, utan angslan for
artal eller skolor, skriver Romdahl 1932.?! Han hade nagra ar tidi-
gare, 1 en artikel om heminredning 1 tidskriften Boet 1928, forklarat
att man inte behover “dngsla sig for att blanda konstverk fran olika
tid. Det ar for 6vrigt alls icke sdkert, att saker fran samma tidsske-
de 6msesidigt klada varandra. Icke alla konstverk fran en tidsepok
aro syskon eller ens kusiner och ibland kan ’slakten vara varst’”.'?
Denna text handlar visserligen om hangningar 1 hemmet, men just
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‘natural’ context, and that ‘their inner voice’ cannot be heard because
their new neighbours drown them out.'?

Not all works of art lend themselves to being hung in combination
with furniture and period fittings. Some of them, according to Paulsson,
have an ‘absolute’ feel about them that works best in a more traditional
museum setting, unlike ‘the more decorative’ that are better served by be-
ing enhanced by historically appropriate hangings. “Io hang a Rembrandt
amongst Dutch still-lifes is vandalism’, he insisted.!'* Like Valentiner, he
wanted to establish “The museum of living artists’ for modern art, mod-
elled on the Luxembourg Museum in Paris: after the artist’s death, the
best works would be moved to the ‘quality’ museum, the remainder to be
sold or moved to lesser museums.

Gregor Paulsson’s book spawned a press debate in the autumn of
1920. Amongst those who participated with greatest enthusiasm was
Axel Gauffin, Richard Bergh’s successor at the Nationalmuseum, who
was sharp in his criticism of his subordinate, Paulsson then being curator
of drawings and prints there.!”® The two men seem to have managed to
agree on one point only: Bergh’s use of ‘bridges’ in his hangings was
brilliant. Gauffin, however, went on to emphasise the risk of giving more
than ‘a discreet indication of the original setting’ of the work of art. ‘If
you underline too much, then you pin down the imagination instead of
giving it wings’.''®

Romdahl lay low in the debate, but the Géteborg Museum of Art
evolved quickly into being a quality museum of the kind discussed. Purely
teaching material such as plaster casts and copies were removed, the hang-
ing was thinned out, and a larger proportion of the collection was put
mnto store. It was aesthetically the best works possible that ought to be
on display: ‘Every gallery should be as good as it possibly can be’, wrote
Romdahl. The main attractions were to be joined by other good-quality
works to give a heightened effect. On the other hand, he cautioned, the
museum official should not let his inner art historian ‘run away’ by hanging
preliminary sketches and studies, works that in themselves are often not
of the highest order, solely to illustrate the genesis of a work.'”” An art mu-
seum is first and foremost an art museum, wrote Romdahl, not an art-his-
torical museum.''® His formulation is close to Bergh’s that ‘it is a museum
of art that is in question here, and not a museum of historical culture’'*?

Behind this loomed the question of the museum of art’s purpose. If its
didactic function is emphasised, even masterpiece museums are reduced



darfér dr Romdahls estetiska preferenser klarare dn ndr han maste ta
museimassiga och konsthistoriska hénsyn. Det dr, konstaterar han,
omdjligt att hinga Anders Zorn, Bruno Liljefors och Carl Larsson 1
samma rum som Carl Wilhelmson, Karl Nordstrém, Eugéne Jansson
och Nils Kreuger - av firgmassiga skal.'**

Romdahl experimenterade kontinuerligt med omhangningar och
omgestaltningar av salarna féranledda av omfattande nyforvarv. Ny-
hangningarna blev under 1910-talet &ven en del av planeringsarbetet
for en ny konstmuseibyggnad eller en mer omfattande ombyggnad
av museet pd Hamngatan. 1911 reste han ater till Képenhamn och
Tyskland for att studera nya museibyggnader,'**1913 akte han till
Berlin, Abo, Helsingfors och St. Petersburg och anvinde sommar-
ledigheten till att ordna Norrképings museum. Sistndmnda hoppa-
des han vara en god forberedelse f6r en om- eller nybyggnad av
museet 1 Goteborg.'*

Romdahls arbetssitt var prévande. Han testade olika slags
16sningar av savil den 6vergripande strukturen, som hangningarna i
de enskilda salarna. De flitiga omhéngningarna ledde till ett menings-
utbyte mellan Romdahl och Charlotte Mannheimer 1 Goteborgs-Fosten
1januari 1913.126

Frekventa nyinstallationer till trots fanns en grundlaggande struk-
tur. Det dldre maleriet placeras huvudsakligen 1 den vistra flygeln
medan det nyare svenska hingdes 1 den wilsonska tillbyggnaden,
som hade betydligt battre utstdllningsrum. Romdahl férandrade ock-
sa fargsittningen 1 flera av salarna for att battre stimma med maleriet,
och genomférde smirre ombyggnader for att fa salarnas arkitektur
att harmoniera med den utstdllda konsten, samt {or att skapa béttre
proportioner. Under 1908 genomférde han de forsta storre férand-
ringarna. Vaggarna 1 1880-talssalen malades 1 en pdrlgrd nyans. En
gravyr och teckningssal inrattades som kliddes 1 naturfargad jute-
vév. Gipssamlingen ordnades kronologiskt och skulpturerna tonades
1906-1908 1 gulgritt och, 1 de fall de var avgjutningar av bronsstatyer,
1 gronsvart. Detta inte minst for att fd den dyrbara gipssamlingen att
se mindre smutsig ut.'”” Idén till infargningen av gipserna fick Rom-
dahl fran Tyskland.'?®

Romdabhl laborerade alltsa &ven med olika viggtarger. Exempel-
vis hingde han 1911 om Diisseldorfperiodens maleri i vistra flygeln,
och passade pa att frascha upp rummet. Vév sattes upp pa viggarna
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to being little more than collections of art-historical highlights, for if the
underlying principles of classification, attribution, and designation come
to the fore, every exhibited work becomes nothing more than a typical
example of an artist, style, or historical period. This is the ideal didactic
museum of George Brown Gode’s classic definition from the 1890s of
what museum is: ‘a collection of instructive labels each illustrated by a
well-selected specimen’.'*’

We should hang art so that it looks good, without being anxious about
date or school, wrote Romdahl in 1932."?! In an article for the periodical
Boet some years earlier in 1928, he had written of interior decoration that
no one should ‘be anxious about mixing works from different periods.
Quite apart from anything else, it is far from certain that things from the
same period will go well together. Not all works of art from an epoch are
siblings, or even cousins, and sometimes ‘those nearest to you are often
your worst enemies”'** True, he was writing here about hanging art at
home, but for the same reason he expresses his aesthetic preferences more
succinctly than when he has to take museum and art-historical factors
into consideration. For him it is unthinkable to hang Anders Zorn, Bruno
Liljefors, and Carl Larsson in the same room as Carl Wilhelmson, Karl
Nordstrém, Eugene Jansson, and Nils Kreuger - for reasons of colour.'*

Romdahl experimented continuously with the re-hanging and refash-
ioning of the galleries, forced to do so by the large numbers of new acqui-
sitions. The re-hangings in the 1910s also became part of the plans for a
change oflocale, either in the form of a completely new art museum build-
ing, or a full renovation of the Hamngatan building. In 1911 Romdahl re-
turned to Copenhagen and Germany to study new museum buildings,'**
and in 1913 he travelled to Berlin, Abo, Helsinki, and St. Petersburg,
while using the long summer holiday to reorganise Norrképing’s mu-
seum. The latter he hoped would be good preparation for what was to
come in Gothenburg.'*

Romdahl’s working method was to try things out in situ. He tested
various solutions for both the overall sequence and the hangings in indi-
vidual galleries. The incessant changes even led to an exchange between
Romdahl and Charlotte Mannheimer in the newspaper Goteborgs-Fosten in
January 1913.126

Yet frequent reinstallations notwithstanding, there was an enduring
basic structure: the older paintings were mostly placed in the west wing,
while the new Swedish art was hung in the Wilson wing, which had far



som malades gula for att dels ge "en fyllig bakgrund at de morka
dukarna, dels dimpa ramarnas oroliga guldglans”. En n6jd mnten-
dent konstaterade att salen inte lingre var ett av "de minst lockande
rummen”. Han lat aven sitta upp brungra véav 1 den stora salen med
senare tiders maler1.'*

Nagra ar senare, hosten 1914, genomférdes en stérre omdispo-
nering av lokalerna. Det tidigare gipsavgjutningsrummet mitt for
trappan pa bottenvaning i den wilsonska flygeln blev nu en utstall-
ningssal for modern skulptur med bland annat Carl Milles Figg-
brunn, Medardo Rossos Memnon, David Edstroms Elindets skri, Ernst
Barlachs Rysk tiggerska och Fritz Klimsch Kuvinnofigur som nytillskott.
Rummet malades om 1 ljusa farger: gragult och gragrént och de
malade glasfonstren byttes mot klarglas.”®® Pa motstdende sida om
trapphuset visades teckningar och akvareller, samt Gustav Fjastads
textil Rinnande vatten. Gobelangen utgoér ett intressant undantag som
linge hade en framskjuten plats pa museet. Som synes dominera-
des museets salar av oljemaleri, samt 1 viss mdn skulptur. Textilier
rakna(de)s till konsthantverk och hade dirmed sin plats pa Rohsska
museet. Men 1907 utverkade Romdahl museistyrelsens tillstand att
kopa Fjestads yllevivnad med motiveringen att tekniken framstéller
vattnet mer verkningsfullt och egenartat dn vad oljemaleri hade kun-
nat astadkomma. Materialet var alltsa en forutsittning fér verkets
héga konstnérliga halt. Fjestad betonade sjalv hur nédra vivnaden
stod hans maleri. Romdahl utredde dven fragan i en artikel 1 Svenska
slojdforeningens tidskrift."*" Rinnande vatten forblev lange en solitar i sam-
lingarna och &r idag deponerad pa Rohsska museet.'*?

Gipssamlingen fick alltsa maka pa sig f6r samtidsskulpturen. En
hel del magasinerades, annat forslades en sal till véanster i1 botten-
vaningen med grardda viggar, dit dven de blyinfattade fonstren
flyttades.’®® Samlingen har visserligen stort virde fér konstunder-
visning, konstaterar Romdahl, men ett museum ska 1 forsta hand
visa originalkonst.'3!

Trapphallen 1 den 6versta vaningen 1 den Wilsonska flygeln
dgnades fran 1914 at 1880-talets maleri, medan de tva angrédnsande
salarna 1 véster visade 1890-talsmaleri. Den nyaste konsten, som vid
denna tid gick under samlingsbeteckningen ”expressionistisk”, fick
nu ett eget rum.'?* De édldre samlingarna samlades 1 den &ldre vastra
flygeln, som fick en viss uppfraschning pa 1910-talet. 1700-talssam-
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better exhibition spaces. Romdahl had several of the galleries repainted
to chime in with the paintings, and minor structural alterations to the gal-
leries’ architecture to improve their proportions and harmonise with the
art on display. It was in 1908 that he introduced the first major changes.
The walls in the 1880s gallery were painted a shade of pearl grey. A prints
and drawings gallery was opened, with walls hung with undyed jute. The
plaster cast collection was arranged chronologically, and in 1906-1908 the
casts of sculptures were tinted yellowish-grey and the casts of bronze stat-
ues a greenish-black, a move largely prompted by the need to make this
valuable collection appear less grubby.'” Romdahl got the idea of tinting
the plaster casts from Germany.'*®

He also experimented with the colours of the walls. For example,
in 1911 he rehung the Diisseldorf paintings in the west wing, and took
the opportunity to refurbish the room. The walls were hung with fabric
that was then painted yellow, partly to give ‘a mellow background to the
dark canvases, partly to subdue the frames’ turbulent golden lustre’. The
satisfied curator remarked that the gallery was no longer one of ‘the least
attractive rooms’. He also had brownish-grey fabric hung in the large gal-
lery that showed the more recent paintings.'*’

Several years later, in the autumn of 1914, a larger reorganisation of
the exhibition space was carried out. The former plaster cast room oppo-
site the stairs on the bottom floor in the Wilson wing now became housed
modern sculpture, including the recent additions Carl Milles’ Wall foun-
tain, Medardo Rosso’s Memnon, David Edstrom’s Scream of Misery, Exnst
Barlach’s Russian Beggar Woman, and Fritz Klimsch’s Female Figure. The
room was repainted in pale colours - yellowish-grey and greenish-grey -
and the stained-glass windows were switched for clear glass.'®® Drawings
and watercolours were shown on the far side beyond the stair, along with
Gustav Feestad’s wall-hanging Running Water. The Fjaestad is an interest-
ing exception that had long had a prominent place in the museum. As
indicated, the museums’ galleries were dominated by oil paintings, and to
a lesser extent by sculpture. Textiles were thought of as applied arts, and
thus properly belonged in the Réhsska Museum, but in 1907 Romdahl
obtained the board’s permission to buy Fjestad’s woollen tapestry, on
the lines that the technique reproduced water more effectively and dis-
tinctively than an oil painting would have been done. Fjestad’s choice of
medium was thus intrinsic to the works’ high artistic standard. Fjestad
himself emphasised how close weaving was to painting. Romdahl went



lingen hangdes mot vitgra linneviv. Det nya museet vid Gotaplatsen
fanns nu 1 Romdahls tankar. Han skriver i arstrycket att han infér
samlingarnas 6verférande inlett "uppstéllningsférsok” med samtida
mobler och skulpturer 1 salarna.®® Trapphallen i1 den vistra flygeln
installerades fran slutet av 1916 med tidigt 1800-talsmaleri och arki-
tekturen gjordes med enkla dekorativa tilligg mer empirelik.'¥

Med 1 berdkningarna infér det nya museibygget fanns fran 1918
ocksa samarbetet med skeppsredaren Werner Lundqvist. Lundqvist
hade 1905 bildat séllskapet Broderna tillsammans med nagra av de
borgare som vid sekelskiftet byggt villor pa tomter avstyckade fran
B66 herrgard. Konstndren och bohemen Ole Kruse kom att bli en av
de mest inflytelserika personerna i detta sillskap som triffades 1 Lund-
qvists villa Soltorpet. 1908 inreddes 1 huset ett sarskilt Brodrarum dar
métena hélls.®® Aven Romdahl kom att upptas bland Bréderna.

I samband med Ole Kruses 50-drsdag 1918 ville Lundqvist képa
hans monumentala malning Livets trid, men hade inte plats f6r den 1
sitt hem. Idén féddes da om en stor donation till Konstavdelningen.
Broderna forde vid sina méten ingdende diskussioner om samling-
ens ordnande och utseende. Ett litet rum 1 vastra flygeln av Ostin-
diska huset stilldes i ordning for Livets trid. Aven detta fick namnet
Broédrarummet. Dar hingdes dven verk av Ivar Arosenius och Nils
Blommér, 1920 kompletterade med en samling ”primitiva mistare”,
dvs. konstndrer frdn medeltiden och den tidiga rendssansen.'*® Den
medeltida konsten betraktades av Broderna med Kruse 1 spetsen som
konsthistoriens hojdpunkt. I ett intilliggande rum héngdes Lund-
qvists franska maleri tillsammans med museets egna franska verk
som dock snart kom att inférlivas med Lundqvists samling genom
ett originellt tillvagagangssatt. Lundqvist kopte dem till det pris mu-
seet en gang hade betalat for dem. P4 detta sitt frigjordes medel for
Romdahl att férvdrva nya verk, samtidigt som de "inférlivade” blev
kvar pa museets vaggar som en del av Lundqvists samling.'*” Salen
dekorerades med malade viggfilt som var tinkte att associera till
svenskt 1700-tal. Lundqvist kopte ocksd in ndgra stolar och smabord
for att ge rummet en tidston.'*! Sammanlagt donerade Lundqvist
omkring 120 verk 1918-1920.

Den gustavianska samlingen var ett direkt svar pa Richard Berghs
1700-talsrum pa Nationalmuseum. I sin kronika skriver Broderna
att nagra av dem besokte Stockholm pa invigningen, som skedde pa
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on to address the issue in an article in the periodical Svenska slojdforeningens
tidskrift.®' Running Water was long to remain the solitary example in the
collections, and today is deposited at the Rohsska Museum.'*>

Next, the plaster cast collection had to make way for contemporary
sculpture. Much of it was put in store, while a select few were moved to
a gallery on the bottom floor that had greyish-red walls and the leaded
windows from their former room.'"** The collection was certainly of im-
mense value for teaching art, Romdahl conceded, but in the first instance
a museum ought to show original art."**

After 1914 the landing on the upper floor in the Wilson wing was
given over to 1880s painting, while the two adjoining galleries to the west
showed painting from the 1890s. The most recent art, which was then
termed ‘Expressionist’, now had its own room.”® The older collections
were gathered in the older west wing, which was redecorated during the
1910s. The eighteenth-century collection was displayed against whitish-
grey linen. The new museum at Goétaplatsen was now very much in
Romdahl’s thoughts. He wrote in the year-book that before the collec-
tions were transferred he had conducted a ‘trial exhibition’ with contem-
porary furniture and sculptures in the galleries.'*® At the end of 1916 the
stairwell in the western wing was installed with early nineteenth-century
painting, and with a few simple decorative additions the architecture was
given an Empire character.’®’

From 1918, the preparations for the construction of the new museum
also included a collaboration with the shipping owner Werner Lundqvist.
In 1905 Lundqvist had founded a society, ‘Bréderna’ or The Brothers,
together with some of the wealthy locals who had recently built villas on
plots of land on the B66 manor estate. The artist and bohemian Ole Kruse
would become one of the most influential men in the society, which held
its meetings at Lundqvist’s villa ‘Soltorpet’. In 1908 a Brothers’ Room was
furnished in the house where the meetings were held.”®® Romdahl was
himself to be accepted by the Brothers.

In conjunction with Ole Kruse’s fiftieth birthday in 1918, Lundqvist
wanted to buy his monumental painting T%e Tree of Life but did not have
space for it in his house. The idea was born of a significant donation
to the department of art instead. The Brothers spent their meetings in
detailed discussions of the arrangement and appearance of the collec-
tion. A little room 1n the west wing of Ostindiska huset was made ready
for The Tree of Life. This too was given the name the Brothers’ Room.



Berghs 60-arsdag den 28 december 1918. Idén féddes att skapa nagot
likvirdigt pa Goteborgs museum med hjalp av Lundqvists pengar.
Uppbyggnaden av donationssamlingen gick fort. 1919 hade de Lun-
qvistska rummen blivit fyra: férutom Brédrarummet fanns da det
franska rummet, det skandinaviska rummet och 1700-tals rummet.'*?

For varje betydelsefullt nytt f6rvarv férandras férutsattningarna.
Fran borjan hade samlingarna, som ndmnts ovan, varit inriktade pa
nordisk konst, ndgot som museichefen fastholl som centralt. Han
hade ingen ambition att skapa ett "konsthistoriskt museum”, som
hade en kronologiskt och geografiskt heltdckande samling. Inkép av
dldre maleri var inget som fran boérjan stitt hogt pa Romdahls dag-
ordning. Men med Lundqvist bérjade de dldre samlingarna vaxa.
1921 intraffade ytterligare en stor férandring. Da erbjod sig textildi-
rektoren Gustaf Werner att donera medel till att kopa Rembrandts
Riddaren med falken (numer attribuerad som St Bavo), som fanns till
forsaljning hos Bukowskis konsthandel.

Ett masterverk som detta lit sig inte gdrna hangas tillsammans med
museets samlingar. Romdahl 14t darfoér r6ja ur delar av Disseldorfsa-
len 1 museets vastra flygel, dar Riddaren med falken hingdes 1 fonden
mot ett svart sammetsdraper1. Pa sidoviggarna hiangdes etsningar och
faksimiler av Rembrandtteckningar. "Det var med gripenhet och djup
tacksamhet jag 6ppnade detta sanktuarium”, skriver Romdahl.'** Un-
der de ndrmsta aren gjorde Gustaf Werner ett flertal stora donationer

till museet, varav manga rorde dldre konst. For det nya museet vid
Gotaplatsen kalkylerade Romdahl darfér med flera dldre salar.

KONSTPALATSET VID GOTAPLATSEN 1925-1946

I mitten av november 1923 paboérjade museets egen personal, med
forste vaktmistaren James Johansson 1 spetsen, att flytta 6ver stadens
konstsamling till det nya konstmuseet som uppforts vid Gotaplatsen.
Allteftersom malningarna och skulpturerna packades upp provhiang-
des de. "Provhidngningen avser att giva ledning f6r rummens slutgil-
tiga anordning och inredning”, skriver Romdahl.'**
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Works by Ivar Arosenius and Nils Blommér were also hung there, in 1920
complemented by a collection of ‘primitive masters’, mediaeval and early
Renaissance artists.'* The mediaeval art was considered by the Brothers,
with Kruse to the fore, as the high point of art history. In an adjacent
room, Lundqvist’s French paintings were hung with the museum’s own
French works, which were soon to be incorporated with Lundquist’s col-
lection thanks to a highly original exchange. Lundqvist bought them at
the price that the museum had once paid for them. In doing so, money
was released for Romdahl to purchase new works, while the ‘incorpo-
rated’ art remained on the museum’s walls as part of Lundqvist’s collec-
tion."*” The gallery was decorated with painted panels intended to form
associations with the Swedish eighteenth century. Lundqvist also bought
several chairs and occasional tables to give the room a period feel.'*! All
told, Lundqvist donated some one hundred and twenty works between
1918 and 1920.

The Gustavian collection was a direct response to Richard Bergh’s
eighteenth-century room at the Nationalmuseum. The Brothers noted
in their annual record that some of them had visited Stockholm for its
inauguration on Bergh’s sixtieth birthday on 28 December 1918. They
were inspired to create something of equal importance at the Gothenburg
Museum with the help of Lundqvist’s money. The collection they were
to donate was assembled rapidly. By 1919, the Lundqvist rooms had
grown to four: besides the Brothers’ Room there was the French room,
the Scandinavian room, and the eighteenth-century room.'**

With each significant new acquisition, the room requirements
changed. From the beginning, the museums’ collections had been fo-
cused on Nordic art, something to which Romdahl was committed. He
had no ambitions to create a ‘museum of art history’ with a chronologi-
cally and geographically comprehensive collection. The purchase of older
paintings had initially not been high on Romdahl’s agenda yet thanks to
Lundqpvist the older collections began to grow. In 1921 there was yet an-
other major change. It was then that the textile magnate, Gustaf Werner,
offered to donate the money to buy Rembrandt’s The Knight with the Falcon
(today thought to be of St. Bavo) which was up for sale at Bukowski’s,
the Stockholm auctioneers.

A masterpiece such as this did not lend itself to being hung with
the museum’s normal collections. Romdahl thus cleared parts of the
Diisseldorf Gallery in the museum’s west wing, where The Knight with the



Konstmuseet 6ppnade den 14 mars 1925. Det ar formgivet som
ett tempel med sju héga valvbagar ovanfor ett monumentala dubbelt
trapplopp. I Brodrasallskapets ovan omnamnda kronika star som ett
omkvade 1 slutet av 1910-talet "att ett harligt tempel ma resa sig hogt
ofver Dalen.” Med den nya museibyggnaden férvandlades Templet
fran esoterisk drom till tegelkladd verklighet.!*> Att en av arkitek-
terna, Sigfrid Ericson (1879-1958), tillhérde Broderna dr knappast
ovidkommande.'*¢

Arkitekterna Sigfrid Ericson och Arvid Bjerke (1880-1952) drog
de fulla konsekvenserna av tempelkonceptet. Museet placerades pa
sluttningen av stigningen upp mot Lorensbergs villastad, vars mer
oregelbundna nationalromantiska utseende effektivt doldes, med
foljden att besokaren maste klittra upp for en lang trappa. I ett pers-
pektiv kan den invandiga trappan 1 andra museer som exempelvis
Nationalmuseums sdgas ha flyttat utomhus, trappan genom vilken
besokaren transporteras till en mer andlig niva. Trapptemat har ock-
sa sin forebild 1 stigningen till antikens tempel som lag pa de berg dir
gudarna hade sin boning.

En mer cynisk tolkning av den anstrdngande vigen till konsten,
och dess pretentidsa iscensdttning, dr att trappan var ett sdtt att skilja
agnarna fran vetet. Liknande arrangemang kan ses pa andra hall
1 Europa. Genom att placera konsten mer svaratkomligt och rama
in den 1 en mer hogtravande arkitektur avskricktes de vankelmod-
iga och de som enbart sag museet som ett billigt séndagsnoje, ett
skydd undan regnet eller en plats att gomma sig pa fran omvirldens
blickar.

Museets bada huvudarkitekter, Bjerke och Ericson, karaktériseras
hogst olikartat av Romdahl: Bjerke som en driftig och skicklig prakti-
ker, Ericson som en idealistisk och asketisk konstnarssjil. Sistndmnde
var ocksa ”den egentlige skaparen av Konstmuseet” skriver Romdahl,
som sjdlv hade "velat ha det lite gladare”. Under planeringsarbetet
hade han f6rsokt ”fa in litet mera av behag och ’hygge’ 1 interior-
erna”, men det var uppenbarligen nagot som inte tilltalade Ericson
som, enligt Romdahl, hade ett monumentalt sinnelag. Ericson ville ha
stora salar, medan Romdahl, som ovan namnts, féredrog mindre rum.
Den tydligaste kontroversen kom att gilla golvbelaggningen. Ericson
ville genomgdende ha sexkantiga tegelplattor som han sett 1 italienska
museer medan Romdahl féredrog parkett.'¥” P4 mellanvaningen (nu-
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Falcon could be hung on the principal wall against a black velvet drapery.
The side walls were hung with etchings and facsimiles of Rembrandt
drawings. ‘It was with emotion and deep gratitude that I opened this sanc-
tuary’, Romdahl later wrote.'*® In the coming years, Gustaf Werner made
anumber of large donations to the museum, many of which were of older
art. For the new museum at Gétaplatsen, Romdahl therefore reckoned on
having several older galleries.

THE PALACE OF ART AT GOTAPLATSEN, 1925-46

In the middle of November 1923, the museum’s own staff, with the chief
caretaker James Johansson at their head, began to transfer the city’s art
collection to the new museum of art that had been built at Gotaplatsen.
As the paintings and sculptures were unpacked, possible combinations
were tried out. “Iest hanging is intended to help determine the room’s
final organisation and decor’, wrote Romdahl.'**

The Goteborg Museum of Art opened on 14 March 1925. It 1s de-
signed as a temple, with seven high vaulted arches above a monumen-
tal double flight of steps. In the Brothers’ chronicles at the end of the
1910s there was a constant refrain, ‘Oh, that a glorious temple might rise
up above the Valley’; with the new museum building, the temple was
transformed from esoteric dream to brick-clad reality.'*> That one of the
architects, Sigfrid Ericson (1879-1958), was a member of the Brothers is
hardly irrelevant.'*®

As it was, both architects, Sigfrid Ericson and Arvid Bjerke (1880-
1952), made the most of the temple concept. The museum was sited on a
slope that ran up to the Lorensberg residential area, whose somewhat un-
even National-Romantic appearance was effectively hidden; the snag was
that visitors had to climb a long flight of stairs to reach the museum. In one
sense the grand internal stair by which the visitor is transported to a more
spiritual level, found in other museums such as the Nationalmuseum,
can be said to have been moved outside. Its prominence also echoed the
ascent to the temples of antiquity, situated on the hills where the gods
were said to dwell.



varande femte) fick Romdahl sin vilja igenom, medan det blev tegel-
golv pa Gvervaningen samt 1 kontorsrummen och salen for tillfilliga
utstéllningar (nuvarande grafikavdelningen), vilket ocksd var det rum
som arkitekterna Ericson och Erik Holmdal hade som ritrum under
slutskedet. Golven 1 Skulpturhallen, kupolhallarna, trapporna och till
dem anslutande salar fick kalkstensbelaggning.

Mellan Jubileumsutstillningen 1923 da Géteborg firade 300 ar
och byggnaden anvindes f6r en konstutstallning och aterinvigningen
som Goteborgs konstmuseum 1925 genomgick hela huset en 6ver-
syn. Byggnaden hade fardigstillts 1 storsta hast och det fanns mycket
som redan behovde bittras pa. I samband med detta lit Romdahl
bryta upp tegelgolven 1 de Fiirstenbergska salarna och ersitta dem
med parkett. Mot Ericsons vilja lat han dessutom 1 dessa rum satta
upp gipsgrupperna av Hasselberg och Lefébre pa takgesimsen. Syftet
var att 1 ndgon man dterskapa den “oersattligt férlorade intima och
individuella omgivningen” i Fiirstenbergs hem.*® Overvaningens
ovriga salar fick nu dven profilerade lister under taken och kalk-
stensomramningar kring dérréppningarna. Négra dorrar flyttades
for att ge lokalerna ett mer varierat uttryck.'** Lundqvist donerade
ytterligare medel till utformningen av 1700-talssalen, som fOrsigs
med malade barder och nyklassicistiska mobler.'™ I sin sjalvbiografi,
skriven 25 ar senare, ger Romdahl uttryck for att byggnaden kunde
behévt mjukas upp ytterligare, med detaljer som ger "rummen en létt
prégel av association med det som skulle utstéllas 1 dem”.*!

Omgorningen av interiérerna ska inte uppfattas som en ensidigt
negativ uppfattning om arkitekturen fran Romdahls sida. I andra
sammanhang uttrycker han sin uppskattning av Ericsons skapelse.
Kring 1950 ger han den berém f6r att ”annu efter en mansalder ¢j
uppfattas som omodern”, utan att man som 1 Glyptoteket 1 Képen-
hamn behévt skala bort ornamentiken.'**

Ett besok pa Goteborgs konstmuseum 1925 inleddes som sagts med
en anstringande stentrappa. Efter en knappt sjuttio trappsteg lang
vandring tridde man som besokare in genom den hoga loggian och
oppnade ett par tunga bronsdérrar. Har méttes man av en tvarstilld,
skulptursal, ”Stora Hallen”, som avslutades 1 tva férhéjda kupolhal-
lar. Skulpturhallen, med sitt schackrutiga golv, var fore tillbyggnaden
1968 museets 1 siarklass storsta utstillningsrum, men museets skulp-
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A more cynical interpretation of this strenuous path to art, and its
pretentious staging, is that a good long flight of steps was a way of separat-
ing the wheat from the chaff. Similar arrangements can be seen elsewhere
in Europe. By making art more inaccessible and framing it in grandiose
architecture, the irresolute visitors were scared off, along with those who
saw the museum as cheap Sunday entertainment, a shelter from the ele-
ments, or a place to hide from the curious gaze of others.

The principal architects, Bjerke and Ericson, were characterised by
Romdahl as being very different: Bjerke, an industrious and skilful ex-
pert; Ericson, an idealistic and aesthetic artistic soul. The latter was also
‘the real creator of the Museum of Art’ wrote Romdahl, who himself
would have ‘liked it to be a little more cheerful’. At the planning stage, he
had tried ‘to introduce a bit more charm and ‘cosiness’ to the interiors’,
but apparently this was nothing that appealed to Ericson, who, according
to Romdahl, had a penchant for the monumental. Ericson wanted to have
large galleries, while Romdahl preferred smaller rooms. The most open
controversy concerned the flooring. Ericson wanted to have hexagonal
tiles that he had seen in Italian museums throughout, while Romdahl
preferred parquet.'” On the mezzanine (now the fifth floor) Romdahl got
his way, while tiles were laid in the upper floors, the offices, and the gal-
lery for temporary exhibits (what is now the prints collection), which was
also the room that Ericson and Erik Holmdal used as their drafting room
in the final stages. The floors in the Sculpture Hall, Cupola Halls, and the
stairs and adjacent galleries were given limestone flagstones.

