JEFF WERNER

BRODERN SOM BESTAMDE.
WERNER LUNDQVIST OCH GOTEBORGS KONSTMUSEUM

Det allra mesta som hinder gléms. En av museernas uppgifter ar
att motverka historiens glomskeprocesser. Att varna om saval de ar-
tefakter som finns i1 samlingarna, som kunskapen om deras historia
och ursprungliga sammanhang. Museer bér ocksa underhalla och
arbeta med sin egen historia, inte minst om férvirv och samlingarnas
ursprung.

I detta perspektiv dr det anmidrkningsvart att det idag knappt
finns nagra synbara spar 1 Goteborgs konstmuseum av en av dess
mest betydelsefulla donationer. Den uppmérksamme hittar mahan-
da en plakett fran 1925 i den véstra trapphallen, mellan femte och
sjatte vaningen, med texten: "Werner Lundqvist samling grundad
ar 1918”. Ovanfor hinger tvd bronsmedaljonger som férestiller
Anna och Werner Lundqvist (av Jean Hugues) men ndstan inget av
den Lundqvistska samlingen finns ldngre pa sin ursprungliga plats.
Endast samlingens centralverk, Ole Kruses Livets trad, hinger fort-
farande pa fondvaggen i det sa kallade Brodrarummet.

I marknadsforingen av Goteborgs konstmuseum ar det Gothil-
da och Pontus Fiirstenberg som framhalls som de viktigaste
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JEFF WERNER

THE BROTHER ON THE BOARD:
WERNER LUNDQVIST AND THE GOTHENBURG MUSEUM OF ART

Most of what happens will be forgotten. One of a museum’s tasks is to
counter the historical processes of oblivion; to safeguard not only the arte-
facts in its collections, but also the knowledge of their history and original
context. A museum indeed ought to maintain and research its own history,
not least the history of its acquisitions and the origins of its collections.

That being so, it is remarkable that today there are scarcely any traces
in the Gothenburg Museum of Art of one of its most significant bequests.
The observant visitor might notice a plaque dating from 1925 on the
western staircase, between the fifth and sixth floors, announcing ‘Werner
Lundqvist samling grundad ar 1918’ (Werner Lundqvist Collection
founded 1918). Above it hang two bronze medallions of Anna and
Werner Lundqvist by Jean Hugues, but almost nothing of the Lundqvist
Collection remains in its original location. Only the key work in the col-
lection, Ole Kruse’s Tree of Life, still hangs on the main wall in what is still
called Brodrarummet (the Brothers’ Room).

In marketing the Gothenburg Museum of Art, it is Go6thilda and
Pontus Firstenberg who are singled out as its most important benefac-
tors. If you take the lift from the entrance hall, you will find Hjalmar
Gabrielsson’s collection of self-portraits advertised. Yet nowhere in the
Museum is there any systematic information on the Werner Lundqvist
Collection, even though in reality some thirty of its works are on display,
albeit scattered around the Museum. Could part of the reason for this
anonymity be that the donation had something secretive about it from
the very start?

‘The year 1918 was to be a significant year in the collections’ history’,
writes Axel Romdahl in his memoirs:



donatorerna. Tar man hissen fran entrévaningen annonseras dven
Hjalmar Gabrielssons sjalvportrittsamling. Men inte ndgonstans i
museet finns nagon samlad information om Werner Lundqvists sam-
ling trots att ett drygt trettiotal verk ur den de facto hanger framme,
om in utspridda 1 museet. Kanske ligger en del av forklaring till
anonymiteten 1 att donationen redan fran bérjan hade nagot hemlig-
hetsfullt 6ver sig?

”Ar 1918 blev ett betydelsefullt &r i samlingarnas historia” skri-
ver museichefen Axel L Romdahl i sina memoarer.

Ole Kruse, den siregne danskfédde malaren, skulle fylla femtio
ar. Hans van och mecenat skeppsredaren Werner Lundqvist ville till
detta tillfille inkdpa hans stora mélning 'Livets trdd’ [--]. Nu kom
han till mig med forslaget att uppritta en samling i sitt och sin makas,
Anna Ahrenbergs, namn inom museet 1 analogi 1 viss man till den
av makarna Firstenberg testamenterade. I den skulle "Livets trad’
bli en medelpunkt. [--] Pa Kruses femtiodrsdag samlades en liten
utvald skara av hans vinner 1 det rum som kunnat disponeras for
den symboliska duken och avtagade sedan till en béttre restaurang-
middag. I det nya konstmuseet, som snart kom till [--] ordnades for
"Livets trad’ och med den samhérande eller befryndade konstverk
ett sarskilt '‘Brodrarum’.!

Fortsattningsvis beskriver Romdahl hur han med finansiellt st6d
hos Lundqvist kunde képa en ldng rad betydelsefulla verk till mu-
seet, och hur skeppsredaren ocksa gick in och delfinansierade upp-
férandet av det nya konstmuseet vid Gotaplatsen. Men inte ett ord
om varfor rummet doptes till Brodrarummet, eller vilka dessa broder
var. And4 var, som vi strax ska se, Romdahl sjalv en av dem.

Denna text har f6r avsikt att nairmare granska Werner Lundqvists
och Brodrasillskapets betydelse for utformningen av Goteborgs
konstmuseum, dess bygenad och dess samlingar. Aven samlingens
senare fordndringar dr av intresse, inte bara som en illustration av
museet som glomskans brunn, utan dven 1 relation till diskussioner
om vad donationer gér med museer, och vad museer tilldter sig géra
med donationer.

1984 holl Kiillike Montgomery, dd amanuens vid handskrift-
samlingen pa Goéteborgs konstmuseum, ett foredrag vid NORDIK
1 Helsingfors, tva ar senare publicerat i Konsthistoriska studier.* De
Lundqvistska samlingarna holls da fortfarande sammanhallna en-
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Ole Kruse, the singular, Danish-born painter, was to turn fifty. To mark
the occasion, his friend and patron, the ship-owner Werner Lundqvist,
wanted to buy his large painting Tree of Life. ... Now he came to me to
propose establishing a collection in the Museum in his and his wife Anna
Ahrenberg’s names, by and large analogous with the one bequeathed by
the Furstenbergs. In it, Tree of Life would be a central attraction. ... On
Kruse’s fiftieth birthday, a small, select gathering of his friends met in
the room that could be made available for the symbolic canvas and later
decamped for dinner in one of the better restaurants. In the new Museum
of Art, which was soon to be founded ... place was found for Tree of Life
and its associated works of art in a special ‘Brothers’ Room’.!

Romdahl continues by describing how he was able to buy a long list
of significant works for the Museum with Lundqvist’s financial support,
and how the ship-owner also part-financed the construction of the new
Museum of Art at Gotaplatsen. But not a word about why the room had
been christened the Brothers’ Room, or just who these Brothers might be.
And yet, as we will see, Romdahl himself was one of them.

This article will look more closely at Werner Lundqvist and
Brodrasillskapet (the Order of Brothers), and their significance for the
design of the Gothenburg Museum of Art, its buildings, and its collec-
tions. Even the collection’s later changes are of interest, not only as an
illustration of the museum as Well of Oblivion, but also for its bearing on
the discussion of what bequests do to museums, and what museums bring
themselves to do to bequests.

In 1984, Killike Montgomery, then a curator at the Gothenburg
Museum of Art’s department of art on paper, gave a paper at the Nordic
Congress for Art Historians in Helsinki, published two years later in
the journal Konsthistoriska studier.* The Lundqvist Collections were at that
point still being treated as a coherent whole, as laid down by the terms
of the donation, but the knowledge of who the Brothers were had clearly
been lost: “The name the Brothers’ Room has long been explained by say-
ing the artists shown in the room [Ole Kruse, David Lundahl, Gerhard
Henning, and Ivar Arosenius] were like brothers’, writes Montgomery.?
However, several years earlier, she continues, a lectern containing four-
teen handwritten self-styled ‘Chronicles’ had been found in one of the
stores.* The Chronicles contained notes on the Brother’s meetings, along
with a large number of drawings and plans. The Brothers appear pseudo-
nymously, but the majority are easy to identify. The central figures were



ligt testamentets foreskrifter, men kunskapen om vilka Bréderna var
hade uppenbarligen gitt forlorad: “Lange har beteckningen Brodra-
rummet forklarats med att konstndrerna som visas 1 rummet [Ole
Kruse, David Lundahl, Gerhard Henning och Ivar Arosenius] skulle
liknats vid bréder,” skriver Montgomery.* Nagra ar tidigare, fortsét-
ter hon, hade emellertid en bokpulpet med 14 handskrivna, sa kall-
lade "Kronikor” aterupptickts 1 ett magasin.* Krénikorna innehaller
nedteckningar fran Brédernas moten, samt ett stort antal teckningar
och ritningar. Bréderna figurerar under pseudonymer men de fles-
ta ar latta att identifiera. Centralgestalterna dr "Redaren”, Werner
Lundqvist och "Mailaren” Ole Kruse. For 6vrigt domineras séllska-
pet av stadens ekonomiska och kulturella elit, bland andra Simon
Abersteen ("Den Skriftlirde”), Georg Andrén ("Kandidaten”), Karl
M Bengtsson (”"Byggmastaren”), Albert Ulrik Baith (”Skalden”),
Reinhold Callmander (”Glasmalaren”), R A Cederqvist, Sigfrid
Ericson ("Konstm. Byggmastare”), Emar Ericsson (”Arkitekten”),
R Frew ("Vandraren”), Ragnar Grevillius, Isracl Holmgren ("La-
karen”), Gustaf von Holten ("Bokvannen”, en period dven ”Sanga-
ren”), David Lundahl (”Spelemannen”), Vitalis Norstrom (™ Tdnka-
ren” samt "Filosofen”), Einar Palme (”Artisten”), Axel L. Romdahl
("Intendenten”), Carl Schmid-Wahlgren (”Sédngaren”), Carl August
Tiselius ("Fornforskaren”) och Olof Traung (”Styresmannen”).

Redan denna lista 6ver namn vicker misstankar om att infly-
tandet pa stadens museer var omfattande. Hér aterfinns alltsd inte
endast konstmuseets intendent och senare chef Axel Romdahl, utan
iven dess arkitekt Sigfrid Ericson. Aven Sjofartsmuseets arkitekt Karl
M Bengtsson tillhérde Broderna — Sjéfartsmuseet som Lundqvist
ocksa var med om att skapa.

REDAREN

Werner Lundqvist (1868-1943) var son till en jarnhandlare 1 Udde-
valla. Han studerade vid Goteborgs handelsinstitut och arbetade
darefter en kortare period 1 Hamburg. 1898 startade han sitt eget
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Werner Lundqvist (‘Redaren’, the Ship-owner) and Ole Kruse (‘Malaren’,
the Painter). Otherwise the Order was dominated by the city’s financial
and cultural elite, among them Simon Abersteen (‘Den Skriftlarde’, the
Scribe), Georg Andrén (‘Kandidaten’, the Graduand), Karl M. Bengtsson
(‘Byggmastaren’, the Master Builder), Albert Ulrik Baath (‘Skalden’, the
Skald), Reinhold Callmander (‘Glasmalaren’, the Glass-painter), R. A.
Cederqvist, Sigfrid Ericson (‘Konstm. Byggmastare’, the Art Museum
Master Builder), Einar Ericsson (‘Arkitekten’, the Architect), R. Frew
(‘Vandraren’, the Wanderer), Ragnar Grevillius, Isracl Holmgren
(‘Lakaren’, the Doctor), Gustaf von Holten (‘Bokvannen’, the Bibliophile;
for a period also ‘Sangaren’, the Singer), David Lundahl (‘Spelemannen’,
the Fiddler), Vitalis Norstrom (“Tdnkaren’, the Thinker; also ‘Filosofen’,
the Philosopher), Einar Palme (‘Artisten’, the Artist), Axel Romdahl
(‘Intendenten’, the Curator), Carl Schmid-Wahlgren (‘Sangaren’, the
Singer), Carl August Tiselius (‘Fornforskaren’, the Archaeologist), and
Olof Traung (‘Styresmannen’, the Director.

This list alone prompts the suspicion that the Order’s influence
over the city’s museums was considerable. Not only does it figure the
Museum of Art’s curator and later director, Axel Romdahl, and its
architect Sigfrid Ericson, but also Karl M. Bengtsson, architect of the
Gothenburg Maritime Museum - a museum that Lundqvist was also
involved in setting up.

THE SHIP-OWNER

Werner Lundqvist (1868-1943) was a son of an ironmonger in city of
Uddevalla. He attended the Gothenburg School of Business, after which
he studied briefly in Hamburg. In 1898 he founded his own shipping com-
pany, which in 1917 was merged with Svenska Lloyd where Lundqvist
was company chairman. In 1913 he suggested that the Nautical Society
should form a museum committee, so laying the foundations for what
would become the Gothenburg Maritime Museum. Lundqvist donated
money both to the Maritime Museum and to Gothenburg University. In
1925 he was made chairman of the local government board in Orgryte



rederi, som 1917 gick upp 1 Svenska Lloyd dédr Lundqvist var styrelse-
ordférande. Han foreslog 1913 att Nautiska féreningen skulle bilda
en museindmnd, ndgot som lade grunden till det som skulle bli
Goteborgs sjéfartsmuseum. Lundqvist donerade ekonomiska medel
till Sjéfartsmuseet, liksom till Géteborgs hogskola. 1925 blev han
iven ordférande i Orgryte kommunalnimnd.’ Orgryte, dir han var
bosatt och som var Brodernas hemort, hade 1922 inforlivats med
Goteborg.

Lundqvist hade en konstnérlig adra. Hans teckningar &r ganska
drivna och han gillade att spela luta.* Men hans yrkesbana blev af-
farsmannens. Som redare kunde han kombinera en merkantil ddra
med sitt andra stora intresse: havet och segling. En stor del av de
texter han senare skulle komma att skriva 1 Krénikorna handlar om
just hav och batliv. Hans intresse for sjofart och vikingar avspeglas
dven 1 utformningen av Sjoéfartsmuseets utstallningsrum.

Lundqvist hade 1903 latit uppfora en nationalromantisk villa i
Orgryte. Anna (f. Ahrenberg) och Werner Lundqvist “kunde myck-
et vl ha skaffat ett stenhus 1 Vasastaden, men de valde ett annat
sétt att leva”, skriver Birger Moller 1 en studie av huset.” Vid denna
tid hade William Morris och Ellen Keys inflytande blivit patagligt 1
Goteborgs borgarklass. Ett lantligt belaget trahus pa bekvamt av-
stand fran storstaden, framstod som attraktivt. De nya idéerna och
idealen bildar bakgrund for tillkomsten av det hantverksvurmande
sallskapet Broderna.

Nagra ar tidigare, 1899, hade Lundqvist latit flytta en villa fran
Nya Allén 1 Géteborg, till B66. Men Lundqvist 6nskade, enligt egna
ord, "ett hogre och friare lage” for sitt hem och kontaktade hdsten
1902 Georg Nordstrém (1874-1904). Arkitekten ldt sig uppenbar-
ligen inspireras av Carl Westmans nyuppférda Pressens villa 1 Salt-
sjobaden (1901), ett nyckelverk 1 den svenska nationalromantiken.
Lundqvists nya hem déptes, tidstypiskt, till Soltorpet.

Omradet var vid denna tid glest bebyggt. B66 herrgard och
Dicksons Overas var de mest dominanta byggnaderna. Orgryte nya
kyrka hade statt klar 1890. Vister om kyrkan fanns villor som vittnar
om likartade ideal som Lundqvists: Bjérnbo, Tomtebo, Solhyddan,
Backelid, Daltorp och Granliden.

Fotografier fran det tidiga 1900-talet visar huset omgivet av stora
angar med betande boskap. "Torpet” bestar av tio rum och kok, 1 tva
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(the Brothers’ stamping ground, the area where he lived just east of city,
and which in 1922 was incorporated into the City of Gothenburg).’

Lundqvist had an artistic bent. His drawings are fairly fluent, and
he liked to play the lute.® But his career was to be as businessman. As
a ship-owner he could combine a talent for commerce with his other
great interests: the sea and sailing. Much of what he later wrote in the
Chronicles would be about the sea and seafaring. His interest in maritime
shipping and the Vikings was even reflected in the design of the Maritime
Museum’s exhibition spaces.

In 1903 Lundqvist had had a villa in National Romantic style built
in Orgryte. Anna and Werner Lundqvist ‘could very well have bought
a stone-built house in Vasastaden, but they chose a different way of life’,
writes Birger Moller in his study of the house.” By this time, William
Morris’s and Ellen Keys’s influence on Gothenburg’s middle class was
very evident. A wood-built house in a rural setting at a convenient dis-
tance from the city had its attractions. The new ideas and ideals were the
background to the rise of those Arts and Crafts enthusiasts, the Order of
Brothers.

Several years before, in 1899, Lundqvist had arranged for a villa to
be moved from Nya Allén in central Gothenburg to B66 on the outskirts.
But Lundqvist, in his own words, wanted ‘a higher and freer position’
for his home, and in the autumn of 1902 contacted Georg Nordstrom
(1874-1904). The architect was obviously inspired by Carl Westman’s
recent design, Pressens villa in Saltsjobaden (1901), a key work of the
Swedish National Romantic movement. Characteristically for the period,
the Lundqvists’ new home was named Soltorpet (Sun Croft)

The area at this time was not built-up. B66 Manor and the Dickson
mansion in Overas were the chief buildings. Orgryte’s new church had
been completed in 1890. West of the church were villas that bore wit-
ness to ideals similar to the Lundqvists’: Bjérnbo (Bear’s Lair), Tomtebo
(Puck’s Place), Solhyddan (Sun Cottage), Bickelid (Brookbank), Daltorp
(Dalecroft), and Granliden (Sprucebank).

Photographs from the early twentieth century show the house sur-
rounded by large meadows with grazing cattle. The ‘croft’ consisted of
eleven rooms over two floors, oriented in the English fashion around
a generously proportioned hall. The original veranda was enclosed in
1912; otherwise the building, the garden, and the outbuildings have
largely survived unaltered.



vaningar, pa engelskt vis orienterade kring en gener6s hall. Den ur-
sprungliga verandan byggdes in 1912, annars har byggnaden, inklu-
sive tradgard och sekundérbyggnader, 1 stort kvar sitt ursprungliga
utseende.

MALAREN

Av avgorande betydelse for Brodernas tillkomst &r att den svensk-
danske konstniren Ole Kruse (1868-1948) kom till Orgryte medan
Soltorpet dnnu holl pa att inredas. Kruse hade sedan ett par ar varit
ett viktigt nav 1 en krets av unga, bohemiskt lagda konstndrer, forfat-
tare och skadespelare 1 Goteborg. Till géteborgsbohemerna hérde
bland andra Ivar Arosenius, Gerhard Genning, Signe Lagerléw, Ester
Sahlin, Birger Palme, Nils Rosberg, David Lundahl, John Ekman och
Emil Eggertz. Aven Carl Kylberg figurerade 1 utkanten av kretsen,
liksom Filip Wahlstrém.® Kruse sjalv var asketiskt avhallsam och del-
tog inte aktivt 1 de andras backanaliska utsvivningar.

Henning och Arosenius sokte upp den nyinflyttade dansken i
Goteborg pa hosten 1901. De tréffades snart dagligen, skriver Hen-
ning, "arbetande og diskuterade og Kruses starka personlighed in-
virkade stark pa Arosenius og mig.” Kruse deklamerade gérna poesi
och holl halvt improviserade foreldsningar om konst och religion
som trollband dhorarna. Arosenius har ocksa karikerat honom som
Just ett troll.'®

Signe Lagerlow-Sandell har 1 en minnesteckning beskrivit
umginget 1 bohemkretsen, som hon sjalv tillhérde, och métena 1
Hennings ateljé:

I cirkelns mitt tronar Ole Kruse. Hans ldnga svarta rock flyter 6ver stolsitsen dnda ner till
golvet. Han ldser hogt ur Sigbjérn Obstfelders dikter. Han laser inte bara, han frambesvérjer
syner [--] Eller han ldser 1 dramatisk oratoriestil sina egna aforismer med deras gammal-
testamentliga stdimning av predikan fran hoga och maktiga berg. [--] Han predikade ocksa
om Konsten. [--] Och med nagot av Luthers ldgande kraft spikar han in [sina teser] 1 vdra

medvetanden.!!
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THE PAINTER

The decisive moment in the birth of the Order of Brothers was the visit
paid to Orgryte by the Swedish-Danish artist Ole Kruse (1868-1948)
when Soltorpet was still being decorated. Kruse had for a couple of years
been an important figure in a circle of young, Bohemian artists, authors,
and actors in Gothenburg, among them Ivar Arosenius, Gerhard Gen-
ning, Signe Lagerlow, Ester Sahlin, Birger Palme, Nils Rosberg, David
Lundahl, John Ekman, and Emil Eggertz, while Carl Kylberg figured
on the periphery of their circle, as did Filip Wahlstrém.® Kruse himself
was abstemious, verging on the ascetic, and played no part in the others’
Bacchanals.

Henning and Arosenius had sought out the newly arrived Dane
in the autumn of 1901. Soon they were meeting daily, wrote Henning;
‘working and talking, and Kruse’s strong personality worked powerfully
on Arosenius and me.” Kruse liked to recite poetry, and he held semi-
improvised lectures on art and religion that left his listeners spellbound.
Arosenius even caricatured him as a magic-weaving troll.*’

Signe Lagerlow-Sandell, herself a member of this circle of Bohemians,
has left a description of life in their company and the gatherings at
Henning’s studio:

In the midst of the circle Ole Kruse is enthroned. His long, black coat drapes over the chair seat
and down to the floor. He is reading aloud from Sigbjérn Obstfelder’s poems. He not only reads,
he conjures up visions ... Or, in dramatic, oratorical style, he reads his own aphorisms, with their
Old Testament air of a sermon from a high and majestic mountain. ... He also preached on Art.

... And with something of Luther’s fiery strength, he nailed [his theses] to our consciousness. !

They read and discussed Nietzsche, Kierkegaard, Strindberg, and Li Tai
Po. Of the artists, they were fascinated by Max Kinger, Arnold Bocklin,
Vilhelm Hammershoi, Giovanni Segantini, Ejnar Nielsen, and Olof
Sager-Nelson.!? Yet despite their partiality for the dark, fin de siecle cul-
ture of the day, the group often spent days at a time in the beautiful



De ldste och diskuterade Nietzsche, Kierkegaard, Strindberg och
Li Tai Po. Bland bildkonstndrerna fingslades de av Max Kinger,
Arnold Bocklin, Vilhelm Hammershei, Giovanni Segantini, Ejnar
Nielsen och Olof Sager-Nelson.”? Men trots forkérleken for tidens
moérka sekelskifteskultur foretog gruppen ofta utflykter till Orgryte
och Delsjéterrdngens vackra natur. Inte minst f6r Kruse var naturen
betydelsefull som en uppenbarelse av det gudomliga.

"I Kruses konst fanns det inte plats fér ndgon medveten naivism”,
skriver Sven Sandstrom, ”[m]en han var en dkta naiv manniska och
hans konst dr med alla fértjanster och brister priglad av hans barna-
sinne och kompromisslsa tro.”* Sandstrém dar den konsthistoriker
som mest intresserat sig fér den marklige svensk-danske konstnéren,
som annars ar relativt osynlig 1 savil svensk som dansk konsthisto-
rieskrivning. '

Kruse féddes 1868 1 Haderslev 1 Sénderjylland och dog 1948 i
Bokenis, Bohuslan. Fadern var mélarmastare och sonen fick sin for-
sta yrkesutbildning 1 hans verkstad. Under langa vandringsperioder 1
Danmark, Tyskland, Osterrike, Holland, Norge, Finland och Sverige
forsorjde sig Kruse som dekorationsmalare. Hans forsta framtradan-
de som konstnér skedde pa en nordisk utstillning 1 Oslo 1893, nir
han arbetade som dekorator 1 Nationaltheatret, men det var forst
1913 som han erhé6ll nagon stérre uppmérksamhet med utstallningar
1 Stockholm och Helsingfors.

Bakgrunden som dekorationsmalare kan forklara hans hoga var-
dering av det med handen utférda arbetet och olust infér maskinkul-
turen. Inspirerad av John Ruskin och William Morris predikade han
hantverkets lov. Han intresserade sig f6r folkkonst, allmogekonst och
smakonst — inte minst persiska miniatyrer. Kruses passionerade for-
hallande tll detta slags konst fick avgorande betydelse f6r manga 1
hans umgingeskrets, inte minst Arosenius. Liksom for prerafaeliter-
na slutade konsten, for Kruse, 1 stort sett med ungrenissansen, dven
om han ocksa uppskattade Albrecht Diirers "mest stringa arbeten”.
Han avfardade realismen 1 saval bildkonst som litteratur.'s

Hans konst ar starkt stiliserad, och fram till mitten av 1920-talet
hallen i1 en ddmpad firgskala. Han avstod fran oljefirg, som han
ansag vara “en Fristelse og en Fare”, och féredrog akvarell och tem-
pera.' Pa 1920-talet boérjade han dven arbeta med bladguld, likt med-
eltida malare.
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country around Orgryte and the lakes of Delsjon. For Kruse in particular,
Nature was important as a revelation of the Divine.

‘In Kruse’s art there was no place for conscious naiveté’, writes Sven
Sandstrom, ‘but he was a true naif and his art is marked, with all the
merits and flaws that brings, by his childlike mind and uncompromising
belief.”® Sandstrom is the art historian who has shown the greatest inter-
est in this remarkable Swedish-Danish artist, who otherwise is relatively
mvisible, both Swedish and Danish art history.**

Kruse was born in 1868 in Haderslev in Schleswig-Holstein and died
in 1948 in Bokenis in the Swedish province of Bohuslén. His father was a
master painter, and the son received his first professional training in his fa-
ther’s workshop. On his long peregrination through Denmark, Germany,
Austria, the Netherlands, Norway, Finland, and Sweden, Kruse made
his living as a decorative painter. His first appearance as an artist was at
a Nordic exhibition in Oslo in 1893, when he was working as a scene-
painter at the National Theatre, but it was not until 1913 that he really
came to public attention with exhibitions in Stockholm and Helsinki.

His background as a decorative artist may explain the great belief he
placed in handwork and his dislike of machine-production. Inspired by
John Ruskin and William Morris, he sang the praises of true craft. He
became interested in folk art, peasant art, and miniatures — especially
Persian miniatures. Kruse’s passion for this type of art was to be of crucial
importance for many in his circle, above all Arosenius. As it had for the
Pre-Raphaelites, art for Kruse ceased with the early Renaissance, even if
he also appreciated Albrecht Diirer’s ‘most stringent works’. He dismissed
Realism in the visual arts and literature alike.'

Kruse’s art was strongly stylized, and until the mid 1920s he kept to
soft, subdued range of colours. He did without oils, which he believed to
be ‘a Snare and a Delusion’, and preferred watercolours and tempera.’® In
the 1920s he also began to work with gold leaf, like the medieval painters.

Just as important as his artistic efforts were Kruse’s writings and phi-
losophy. It was this, and perhaps above all his extemporizing, that so
enthralled his friends and had such an immense influence on Werner
Lundqvist. To read Kruse’s texts gives the impression of a collection of
excerpts. Quotations from the Bible are mixed with the Edda and Kruse’s
own formulations.

Kruse was a deeply religious man and had strong Catholic lean-
ings."” Traces of this can be seen in his planned altarpieces, in which the



Minst lika betydelsefullt som hans bildkonstnirliga insatser ar
Kruses texter och filosofi. Det var med dessa, och kanske framfor allt
hans verbala utliggningar, som han trollband sina vanner och uté-
vade ett stort inflytande pa Werner Lundqvist. Att lasa Kruses texter
ger kinslan av en excerptsamling. Har blandas citat fran Bibeln med
Eddan och Kruses egna formuleringar.

Kruse var djupt religiés och hade starka sympatier for katolicis-
men.” Spar av detta kan anas 1 hans (forslag till) altarmalningar, 1
vilka Jungfru Maria ofta intar en framtriddande position (inte helt
1 samklang med de protestantiska potentiella avndmarnas smak).
Gudstron gav Kruse betdnkligheter infor att avbilda efter naturen,
1 enlighet med Mosebokens (kap 5: 8-9) foreskrift om att "Du skall
inte gora dig nagon bildstod, nagon avbild av nagonting uppe 1 him-
len eller nere pa jorden eller 1 vattnet under jorden.” Han ansag det
syndigt, enligt Sandstrom, "att avbilda Guds verk om man inte kun-
de gora det fullkomligt”. "Kruse ansdg att Gud Fader skapat naturen
ornamental”, vilket forklarar hans stiliserade uttryck.