Between the Jubilee Exhibition in 1923, when Gothenburg celebrated
300 years — during which the building was used for an art exhibition
- and its official inauguration as the Géteborg Museum of Art in 1925,
the entire building underwent an overhaul. It had been completed in great
haste, and there was already much that needed to be put right. It was
in conjunction with these repairs that Romdahl had the tiled floors in
the Firstenberg galleries taken up and replaced with parquet. Against
Ericson’s wishes, he also had plaster sculptures by Hasselberg and
Lefébvre placed on the cornice moulding in these rooms. The purpose
was to some extent to recreate the ‘irreplaceable, lost, intimate, and indi-
vidual setting’ of the Fiirstenbergs’ home.'*® The other galleries on the
upper floor were now given moulded borders between wall and ceiling,
with limestone architraves around the doors. Several doors were moved
to give the rooms a more varied prospect.'** Lundqvist donated yet more



tursamling var vid inflyttningen inte mycket att skryta med. Rom-
dahl bestdmde sig for att forpassa det mesta av den till magasinen.
Vid 6ppnandet 1925 var hallen darfér av nédvandighet sparsma-
kat installerad. Det forsta besokaren sag var Carl Milles Danserskor.
Har fanns ocksd nagra verk av Christian Eriksson, Ivar Johnson,
Fritz Klimsch och Emil Wikstrém. Till vénster, 1 den 6stra kupolhal-
len, fanns skulpturer av Milles, Carl Eldh och David Edstrém, och 1
trappavsatsen innanfor en fontin av Milles (nu flyttad till det véstra
trapphuset, utanfér Grafiksamlingen). Den vistra kupolhallen inne-
hoéll en enda skulptur, Bengt Erland Fogelbergs monumentala huvud
av den fornnordiske guden Odin (senare flyttad till det sa kallade Karl
Johan-rummet 6ster om Barockhallen). Skulpturhallen anvandes un-
der de forsta decennierna framst till skulptur av "moderna mistare”,
medan de dldre skulpturerna aterfanns pa de 6évre vaningarna.

Pa entrévaningen fanns ocksa en receptionsdisk, garderob, toa-
letter och personalens tjdnsterum. Bortom det vdstra kupolrummet
fanns en sal for tillfdlliga utstallningar och innanfér det 6stra kupol-
rummet ldg gravyrsamlingen och studierummet. I sistndmnda holl
Romdahl de konsthistoriska seminarierna. Med hjilp av Lundqvist
inforskaffades under inflationsaren efter Forsta varldskriget virdefull
konstlitteratur fran tyska antikvariat. Romdahl tycks ha anvant bade
de inkopta reproduktionsverken och tecknings- och grafiksamlingen
som underlag fér seminarierna.’”® Studierummet och rummet for
grafiksamlingen anvédnds nufértiden som bibliotek och ansterum.

Det ljusa utstallningsrummet var sa ordnat att det mellan de tillfal-
liga utstéllningarna kunde anvandas till att visa de omfattande sam-
lingar av grafik av Carl Larsson och Anders Zorn som Romdahl {6r-
varvat."* Romdahl hade tagit fram en "utexperimenterad anordning
med skdrmar” som stod ut vinkelritt fran rummets langvaggar och
som enkelt kunde fillas in mot viggen vid temporira utstéillningar.
Aven rummets kortviggar hade ett mobilt skiarmsystem som tillit att
rummet pa tio minuter, enligt Romdahls uppgift, kunde "féréndras
fran Zorn-Larsson-sal till tillfillig utstéllningssal”.!>®

Det var vid denna tid dnnu ingen sjdlvklarhet att museer skulle ha
sarskilda lokaler for tillfilliga utstillningar. Nationalmuseum hade,
efter patryckningar fran Richard Bergh, fatt en sal for visningar av
nyforvarv, minnesutstallningar och specialutstallningar 1916.%°
Goteborgs Museum hade inte haft nagot sadant utrymme.
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money for the redesign of the eighteenth-century gallery, which was sup-
plied with painted borders and Neo-classical furniture.’” In his autobiog-
raphy, written twenty-five years later, Romdahl admitted that he felt the
building could have been softened up even further with details to give
‘the rooms a hint of association with what was going to be exhibited in
them’!?!

The refashioning of the interiors should not be seen as representing
a solely negative view of architecture on Romdahl’s part. Elsewhere he
expressed his appreciation of Ericson’s creation. In about 1950 he praised
it for the fact that ‘even after a generation it is not felt to be unmodern’
without having to scale down on the ornamentation, unlike the Glyptotek
in Copenhagen.'>

A visit to the Goteborg Museum of Art in 1925 began with the long haul
up the stone stair. After an ascent of some seventy steps, you walked in
through the tall loggia and opened a pair of heavy bronze doors. Here
you were met by a transverse sculpture gallery, the ‘Great Hall’, which
ended in two elevated Cupola Halls. The Sculpture Hall, with its chess-
board floor, was until the reconstruction in 1968 the museum’s largest
exhibition space by far, but the museum’s sculpture collection when it
first moved in was not much to write home about. Romdahl decided to
consign most of it to the store. At the inauguration in 1925, the hall had
thus been installed with a necessary discrimination. The first thing a visi-
tor saw was Carl Milles’ T%e Dancers. In the main hall were also works
by Christian Eriksson, Ivar Johnson, Fritz Klimsch, and Emil Wikstrém.
To the left, in the east Cupola Hall, there were sculptures by Milles, Carl
Eldh, and David Edstr6m, and on the half-landing beyond that, a foun-
tain by Milles (now moved to the west stair, outside the prints collection).
In the west Cupola Hall there was only a single sculpture, Bengt Erland
Fogelberg’s monumental head of the Norse god Odin (later moved to
the so-called Carl Johan Room, east of the Baroque Hall). The Sculpture
Hall was first used mostly for sculpture by ‘modern masters’, while older
sculpture was to be found on the upper floors.

On the ground floor there was also a reception desk, cloakroom,
toilets, and staff offices. Beyond the west Cupola Hall was a gallery for
temporary exhibits and beyond the east Cupola Hall was the collection
of prints and the seminar room. It was in the latter that Romdahl held
his seminars on art history. During the inflation that followed the First



Romdahls rad till beskarna var att fortsétta den vastra trappan upp
till Barockhallen, for att starta turen med museets dldsta samlingar.*’
Forslaget ér alltsd att vandra genom samlingarna i kronologisk ordning,
dvs. att se konsten 1 konsthistorisk f6ljd. Denna ambition var dock
inte helt enkel att folja. Vister om Barockhallen lag de Nederldndska
rummen, tre mindre kabinett vars huvudnummer var Rembrandts
Riddaren med_falken. Strangt kronologiskt borde dessa ha besokts fore
Barockhallen, som dominerades av David Klocker Ehrenstrahl. Men
dar fanns ocksd en skillnad 1 anslag. De Nederldndska rummen med
viggar kladda med morkréd och kastenjebrun brokatell donerad av
Gustaf Werner var utformade som sma sanktuarier."”® I det forsta
hangde museets enda italienska (sic!) rendssansarbete, Paris Bordones
Fupiter och Io. 1 det andra rummet fanns huvudsakligen nederldndska
och flamlidndska portritt, landskap och stilleben. Slutligen, 1 det tredje
kabinettet, mottes besokaren av Rembrandts Riddaren med falken som
héngde i blickfanget fran dérréppningen. Malningen var dock inte en-
sam. Den flankerades av tva mindre landskap som da var attribuerade
till Jan van Goyen och Philips de Koninck, som for att visa fram det
landskap som Rembrandt och Riddaren levde 1. I rummet fanns ocksa
bland annat tva malningar som ansags vara av Frans Hals.

Brokaden pa viaggarna ddmpade [judet och [juset. Ocksa 1 senare
tider, ndr de gnagts av tidens tand, gav de kabinetten ett mystiskt
uttryck (brokaden ticktes 6ver med skivor i samband med reno-
veringen 2008). Kabinetten 4dr smd, endast cirka 25 kvm vardera.
Men faktiskt ar alla salar 1 museet, med undantag fran Skulpturhal-
len, jamforelsevis sma och intima. Kontrasten till den monumentala
fasaden ér ansldende. Romdahl var som sagt inte n6jd med de stora
salarna pa Nationalmuseum som férminskade konsten, sarskilt den
samtida, och tycks ha varit mycket aktiv i diskussionerna med arki-
tekterna om det nya museets utformning.'*

Efter att ha dtervant till Barockhallen kunde besokaren fortsétta
rakt fram igenom en fil av salar med féretradesvis svenskt maleri och
skulptur: Karl Johan-rummet, Diisseldorfsalen I, Hockertsalen, Diis-
seldorfsalen II samt Pariser-svenska salen, det vill sdga en resa fran
cirka 1820 till 1880. Parallellt med denna rumssvit I6per de smala
gangarna mot Goétaplatsen som inretts till tva Sergel-gallerier.

Att Johan Fredrik Hockert (1826-1866) fick en sal uppkallad
efter sig kan kanske forvana en sentida betraktare. Hans korta men
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World War, the museum, with Lundqvist’s help, had purchased valuable
art literature from German antiquarian booksellers. Romdahl seems to
have used both the purchased reproductions and the collection of prints
and drawings as the basis for the seminars.'>® The seminar room and the
prints’ room are now used as a library and an office.

The bright exhibition space was arranged so that, in between tem-
porary exhibitions, it could be used to show the extensive collection of
prints by Carl Larsson and Anders Zorn that Romdahl had acquired.'**
Romdahl had put together a ‘fully evolved arrangement of screens’ that
stood at right angles to the room’s long walls, and that could be easily
folded against the walls during temporary exhibitions. The room’s short
walls also had moveable screens that, according to Romdahl, allowed the
room ‘be transformed from the Zorn-Larsson gallery into a temporary
exhibition gallery’ in ten minutes flat.'%

In this period it was still not obvious why museums should have
particular spaces for temporary exhibitions. The Nationalmuseum, un-
der pressure from Richard Bergh, set up a gallery for the exhibition of
recent acquisitions, commemorative exhibitions, and special exhibitions
in 1916.'5° The old Gothenburg Museum had not had any such a space.

Romdahl’s advice to visitors was to continue up the west stair to
the Baroque Hall, in order to begin their visit with the museum’s oldest
collections.'” The suggestion was thus to progress through the collec-
tions in chronological order, viewing the art in art-historical sequence;
an ambition that was not so simple to carry through, however. West of
the Baroque Hall lay the Dutch room, three smaller rooms or Cabinets,
whose main attraction was Rembrandt’s The Knight with the Falcon. To be
strictly chronological, these ought to have been visited before the Baroque
Hall, which was dominated by David Klécker Ehrenstrahl. There was
also a difference in scale. The Dutch rooms, with walls clad in dark-red
and chestnut-brown brocatelle donated by Gustaf Werner, had been de-
signed as small sanctuaries.'”® In the first hung the museum’s only Italian
Renaissance painting, Paris Bordone’s Fupiter and lo. The second was
mostly hung with Dutch and Flemish portraits, landscapes, and still-lifes.
Finally, in the third the visitor was met with Rembrandt’s The Knight with
the Falcon, hung in direct line of sight from the doorway. The painting was
not alone, however. It was flanked by two smaller landscapes that were
then attributed to Jan van Goyen and Philips de Koninck, as if to show
more of the landscape in which Rembrandt and his knight had lived.



sallsynt framgdngsrika karridr hade dock stark lyskraft annu under
mellankrigstiden. I museets vigledning beskrivs han som ”den ende
verklige Parisersvensken bland sina samtida”.' En senare generation
Parisersvenskar far alltsé ge glans at honom. Denna omvénda orsak-
verkanrelation dr inget som tematiseras av Romdahl, men som da
och da férekommer 1 hans skrivningar och hangningar. Senare tiders
konst paverkar upplevelsen av den dldre. Hockerts koloristiska effek-
ter, inspirerade av Thomas Couture och Paul Delaroche, uppskattas
alltsa pa grund av vad det senare friluftsmaleriet férde med sig.

Mitt 1 Hockertsalen, som ocksa inneholl malningar av bland an-
dra Marcus Larson, Edvard Bergh och Alfred Wahlberg, stod Per
Hasselbergs monumentala Farfadern (huggen efter Hasselbergs dod
av Christian Eriksson). Skulpturgruppen, som tillhérde Romdahls fa-
voriter, hade med mycken méda transporterats upp for trapporna.

Hockert flankerades alltsa av tva salar med Diusseldorfmaleri,
varefter besdkaren kom till Parisersvenskarnas sal. Har dominerade
1870-talet, med konstnirer som Georg von Rosen, August Hagborg
och Gustaf Cederstrom. I detta rum moter vi ocksa de forsta kvinnliga
konstnirerna pa var fard genom museet och konsthistorien: Elisabeth
Keyser, Charlotte Mannheimer och Anna Munthe-Norstedt. Det
finns inget sdrskiljande 1 vare sig hangningen eller beskrivningen 1
vigledningen gentemot de manliga konstndrerna. I andra samman-
hang har Romdahl beklagat att vinnen Charlotte Mannheimer 6ver-
gav maleriet. Liksom de flesta andra vid denna tid var han emellertid
overtygad om konens olika uppgifter; det var férst som gift som han
upplevde sig kunna borja inta sina middagar hemma.

Ett betydande antal kvinnliga konstndrer var aktiva och stillde
ut pa museet/konstféreningen under 1800-talets andra halft. Hanner
har pekat pa att de flesta av dessa hangdes undan under Romdahls
tid.'" Samtidigt kopte han verk av en senare generation kvinnliga
konstnarer, som Sigrid Hjertén, Vera Nilsson, Signe Hvistendahl och
Greta Knutson-Tzara. Romdahl, med sina starka band med Konst-
narsforbundarna, hade svart for 1800-talets anekdotiska och senti-
mentala maleri. Han var knappast medveten om, eller bekymrad
over, att de kvalitetsurval han gjorde riskerade att reducera andelen
kvinnliga konstnérer pd museets viggar.

Monumentala manliga motiv fanns det a andra sidan fler av. Salen
vid den 6stra trappan - dar Gustaf Cederstréms Karl XII:s hikfird
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There were other paintings in the room, amongst them two thought to
be by Frans Hals.

The brocade on the walls reduced both sound and light. Later, the
ravages of time would give the Cabinets a mysterious feel (the brocade
was panelled over during the renovations in 2008). The Cabinets are
small, each only twenty-five square metres. But in fact all the galleries
in the museum, with the exception of the Sculpture Hall, are compara-
tively small and intimate. The contrast with the monumental facade is
striking. Romdahl, after all, was not happy with the big galleries at the
Nationalmuseum that diminished the art, particularly contemporary art,
and he seems to have been very active in the discussions with the archi-
tects about the design of the new museum.'’

Having returned to the Baroque Hall, visitors could continue straight
ahead through a series of galleries containing mostly Swedish painting and
sculpture — the Carl Johan Room, the Diisseldorf Gallery I, the Hockert
Gallery, the Diisseldorf Gallery II, and the Parisian Swedes Gallery - in
a route that would take them from about 1820 to 1880. Parallel to this
suite of rooms ran the narrow corridors, set up as Sergel galleries, which
looked over Goétaplatsen.

That Johan Fredrik Hockert (1826-1866) had a gallery named after
him may surprise later observers, yet his short but unusually successful
career continued to attract great interest right into the inter-war period. In
the museum’s guidebook he was described as ‘the only real Parisian Swede
of his day’'®" A later generation of Parisian Swedes were thus marshalled
to shed reflected glory back in time. This reversal of cause and effect is
nothing that Romdahl chose to comment on himself, but every now and
again it appears in his writings and hangings. Recent art influenced the
experience of the older. Hockert’s colouristic effects, inspired by Thomas
Couture and Paul Delaroche, were thus appreciated for what en plein air
painting would later bring.

In the middle of the Hockert Gallery, which also showed paint-
ings by Marcus Larson, Edvard Bergh and Alfred Wahlberg, stood Per
Hasselberg’s monumental 7%e Grandfather (carved after Hasselberg’s death
by Christian Eriksson). The sculpture, which was one of Romdahl’s fa-
vourites, had only been transported up the stairs with immense trouble.

The Hockert Gallery thus flanked by two galleries of Diisseldorf
paintings, after which the visitor reached the Parisian Swedes Gallery.
Here the 1870s predominated, with artists such as Georg von Rosen,



nu hinger — doptes till Forsbergssalen. Centralverket hér var Nils
Forsbergs Akrobatfamilj infor cirkusdirektoren, men aven Hugo Salmsons
Vitbetsrensare i Picardie tillhérde de av museets malningar som Romdahl
skattade hogst. I mitten av salen stod John Borjesons Kagelspelaren.

Salarnas viggar pa femte vaningen var kladda med "gra eller
morkt hampgul” viv medan Sergel-gallerierna, Barockhallen och
Forsbergssalen hade vitpustade stenvaggar.'® Taklisterna ar olikartat
utformade. Barockhallen fick ett blagratt betongtak med bladguld-
sornament, de Nederldndska kabinetten férgyllda listverk.

Léngst at 6ster fanns vid invigningen 1925 tre mindre utstéllnings-
rum, som spegelsymmetriskt motsvarade de Nederldndska kabinet-
ten 1 vister. Det forsta var tillagnat Hugo Salmson (1843-1894), men
inneholl ocksa verk av bland andra Georg Pauli, Alfred Wahlberg
och Anna Gardell-Ericson. Nasta rum, Nittiotalsrummet, rymde ex-
empelvis Bjorn Ahlgrenssons Skymningsgloden. Paradoxalt fanns har
ocksa ett par 1880-talsarbeten, av Zorn och Allan Osterlind. Det in-
nersta rummet, som foljaktligen utgjorde en pendang till Rembrandt-
rummet 1 den motsatta sidan av vaningsplanet var dgnat ”"en av de
markligaste personligheterna i svensk konst”, Ivar Arosenius.'®
Det rader ingen tvekan om Romdahls mycket stora beundran for
Arosenius I kabinettet hade han ocksa placerat Axel Petterssons
(1 Déderhult) Bevdringsminstring. Goteborgs Museum var 1909 det
forsta att forvirva ett arbete av "Déderhultarn”, och det gjordes av
Romdahl utan godkiannande fran museets inképsnamnd. Han var
overtygad om att skulpturen inte var en kuriositet, skriver han, utan
ett "fullkomligt méasterverk”.'*

Aven den 6versta viningen var i stort sett spegelsymmetriskt ord-
nad. Den dominerades av tva betydelsefulla samlare: Pontus Fursten-
berg i de 6stra rummen och Werner Lundqvist 1 véster. Eftersom de
béda donationssamlingarna stillde vissa specifika krav blev rumsf{olj-
den emellertid olikartat utformad. Nagot f6rsok att dterskapa rums-
planen fran det Firstenbergska hemmet gjordes inte. Till skillnad
fran 1 mellanvaningen (nuvarande femte vaningen) som hade sido-
ljus, hade samtliga salar pa 6vervaningen takfonster.

Det storsta av de Fiirstenbergska salarna, vid trappan, hade Rom-
dahl latit mala chokladmj6lksbrunt, de tva mindre rummen 1 6ster
gick 1vitt och rétt, medan salen f6r Furstenbergs utlandska samlingar
fatt terrakottafargad vav.'®
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August Hagborg, and Gustaf Cederstrém. It was in this room that visitors
finally met the first female artists on their journey through the museum
and art history alike: Elisabeth Keyser, Charlotte Mannheimer, and Anna
Munthe-Norsted. There is nothing distinctive about either the hanging
or their description in the guide if we compare with the male artists.
Elsewhere Romdahl was to express his regret that his friend Charlotte
Mannheimer had abandoned painting, yet like almost everyone else of
his day, he was convinced of the different roles of the sexes; after all, it
was only when he married that he finally felt that he could begin to eat
dinner at home.

A significant number of female artists had exhibited at the museum
and the Society of Artin the second half of the nineteenth century. Hanner
has pointed out that most of them were tucked away during Romdahl’s
time.' Yet at the same time he bought works by a later generation of
female artists, including Sigrid Hjertén, Vera Nilsson, Signe Hvistendahl,
and Greta Knutson-Izara. Romdahl, with his strong ties to the Artists’
Association, had little time for nineteenth-century anecdotal and senti-
mental painting. He was scarcely aware of, let alone concerned by, the fact
that his value judgements risked reducing the number of female artists on
the museum’s walls.

Monumental, male motives there were aplenty, on the other hand.
The gallery by the east stair — where Gustaf Cederstrom’s The Body of
Charles XII of Sweden being carried home from Norway now hangs — was named
the Forsberg Gallery. The central work here was Nils Forsberg’s Acrobat
Family before the Circus Manager, but the Hugo Salmson nearby, Hoeing White
Beets in Picardy, was one of the museum’s paintings that Romdahl valued
most. In the middle of the gallery stood John Borjeson’s Skittle-player.

The walls of the galleries on the fifth floor were clad in ‘grey or
dark hemp-yellow’ fabric, while the Sergel galleries, Baroque Hall, and
Forsberg Gallery had whitewashed stone walls.'*® The cornice mouldings
are all different. The Baroque Hall was given a blue-grey concrete ceiling
with gold leaf ornamentation; the Dutch Cabinets had gilt mouldings.

Farthest east were three smaller exhibitions rooms that mirrored the
Dutch Cabinets at the opposite end. The first of these Cabinets was given
over to Hugo Salmson (1843-1894), but also contained works by Georg
Pauli, Alfred Wahlberg, Anna Gardell-Ericson, and others. In the next
Cabinet, the 1890s room, hung Bjérn Ahlgrensson’s Glowing Embers at
Dusk. Paradoxically there were also a couple of 1880s works by Zorn and



1925 érs vagledning rekommenderar besékaren att ta trappan
upp fran Forsbergssalen. Redan 1 trappan méttes man av nagra verk
ur Furstenbergs samling, daribland Carl Larssons Sjaluportrdtt. I stora
salen dominerade Konstnirsforbundarnas 1890-talsmaleri och Ernst

Josephsons Ncken och portritt av Gothilda Fiirstenberg. I rummet till
héger om trappan fanns Fiirstenbergs samlingar av franskt, norskt,
danskt och tyskt maleri.

Narvaron av tva dominanta donatorer pa éversta vaningen stor
det kronologiska flédet. Fran oster till vister foljde efter de Fiirsten-
bergska rummen tva parallella historiska spar. Narmast Gotaplatsen
visades danskt och norskt maleri i tre salar, foljda av ett rum dgnat
at Carl Wilhelmson. Romdahls drém var att Konstmuseet skulle ut-
vecklas till "ett nordiskt centralmuseum f6r konst”.!* Han uppfattade
Goteborgs gentemot Stockholm sdrskiljande drag: de intensiva kon-
takterna med Norge och Danmark och den vistsvenska koloristiska
traditionen.

I filen av rum s6der om de norsk-danska salarna hingde mot-
svarande skeden i svensk konst: svenska Attiotalssalen, Konstnirs-
férbundet samt det nyaste svenska maleriet. De norska-danska sam-
lingarna hiangde pa vitkalkade vdggar. Den sédra filen av salar var
kladda med viv och tapeter. 1880-talssalen och Konstnarsférbundar-
nas sal hade ockrafirgade tygtapeter med rombiskt monster. Georg
Pauli berémmer att man undvikit kritvita vaggar "som passar sa illa
till Férbundets grilla kolorit” medan Edvard Alkman tycker vag-
garna har en tendens att dta upp tavlorna och Tor Hedberg séger sig
foredra vita vaggar 1 alla rum.'%’

Detnyaste svenska méleriet hingde paljusgra vaggar och innehéll
framfor allt Matisseelevernas konst, som alltsd fick en framtradande
plats pa museet redan fran 6ppnandet. Har fanns dven flera verk av
Fjaestad - ddribland gobelingen Rinnande vatten — och en skulptur av
Ninnan Santesson som tillsammans med Hanna Pauli var de enda
kvinnliga konstnarerna som fanns representerade pa dvervaningen.

De tre vistliga rummen var, som namnts, tilldelade Werner Lund-
qvists samlingar. Har brots med nédvindighet savil den kronologiska
som geografiska strukturen, eftersom samlingen inneholl konstverk
alltifran medeltid till samtid, och fran skilda europeiska linder. Rum-
met vid trappan dgnades at den franska samlingen med verk av Pablo
Picasso, Henri Matisse och Vincent van Gogh. Innanfér fanns den
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Allan Osterlind. The inner Cabinet, the counterpart of the Rembrandt
room at the other end of the floor, was devoted to ‘one of the strange
personalities in Swedish art’, Ivar Arosenius.'®® There can be no doubting
the depth of Romdahl’s admiration for Arosenius. In this Cabinet he also
placed Mustering Recruits by Axel Pettersson 1 Déderhult, a Swedish folk
artist. In 1909 the Gothenburg Museum had been the first to acquire a
work by “The Déderhulter’; Romdahl’s doing in fact, and without the
permission of the museum’s purchasing committee. As he later wrote,
he was convinced that the sculpture was not a curiosity, but rather ‘abso-
lutely a masterpiece’.!*

Mirror symmetry had also determined the layout of the upper floor.
It was dominated by two significant collector-cum-benefactors: Pontus
Furstenberg in the east rooms and Werner Lundqvist in the west.
However, since both of these collections imposed specific demands, the
sequence of rooms was designed differently from the floor below. There
was no attempt to recreate the floor plan of the Furstenberg home. Unlike
the mezzanine (now the fifth floor), which was side lit, all the galleries on
the upper floor had skylights. Romdahl had the largest of the Furstenberg
galleries, by the stair, painted chocolate brown, the two smaller rooms to
the east white and red, and the gallery for Fiirstenberg’s foreign collec-
tions hung with terracotta-coloured fabric.'®

The 1925 guide suggested that the visitor take the stair up from the
Forsberg Gallery. On the staircase you passed several works from the
Furstenberg collection, amongst them Carl Larsson’s Self-portrait. In the
large gallery the Artists’ Association 1890s paintings predominated, plus
Ernst Josephson’s Water sprite and his portrait of Goéthilda Fiirstenberg.
In the room to the right of the stair were the Fiirstenbergs’ collections of
French, Norwegian, Danish, and German painting.

The presence of two influential benefactors’ collections on the upper
floor disturbed the chronological flow. From east to west, the Furstenberg
rooms followed two parallel historical tracks. Closest to Gotaplatsen were
three galleries of Danish and Norwegian painting, followed by one room
of Carl Wilhelmson. Romdahl’s dream was that the Museum of Art
should evolve into ‘a Nordic central museum for art’.'®® He had grasped
Gothenburg’s particular appeal over Stockholm: its close contacts with
Norway and Denmark, and the West Swedish Colourist tradition.

In the sequence of rooms south of the Norwegian-Danish galleries
hung the equivalent period of Swedish art: the Swedish 1880s gallery, the



gustavianska salen med huvudsakligen svenska malningar. Langst at
viaster lag (och ligger) det sd kallade Brodrarummet. Detta var allt-
sa placerat rakt ovanfér den Nederldndska samlingen. I Romdahls
hangning av det nya museet var Kruses Livets trid placerad pa vaggen
rakt ovanfér Rembrandts Riddaren med falken1 vaningen under.

Aven om Romdahl férstas hade det yttersta ansvaret for hing-
ningen av Lundqvists samling fortsatte den att dryftas pa Brodernas
sammankomster. De planerade intensivt f6r rummens utformning
och hingning under sina sammankomster 1 bérjan av 1920-talet och
deras kronika &r fylld av skisser, planritningar, verksforteckningar
och beskrivningar av de enskilda verkens kvaliteter.'®® Bréderna kan
karaktériseras som ett autonomt maktcentrum vid sidan av Gote-
borgs stads officiella styrelser och nimnder.

I Lundqvists donation specificeras ocksa ingdende rumsdisposi-
tionen. Medlen ska “anvindas till byggandet och ordnandet av tre
sammanhingande rum dirav ett trapprum 1 dvre vaningens vastra
delar” som ska kallas "Werner Lundqvists samling”. I Brédrarum-
met ska "utstéllas tavlor av Goteborgsmalarne Ola Kruse och Ivar
Arosenius jimte medeltida konst”. Rummet utanfér ska visa "tavlor
och konstféremal fran Gustavianska konstepoken” och i rummet vid
trappan ska den franska konsten stéllas ut. Andra verk som Lund-
qvist donerade som John Stens Kdllan, Nils von Dardels Hamn vid
atlantiska oceanen, Willumsens Sol och ungdom, Joakim Skovgaards Adam
ensam 1 lustgdrden och Poul Christiansen Den unge Dante hilsar Beatrice
kunde museet ddremot disponera friare.

Romdahl var angelagen om hingningens estetiska verkan. Han be-
tonade, som framgdtt ovan, vikten av att malningarna fungerade till-
sammans farg- och stilméssigt. Av fotografierna att déma foérsokte
han dven astadkomma ett rytmiskt fldde. Kompositionella riktningar
1 malningarna togs gérna upp, eller brots, 1 angransande verk. Vig-
garna arrangerades symmetriskt, ndgot som ar kidnnetecknande for
1920-talsklassicismens interiorer. Ett dominerande mittstycke flan-
kerades av mindre malningar.'® Romdahl arbetade &ven med teman
dér verk tillats kommentera varandras innehall, som 1 exemplet med
landskapen bredvid Rembrandt.

Malningarna var tradhingda, for det mesta arrangerade med
jamn nederkant. Infér 6ppnandet hade méanga ramar fatt ny f6rgyll-
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Artists’ Association, and the newest Swedish painting. The Norwegian-
Danish collections hung on whitewashed walls. The galleries of the
southern series were hung with fabric and wallpaper. The 1880s gallery
and the Artists’ Association Gallery had an ochre-coloured fabric with
rhombic patterns. Georg Pauli commended the absence of snow-white
walls ‘that are so ill-suited to the Associations’ garish hues’, while Edvard
Alkman thought the walls had a tendency to eat up the paintings, and Tor
Hedberg said he preferred white walls in all rooms.'®

The newest Swedish painting was hung on pale grey walls, and con-
centrated on the work of Matisse’s pupils, who were thus given a promi-
nent place in the museum from its very inception. There were also several
paintings by Fjestad — and the tapestry Running water — and a sculpture by
Ninnan Santesson, who together with Hanna Pauli was the only female
artist represented on the upper floor.

The three rooms to the west exhibited Werner Lundqvist’s collec-
tions. It was here that the chronological and geographical structure de-
teriorated, since the collection comprised works from the Middle Ages
to the present, and from different European countries. The room by the
stair housed the French collection, with works by Pablo Picasso, Henri
Matisse, and Vincent van Gogh. Beyond lay the Gustavian Gallery
with mostly Swedish paintings. Furthest west was (and is) the so-called
Brothers” Room. This was thus situated immediately above the Dutch
collection on the fifth floor. In Romdahl’s hanging of the new museum,
Kruse’s The Tree of Life was placed on the wall directly above Rembrandt’s
The Knight with the Fulcon one floor below.