Nils Adler berittar 1 en intervju om hur han besokte Kruse 1 hans
atelj¢ pa Kungsgatan 1 Goteborg. Infér en malning, kanske Livets
trid, utbrast direktéren: "Men sd ser vil inte en elefant ut?” Kruse
tecknade da en naturalistisk elefant pa ett papper och sa: "Detta ar
en elefant. Men det jag har malat pa den andra bilden ar Elefanten.”®
Romdahl har beskrivit hur Kruse uppsokte en djurpark for att gang
péa gang teckna av elefanter. Han maste studera djuret sd noggrant
att han far klart for sig vad av de yttre karaktarsdragen han kan ute-
limna och vad av symboliskt virde han maste behalla.>

Kring 1903 bréts bohemkretsen upp. Henning for till Rom.
Palme hade ldimnat staden aret innan. Det blev dven en brytning mel-
lan Kruse och Arosenius, delvis som foljd av att Kruse ville styra
Arosenius konstnérliga uttryck, men dven pa grund av deras relation
till Ester Sahlin. Hon hade sedan senhosten 1901 haft en relation med
Arosenius, men dven dyrkats av andra medlemmar 1 gruppen. Salin,
med sitt blonda har, forekommer frekvent 1 Kruses konst och dikter
under namnet Gulditop. 1903 6vergick Kruses dyrkan till att bli min-
dre platonsk. Huruvida kérleken var besvarad framgir ej av killorna,
men under lang tid framéver dyker Gulditop upp som en stindig re-
ferenspunkt 1 Kruses ord- och bildvarld. I den fris han senare utférde
1 Lundqvists hem, har Kruse malat henne som en av jungfrurna.”
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Virgin Mary is often given a prominent position (not really in keeping
with the tastes of his potential — and Protestant — customers). His belief
in God meant Kruse had misgivings about depicting Nature, in accord-
ance with prescription in Deuteronomy (5: 8) that “Thou shalt not make
thee any graven image, or any likeness of any thing that is in heaven
above, or that is in the earth beneath, or that is in the waters beneath the
earth’. According to Sandstrom, he believed it was sinful ‘to depict God’s
work if one could not do it perfectly. ‘Kruse thought that God the Father
had created Nature Ornamental’, which explained his stylized mode of
expression.'®

The bank director Nils Adler mentioned in an interview how he had
visited Kruse in his studio on Kungsgatan in Gothenburg. In front of a
painting, perhaps Tree of Life, Adler had burst out: ‘But surely that’s not
what elephant looks like?” Kruse then drew a naturalistic elephant on a
piece of paper and said, “This is an elephant. But what I've painted in the
other picture is e elephant.’® Romdahl has described how Kruse visited
a zoo in order to sketch elephants again and again. He felt compelled to
study the animal closely so that he could grasp which of its distinguish-
ing features he could omit and which had symbolic worth that he had
to retain.?’

In around 1903 the circle of Bohemians broke up. Henning left for
Rome. Palme had left Gothenburg the year before. Even Kruse and
Arosenius had had a falling-out, partly over Kruse’s attempts to direct
Arosenius’ artistic expression, but also over Ester Sahlin. Since the late
autumn of 1901 she had been in a relationship with Arosenius, but she
was also idolized by other members of the group. Salin, with her blonde
hair, featured frequently in Kruse’s art and in his poetry under the name
‘Gulditop’ (Goldilocks). In 1903, Kruse’s admiration became rather less
platonic. Whether his love was reciprocated is not a matter of record, but
for a long time to come Gulditop featured as an enduring point of refer-
ence in Kruse’s poetic and visual imagery. In the frieze that he later paint-
ed in Lundqvist’s home, Kruse portrayed her as one of the maidens.*



REDAREN | NODEN

Viren 1904, efter bohemkretsens upplosning, flyttar Kruse iniKvarn-
huset i Orgryte i Delsjobécksravinen, inte lingt fran Lundqvists Sol-
torpet. Lite senare hyr han en liten stuga vid Storkullen, strax Gster
om B66 herrgard. Den omnamns 1 Krénikorna som stugan eller hyd-
dan vid "Berget det bla” (Overasparken). En del av stigen som ledde
mellan Soltorpet och "hyddan” blev efter Orgrytes inforlivning med
Goteborg "Brodragatan”, sannolikt pa forslag av Lundqvist.

Redaren lade snabbt mirke till den udda figuren 1 slokhatt som
han fitt som granne och inledde samtal med honom. Det séger en
hel del om Lundqvists 6ppenhet. Lagerlow-Sandell berittar om en
dam i Orgryte som enligt egen utsago “flydde for brinnande livet nir
hon fick se Ole Kruse... Han var ju anarkist och gick naturligtvis
omkring med bomber 1 fickorna.”?* Anarkistskriacken var vid denna
tid omfattande och Kruses langa har och avvikande kladsel var nog
for att sitta upp honom pa de misstanktas lista. Men Lundqvist blev
alltsa nyfiken pa sin nya granne. En dag f6ljde han med Kruse till
Kvarnhuset och tittade pa hans skisser till olika dekorationer han
utfort. Den réda stugan lag inbdddad 1 blommor och grénska och
faglarna sjong 1 traden. Pa spiselkransen hade Kruse skrivit med
guldfirg: "Leve Gulditop!”. Eftersom Lundqvist vid denna tid dannu
holl pa med inredningsarbetet 1 sitt nya hus, gav han Kruse 1 uppdrag
att dekorera salen pa Soltorpet.?

Hosten 1904 utférde Kruse takfrisen Livets Aventyr med, i Lund-
qvists beskrivning, “riddare och stolta jungfrur, skattegravare, hant-
verkare och alla skogens djur 1 {6]jd”. Under arbetet talade Kruse
"med en underlig gléd 1 6gonen och med talande dtbérder om hant-
verkarens uppgift och hans hoga kall 1 livet”. Han improviserade
ocksa fram ”en hel saga om sin malning, och berittade [...] huru han
under gesdllvandringarne lidit under den fértvivlade kamp hantver-
ket férde med den 6verhandtagande anvindningen av maskinen,
som han kallade den onda draken.”**

Kruse var tvivelsutan en karismatisk person, som nu ater fick
tillgdng till en dhorarskara efter upplosningen av bohemkretsen.
Lundqvist var ocksd redan fran borjan instilld pa rétt vaglangd for
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A FRIEND IN NEED, A SHIP-OWNER INDEED

In the spring of 1904, after his circle had dispersed, Kruse moved into
Kvarnhuset, a house in the Delsjon valley in Orgryte, not far from the
Lundqvists’ Soltorpet. A little later he rented a cottage at Storkullen, just
east of B66 Manor. It is mentioned in the Chronicles as the cottage at
‘Berget det bld’ (the Mountain Blue), their name for Overés Park. Once
Orgryte was incorporated into the City of Gothenburg, one stretch of
the path that ran between Soltorpet and ‘the cottage’ was officially named
‘Brodragatan’ (Brothers Street), probably at Lundqvist’s suggestion.

The Ship-owner soon noticed the strange figure in the floppy hat
who had become his neighbour, and they struck up an acquaintance. It
says a great deal about Lundqvist’s openness. Lagerléw-Sandell repeats
the story of a lady in Orgryte who, by her own account, ‘fled for her
life when she saw Ole Kruse ... For it was sure he was an anarchist, and
naturally went around with bombs in his pockets.”? The fear of anarchists
was then so ubiquitous that Kruse’s long hair and distinctive dress were
enough to mark him out as suspect. Yet Lundqvist instead became curi-
ous about his new neighbour. One day he accompanied Kruse home to
Kvarnhuset and saw sketches of some of his completed decorative work.
The red cottage was surrounded by flowers and greenery, and the birds
were singing in the trees. On the chimney-breast Kruse had written in
gold ‘Leve Gulditop!” — Long live Goldilocks! Since Lundqvist was then
in the throes of decorating his new house, he commissioned Kruse to
adorn Soltorpet’s hall.?

In the autumn of 1904, Kruse painted the ceiling frieze Life’s Adventure,
with, in Lundqvist’s words, ‘knights and proud maidens, treasure-seekers,
craftsmen, and all the creatures of the forest in succession. As he worked,
Kruse spoke ‘with a queer fire in his eyes and with speaking gestures about
the craftsman’s mission and his high calling in life’ He also improvised ‘a
long tale about his painting, and related ... how during his journeyman’s
travels he had suffered in the desperate battle waged by craftsmanship
against the unchecked use of the machine, which he called the evil dragon.**



att uppskatta konstnirens utliggningar om hantverkets lov, eftersom
han och grannen Gustaf von Holten ”pa biblioteket gjort bekantska-
pen med W/illia]m Morris bocker”.?s

Runt sig och Kruse samlade Lundqvist vinner och grannar 1
Soltorpet. Medlemmarna 1 Bréderna 1 Béodalen rekryterades forst
bland dem som bebyggt de tomter som vid sekelskiftet styckades
av frén Bé6 herrgérd i Orgryte. Under inflytande av Kruse borjade
Broderna att skriva Kronikor. De dr prantade med black pa handgjort
bomullspapper och inbundna i ljusa pergamentband. Varje volym
tacker ett eller ett par-tre ar. De dr férsedda med illustrationer, forst
av Kruse, senare av bland andra Gideon Ekholm och Einar Palme.
Aven arkitekterna Sigfrid Ericson, Ernst Thorulf, R O Swenson och
Karl M Bengtsson har bidragit med teckningar. I somliga volymer
finns dven inklistrade bilder utférda av Ivar Arosenius, Nils Dardel
och John Steen. Det hantverksmissiga tillvagagangssattet var bety-
delsefullt for kretsen. Enligt Kruse forde trycktekniken il ytlighet.
Tal och skrift blir till prat. "Gutenberg har férdarvat hela kulturen!”2

Kruses galla 6ver Gutenberg hindrade honom inte fran att sjalv
lata trycka sina texter. Detta ledde till en tillfdllig brytning mellan
honom Lundqvist.” I samband med donationen till Géteborgs
Museum 1917 borjade emellertid dven Redaren att trycka valda de-
lar ur Krénikorna, med hjilp av Gustaf von Holten, en verksamhet
som han upprittholl till 1938.

I de texter som Kruse gav eller salde till Lundqvist spelar forstas
Broderna framtradande roller. I otaliga versioner och omtagningar
fortaljs hur Vandraren (Kruse sjdlv, ocksa kallad Eneboeren — eremi-
ten — eller Malaren) kommer till Dalen (det vill sdga Bo6dalen) och
triffar dess nybyggare. Framstallningarna tar allt som oftast sagans
form. Barande drag i framstallningen ar hur fabriker och maskiner
6delagt virlden, men att nagot battre dr pa vag att byggas upp genom
gudfruktighet, moral och de hantverksmassiga metoder som vdrna-
des 1 Dalen. Byn dr omgiven av en ringmur, med ett centralt belaget
torg med ett radhus. Mitt 1 byn reser sig Templet, till jungfru Marias
dra, som en manifestation av tro och gemensamma krafter.

I andra texter av Kruse stills den utopiska byn mot den moderna
staden. I byn dgnar sig var och en at sitt varv: smeden skoter sin dssja,
malaren blandar sina farger och bagaren bakar bréd, medan kvin-
norna skéter barn och hem. Varje hus (ofta kallat "hydda”) har sin
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There is no doubt that Kruse was a charismatic man, who now found
a new audience after the departure of the Bohemians. Lundqvist from the
very start was on the right wavelength to appreciate the artist’s observations
on the virtues of craftsmanship, as he and his neighbour Gustav von Holten
‘had become acquainted with William Morris’s books at the library’?

Around himself and Kruse, Lundqvist gathered friends and neigh-
bours at Soltorpet. The members of the ‘Brothers of Bo6 valley’ were
initially recruited from amongst the men who had first built on the plots
carved out from Bé6 Manor in Orgryte. Under Kruse’s influence, the
Brothers began to write Chronicles. They are carefully written in ink on
hand-made rag paper, bound in pale vellum. Each volume covers one or a
couple of years. They include illustrations, first by Kruse, later by the likes
of Gideon Ekholm and Einar Palme, while the architects Sigfrid Ericson,
Ernst Thorulf, R. O. Swenson, and Karl M. Bengtsson all contributed
drawings. In some of the volumes there are also paste-in pictures by Ivar
Arosenius, Nils Dardel, and John Steen. The craftsmanlike approach was
mmportant to the Order. According to Kruse, printing led to superficial-
ity; speech and writing became prattle: ‘Gutenberg has botched an entire
culture!™

Kruse’s bile at Gutenberg did not prevent him from arranging for his
own texts to be printed. This led to a temporary breach between Kruse
and Lundqvist.” In conjunction with the donation to the Gothenburg
Museum in 1917, however, the Ship-owner, with the help of Gustaf von
Holten, also began to publish parts of the Chronicles, which he continued
to do until 1938.

In the texts that Kruse gave or sold to Lundqvist, the Brothers of
course played prominent roles. In countless versions and reiterations it
was told how the Wanderer (Kruse himself, also called ‘Eneboeren’ (the
Hermit) or the Painter) came to the Valley (B66 valley, in other words)
and met its settlers. These accounts often take the form of tales. The mor-
al of the stories is that factories and machines have destroyed the world,
but that something better is in the process of being built up through piety,
morality, and the craftsmanlike methods held dear in the Valley. The
Village is surrounded by a wall, with a central square with a guildhall. In
the middle of the Village is the Temple to the Virgin Mary, a manifestation
of faith and shared strength.

In other texts by Kruse, the utopian Village is contrasted to the mod-
ern City. In the Village, each has their occupation: the smith in his forge,



egen odlingstdppa.? Byn forstdrs nir en frestare anlédnder och erbju-
der befrielse fran tungt kroppsarbete. Snart reser sig fabriksskorstenar
och misdren sprider sig. Den moderna staden ar forstas en symbol
for Kruse, men bir likheter med hamn- och industristaden Géteborg,.

LIVETS TRAD

Bland Bréderna var Lundqvist den som mest oférbehallet kopte Kru-
ses livsfilosofi, aven om ocksa Skeppsredaren periodvis tappade lite
1 entusiasm, 1 synnerhet under mitten av 1910-talet. Det kan tyckas
markligt schizofrent att samma mdn som byggde upp vildiga for-
mogenheter pa den industriella utsugningen av arbetarklassen och
den imperialistiska kontrollen 6ver virldshandeln, engagerat lade ut
texten om maskinkulturens férdarv och sjong hantverkets lov.

1910 eller 1911 flyttade Kruse tillbaka till centrala Géteborg, till
en lagenhet med utsikt mot Domkyrkan. Dar intensifierades hans
arbete med den stora malningen Livets trid.** Varen 1912 besoks han
av Lundqvist som betraktar verket med viss skepsis: ”... jag sade
till mig sjelf: dessa fran dekorationshandtverket nedarfvda symboler,
som brodern Malaren sammanfordt 1 detta trdd kunna ej férmedla
nagot lefvande intryck pa en modern betraktare.”

I samband med att Livets trid stilldes ut for forsta gangen i
Goteborgs Museum sommaren 1912 tréiffas Broderna och Kruse
ater. I Krénikan nedtecknades:

Liange hafva Broderna i Dalen saknat dig i sin krets, men i skogen, pa dngen, bland backens
pilar och vid det lilla vattenfallet, pd Berget det Bla och 1 hyddorna vid dess fot lefver dock kvar
minnet af Eremiten och Byggmastaren. Som Mélare har du nu tédnkt ut konstens lagar och f6rt
dem ut i lifvet 1 symbolisk dragt. Och glidjande har varit att se, det du funnit forstaelse bland
stadens innevanare, och att dfven konstens idkare funnit din mélaredigt vérd sin hyllning.
Om in den stora massan, som 1 tusendetal stannat infor ditt verk, der det nu star till
beskédande i Stadens museum, kanske ¢j helt forstétt dess innehall, torde dock férgernas
skona harmoni tjusat dem 1 denna bild, der den onde draken ses af trollrunans magt undan-

trangd och betvingad.®!
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the painter mixing his paints, and the baker baking bread, while the wom-
en see to the children and the home. Each house (often called a ‘cottage’)
has its own vegetable patch.*® The Village is destroyed when a tempter
arrives and offers them freedom from heavy physical labour. Soon factory
chimneys tower over a miasma of misery. For Kruse the modern City is of
course a symbol, but it bears a strong resemblance to that manufacturing
city and port, Gothenburg.

TREE OF LIFE

Of all the Brothers, Lundqvist was the one who had fewest reservations
about buying into Kruse’s philosophy of life, although even the Ship-
owner’s enthusiasm flagged occasionally, especially in the mid 1910s. It
might be thought oddly schizophrenic for these same men, who amassed
vast fortunes through the industrial exploitation of the working classes
and imperialist dominance in world trade, to take an active hand in pub-
lishing texts on the destruction wrought by machine culture and to sing
the praises of craftsmanship.

In 1910 or 1922 Kruse moved back to central Gothenburg, to a flat
with a view of the cathedral. There he began to work with new intensity
on the large painting ( Zree of Life.** In the spring of 1912 he was paid a visit
by Lundqvist, who was more than a little doubtful about the work: ‘I said
to myself: these symbols, born of the decorative handicrafts, that Brother
Painter has assembled in this tree, are incapable of communicating a lively
impression to the modern viewer.*

When Tree of Life was shown for the first time at the Gothenburg
Museum in the summer of 1912, the Brothers and Kruse met once again.
The entry in the Chronicle ran:

Long have the Brothers in the Valley felt the your loss from their
circle, but in the forest, in the meadows, among the willows beside the
brook and by the little waterfall, on the Mountain Blue and in the cot-
tages at its foot, the memory of the Hermit and the Master Builder lives
on. As the Painter, you have now conceived the laws of Art and brought
them to life adorned in symbolism. And it has been gratifying to see that



Gustaf von Holten var orolig att kritiker och andra inte skulle férsta
tavlan, som "endast dr att tro pa — eller férkasta” och liknade Kruse
vid 7stiftaren av en religios sekt”.

Kruse berdttade att han arbetade med att skriva ner de filosofiska
tankar som han samlat under sin tid 1 Brodernas krets. Lundqvist
forklarade nojt att det var 1 samarbetet kring Krénikan som Livets
trid forst tog kontur.®? Pa detta vis knots méalningen samman med
Brodernas verksamhet.

Att Lundqvist kdnde sig delaktig 1 skapandet av Livets trdid ar av
betydelse for fortsdttningen. Malningen var f6r Kruse det viktigaste
han astadkommit 1 sitt liv. Den innebér ocksa en aterkomst till det
officiella utstéllningslivet efter ett nistan tiodarigt uppehall. (Han hade
stillt ut tillsammans med Arosenius 1 Géteborg 1903 men utstall-
ningen blev ingen succé.) Kruses mal var att fa Livets trdd inkopt
av ndgon kyrka som altarmdlning men ingen var intresserad. 1913
stidllde han ut 1 Stockholm och Helsingfors, utstallningar dar endast
Livets triid var till salu. Kritiken var vilvillig och Axel Romdahl skrev
en presentation av honom i Ord & Bild* Samma ar skickade Kruse
sitt mdsterverk till salongen 1 Paris, men malningen refuserades.*

Samtidigt som Kruse blev kdnd {6r en bredare allmidnhet, f6rlo-
rade Broderna alltmer kontakten med honom. Han blev "den ensam-
me”, skriver Lundqvist, "som kdmpade {or sin sdaregna konst”.* Men
nidr von Holten kring 1917 bérjade hjdlpa Lundqvist att publicera
utdrag ur Kroénikorna 1 tryckt form, intensifierades dter kontakten
med Kruse. Antagligen sig Malaren en ny mdjlighet att finna ett
hem f6r sitt masterverk.* Vid denna tid tycks Lundqvist ha 6vervigt
mojligheten att bygga till Soltorpet med en flygel som skulle inrymma
hans konstsamling, men efter diskussioner med Axel Romdahl blev
det istéllet en donation till museet, med Livets trid som centralverk.
Lundqvist forefaller nu alltsd ha borjat méta sig med Pontus Fir-
stenberg. Vem som var mest padrivande 1 att hja ambitionsnivin
- Lundqvist eller Romdahl - dr svarbedomt. Romdahl sag sdkert en
potential 1 Redarens planbok.

Ett litet rum 1 véstra flygeln av Ostindiska huset stélldes 1918 1
ordning for Livets trid. Dar hingdes dven andra verk av Kruse, lik-
som av David Lundahl, Ivar Arosenius och Nils Blommér. Den 13:e
maj 1918 samlades Broderna pa Goteborgs Museum, for att pa Ole
Kruses 50-arsdag inviga Livets trid och Brodrarummet.
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you have met with understanding from the City’s inhabitants, and that
likewise the practisers of Art have found your artistic vision worthy of
their plaudits.

Even if the masses, who in their thousands have paused before your
work where it 1s placed on view in the City’s museum, have perhaps not
wholly understood its meaning, it is probable that the colours’ fair har-
mony has lured them to this picture, where the evil Dragon is seen snared
and vanquished by the magic Runes’ power.31

Gustaf von Holten was worried that the critics and others might not
understand the painting, which ‘is only to be believed - or dismissed’, and
he likened Kruse to the ‘founder of a religious sect’.

Kruse said that he had worked by writing down the philosophical
ideas that he had collected during his time in the Brothers’ company.
Lundqvist was pleased to explain that it was in the collaboration on the
Chronicle that Tree of Life had first taken shape.*? In such ways the painting
was linked with the Brothers’ activities.

That Lundqvist felt he had had a hand in the genesis of Tree of Life
was to be significant for what followed. For Kruse, the painting was the
most important thing he had created in his life. It also marked his return
to official exhibiting spaces after a break of nearly a decade. (He had
had a joint exhibition with Arosenius in Gothenburg in 1903, but it was
not a success.) Kruse’s hope was that Tree of Life would be bought by a
church as an altarpiece, but no one was interested. In 1913 he exhibited
in Stockholm and Helsinki, with only Zree of Life for sale. The critics were
favourable, and Axel Romdahl wrote a feature on him in the art magazine
Ord & Bild* In the same year, Kruse sent his masterpiece to the Salon in
Paris, but it was refused.®*

As Kruse became more widely known, the Brothers increasingly lost
contact with him. He became ‘the loner’, wrote Lundqvist, ‘who fought for
his uncommon art.** But when, in around 1917, von Holten began to help
Lundqvist with the publication of excerpts of the Chronicles, contact with
Kruse was resumed. In all probability the Painter saw a new opportunity
to find a home for his masterpiece.®® At this point Lundqvist seems to have
been entertaining the idea of adding a new wing to Soltorpet to house his
art collection, but after discussions with Axel Romdahl he instead made
a donation to the Museum, with Tree of Life as the central work. It seems
it was not long before Lundqvist set out to rival Pontus Fiirstenberg.
Who was the driving force in raising his ambitions — Lundqvist himself



Plotsligt hérdes musik fran ett angriansande rum, och, nir toner-
na tystnat, framtrddde Intendenten och tackade f6r den stora gafvan,
pa samma gang lyckénskande konstndren att sa fira sin hogtidsdag.
Direfter 6fverlimnade Printaren en minnestafla med inskriften:
‘Att bevara minnen fran vandringen och stimma sinnet till betrak-
telse grundades denna samling dr 1918 af Skeppsredaren Werner
Lundgqvist och hans hustru, f6dd Ahrenberg’...%’

Inkluderingen av hustrun Anna, som inte deltog 1 Brédernas sam-
mankomster med annat 4n férplagnad, gér donationen dn mer sym-
metrisk med Go6thilda och Pontus Fiirstenbergs.

I arsberittelsen slar Romdahl fast att "den samling som herr
Lundqvist borjat anldgga inom museet [...] stiller honom vid sidan
av vart konstgalleries storste fraimjare”.* Till arsberittelsen bilaggs
en katalog 6ver Werner Lundqvists samling som redan vid denna
tidpunkt omfattar fyrtio verk. Fran forslaget om att skdnka Livets
trid, hade planerna salunda snabbt utvecklats till att skapa en sam-
ling som kunde jimféra sig med den rikskdnda Fiirstenbergska.
Priset som museet fick betala var inte enbart att inrdtta en séarskild
sal for Broderna och dépa den till Brodrarummet. Av konstnamn-
dens protokoll den 30 oktober 1918 framgar att Lundqvists ambi-
tion var att efterhand utvidga donationen med fler verk, utan att
mkopen understilldes nimndens granskning. Beslutsmakten skulle
ligga hos honom sjilv tillsammans med intendenten fér Konst-
avdelningen. Samlingen skulle visas 1 egna gallerier, det vill saga
som en tydligt identifierbar donation liksom fallet redan var med det
Fiirstenbergska Galleriet.*

Det ér inte ovanligt att privatpersoner samlar konst. Inte heller att
de testamenterar sin samling till ett museum, konstaterar Romdahl 1
en artikel 1921. Men att som Lundqvist anlédgga en enskild samling
mom ett museum, det ar nagot nytt. For att det ska vara majligt
kravs att donatorn och museiledaren kan ”samarbeta med forsta-
ende och tillmétesgaende och i former utan varje skymt av byrakrati
och tvang”.*

Samarbetet innebar bland annat att Lundqvist blev delaktig 1
hingningen av konsten pa museet. ”Snickaren, Malaren och Glasma-
laren hade arbetat med att iordningstilla en sal 1 G6teborgs Museum
for en samling taflor, och Prentaren & Byggmaistaren bitradde vid
upphdngning af konstverken”, noterar Lundqvist 1 Krénikan.*
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or Romdahl - is hard to judge. Romdahl undoubtedly saw the potential
in the Ship-owner’s well-lined wallet.

A small room in the western wing of East India House was put
in order in 1918 for Tree of Life, alongside other works by Kruse and
by David Lundahl, Ivar Arosenius, and Nils Blommér. On 13 May
1918 the Brothers assembled at the Gothenburg Museum to celebrate
Ole Kruse’s fiftieth birthday by unveiling Tree of Life and the Brothers’
Room. ‘Suddenly music was heard from an adjoining room, and, when
it had died away, the Curator stepped forward and expressed his grati-
tude for the great gift, at the same time congratulating the artist on
the celebration of his birthday. Whereupon the Printer presented a
commemorative plaque inscribed with the words: “To keep the mind
from wandering and to tune the senses to contemplation, this collection
was founded in the year 1918 by the Ship-owner Werner Lundqvist
and his wife, née Ahrenberg.” " The inclusion of Anna, whose pres-
ence at the Order’s meetings was limited to presiding over the refresh-
ments, made the donation more symmetrical with Géthilda and Pontus
Farstenberg’s.

In the Museum’s annual report, Romdahl announced that ‘the col-
lection that Mr Lundqvist has begun to establish in the museum ... puts
him on the level of our art gallery’s greatest benefactor’®® Attached to the
annual report was a catalogue of Werner Lundqvist’s collection, which at
that point already comprised forty works. From the initial suggestion that
he donate Tree of Life, plans had thus grown rapidly to encompass the crea-
tion of a collection to compare with the nationally renowned Firstenberg
Collection. The cost to the Museum was not limited to furnishing a special
gallery and naming it the Brothers’ Room; the Museum’s art committee’s
minutes of 30 October 1918 reveal that it was Lundqvist’s ambition to
continue to add works to the collection, but without them being approved
by the committee. The power of decision would rest with him in counsel
with the curator of the art department. The collection would be displayed
in its own rooms; in other words, as a clearly identifiable donation, as was
already the case with the Fiirstenberg Gallery.*

It is not unusual for individuals to collect art, or to bequeath their
collections to a museum, Romdahl wrote in an article in 1921. But, like
Lundqvist, to build up a distinct collection within a museum - that was
something new. For that to be possible it required that the donor and
the museum director should be able to ‘work together sympathetically



I den forsta hangningen av Brédrarummet, med Kruse, Arosenius
och Lundahl, aterknéts bohemkretsen postumt — saval Arosenius
som Lundahl hade ju gétt ur tiden — och Kruse blev dess centralfigur,
sdsom han en ging onskat vara. Eftersom Henning flyttat till K6-
penhamn fanns ingen kvar 1 Géteborg som kunde ifragasatta Kruses
historieskrivning. Genom att Arosenius framhélls 1 installationen la-
des grunden fér den sammanblandning mellan géteborgsbohemerna
och Bréderna som inledningsvis noterades.

Den 8 mars 1919 samlades Broderna for att fira en nyhdangning
av Brodrarummet. Lundqvist férklarade att:

Allt f6r linge har folket lidit under ett fortgdende nedsjunkande i materialismen, och dess
sista yttring 1 industrislaveriet har gjort massorna fortvivilade & sokt taga ledningen i egna
hinder, hvilket slutat 1 bolschevismen. Under de 14 ar Broderna samlats och 1 kronikan
gifvit uttryck for sina tankar om lifvet & tidens foreteelser, har industrialismens 6fverhand-
tagande & religionens forfall varit det stindigt aterkommande temat, och vi hoppas dnnu fa
se den morgon randas, da handtverket som 1 gamla tider éter skall intaga den hedersplats

det fortjanar och konsten dter blomstra.*?