Although it was Romdahl who was responsible for the hanging of
Lundqvist’s collection, it continued to be discussed at the Brothers’ meet-
mngs. At the meetings in the early 1920s they discussed the rooms’ design
and hanging intensively, and their chronicles are full of sketches, ground-
plans, inventories, and descriptions of the individual works’ qualities.'%®
The Brothers can best be characterised as autonomous power brokers
alongside the city of Gothenburg’s official board and committees.

Lundqvist’s donation had stipulated a specific, detailed room dispo-
sition. The funds were ‘to be used for the building and arrangement of
three interconnecting rooms, of which one a landing on the upper floor’s
western part’ that was to be called “Werner Lundqvist’s collection’. In
the Brothers’ Room was ‘to be exhibited paintings of the Gothenburg
painter Ola Kruse and Ivar Arosenius together with mediaeval art’. The



ning och minga malningar konserverats eller restaurerats.'”” Mellan
storre malningar placerades mindre, ofta 1 tva eller flera register. Pa
storre viggar arrangerades malningarna inte sdllan 1 undergrupper,
grupperade kring ett storre verk. Sviter med tavlor avbrots inte sél-
lan av en skulptur eller mébel. Skulpturer och mébler fanns dven
mer fritt placerade i rummet. Dar arkitekturen sa tillat hade utsikten
fran ett rum till ett annat anvénts till att hinga en anslaende malning
1 blickfanget, som dirigenom inramades av dérromfattningen. Den
langa sviten av dansk-norska rum pa évervaningen, dar dorropp-
ningarna ligger 1 linje, bréts av med draperier vid ingangarna till den
s& kallade Attkanten mitt i filen.

Under férsokshingningen av den gustavianska salen fanns
dekorationsmalade tapeter pa vdggarna, med klassiserande friser
som ramar in vaggfilten vilket Romdahl inf6ért pa Goteborgs Musei
Konstavdelning. Dessa ersattes av malade vaggar utan dekorations-
maleri till invigningen. Romdahl hade ocksa att férhalla sig till Axel
Gauffins 1700-talssal pd Nationalmuseum som erho6ll mycket be-
rom."" Gauffin anvinde, liksom Bergh och Romdahl, mébler och
skulpturer som bryggor. Jamfoért med 1 Stockholm hiangde Romdahl
betydligt glesare, kanske av nédvéndighet. Det nedre registret hang-
de ocksa nagot hogre 1 Goteborg och Romdahl undvek att anvanda
vaggytornas ovre halft.

Romdahl hade redan 1920 f6regripit arrangemanget 1 den nya mu-
seibygenaden 1 en artikel 1 Ord och Bild. I den davarande museibygg-
naden hade samlingen en provisorisk karaktir, men 1 den nya "vid
Gotaplatsen skall dess saregna karaktér och dess betydelsefulla insats
1 museisamlingen som helhet &n klarare framtrada”."’? Vad som omga-
ende slar en nutida betraktare, uppfostrad med modernismens estetik,
ar hur Romdahl anvinder mobler, textilier och blommor 1 interiérerna.
Det ar inte, kanske med undantag f6r de Furstenbergska rummen, ett
utslag av en idé att efterlikna bostider eller andra extra-museala mil-
joer. Jag har inte sett Romdahl uttryckligen diskutera blomsterarrang-
emangen, men de tycks ha varit estetiskt motiverade. Blommor, deko-
rativt planterade 1 stora gjutjarnsurnor fran Néfveqvarns bruk, eller
ldgre arrangemang pa bord, bidrog till skonhetsupplevelsen 1 rummen.
Romdahl riknade ocksa in utsikten genom fonstren till den estetiska
upplevelsen: fran Sergelgallerierna kunde den trétte museibesékaren

blicka "ut 6ver staden bort mot Hisingens blanande hojder”.'”?
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room beyond was to show ‘paintings and objets d’art from the Gustavian
epoch’ and in the room by the stair, the French art. Other works donated
by Lundqvist — John Sten’s The Source, Nils von Dardel’s Atlantic Fort,
Willumsen’s Sun and Youth, Joakim Skovgaard’s Adam alone in the Garden
of Eden, and Poul Christiansen’s The Young Dante greeting Beatrice — the
museum was at liberty to display as it saw fit.

Romdahl was concerned about the hangings’ aesthetic effect. As we have
seen, he was at pains to emphasise the importance of the paintings work-
ing together in terms of colour and style. Judging from the photographs,
he also attempted to achieve a rhythmic flow. Compositional elements
such as direction were picked up on, or contradicted, in neighbouring
works. The walls were arranged symmetrically, something that is charac-
teristic of 1920s Classicist interiors. A dominant middle piece is flanked
by two smaller paintings.'® Romdahl’s modus operandi also included al-
lowing works to comment on each other’s content, as the example of the
landscapes hung next to the Rembrandt shows.

The paintings were hung on wire, and generally with their lower
edges aligned. Prior to the opening, many of the frames were freshly
gilded and numerous paintings were conserved or restored.'”’ Between
larger paintings you often found smaller works, often in two or more
registers. On large walls, paintings were frequently arranged in groups,
clustered around a major work. A succession of paintings was not infre-
quently interrupted by a sculpture or a piece of furniture. Sculptures and
furniture were also to be found placed more freely around the rooms.
Where the architecture allowed it, the prospect from one room to another
was used to hang a striking painting in the visitor’s line of sight, framed
in the doorway. The long sequence of Danish-Norwegian rooms on the
upper floor, where the doorways are in line, was broken with portieres at
the entrance to the Octagon in the middle.

During the trial hanging of the Gustavian Gallery, there had been
decorative wallpaper on the walls, with classical friezes framing central
panels, which Romdahl had introduced at the old Gothenburg Museum.
These were replaced by painted walls without decoration in time for the in-
auguration. Romdahl could also draw on the experience of Axel Gauffin’s
eighteenth-century gallery at the Nationalmuseum, the subject of much
favourable comment."* Gauffin, like Bergh and Romdahl, used furniture
and sculptures as bridges. Compared with Stockholm, Romdahl’s hang-



Utsikterna frdn museet, avbrotten i1 konstbetraktandet, ar lite
behandlade 1 museiforskningen. Losningen av fonstersattningen be-
handlas mestadels som en fraga om belysningsteknik eller vaggut-
rymme. Detta till trots har de flesta museibyggnader medvetna 6pp-
ningar mot omvéirlden som arkitekten skapat.

Berghs forandring av Nationalmuseum 1913-1915 beskrivs ofta
som en reducering av sidofonstren till f6rmén fér 6verljus. Rent kvan-
titativt ar detta onekligen sant. Men Bergh var tveklost uppmarksam
pa betydelsen av utsikter. I forslaget till ombyggnad av kupolsalen
betonas hur en férhdjning av golvet lings med fonstren gor utsikten
over Strandvagen och Nybroviken synlig.'”*

Hogmodernismen som intrider efter Andra varldskriget betonar
bildkonstens visuella karaktdr. Besokaren ar framfor allt betraktare.
Konsten ska primidrt upplevas med synsinnet. Ingenstans blir detta
tydligare dnidet moderna konstmuseet. I utstallningssalarna far man
inte ta pa féremalen, man forvantas tala lagmalt eller helst begrunda
konsten 1 tysthet, man fir inte dta eller dricka. Salarna férvintas
vara relativt doftlosa, eller 1 varje fall sakna patrdngande odérer. Det
taktila, sinnliga och olfaktiva som praglar konstverkens produktion,
doljs 1 utstillningsrummet dér konsten blir exklusivt retinal.

I sina klassiska artiklar om ”den vita kuben” 1 Artforum 1976 gor
Brian O’Doherty en distinktion mellan "the Spectator” och "the
Eye”, "askadaren” och "6gat”. Den férstndmnde férknippas med ro-
mantikens konstsyn och har nagot av manlig tjockskallighet 6ver sig,
enligt O’'Doherty. Ogat kan trinas pa ett sitt som dskadaren inte kan.
Det dr ett nobelt organ som dr estetiskt och socialt Gverlagset askada-
ren.'” Askadaren tycks ha en fot kvar i 1800-talet. Det ir han - alltid
en han - som spatserar runt 1 utstallningssalarna med en promenad-
kapp, och foérsoker hitta limpliga positioner att betrakta verken fran,
inte helt olik Caspar David Friedrichs Riickenfiguren. Ogat, 4 sin sida,
har frigjort sig fran sin kropp.

Betoningen av det visuella omformar besokaren till en askadare
utan kropp - "the disembodied body” — den okroppsliga kroppen.
Allt som placeras 1 det modernistiska utstillningsrummet tenderar att
uppfattas efter formalistiska kriterier. I sin mest renodlade form ar det
ett vitt rum, med Overljus, effektivt avskuret fran varlden utanfor.

I detta perspektiv framstar Romdahls museum dnnu inte som fullt
modernt. Mébler, mattor och blommor, dekorationsmalade vaggar,
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ing was much more sparse, perhaps of necessity. The lower register was
also hung somewhat higher in Gothenburg, and Romdahl avoided using
the upper half of the walls.

As early as 1920 Romdahl had anticipated this arrangement in the
new museum in an article in the periodical, Ord och Bild. In the old building,
the collection had a provisional character, but in the new ‘at Gétaplatsen
its distinctive character and its significant place in the museum collection
as a whole will appear all the more clearly’.'”” What immediately strikes
a modern observer, raised with a Modernist aesthetic, is how Romdahl
uses furniture, textiles, and flowers in the interiors. It is no#, unless with
the exception of the Fiirstenberg rooms, the result of a determination to
mimic homes or other non-museum settings. Romdahl does not seem to
have expounded on flower arrangements as such, but his choices seem to
have been aesthetically motivated. Flowers, planted decoratively in large
cast-iron urns from the Nifveqvarn factory, or in low arrangements on
tables, contributed the sense of beauty in the rooms. Romdahl included
the view from the windows in his aesthetic calculations: from the Sergel
galleries, weary museum visitors could look ‘out over the city towards the
distant blue hills of Hisingen’.'”®

The views from a museum, the pauses in viewing art, are seldom
considered in museum research. Solutions to the problem of window po-
sition are treated mostly as questions of lighting techniques or wall space.
Despite this, most museum buildings have conscious openings to their
surroundings that the architect has created.

Bergh’s alterations to the Nationalmuseum between 1913 and 1915
are often described as a reduction in the role of side windows to the ad-
vantage of top lighting. In purely quantitative terms this is undeniably
true. But Bergh was plainly well aware of the significance of outlook. In
the proposal for the rebuilding of the Cupola Gallery, it was emphasised
how the raising of the floor underneath the windows would provide a
view over Strandvigen and Nybroviken.'”*

The high Modernism of the period following the Second World War
emphasised the pictorial arts’ visual character. The visitor was above all
an observer. Art should primarily be experienced visually. Nowhere is
this more obvious than in a modern museum of art. You are not allowed
to touch the objects, you are expected to talk quietly or preferably to
contemplate the art in silence, you may not eat or drink. The galleries are
expected to be relatively neutral in smell, or at any rate free from insist-



tyger och tapeter, férankrar maélningarna 1 utom-visuella upplevel-
ser, och gor besdkaren medveten om andra kroppsliga fornimmelser
an de rent visuella. Men utvecklingen under Romdahls tid gar mot
alltmer modernistiska hdngningar, 4ven om han mot slutet av sin
karridr inte ligger 1 frontlinjen av utvecklingen. Det mest vilkinda
och tongivande exemplet pa ett nytt hingningsparadigm skedde pa
tysk mark, ungefar samtidigt som det nya konstmuseet invigdes 1
Goteborg. Hannover Landesmuseum blev pa 1920-talet ett mons-
ter for ett nytt, modernt sdtt att arrangera konsten under Alexander
Dorners ledning. Malningarna hangdes 1 ett register 1 6gonhdjd och
med vil tilltaget utrymme emellan dem."” Detta sdtt att hdnga skapar
en nirmre relation mellan betraktaren och verket. Man méter sd att
sdga konsten 6ga mot 6ga.'”’

Romdahl hade all anledning att vara tillfreds med hangningen av det
nya museet. Men det hindrade inte att han ater snart bérjade hanga
om. En museisamling maste hela tiden utvecklas, enligt Romdahl.
Den kan forbittras genom nya inkdp och donationer, och arrang-
emangen av samlingarna kan alltid géras dnnu béttre. Till skillnad
fran exempelvis Isabella Stewart Gardner Museum i Boston, som
ar ett monument 6ver en samlare och som for alltid behéller sin ur-
sprungliga hingning, har Géteborgs konstmuseum kontinuerligt f6r-
dndrats. Detta giller aven de bada donationsavdelningarna. Redan
Romdahl arrangerade ibland om 1 de Firstenbergska och Lundqvist-
ska rummen, eftersom donationerna inte detaljstyr hingningen.
Inte minst Gustaf Werners fortsatta donationer av dldre maleri kom
att paverka strukturen. Den Nederldndska avdelningen doptes redan
efter tvd ar om till, "Rummen for nederliandskt och italienskt maleri
7(1927), och senare till "Rummen f6r gamla mastare” (1931). 1934
genomfordes flera stérre omhingningar. Rummet ndrmast dster om
Barockhallen blev ett sarskilt Rubensrum efter donationen av Konung-
arnas tillbedjan. Arrangemanget for tankarna till ett altare, vilket forstas
malningen ocksd en gang var tankt fér. Mélningen star pa ett textil-
klitt podium som flankeras av tva hoga kandelabrar (sannolikt 1700-
tal).””® Arrangemanget liknar hur Bergh pa Nationalmuseum lit sitta
upp fristdende spiralvridna kolonner pa var sin sida av Rembrandts
Claudius Civilis,'™ men bade Romdahls och Berghs ursprungliga inspira-
tionskalla var sannolikt Bode pa Kaiser-Friedrich Museum.'®
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ent odours. All that is tactile, sensual, and olfactory - the distinguishing
marks of art’s creation — is hidden in the exhibition space, where the art
becomes exclusively retinal.

In his classic articles on ‘the white cube’ in Artforum, Brian O’'Doherty
makes a distinction between ‘the Spectator’ and ‘the Eye’ The first is
associated with the Romantic view of art, and has ‘a touch of male obutese-
ness’ aboutit, according to O’Doherty. The eye can be trained in a way that
the spectator cannot. It is a noble organ that is aesthetically and socially
superior to the spectator.”” The spectator is thought to have one foot stuck
in the nineteenth century. It is he — always a he — who strolls around the ex-
hibition galleries with a walking stick, trying to find suitable positions from
which to view the works, not unlike Caspar David Friedrich’s Riickenfiguren.
The eye, for its part, has liberated itself from its body.

The emphasis on the visual refashions the visitor as a spectator with-
out a body - ‘the disembodied body’. Everything placed in a Modernist ex-
hibition space tends to be construed using formalistic criteria. In its purest
form it is a white room, top-lit, effectively cut off from the world outside.

In this perspective, Romdahl’s museum is revealed as not yet fully
modern. Furniture, carpets, flower arrangements, decoratively painted
walls, textiles and wallpaper; they all anchor the paintings in extra-visual
experiences, and make the visitor aware of other physical sensations than
the purely visual. But the trend during Romdahl’s time in Gothenburg
was towards ever more Modernist hangings, even if near the end of his
career he was no longer at the cutting edge. The best known, trendset-
ting example of a new hanging paradigm was to be found on German
soil, at about the same time as the new Museum of Art was opened in
Gothenburg. Under the leadership of Alexander Dorner, the Hannover
Landesmuseum in the 1920s became the pattern for a new, modern way
of arranging art. The paintings were hung in one register, at eye-level,
with ample space between them.'”® This way of hanging creates a closer
relationship between the viewer and the work. You meet the art eye to
eye, so to speak."”’

Romdahl had every reason to be satisfied with the hanging of the new
museum. Yet this did not prevent him from embarking on a round of
rehanging soon after it opened. A museum collection must constantly de-
velop, he noted. It can be improved with new acquisitions and donations,
and the arrangement of the collections can always be done even better.



Under Romdahls sista ar vid museet skedde ndgranya stérre omhang-
ningar, denna gang under yttre tryck. Efter den tyska ockupationen
av Danmark och Norge 1 april 1940, och hotet om luftbombningar,
placerades museets konstsamlingar samma manad 1 interna och ex-
terna skyddsrum. All skulptur flyttades ner 1 Skulpturhallen. Under
resten av aret visades ett par mindre teckningsutstillningar pa mel-
lanvaningen samt, under hésten, en mindre utstédllning med maleri ur
samlingarna pa 6versta vaningen.'®" Viren 1941 holls utstdllningen
Folk och Forsvar, en av museets mest publikdragande, varefter museet
delvis renoverades. Nar konsten ater packades upp genomférdes de
mest omfattande omhdngningarna sedan invigningen 1925.

Romdahl bibeholl 1 stort det kronologiska monstret, men salarna
hingdes betydligt glesare, for att underlitta en eventuell ny evaku-
ering av konsten. Som en {6ljd av den mer spatiésa hangningen blev
salarna vackrare och konsten framtridde bittre, konstaterade musei-
chefen.’® Det ar latt att glomma, betraktat fran samtidens horisont,
att utglesningen av hdngningen, som var ett internationellt feno-
men, skedde en vixelverkan med en férandring av publikens smak.
"Det glesa anordningssitt som numera erévrat hela virldens musei-
visen, har behévt en ny publikgeneration for att kunna uppskattas”,
skriver Sixten Strombom 1934, och pekar dven pa hur funktional-
ismen samtidigt forandrat heminredningsidealen.'®® Dartill tycks,
som André Malraux berér 1 "Le Museé Imaginaire”, det foreligga
en interaktion mellan museernas sitt att presentera konst och de
illustrerade konstbockerna. I bockerna presenteras bildkonsten utan
ramar mot vit bakgrund. Varje verk ar tydligt avgrinsat fran an-
dra reproduktioner. Detta kan stdllas mot 1800-talets sitt att repro-
ducera konst, ddr sammanstéllningar ofta gjordes med flera verk pa
samma sida 1 komplexa konstellationer. En likartad utveckling har
skett pd museivdggarna.

De tre vidstra kabinetten dgnades ater uteslutande nederlandskt
maleri. Det forsta fran Barocksalen raknat arrangerades kring Frans
Hals, det andra kring Jan Mijjtens, medan det innersta fortfarande
organiserades runt Rembrandt. De utflyttade italienska, spanska och
flamlédndska mélningarna hangdes tillsammans med Rubens Konung-
arnas tillbedjan 6ster om Barockhallen. Romdahl noterar 1 arsrappor-
ten "den stegrande verkan som avvanns de gamla mistarnes verk

genom denna rymliga upphangning”.'#*
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Unlike, for example, the Isabella Stewart Gardner Museum in Boston,
which is a monument to one collector and which must retain its original
hanging for all time, the Goteborg Museum of Art has changed con-
tinuously. This is also true of both the donated collections. Starting with
Romdabhl, the Furstenberg and Lundqvist rooms were occasionally rear-
ranged, because the terms of the donation did not specify the hanging in
every last detail.

More to the point, the sustained influx of older painting donated by
Gustaf Werner continued to demand changes to the hanging: the Dutch
roomhad toberenamed only two yearslater as ‘Dutch and Italian Painting’
(1927), and again as ‘Old Masters’ (1931). In 1934 there were several
larger rehangings. The room immediately to the east of the Baroque Hall
became a specific Rubens Room after the donation his The Adoration of
the Magr. The arrangement leads the visitor’s thoughts to an altar, for
which of course the painting was once intended. The painting stands
on a fabric-covered podium flanked by two tall candelabra (probably
eighteenth-century).”” The arrangement is similar to the way in which
Bergh at the Nationalmuseum had erected free-standing twisted columns
on either side of Rembrandt’s Claudius Civilis,'™ but both Romdahl’s and
Bergh’s original source of inspiration was probably Bode’s work at the
Kaiser-Friedrich-Museum.'®

During Romdah!’s final years at the museum there were several new large
rehangings, this time the result of external pressures. After the German
occupation of Denmark and Norway, and the threat of aerial bombing, in
April 1940 the museum’s art collections were placed in safe storage, both
in the museum and off-site. All sculpture was moved down to the Sculpture
Hall. For the remainder of 1940, a couple of smaller exhibitions of draw-
ings were held on the middle floor, along with a small display of paintings
from the collections on the upper floor during the autumn.'® The spring
of 1941 saw the exhibition Folk och Forsvar (Nation and Defence), which
drew large crowds, after which the museum underwent a partial renova-
tion. When the art could finally be unpacked, the most comprehensive
rehanging since the inauguration in 1925 was undertaken.

The chronological pattern was largely retained, but Romdahl hung
the galleries much more sparsely to facilitate an evacuation of the art
should it once again become necessary. As a consequence of the more spa-
cious hanging, the galleries became more beautiful and the art appeared



Kabinetten 1 den 6stra anden av mellanvaningen genomgick ocksa
en intressant ommoblering. Som en f6ljd av det stora intresset for
Goteborgskolorismen vid denna tid reserverades det inre kabinettet
for samtida goteborgsmaleri, samtidigt som Arosenius flyttades ut 1
det mellersta rummet, som pa 1930-talet anvants fér nyférvarv av
modernt maleri. Hirmed skapades en sekvens av betydande vastkust-
maleri. Besokaren gick forst genom rummet med Carl Wilhemson
och darefter Ivar Arosenius for att hamna 1 det avslutande rummet
med verk av Carl Kylberg, Tor Bjurstrém, Nils Nilsson, Ivan Ivarsson,
Ragnar Sandberg och Inge Schiéler. I samband med hans utstallning
1942 képtes dven verk av Ake Goransson. Eventuellt hingde hir dven
Signe Hvistendahls Azalea som Romdahl framhaller 1 rsrapporten.'

Det som fick maka pa sig var framfér allt Karl Johan-tidens maleri
och Disseldorfarnas. Realismen och friluftsmaleriet hade fortfaran-
de en stark position medan det tidigare 1800-talet, som foljd av den
genealogi som modernismen upprittade, uppfattades ha konstnarligt
ligre virde.'® Aven de Fiirstenbergska samlingarna glesades efter-
hand ut. Visst tog hingningarna hinsyn till den dokumentation som
finns fran det Fiirstenbergska hemmet, men eftersom samlingen ar
sammanford fran flerarum kan &ndé aldrig nagon fullstandig 6verens-
stimmelse med ursprungshingningen astadkommas. Vid omhing-
ningen 1941 beslutade Romdahl att den 6versta raden av mélningar
skulle plockas ner f6r att ge rummen ett mer “ordnat” uttryck.'®

De flitiga omhéngningarna gjorde snabbt guideb6ckerna till mu-
seet fordldrade. I férordet till 1942 ars vagledning till museet skriver
Romdahl att boken utformats med tanke pa att konstverken "ej ovill-
korligt forbli utstéllda pa samma plats” och att den ddrmed inte langre
ar upplagd som en vandring genom byggnaden.'® Denna utgéva av
vigledningen innehéller till skillnad fran de éldre en inbladad karta
som museet efter behov kunde byta ut mot mer aktuella.

Det som framst vixte under krigsaren var samlingen av svensk
nutidskonst med flera omhédngningar som f6ljd. Fyra rumsavskiljande
skarmar stélldes upp ldngs vardera langvaggen i salen fér svenskt
maleri efter 1909 (nuvarande sal 24) for att strukturera samlingen
och ge storre vaggyta. Men det finns ingen mgjlighet att visa all den
samtidskonst man skulle 6nska, suckar Romdahl.!®

I maj 1944 skedde en ny evakuering av de mest virdefulla de-
larna av samlingarna, efter varsel fran militdren om f6rhojd risk for
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to greater advantage, remarked the museum director.'® It is easy to for-
get, looking back, that the thinning out of the hanging — which was an
international phenomenon - took place in conjunction with a change
in public taste. “The sparse arrangements that have conquered all the
world’s museums nowadays needed a new generation of spectators for
its full appreciation’, wrote Sixten Strombom in 1934, pointing out at the
same time how functionalism changed the tenets of interior design.'?
Furthermore, as André Malraux mentions in ‘Le Musée Imaginaire’, it
would seem that there was an interaction between the museums’ manner
of displaying art and its presentation in illustrated art books. In the books,
pictorial art was presented without frames against white backgrounds.
Each work is sharply marked off from the other reproductions. This
can be contrasted with the nineteenth-century way of reproducing art,
in which compilations of several works were often printed on the same
page in complex constellations. A similar development had taken place
on museum walls.

The three western Cabinets were once again devoted to Dutch paint-
ing. The first Cabinet after the Baroque Gallery centred on Frans Hals,
the second on Jan Mijjtens, while the innermost was still arranged around
Rembrandt. The relocated Italian, Spanish, and Flemish paintings were
hung with Rubens’ The Adoration of the Magi to the east of the Baroque
Hall. Romdahl noted in the year-book ‘the heightened effect accorded the
Old Masters’ work by this spacious hanging’.'#*

The Cabinet at the east end of the middle floor also underwent an
mteresting reshuffle. As a consequence of the renewed interest in the
Gothenburg Colourists, the inner cabinet was reserved for contempo-
rary Gothenburg painting, at the same time as Arosenius was moved
to the middle room, which in the 1930s had housed new acquisitions
of modern art. This created a sequence of significant West Coast paint-
ing. The visitor first passed through rooms of first Carl Wilhemson and
then Ivar Arosenius to finish in the final room, with its works by Carl
Kylberg, Tor Bjurstrom, Nils Nilsson, Ivan Ivarsson, Ragnar Sandberg,
and Inge Schidler. In conjunction with his exhibition in 1942, works by
Ake Goransson were purchased. Eventually Signe Hvistendahl’s Azalea,
to which Romdahl drew particular attention in the year-book, was also
hung here.'®

The bulk of the paintings that had to make way for all this were
those of the Carl Johan period and the Dusseldorf School. Realism and



bombningar. Till det som bedémdes som mest virdefullt horde,
férutom sjdlvklarheter som Rembrandt, exempelvis storre verk av
Gosta Sandels, Arosenius, Wilhelmson och Ivan Aguéli. Till det man
vagade ha uppe horde "en del yngre géteborgsmalare”.!*

Efter Andra varldskrigets slut 1 maj 1945 kunde Romdahl ater-
installera samlingarna fullt ut. I samband med detta genomférdes
dven en nyinstallation av armaturerna, for att ge battre ljus kvalls-
tid. I hogre utstrackning kunde ljuset nu riktas som punktbelysning
pa verken. Motsvarande férandring hade skett pa Nationalmuseum
redan 1931, dé en tekniskt avancerad belysning med mojlighet att
kombinera olika fargtemperaturer for att skapa dagsljusliknande for-
hallanden 1 salarna tagits 1 bruk.'?!

Vid denna tid fick museet ocksa ett anslag for att uppfora en ny
flygel. Sa tidigt som 1936 patalar Romdahl det akuta behovet av att
bygga till museet. Det saknades utrymmen f6r uppackning, fotografi-
ateljé, konservatorsverkstad och magasin, fértydligar han. Det saknas
ocksa salar att visa museets samlingar. For att battre kunna visa grafik
och teckningar konstruerades en monter efter amerikansk forebild, 1
vilken besokarna sjdlva kunde bliddra utan risk for st6ld eller aver-
kan.'? I slutskedet av kriget gick uppdraget till Sigfrid Ericson att
skissa pd en utbyggnad.!”® Det enda som blev av var en ombyggnad
av Skulpturhallen 1946. Fonstren pa sydfasaden Gppnades ner till
sockeln, efter nya ritningar fran Sigfrid Ericson. "I det inre métes
den intrddande av ett festligt ljusflode som pa ett levande satt later
skulpturerna framtridda ndra nog som 1 friluft”, skriver Romdahl med
en mild 6verdrift. "Sjdlva rummet har férlorat det instangda och kor-
ridorlika som man kritiserat hos det...!** Tillbyggnaden blev inte av
forran 1968, langt efter att bade Romdahl och Ericson gitt ur tiden.

MODERNT OCH KLASSISKT 1946-1968

Den 30 juni 1946 avgick Romdahl med pension. Hans dubbla tjanst
som professor vid hogskolan och chef f6r Konstmuseet klévs 1 sam-
band med pensioneringen. Vid hégskolan eftertrdddes Romdahl
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en plem air painting had held their strong position, while the earlier nine-
teenth century, thanks to the Modernist genealogy of art, was thought to
have less artistic value.'®® Even the Fiirstenberg collections were gradually
thinned out. Admittedly, the hanging took into consideration the surviv-
ing documentation of the Firstenbergs’ home, but since the collection
drew on several rooms, a complete reproduction of the original hanging
can never be achieved. With the rehanging of 1941, Romdahl decided
that the upper register of paintings should be removed to give the room a
more ‘organised’ impression.'®

The regular rehangings meant that the guidebooks to the museum
quickly went out of date. In the preface to the 1942 guide, Romdahl wrote
that the book had been designed bearing in mind the works of art ‘will not
unconditionally remain exhibited in the same place’, and that it was thus
no longer arranged as a tour through the building.'®® This edition of the
guide, unlike previous ones, had a map of the museum tucked into it that
could be switched for a more up-to-date version as the need arose.

During the Second World War, the fastest growing section was the
collection of Swedish contemporary art, with several rehangings as a con-
sequence. Several room dividers were set up along both long walls in
the gallery of Swedish painting after 1909 (what is now Gallery 24) in
order to structure the collection and provide more wall space. Yet it was
not possible to exhibit all the contemporary art one might have wished,
sighed Romdahl.'®

In May 1944 there was a new evacuation of the most valuable parts
of the collection following a warning from the military of the increased
risk of bombing. Amongst the items considered to be irreplaceable, apart
from obvious candidates such as the Rembrandt, were larger works by the
likes of Gosta Sandels, Arosenius, Wilhelmson, and Ivan Aguéli. Of those
that they risked keeping in place were ‘a number of young Gothenburg
painters’.t%

After the end of the Second World War in May 1945, Romdahl could
reinstate the collections in full. At the same time, new light fittings were
mstalled to provide better light in the evening. The fittings could now be
used as spot lighting, trained on the works to a far greater degree. The
equivalent change had taken place at the Nationalmuseum as early as
1931, which saw the introduction of a technically advanced lighting sys-
tem in which different colour temperatures could be combined to create
daylight conditions in the galleries.'?!



1948 av Sixten Strombom (1888-1983), tidigare intendent vid Na-
tionalmuseum, och pa museet av Alfred Westholm (1904-1996) som
1945 hade anstillts som amanuens. I samband med pensioneringen
6verlamnades ett par stérre donationer till museet. Den som satt
storst pragel pa museets hiangningar ar Axel Adlers gava av sjutton
malningar av Arosenius.' Som framgatt var Romdahl mycket tidigt
overtygad om Arosenius geni. I och med gavan fick Arosenius ater-
igen ett eget rum. Under Westholms tid anvandes det yttersta av de
ostliga kabinetten f6r Arosenius konst.'®

Westholm kom fran Falun och férédldrarna hade varit goda van-
ner med Carl Larsson. Fran barndomen mindes han dven Anders
Zorn."” Hans huvuddmne vid Uppsala universitet blev ocksa konst-
historia, med Johnny Roosval och Andreas Lindblom som lérare.'*
1932 tenterade han sin licentiatexamen f6r Roosvall 1 dennes hem
Muramaris norr om Visby.'”® Han tog dérefter 6ver en del av Roos-
vals undervisning vid Stockholms hogskola, dar han 1936 utnamn-
des till docent.?”