Aven hos Romdahl anas ett aterklang av Kruses virldssyn nir han
kommenterar férvarven 1 museets arsskrift f6r 1920 med att ”[d]en
gamla nederldndska och tyska malarkonsten dger férutom sina rent
konstnarliga egenskaper en formaga att skapa andakt och stillhet, som
ar valgorande for av nutidsjaktet stressade sinnen. Denna férmaga
har man velat lata komma till sin ritta verkan genom att anordna ett
stilla och intimt rum fér dessa konstverk, dar de hinga for sig sjalva
och utan trangsel.”* I samband med artikeln later Romdahl ocksa
reproducera savél ett foto av nyhdngningen av Brodrarummet som
reproduktioner av fyra éldre verk som placerats i rummet (Zorne-
kromingen, Marias kroning, Nddens brunn och Dam ur slikten Wasserfass).
Sarskilt Arosenius fick med tiden en allt starkare narvaro, bade
1 Brédrarummet och 1 Krénikorna. Lundqvist képte nagra mindre
teckningar som han klistrade in i dem. Dessutom skinkte han ytterli-
gare en akvarell till konstmuseet 1926 (Sjaluportriitt med hons och grisar).
1922, nir konstmuseets yttermurar tagit form, skriver Lundqvist:
"I Brodrarummet talar visserligen Lifvets Trad & Ole Kruses 6friga
dukar ydligt den religiésa kinsla, som Brodernas athandlingar om
Gotiken férmedlat, men var aflidne Broder Ivar Arosenius samling
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and accommodatingly, and in a manner free of all traces of bureaucracy
and coercion.*

The collaboration also meant that Lundqvist became involved in how
the art was hung in the Museum. “The Carpenter, the Painter, and the
Glass-painter had worked to prepare a room in the Gothenburg Museum
for a collection of paintings, and the Printer & Master Builder assisted
in the hanging of the works of art’, noted Lundqvist in the Chronicle. *!

The first hanging of the Brothers’ Room with works by Kruse,
Arosenius, and Lundahl reunited the Bohemian circle posthumously
- both Arosenius and Lundahl were now dead - with Kruse as its cen-
tral figure, just as he had once wished. Since Henning had moved to
Copenhagen, there was no one left in Gothenburg who might question
Kruse’s version of past events. The prominence given to Arosenius in the
hanging laid the foundations for the mixture of Gothenburg Bohemians
and Brothers noted earlier.

On 8 March 1919 the Brothers assembled to celebrate the rehanging of
the Brothers’ Room. Lundqvist explained that

for too long the common people have borne a continued descent into materialism and its ulti-
mate expression in the industrial slavery that has left the masses desperate & resolved to take
matters into their own hands, which has ended in Bolshevism. During the 14 years the Brothers
have gathered their thoughts about their lives and times and voiced them in the Chronicle,
rampant industrialism and the decline of religion have ever been the theme, and we hope yet
to see the day dawn when, as in the past, craftsmanship once again takes the place of honour it

deserves and Art once again flourishes.42

There also seem to be echoes of Kruse’s world-view in Romdahl’s re-
marks on the acquisitions in the Museum’s yearbook of 1920, to the effect
that ‘old Dutch and German painting still possesses, over and above its
purely artistic qualities, an ability to instil a reverence and calm that is ben-
eficial for minds stressed by the hurly-burly of the present day. One has
attempted to do this full justice by arranging a quiet and intimate room for
these works of art where they can hang alone without being crowded.*®
With the article, Romdahl included a photograph of the new hanging
of the Brothers’ Room and reproductions of four older works that were
placed in the room: The Crown of Thorns, The Coronation of the Virgin, the Fons
Puetatis, and Lady of the House of Wasserfass.



bor berikas ur de verk han efterlemnat, der sagomotivet sa kinsligt
framtrader, och som dfven harmoniserar med innehallet 1 de medel-
tida malningar, som jamvil herbergerats 1 detta mera personliga rum
1 samlingen.”

TEMPLET PA GOTAPLATSEN

Kungsportsavenyn hade under en tid vintat pa att fa en virdig av-
slutning nar Goteborg 1915 beslutade att fira sitt 300-arsjubileum
1921 med en stor utstéllning. Gotaplatsen bestaimdes bilda entré till
utstillningsomradet. En tavling utlystes 1916 om platsens utform-
ning dar, férutom tillfilliga utstillningsbygegnader, en stadsteater
och ett konserthus skulle foérlaggas. I programmet angavs dven att
ett konstmuseum och en konsthall kunde placeras vid Goétaplatsen.
Marken dgdes av staden, men for att finansiera kulturbyggnaderna
raknade man med privata donationer.*

En grundplat for en konstmuseibyggnad fanns med Fiirstenbergs
och Renstroms fonder. Bankdirektér Jonas Kjellberg donerade 1918
1000 aktier 1 SKF for att finansiera ett nytt konstmuseum. Men det vi-
sade sig snart behovas ytterligare medel. Genom att museet placera-
des vid Gétaplatsen och byggnaden kunde anvindas vid Jubileums-
utstillningen kunde 300 000 kr skjutas till fran utstdllningsfonden.
Slutligen bekostade Lundqvist de lokaler som skulle rymma hans
samling med drygt 120 000 kr.

Gotaplatstiavlingens andrapristagare, ”Ares”, fick uppdraget att
rita utstillningsomradet och konstmuseet. Bakom Ares dolde sig Ar-
vid Bjerke, R O Swensson, Ernst Torulf och Sigfrid Ericson, vars
férnamn bildar akronymen. Endast Bjerke och Ericson kom senare
att arbeta vidare med konstmuseet. Dock finns en hastig blyertsskiss,
sannolikt utférd av R O Swensson, daterad 1918, som visar en ldgre
flygel till konstmuseet. Lundqvist kommenterar den med:

Léange hade det lekt Broderna 1 hagen att bygga ett harbérge, dir vandrare kunde métas

som Bréder, Broder vilka stétta varandra i tron. Mélaren hade 1 Krénikan gjort utkast till en
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In time, Arosenius in particular became far more prominent both in
the Brothers’ Room and in the Chronicles. Lundqvist bought a couple of
smaller drawings that he then pasted into the Chronicle; in 1926 he went
on to donate a further watercolour to the Museum of Art (Self-portrait
with Poultry and Pigs). In 1922, as the Museum of Art’s walls began to go
up, Lundqvist wrote: ‘In the Brothers’ Room, Tree of Life and Ole Kruse’s
other canvases certainly add superficially to the religious mood, as the
Brothers’ disquisitions on the Gothic style suggest, but our late Brother
Ivar Arosenius’ collection ought to be enriched with some of those works
that he has left, where the story motif emerges with such sensitivity that it
even harmonizes with the content of those medieval paintings that have
also been accommodated in this more personal room in the collection.’*

THE TEMPLE AT GOTAPLATSEN

Gothenburg’s main avenue, Kungsportsavenyn, had long lacked a worthy
building to grace its southern end, when in 1915 it was decided to celebrate
the city’s third centenary in 1921 with a major exhibition. Gétaplatsen was
chosen to be the entrance to the exhibition area, and a competition was
announced in 1916 to design the square, which as well as temporary exhi-
bition buildings was to have a theatre and a concert hall. The competition
brief also announced that there might be a museum of art and art gallery
at Gotaplatsen. The land was owned by the city, but in order to finance the
cultural buildings they counted on attracting private donations.*

There was seed funding to build an art museum in the shape of the
Fiirstenberg and Renstrom funds. In 1918 the bank director Jonas Kjellberg
donated one thousand shares in SKF, the ball bearing manufacturer, to fi-
nance a new art museum. However, it was soon evident that more money
was needed. By siting the museum at Gotaplatsen and using the building
for the Jubilee Exhibition, it became possible to hive off 300,000 kronor
from the exhibition fund. In the end, Lundqvist paid for the premises that
would contain his collection to the tune of 120,000 kronor.

The winner of the second place in the Gotaplatsen competition, ‘Ares’,
was commissioned to design the exhibition area and the art museum.



flygel till Soltorpet, dér hans & andra likasinnade alster skulle sammanf6ras. D4 kom inten-
denten 1 konstmuseet 1 Géteborg och erbjéd en flygel dér, vid byggandet av Gotaplatsen till
Jubileumsutstillningen. Ett férsta férslag gjordes av dess arkitekt R. O. Swenson och givas

hir ovan ett utkast dartill.*6

Att déma av det hoga fundamentet tanker sig arkitekten en flygel
sydost om huvudbyggnaden, dir etagen idag ar beldgna, med tre
rundbagiga valvéppningar.

I Krénikorna kan vi folja delar av det fortsatta planeringsarbetet.
Lundqvist beskriver hur Broderna samlas 1 Soltorpet 1918. P4 plats
ar bland andra Kruse, Romdahl och Ericson:

Vid lampans sken sutto de i Brédrarummet, och nu hade de éntligen framf6r sig grundpla-
nerna till den nya byggnad, hvars uppférande under en lingre tid varit patankt, en byggnad
for bevarandet af de konstarbeten, som utgétt frén kunnige Mistares verkstider, saval 1
aldre, som nyare tider.

Hvad som ndrmast ldg Broderna om hjértat var att finna en vardig 16sning af den sal
de uppkallade efter sitt gamla samlingsrum “Brédrarummet” och der sddana arbeten skulle
sammanforas, som sté 1 6fverensstimmande med omkvidet 1 kronikan:

Att ett harligt Tempel md resa sig

Hogt 6fver Dalen.”

I ett forsta utkast presenterar arkitekten en flygelbyggnad med det
innersta rummet dedikerat at Livets trdd, som hinger pa dess 6stra
vagg likt en altarmalning 1 en kyrka. Intill detta slot sig ett mindre
rum med "minnen fran vandringen”. Vid denna tidpunkt avsags
antagligen dldre verk av Kruse. En storre sal dgnades 1700-tals-
samlingen och ett mindre kabinett teckningar och akvareller fran
samma tid. Invid biblioteket lag ett litet studierum, ocksa det med
Lundqvists namn.

Kruse konstaterade n6jd att Brodernas arbete "icke ha varit for-
gifves”. Ericson forklarade, uppenbarligen val anpassad till Broder-
nas retorik,

Att i tanken & pa pappret framtrolla skéna byggnader skinker visserligen stor tillfredsstal-
lelse, men att en gang se var byggning uppford, detta dr var langtans mél. Nar en idé skall
forverkligas maste manga krafter samverka. Samhorighetskinsla 4r det, som skall férena
oss 1 gemensamt strafvande, och hvar och en efter sin f6rmaga skulle vi som Broder deltaga

1 byggnadens uppférande.
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Behind Ares were Arvid Bjerke, R. O. Swensson, Ernst Torulf, and Sigfrid
Ericson, whose given names made up the acronym, although in the event
only Bjerke and Ericson were to work on the art museum. However, a
hasty pencil sketch dated 1918 survives, probably by R. O. Swensson,
which shows a low wing to be added to the art museum. Lundqvist had
commented on it:

Long the Brothers had toyed with the idea of building a lodging where wanderers could meet
as Brothers; Brothers who supported one another in the faith. The Painter had drafted in the
Chronicle a wing to be added to Soltorpet where his and other like-minded works could be as-
sembled. Then comes the curator of the Museum of Art in Gothenburg and offers a wing there,
in the building at Gétaplatsen for the Jubilee Exhibition. An initial plan was drawn up by its

architect, R. O. Swenson, and is given here as indicated above in draft.*

"To judge by the height of the foundations, the architect envisaged a wing
to the south-east of the main building, where the 1968 extension now
stands, with three round-arched openings.

In the Chronicles we can follow some of the planning work as it pro-
gressed. Lundqvist describes how the Brothers gathered at Soltorpet in
1918. Among those present were Kruse, Romdahl, and Ericson:

In the light of the lamp they sat in the Brothers’ Room, and now they finally had before them the
ground plans of the new building whose construction had long been contemplated; a building
for the preservation of the works of art that had issued from skilled Masters’ workshops, both
in the past and in more recent times.

‘What the Brothers had very much at heart was to find a worthy solution to the room they
named ‘the Brothers’ Room’ for their old assembly room, and where such works would be
gathered as were conformable with the refrain in the Chronicle:

That a glorious Temple might rise

High above the Valley.”

In a first draft, the architect presented a design for a wing in which the in-
nermost room would be given over to Tree of Life, hanging on its eastern wall
like an altarpiece in a church. Adjoining this would be a smaller room with
‘memories of wandering’: at this stage this probably meant older works by
Kruse. A larger room would house the eighteenth-century collection, and
a smaller cabinet the drawings and watercolours from the same period.
Adjacent to the library was a small study, that too named after Lundqvist.



Ja! Sten skulle vi fora till sten
Att ett harligt Tempel md resa sig
Hogt 6fver Dalen.*®

Det forslag som Bjerke och Ericson inledningsvis skissade pa ovan,
bestod av en mittkropp, snarlik den senare utférda byggnaden, men
med de tre mittersta arkaderna genombrutna. Desa ledde in till en
inre skulpturgard flankerad av tva ldgre flyglar. I den vistra skul-
le den Firstenbergska samlingen inrymmas, och 1 den Ostra den
Lundqvistska. Ericson tinkte sig ocksd en framtida byggnad ldngs
med Dicksonsgatan som skulle sluta museet kring en rektanguldr
gard.® I planerna ingick dven en hel killarvaning, nagot som slutli-
gen endast férverkligades 1 det 6stra hornet av den resta byggnaden.
Hir skulle finnas lokaler f6r vaktmastare och eldare, samt magasin
for konsten.

Uppfoérandet och Goteborgsutstéllningen férsenades av den om-
fattande lagkonjunkturen och de kraftigt stigande byggkostnaderna
som foljde pa kriget. Det fanns emellertid full politisk uppslutning
bakom projektet som sags som ett satt att halla ner arbetslosheten. I
motiveringen till den Kjellbergska donationen f6r uppférandet av ett
konstmuseum framhélls att "byggnaden skulle om mdjligt komma till
utférande vid en tidpunkt da beredandet av ett 6kat antal arbetstill-
fallen vore 6nskvirt”. Uppférandet av konserthuset och stadsteatern
senarelades dock. 1922 kom Socialdemokraterna for foérsta gangen
till makten 1 Goéteborg. Detta innebar emellertid ingen féridndring 1
genomforandet av gestaltningen av Gotaplatsen. For arbetarrorelsen
var fullféljandet av projektet en del av malet att sprida kulturen till
alla befolkningsskikt.>

Av ekonomiska skil bantades planerna f6r konstmuseet 1921 och
de bada privatgallerierna férlades istillet till 6verljusvaningen, dar
de liksom 1 den ursprungliga planen bildar pendanger till varandra.
Pa en odaterad planritning har arkitekterna med blyerts strukit Gver
den tidigare rumsdispositionen pa éverljusvaningen och ersatt den
med "Fiirstenberg” 1 6ster och den Lundqvistska samlingen 1 vdster. >

Nedbantningen fick "otrevliga foljder”, skriver Romdahl.”> Allt
utrymme fick anvindas till utstdllningssalar. Tjdnsterum och ma-
gasin krymptes till ett minimum. Ericson berittar att ett “betydan-
de arbete nedlades” pa de bada “privatgalleriernas” inredning. I
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Kruse noted with satisfaction that the Brothers’ work ‘had not been
in vain’. As Ericson explained, obviously well versed in the Brothers’
rhetoric,

It is true that the conjuring up of beauteous buildings in mind & on paper affords great satisfac-
tion, but to once see our building erected, that is the object of our longing. When an idea is to be
realized, many forces must conspire. Affinity is what will unite us in our common endeavour, and
we as Brothers, each according to his ability, will join in the building’s construction.

Yes! We shall heap stone upon stone

That a glorious Temple might rise

High above the Valley.*®

In Bjerke and Ericson’s original draft, the proposal consisted of a cen-
tral construction much like the one later built, but with the three middle
arcades opening onto an inner sculpture garden flanked by two lower
wings. Of the wings, the western one was to house the Fiirstenberg Col-
lection, the eastern the Lundqvist Collection. Ericson also pictured a fu-
ture building running along Dicksonsgatan to complete the museum by
closing off a rectangular yard.* The plans also included a basement that
ran the full length of the building — something that ultimately was only
realized in the eastern corner — with rooms for the caretakers and boiler-
men, and stores for the art.

Both the building work and the Gothenburg Jubilee Exhibition were
delayed by the severe economic downturn and rapidly rising building
costs that followed the First World War. However, there was full political
support for the project, which was seen as a means of holding down un-
employment levels. In the stated reasons for Kjellberg’s donation towards
the construction of the art museum, it was underlined that ‘the building
will if possible take shape at a time when the provision of an increased
number of jobs would be desirable The construction of the concert hall
and theatre was moved back, however. In 1922 the Social Democrats
came to power in Gothenburg for the first time. This did not bring any
change to the realization of the layout at Gotaplatsen, however. For the
labour movement, the completion of the project was one of the goals in
bringing culture to all, regardless of class.>

For financial reasons the plans for the art museum were cut back in
1921, and both the private galleries were instead sited on the top floor,
although they were still paired as in the original plans. On an undated



arkiven finns ett omfattande ritningsmaterial kring utformningen av
de Lundqvistska salarna. Under byggnadsarbetet syntes Lundqvist
ofta pa plats. "Skeppsredaren, som bekostat byggandet av de tre rum,
som skulle inrymma hans samlingar, tog ocksa sjilv verksam del 1 ut-
arbetandet av inredningen, och han var under denna tid en ofta sedd
gast pa arkitektkontoret, da forlagt till konstmuseets bottenvéaning.
I samrdd med honom fingo salarna sitt slutliga utseende”, skriver
Ericson.”

REDAREN INREDER

Lundqvists samling mnehdller alltsa tre delar: Brodrarummet, en
samling fransk modernism, frdn impressionismen fram till sekelskif-
tet, samt ett svenskt 1700-talsrum. Dessutom omfattar donationen en
stor samling hogkvalitativ skandinavisk modernism.

Den gustavianska samlingen tillkom tdmligen plotsligt. Pa varvin-
tern 1919 diskuterade Broderna Richard Berghs svenska 1700-tals-
rum pa Nationalmuseum. Gustaf von Holten, som var den som
Lundqvist forde de mest intensiva diskussionerna med vid denna
tid, anférde att: "Det franska inflytandet pa svensk konst far har ett
friskt och behagligt uttryck, och man vandrar 1 denna sal med akt-
ning och beundran {6r de konstnérer, som efter sa lang tid kunna tala
sa ofvertygande till oss om konstens mal”. Redaren svarade att han
skulle studera samlingen vid nésta besok 1 Stockholm ”da den gus-
tavianska konstriktningen sarskilt sammanfaller med mitt intresse
for Bellmans diktning, hvilken jag genom mina forsok att spela luta
kommit narmare...”%

Lundqvist fick kdinnedom om att den fore detta direktéren vid
Dramatiska Teatern, Gustaf Fredrikson, dmnade sdlja sin 1700-tals-
samling, som han drvt fran sin morbror, konstnaren Carl Johan Fahl-
crantz och som till delar harstammade fran Carl Fredric von Breda.
Tillsammans med Romdahl reste Lundqvist upp till Stockholm for
att studera samlingen och férhandla om férvirv. Resultatet blev att
de mest hogkvalitativa verken koptes av skeppsredaren.®
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plan the architects have pencilled out the previous arrangement of rooms
on the upper floor and replaced it with ‘Furstenberg’ at the eastern end
and the Lundqvist Collection at the western end. *!

Thereduced budget had ‘unpleasant consequences’, wrote Romdahl.*
All available space had to be used as exhibition rooms. Offices and stores
were shrunk to a minimum. Ericson said that ‘a significant amount of
work went into’ the furnishing of the two ‘private galleries’. Certainly in
the archives there is a voluminous collection of plans that deal with the
design of the Lundqvist rooms. During the building work Lundqvist was
often on site. “The Ship-owner, who paid for the construction of the three
rooms that were to house his collections, himself played an active part in
the design of the furnishings, and at this time was an oft-seen guest in the
architects’ office, then housed on the ground floor of the art museum. It
was in consultation with him that the rooms took on their final appear-
ance’, wrote Ericson.”

SHIP-OWNER AND INTERIOR DESIGNER

The Lundqvist Collection was thus made up of three sections: the Broth-
ers’ Room; a collection of French Modernism, from Impressionism to the
turn of the twentieth century; and a Swedish eighteenth-century room. In
addition, the donation included a large collection of high-quality Scandi-
navian Modernist works.

The Gustavian collection came about relatively quickly. In the late
winter of 1919, the Brothers discussed Richard Bergh’s Swedish eight-
eenth-century room at the National Museum in Stockholm. Gustaf von
Holten, the one with whom Lundqvist had his most intense discussions
at this time, argued that “The French influence on Swedish art here has
a fresh and pleasing aspect, and one takes in the room with respect and
admiration for the artists who after such a long time can speak to us so
convincingly about the aims of art” The Ship-owner answered he would
study the collection on his next visit to Stockholm ‘as the Gustavian
school especially coincides with my interest in Bellman’s verse, which I
have grown much closer to in my attempts to play the lute.**



Romdahl tycks mte ha kint ndgon tveksamhet att ta emot den
Lundqvistska donationen 1 6vrigt. Han ger atminstone inte uttryck for
det 1 sina skrifter. Men infor just 1700-talssamlingen fick museiman-
nen betinkligheter. Museet dgde redan flera verk fran tidsepoken och
Romdahl sag ogdrna att tidens konst splittrades mellan olika salar. Los-
ningen blev att Lundqvist 16ste in museets 1700-talsverk for det pris
de en gang forvarvats for och inférlivade dem med sin egen samling.
Forfarandet vickte en del kritik 1 museets styrelse.” Ndgon permanent
16sning for framtiden blev arrangemanget inte, eftersom framtida for-
vérv inte garna kunde integreras 1 den Lundqvistska samlingen.

%k ok 3k

1919, samma ar som den storslagna donationen av 1700-talskonst,
reste Lundqvist och Romdabhl till Spanien pa sistndmndes férslag. Re-
san omndmns inte 1 Romdahls memoarer men det finns en notering
1 Konstavdelningens arsberittelse om att intendenten med medel ur
Hogskolans Linnéfond rest runt 1 Spanien och Frankrike for att med-
verka till inkép ”av fransk konst till Lundqvistska samlingen och
museet”.” Till det som ink&ptes under resan hor Camille Corots Sko-
lerska och barn och Auguste Rodins Den forlorade sonen, samt en samling
modern tysk grafik.

Lite mer kott pa benen angdende resan far man genom en hand-
prantad skrift, 1 Brodernas anda, som Romdahl skrev och teckna-
de: "Humoristisk beskrifning 6fver en resa till Spanien, aug. sept.
191975# Skriften 6verlamnades till Lundqvist pa julafton 1919 och
av en blyertsanteckning framgér att den pabdrjades under resan
Avignon-Paris 1 september, ”da lokomotivet gick sénder pa linien”.
Texten ér skriven pa vers och rikligt illustrerad. Den inleds med de
bada vinnernas forberedelser:

Spanska 1 anletes svett
Pluggades 1 Skeppsbron 1
Fru Morales sprakmetod
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Lundqvist learned that a past manager of the Dramatic Theatre
in Stockholm, Gustaf Fredrikson, was planning to sell the eighteenth-
century collection he had inherited from his uncle, the artist Carl Johan
Fahlcrantz, which in part could be traced back to the painter Carl Fredric
von Breda. Together with Romdahl, Lundqvist travelled up to Stockholm
to view the collection and negotiate its purchase. The outcome was that
the best works were bought by the ship-owner.”

In general, Romdahl does not seem to have felt the slightest hesitation
in accepting the Lundqvist donation - at any rate, he said nothing to that
effect in his writings — but confronted with the eighteenth-century collec-
tion he seems to have had some misgivings. The Museum already owned
a number of works from the period, and Romdahl was reluctant to di-
vide art from the same period between different rooms. The solution was
for Lundqvist to buy the Museum’s eighteenth-century works at their
original prices and incorporate them into his own collection. This course
of action drew considerable criticism from the Museum’s board.”® As a
permanent solution the arrangement had little to recommend it, since
future acquisitions could not readily be integrated into the Lundqvist
Collection.

%k 3k ok

In 1919, the same year as the major donation of eighteenth-century art,
Lundqvist and Romdahl travelled to Spain at the latter’s suggestion. The
journey is not mentioned in Romdahl’s memoirs, but there is a note in the
museum department of art’s annual report that the University Linnaeus
Fund had paid for the curator to travel to Spain and France to assist in the
purchase ‘of French art for the Lundqvist Collection and the Museum’”’
Among the works bought on that journey were Camille Corot’s Nurse and
Child and Auguste Rodin’s The Prodigal Son, and a collection of modern
German graphic art.

Rather more detail about the trip is forthcoming in a hand-printed
booklet, very much in the spirit of the Brothers, which Romdahl wrote
and illustrated: ‘A humorous description of a journey to Spain, Aug. Sept.



Ger fordubblat resemod
Efter bara nagra dar

Borjar man sa smatt "hablar’

Planeringen av det nya museet sysselsatte Romdahl och Lundqvist
under tagresorna genom Europa. Det var inte bara enskilda konst-
verk som studerades utan dven arrangemangen av samlingarna 1
olika museer. Resan gick éver London och Paris till Spanien, dar de
sdg de gingse konstmonumenten 1 St Sebastian, Burgos, Segovia,
Madrid, Toledo, Cérdoba, Castillejo, Sevilla, Granada, Zaragoza
och Barcelona. Fran Paris foretog de senare ater en tur sdderut till
Cette (Sete), Nimes, Arles och Rhoénedalen. Slutligen reste de fran
Paris 6ver Rheims, Kéln och Berlin till Sassnitz {6r farja till Malmé.
Konsten upptog sikerligen en hel del av tiden, men de unnade sig
ocksa mycket av livets goda. "Axel tog med 2.000 pesetas, Hvad
Werner tog behofver ¢j vetas”, rimmar Romdahl.

%k ok 3k

Brodrarummets hiangning var inte statisk utan férfinades mer eller
mindre kontinuerligt efter inrdttandet. Den 4 februari 1920 besokte
Lundqvist ater Stockholm, inbjuden av Bellmansillskapet. I samband
med detta besokte han en forsiljningsutstillning arrangerad av kom-
manditbolaget Axel Beskow pa Konstakademien, dar han sirskilt
faste sig vid en altartavla av Goswijn van der Weyden: Nadens brunn.
Aven ett par tyska och nederlindska 1400-talsmélningar fingslade
honom, liksom en bysantinsk madonna. ”Vid tanken pa Brédrarum-
met och dess mening samt 6nskande hoja savil den konstnérliga hal-
ten som det religidsa innehallet, beslot han senare inkdpa dessa jamte
andra flamldndska taflor. Till detta beslut bidrog dfven den planerade
nybyggnaden af Goteborgs konstmuseum och den deraf framkal-
lade omgestaltningen af hans samling.”* Inalles képte Lundqvist vid
detta tillfdlle sju verk som donerades till museet 1 avsikt att hinga 1
Brodrarummet. I den yttre delen av Brodrarummet placerades den
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1919°%% The booklet was presented to Lundqvist on Christmas Eve in
1919, and a pencil note records that it was begun during the journey from
Avignon to Paris that September, ‘when the railway engine broke down
on the line’. It is written in verse and has numerous illustrations. It opens
with the two friends’ preparations:

Spanish is a tricky "'un

Swotted up at Skeppsbron 1

Mrs Morales’ language course

Of travellers’ bravery is the source
And after only one, two days’

One slowly starts to ‘hablar’ phrases

The plans for the new museum occupied Romdahl and Lundqvist during
their train journeys through Europe. It was not only individual works of
art that they studied, but also the arrangement of the collections in vari-
ous museums. Their journey went by way of London and Paris to Spain,
where they saw the usual monuments to art in St Sebastian, Burgos, Se-
govia, Madrid, Toledo, Cordova, Castillejo, Seville, Granada, Saragossa,
and Barcelona. From Paris they later took a journey south to Sete, Nimes,
Arles, and the Rhone Valley. Finally they travelled from Paris via Reims,
Cologne, and Berlin to Sassnitz for the ferry to Malmoé. Art certainly
absorbed much of their time, but they also indulged in many of the good
things in life. ‘Axel took 2,000 pesetas of his own, What Werner took need
not be known, as Romdahl put it.

%k %k %k

The Brothers’ Room’s hanging was not static, but rather was developed
more or less continuously from the moment it was inaugurated. On 4
February 1920, Lundqvist again paid a visit to Stockholm, this time at
the invitation of the Bellman Society. He took the opportunity to attend
a viewing arranged by the company of Axel Beskow and Partners at the
Royal Swedish Academy of Fine Arts, where he was especially taken by



ildre konsten, medan Kruse, Arosenius och Henning placerades 1 det
Innersta rummet.