Viktigt f6r Westholm blev de utgravningsexpeditioner han del-
tog 1 till Asine och Dendra 1 Grekland, samt till Cypern 1926-1931.
1934 blev han forestindare f6r Cypernsamlingarna som packats upp
1 den Oxenstiernska Malmgarden 1 Stockholm, dér han ocksa skrev
sin doktorsavhandling om cypriotisk konst under hellenistisk och
romersk tid. Forskningen 1 cypriotisk konst ledde dven till ett intresse
for fotografi och samtida skulptur. 1950 utkom Westholm med en
bok om Carl Milles.?"!

1944 kontaktades Westholm av Romdahl, som han drygt tio ar
tidigare hade métt pa en konferens 1 London och darefter atersett
ndgra ganger under militirtjanstgoringen 1 Goteborg. Romdahl fra-
gade om han ville bli hans eftertrddare. Bakom férfragan lag sannolikt
att amanuens Carl Nordenfalk, som setts som Romdahls kronprins,
ville soka sig till Nationalmuseum.?”” Aven om Romdahl formellt inte
kunde utse sin arvtagare deltog han sdkert aktivt 1 diskussionerna.
Valet av Westholm kan ocksa ses som ett tecken pa att det dnnu vid
denna tid uppfattades finnas ett sjalvklart samband mellan antiken
och den mer samtida konsten.

Uppdelningen i en chef f6r konstmuseet och en professur i konst-
historia pa Hogskolan kan ses som en fortsdttning av verksamhe-
ternas professionalisering och differentiering. Det ansags inte langre
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Around this time the museum also received funds to build a new wing.
As early as 1936 Romdahl had been complaining of the acute need for an
extension to the museum. There was nowhere to unpack, no photograph-
ic studio, no conservators’ workshop or store, he explained. There were
also not enough galleries to display the museum’s collections. In order to
display prints and drawings to greater effect, a display case on American
lines was constructed which visitors could browse through without the
risk of theft or damage.'* In the closing stages of the war, the task had
fallen to Sigfrid Ericson to sketch an extension.'™® The only part that
was actually built was a remodelling of the Sculpture Hall in 1946. The
windows of the south facade were enlarged down to the skirting board,
mn line with Ericson’s design. ‘In the interior you are met by a splendid
flood of light that brings the sculptures to life almost as if they were in
the open air’, wrote Romdahl, exaggerating slightly. “The room itself has
lost the enclosed and corridor-like feel for which it was criticised.'** The
extension was not built until 1968, long after both Romdahl and Ericson
had departed this life.

MODERNITY AND CLASSICISM, 1946-68

On 30 June 1946 Romdahl retired. His twin positions as university pro-
fessor and director of the Museum of Art were separated. At the univer-
sity, Romdahl was succeeded in 1948 by Sixten Strémbom (1888-1983),
previously curator at the Nationalmuseum, and at the museum by Alfred
Westholm (1904-1996), who in 1945 had been taken on as an assistant
curator. In conjunction with Romdahl’s retirement a couple of large do-
nations were made to the museum. The one that was to leave the great-
est mark on the museum’s hangings was Axel Adler’s gift of seventeen
paintings by Arosenius.'* We have seen that Romdahl from an early date
was convinced of Arosenius’ genius. With the Adler donation, Arosenius
once again had his own room. During Westholm’s time, the easternmost
Cabinet was used for Arosenius’s work.'%

Westholm came from Falun and his parents had been good friends
with Carl Larsson. He also had childhood memories of Anders Zorn.'”



moOjligt for en och samma person att skota bada sysslorna. Dessutom
hade sedan linge tyngdpunkten 1 den vetenskapliga kunskapspro-
203 Men idéer om
ett ndra samarbete mellan museet och hégskolan fortsatte spira. Vid
denna tid tog Strombom, som ju hade lang erfarenhet fran musei-
varlden, initiativ till att starta ett konsthistoriskt institut efter forebild
fran Harvard University. Tanken var att inte bara erbjuda konsthis-
toriska kurser utan dven en praktisk och teoretisk museiutbildning.
Relativt langt gangna planer fanns pa en ny flygelbyggnad till museet
som dven skulle inrymma det konsthistoriska institutet.*** Samarbe-
tet mellan institutionerna underléttades av att den konsthistoriska
nstitutionen genom en donation inrymdes 1 Arvid Bjerkes hem och
kontor pa Dicksonsgatan 2 precis bakom museet.

Liksom Stréombom betonade de museala erfarenheterna i den
konsthistoriska undervisningen, vidholl Westholm vetenskapens
betydelse pa museet. 1952 inréttade han en arstrycksserie som, en-
ligt Bj6rn Fredlunds bedémning, fick en alltmer vetenskaplig inrikt-
ning.?* Serien lades ner 1967.

Westholm trivdes 1 sin nya hemstad. Den anda som han beskri-
ver sig méta 1 Goteborg var raka motsatsen till ”den statliga och
surmulna njuggheten 1 huvudstaden”?’ I rikets andra stad rddde
oppenhet och hjértlighet. Beskrivningen stér 1 bjart kontrast till den
dominerande sjalvbilden 1 Géteborg, uttryckt av bland andra Kjell
Hjern, av en krdmarstad, 1 grunden ointresserad av allt som inte kan
omsdttas 1 pengar.

1947 rekryterades Nils Ryndel (1917-2008) som amanuens,
samma ar som han lade fram sin fil. lic. 1 konstvetenskap.?”” Ryndel,
frdn 1954 med titeln intendent, kom framfor allt att ta hand om den
moderna konsten och utstillningarna samt kontakterna med sko-
lor, konstféreningar etc, medan fil lic. Karl-Gustaf Hedén (anstilld
som amanuens 1953, intendent frén 1958) ansvarade for de dldre
samlingarna och biblioteket.?”® Bade Ryndel och Hedén hade varit
elever till Romdahl. Hedén hade dérefter arbetat som amanuens vid
Zornsamlingarna i Mora och pa Nationalmuseum. Vid Géteborgs
konstmuseum ledde han uppbyggnaden av en fackmannamaéssig kon-
serveringsverksamhet.?® Denna uppdelning av intendenternas verk-
samhetsomraden f6ljde inte internationell standard, enligt Fredlund.
Det vanliga var att organisationen foljde konstnérliga tekniker.*"
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His main subject at Uppsala University had been art history, with Johnny
Roosval and Andreas Lindblom as his teachers.'”® In 1932 he took his
licentiate exam before Roosvall at the latter’s house, ‘Muramaris’, north
of Visby."”” He then took on some of Roosval’s teaching at Stockholm
University, where in 1936 he became a senior lecturer.?”

Crucial to his career was his participation in a series of archaeological
expeditions to Asine and Dendra in Greece and to Cyprus between 1926
and 1931. In 1934 he became head of the Cypriot collections that were
being unpacked at Oxenstiernska Malmgérden in Stockholm, where he
also wrote his doctoral thesis on Cypriot art in the Hellenistic and Roman
periods. Research on Cypriot art led to an interest in photography and
contemporary sculpture. In 1950 he published a book on Carl Milles.*"*

In 1944 Romdahl, to whom he had been introduced at a confer-
ence in London some ten years before, and had subsequently met several
times when doing his military service in Gothenburg, contacted him.
He asked Westholm if he would consider being his successor. The rea-
son for this was probably the fact that assistant curator Carl Nordenfalk,
who had been seen as Romdahl’s crown prince, wanted to apply to the
Nationalmuseum for a job.*”* Even if formally Romdahl was not meant to
appoint his successor, he certainly took an active part in the discussions.
The choice of Westholm can also be seen as a sign that there was still a
self-evident connection between classical and contemporary art.

The division of Romdahl’s posts into a directorship at the Museum
of Art and a chair in art history at the University can be seen another
step towards professionalisation and institutional differentiation. It was
no longer considered possible for one and the same person to hold down
both jobs. After all, the bulk of scholarly research had long since shifted
from museums to universities.?”® But plans for a close collaboration be-
tween the Museum and the University continued to circulate. It was now
that Strombom, with his long experience of the museum world, took
the initiative in starting an institute of art history modelled on Harvard
University. The idea was not only to offer art history courses, but also a
practical and theoretical course on museums. There were quite advanced
plans for a new wing to be added to the museum that would house the new
Institute of Art History.?** The collaboration between the institutions was
made easier when, thanks to a donation, the Institute was able to move
into Arvid Bjerke’s house and offices at Dicksonsgatan 2, immediately
behind the museum.



Ryndel har berittat att hans forsta stora konstupplevelse var en
utstdllning med Carl Kylberg 1927 pa Konsthallen. Hans licentiat-
avhandling 1947 behandlade impressionismen. Under sina dr vid
museet stillde han den farglyriska sidan av G6teborgsmaleriet 1 f6r-
grunden dir Kylberg forstds intog en framtradande plats. Enligt West-
holm hade Kylberg hamnat 1 onad pa museet genom karikatyrerna 1
sin delvis sjalvbiografiska bok om Lejonet Leo.*'* Den handlar om en
missforstadd poet som hanas av stadens andra djur, déribland profes-
sorn 1 ABG gestaltad som en grén papegoja. Slutligen gjorde lejonet
emellertid succé med sin poesi, liksom Kylberg med sin konst.?'

1962 skot stadsfullmaktige till medel for att forbattra Kylberg-
samlingen.?® For 125 000 kr inkdptes tre verk som fanns i familjens
ago (Vid Danmarks kust, Soluppging i hamn samt Meditation). Det ar ett
av de dyrbaraste inkdp museet gjort, dven inrdaknat de teckningar
som foljde med pa kopet. Westholms anmérkning om att Romdahl
inte ville utéka Kylbergsamlingen efter Lejonet Leo stimmer inte helt
med fakta. Nyckelverket Hemkomsten koptes 1941, dvs. tva ar efter att
Kylbergs sagobok utkommit.

1950-1951 gjordes en omfattande omhdngning av museet, den
forsta under Westholms regim. Skulpturhallen arrangerades om "till
forman for overskadligheten”?'* Nyordningen gav ocksd utrymme
att anordna mottagningar, middagar och fester, nagot som hallen
ocksd var tinkt att kunna anvindas till. Arsrapporterna frén 1950-
talet rdknar upp méingder med events, for att bruka ett mer nutida ut-
tryck. Det kunde exempelvis vara fragan om professorsinstallationer
och vetenskapliga konferenser. Konstmuseet far ofta bilda "den yttre
ramen for stadens representation”, konstaterar Westholm.?'>

Forandringen av Skulpturhallen uttrycker ocksa en férandrad
skulptursyn. Under Romdahl hade den franska skulpturen domine-
rat. P4 1950-talet gjordes betydande f6rvarv av engelsk och italiensk
samtidsskulptur, exempelvis Marino Marinis Ryttare 1952, Henry
Moore Family Group 1952, Lynn Chadwicks Figur 1954 och Luciano
Minguzzis Skiss II11959. Samlingarna berikades dven med skulptur
fran icke-europeiska lander, som Shinkichi Tajiris Krigare 1964 och
Alexander Calders Mol 1962. Nordisk nutidsskulptur képtes in 1
stor omfattning. 1952 gavs en vigvisare i kortformat ut, férfattad av
Nils Ryndel, som ger en bild av museets hangning och — framf6r allt
- varderingar. Entréhallen anvindes for skulptur, inklusive de tva
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Just as Strémbom emphasised museum experience in the teaching of
art history, Westholm maintained the importance of scholarship at the
museum. In 1952 he began an annual publication that, in Bjérn Fredlund’s
view, showed an increasingly scholarly emphasis.?”
discontinued in 1967.

Westholm was happy in his new hometown. The atmosphere he was
met with in Gothenburg was, in his words, the complete opposite of ‘the
officious and sullen parsimony of the capital’?*® In Sweden’s second city,
openness and cordiality reigned. This description stands in stark contrast
to Gothenburg’s self image, as it was expressed by Kjell Hjern amongst
others, as a city of tradesmen, fundamentally uninterested in anything

The publication was

that that could not be turned into ready money.

In 1947 Nils Ryndel (1917-2008) was employed as an assistant cura-
tor, the same year as he defended his licentiate in art history.>”” Ryndel,
a curator from 1954, was responsible for modern art and exhibitions,
along with the museum’s contacts with schools, art societies, and the like,
while Karl-Gustaf Hedén (employed as an assistant curator in 1953, and
a curator from 1958) was responsible for the older collections and the
library.*”® Both had been pupils of Romdahl’s. Hedén had gone on to
work as an assistant curator at the Zorn Collections in Mora and at the
Nationalmuseum. Back in Gothenburg, he set about building up a profes-
sional conservation department.?*® This division of the curators’ remits
did not follow the standard international line, according to Fredlund.
The usual thing was for the organisation to take shape around artistic
techniques.*”

Ryndel said that his first great artistic experience was an exhibition
of Garl Kylberg in 1927 at Konsthallen (the Gothenburg Art Gallery).
His licentiate in 1947 was on Impressionism. During his years at the mu-
seum, he brought the lyricism of the Gothenburg paintings to the fore,
with Kylberg naturally in a prominent position. According to Westholm,
Kylberg fell out of favour at the museum because of the caricatures in his
partly autobiographical book, Leonet Leo (Leo the Lion).?! It is about a
misunderstood poet who is sneered at by the other animals in the city,
amongst them a green parrot who is professor of ABC. In the end the lion
scores a success with his poetry, just as Kylberg did with his art.*?

In 1962 the city council contributed the money to improve the
Kylberg collection.?® For 125,000 kronor, three works were bought from
the family (By the Danish Coast, Sunrise in the Harbour, and Meditation). It was



kupolhallarna. Den 6stra dgnades uteslutande fransk skulptur, med
Maillols Sommaren (1910) som centralpunkt. Av verken 1 Skulpturhal-
len framhalls sarskilt Marino Marinis Rytfare som koptes in 1952.

En f6ljd av den till antalet 6kande personalen blev tilltagande
platsbrist. 1953 stangdes det innersta av de 6stliga kabinetten pa mel-
lanvaningen och blev tecknings- och grafikrum.**® Besok i detta rum
kravde nu sarskilt tillstand. Aroseniussamlingen flyttades ett steg at
soder, medan det mittersta rummet installerades med Hjalmar Gab-
rielsons sjilvportrittsamling, som donerats av hans déttrar 1950.
Donationsbrevet begransar inte den framtida anvandningen av sam-
lingen utan tilldter att den bryts upp och blandas med andra verk,
eller att den kompletteras med fler sjalvportritt. Sjalvportrattsam-
lingen blev snabbt en av museets mest populédra avdelningar.?"

Aven de vistra kabinetten genomgick i bérjan av 1950-talet en
storre ommoblering. Rembrandt med foljeslagare flyttades 6ver till
andra sidan Barockhallen. De sma kabinetten reserverades nu for
spanskt och italienskt maleri, medan de stérre salarna dgnades ba-
rocken. Harmed astadkoms tre salar 1 f6ljd med 1600-talsmaleri:
Ehrenstrahl 1 trapphallen, Rembrandt 1 det féljande rummet och
Rubens 1 den storre salen. Forflyttningarna initierades férmodligen
av den monumentala Rubensmalningen Henrik IV av Frankrike vid
beldgringens av Amiens 1597 som Konstmuseets vanner donerade 1950.
Genom omdisponeringen kom Rembrandt att hinga med den gran-
diosa barocken — mellan Ehrenstrahl och Rubens - istdllet for 1 ett
mtimt kabinett. De véstra rummen kom hédanefter att kallas ”de
italienska kabinetten”.

Stora forandringar skedde dven pa oversta vaningen. De tva
storsta Overljussalarna (nuvarande 22 och 24) dgnades dt nutida ma-
leri. I den vistra visades franskt maleri, huvudsakligen baserat pa
Werner Lundqvists samling, medan den 6stra inneholl nordiskt ma-
leri efter 1920. I den nagot mindre mellanliggande salen (nuvarande
23) hingde nordisk expressionism, dvs. Matisse-eleverna komplet-
terade med bland andra Karl Isakson och Ivan Aguéli. Detta rum
fungerade alltsd som en brygga mellan de franska inspiratdrerna och
den samtida nordiska konsten.

De nordiska lindernas maleri grupperades pa estetisk och stilmés-
sig grund, istéllet for efter nationell tillhorighet.?'® Romdahls hing-
ningar med tva parallella spar (skandinaviskt och svenskt) 6vergavs.
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one of the most expensive purchases the museum had ever made, even
including the drawings that accompanied the purchase. Westholm’s obser-
vation that Romdahl had not wanted to enlarge the Kylberg collection
following the Lejonet Leo episode is not completely accurate. A key piece,
The Homecoming, had been bought in 1941, in other words two years after
Kylberg’s storybook had been published.

In 1950-51 there was a comprehensive rehanging of the museum,
the first under Westholm’s management. The Sculpture Hall was rear-
ranged ‘to clarity’s gain’?'* The new arrangements also released space
for the receptions, dinners, and parties for which the Hall was also now
intended. The year-books from the 1950s list any number of events, to
borrow a more recent term. They included such things as ceremonial
mstallations of professors and scholarly conferences. The Museum of Art
was often used as ‘the outward frame of the city’s hospitality’, according
to Westholm.?'

The changes to the Sculpture Hall also revealed a changed view of
sculpture. Under Romdahl, French sculpture had dominated the collec-
tions. In the 1950s there were significant acquisitions of English and Italian
contemporary sculpture, for example Marino Marini’s Rider 1952, Henry
Moore’s Family Group 1952, Lynn Chadwick’s Figure 1954, and Luciano
Minguzzi’s Sketch II11959. The collections were also improved with sculp-
ture from non-European countries such as Shinkichi Tajiri’s Warrior 1964
and Alexander Calder’s Mobile 1962. Nordic contemporary sculpture was
bought in considerable quantities. In 1952 a shortened guide was pub-
lished, written by Nils Ryndel, that gives a picture of the museum’s hang-
ings and, above all, its underlying principles. The entrance hall was used
for sculpture, including the two Cupola Halls. The eastern one housed
only French sculpture, with Maillol’s The Summer, Torso (1910) as the fo-
cus. Of the works in the Sculpture Hall, greatest prominence was given to
Marino Marini’s Rider, which had been bought in 1952.

One consequence of the growing numbers of staff employed at the
museum was an increasing lack of space. In 1953 the mnermost east-
ern Cabinet on the middle floor was closed and became a drawings and
prints room.*® A visit to this room now required special permission. The
Arosenius collection was moved one step south, while the middle room
was installed with Hjalmar Gabrielson’s collection of self-portraits, which
had been donated by his daughters in 1950. The deed of gift had not

restricted the future use of the latter collection, but instead allowed it to



I det forsta av rummen mot Gotaplatsen placerades 1880-talets nord-
iska konst, foljd av 1890-talets 1 dttkanten och darefter sekelskiftet
med Edvard Munch och Jens Ferdinand Willumsen. I det sista rum-
met fére Werner Lundqvists samling av franskt 1800-tal dterfanns
"Viastskandinavisk expressionism efter 1909”. Under den mahénda
lite mérkliga rubriken inordnades sena verk av Munch, norska Ma-
tisseelever samt dem av de svenska som varit verksamma pa vastkus-
ten (Gosta Sandels, Birger Simonsson, Carl Ryd och Sigfrid Ullman).
Tamligen 6verraskande hingde hér dven finska expressionister som
Tyko Sallinen och Alvar Cawén. Mitt i rummet stod Déderhultarns
Bevéiringsmonstring.

Samtidskonsten fick stort utrymme i den nya hangningen, vilket
sannolikt var Ryndels fértjanst. En skillnad gjordes som synes mellan
franskt och skandinaviskt maleri, men inte mellan de olika skandi-
naviska linderna. Ingen distinktion markerades heller mellan olika
riktningar 1 den nordiska samtida konsten: naivister, Farg och For-
mare, Goteborgskolorister, surrealister, kubister, med flera hingde
tillsammans. Trycket fran samtiden upplevdes dnda pressande. West-
holm konstaterar att det &r omgjligt att i en sal ”ge en nagot sa nér
riktig bild av den méngfald riktningar som &r ett av kdnnemirkena
pa var generations konstliv”. Efter nagot ar beslutades att den basta
l6sningen var att regelbundet vixla verk 1 samtidskonstrummet. Ny-
inkdpen skulle efter en tid hdangas "in 1 sitt ritta sammanhang”, dvs. 1
en passande grupp av malningar och skulpturer.?" Detta dr alltsa ett
slags variant av Luxembourg/Louvren-systemet som fram till 1930-
talet fungerade sa att verk flyttades 6ver till det sistnimnda museet
efter konstndrens dod.

I samband med omhingningarna renoverades vissa salar och
viggfargerna dandrades efter den nya hingningen. De Fiirstenbergska
rummen fick gra viggtarg.?* I de italienska kabinetten behélls dock
silkebrokaden. Historiska "bryggor” som mébler och prydnadsfore-
mal blir mindre vanliga. Endast 1 1700-talsrummet var tidsklangen
fortfarande framtradande.

Forandringen av de fasta samlingarna kan uppfattas som en mo-
dernisering av museet 1 betydelsen att det rent visuella fick en star-
kare position. Bodes anvandning av stilhistoriska accessoarer hade
fallit ur bruk under 1930-talet. I den internationella museivérlden
radde allt storre enighet om att konstverken borde héngas spatiost
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be broken up and mixed with other works, or to be complemented with
other self-portraits. The self-portrait collection quickly became one of the
museum’s most popular sections.>'”

The western Cabinet also underwent a complete refurbishment at
the start of the 1950s. The Rembrandt and its attendant pictures were
moved to the other side of the Baroque Hall. The small cabinets were now
reserved for Spanish and Italian painting, while the larger galleries were
devoted to the Baroque. It was thus three galleries were created, with a
sequence of seventeenth-century painting: Ehrenstrahl first by the stairs,
Rembrandt in the next room, and Rubens in the large gallery. The reposi-
tioning seems to have been prompted by a monumental Rubens, Henry IV
of France at the Siege of Amiens in 1597, which the Friends of the Museum had
donated in 1950. Thanks to the rearrangement, the Rembrandt ended
up hanging with the grandiose Baroque pieces between Ehrenstrahl and
Rubens, instead of in an intimate cabinet. The western room was hereaf-
ter known as ‘the Italian Cabinet’.

There were also sweeping changes on the upper floor. The two
largest top-lit galleries (now 22 and 24) exhibited contemporary paint-
ing. The western housed French painting, drawing primarily on Werner
Lundqvist’s collection, while the eastern contained Nordic painting after
1920. The slightly smaller gallery between them (now 23) showed Nordic
Expressionists, in other words, Matisse’s pupils with the addition of the
likes of Karl Isakson and Ivan Aguéli. This room thus served as a bridge
between French inspiration and contemporary Nordic art.

Nordic painting was grouped on an aesthetic and stylistic basis,
rather than by nationality.®® Romdahl’s hanging with two parallel
tracks (Scandinavian and Swedish) was abandoned. In the first room
overlooking Goétaplatsen there was the 1880s Nordic art, followed by
the 1890s art in the Octagon, and finally the turn-of-the-century art with
Edvard Munch and Jens Ferdinand Willumsen. In the final room before
Werner Lundqvist’s collection of French nineteenth-century work, there
was ‘West Scandinavian Expressionism after 1909. Massed under this
somewhat strange rubric were works by Munch, Norwegian Matisse
pupils, and the Swedes who had been active on the west coast (Gosta
Sandels, Birger Simonsson, Carl Ryd, and Sigfrid Ullman). It is an even
greater surprise to find Finnish Expressionists such as Tyko Sallinen and
Alvar Cawén here. In the middle of the room stood The Déderhulter’s
Mustering recruits.



pa odekorerade viggar utan stérande inslag. Sistnimnda gillde
dven skyltar och [judet frdn museipedagoger vars roster 6verrostade
masterverkens.?”! “We do not value pictures as documents”, skriver
Kenneth Clark 1945. ”We do not want to know about them; we want
to know them...”**

1953 imnstallerades en hiss 1 den dstra trappspindeln, med en f6r-
flyttning av Milles fontdn som f6ljd. Samtidigt anlades ocksa en vig
pé baksidan av museet 1 syfte att underlitta fér gamla och rorelse-
hindrade att besoka museet. ?** Korridoren till jansterummen blev en
allmin passage och hit flyttades ndgot ar senare en del mindre skulp-
turer, bland annat Ddéderhultarns Bevdringsmonstring. Dessférinnan
fanns en last glasdorr vid trappstegen som delar av korridoren. Den
inre gangen hade frimst anvénts till teckningskonst som dock endast
bestkarna till tjansterummen hade tillfille att se. Vid installationen
av hissen 6vergick museet fran lik- till vaxelstrém, ndgot som dven
mojliggjorde béttre ljusférhéllanden pa kvillarna.?** Mgjligheten att ta
hissen direkt upp till Fiirstenbergska galleriet forandrade forstas struk-
turen 1 museets berdttelse. Kronologin bréts 1 ndgon man upp, dven
om senare tiders konst fortfarande, rumsligt, vilade pa éldre tiders.

Overvéningen genomgick en ny ansiktslyftning i slutet av 1950-
talet. I Attkanten placerades Ivar Arosenius och Carl Wilhelmson. Allt
det franska maleriet samlades i de bida salarna vister om Attkanten.
Samtidigt hangdes alla de nordiska Matisseeleverna, dvs. dven Isaac
Griinewald och Sigrid Hjertén, tillsammans med den sene Munch och
Ludvig Karsten 1 den 6stra av de stora 6verljussalarna. Dess vistliga
pendang fylldes till stor del med Géteborgskoloristerna och deras in-
spiratérer, men dven med besliktat maleri fran Norge och Danmark,
exempelvis Kai Fell, Olaf Ruden och Jens Sendergaard. I detta rum
inrymdes dven delar av Gabrielsons sjalvportrattsamling efter att alla
de 6stra kabinetten pa mellanvaningen blivit konservatorsateljéer.

I samband med detta 6ppnades det vistra rummet 1 bottenva-
ningen dter som utstallningsrum, nu f6r abstrakt, skandinavisk konst.
Nils Wedel och Endre Nemes flyttades ner fran 6vervaningen och fick
séllskap av bland andra Evert Lundqvist, Knut Irwe, Olle Bonniér,
Torsten Renqvist, Palle Pernevi, Egill Jacobsen, Richard Mortensen,
Carl Nesjar och Anitra Lucander. Rummet kunde ocksd anvindas
for allfalliga utstéllningar, tillsammans med den vistra kupolhallen
som dirmed upphoérde vara en plats vikt at skulptur.
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Contemporary art was given a great deal more space in the new hang-
ing, for which the credit should probably be given to Ryndel. A difference
was made between French and Scandinavian painting, as we have seen,
but not between the different Scandinavian countries. Neither was there
any distinction between the different trends in Nordic contemporary
art: Naivists, Firg och formare (artists belonging to the Stockholm gallery
Firg och Form; Colour and Form), Gothenburg Colourists, Surrealists,
Cubists; all were hung together. The pressure from the expansion of
contemporary art was felt to be acute, nevertheless. Westholm said that
in one single gallery it was impossible ‘to give anything approaching a
real picture of the multitude of directions that are one of the features
of our generation’s artistic life’. After a couple of years it was decided
that the best solution was to alternate the works in the contemporary art
room regularly. New acquisitions would after a suitable elapse of time be
hung ‘in their correct context’, in other words in an appropriate group of
paintings and sculptures,”? in a variant on the Luxembourg and Louvre
system that until the 1930s had seen works moved to the latter museum
following an artist’s death.

In conjunction with the rehangings, some of the galleries were ren-
ovated, and the colour of the walls was subsequently changed after the
new hanging. The Fiirstenberg rooms were painted grey.??’ In the Italian
Cabinet, however, the silk brocade was left untouched. Historical ‘bridges’
such as furniture and objets d’art became less usual. Only in the eighteenth-
century room were the historical components still very much in evidence.

The change to the fixed collections can be understood as a moder-
nisation of the museum, in the sense that purely visual concerns were
accorded a stronger position. Bode’s use of historical accessories had fallen
into disuse during the 1930s. In international museum circles, there was
an increasing unanimity that works of art should be hung widely spaced
on undecorated walls, without distractions. This also applied to signs and
even the education staff, whose voices drowned out the masterpieces.??!
‘We do not value pictures as documents’, wrote Kenneth Clark in 1945,
‘We do not want to know about them; we want to know them’.2%*

In 1953 a lift was installed in the eastern stairwell, which necessitated
the removal of Milles’ fountain. At the same time a road was put in behind
the museum to provide easier access for elderly and disabled visitors.??
The corridors to the offices became a public passage, and a few years
later a number of smaller sculptures, amongst them The Déderhulter’s



Inriktningen mot i férsta hand nordisk och 1 andra hand europe-
isk konst fortsatte under Westholms ledning, men det koptes dven
japansk, latinamerikansk och amerikansk konst. Bland den europe-
iska far det brittiska inslaget en storre tyngd &n tidigare. "Den nutida
konsten ar sa heterogen”, skriver Westholm 1966, och ”spridd éver
snart sagt hela den civiliserade varlden”.** Det rackte inte ldngre att
halla sig a jour med vad som hénder 1 Europa. Museets uppdrag syn-
tes néstan granslost for museiledningen. Dessutom togs 1949 beslut
om att dven borja samla "konstnirliga fotografier”, pa forslag fran
museichefen, som sjdlv var en entusiastisk amatorfotograf.®*®

ETT KOMMUNALT MUSEUM MED TILLBYGGNAD 1968-1996

Om Goteborgs konstmuseum tidigare framst mitt sig med National-
museum, framstod Moderna Museet under 1960-talet som en ny vik-
tig mattstock for vad ett museum kunde vara. Under Pontus Hulténs
ledning utvecklades Moderna Museet till en dynamisk métesplats
och arena fér samtida kulturyttringar, som betraktades med beund-
ran och avundsjuka runt om 1 Skandinavien.?”’ Till skillnad frén i hu-
vudstaden beholl Goteborg strukturen att konst fran alla tider skulle
rymmas under ett tak.

Under 1960-talet inleddes en ny fas 1 synen pa det ideala utstll-
ningsrummet. Sedan de forsta offentliga konstmuseerna uppforts
under 1800-talet hade den hogborgerliga interiéren dominerat som
ideal. Detta radde dnnu 1 Sigfrid Ericsons storslagna byggnad och
Romdahls intima kabinett. Museet sdgs som ett hem for konsten,
dar det finns mobler att sl sig ner i for att kontemplera verken. Aven
konstgallerierna, savil 1 storstider som New York och Paris, som pa
mindre orter som Stockholm och Géteborg, anvinde sig linge av
borgerskapets vaningar.

I borjan av 1900-talet dok det upp idéer hos museimin som
Benjamin Gilman och Alfred Lichtwark om att konsten ska visas 1
milj6er utan "stérande” arkitektoniska eller inredningsmaéssiga inslag.
Konsten ér sig sjilv nog. I funktionalismens museibyggnader, med
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Mustering recruits, were moved here. Before this there had been a locked
glass door by the stair that divided the corridor; beyond the stair the cor-
ridor had primarily been used to display drawings, which only visitors to
the offices had had the opportunity to see. With the installation of the lift,
the museum switched from direct to alternating current, a development
that also made better lighting in the evenings feasible.?”* The possibility of
taking a lift straight up to the Fiirstenberg Gallery changed the museum’s
narrative structure, of course. The chronology was broken up, even if the
more recent art was still supported, spatially, by the older.

The upper floor had a new facelift at the end of the 1950s. Ivar
Arosenius and Carl Wilhelmson were moved to the Octagon. All the
French painting was collected in the galleries to the west of the Octagon. At
the same time all the Nordic Matisse pupils - including Isaac Griinewald
and Sigrid Hjertén — were hung with the late Munch and Ludvig Karsten
in the eastern of the two large, top-lit galleries. Its western counterpart was
filled largely with the Gothenburg Colourists and their inspirers, but also
with related paintings from Norway and Denmark, for example by Kai
Fell, Olaf Ruden, and Jens Sendergaard. This room also contained part
of Gabrielson’s self-portrait collection once all the eastern cabinets on the
middle floor had become conservation studios.

Following on from this, the western room on the bottom floor was
reopened as an exhibition space, this time for abstract Scandinavian art.
Nils Wedel and Endre Nemes were moved down from the upper floor, to
be joined by Evert Lundqvist, Knut Irwe, Olle Bonniér, Torsten Renqvist,
Palle Pernevi, Egill Jacobsen, Richard Mortensen, Carl Nesjar, and Anitra
Lucander. The room could also be used for temporary exhibitions, as
could the west Cupola Hall, which in the process ceased to be used solely
for sculpture.

The focus on Nordic art first and European second continued under
Westholm’s leadership, but Japanese, Latin American, and American art
was also purchased. Amongst the Europeans, British artists had a greater
prominence than before. ‘Art today is so heterogeneous’, wrote Westholm
in 1966, and ‘is spread across pretty well the whole civilised world’?* it
was no longer enough to keep up-to-date with what was happening in
Europe. For the management, the museum’s task seemed almost never-
ending. This was compounded in 1949 by the decision to begin collecting
‘artistic photographs’, at the suggestion of the director, who was himself
an enthusiastic amateur photographer.?*®



Museum of Modern Art 1 New York (Philip Goodwin och Edward
Stone 1939) som paradexempel, stdlls konsten ut 1 neutrala rum.
En museikonferens 1 Madrid 1934 efterfragade icke-arkitektoniska
museer, utan onddig utsmyckning och med flyttbara viaggar och reg-
lerbart ljus. Detta ska dock inte uppfattas som ett féresprakande av
den vita kubens estetik. Mellankrigstiden karaktériserades av myck-
et experimenterande, 1 synnerhet vid hingningar av samtidskonst.
Alexander Dorners tid vid Hannover Landesmuseum samt Alfred
H Barrs och Philip Johnsons vid Museum of Modern Art (MoMA) 1
New York utgor vilkinda exempel pa detta.

Andy Warhols "the Factory” 1962-1968 pa 231 East 47th Street
1 New York City indikerade en ny tid, niar konsten borjade soka
sig till kommersiella och industriella miljoer. Harigenom betonades
konstens identitet som produkt och vara. Méblerna férsvann liksom
socklarna fran skulpturerna som placerades direkt pa utstéllnings-
lokalens golv. Reesa Greenberg noterar hur detta ger publiken en
ny relation till konsten: besokarna blir forbipasserande gaster 1 ut-
stallningsrummet. Nér publiken inte 4r narvarande finns inte heller
nagra tecken for mojliga betraktare (tidigare indikerade av mobler-
na) vilket dr tydligt i snart sagt alla installationsfoton.?*® Under 1900-
talets sista decennium 6ppnades flera vilkdnda exempel pa museer 1
omvandlade industrilokaler, "loft museums”: Andy Warhol-museet
1 Pittsburgh (1994), Massachusetts Museum of Contemporary Art
(MoCA, 1999) och Dia:Beacon (2003). Det framsta svenska exem-
plet ar Magasin 3 i lagerlokaler 1 Frihamnen (1987).

En tillbyggnad till Géteborgs konstmuseum hade statt pa dagord-
ningen sedan det invigdes. Redan da stod det klart att utrymmena
inte riackte till 1 synnerhet vad gdllde kontorsrum, uppackningsut-
rymmen och lokaler fér konserveringsarbete. Fragan aktualiserades
ater av Romdahl och Carl Nordenfalk 1945 som foreslog en tillbygg-
nad 1 sydviast. 1950 ritade Sigfrid Ericsson pa en flygel nordost om
museet. Westholm var kritisk till idén och konstaterar att den envise
Ericson inte hade en aning om "vad som utrittades 1 ett modernt
museum” och "tillhérde ett arhundrade da arkitekten bestimde och
mest tankte pa exteridren”.?* Inte heller Nils Einar Ericson, arkitek-
ten bakom konserthuset, ville stinga Gotaplatsen at detta hall, dar
Goteborgs universitet ville forldgga en entré till ett framtida campus-
omrade kring Nickrosdammen.?*
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A MUNICIPAL MUSEUM WITH AN EXTENSION, 1968-96

If the Goteborg Museum of Art had previously measured itself against
the Nationalmuseum, in the 1960s it was Stockholm’s Moderna Museet
that would be the yardstick of what a museum could become. Under the
leadership of Pontus Hultén, Moderna Museet evolved into a dynamic
meeting place and arena for contemporary artistic expression, one that was
viewed with admiration and envy across Scandinavia.?”” Unlike the capital,
Gothenburg kept to the idea of having art from all ages under one roof.

During the 1960s a new phase began when it came to views on ex-
hibition spaces. Since the first public museums of art had opened in the
nineteenth century, upper-class interiors had dominated as the ideal. This
was still the case for Sigfrid Ericson’s grandiose building and Romdahl’s
intimate cabinets. The museum was seen as a kind of home of art, where
there was seating available from which visitors could contemplate the
works of art. Even art galleries in large cities such as New York and Paris,
but equally in places such as Stockholm and Gothenburg, long employed
the apartments of the bourgeoisie as their model.

At the start of the twentieth century, the thought struck museum
officials such as Benjamin Gilman and Alfred Lichtwark that art should
be displayed in settings that were free of ‘distracting’ architectonic ele-
ments or furnishings. The art itself was enough. In Modernist museum
buildings of which the Museum of Modern Art in New York (MoMA)
(Philip Goodwin and Edward Stone, 1939) is the prime example, art was
exhibited in neutral spaces. A museum conference in Madrid in 1934
called for non-architectonic museums, without unnecessary decoration,
and with movable walls and adjustable light. However, this should not
be seen as advocating the aesthetic of the white cube. The inter-war pe-
riod was characterised by a great deal of experimentation, particularly
in the hanging of contemporary art. Alexander Dorner at Hannover
Landesmuseum and Alfred H. Barr and Philip Johnson’s at MoMA are
well-known examples.

Andy Warhol’s ‘Factory’, which ran between 1962 and 1968 at 231
East 47th Street in New York City, was very much a sign of the new



1961 fick WAAB White 1 uppdrag att skissa pa en tillbyggnad.
Byggnadskommittén 6nskade, férutom utékade lokaler, se en béttre
kontakt med Gotaplatsen. De imposanta klassiserande museernas tid
var sedan ldnge forbi. Publiken skulle aktivt bjudas mn att ta del av
konsten. Barridren att bes6ka museet skulle goras sa 1ag som majligt.

Projekteringsarbetet leddes av Rune Falk. Oster om museet la-
des ett langstrackt rum, Utstillningshallen (senare omdopt till Falk-
hallen), med glasad fasad mot Flicklaroverket, samt ett auditorium.
Denna del férsags aven med en mer handikappviénlig entré mot Gota-
platsen. Genom ett system av ramper kunde man na museet utan att
ga1ett enda trappsteg och sedan ta hissen upp 1 den dldre byggnaden.
Bredvid entrén uppfordes en restaurang tdnkt som en integrerad del
av museet. Sommartid 6nskade arkitekten en uteservering pa ter-
rassen mellan tillbyggnaden och Stadsteatern.”' Glaset signalerar
oppenhet, 1 kontrast till Sigfrid Ericsons slutna byggnadskropp. For-
bipasserande pa Fagelsangen, promenadvigen mellan museet och
Flicklaroverket (numer Artisten) kan se vad som férsiggar 1 museet
- savida inte fonstren har tickts av utstdllningstekniska skal. Mu-
rarna uppfordes 1 gult maskinslaget tegel som fargmaissigt anknyter
till den dldre byggnaden.

Rune Falk/Whites tillbyggnad invigdes den 23 mars 1968. Dess
tre etagevaningar ovanfér Falkhallen, klattrar tatt uppfor berget mot
Lorensbergs villastad. Bakom etagen férlades utrymmen fér ma-
gasin och malerikonservering, medan papperskonserveringen blev
kvar 1 de fore detta kabinetten pa femte vaningen. Mellan etagen och
huvudbyggnaden blev utrymme for ett lagt utstillningsrum for gra-
fik och teckningar (”Studion”). Detta har senare dven anvints som
automatkafé och barnateljé. Det fanns dven idéer om att 1 framtiden
stenldgga taket pa Falkhallen sa att det blev en naturlig forldngning
av Gotaplatsens uterum, samt att iordningstilla en skulpturgard pa
baksidan av huvudbyggnaden (en idé som f6ljt med sedan de forsta
projekteringarna pa 1910-talet). Skulpturgarden skulle, enligt Falks
utkast, &ven kunna innehalla en scen vid den nuvarande parkeringen
och sittplatser pa den naturliga sluttningen.*?

Etagen har sagtak. Det dr en takkonstruktion som &r starkt for-
knippad med fabrikslokaler och har narmast blivit en symbol for
industriell verksamhet. Trad Wrigglesworth har uppmérksammat
hur bruket av sdgtak spreds fran Storbritannien till Sverige under
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times, as art began to head off for commercial and industrial milieux.
Art’s identity as a product was reaffirmed. The furniture vanished, and
once the sculptures were placed directly on the floor of the exhibition
space, so did the plinths. Reesa Greenberg has noted how this gives the
public a new relationship to art: visitors become passers-by in the room.
When the public is not present, the room shows no sign of potential
visitors (a role previously taken by furniture), as is soon apparent from
nearly all installation photographs of this date.??® The last decade of the
twentieth century saw the opening of several well-known examples of
museums in converted industrial premises, or ‘loft museums’: the Andy
Warhol Museum in Pittsburgh (1994), the Massachusetts Museum of
Contemporary Art (MoCA, 1999), and Dia:Beacon (2003). The fore-
most Swedish example is Magasin 3, housed in a warehouse in the old
freeport district of Stockholm (1987).

An extension to the Géteborg Museum of Art had been on the cards
since its inauguration. Even then it was clear that there was not enough
space, particularly for offices, packing space, and conservation studios.
Romdahl and Carl Nordenfalk brought up the issue again in 1945, and
suggested an extension to the southwest. In 1956 Sigfrid Ericson designed
a wing to the north east of the museum. Westholm was critical of the
idea, and claimed that Ericsson, stubborn as ever, did not have a clue
‘what went on in a modern museum’ and ‘belonged to a century when
the architect decided, and thought most about the exterior’?* Neither
was Nils Einar Ericson, the architect responsible for the Concert Hall,
keen to close off Goétaplatsen in that direction, where the University of
Gothenburg wanted to place an entrance to its future campus to be built
around ‘Néckrosdammen’?*

In 1961 the architects WAAB White were commissioned to design an
extension. As well as larger premises, the building committee wanted to
see improved contact with Gotaplatsen. The days of the imposing, clas-
sical museum were long gone. The public were to be actively invited to
participate in the art. Barriers to visiting the museum should be made as
low as possible.

Rune Falk led the planning and design process. East of the museum
was sited an elongated room, the Exhibition Hall (later renamed the Falk
Hall) with it glass facade facing the former Flicklaroverket (the grammar
school for girls), and an auditorium. It was also given an entrance from
Gotaplatsen that was more suitable for the disabled. Using a series of



forsta halvan av 1800-talet. Det tidigaste exemplet dr Jonsereds
fabriker fran 1833, som startades av skottarna William Gibson och
Alexander Keiller.?®® Sagtak har, som det engelska namnet "north-
light shed” indikerar, oftast ljusinsldpp fran norr. Eftersom de ger
mer stabila [jusférhédllanden 6ver dagen har norrfonster linge fore-
dragits 1 konstnérsateljér och konstutstillningslokaler. Bruket av sag-
tak pa museitillbyggnaden anknyter hirigenom till tva traditioner, en
konsthistorisk och en goteborgsk.

Ljuskonsult vid arbetet var den danske arkitekten och mébel-
formgivaren Mogens Voltelen. Han tycks ha varit drivande bakom
idén med sagtaket, for att ge mycket dagsljus 1 lokalerna pa ett sitt
som liknar konstnirsateljéer.** Dagsljusinsldppet, som emellertid
sker fran 6ster pa grund av byggnadens orientering, kompletterades
med lysrérsramper.?®® Falkhallen forsags med kraftigare lysrorsar-
maturer.

Idealet var alltsd fortfarande dagsljusliknande férhallanden. En-
dast grafiksalen (nuvarande Studion) ritades utan dagsljusinslépp.
Detta foljer monstret fér 1800-talets museiarkitektur, dér en lagre
mellanvaning ofta anvandes f6r teckningar och tryck. Papperskonsten
ar ju mer kanslig for [jus dn skulptur och oljemaleri, och stérre dags-
ljusinslapp bor darfér undvikas.

Lysrorsbelysningen ger ndgot sandr samma spridning av ljuset
som takfonster. Internationellt hade spotlightbelysning blivit allt van-
ligare under efterkrigstiden, men det skulle dréja in pa 1980-talet inn-
an det blev legio med dramatisk teaterbelysning av verken. Ett spritt
ljus styr inte besdkaren 1 samma utstrackning som riktade spotlights
med vixlingar mellan belysta verk och skuggiga viggpartier dem
emellan. Betraktaren kan ocksa se verken fran flera positioner i rum-
met utan reflexer eller utan att skugga verket med sin egen kropp.?*®

Den traditionella museibyggnaden (Louvren, Uffizierna, etc.) ar
uppbyggd med en serie salar 1 fil ("en filade”) med klassiska propor-
tioner, skriver Rosalind Krauss som kontrasterar det mot Malrauxs
ideal om det imaginidra museet.?” Salarna 1 fil strukturerar upp-
levelsen i ett klart definierat fére och efter. Besdkarens rorelse genom
rummen motsvarar konsthistoriens kronologiska uppligg. Varje sal
och varje verk ges en position 1 berattelsen. Falks tillbyggnad saknar
det traditionella museets linjara struktur, liksom samtida museibygg-
nader av bland andra Mies van der Rohe. Savil den langstrackta
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ramps, visitors could reach the museum avoiding all staircases, and could
then take the lift in the older part of the building. Next to the entrance
was a restaurant that was intended to be an integrated part of the mu-
seum. The architect hoped that in the summer there would be an open-
air restaurant on the terrace between the new extension and the City
Theatre.®®! The glass signalled openness, in contrast to Sigfrid Ericson’s
closed construction. Passers-by on Fagelsingen, the walk that ran be-
tween the museum and Flickldroverket (now the Academy of Music and
Drama) can see what is going on in the museum, as long as the windows
have not been covered for technical reasons during exhibitions. The walls
were built in yellow machine-made brick whose colour harmonised with
the older building.

Rune Falk and WAAB Whites” extension was inaugurated on 23
March 1968. Its three floors, or étages, rise above the Falk Hall to follow
the incline of the hill towards the Lorensberg residential area. At the back
were storage space and conservation studios, while paper conservation re-
mained in what had been the Cabinet on the fifth floor of the main build-
ing. Between the étages and the main building a low exhibition space,
‘the Studio’, was fitted in that was meant to be used to display prints and
drawings. This has subsequently been used for food vending machines
and a children’s studio. There were also plans to roof the Falk Hall with
stone flags eventually so that it would serve as a natural extension of
Gotaplatsen, and a scheme to install a sculpture garden at the back of the
main building (an idea that had been entertained since the very first plans
of the museum in the 1910s). In Falk’s draft, the sculpture garden would
also have space for a stage where the car park now is, with seating raked
up the natural incline.??

The étages have a saw-tooth roof. As a construction it is strongly asso-
ciated with industrial architecture, and has become virtually synonymous
with industry as a whole. Trad Wrigglesworth has traced how the use of
saw-tooth roofs spread from Great Britain to Sweden in the first half of the
nineteenth century. The earliest example was the Jonsered works of 1833, a
factory started by the Scots William Gibson and Alexander Keiller.?** Saw-
tooth roofs, as the older English name ‘north light shed’ indicates, were lit
from the north. Since they give more stable lighting conditions throughout
the day, north-facing windows have long been preferred for artists’ studios
and exhibition spaces. The use of a saw-tooth roof for the museum thus
harkens back to two traditions, art history and native architecture.



utstillningshallen 1 6ster som etagen saknar barande strukturer inn-
anfor yttervaggarna, och mellanviggarna stod pa hjul for att vara
enkelt flyttbara (senare dopta till "elefanterna”). Flexibilitet var ett
honnérsord. Denna museiestetik skulle ndgra ar senare drivas till
sin spets 1 Renzo Pianos och Richard Rogers Centre Pompidou, dir
arkitekterna dven foreslog flyttbara tak och golv. Oppenhetens och
mobilitetens estetik praglar dven Peter Celsings Kulturhuset 1 Stock-
holm, vars forsta ritningar presenterades vid en tavling 1965.

Interidrens tegel- och betongvaggar vitmalades, liksom de flyttba-
ra skarmarna. Falkhallen, som ritades {or tillfalliga utstallningar, fick
ett taligt kalkstensgolv medan etagen inreddes med nélfiltsmatta.

1967-1968 kommunaliserades Goteborgs museer och underord-
nades ett centralt museikansli. I juli 1969 eftertridde Karl-Gustaf
Hedén Alfred Westholm som museichef. Det var forsta giangen
som en anstilld inom huset avancerade till chef. Det var dven for-
sta gangen som Konstmuseet fick en odisputerad chef. Hedén hade
en licentiatexamen som han fétt {6r Romdahl pa en avhandling om
barockmalaren Il Guercino 1947.

Att Hedén inte var disputerad innebar emellertid inte att han
ringaktade behovet av forskning pa museet. I arsrapporterna (som
inte langre trycktes) till museindmnden betonar han gang pa ging
att museets personal behover fa forska for att viktig kompetens inte
ska g till spillo och for att museet skulle kunna ta ritt beslut vid ex-
empelvis forvarv, hingningar och utstillningar. Utvecklingen under
1970-talet gick emellertid at motsatt hall. Kérv ekonomi och en néra
pa ensidig betoning av museernas publika verksamhet ledde till att
bland annat forsknings- och konserveringsarbetet blev eftersatt.

Kring 1973 genomférdes flera férdndringar pa museet. De flesta
gdllde hur de interna utrymmena anvandes. Det som bestkarna
kanske tydligast upplevde var installationen av lyrérsbelysning pa
femte vaningen.”® Grafikavdelningen flyttades fran mezzaninen till
det som ursprungligen varit salen for tillfalliga utstdllningar men som
1 samband med tillbyggnaden 1968 blivit jansterum. Den intillig-
gande kupolhallen borjade anvindas for tecknings- och grafikutstall-
ningar.”* En férandring av otvetydigt negativt slag var stdlden av
Henri Matisses Flicka i vitt, ett av museets viktigaste verk. Malningen
har aldrig aterfunnits.
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The lighting consultant in this was the Danish architect and furniture
designer Mogens Voltelen. He seems to have been the driving force behind
the idea of using a saw-tooth roof to provide as much daylight as possible,
whilst echoing an artist’s studio.?®* The daylight, which however fell from
the east because of the building’s orientation, was complemented with
fluorescent light.*** The Falk Hall was given stronger fluorescent lighting.

The ideal was thus still daylight, or as close to it as possible. Only
the prints gallery (what is now the Studio) was designed without natural
light. This followed the pattern set by nineteenth-century museum ar-
chitecture, in which a lower mezzanine was often used for drawings and
prints. Paper art is more sensitive to light than sculpture and oil painting,
and strong or prolonged daylight is best avoided.

Fluorescent lighting gives a spread of light not dissimilar to that from
skylights. Internationally, spotlights had become increasingly common
after the war, but it would not be until the 1980s that dramatic theatrical
lighting would become ubiquitous. A diffuse light does not direct the visi-
tor to the same extent as focused spotlights, with the strong contrasts they
create between illuminated artwork and shadowy walls. Viewers can also
see a work of art from several positions in the room without reflections
and without casting shadows on it with their own bodies.?*

In traditional museums (the Louvre, the Uthzi, etc.), galleries were
designed as suites of rooms in a formal alignment, or ‘enfilade’, with clas-
sical proportions, writes Rosalind Krauss, who contrasts this to Malraux’s
27 An enfilade suite of galleries struc-
tures the visitor’s experience with a defined before and after. The visitor’s

ideal of the imaginary museum.

movement through the rooms equates to the chronological arrangement
of art history. Each gallery and each work has a position in the narrative.
Falk’s extension lacks the traditional museum’s linear structure, as do
contemporary museum buildings by Mies van der Rohe, for example.
Both the elongated Falk Hall to the east and the étages above are devoid
of load-bearing structures other than their outer walls, and their parti-
tion walls were mounted on wheels to make them easy to move (later
they were called ‘the elephants’). Flexibility was the watchword. This
aesthetic would be taken to the extreme a few years later in Renzo Piano
and Richard Rogers’ Centre Pompidou, for which the architects proposed
moveable ceilings and floors. Openness and mobility were also the dis-
tinguishing marks of Peter Celsing’s Kulturhuset in Stockholm, the initial
drawings for which were presented in a competition in 1965.



Fotografier fran 1970-talet visar en férhéllandevis tét installation
av etagen. lerrasserna indelades 1 mindre rum, cirka 10 kvm stora,
av de flyttbara skdrmarna. De motverkade langa siktlinjer och gav
dven storre viaggyta for maleri. Malningarna hangde titt 1 ett eller tva
register. Stérre och mindre skulpturer stod pa golvet och lings med
viggarna. Pa det dversta etaget hangde Goteborgskoloristerna. De
bada andra hiarbargerade konst efter 1945, huvudsakligen indelad
efter stil. Abstrakt maleri grupperas 1 ett par "rum”, expressionistiskt
1ndgra andra. Den internationella modernismen fanns i det nedersta
etaget. De 6vre regionerna av de hoga viggarna borjade efterhand
att anvandas allt mer. I nedre etaget fanns ocksa en modern sittgrupp
(stalrorsmobel). P4 ett runt bord stod en krukvaxt. Museet var inrett
som ett modernt vardagsrum. Till det lite "mjuka” intrycket bidrog
dven nalfiltsmattan pa golvet. Heltdckningsmattorna hade vid tiden
boérjat gora entré 1 svenska hem efter amerikansk férebild. P4 museet
blev de ett tecken for ett nytt férhallningssitt till konsten. De inbj6d
att sitta pa, och det finns hundratals fotografier 1 museets arkiv med
unga och gamla som sitter pa golvet under féredrag eller konserter.
Ibland lutade mot konstverk. Konsten har symboliskt lyfts ner fran
sin piedestal. Publiken, liksom konsten, kom niarmre golvet under
1960- och 70-talen.

Arkiven vittnar om frekventa omhingningar av 1 synnerhet de
moderna samlingarna. Hedén noterar vid flera tillfdllen att nya kon-
stellationer dr ett satt att 6ka publikens intresse: "Ny- och omhéng-
ningar har ett vérde 1 sig”, de stimulerar besdkarna.**

1979 skedde en liten férdndring med stora konsekvenser, san-
nolikt signerad Ryndel. I samband med en stérre Endre Nemes-ut-
stillning utrymdes etagen. Carl Kylberg hingdes tillfalligt 1 den 6stra
kupolhallen, som dittills varit 4gnad at fransk skulptur. Losningen
uppfattades som sd attraktiv att den blev mer eller mindre permanent
och har aterupptagits vid flera tillfallen.?*!

Den nya entrén till museet via Falkhallen blev aldrig ndgon succé.
De flesta besokare fortsatte att gd den monumentala trappan upp till
den 6vre entrén. Det kan férklaras med att nedre entrén inte signal-
erade sin ndrvaro tillrdckligt tydligt, dess diskreta arkitektoniska
gestaltning gjorde den anonym. Vid ingangen upplat museet dess-
utom lokaler till den fashionabla restaurangen La Scala som fick det
att se ut som vore det en entré endast till restaurangen (vilket den
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The brick and concrete walls of the interior were painted white, as
were the movable screens. The Falk Hall, which was designed for tem-
porary exhibitions, was given a durable limestone floor, while the étages
were carpeted with needle-felt carpet.

In 1967-8 all of Gothenburg’s museums came under local authority con-
trol, and were placed under a central museum secretariat. In July 1969
Karl-Gustaf Hedén succeeded Alfred Westholm as director of the mu-
seum. It was the first time an employee had advanced to the position of
director. It was also the first time the Museum of Art had a director who
did not hold a Ph.D. Hedén had a licentiate he had taken before Romdahl
with a dissertation on the Baroque painter Il Guercino in 1947.

However, his lack of Ph.D. did not mean that Hedén made light of
the need for research at the museum. In the year-books (by this time, only
for internal use) he repeatedly impressed upon the museum board that it
was essential that museum’s staff had time for research, not only so that
crucial competence would not be wasted, but that so the museum would
be able to take the right decisions when it came to acquisitions, hanging,
and exhibitions. Developments in the 1970s, however, ran counter to this.
Straightened financial circumstances and an emphasis on the museum’s
public activities to the exclusion of virtually all else resulted in the neglect
of research and conservation work.

In about 1973 there were several changes made to the museum. The
majority were to how the interior spaces were used. The change most im-
mediately obvious to visitors was the installation of fluorescent lighting on
the fifth floor.*® The department of prints was moved from the mezzanine
to the gallery that had originally been used for temporary exhibitions, but
that in the changes following the 1968 extension had become an office.
The adjacent Cupola Hall began to be used for exhibitions of drawings
and prints.”®* One unequivocally disastrous change was the theft of Henri
Matisse’s Girl in White, one of the museum’s most important works of art.
The painting has never been recovered.

Photographs from the 1970s show a relatively dense mstallation in the
étages. Each étage was divided into a series of smaller rooms, approxi-
mately ten metres square, using the movable screens. This discouraged
long sight lines, and also offered large areas of hanging space. The paint-
ings were hung close together in one or two registers. Large and small
sculptures stood on the floor and along the walls. On the upper étage



ocksa blev 1996). I det politiserade 1970-talet blev restaurangen en
nagel 1 6gat pa stora delar av konstpubliken. Hedén {6rsokte vid flera
tillfallen bli av med den, starkast 1 samband med att kontraktstiden pa
tio dr gick mot sitt slut.?** Han framf6rde att den aldrig blivit en del
av museet, att den gav museet en dalig image, att lokalerna behovdes
for annan verksamhet och att den utgjorde en sakerhetsrisk med tva
briander under hans tid som chef. Inga argument bet emellertid pa
museindmnden och en lyxrestaurang utan verklig integrering med
museet finns 2008 fortfarande kvar 1lokalerna, trots fortsatt fejd mot
den under senare museichefer.**?

Under Hedéns tid tilltog forsdljningen av vykort, affischer och
boécker. Som en konsekvens installerades storre receptionsdiskar 1
béade 6vre och nedre entrén 1977.2** I synnerhet 1 Skulpturhallen, dit
de flesta av bes6karna alltsa kom, blev disken och férséljningsytorna
ett patagligt inslag 1 rumsgestaltningen. Bladderskap for affischer sat-
tes upp pa vaggen mittemot disken. Vid denna tid hade salens vig-
gar ocksd tagits 1 ansprak for maleri, framst samtida. Istillet for det
strdnga och sparsmakade rum som arkitekten Sigfrid Ericsson hade
en vision om blev Skulpturhallen pa 1970-talet ett rum med ménga
olika uttryck och verksamheter.

I utstédllningssalarna placerades informationsblad (A4) som er-
satte de tidigare tryckta vigledningarna. Dessa utformades av Nils
Ryndel fram tll att han pensionerades 1982. De var gratis.?® Senare
blev de mplastade och endast till 1dns. Med aren kom dven andra
skribenter att bidra med texterna.

1975-1976 byggdes huvudbyggnadens yttertak om och dagsljus-
insldppen kompletterades med lampor ovanfér glasinnertaken pa
sjatte vaningen. Originallamporna (bl.a. runda "funkislampor”) blev
dock kvar under flera ar i en del rum.

I samband med ombyggnaden uppstod svdra vattenskador 1
delar av Fiirstenbergska galleriet.** Rummen aterinvigdes den 21
mars 1976. Bjorn Fredlund, som féregiende ar utsetts till intendent
for de édldre samlingarna, hade huvudansvaret. Hedén konstaterar
belaten 1 arsberittelsen att galleriet nu var aterstallt sa néra sitt ur-
sprungliga utseende som mojligt. Fiargprover hade tagits 1 palatset pa
S6dra Hamngatan som bildade underlag fér ommalningen. Under
Westholm hade viggarna, som ndmnts, malats gra och det mesta av
moblemanget avlagsnats. Efter att fargprov tagits malades rummen
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were the Gothenburg Colourists. The two lower étages housed art from
after 1945, generally arranged by style. Abstract painting was grouped in
a couple of ‘rooms’, as were the Expressionists. International Modernism
was to be found on the lower étage. Gradually more of the blank space
on the high walls was pressed into service. On the lower étage there was
also a modern seating arrangement of tubular steel furniture; on a round
table stood a potted plant: the museum was furnished like a modern sit-
ting room. Contributing to the slightly ‘soft’ impression, there was nee-
dle-felt carpet on the floor. Wall-to-wall carpet was then making its entré
into Swedish homes, along American lines. In a museum setting it became
a sign of a new attitude to art. It invited people to sit down, and there
are hundreds of photographs in the museum’s archive with people, both
young and old, sitting on the floor during lectures or concerts. Sometimes
leaning against works of art. Art had symbolically been knocked off its
pedestal. The visitors, like the art, found themselves much closer to the
floor in the 1960s and 1970s.

The archives bear witness to frequent rehangings, in particular of the
modern collections. Hedén notes on several occasions that new constella-
tions are a way of increasing public interest: ‘new hangings and rehang-
ings are of value in themselves’, they stimulated visitors.?*’

In 1979 there was a small change with far-reaching consequences that
was probably Ryndel’s work. In conjunction with a large Endre Nemes
exhibition, all three étages were emptied. Carl Kylberg’s work was tem-
porarily hung in the east Cupola Hall, which until then had been used for
French sculpture. The solution was felt to be so attractive that it became
semi-permanent, and has been repeated on several occasions.*"!