Alltmer av uppmirksamheten, och férviantningarna, riktades mot
det nya museet vid Gotaplatsen. 1923 valdes Lundqvist in 1 Konst-
museindmndens styrelse och fick hirigenom en mer formell makt-
position. Efter att Jubileumsutstéllningen stingdes den 15 oktober
boérjade det omfattande arbetet att fardigstdlla interiérerna och mstal-
lera konsten. I donationsbrevet daterat den 30 september 1922 angavs
att Lundqvists salar skulle vara inredda fére utgangen av 1923 vilket
de 1 stort sett tycks ha varit. "Denna 13 nov 1923 sagos Redaren
och hans hustru jimte Bokvannen stiga uppfor trapporna till de mak-
tiga terrasserna framfér Konstmuseet vid Gotaplatsen for att beskada
upphingandet af de Gustavianska taflorna, som forst af alla blifvit
overflyttade fran det gamla museet vid Hamngatan”, skaldar Lund-
qvist efter ett besok pa museet hosten efter Jubileumsutstéllningen.®
Finjusteringar gjordes under hela 1924 och infér nydppningen 1925
donerade Lundqvist ytterligare medel till utformningen av 1700-tals-
salen, som férsags med malade barder och gustavianska mébler.®

I Lundqvists donation specificeras ingdende rumsdispositionen.
Medlen ska "anvindas till byggandet och ordnandet av tre samman-
hingande rum ddrav ett trapprum 1 évre vaningens vastra delar”
som ska kallas "Werner Lundqvists samling”. I Brédrarummet ska
"utstéllas tavlor av Goteborgsmalarne Ola Kruse och Ivar Arosenius
jamte medeltida konst”. Salen utanfér Brodrarummet ska visa “tavlor
och konstféremal fran Gustavianska konstepoken” och 1 rummet vid
trappan ska den franska konsten stdllas ut. Darutdver finns ett antal
verk som museet férfogade mer fritt 6ver, som John Stens Allan, Nils
von Dardels Hamn vid atlantiska oceanen, Jens Ferdinand Willumsens
Sol och ungdom, Joakim Skovgaards Adam ensam 1 lustgirden och Poul
Christiansen Den unge Dante hillsar Beatrice. Aven David Lundahls
landskap placerades utanfér samlingen.

Den 14 mars 1925 slogs de tunga bronsportarna pa konstmuseet
upp for allménheten. Den besokare som valde det vidstra trapplop-
pet kom upp 1 Lundqvists franska samling, med Auguste Rodins
Den forlorade sonenimitten. Ericson bendmner det "entrérummet” och
podngterar att den cylinderformade lanterninen utformats for att ge
samlingen ett passande ljus. Det kan tyckas som ett markligt anslag
till Brodrakretsens konst, men arkitekten noterar att det visserligen
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an altarpiece by Goswijn van der Weyden, Fons Pietatis. A couple of Ger-
man and Dutch fifteenth-century paintings also caught his eye, as did a
Byzantine Madonna. ‘At the thought of the Brothers’ Room, its meaning,
and the desired enhancement of both its artistic value and religious con-
tent, he later decided to purchase these together with two other Flemish
pictures. The moving spirit in this decision was the planned construction
of the Gothenburg Museum of Art and the refashioning of his collection
this would necessitate.* On this occasion Lundqvist bought seven works
in all, which were donated to the Museum in order to hang in the Brothers’
Room. The older art was hung in the outer section of the Brothers’ Room,
while Kruse, Arosenius, and Henning were placed in the inner room.

Increasingly, expectations were pinned on the new museum at
Gotaplatsen. In 1923 Lundqvist was elected a member of the Museum
of Art board, so obtaining a position with more formal powers. Once
the Jubilee Exhibition closed on 15 October, the extensive programme
of work began to complete the interiors and install the art. The deed
of gift dated 30 September 1922 states that Lundqvist’s rooms should
be ready before the end of 1923, which by and large they seem to have
been.® “This 13 November 1923, the Ship-owner and his wife, along
with the Bibliophile, were seen to mount the steps to the grand terraces
before the Museum of Art at Goétaplatsen to inspect the hanging of the
Gustavian pictures, the first to have been moved from the old museum on
Hamngatan’, Lundqvist began in skaldic vein after a visit to the Museum
the autumn after the Jubilee Exhibition.® The fine tuning continued
throughout 1924, and prior to the reinauguration in 1925 Lundqvist
donated more money to equip the eighteenth-century room, which was
furnished with painted borders and Gustavian furniture.*

Lundqvist’s deed of gift gave exhaustive directions for the layout of
the rooms. The money was ‘to be used for the construction and prepara-
tion of three adjoining rooms, of which one staircase room in the western
part of the upper floor’ was to be called “Werner Lundqvist’s Collection’
The Brothers’ Room was where ‘pictures by the Gothenburg painters Ola
Kruse and Ivar Arosenius were to be exhibited, together with medieval
art. The room next to the Brothers’ Room was to show ‘pictures and obyets
dart from the Gustavian period’, and the room next to the stairs was to
exhibit the French art. In addition there were a number of works where
the Museum had a freer hand, including John Sten’s T%e Source, Nils von
Dardel’s Atlantic Port, Jens Ferdinand Willumsen’s Sun and Youth, Joakim



ar en konst som "rivit bryggorna till det férgangna”, men som bar pa
“en inlevelse lika stark som den, vilken fordom kiannetecknat kon-
sten stora perioder”.®

Innanf6ér fanns den gustavianska salen med huvudsakligen svens-
ka malningar. Den hade utsmyckats med "dyrbar inredning”, ett list-
verk av mattpolerad grén kalksten frin Oland. En nisch i den vis-
tra vaggen, liksom takfénstrets profil, férstirker associationerna till
1700-talet. Ovanfor de tre dérrarna finns dérréverstycken i gips med
portriattmedaljonger efter Sergel av Carl Michael Bellman, Johan
Henric Kjellgren och Johan Tobias Sergel. Fran 1700-talet leder en
portal in 1 Brodrarummet. Detta var alltsa placerat rakt ovanfor den
Nederldndska samlingen. I Romdahls hiangning av det nya museet
var Kruses Livets trid placerad pa vaggen rakt ovanfér Rembrandts
Riddaren med falken 1 vaningen under. Genom sitt avskilda ldge och
sin hogtidliga formgivning har rummet fitt en pragel limpad for
Brodrakretsens konst, skriver Ericson.®

Trots anslaget med portrittmedaljongerna i trappan och skylten
som férkunnade "Werner Lundqvists samling” tycks det redan tidigt
ha ratt en viss osidkerhet om vilka rum samlingen omfattade. Enligt
Goteborgs Morgonpost 1930 var det allmédnt bekant att konstverken 1
Brodrarummet tillhér den Lundqvistska samlingen, men att det var
mindre kint att den Gustavianska salen och de franska verken i rum-
met vid trappen ingick 1 samma samling.% Ett skal till anonymiteten
kan vara att samlingen inte dr geografiskt och tidsmissigt lika sam-
manhallen som Fiirstenbergs (som ju ocksa renodlats under aren).

Hosten 1924, strax fore det att Kruse forviarvar ett hus 1 Bokenis,
besoker Bréderna honom 1 Géteborg for att se den tavla, som skulle
fullborda Brodraummet: Brodratavlan (donerad av Lundqvist 1926).
”Om denna tafla [--] inf6érlifvas med Brodrarummet kommer detta
att fa en dnnu mera personlig prégel, ty har framtrader 1 symbolisk
form Brédernas lif 1 Dalen”, skriver Lundqvist 1 Krénikan. Han inser
att malningens budskap inte ar omedelbart tillgéngligt f6r utomstaen-
de. Ett centralt motiv 4r Elias pa sin eldvagn. Landskapet paminner,
enligt Lundqvist, om Grénvik pa Galtaré. Broderna avbildas med
sina olika attribut: skeppet, svdrdet, skrinet, yxan, klockan, lyran
och vagen.*

Efter att Kruse flyttat upprittholls kontakten med Lundqvist
mestadels brevledes. Ibland pa sommaren seglade Lundqvist 6ver
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Skovgaard’s Adam alone in the Garden of Eden, and Poul Christiansen’s /e
young Dante greeting Beatrice. David Lundahl’s landscape was also placed
outside the Collection proper.

On 14 March 1925 the heavy bronze doors to the Museum were
opened to admit the pubic for the first time. The visitors who chose to
take the western stairs emerged into Lundqvist’s French collection, with
Auguste Rodin’s The Prodigal Son in the middle. Ericson called it the ‘en-
trance room’, and drew attention to its circular clerestory, which had been
designed to provide this part of the collection with the correct light. It
might be thought a strange addition to the Brothers’ art, but the architect
noted that it was after all art that ‘tore down the bridges to the past’ while
conveying ‘an insight as strong as that which in days of yore characterized
the great ages of art’.®®

Next came the Gustavian room, with mainly Swedish paintings. It
had been decorated with ‘expensive fixtures’: a moulding of matt-polished
green limestone from the island of Oland. A niche in the western wall, like
the skylight’s profile, strengthened the associations with the eighteenth
century. Above the three door-archways were plaster friezes with portrait
medallions after the manner of Sergel depicting Carl Michael Bellman,
Johan Henric Kjellgren, and Johan Tobias Sergel. From the eighteenth-
century section a doorway led into the Brothers’ Room, which in other
words was sited immediately above the Dutch collection; in Romdahl’s
hanging of the new museum, Kruse’s Tree of Life was placed directly above
Rembrandt’s The Knight with the Falcon on the floor below. By dint of its
grand design and being set slightly apart, the Brothers’ Room was given
a character apt for the Brothers’ art, wrote Ericson. %

Despite the plaque and portrait medallions on the stairs and the sign
proclaiming the Werner Lundqvist Collection, from the very start there
seems to have been some uncertainty about which rooms were part of
the Collection. According to the newspaper Goteborgs Morgonpost in 1930,
it was common knowledge that the works of art in the Brothers’ Room
were from the Lundqvist Collection, but it was less well known that the
Gustavian room and the French works in the room by the stairs were
also part of it.** One reason for the Collection’s anonymity may have
been that it was not as geographically or chronologically coherent as the
Fiirstenberg Collection (which, after all, had also evolved over the years).

In the autumn of 1924, just before Kruse bought a house in the coun-
try out at Bokenis, the Brothers visited him in Gothenburg to see the



fran Galtar6. Kruse fortsitter delta 1 de tryckta utgavorna av Bro-
dernas Kronikor vid mitten av 1920-talet.” Han rittar 1 texter och
lagger till nya avsnitt. Ibland dyker dven Konstmuseet upp 1 deras
korrespondens. Sa sent som 1935 donerar Werner Lundqvist en liten
handteckning av Kruse, Skiss till Brodratavlan. Kruse hade férsokt fa
Romdahl att kopa den men museichefen ansag att det begérda priset
var for hogt (1000 kr, senare sénkt till 800 kr).

I samband med minnesutstillningen 6ver Arosenius pa Konsthal-
len 1927 - en utstéllning som dessférinnan turnerat runt 1 de nord-
iska huvudstiderna — samlades dter Broderna i Goteborg, inklusive
bade Kruse och Henning. Vid denna tid har Arosenius, ”den tidigt
bortgingne Brodern”,® postumt inkluderats 1 Broderna. Detta in-
tryck forstarks 1 den katalog som gavs ut 1929 om den Lundqvistska
samlingen, finansierad av donatorn.® Harigenom forstirktes tenden-
sen att uppfatta Broderna som en beteckning fér de tre konstnérsbo-
hemerna.

I slutet av november 1932 dr Lundqvist och Bréderna uppe pa
overljusvaningen och hinger om. Bridratavlan visar sig inte fungera 1
Broédrarummet, med sina klara farger pa guldgrund. I 1700-talsrum-
met, som numer tycks engagera skeppsredaren mest, provhanger de
en malning av Hillestrém pa ldngvaggen. "Broderna beundrade den
genomskinliga glansen 1 det stora b6hmiska glaset som utgjorde den
lilla tavlans medelpunkt.” Att samlingen ingalunda betraktades som
definitiv och komplett framgéar av att Lundqvist foreslar att de ska
forsoka anskaffa ndgra motiv fran Haga, for att kunna arrangera ett
"Bellmanshérn” 1 salen.”

Inte heller Brédrarummet &r statiskt installerat. Brodratavlan tas
ner och magasineras en period, innan den kring 1934 hangs 1 trapp-
huset till den Lundqvistska samlingen: "Nar Broderna en mérk No-
vemberdag stego uppfor trapporna till Redarens flygel i Konstmuse-
et, sago de Brodratavlan upphingd i trapphuset, och 1 denna dunkla
belysning utjemnades de starka fargerna pa guldgrunden och gavo
de & duken framstillda allegoriskt verkande Bréderna, den mystiska
innebodrd infér Undret, som Malaren dsyftat.””

Aven entrérummet forstirks med nytillskott. 1937 donerar Lund-
qvist Pierre Bonnards Naket (1903) som ytterligare hojer den franska
samlingen. Lundqvist berdttar om hur Bréderna, 1 slutet av februari
1937, vandrade...
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painting that would complete the Brothers’ Room: T%e Brothers, duly do-
nated by Lundqvist in 1926. ‘If this picture ... is added to the Brothers’
Room, it will bestow an even more personal stamp, since it brings out
in symbolic form the Brothers’ life in the Valley’, wrote Lundqvist in
the Chronicle. He realized that the painting’s message was not immedi-
ately intelligible to outsiders. A central motif is Elias in his chariot of fire.
The landscape, according to Lundqvist, is reminiscent of Grénvik on the
Galtar6 peninsula. The Brothers are depicted with their various attrib-
utes: ship, sword, coffer, axe, bell, lyre, and scales.*

Once Kruse had moved house, he corresponded with Lundqvist
mainly by letter. Occasionally in the summers Lundqvist sailed across
to Bokends from Galtaré. Kruse continued to have a hand in the pub-
lished versions of the Brothers’ Chronicles in the mid 1920s, correcting
texts and adding new sections.” Sometimes the Museum of Art is also
mentioned in their correspondence. As late as 1934, Werner Lundqvist
donated a small drawing by Kruse, Draft of The Brothers). Kruse had tried
to persuade Romdahl to buy it, but the museum director thought the ask-
ing price too high (1,000 kronor, later dropped to 800 kronor).

In conjunction with the Arosenius retrospective at the Gothenburg Art
Gallery in 1927 — an exhibition that had already toured the Nordic capi-
tals — the Brothers, including both Kruse and Henning, once again gath-
ered in Gothenburg. By this time Arosenius, ‘the prematurely departed
Brother’ had been included posthumously in the Order. This impression
was strengthened in the catalogue of the Lundqvist Collection that was
published in 1929, financed by the donor himself;* it also served to rein-
force the tendency to think of the Brothers as the three artistic Bohemians.

At the end of November 1932, Lundqvist and the Brothers were up on
the top floor, busy rehanging. It turned out that The Brothers, with its clear
colours on a gold ground, was out of place in the Brothers’ Room. In the
eighteenth-century room, which it seems was now the ship-owner’s great-
est interest, they tried hanging a painting by Hillestrém on the long wall.
“The Brothers admired the translucent sheen of the large Bohemian dish
that was the little picture’s focal point” The fact that the Collection was
by no means thought definitive or complete was apparent in Lundqvist’s
suggestion that they should attempt to acquire some works from Haga in
order to arrange a ‘Bellman corner’ in the room.”