The new entrance to the museum via the Falk Hall was never much
of a success. Most visitors continued to take the monumental stair to the
upper entrance. This can be explained by the fact that the lower entrance
did not signal its presence clearly enough, its discreet architectonic form
rendering it anonymous. Moreover, the museum had leased the premises
next to the entrance to a fashionable restaurant, La Scala, which made it
seem that the entrance was only for the restaurant (which is what it would
become in 1996). In the politicised 1970s, the restaurant was a thorn in
the flesh of much of the museum-going public. Hedén tried on several
occasions to get rid of it, most strenuously when the contract was due to
come up for renewal after ten years.?** He complained that it had never
become part of the museum, that it gave the museum a bad image, that



roda och inreddes med Fiirstenbergs mobler och prydnadsféremal.
Hedén skriver att "mobler och andra inventarier, som bevarats, har
givits en miljéskapande roll for att sa langt som majligt dterskapa
galleriatmosfaren.”®” En del av dessa kan ocksa uppfattas som en
deklaration av vad galleriet stod for, enligt Fredlund. Ett exempel ar
de japanska bronsféremalen péa skdnken i fransk nyrenissans som
vittnar om hur inspiration soktes 1 den japanska kulturen. Pa viggen
vid skdnken hiangde bland andra Alfred Wahlberg som var den for-
ste svensken att soka sig till Paris och det nya franska friluftsmaleriet.
Wahlbergs konst var den forsta besékaren métte 1 det ursprungliga
Fiirstenbergska galleriet och gav en indikation om samlingens in-
riktning.**® Hasselbergs gesimsskulpturer bildade utgangspunkt for
hingningens symmetri.**® Halkilen bakom skulpturerna gjordes na-
got morkare for att de béattre skulle framtrada.*°

Héngningen gjordes ater tdtare for att efterlikna 1800-talets ar-
rangemang och fokuserade pa den nordiska konsten. Paul Gauguins
Vinterlandskap flyttades till den franska samlingen 1 den vistra delen
av vaningsplanet, medan Hugo Birgers Skandimaviska konstnéirernas fru-
kost © Café Ledoyen, Faris, fermissningsdagen 1886 hangdes pa fondvaggen i
den stora salen. Birgers malning hade skdnkts av Firstenberg till Go-
teborgs Museum 1887 och kunde didrmed anses ha en direkt anknyt-
ning till rummen, enligt Hedén. Dessutom avbildades pa malningen
madnga av de konstndrer som fanns representerade 1 samlingen.

1982 tlltradde Bjorn Fredlund museichef. Ett ar senare anstdlldes
Hans Olof Bostrom (liksom Fredlund dven han disputerad konst-
historiker) som intendent for de édldre samlingarna. Hakan Wettre
ersatte Nils Ryndel som intendent fér de moderna samlingarna och
Lena Boéthius fick ansvar for utstillningarna.

Bjorn Fredlund (1938-) hade pa deltid arbetat pd museet sedan
boérjan 1960-talet (fastanstélld fran 1967). 1975 disputerade han pé en
avhandling om arkitekturen i Peter Paul Rubens maleri och befordra-
des 1 samband med detta till intendent. Fredlunds bibliografi vittnar
om ett brett intresse inom konst, inredning och arkitektur. Inte minst
har sekelskifteskonsten 1900 och ABC-mélarna — Anders Zorn, Bru-
no Liljefors och Carl Larsson - blivit féremal for flera studier.

Museets nordiska inriktning fortsatte under Fredlund, som redan
1974 verkat f6r ink6p av danskt guldaldersmaleri som vid den tiden i
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the premises were needed for other purposes, and that it constituted a
security risk, with two fires during his tenure as director. None of this cut
any ice with the museum board, and in 2009 a luxury restaurant that is
not really integrated into the museum remains on site, despite a series of
museum directors who have taken up cudgels against it.***

During Hedén’s time the sale of postcards, posters, and books took
off. As a consequence, larger reception desks were installed in both the
upper and lower entrances in 1977.%** It was particularly in the Sculpture
Hall, through which most visitors passed, that the reception and sales
space became a very obvious part of the configuration. Swinging-panel
displays for posters were set up on the walls opposite the counter. By
this time the gallery’s walls had also been pressed into use for paintings,
mostly contemporary. Instead of the severe and refined room envisaged
by Sigfrid Ericsson, the Sculpture Hall in the 1970s was packed with dif-
ferent impressions and activities.

In the exhibition galleries, information sheets (A4) replaced the earli-
er printed guides. Nils Ryndel designed these until his retirement in 1984.
They were free.?” Later they would be plasticised and were only available
for loan. Over the years, other writers were to contribute.

In 1975-6 the roof of the main building was renovated, and daylight
was complemented with artificial light set above the glass ceiling on the
sixth floor. The original light fittings (amongst them Modernist globe
lamps) were retained in a number of rooms for several years, however.

At the time of the rebuilding, there was severe water damage to parts
of the Furstenberg Gallery.?** The room was reopened on 21 March 1976.
Bjorn Fredlund, who the previous year had been appointed curator of the
older collections, was responsible. Hedén noted with satisfaction in the
year-book that the gallery had been restored as closely as possible to its
original appearance. Paint samples had been taken from the mansion on
Sédra Hamngatan as the basis of the colour scheme. During Westholm’s
time the walls had been painted grey and most of the furnishings re-
moved. With the paint samples to hand, the rooms were painted red and
furnished with the Furstenbergs’ furniture and objets d’art. Hedén wrote
that ‘the furniture and other fixtures and fittings that have been preserved
have been given a scene-setting role in order as far as possible to recre-
ate a gallery atmosphere’*” Some of objects can also be understood as
a declaration of what the gallery stood for, according to Fredlund. One
example is the Japanese bronzes that stood on a French neo-Renaissance



stort sett saknades 1 samlingarna. Med Fredlund skedde en tydlig och
medveten aterkoppling till museets dldre hangningshistoria, som kan
sdgas ha inletts med nyinstallationen av de Fiirstenbergska samling-
arna 1976. Tillsammans med intendenterna installerades salarna ater
med stilhistoriska bryggor. Mobler, mattor och dekorativa féremal
fick ge en tidston &t rummen. Overskottet fran succéutstillningen
Nordiskt ljus 1983 anvandes till att ytterligare forstarka tidsaccenterna:
bland annat ink&ptes skap och kistor som den pedagogiska avdelning-
en under ledning av Anne Pettersson fyllde med tidstypiska féremal
och som kunde anvandas vid visningarna. Ett kuriosakabinett place-
rades exempelvis 1 den flamlédndska samlingen och en 1800-talskista
med utvandrarféremal framfér Geskel Salomans méalning. Aven i de
moderna salarna placerades “associationsskapande féremal” for att
”sdtta in konsten 1 ett tidsperspektiv”,?*! bland annat en r6d-bla stol
av Gerrit Rietveld. Sedan tidigare (1980) fanns i Legér-rummet dven
en halv propeller som anknét till mellankrigstidens maskinestetik.
Fredlund skriver i verksamhetsberittelsen att foremalen ska anvan-
das till att "ge den kulturhistoriska eller sociala ramen kring konsten
eller for att belysa hur konstverken kommit till. De kommer ocksa att
mnnehalla ‘'motbilder’ till det som hénger pa viaggarna.” Malgruppen
var frimst skolungdomar.”2 Overskottet anvindes dven till inkép av
bladdervaggor {or teckningar och grafik.2%

Vid samma tid malades 1700-talsrummet om 1 en mer tidstypiskt
gragron ton som, enligt Fredlund, emellertid kunde inge en akvarie-
kénsla under vissa ljusférhallanden. Mitt 1 rummet stod en 1700-tals-
skulptur av en vinthund (inkoépt 1935). En matta lag pa golvet och
langs viggarna stod ett par 1700-talsstolar. Framf6r dérréppningen
till sal 25 héngdes ett draperi (tidigare hade siktlinjen genom dorren
stoppats av en skdrmvigg). Sistndmnda var en l6sning pa det pro-
blem som den abrupta 6vergangen fran 1700- till 1900-tal skapade.
Aven viggfirgen i andra salar differentierades.

1985 lades plastmatta i etagen istéllet f6r den nedslitna och skadade
nalfiltsmattan. "Den helt nya, mjuktlaserade cork-o-plast-plattan liknar
travertin och star vackert till bade maleri och skulptur”, skriver Fred-
lund.** Utrymningen av etagen fick som foljd att Goteborgskoloris-
terna hingdes bland "klassikerna” 1 den moderna samlingen. I mitten
pa 1980-talet (1986) installerades dven ett antal brandddrrar, sé kallade
"sektioneringsdérrar”, 1 den dldre byggnaden.? Detta medf6rde bland
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sideboard, a witness to how inspiration had been sought in Japanese cul-
ture. On the wall above the sideboard hung an Alfred Wahlberg, who
had been the first Swede to make his way to Paris and the new French
en plein air painting. His work was the first the visitor met in the original
Firstenberg Gallery, and gave an indication of the collection’s focus.*
Hasselberg’s cornice sculptures provided a departure point for the hang-
ing’s symmetry.**® The cavetti behind the sculptures were made some-
what darker so they would appear more clearly.?>

The hanging was made denser again, in imitation of the nineteenth-
century style, and was focused on Nordic art. Paul Gauguin’s Winter
Landscape was moved to the French collection at the western end of the
ground floor, while Hugo Birger’s Scandinavian Artists’ Lunch at the Café
Ledoyen, Paris was hung on the principal wall in the large gallery. Birger’s
painting had been given by Fiirstenberg to the Gothenburg Museum in
1887, and could thus be deemed to have a direct connection with the
room, according to Hedén. Moreover, the painting included many of the
artists who were represented in the collection.

In 1982 Bjorn Fredlund became director of the museum. One year later
Hans Olof Bostrom (who like Fredlund had a Ph.D. in art history) was
appointed curator of the older collections. Hakan Wettre replaced Nils
Ryndel as curator of the modern collections, and Lena Boéthius became
responsible for exhibitions.

Bj6rn Fredlund (1938-) had worked part-time at the museum since
the start of the 1960s, and on a permanent basis from 1967. In 1975 he
took his Ph.D. with a thesis on architecture in Peter Paul Rubens’ paint-
ings, and at the same time was promoted to curator. Fredlund’s bibliog-
raphy bears witness to his broad range of interests in art, interior decora-
tion, and architecture. Both the art of the turn of the last century and the
ABC painters — Anders Zorn, Bruno Liljefors, and Carl Larsson - have
been the subject of several of his studies.

The museum’s Nordic focus continued under Fredlund, who as
early as 1974 had been instrumental in the purchase of Danish Golden
Age art that at that time was virtually absent from the collections. With
Fredlund came a clear and conscious return to the museum’s hanging
history, something that can be said to have begun with the reinstalla-
tion of the Firstenberg collections in 1976. Working with the curators,
the galleries were once again installed with historical bridges. Furniture,



annat att draperierna som avgransade 1700-talsrummet f6érsvann.?5
Glasdorrarna vid kupolhallarna ritades av Olle Andersson.

1990 tog Folke Edwards (1930-) 6ver som chef 1 samband med att
Fredlund fick ett férordnande vid Nordiska ministerradet 1 Képen-
hamn. Edwards femadriga regim innehaller flera massmedialt upp-
marksammade hindelser, som framférallt handlar om forvarv,
nybyggnation och konflikter med férvaltningschefen Bo Jonsson.
Museets ekonomi hade gradvis férsamrats sedan kommunaliseringen
pa slutet av 1960-talet. De kommunala anslagen tickte 1990 inte pa
langa vagar kostnaden for driften som maste finansieras via publik-
dragande utstillningar. Underskotten 1 verksamheten vixte under
Edwards tid, men han lyckades fa till stdnd en storre utbyggnad av
museet (finansierad av Erna och Victor Hasselblad stiftelse och Sten
A Olsson, inte av G6teborgs stad) samt nagra betydelsefulla dona-
tioner fran utstillningen Nordiskt Onskemuseum 1994. Jonssons medialt
mest uppmirksammade férsok att "rddda” museet var att under-
handla med auktionshuset Christies 1 London om att sdlja Picassos
Akrobatfamilen.*’

Genom Nordiskt Onskemuseum knot Edwards an till museets tradi-
tion av donationer och samlingarna inriktning mot Nordisk konst.
Utstéllningen omfattade ett 30-tal verk som museet ville se inférliva-
de. Inspirationskillan var Ulf Lindes och Pontus Hulténs Onskemuseet
pa Moderna Museet 1963-1964 som resulterat 1 ett statligt engangs-
anslag pa 5 miljoner kronor och flera nyckelverk till samlingarna.**
Nagra statliga eller kommunala medel for ink6p blev det nu inte,
men vil ett antal donationer av centrala verk av nordiska konstnarer
som Per Kirkeby, Odd Nerdrum och Erro.

Folke Edwards iscensatte dven en dramatisk foérandring av de
fasta samlingarna. 1990 later han flytta ner 1700-tals samlingen 1 den
Lundqvistska donationen till femte vaningen. Harigenom vanns mer
plats for 1900-talskonsten pd sjdtte vaningen, samtidigt som femte fick
ett genomgdende kronologiskt uppligg. Den Lundqvistska samling-
en hade lange uppfattats som en knut, berdttar Fredlund, men man
hade inte velat réra den pa grund av donationsvillkoren.? Under
ombyggnaden av yttertaket 1975 hade dock 1700-talssamlingen till-
falligt installerats 1 Farfarshallen.?®® Mittrummet pa femte vaningen
kallas sa efter Hasselgrens Farfadern. Som framgétt ovan installerades
skulpturen 1 detta rum till invigningen 1925 men upplevdes pa 1990-
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carpets, and objets d’art were used to give a period flavour to the rooms.
The profits of the hit exhibition Nordic hight in 1983 were used to rein-
force the period accents; amongst other things, cupboards and chests
were bought that the educational department, under Anne Pettersson,
filled with objects typical of the period that could be used during guided
tours. A cabinet of curiosities was placed in the Flemish collection, and a
nineteenth-century chest with objects relating to Swedish emigration was
placed under Geskel Saloman’s painting Emigrants on the way to Gothenburg.
Even in the modern galleries, ‘association-creating objects’ were included
in order to ‘place the art in a period perspective’,*! including a red-blue
chair by Gerrit Rietveld. Ever since 1980 there had been half a propeller
in the Legér Room as a reference to the inter-war machine aesthetic.
Fredlund wrote in his operating report that the objects were to be used to
‘provide a historical or social framework to the art or to elucidate how the
work of art had come into being. They will also include ‘counterparts’ to
what is hanging on the walls” The target audience was first and foremost
schoolchildren.?* The Nordic light profits were also used to purchase dis-
play stands for drawings and prints.??

At the same time the Eighteenth-century Room was repainted a more
historically appropriate greyish-green that, according to Fredlund, in cer-
tain lights gave an unfortunate sense of being in an aquarium. In the middle
of the room stood an eighteenth-century sculpture of a greyhound, bought
in 1935. There was a carpet on the floor, and against the walls a pair of
eighteenth-century chairs. In front of the doorway to Gallery 25 hung
portieres (the line of sight through the door had previously been blocked
by a partition wall). The curtains were a solution to the problem created by
the otherwise abrupt transition from eighteenth to twentieth century art.
Even the colour of the walls in the various galleries was differentiated.

In 1985 plastic matting was laid in the étages to replace the worn-out
needle-felt carpeting. “The completely new, soft-finished cork-n-plastic
tiles resemble travertine, and go nicely with both paintings and sculpture’,
wrote Fredlund.?* One result of the necessary emptying of the étages was
that the Gothenburg Colourists were hung amongst the ‘classics’ of the
modern collection. In 1986 a number of fire doors, so-called ‘sectioning
doors’, were installed in the older building.** One of the consequences
was that the porticres that had divided off the Eighteenth-century Room
had to be removed.”®® Olle Andersson designed the glass doors to the
Cupola Halls.



talet som bade stétande och stérande. Beslut togs om att bygga in
skulpturen 1 en ldda som forsdgs med en krénande halkélslist och
pilastrar pa hérnen. Ladan gavs liksom vdggarna en lag brostpa-
nel med 1700-talsprofil som marmorerades. De 1700-talsmébler som
Lundqvist donerat till museet flyttades ocksd ned till den nya salen.
Brot mot tidskdnslan gjorde framst lysrérsbelysningen och det tunga
bjalktaket.

Det fanns dven planer pd att utrymma Brodrarummet och istillet
flytta in Picassosamlingen. Omflyttningarna ledde till stora interna
konflikter och 1:e intendent Jonas Gavel limnade in en avskedsan-
sokan, som dock upphédvdes nir planerna inte fullt ut sattes 1 ver-
ket.>®* Gavel, som disputerat pa en avhandling om ungrendssansens
fargteori, hade anstillts 1987. Bestaende fran planerna pa ytterligare
ommobleringar blev dock att medeltidskonsten plockades ner fran
Brodrarummet till kabinetten pa femte vaningen.

TILLVAXT UNDER JORDEN 1996-2004

Under 1980-talet inleddes en era av spektakuldra museibyggnader
som vérlden inte sett ndgon motsvarighet till sedan 1800-talets mitt.
Vi befinner oss idag fortfarande 1 denna expansionsfas, med Kalmar
Nya Konstmuseum (2008) ritat av Tham & Videgard Hansson Arki-
tekter som det senaste bidraget pa svensk mark. Frigan om en till-
byggnad till Géteborgs konstmuseum aktualiserades ater under va-
ren 1989 med en omfattande pressdebatt. Det forslag som museet,
med Bjorn Fredlund i spetsen, férde fram var en trevanig byggnad pa
terrassen Oster om museet (alltsd som pendang till Konsthallen) och
en pabyggnad med en vaning pa Falkhallen.?®

Det blev emellertid inget nytt museum, men vl en tillbygg-
nad under jord 1996 ritad av Peter Erséus, Per-Olof Frenning och
Hiékan Cullberg. Tillbyggnaden hade, som ovan ndmnts, kommit
till genom avtal med Hasselbladstiftelsen och Sten A Olsson under
Edwards tid som museichef. Konflikterna med férvaltningschefen
Bo Jonsson ligger sannolikt bakom att Edwards inte fick sin tjénst
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In 1990 Folke Edwards (1930-) took over as director upon Fredlund’s
appointment to the Nordic Council of Ministers in Copenhagen. Edwards’
five years at the museum included a series of events — acquisitions, new
building work, conflicts with the head of administration, Bo Jonsson
— that attracted a great deal of media attention. The museum’s finances
had slowly worsened since the local authority took over at the end of the
1960s. By 1990 the council subsidy fell far short of covering the muse-
um’s running costs, which instead had to be financed by crowd-pulling
exhibitions. The shortfall grew during Edward’s tenure, but he managed
to engineer a major extension to the museum (paid for by the Erna and
Victor Hasselblad Foundation and Sten A. Olsson, and not by the City of
Goteborg), and some important accessions from the exhibition Nordiskt
Onskemuseuwm (Nordic Museum of our Dreams) in 1994. Of Jonsson’s at-
tempts to ‘save’ the museum, the one that drew the most media attention
was the negotiation with the London auctioneers Christie’s for the sale of
Picasso’s The Acrobat Family.2”

With the exhibition Nordiskt Onskemuseum Edwards continued the
museum’s tradition of donations and collections focussed on Nordic art.
The exhibition comprised thirty or so works that the museum hoped to
incorporate into its collections. The inspiration was Ulf Linde and Pontus
Hultén’s exhibition Onskemuseet (Museum of our Wishes) at Moderna
Museet in 1963-4 that had resulted in a one-off government subsidy of
five million kronor and the accession of several key works.?® There were
to be no state or local authority funds for acquisitions in Gothenburg, but
there were a number of donations of important works by Nordic artists
such as Per Kirkeby, Odd Nerdrum, and Erro.

Folke Edwards also staged a dramatic alteration to the permanent
collections. In 1990 he had the eighteenth-century section of the Lundqvist
collection moved down to the fifth floor. This created more space for
twentieth-century works on the sixth floor, while the fifth now followed
a full chronological sequence. The Lundqvist collection had long been
viewed as something of a Gordian knot, notes Fredlund, but no one had
wanted to touch it because of the terms of the deed of gift.>® During the
repairs to the roof in 1975, the eighteenth-century collection had been
temporarily installed in the Grandfather Hall,** the middle room on the
fifth floor that took its name from Hasselgren’s The Grandfather. As will be
remembered, this room had housed sculpture since the museum’s inaugu-
ration in 1925, but by the 1990s it was felt to be unsuitable, both in terms



forlangd utan gick vid 65 ars dlder. Jonssons forslag var inlednings-
vis att inte tillsdtta ndgon ny chef utan att spara kommunens pengar
genom att han sjélv skulle ta hand om den administrativa ledningen,
medan den konstnérliga skulle ledas av en interimistisk "konstnérlig
konsult” (=Svenrobert Lundqvist). Slutligen blev 16sningen att Bjérn
Fredlund aterintradde som chef 1995.

Med tillbyggnaden fick museet en ny entré bekvamt nara Gota-
platsen genom att stodmuren under trappan 6ppnades. Innanfor fick
Hasselblad Center nya utstéllningslokaler och museet ett litet svar-
bemistrat utstidllningsrum f6r samtidskonst (”Stenasalen”). Samti-
digt férminskades Falkhallen ndgot och Skulpturhallen skars sénder
av ett trapplopp upp fran entrén. Skulpturhallen var, som framgatt
ovan, den enda riktigt monumentala sal som Sigfrid Ericson fick for-
verkligad och fram till 1996 ett av de framsta exemplen 1 Sverige pa
storslagna interidrer fran 1920-talsklassicismen.

Resultatet av ombyggnaden blev for Konstmuseets del mindre
anvandbara utstdllningsrum. Museet blev ocksa av med de kon-
torsutrymmen det haft 1 Konsthallen. Svérast att idag bemadstra ar
Skulpturhallen som numer huvudsakligen utgérs av tvd langsmala
korridorer pa vardera sidan om trapploppet. Visserligen har den 6vre
entrén, med kassa och vykortsstand férsvunnit men dispositionen av
golvytan gor salen svaranvand.

Den nya arkitekturen bidrar ocksa till en ny beréttelse om kon-
sten. Gotaplatsen dr anlagd som ett konsternas torg, med bildkonsten
1hogsitet. Tidigare vintade en anstrdngande vandring uppfér de mo-
numentala trapporna, liksom vid manga andra museer varlden 6ver.

Genom en serie ombyggnader har berittelsen férandrats. Kon-
sten har blivit mer tillgdnglig (inte minst f6r handikappade), men
kanske ocksa mindre upphdjd till sin karaktar.

Den monumentala trappan kan sdgas ha flyttat inomhus. Fran
den morka entrén finns flera tdnkbara rorelseriktningar, men de sig-
nalerar knappast sina nirvaro. Stenasalen, Hasselblad Center och
bokhandeln ger sig omedelbart tillkédnna, men de slingrande gang-
arna till Konsthallen och kaféet dr svara att uppticka. Interna trans-
portvagar mellan allt man behéver under ett och samma tak — kultur,
shopping och mat - far museer runt om 1 vérlden att alltmer likna
stora gallerior. Besokarna har blivit kunder. Géteborgs konstmu-
seum framstdr som en lagbudgetvariant pa detta tema.
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of subject matter and in its use of space. The decision was taken to build
the sculpture into a pilastered box with neo-Classical decor. The housing,
like the walls, was given a low dado in the eighteenth-century style that
was then marbled. The eighteenth-century furniture that Lundquist had
donated to the museum was also moved down to the new gallery. Where
the period feel faltered somewhat was the fluorescent lighting and the
heavy beamed ceiling.

There were also plans to empty the Brothers’ Room and move the
collection of Picassos there instead. The reshuffles led to bitter internal
conflicts, and senior curator Jonas Gavel handed in his notice, although
he would withdraw it when the plans were not carried out in full. **! Gavel,
who had a Ph.D. in early Renaissance colour theory, had been employed
at the museum since 1987. One remnant of the planned reshuffle sur-
vived, however, and accordingly the medieval art was transferred from
the Brothers’ Room to the Cabinet on the fifth floor.

SUBTERRANEAN GROWTH, 1996-2004

In the 1980s an era of spectacular museum construction began the like of
which had not been seen since the middle of the nineteenth century. We
are still in the thick of this expansion phase, with Kalmar’s Nya Konstmu-
seum (2008), designed by the architects Tham & Videgard Hansson, as
the latest contribution on Swedish soil. The question of an extension to
Goteborg Museum of Art resurfaced during the spring of 1989, followed
by a heated debate in the press. The proposal put forward by the museum,
led by Bjorn Fredlund, was for a three-storey building on the terrace to
the east of the museum (in effect a counterpart to the Gothenburg Art
Gallery) and for an additional level to be added to the Falk Hall.?%2

In the event there was to be no new museum, but there was an ex-
tension built below ground in 1996, designed by Peter Erséus, Per-Olof
Frenning, and Hakan Cullberg. The extension was made possible because
of a deal with the Hasselblad Foundation and Sten A. Olsson made during
Edwards’ time as director. His conflicts with the head of administration,
Bo Jonsson, were probably behind the decision not to extend Edwards’



Ett drag som skiljer Géteborgs konstmuseum fran andra nyligen
om- eller tillbyggda museer &r att man fortfarande narmar sig konsten
till fots. Den internationella trenden, 1 synnerhet utanfér Europa, har
annars varit att alltmer bilanpassa museibyggnaderna. Allt fler beso-
kare varlden 6ver ndrmar sig konsten via parkeringsgaraget, nagot
som givetvis paverkar deras upplevelse av konsten de méter. Restau-
rangernas 0kade betydelse, den med konstupplevelsen sammanfl-
tade gastronomiska erfarenheten (inklusive uppiggande koffein och
avslappnande alkoholkonsumtion), inverkar sannolikt ocksa pa de
betydelser som uppstér framfor verken.

Strukturen pa det 1 Géteborg ny6ppnade museet 1996 var pa ett
sitt den omvanda jamfoért med 1800-talets museiplaner. Senare tiders
konst vilade inte langre pa dldre tiders (antiken). Istdllet var det sam-
tiden som forst motte betraktaren i Stenasalen, 1 Falkhallen och ofta
dven 1 Hasselblads utstdllningsrum. De tre etagen var fortfarande
reserverade for konsten efter 1945, 4ven om det 6versta under senare
ar periodvis anvants som férvaringsutrymme 1 brist pa magasin. Pa
femte vaningen dterfanns den dldre internationella konsten 1 kabinet-
ten, det svenska 1700-talet 1 mittrummet och nordiskt 1800-tal 1 de
Ostra rummen.

Aven pa den sjitte vaningen aterfanns den internationella konsten
1 vaster och den nordiska 1 6ster. Den franska modernismen, inklusive
Picasso, koncentrerades till rummet vid den vistra trappan. Ankny-
tande nordiskt 1910-tal hdngdes 1 rummet innanfér (at 6ster). Dérefter
foljde ett rum 4gnat 4t Karl Isakson och Carl Kylberg. I Attkanten éter-
fanns liksom tidigare Arosenius, som alltsa beholl en framtradande
exponering, och 6ster om honom det nordiska 1880-talet som en
brygga 6ver till de Firstenbergska rummen. Den sddra filen av salar
inleddes med nordiskt sekelskifte, som med utstillningen Nordiskt [jus
(1983) fatt fornyad aktualitet. Aven detta rum anknét till det Fiirsten-
bergska galleriet som hérigenom blev ndgot av ett nav pa dvervaning-
en. I mittrummet hangde nordisk och internationell impressionism,
som en kontrast till den morkare sekelskifteskonsten. Nasta sal (rum
24) installerades med Goteborgskoloristerna och i den tidigare 1700-
talssalen hangdes det svenska 1910- och 20-talens konst.

Ar 2000 lade Charlotta Hanner Nordstrand fram en doktorsavhand-
ling om konstsamlaren och donatorn Bengt Erland Dahlgren. I sam-
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contract when he reached retirement age at sixty-five. Jonsson suggested
not appointing a new director at once in order to save the local authority
money: he would manage the administration while artistic concerns would
be managed by an mterim ‘artistic consultant’ in the shape of Svenrobert
Lundqvist. What turned out to be a very temporary arrangement ended
soon after with the recall of Bjorn Fredlund as director in 1995.

With the new subterranean extension, the museum now had a new
entrance conveniently close to Gotaplatsen once the retaining wall under
the stair was opened up. Inside, the Hasselblad Centre gained a new
exhibition space, and the museum a small, tricky exhibition space for
contemporary art (the Stena Gallery). At the same time the Falk Hall
was reduced in size, and the Sculpture Hall was hacked about by the con-
struction of a stairway leading up from the new entrance. The Sculpture
Hall, as we have seen, was the only real monumental gallery that Sigfrid
Ericson saw to fruition, and until 1996 it was one of the best examples in
Sweden of a neo-Classicist interior on the grand scale.

As a result of the rebuilding, the Museum of Art was left with a less
serviceable exhibition spaces, plus it lost the offices it had had in the
Gothenburg Art Gallery. The hardest space to master is the Sculpture
Hall, which is reduced to two long, narrow corridors on each side of a
flight of stairs. Admittedly, the upper entrance, with its ticket desk and
postcard stands, has vanished, but the floor layout makes the gallery hard
to use.

The new architecture also contributes to a new narrative of art.
Gotaplatsen 1s laid out as an arts plaza consisting of the city library, con-
cert hall, theatre, and museum, with visual art in the high seat. Previously
a strenuous assent of the monumental stair awaited the visitor, just as
at many other museums around the world. Through a series of struc-
tural alterations, the narrative has been changed. Art has become more
accessible (not least for the disabled), but perhaps also less exalted in
character. The monumental stair can be said to have moved inside. From
the dark entrance hall there are several possible directions to be taken,
but they cannot be said to flaunt their presence. The Stena Gallery, the
Hasselblad Centre, and the bookshop make themselves known immedi-
ately, but the winding route to the Gothenburg Art Gallery and the café
1s not immediately obvious. By piloting visitors to everything they might
need, all under one roof - culture, shopping, food — museums across the
world have come to resemble nothing so much as large shopping centres.



band med detta stilldes rummet innanfér det Ostra trapphallen pa
femte vaningen, déar Karl XII:s likfidrd har hingt sedan slutet av 1930-
talet, 1 ordning med verk ur den Dahlgrenska samlingen av intendent
Ingmari Desaix (rum 14). Det rérde sig huvudsakligen om verk ur
samlingarna men dven ett par inldn. Efterhand ersattes inlanen med
verk ur samlingarna, och utstéllningen fick en mer permanent karak-
tar. Harigenom skapades ytterligare ett donationsrum 1 museet, vid
sidan om de Fiirstenbergska salarna och de vid denna tid decimerade
Lundqvistska rummen. Man ville med utstallningen framhélla Bengt
Erland Dahlgrens betydelse for uppbyggnaden av det som skulle
bli Géteborgs konstmuseum. Problemet var dock, enligt Fredlund,
att en del av de konstverk som Dahlgren donerade inte holl sa hog
kvalitet. Donatorns stora betydelse lag istillet 1 den Dahlgrenska in-
kopsfonden som finansierat merparten av forvarven till museet un-
der senare tider. Det Dahlgrenska rummet blev en ganska kortlivad
foreteelse. Det forsvann kort tid fére renoveringen 2007-2008.2%°

Aven Fiirstenbergska galleriet genomgick férandringar under 1990-
talets andra halft. I december 1994 fick museet medel fran Anna
Ahrenbergs Fond for att aterstilla det till ursprungligt utseende.
Rummen anvindes vid tiden dven for tillfalliga utstallningar (”"Kar-
leken och déden” 1994-1995). Medlen skulle bland annat ga till ny
belysning och ommalning av viggarna. Intendent Jonas Gavel drev
arendet och ville renodla hangningen. Malningar som inte horde
till samlingen skulle bort (framst Birgers Café Ledoyen), medan an-
dra skulle tillbaka (frimst Gauguins Vinterlandskap och ett av Marcus
Larsons Vattenfall). Den stora salen (rum 16) skulle 1 méjligaste man
héngas som pa Carl Larssons akvarell med Raphaél Collins Sommaren
1fonden. Harigenom skulle en mer komplex bild av Fiirstenberg som
samlare framtrada. Kort darefter drabbades de dstliga salarna av sva-
ra mogelskador. Carl Larssons reliefer och Collins Sommaren tillhérde
de vidrst drabbade. Som tur var hade redan stora delar av samlingen
plockats ner. Collin-mélningen satt sedan 1925 fast monterad i en
stuckaturram som inte gick att radda. Efter restaureringen férsags
den med en nytillverkad guldram efter fotografisk férebild av dess
ursprungliga ram.?** Nar Bjoérn Fredlund kom tillbaka till museet
1 bérjan av 1996 genomférdes forflyttningen av Collins Sommaren,
medan Richard Berghs Nordisk sommarkvéll hangdes pa kortvaggen 1
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Visitors have become customers. The Goteborg Museum of Art is very
much a low-budget variant on this theme.

One feature that singles out the Géteborg Museum of Art from re-
cently built or rebuilt museums is that the visitor still reaches the art on
foot. The international trend, particularly outside Europe, has otherwise
been to adapt museum buildings to suit cars. Across the world, increasing
numbers of visitors approach art through a multi-storey car par, some-
thing that naturally affects their experience of the art they encounter. The
increased importance of the museum restaurant, where the experience
of art is intertwined with gastronomy (including the reviving effects of
caffeine and the more mixed results of alcohol consumption) seems also
likely to have a bearing on the signification of the works of art to the
Visitor.

The layout of Gothenburg’s re-opened museum in 1996 was in one
way the reverse of what had been envisaged in the nineteenth century.
Recent work no longer rested on the older, classical art. Instead it is our
own age that first meets our gaze in the Stena Gallery, the Falk Hall, and
often in the Hasselblad rooms. The three étages were still reserved for art
after 1945, even if the top floor had periodically been used as a store room
forlack of storage space elsewhere. On the fifth floor of the main building,
the older international art was to be found in the Cabinets, the Swedish
eighteenth-century in the middle rooms, and the Nordic nineteenth-cen-
tury in the eastern rooms. On the sixth floor, international art was simi-
larly to the west and Nordic to the east. French Modernists, including
Picasso, were concentrated in the room by the west stair. Related Nordic
works of the 1910s hung in the room beyond (to the east), followed by a
room with Karl Isakson and Carl Kylberg. The Octagon, as before, was
devoted to Arosenius, who thus retained his prominent position, and to
his east the Nordic 1880s formed a bridge to the Firstenberg rooms. The
southern sequence of galleries began with Nordic turn-of-the-century art,
which thanks to the exhibition Nordic hight (1983) was once again topical.
This room also tied in with the Fiirstenberg Gallery, which thus became
something of a hub on the upper floor. In the middle room hung Nordic
and international Impressionism as a contrast to the more sombre turn-of-
the-century art. The next gallery (Room 24) was hung with Gothenburg
Colourists, and in what had been the eighteenth-century gallery hung
works from the Swedish 1910s and 1920s.



rum 18. Nagra ar senare, 1 samband med utstillningen Amator/Eldsjil
placerades dven Hasselbergs Ndickrosen och Grodan framfér Collins
nakna damer. Grodan blev kvar efter utstdllningen fram till renove-
ringen 2007.

FLENSBURGS FORFLYTTNINGAR 2004-2008

2008 6ppnades museet dter efter en renovering som framst fokuserat
de osynliga delarna av byggnaden: ventilation och klimat. I samband
med detta mdlades viggarna i flera av utstéllningssalarna om, japan-
papper eller UV-film sattes upp pa fénstren och ny belysning installe-
rades (lysroren 1 huvudbyggnaden har ersatts av lister med stéllbara
spotlights). Kort sagt blev byggnaden vinligare mot konsten, och
aven mot besokarna.

Den huvudsakliga strukturen av de fasta samlingarna foljer dven
nu det sedan linge fastlagda monstret: nyare konst 1 etagen, aldre
1 huvudbyggnaden, plastisk konst 1 Skulpturhallen och Sergelgang-
arna. Men ett ndrmre studium av dispositionen mellan salarna och
hingningarna i dem avsl6jar viktiga férandringar. Dessa ér 1 huvud-
sak signerade Birgitta Flensburg (1944-) som rekryterats som musei-
chef fran Norrképings konstmuseum 2004.

Att fordndra hingningen pé femte véningen var ett klart uttalat
program fran den nya museichefen. Redan strax fore jul 2003, dvs. ett
par méanader innan hon tilltradde sager hon till Dagens Nyheter: 7. ..det
finns en fin samling av bade nutida, modern och framfér allt dldre
konst. I de dldre delarna har vil inte folk sprungit benen av sig direkt.
Sa det galler att aktivera samlingarna och halla intresset uppe.”*®

Nir denna text skrivs, 1 november 2008, aterstar dnnu att in-
stallera sjatte vaningen bortom Fiirstenbergska galleriet samt eta-
gen. Beslutat ar att ett studie- och samlingsrum ska iordningstallas
vid det vistra trapploppet (tidigare rummet f6r Lundqvists franska
modernism-samling). Hér ska besokare kunna bladdra 1 kataloger
och tidskrifter och grupper métas 1 samband med visningar. Det {6l-
jer en internationell trend: under 1990-talet aterkom sittplatserna pa
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In 2000 Charlotta Hanner Nordstrand presented her thesis on the collec-
tor and benefactor Bengt Erland Dahlgren. To mark this, the room beyond
the east stair on the fifth floor (Room 14), where The Body of Charles XII
of Sweden. .. had hung since the end of the 1930s, was reorganised by the
curator Ingmari Desaix with works from the Dahlgren collection. Most
of the works came from the museum’s own collections, but a couple were
borrowed. Later the loaned works were replaced with pieces from the col-
lections, and the exhibition took on a more permanent air. The end result
was another benefactor room in the museum, alongside the Firstenberg
galleries and the — by then decimated — Lundqvist rooms. The exhibi-
tion was intended to draw attention to importance in building up what
would become the Géteborg Museum of Art. The problem, according
to Fredlund, was that a number of the works donated by Dahlgren were
not of a particularly high quality. His greatest importance stemmed from
the Dahlgren acquisition fund, which had financed the vast majority of
the museum’s recent acquisitions. The Dahlgren Room was fairly short-
lived. It disappeared shortly before the renovations of 2007-2008.2%3

The Fiirstenberg Gallery also underwent a series of changes in the second
half of the 1990s. In December 1994 the museum had received a grant
from Anna Ahrenberg’s Foundation to restore it to its original appearance.
The rooms at that point were also used for temporary exhibitions (Kérleken
och Diden; Love and death 1994-5). The money was to be used such things
as new lighting and repainting the walls. Curator Jonas Gavel took on
responsibility for the renovations, and set out to improve the hanging too.
Paintings that did not belong to the collection were to be removed (Birger’s
Café¢ Ledoyen) while others were to make their way back (particularly Gau-
guin’s Winter Landscape and a Marcus Larson Waterfall). The large gallery
(Room 16) was, if at all possible, to be hung like Carl Larsson’s water-
colour, with Raphaél Collin’s The Summer on the principal wall. By these
means a more complex picture of Fiirstenberg the collector would emerge.
Not long after, the eastern galleries were found to have sustained severe
mildew damage. Carl Larsson’s reliefs and Collin’s The Summer, which
still had not been moved, were amongst the worst affected. Fortunately
much of the collection had already been taken down. The stucco frame in
which the Collin had been mounted since 1925 was beyond rescue. After
the painting’s restoration, it was given a reproduction gold frame based
on photographs of the original.*** When Bj6rn Fredlund returned to the



museerna, men inte for att underldtta langsiktigt studium av enskilda
verk. 20¢ Istdllet arrangeras sittgrupper dar museets publikationer, i
synnerhet aktuella kataloger, ligger utlagda. I sin mest ldngtgaende
form iordningstills sérskilda utrymmen som studierum, med lasplat-
ser och tillgang till datorer. De 4r materiella manifestationer av de
alltmer utvidgade pedagogiska avdelningarna vid museerna och pa
samma gang ett uttryck for att hogmodernismens tro pa det visuellas
6verhoghet nu ar begravd och 6vergiven. Studierummen och de 1
salarna utplacerade katalogerna kan ocksa uppfattas som ett utskott
av museishopen, som dr en annan del av museernas verksamhet som
fatt allt storre betydelse under postmodernismen. Inte sillan &r kata-
logerna férsedda med information om att de finns till f6rsdljning.

Det 6vergripande intrycket av Goteborgs konstmuseum vid ett
besok senhosten 2008 dr en mer sparsmakad hingning 4n vad som
var fallet fére ombyggnaden. Skulpturhallen har firre objekt dn pa
lange. Fran denna ser man 1 den véstra kupolhallen Karl Isaksons
Vilande modell. Vander man huvudet méts man av Carl Kylbergs Hem-
komsten 1 den Ostra kupolhallen. Harigenom ger tva av viastkustko-
lorismens inspirationskillor en féraning om vad som ska moéta pa
6versta vaningen.

Den storsta forandringen har skett pa mellanvaningen (den femte
vaningen). I de nederldndska/italienska kabinetten har den réda och
kastanjebruna brokaden tickts 6ver och viggarna malats 1 en Ljus-
grd nyans, som ocksd anvinds 1 flera andra salar pd vaningsplanet.
Det innersta av kabinetten — ddr Romdahl ursprungligen installerade
Rembrandt — brukas nu f6r temporéra utstallningar fran museets om-
fattande tecknings- och grafiksamling. De tva andra kabinetten anvands
till rendssansmaleri: 1 det mellersta finns bland annat ryska ikoner och
italienska altarmalningar; 1 det yttersta Lucas Cranachs Salome (tidigt
1500-tal) och Francois de Nomes markliga fantasiarkitektur (tidigt
1600-tal). Med kabinetten borjar den kronologiska vandringen.

I Barockhallen, det spatiésa rummet vid det vidstra trapploppet,
har 1600-talets stora dukar samlats. Hér hanger Ehrenstrahl, till-
sammans med bland andra Rubens, Jakob Jordaens och David
Teniers dy. I detta rum finns dven det enda objekt som aterstar av
de associationsskapande féremalen: ett perspektivskap efter Samuel
van Hoogstraaten. Fran Romdahls tid dterfinns dven tva forgyllda
festonger (sannolikt 1700-tal).
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museum at the start of 1996, the Collin was finally moved to its new posi-
tion, while Richard Bergh’s Nordic Summer Evening was hung on the short
wall of Room 18. Several years later, in conjunction with the exhibition
Amatir/Eldsiil (Amateur/Enthusiast), Hasselberg’s The Water Lily and The
Frog were placed in front of Collin’s naked women. After the exhibition,
The Frog remained in situ until renovation work began in 2007.

FLENSBURG’S ROTATIONS, 2004-2008

In 2008 the museum reopened after renovation of the invisible parts of
the building: the ventilation, the air-conditioning, and the heating. In
the process, walls were repainted in several of the exhibition galleries,
windows were covered with Japanese paper or UV film, and new lighting
was installed (the fluorescent lights in the main building were replaced
with runs of adjustable spotlights). In short, the building became more
art-friendly, and even more visitor-friendly.

The fundamental structure of the permanent collections still follows
the long-established pattern: newer art in the s, older in the main build-
ing, the plastic arts in the Sculpture Hall and the Sergel passages. Yet a
closer study of the disposition between the galleries, and the hanging
within them, reveals important changes. These are very much the work
of Birgitta Flensburg (1944-) who was recruited from Norrképing’s mu-
seum of art to be director in 2004.

A change in the hanging on the fifth floor was a clearly stated aim
for the new director. Shortly before Christmas in 2003, in other words a
couple of months before she took up her post, she said to the newspaper
Dagens Nyheter: “There is a fine collection of contemporary, modern, and
above all older art. In the older parts people haven’t exactly been beating
a trail to the door. So there’s a need to capitalise on the collections, too
keep interest up.’2%

At time of writing, in November 2008, both the étages above the Falk
Hall and the sixth floor beyond the Fiirstenberg Gallery remained to be re-
mstalled. Thus far it has been decided that a study centre and auditorium
will be instated next to the west stair (the room that previously housed



Innanfér Barockhallen hinger som tidigare det holldndska 1600-
talet, men kompletterat av en vagg med stilleben fran olika perioder.
Paulus van den Bosch (1600-tal) och Joachim Bueckelaer (1500-tal)
hanger sida vid sida med Pehr Hillestrém (1700-tal) och Ragnar
Sandberg (1900-tal) 1 en installation som litt asymmetriskt, triangu-
lart reser sig pa vaggen. (Flensburg anvander sig for ovrigt 1 flera
hingningar av en triangel med bred bas som kompositionell grund.)
Tavelskyltarna dr borttagna fran ramarna. Information om vem, vad,
var och nér finns istillet samlade pa ett inplastat blad som besékaren
kan hamta 1 en héllare vid fonstret. Skyltarna som var utférda 1 flera
olika material och stilar, var svarldsta pa avstand och foérfulade ver-
ken, anser Flensburg.?”

Foljande sal, den tidigare Rubenssalen, ar installerad med 1700-
talets konst; savil rokoko som nyklassicism, svensk som utlandsk.
I detta rum star dven tva mindre skulpturer pa hoga rafflade kolonn-
piedestaler: Johan Tobias Sergels 4mor och Pyyke samt Guillaume Cou-
sins Putto. Pa vaggfiltet till vanster om fonstret finns en informations-
text pa svenska och engelska om utstéllningen, medan upplysningar
om de enskilda verken aterfinns pa vaggen nedanfor respektive verk.
‘Tvasprakigheten vittnar om att museet viander sig till en internatio-
nell publik.?® Forflyttningen av informationen fran tavelramarna till
gnuggbokstiver pa viggarna dr ett genomgaende drag 1 omhéng-
ningen och astadkommer ett enhetligt uttryck 1 hela museet.

I det mittersta rummet pa femte vaningen lit Flensburg ater ta
fram Hasselbergs Farfadern ur den pilasterférsedda lada som Folke
Edwards lat bygga. Forutom Farfadern finns 1 denna sal, foljdriktigt,
konst fran 1800-talets andra hélft. Geskel Salomans Utvandrare pa vig
tll Goteborg (1872) tillhér museets publikt mest uppskattade verk. Verk
av tva pa sin tid mycket uppmérksammade kvinnliga konstnirer finns
ocksa representerade 1 detta rum: Sofie Ribbings Ritande gossar som
tillhér de tidigast inforlivade verken 1 samlingarna (1864; gava fran
konstféreningen 1866) och Amalia Lindegrens Sprattelgubben (1879).

1800-talet fortsitter 1 foljande rum med flera verk av svenskarna
Marcus Larson, Nils Blommér och Carl Johan Fahlcrantz, norrman-
nen Hans Fredrik Gude, Peder Balke och Thomas Fearnley samt
schweizaren Arnold Bocklin. Temat for hingningen dr Romantik
som ahistorisk foreteelse. Inspringd bland 1800-talsmaleriet ater-
finns dven Dick Bengtsson, Landskap med kyrka (1969), Max Book,
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Lundqvist’s collection of French Modernists). Here visitors will be able
to leaf through catalogues and periodicals, and guided tours will be able
to gather. This reflects an international trend: during the 1990s, seating
made a comeback in museums, but not to facilitate the lengthy study of
individual works of art.?* Instead, seating arrangements are placed where
the museums’ publications, and in particular their current catalogues, are
out on display. In its most far-reaching form, specific spaces are set aside
as study centres, with comfortable seating and computer access. They are
the material manifestations of ever-widening educational ambitions, and
at the same time an expression of high Modernism’s conviction that the
supremacy of things visual is now dead and buried. The catalogues set
out in the study centres and the galleries can also be seen as an offshoot
of the museum shop, another one of the modern museum’s activities that
has become increasingly important in the postmodern period. Frequently
the catalogues are clearly marked with the information that they are for
sale in the shop.

The general impression of the Goteborg Museum of Art garnered
during a visit in the late autumn of 2008 is that the hanging is now much
more sparse than was the case before the renovations. The Sculpture Hall
contains fewer objects than it has for along time. From here you can see
through to the west Cupola Hall and Karl Isakson’s Reclining Model. If you
turn, you are met by Carl Kylberg’s The Homecoming in the east Cupola
Hall. Two sources of inspiration for the West Coast Colourists thus give
a presentiment of what awaits on the top floor.

The greatest change has taken place on the mezzanine (the fifth floor).
In the Dutch-Italian cabinet, the red and chestnut-brown brocade has
been covered up, and the walls painted a shade of pale grey, a colour also
used in several other galleries on the same floor. The innermost Gabinet
- where Romdahl had originally installed the Rembrandt - is now used
for temporary exhibitions from the museum’s extensive collection of
drawings and prints. The two other Cabinets are used for Renaissance
painting: in the middle, Russian icons and Italian altarpieces; in the first,
Lucas Cranach’s Salome (early sixteenth century) and Francois de Nome’s
peculiar, fantastic architecture (early seventeenth century). It is here, in
the Cabinets, that the chronological tour begins.

In the Baroque Hall, the spacious room by the west stair, the large
seventeenth-century canvases have been brought together. Here we find
Ehrenstrahl, along with Rubens, Jakob Jordaens, and David Teniers



Falnane (1986), Louise Fenger-Krog, Fors-Lappland (1990) samt Eva
Kochs video Evergreen (2007). Vi ska strax aterkomma till en diskus-
sion om detta slags icke-kronologiska hangningar.

Ordningen kan tyckas aterstélld i ndsta rum, som visar 1800-talets
intima maleri. Det dr frdgan om danskt guldaldersmaleri som héngts
tillsammans med finlindaren Magnus von Wright och svenskarna
Joseph Stack och Gustaf Palm. Vid fonstret star ett bord och tva
Biedermeierstolar. Dessa skulle kunna tolkas som ett andra exempel
pa stilhistoriska bryggor (det forsta var perspektivladan 1 Barock-
hallen) om inte bordets huvudsakliga funktion vore att husera delar
av museets miniatyrsamling.

Salen vid det 6stra trapphuset domineras, som det gjorts sedan
1939, av Gustaf Cederstroms Karl XII:s likfird och John Borjesons
Kigelspelaren som ju installerades redan till museets invigning 1925.
Borjeson ér dven representerad av tva sma statyetter (Karl X och fonas
Ahistromer), Cederstrom av Fralsningsarmén. Framfér Karl XII star en av
de pallar med fldtad rottingsits som museet inreddes med 1925. For-
utom historiemaleri samsas 1 detta rum Johan Krouthéns friluftsmaleri
med Carl Larssons portritt av Suzanne, och dansken Julius Paulsens
salongsfahiga modeller med norske Christian Krohgs socialt engage-
rade maleri (Sommerskan; 1881). Vid en ndrmre analys av de fyra 1800-
talssalarna dr rumsfoljden alltsd varken stilhistorisk eller geografisk.
Istallet bygger hingningen pa fyra lite 16st formulerade teman: figur-
maleri, romantiskt storslaget landskapsmaleri, intima studier (mesta-
dels landskap), samt (huvudsakligen) figurmaleri 1 stort format.

Som framgitt ovan hade bade Ericson och Romdahl visioner om
ett museum dar utstdllningsrummen samspelade med de utstdllda
féremalen. Ericson spelade med diskreta medel: utformningen av en
taklist eller dérromfattning. Romdahl var betydligt mer rak pa sak.
Museichefen arbetade med starka medel: schablonmalningar pa vag-
garna, starka farger, tygklddda viggar 1 de nederldndska kabinetten
och en stor mangd mobler och dekorativa féremal utplacerade som
accenter eller bryggor 1 salarna. Romdahls vision tunnades ut under
perioden 1950-1980, for att fa en rendssans under Bjérn Fredlunds
regim. 2008 férsvann de. Alla viggar — inklusive kabinettens — &r
nu gra- eller vitmalade. Alla mattor och draperier och néstan samt-
liga mobler ar borttagna, utom 1 Furstenbergska galleriet. Det dr ur
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the younger. In this room there is also the only object that remains of
the association-creating objects: a perspective box after Samuel van
Hoogstraaten. From Romdahl’s time there are also two gilt festoons,
probably eighteenth-century.

Beyond the Baroque Hall hang the Dutch seventeenth-century works,
asbefore, now complemented with a wall of still-lifes from different periods.
Paulus van den Bosch (seventeenth century) and Joachim Bueckelaer
(sixteenth century) hang side by side with Pehr Hillestrom (eighteenth
century) och Ragnar Sandberg (twentieth century) in a triangular in-
stallation that, with slight asymmetry, runs up the wall. (Flensburg uses
a broad-based triangle as the compositional basis for several hangings
elsewhere.) The labels have been removed from the frames. Instead, infor-
mation about who, what, where, and when is all collected on a plasticised
sheet that the visitor can pick up from a rack by the window. The labels,
all in different materials and styles, were difficult to read at a distance and
did nothing for the pictures, in Flensburg’s opinion.>*

The next gallery, the former Rubens gallery, is hung with eighteenth-
century art; both Rococo and neo-Classicist, Swedish and foreign. The
room also holds two smaller sculptures set on high, fluted column pedes-
tals: Johan Tobias Sergel’s Cupid and Byche and Guillaume Cousin’s Putto.
On the panel to the left of the window there is information in Swedish and
English about the exhibition, while information about individual works
is provided on the wall beneath the piece in question. The bilingualism is
an indication that the museum is addressing an international audience.?%®
Moving the information that used to be on the picture frames to the walls
is a consistent feature of the rehanging, and creates a uniform impression
throughout the museum.

In the middle room on the fifth floor, Flensburg has released
Hasselberg’s The Grandfather from the pilaster-clad housing that Folke
Edwards had erected. As well as The Grandfather, the gallery, logically
enough, shows art from the second half of the nineteenth century. Geskel
Saloman’s Emigrants on the way to Gothenburg (1872) is one of the museum’s
most popular works. Work by two of the most notable women artists of
their day is also on show in this room: Sofie Ribbing’s Boys drawing, one
of the earliest additions to the collection (1864; given by the Art Society
in 1866), and Amalia Lindegren’s fumping Fack (1879).

The nineteenth century continues in the next room with several works
by the Swedes Marcus Larson, Nils Blommér, and Carl Johan Fahlcrantz;



denna synvinkel ett mer modernistiskt museum dn nagonsin tidigare
som framtrider 2008. A andra sidan bryter den icke-kronologiska,
tematiska hangningen och dess plétsliga kluster av malningar 1 grun-
den med modernismens estetik som betonar det autonoma verket.

Flensburgs arrangemang understryker konstens visuella status,
ocksa det ett drag som férknippas med hogmodernismen. Stérande
texter har flyttas langre bort fran verken. Dar det har varit mojligt
har malningarna hingts pa krokar istéllet for 1 tradar vilket — oberak-
nat alla andra skl — far dem att framtrada mindre som fysiska objekt
och mer som bilder. I museets barndom hingde, som framgitt ovan,
malningarna i de 6vre registren ut fran viaggen, och till och med 6ver
hérn. Ingen kunde {or ett 6gonblick glomma bort méalningarnas ex-
istens som fysiska objekt 1 rummet. Under senare ar har experiment
ater gjorts med att hinga malningar fritt i rummet, med hjélp av ex-
empelvis gallerviggar, sa att besokarna kan se dem fran alla hall.

Det ar egentligen inget mérkligt med detta motségelsefulla el-
ler méangfacetterade hingningsparadigm. Det f6ljer internationella
monster 1 synen pa vad ett konstmuseum bor vara. Tva huvuddrag
ar urskiljbara 1 samtiden:

1) Kronologiska hangningar har fatt trada tillbaka till f{érman fér
tematiska. Historicismen som utstéllnings- och tolkningsparadigm
har férsvagats avsevirt.?® Detta kan dven forstds som att hangningar
utan aufeur misstros. Ett bestdende spar av postmodernismen &r att
installationer som till synes bygger pa naturliga férhallanden sasom
tid och plats dekonstrueras.

2) En vag av svala, neominimalistiska installationer, dar inget
tilldts stora verkens autonomi och estetiska verkan, har skoljt bort
postmodernismens tunga, textorienterade presentationer. Hangning-
arna betonar verken som virda ett uppmarksamt betraktande, 1 av-
skildhet fran stérande inslag inklusive férklarande texter.

I Goteborgs konstmuseums nyhiangning syns, som framgatt ovan,
spar av bada dessa tendenser. Den nya héngningen limnar delvis
kronologin, med tematiska hingningar av bland annat stilleben och
romantiskt maleri. Arrangemangen ar samtidigt ofta mer sparsma-
kade @n tidigare. Idén bakom den homogenisera(n)de hangningen ar
att konst ar konst, oavsett tid eller ort. Den ska bedémas och beund-
ras som estetiska verk, och behover ingen "hjalp” av sidenbrokader,
mobler eller annan dekor.
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the Norwegians Hans Fredrik Gude, Peder Balke, and Thomas Fearnley;
and the Swiss Arnold Bocklin. The theme of the hanging is Romanticism
as an ahistorical phenomenon. Interspersed with the nineteenth-century
paintings are works by Dick Bengtsson Landscape with church (1969), Max
Book Falnane (1986), Louise Fenger-Krog Fors-Lappland (1990), and Eva
Koch’s video Evergreen (2007). We shall shortly return to a discussion of
this kind of non-chronological hanging.

Traditional order is restored in the next room, with the nineteenth
century’s more intimate paintings, here Danish Golden Age paintings
hung alongside the Finn Magnus von Wright and the Swedes Joseph
Stack and Gustaf Palm. By the window are a table and two Biedermeier
chairs. These could perhaps be interpreted as another example of a his-
torical bridge (the first being the perspective box in the Baroque Hall)
were it not for the fact that the table’s main function is to house part of
the museum’s collection of miniatures.

The gallery next to the east stair is dominated, as it has been since
1939, by Gustaf Cederstrom’s The Body of Charles XII..., while John
Borjeson’s Skittle-player has been there since the opening in 1925. Bérjeson
is also represented by two small statuettes (Charles X Gustaf of Sweden and
Jonas Ahlstromer), Cederstrom by The Salvation Army. In front of Charles XII
stands one of the cane-seated stools with which the museum was origi-
nally furnished in 1925. As well as the historical paintings, the room also
brings together Johan Krouthén’s en plein air painting with Carl Larsson’s
portrait of Suzanne, the Dane Julius Paulsen’s socially acceptable mod-
els with the Norwegian Christian Krohg’s socially committed painting
(The Seamstress, 1881). On closer analysis, the sequence of the four nine-
teenth-century galleries is thus neither true to period nor geographically
consistent. Instead, the hanging is constructed around four, fairly loose
themes: figurative painting, romantic landscape painting on the grand
scale, intimate studies (mostly landscapes), and (primarily) large format
figurative painting.

Both Ericson and Romdahl had envisaged a museum where the exhibition
space would interact with the objects on display. Ericson adopted discreet
methods: the design of a cornice or a lintel. Romdahl was less given to
beating about the bush. The director worked with strong means: stencils
on the walls, strong colours, fabric-hung walls in the Dutch Cabinets, and
large amounts of furniture and objets d’art stationed through the galleries



En bieffekt av ommalningen av salarna ar att de avvikande arki-
tektoniska elementen 1 salarna framtrader tydligare. Det giller ex-
empelvis de forgyllda taklisterna 1 kabinetten. Andra detaljer har
lyfts fram genom ljussittningen, som det mélade taket 1 Barockhal-
len. Vi tittar inte mycket pa taken nufortiden, utbrast O’Doherty
1976.2° Med modernismen férsvann inte bara takmalningarna och
hingningen av tavlor vid takfoten, utan dven alla slags profileringar
och utsmyckningar av innertaken. Modernismens museivigg moter
taket vinkelratt utan 6vergang i form av lister.

Ett tecken f6r den tid som har kallats postmodern &r det fragmen-
tariska. Tilltron till ”stora berittelser”, sammanhallna presentationer
och heltickande 6versikter uppldses och ersitts av fragmentets re-
torik och estetik. Antologin eftertrader monografin som diskursiv
form. Den ullfilliga utstillningen avldser den permanenta presen-
tationen. Det dr frdgan om tendenser snarare dn definitiva skiften,
men de dr inte desto mindre mérkbara. Tongivande institutioner som
Tate Gallery 1 London och Whitney Museum of American Art1New
York visar numer sina samlingar 1 form av tillfilliga utstillningar.
Detta giller under Lars Nittves ledarskap dven fé6r Moderna Museet
1 Stockholm. En liknande instéllning kan skénjas 1 och med 2008 ars
omhidngning av Goteborgs konstmuseum, dd nyare verk vixlades in
1 de dldre samlingarna pa femte vaningen med instillningen att inga
hingningar ar for evigt. Idén om att vixla verk ur samlingarna &r
dven tydlig 1 grafikkabinettet. Det faktum att de flesta museer endast
har plats att visa en brakdel av sina samlingar 1 kombination med en
avtagande tro pa mdjligheten fér institutionerna att géra auktorita-
tiva urval férklarar mycket av forandringen. Ett resultat av denna
utveckling ar att kategorierna “tillfalliga utstéllningar” och ”perma-
nenta samlingar” smélter samman. Denna process forstirks av de
politiska kraven pa hoga besokssiffror 1 kombination med tron pa att
utstillningar lockar fler 4n fasta samlingar.

Att blanda verk fran olika tidsperioder var ett utstallningskon-
cept som boérjade vinna genklang pa 1980-talet, men da framst 1
tillfalliga utstallningar. Uppmérksammade exempel dr Rudi Fuchs
Documenta 7 1982 och hans omhingning av Gemeentemuseum 1
Haag, liksom Harald Szeemanns A-Historische Klanken pa Boymans-
van Beuningen Museum 1 Rotterdam 1988.#! I borjan av 1990-
talet gjorde dven Peter Greenaway ndgra uppmarksammade utstall-
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as accents or bridges. Romdahl’s vision was watered down in the period
1950-80, but had a renaissance in Bjorn Fredlund’s day. Come 2008 both
vanished. All the walls, including the in Cabinets, are now painted grey
or white. All the carpets and draperies, and nearly all the furniture, are
gone, except from the Firstenberg Gallery. From this viewpoint a more
Modernist museum than ever has emerged. On the other hand, the non-
chronological, thematic hanging, with its sudden clusters of paintings, is
a significant departure from a Modernist aesthetic which emphasises the
autonomy of works of art.

Flensburg’s arrangement underlines the visual status of the art, a fea-
ture much associated with high Modernism. Distractions such as back-
ground information have been moved further away from the exhibits.
Where it has been possible, the paintings have been hung on hooks instead
of on wire which - to ignore all other reasons — makes them appear less
as physical objects and more as pictures. In the museum’s infancy, the
paintings in the upper registers had been hung leaning out from the wall,
and even over corners. No one for a moment could forget the paintings’
existence as physical objects in the room. In recent years experiments have
been made with hanging paintings freely in the room, with the help for ex-
ample of grid-wall partitions, so that visitors can see them from all sides.

In fact there is nothing particularly strange about this contradictory
or diverse hanging paradigm. It follows international models in its view
of what a museum of art ought to be. Two main features can be discerned
at thus far:

1) Chronological hangings have taken a step back in favour of the-
matic hangings. Historicism as paradigm for exhibition and interpretation
has been considerably weakened.*® This of course can be understood as
meaning that hangings without aufeur are suspect. An enduring trait in
Postmodernism is that installations that apparently build on natural cir-
cumstances such as time and place must be deconstructed.

2) A wave of cool, neo-minimalist installations, where nothing is
allowed to disturb the autonomy of the work and its aesthetic impact, has
washed away Postmodernism’s heavy, text-oriented presentations. The
hangings assert that the work is worthy of an attentive spectator, isolated
from disruptive elements such as explanatory texts.

As we have seen, in the G6teborg Museum of Art the new hanging
shows evidence of both of these tendencies. It leaves chronology behind,
at least in part, with its thematic hangings of still lifes and Romantic paint-



ningar/multimedia-installationer dar féremal fran olika tider och
kulturella kontexter blandades ( The Physical Self; Museum Boymans
van Beuningen, Rotterdam 1991; 100 Objects to represent the World,
Akademie der bildenden Kiinste Wien, m.fl platser 1992 och Staurs,
Geneve 1995). Aldre foregingare 4r Willem Sandbergs utstillning
Modern Art Old and New pa Stedeljk Museum 1 Amsterdam 1955,
liksom utstdllningar redan pa 1910- och 1920-talen som blandade
modernistisk och primitiv konst.””? Det som antagligen haft storst
betydelse for senare ars utveckling dr emellertid de omhéngningar
som gjordes av Tate Modern och Tate Britain ar 2000 dér verk fran
olika skolor och tider blandades. Det blev dock ganska kortvariga
experiment pa de flesta hall. Att blanda f6remal fran olika tider och
kulturer bygger ofta pa en forestéllning om att konsten ar en global
och ahistorisk foreteelse, ett uttryck fér ménniskans inneboende
skaparkraft och kreatitivitet. Andre Malraux pekar 1 Le Musée Ima-
ginaire (1952) hur detta dr en f6ljd av reproduktionsmediernas in-
flytande pa museerna. Genom fotografiet blev all virldens konst
tillganglig och jAmfoérbar, 1 ett medium som undertrycker skillnader
1 storlek, material, lokal och tid.

Den hégmodernistiska hangningen, nér varje verk fick gott om
plats och isolerades frdn sina grannar, understrok att varje objekt
var betydelsefullt och virt att betraktas.””® Pa Goteborgs konstmu-
seum 2008 hinger som vi sett en del av samlingarna 1 tita ensembler,
exempelvis stilleben. Varje enskild malning underordnas helheten.
Det kan pa ett plan minna om 1800-talets tita hdngningar, men med
den betydelsefulla skillnaden att helhetsarrangemanget &r estetiskt
ordnat. Stora delar av vaggarna har lamnats tomma. Stilleben som
grupp framstdr som virda att betrakta, d&ven om inte varje enskild
malnings unika virde betonas. Genom att vixla in nyare verk 6nskar
Flensburg vitalisera och aktualisera de dldre samlingarna. Hon fram-
haller ocksa att sparsmakade hingningar kan verka avskrackande pa
publiken, pa samma sétt som man kan dra sig for att ga in 1 6dsliga
rum.?*

Med den postmoderna vandningen kan framhallandet av enskilda
masterverk uppfattas som totalitart. Psykologiska experiment redan
pa 1930-talet visade att de flesta bes6kare gav de verk som framhélls
genom hingningen mest uppmérksamhet, oavsett verkens konstnér-
liga kvaliteter.””” Vid tdtare hingningar, sasom pa 1800-talets stora
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ing. The arrangement is, at the same time, often more discriminating than
before. The idea behind the homogenised — and homogenising — hanging
is that art is art, regardless of time or place. It should be judged and ad-
mired as aesthetic work, and needs no ‘help’ from silk brocades, furniture,
or other décor.

One side-result of repainting the galleries is that any unique architec-
tonic elements appear all the more clearly. This is true of the gilt cornices
in the Gabinets, for example. Other details have been brought to the fore
using lighting, such as the painted ceiling in the Baroque Hall. We do
not look at ceilings much these days, exclaimed O’Doherty in 1976.7°
With Modernism, ceilings lost not only their paintings and the pictures
hung at their edges, but also all kinds of mouldings and ornamentation.
Modernism’s museum wall meets the ceiling at right angles, without a
transition in the shape of a border.

One characteristic of what is commonly referred to as the postmod-
ern period is fragmentation. Faith in ‘great narratives’, coherent presen-
tations, and all-embracing overviews is abandoned, to be replaced by
the rhetoric and aesthetic of the fragment. The anthology succeeds the
monograph as the discursive form of choice. The temporary exhibition
succeeds the permanent display. It is a matter of tendencies rather than
definitive shifts, but it is none the less striking for that. Trendsetting in-
stitutions such as the Tate Gallery in London and the Whitney Museum
of American Art in New York now show their collections in the form of
temporary exhibitions. This is also true of Moderna Museet in Stockholm
under Lars Nittve’s leadership. A similar attitude can be seen with the
2008 re-hanging of the Géteborg Museum of Art, where newer works
are rotated into the older collections on the fifth floor, and a strong sense
that no hanging is for ever. The idea of rotating works from a collection
1s also much in evidence in the print Cabinet.

The fact that most museums only have the space to show a fraction
of their collections at any one time, combined with a waning belief in the
ability of institutions to make authoritative choices, explains much of the
change. A result of this development is that the categories ‘temporary
exhibition’ and ‘permanent collection’ are merging. The process has been
intensified by political demands for high visitor numbers, combined with
a belief that exhibitions attract more visitors than permanent collections.

Mixing works from different periods was an exhibition concept that
began to gain ground in the 1980s, although then mostly in temporary



utstillningar, maste betraktaren sjilv urskilja vad som ar virt extra
uppmairksamhet. Av samma skal riktas under postmodernismen kri-
tik mot dramatisk spotlightbelysning av verken som skapar en aura
kring dem. Detta slags belysning 6vertogs fran den kommersiella
varlden, dven det redan under 1930-talet.’

Den nya hangningen har dven pedagogiska implikationer. Tradi-
tionella kronologiska hiangningar bygger, som ovan diskuterats, pa
att publiken besitter eller far konsthistoriska kunskaper. De implike-
rar ett fére och ett efter. Fér pedagogerna innebér detta ett problem:
det blir svarare att féra tematiska diskussioner och jamféra verk fran
olika tider. Med den nya hingningen kan sammanhallna diskussio-
ner om exempelvis stillebenmaleri lattare foras.

Pedagogiska hinsyn ér ocksa tydliga 1 nyinstallationen av Fiir-
stenbergska galleriet.”” Rummen tillhér de mest valbesokta 1 museet
med manga visningar. Huvudansvaret for nyhéngningen vilade pa
1:a intendent Barbro Ahlfort. Collins Sommaren flyttades ater till sido-
galleriet (rum 18) och Birgers konstnirsfrukost till fonden av den
stora salen, dir den kan fungera som demonstrationsobjekt av pari-
sersvenskarna. Pa viggen till vanster om konstnarsfrukosten hanger
Carl Larssons akvarell fran det Firstenbergska palatset, Hugo Bir-
gers utsikt fran palatset 6ver Brunnsparken samt hans interiér fran
hemmet vid elektrisk belysning. Kring dessa tre verk kan en berit-
telse om Goéthilda och Pontus Fiirstenberg och deras betydelse for
Goteborg och konsten inledas.

Den stora salen innehéller dessutom tvd malningar av Alfred
Wahlberg ("den forste parissvensken”) och tva impressionistiska
1880-talsverk av Karl Nordstrém inramar Birgers kosntnarsfrukost.
Pa den vistra vaggen hianger ytterligare en malning av Birger, Frukost
under ferian 1 Granada, samt mer realistiska verk av Erik Werenskiold,
Christian Krogh och Albert Edelfelt. Hasselbergs Snoklocka star mitt 1
rummet och hans byster av paret Fiirstenberg inramar hissen. Fran-
varon av malningar vid hissen underldttar for grupper att samlas.
I smutten vid sidan av hissen finns en utstdllning om Fiirstenberg
(endast pa svenska).

Tittar man vasterut fran den stora salen 1 det Fiirstenbergska gal-
leriet in i rum 19 ser man Ernst Josephsons Micken. At motsatt vi-
derstreck, 1 den langstrackta rum 18 hénger Richard Berghs Nordisk
sommarkvdll. Dessa nyckelverk ar tankta att locka publiken vidare.
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exhibitions. Notable examples were Rudi Fuchs’ Documenta 71in 1982 and
his rehanging of the Gemeentemuseum in The Hague, along with Harald
Szeemann’s A-Historische Klanken at the Boymans Van Beuningen Museum
in Rotterdam in 1988.%! At the start of the 1990s, Peter Greenaway staged
some much-discussed exhibitions cum multi-media installations where ob-
jects from different periods and cultural contexts were mixed ( 7he Physical
Self, the Boymans Van Beuningen Museum 1991; 7100 Objects to Represent
the World, Akademie der bildenden Kiinste, Vienna 1992 and elsewhere;
and Stairs, Geneva 1995). Older precursors were Willem Sandberg’s ex-
hibition Modern Art Old and New at the Stedelijk Museum in Amsterdam in
1955, and of course all the exhibitions in the 1910s and 1920s that mixed
Modernist and primitive art.?”> Probably the single most important factor
in recent developments, however, was the rehanging of Tate Modern and
Tate Britain in 2000, in which works from different schools and periods
were mixed. However, they were to be fairly short-lived experiments in
most places. The mixing of objects from different times and cultures often
stems from an assumption that art is a global and ahistorical phenom-
enon, an expression of mankind’s innate creativity. As Andre Malraux
pointed out in Le Musée Imaginaire (1952), this is a consequence of the
reproduction media’s influence on museums. Through photography, all
the world’s art has become accessible and comparable in a medium that
suppresses differences in size, material, location, and time.
High-Modernist hanging, when each work is given plenty of space
and is isolated from its neighbours, underlines the fact that each object is
significant and worthy of contemplation.””® At the Géteborg Museum of
Art in 2008, parts of the collections, as we have seen, are hung in close
ensembles, an example being the still lifes. Each individual painting is
subordinate to the whole. At one level it brings to mind the compact hang-
ings of the nineteenth century, but with a significant difference; the overall
arrangement is now an aesthetic one. Large areas of the walls have been
left empty. The still lifes as a group appear worthy of our attention, even if
not every individual painting’s unique value is emphasised. By rotating in
new work, Flensburg wishes to revitalise and update the older collections.
She has also emphasised that spacious hanging can be off-putting for the
public, in the same way that people avoid going into deserted rooms.**
With the turn of the post-modern tide, an installation that gives prom-
mence to individual masterpieces can be seen as totalitarian. As early as
the 1930s, psychological experiments showed that most visitors paid the



Rum 18 dgnas, som tidigare, framst at 1890-talets konst med verk
av bland andra Karl Nordstrom, Nils Kreuger, Prins Eugen, Vilhelm
Hammershei och Olof Sager-Nelson.

I rum 19 finns portritt av Goéthilda och Pontus Fiirstenberg av
Anders Zorn och Ernst Josephson. Hoéjdpunkten, bredvid Ndcken,
ar dock Kroyers Hip, hip, hurra! Har hianger aven verk av Liljefors,
Theodor Philipsen, Louis Sparre, Nils Kreuger, Hanna Pauli och
Julius Paulsen.

Arrangemanget dr som helhet mer sparsmakat dn fére renove-
ringen. Det finns farre moébler och inga prydnadsféremal. Texterna
har liksom pa femte vaningen flyttats fran ramarna till viggarna.
Stravan efter en estetisk och pedagogisk hangning har varit viktigare
an att ge en kénsla av att trdda in 1 donatorernas hem. Med undan-
tag for Collin och Lefeuvres skulpturer 4r det uteslutande nordisk
konst som visas. Gauguins Vinterlandskap visas som tidigare med den
franska konsten. En vilja att underlatta berdttandet om Fiirstenberg
samsas med en 6nskan om att visa bra verk.

SLUTHANGT

Denna studie har visat hur Goteborgs konstmuseum har befunnit sig
1 en dialog med andra museer, inom och utom Sverige, for att finna
de basta satten att arrangera sina vixande samlingar. Férdndringarna
kan férstas bade 1 termer av kontinuitet och férnyelse, experiment-
lust och sparberoende. Lindholms hingningar éver hérn, Romdahls
mtima kabinett, Fredlunds pedagogiska tidsaccessoarer och Flens-
burgs trianguldra kluster dr alla originella férnyelser, inte minst vid
en nationell jamforelse.

Héngningar har blivit ett framtradande internationellt forsknings-
falt under de senaste 15-20 aren. Fokus har i viss utstrackning forflyt-
tats fran verket 1 sig till dess iscensittning. Men dven om betydelse-
fulla studier gjorts av institutioner som Louvren, Bode-Museum och
Museum of Modern Art dr det tillgéngliga jamférelsematerialet annu
litet. I synnerhet for diakrona studier. Det mesta av den forskning som
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most attention to prominently hung works, regardless of the works’ art-
istic qualities.””” With closer hangings, like those of the large exhibitions
in the nineteenth century, the viewers must themselves pick out what is
worth their extra attention. For the same reason, Postmodernism saw
criticism of the fashion for dramatic spotlighting trained on works of art
to create an aura around them. This kind of lighting had been adopted
from the commercial world, this too in the 1930s.%5

The new hanging has also educational implications. Traditional,
chronological hangings, as we have seen, assume that the visitor has or
will have knowledge of art history. It implies that there is a before and an
after. For education staff there is often a problem with this: it becomes
harder to conduct thematic discussions and to compare works from dif-
ferent periods. Conversely, with the new hanging, a coherent discussion
of, say, still life painting is easier to conduct.

Educational considerations are also much in evidence in the most
recent installation in the Fiirstenberg Gallery. The rooms are amongst
the most visited in the museum, with many guided tours.”” Chief re-
sponsibility for the new hanging fell to the senior curator, Barbro Ahlfort.
Collin’s Summer was once again moved to the side gallery (Room 18),
and Birger’s breakfast scene is now back on the dominant wall of the
large gallery, where it can serve as a demonstration painting when talk-
ing about the Parisian Swedes. On the wall to the left of the breakfast
hangs Carl Larsson’s watercolour from the Fiirstenberg mansion, Hugo
Birger’s view from the mansion over Brunnsparken, and his interior of
the house with electric light. These three works can be used together to
underpin the narrative of Goéthilda and Pontus Fiirstenberg and their
significance for Gothenburg.

The large gallery also contains two paintings by Alfred Wahlberg
(’the first Parisian Swede’), while two Impressionist works from the 1880s
by Karl Nordstrém flank Birger’s breakfast. On the west wall there is
another painting by Birger, Lunch during La Feria in Granada, and more re-
alistic works by Erik Werenskiold, Christian Krohg, and Albert Edelfelt.
Hasselberg’s Spring Snowflake stands in the middle of the room, and his
busts of the Fiirstenbergs frame the lift door. The absence of paintings by
the lift makes it easier for tours to gather there. Just next to the left there
1s an exhibition about Firstenberg (in Swedish only).

If you look west from the large Fiirstenberg gallery into Room 19 you
see Ernst Josephson’s The Water Sprite. In the other direction, down Room



undersokt hangningar har dessutom primért intresserat sig for tillfalliga
utstdllningar, inte ordnandet av permanenta samlingar. De tllflliga ut-
stillningarna ar ocksa i allménhet béttre dokumenterade av museerna.

Den f6r mig mest férvinande insikten under arbetet dr att det
mesta som sags och skrivs om hiangningar fortfarande bygger pa tva
modernistiska myter:

1) Att 1800-talets museer var tapetserade med tavlor fran golv
till tak.

2) Atthégmodernismens utstdllningsrum féljde den vita kubens
estetik.

Dessa tva myter hanger intimt samman. Den forsta dr en pro-
jektion av den andra, dvs. modernismens foretridare behovde ett
skrackscenario att kontrastera sin egen (sparsmakade) utstallningses-
tetik emot. Att dessa myter under modernismen nirts av branschen,
dvs. museer, konsthallar, gallerier etc. dr knappast férvanande. Det
handlar om positioner och positioneringar pa ett konstfalt déar mak-
ten Over historien dr en viktig faktor. Men varfér har inte forskar-
vérlden kritiskt granskat dessa forestallningar ?

Ett skdl kan vara forskningens férsvagade position pa museerna.
Det finns med nagra fa undantag ndr inga starka forskningsmiljder,
som sjalvstindigt och kritiskt formar granska museernas historia.
Museernas verksamhet premierar, 1 den man forskning férekommer,
studier 1 samband med utstéllningar och verkskataloger. Historio-
grafiska undersokningar ar mer sillsynta. Samtidigt har universitets-
forskningen, som inledningsvis noterades, forlorat sina tidigare star-
ka band till museivarlden. For att kritiskt kunna granska exempelvis
hingningar kravs att forskarna har tillgang till bade museernas arkiv
och deras muntligt traderade berittelser. I avsaknad av detta har den
akademiska forskarvarlden ofta kommit att reproducera modernis-
mens myter som om de vore sanningar.

Den f6rsta myten, om 1800-talets hidngningar, kan leva vidare for
att de faktiska omstdandigheterna fallit 1 gldmska och historisk evi-
dens begravts 1 arkiven. Att 1800-talets hangningar uppvisar en stor
mangfald, experimentlusta och uppfinningsrikedom rader det ingen
tvekan om for den som tar del av bilddokumentationen. Lindholms
hérnhingningar ar bara ett exempel.

Livskraften hos myten om den vita kuben dr mahénda mérklig-
are, eftersom den rér en tid som ménga har personliga minnen fran.
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18, hangs Richard Bergh’s Nordic Summer Evening. These key works are
intended to draw the public onwards. Room 18, as before, is largely given
over to the 1890s, with works by Karl Nordstrém, Nils Kreuger, Prince
Eugen, Vilhelm Hammershei, and Olof Sager-Nelson.

In Room 19 there are portraits of Goéthilda and Pontus Fiirstenberg
by Anders Zorn and Ernst Josephson. However, the absolute highlight,
next to The Water Sprite, is Kroyer’s Hip, hip, hurrah! There are also works
by Liljefors, Theodor Philipsen, Louis Sparre, Nils Kreuger, Hanna Pauli,
and Julius Paulsen.

The arrangement is generally more selective than it was before the
renovation. There is less furniture and no objets d’art. As on the fifth
floor, the explanatory texts have been moved from the frames to the walls.
The pursuit of an aesthetic and pedagogic hanging has clearly been more
important than giving a sense of walking into the benefactors’ home.
With the exception of Collin and Lefebvre’s sculptures, only Nordic art
1s on display. Gauguin’s Winter Landscape is once again exhibited with the
French art. A willingness to make it easier to narrate the Firstenbergs’
role agrees well with the desire to display good art.

THE FINAL HANGING

This study has shown how the Géteborg Museum of Art has engaged
in a dialogue with other museums, both in Sweden and beyond, to find
the best way of arranging its growing collections. The resultant changes
can be understood in terms of continuity and innovation, experimenta-
tion and intransigence. Lindholm’s hangings across corners, Romdahl’s
intimate cabinets, Fredlund’s edifying period accessories, Flensburg’s
triangular clusters; all were original innovations, not least in a national
comparison.

The hanging of works of art has become an international field of re-
search in the last fifteen to twenty years. The focus has to a certain extent
shifted from the work itself to its setting. Yet although institutions such
as the Louvre, the Bode Museum, and MoMA have undertaken signifi-
cant studies, the material available for international comparison remains



Jag kan se ndgra forklaringar till dess livskraft:

1) Starka metaforer omskapar verkligheten. Brian O’Dohertys
bild av den vita kuben #r osedvanligt lyckad. Aven om han sjilv
framst anvander den metaforiskt — det handlar om dekontextualise-
rade utstillningsrum som stanger ute varlden — har den kommit att
uppfattas som nagot hogst konkret, och 1 férlangningen faktiskt haft
ettinflytande 6ver hur utstéllningsrum formges. Mdnga gallerister och
kuratorer anser faktiskt numer att vita vaggar dr bast for konsten.

2) Det fotografiska felslutet. Svart/vita installationsfoton far oss
att tro att modernismens utstdllningsrum var vita. Inte minst MoMA
har drabbats av detta. Alfred H Barr, Philip Johnson m.fl. arbetade
ofta med starka farger pa viggar och golv. Johnson anség for 6vrigt
att vita viaggar dodade konsten ("Never, never use white for pain-
ting”#®), och 1 de ménga museibyggnader han ritade 4r vaggarna ofta
beige. Men for den som bara ser reproducerade bilder fran MoMA:
s normgivande utstillningar, utan att ha tillgang till de arkivhand-
lingar som beskriver bland annat fargsattningen, ar det litt att 14sa in
den vita kubens estetik dér den inte har funnits.

3) Fokuseringen pa verken 1 sig. Jag har slagits av att jag sdllan
sjalv minns hur olika utstdllningsrum sett ut. Det géller &ven manga
kollegor jag talat med under arbetets gang, 1 synnerhet de som inte
arbetar vid museer. Som konsthistoriker har vi lange fétt lira oss att
se till verket och de kontexter vi placerar det 1 handlar néstan aldrig
om den fysiska utstédllningskontexten.

Markligt nog tycks den vita kuben ha forverkligats 1 bred skala
forst under postmodernismen, den tid som ju annars férknippas just
med en kritik av modernismens estetik. I renodlad form har den dock
inte existerat 1 Géteborgs konstmuseum, utom mojligen under nagon
tillfallig utstéllning. Tillbyggnaden 1968 har visserligen vita viggar,
men ocksa en struktur som programmatiskt Oppnar sig mot omvarl-
den, gestaltningsmassigt savil som symboliskt, liksom mycket av
den verksamhet som bedrivits dar.

En med den vita kuben sammanhingande myt ar att modernis-
men primart intresserade sig for konstens visuella karaktir. Mal-
ningar som hinger spatidst pa vita viggar utan synliga upphing-
ningsanordningar eller stérande tilligg (ramar, skyltar, mobler etc.)
ar sinnebilden f6r modernistisk konst. Denna bild av modernismen
har sitt ursprung i den amerikanske konstkritikern Clement Green-
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small. The situation is particularly poor for diachronic studies. Moreover,
most of the research that has looked at hangings and installation has con-
centrated on temporary exhibitions, not the organisation of permanent
collections. Temporary exhibitions are also generally better documented
by the museums.

For me the most surprising insight is that most of what is said and
written about the display of works of art still builds on two Modernist
myths:

1) That nineteenth-century museums were plastered with paintings
from floor to ceiling.

2) That high Modernism’s exhibition spaces obeyed the aesthetic of
the white cube.

These two myths are intimately related. The first is a projection of
the second, in the sense that the advocates of Modernism needed a night-
mare scenario in stark contrast with their own (discriminating) exhibition
aesthetic. That these myths were fomented by the trade — museums, art
galleries, and the like — in Modernism’s heyday is hardly surprising. It
comes down to position — and positioning - in a branch where power over
history is an important factor. But why has the scholarly community not
critically examined these assumptions?

One reason may be the weakened position of research at museums.
With only a few exceptions, there are no strong research groups that
are prepared to examine museum history independently and critically.
The museums, to the extent that research exists at all, put a premium on
studies connected to their exhibitions and catalogues. Historiographical
studies are even more rare. At the same time, as we have seen, university
research has lost its previously strong ties to the museum world. In order
to examine museum display critically, it is essential that scholars have
access both to the museum archives and to orally transmitted anecdotes
and information. In the absence of this access, the academic community
has often been reduced to reproducing Modernism’s myths as if they
were eternal truths.

The first myth, the one about nineteenth-century hangings, lives on
because the actual circumstances have been forgotten, and the historical
evidence lies buried in the archives. That nineteenth-century hangings
demonstrated great variety, inventiveness, and relish for experiment,
there is no doubt for anyone who has consulted the visual evidence.
Lindholm’s corner hangings are just one example.



bergs uppfattning om att konstarterna strivar efter att utveckla sina
respektive sdrarter (mediespecificitet).””” Och 1 den amerikanska post-
modernismens “uppgorelse” med Greenbergs konstsyn.

Detta dr emellertid en grovt férenklad bild av modernismen.
Manga av dess mest betydelsefulla konstnérer var minst lika intresse-
rade av konstverkens materiella egenskaper vilket ocksa betonas pa
utstillningar och 1 installationer. El Lissitzkys ”Abstrakta kabinett”
pa Hannover Landesmuseum 1927-1928 ar ett tydligt exempel pa
detta. Fredrick Kieslers installationer under 1920-talet ett annat.?°
Flertalet dada- och surrealistutstdllningar betonade ocksa verkens
objektegenskaper, laborerade med teatrala iscenséttningar och blan-
dade medier (text, ljud, bild osv).

Aven forestillningen om att modernismen undvek stérande till-
lagg kan diskuteras. Alfred Barr och Philip Johnson anvinde sig
flitigt av forklarande skyltar pa sina inflytelserika utstdllningar pa
MoMA. Mary Anne Staniszewski konstaterar 1 sin studie av MoMA
att ” Alfred Barr exhibitions did not consist of art works in decorative,
or even vaguely stylistic, arrangements; they were compositions in
which wall labels explicitly linked the works of art historically and
conceptually...” Det dr forst ndr modernismens berittelse ar sjalv-
klar f6r néstan alla besokare som den inte ldngre behover dterges pa
museiviggarna. Detta sker forst under postmodernismen.

Ett annat sitt 4n den vita kuben att arrangera konst sa att den kan
betraktas isolerat och utan stérande mnslag, dr vad vi kan kalla ”den
svarta kubens estetik”, dvs. iscensattningar 1 mérka rum med spotlight-
belysning. Genom den riktade belysningen kan publikens uppmark-
samhet styras mer kraftfullt &n i den vita kuben. Malningarna férlorar
mycket av sin materiella nérvaro, saker som penselskrift och dukens
beskaffenhet blir inte lika synliga. Istillet framtridder de som immate-
riella visioner och néstan svivande mot den moérka bakgrunden.

Det ér inte bara ”den vita kuben” som vittnar om metaforernas
makt 6ver tanken. Inledningsvis reflekterades dver bruket av uttryck
som "hingningar” och talet om museer som mausoleer. Avslutnings-
vis finns det skél att d&ven fundera 6ver begreppet "fasta samlingar”.
Som vi sett arrangeras de permanenta utstillningarna regelmaissigt
om. Hur de ordnas, vilka verk som véljs ut och vilken kontext de
placeras 1 dr ett uttryck for savil individuella beslut som trender i
tiden. V1 har dnnu inte nétt historiens slut.
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The longevity of the white cube myth is perhaps more striking since
it deals with a period of which many have personal memories. Of the
possible reasons for its survival, I would number:

1) Powerful metaphors recreate reality. Brian O’Doherty’s image of
the white cube is an unusually successful one. Even if he mostly uses it
metaphorically — when talking of the decontextualised exhibition space
that shuts out the world — it has come to be understood as something very
real, and by extension it has had a direct influence on how actual exhibi-
tion spaces have been designed. Many art-gallery owners and curators
now really do believe that white walls are best for art.

2) The photographic fallacy. Black and white installation photos
have given the impression that Modernism’s exhibition spaces were white.
No less an institution than MoMA has been afflicted by this canard. Alfred
H. Barr, Philip Johnson, and the rest often worked with strong colours
on the walls and floors. Incidentally, Johnson held that white walls killed
art (‘Never, never use white for paintings’),”®
buildings he designed, the walls were often intended to be beige. But for
those who have only seen reproductions of MoMA’s normative exhibi-
tions, without access to the archive material that provides descriptions of

and in the many museum

the colouration, for example, it is easy to read the white cube’s aesthetic
mnto a place where it never existed.

3) The focus on the works themselves. It gave me a moment’s pause
when I realised that I seldom remember what different exhibition spaces
looked like. This is true of many of the colleagues to whom I have spoken
in the course of this research, in particular those who do not work in mu-
seums. As art historians, we have had it drummed into us that we should
look to the artwork itself, and the contexts in which we place it are rarely
the ones in which it is exhibited.

Curiously, it seems that the white cube has only been implemented
on a broad scale since the advent of Postmodernism, the very time which
otherwise is associated with criticism of the Modernist aesthetic. In its
purest form it has never existed in the G6teborg Museum of Art, except
possibly during the occasional temporary exhibition. True, the 1968 ex-
tension has white walls, but it also has a structure that is consciously open
to its surroundings, both symbolically and in its actual construction, as
are many of the uses to which it is put.

Another myth, one that derives from the white cube myth, is that
Modernism was primarily interested in art’s visual characteristics.
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Paintings hung widely spaced on white walls, without visible means of
support or disruptive additions (labels, signs, furniture, etc.), are emblem-
atic of Modernist art. This image of Modernism has its origins in the
American art critic Clement Greenberg’s notion that all forms of art are
predisposed to develop their own particular characteristics, or medium
specificity,” and in American Postmodernism’s ‘Clem-bashing’ with
Greenberg’s views.

This is a grossly oversimplified version of Modernism, however. Many
of the leading Modernist artists were just as interested in the material
qualities of their work, a fact often emphasised in exhibitions and hang-
ings. El Lissitzky’s ‘Abstract cabinet’ at the Hannover Landesmuseum
in 1927-8 is a clear example of this, Fredrick Kiesler’s installations in the
1920s another.?® Similarly, the majority of Dadaist and Surrealist exhibi-
tions stressed the works’ objective qualities, experimented with theatrical
settings, and freely mixed media (text, sound, images, and so on).

Even the notion that Modernism avoided off-putting additions is
questionable. Alfred Barr and Philip Johnson were assiduous users of
explanatory signs in their influential exhibitions at MoMA. Mary Anne
Staniszewski, in her study of MoMA, maintains that ‘Alfred Barr exhibi-
tions did not consist of art works in decorative, or even vaguely stylis-
tic, arrangements; they were compositions in which wall labels explic-
itly linked the works of art historically and conceptually’®! It is only
when Modernism’s narrative becomes self-evident to all visitors that it
no longer has to be spelled out on museum walls. Indeed, it only arrives
with Postmodernism.

Another way of arranging artso that it can be viewed in isolation
without disruptive elements, and perhaps the reverse of the white cube,
is what we might term ‘the black cube’s aesthetic’: scene-setting darkened
rooms with spotlighting. By using selective lighting, the public’s atten-
tion can be controlled more readily in the black cube than in the white.
Paintings lose much of their material presence; things such as charac-
teristic brush-strokes and the condition of the canvas are not as visible.
Instead the works of art appear as ethereal visions, floating against the
dark background.

It is not only ‘the white cube’ that bears witness to the power of meta-
phor over thought. I initially reflected on the use of expressions such as
‘hangings’ and references to museums as mausoleums. By way of conclu-
sion, it seems there are also good reasons to ponder the term ‘permanent
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collection’. As we have seen, permanent collections are regularly rear-
ranged. Just how they are arranged, which works are chosen, and in
which context they are placed, is an expression not only of individual

decisions but also of trends over time. We have not yet reached the end

of history.
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