No, the Brothers’ Room was far from being a static installation. 7he
Brothers was taken down and stored for a while, before being returned in



...upp f6r trapporna till konstmuseet, snon tickte Gotaplatsen, och Poseidon-statyen gjorde
nu ett férdelaktigt intryck, dar den stod med sina jittelemmar 1 snéig skrud. Det var en
bemirkelsedag fér Broderna ty det gillde avslutningen av det franska entré-rummet i Re-
darens samling, dar Rodins staty likt Milles utanfér museet dominerar rummet. Och vi
funno att den nya Bonnard “femme nue” férunderligt vl lampade sig som pendant till
Rodins kraftiga torso. Men den férfinade franska anden gav rummet ett intryck av behag.
Den Gustavianska salen med sina kidnda portritt frén denna lysande klassiska konstepok
gav intryck av en verklig folkglddje - trots dess knappa ekon. férhallande. Men som ett litet

kapell verkade Brodrarummet, dar den germanska anden var férherskande.”

GLOMSKANS BRUNN

Hur ska Lundqvists insatser virderas? Han skot, som framgatt ovan,
till nastan 120 000 kronor till uppférandet av det nya konstmuseet,
vilket utgjorde knappt 10 procent av byggkostnaden.” Omréknat i
dagens penningvarde motsvarar Lundqvists bidrag omkring 3 miljo-
ner kronor. Dartill férvarvade han konst at museet f6r 6ver 500 000
kronor — vilket omraknat blir éver 12 miljoner kronor — férdelade
pa 144 verk.

Det var genom Lundqvist som museet fick ett bibliotek. Romdahl
hade inga anslag till att kopa in bocker. Néar den havererade tyska
ekonomin efter kriget mojliggjorde férvarv av dyrbara faksimilut-
gavor av handteckningar och grafik stillde Lundqvist upp.” Denna
litteratur utgjorde ett viktigt hjdlpmedel 1 den konsthistoriska under-
visningen som Romdahl forlade till biblioteket.

Lundgqvist finansierade dven utstallningar. Mest 6verraskande ar
att han bidrog med medel till Modern tysk malingskonst (1918-1919),
med konstnirer som Lyonel Feininger, Paul Klee, Franz Marc och
Emil Nolde. Utstallningen skulle ha visats pa Goteborgs Museum
men flyttades 1 brist pa utrymme till Valands och Konstféreningens
lokaler. Detta dr anmarkningsvirt eftersom Lundqvist vid denna tid
blivit tamligen konservativ 1 sin konstsmak, delvis som en f6ljd av
diskussionerna med Kruse. I Kronikan skriver Lundqvist att de unga
malarna kasta ”sig med vdldsam energi 1 sadan alstring som, om den

310

311

1934 to be hung on the stairs up to the Lundqvist Collection: ‘When the
Brothers one dark November day mounted the stairs to the Ship-owner’s
wing in the Museum of Art, they saw The Brothers hanging on the stair-
case, and in the dim light the strong colours on the gold ground were
softened, and imbued the allegorically occupied Brothers depicted in the
canvas with that mystic meaning in the presence of the Miracle that the
Painter intended.”

Even the entrance hall was enhanced with new additions. In 1937
Lundqvist donated Pierre Bonnard’s Nude, 1903, which gave a further
boost to the French collection. Lundqvist described how in late February
1937 the Brothers walked up the steps to the Museum of Art, Gotaplatsen
deep in snow, and the statue of Poseidon now making a favourable impression
where it stood with its giant limbs in snowy attire. It was a great occasion for
the Brothers, for it was to mark the completion of the French entrance room
in the Ship-owner’s collection, where Rodin’s statue, like Milles’s outside the
Museum, dominates. And we found the new Bonnard ‘femme nue’ uncannily
well suited as a companion to Rodin’s powerful torso. But the refined French
atmosphere gave the room an impression of joy. The Gustavian room, with
its famous portraits from that dazzling classical era in art, gave the impression
of true popular delight — despite its straightened financial circumstances. Yet
to all appearances a little chapel, the Brothers’ Room was where the German
spirit prevailed.”

THE WELL OF OBLIVION

How should Lundqvist’s efforts be judged? As has already been seen,
he gave almost 120,000 kronor towards the construction of the new Mu-
seum of Art, the better part of 10 per cent of the building costs.” In today’s
money Lundqvist’s contribution would be worth some 3 million kronor.
On top of that he acquired art for the Museum to a value of 500,000
kronor — which would be 12 million kronor today - spread across 144
works of art.

It 1s thanks to Lundqvist that the Museum has a library. Romdahl
had no funds with which to buy books. When the collapse of the German



ocksa for tillfdllet dstadkommer en ytlig effekt, dock ar ett under-
mineringsarbete af den sanna konstens lagar, nira 1 samband med
bolshevismen. En hir nyligen gjord utstdllning af tysk modarnism
gaf ett annu mera ratt och obehérskat intryck.””

Romdahl férsokte vid flera tillfallen intressera Lundqvist {6r mo-
dern konst, och skeppsredaren besokte utstillningar med samtida
konst 1 bland annat Képenhamn och Paris utan att hitta mycket som
fann hans gillande. Daremot lyckades den norske konstnaren Henrik
Serensen "suggerera” Lundqvist till att kopa saval fransk konst som
nordisk samtidskonst. De tre dkte tillsammans till Képenhamn 1918
och férvarvade bland annat Willumsens Sol och ungdom och Joachim
Skovgaards Adam ensam 1 lustgdrden.”

Museichefen tycks med tiden ha blivit alltmer bekymrad 6ver att
Werner Lundqvists samling hindrade méjligheterna att disponera
om salarna pa éverljusvaningen. Nar han 1938 vicker tanken pa en
tillbyggnad av museet, for att ge mer plats at den moderna konsten,
foreslar han Lundqvist att 1700-talet ska flyttas till en ny flygel. Ge-
nom en bekant forhor sig Lundqvist om Louvrens syn pa saken och
tar fasta pa att 1 Paris planeras istillet ett sarskilt museum for den
moderna konsten.”

Aven Romdahls eftertridare Westholm tyckte att det var besvi-
rande att den Lundqvistska samlingen omdjliggjorde en kronologisk
hingning pa évervaningen. Respekt for donationsvillkoren gjorde
att Westholm inte rérde samlingen, men han tackade nej till andra
donationer som inte gav museet flexibla villkor.® Aven efterfoljan-
de museichefer har intagit samma hallning. Under ombyggnaden
av yttertaket 1975 installerades dock 1700-talssamlingen tillfalligt 1
Farfarshallen pa femte vaningen, inklusive de lsa inredningarna.”

1979 gav museet ut en katalog 6ver malerisamlingen som inleds
med arton interidr- och exterirfotografier. Det finns en bild fran Fir-
stenbergska Galleriet, och tva fran Werner Lundqvists samling. De
béda sistndmnda dr dock endast namngivna som “Fransk 1800-tals-
konst” respektive "Gustavianska salen”* An mer anmérkningsvirt
ar kanske att inte 1 ndgon enda publikation utgiven av konstmuseet
1925-2010, med undantag for katalogen 6ver Lundqvists samling
1929, har samlingens piece de résistance avbildats eller kommenterats.

Livets trid syns pa en 6versiktsbild av Brodrarummet 1 boken Konstens
Goteborg. Nedslag 1 fyra sekler publicerad 2002, dér Bjérn Fredlund
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economy after the First World War made it possible to buy valuable fac-
simile editions of drawings and graphic art, it was Lundqvist who stepped
in.” This literature was an important resource for the courses in art his-
tory that Romdahl held in the library.

Lundqvist also sponsored exhibitions. It comes as a surprise to find
that he helped pay for ‘Modern tysk malningskonst’ (Modern German
Painting) in 1918-19, with artists such as Lyonel Feininger, Paul Klee,
Franz Marc, and Emil Nolde. The exhibition was intended for the
Gothenburg Museum, but for lack of space was moved to the premises
of the Valand School of Fine Art and the Gothenburg Art Society. This is
the more striking because Lundqvist by this time had become rather con-
servative in his tastes, partly as a result of his discussions with Kruse. In
the Chronicle Lundqvist wrote that the young painters threw ‘themselves
with violent energy into such effusions that, while they indeed create a
moment’s superficial effect, there is however also an undermining of the
laws of True Art that is closely related to Bolshevism. A recent exhibition
here of German Modernism gave an even more raw and uncontrolled
impression.”

Romdabhl tried on several occasions to interest Lundqvist in mod-
ern art, and the ship-owner attended exhibitions of contemporary art
in Copenhagen and Paris and the like without finding much that inter-
ested him. That said, the Norwegian artist Henrik Sérensen succeeded
in ‘hypnotizing’ Lundqvist into buying both French art and Nordic con-
temporary art. The three visited Copenhagen together in 1918 where he
acquired works such as Willumsens’s Sun and Youth and Skovgaard’s Adam
alone in the Garden of Eden.™

In time, the Museum director seems to have become increasingly
worried that the Werner Lundqvist Collection was preventing them from
rearranging the galleries on the upper floor. In 1938, when he floated the
idea of an extension to the Museum to create more space for modern art,
he suggested to Lundqvist that the eighteenth-century works should be
moved to a new wing. Lundqvist sounded out the Louvre on the matter
through an acquaintance, and was interested to hear that in Paris they
were instead planning a separate museum of modern art.”

Romdahl’s successor, Westholm, also found it annoying that the
Collection made a chronological hanging on the upper floor impossible.
Respect for the terms of the deed of gift meant that Westholm did not
touch the Collection, but he refused other donations that did not offer



kommenterar dess innehdll och tillkomst. Fotografiet ar fran efter
omgorningen av Brodrarummet, och det dar Arosenius sjalvportratt
som star 1 férgrunden. Ole Kruses Livets trid dr inget museet tycks
yvas Over.

Det var Folke Edwards som 1990 tog beslut om att permanent
flytta ner 1700-talssamlingen 1 den Lundqvistska donationen till fem-
te vaningen. Hérigenom vanns mer plats f6r 1900-talskonsten pa
sjatte vaningen, samtidigt som femte fick ett genomgaende krono-
logiskt upplagg. Det fanns d@ven planer pa att utrymma Brédrarum-
met och istillet flytta dit Picassosamlingen. Omflyttningarna ledde
till stora interna konflikter och 1:e intendent Jonas Gavel limnade in
en avskedsansokan, som dock upphivdes nér planerna inte fullt ut
sattes 1 verket.®!

Aven om beslutet vickte interna diskussioner och protester forfal-
ler varken allmdnheten eller medierna ha reagerat. I samband med
renoveringsarbetet 2008 togs ndsta steg nar Lundqvists franska sam-
ling vid det vistra trapploppet flyttades for att ersittas av ett studie-
och samlingsrum. Under den runda taklanterninen, ritad fér att har-
moniera med det sena 1800-talets konst, ersattes Rodins Den forlorade
sonen med tva stora, roda, halvcirkelformade soffor. 1700-talsrummet
installerades med konst av géteborgskoloristerna Ake Goransson
och Ragnar Sandberg.

Inte heller Brédrarummet har behallits som ett monument 6ver
Redaren och hans sdllskap. Okunskapen om vilka Broderna var har
blivitalltmer manifestihdngningen. Som framgatt framholl Lundqvist
Arosenius betydelse och ville garna se att hans position 1 Brodrarum-
met forstirktes. Detta har verkligen skett, men pa Lundqvist och de
andra Brodernas bekostnad. Idag hianger fler Arosenius 1 Brodraum-
met, n under Lundqvist tid. Bland annat ett par av de arton akvarel-
ler som Axel Adlerbert (1878-1966), grundaren av Arla, donerade
1947.

Forandringarna av de tre rum som Werner Lundqvist inrattade,
star inte bara 1 strid med donationsvillkoren, de skaver ocksd mot ar-
kitekturen. Nar Ericson, Lundqvist och Romdahl utformade de vast-
liga 6verljusrummen hade de specifika samlingar och verk i tankarna.
Fonstrens utformning, takgesimser, dekorativa detaljer pa viggarna
och kring doérrarna, rummens storlek och disposition dr noggrant ut-
tinkta och differentierade. Detta giller for 6vrigt alla rum och salar
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the Museum more flexible terms.” A succession of Museum directors
has taken the same approach. During the renovation of the roof in 1975,
however, the eighteenth-century collection, along with all its furniture
and fixtures, was temporarily installed in the Grandfather Hall on the
fifth floor.”

In 1979 the Museum published a catalogue of its collections of paint-
ings that opened with eighteen interior and exterior photographs. There
is one photograph of the Furstenberg Gallery and two of the Werner
Lundqvist Collection, yet the latter two are only captioned ‘French nine-
teenth-century art’ and ‘the Gustavian Room’*’ Perhaps even more strik-
ing is the fact that, with the exception of the catalogue in 1929, not a single
publication produced by the Museum of Art between 1925 and 2010
mentions the Lundqvist Collection’s pigce de résistance either in words or
pictures. Tree of Life s visible in a photograph of the Brothers’ Room in the
book Konstens Goteborg. Nedslag i fyra sekler (The Gothenburg of Art. Touch-
points in four centuries) published in 2002, in which Bjérn Fredlund
commented on its contents and origins. The photograph was taken after
the Brothers’ Room was rearranged, and it is Arosenius’ self-portrait that
is to the fore. Ole Kruse’s Tree of Life is not something the Museum seems
to pride itself on.

It was Folke Edwards who took the decision in 1990 to move the
eighteenth-century section of the Lundqvist Collection permanently to
the fifth floor. In so doing they gained more space for twentieth-century
art on the sixth floor, at the same time as the fifth was given a more consist-
ent chronological layout. There were even plans to empty the Brothers’
Room and move in the collection of Picassos instead. The reshuffle led
to major internal conflicts, and the senior curator Jonas Gavel handed in
his resignation, although he withdrew it when it was clear that not all the
plans would be implemented.?!

Even if the decision prompted internal discussions and complaints, it
seems that neither the general public nor the media protested. In conjunc-
tion with the renovations in 2008 the next step was taken: Lundqvist’s
French collection by western stairs was moved, to be replaced by a re-
search room. Under the circular clerestory, designed to harmonize with
late nineteenth-century art, Rodin’s The Prodigal Son was replaced by
two large, red, semi-circular sofas. The eighteenth-century room was
filled with art by the Gothenburg colourists Ake Goransson och Ragnar
Sandberg.



1 museet. For Romdahl var gestaltningen av interiérerna en viktig
del av hans hangningsideologi — utformning och utsmyckning skulle
stimma besokaren 1 samklang med den utstillda konsten. Lundqvist
tycks 1huvudsak ha delat Romdahls idéer och skot, som ovan beskri-
vits, till extra medel till rummens utformning och inredning.

Jag noterade inledningsvis spar av Lundqvists samling i form av
portriattmedaljonger och skyltar. Men rummens utformning ar antag-
ligen en mer pataglig paminnelse om att den nuvarande hangningen
ar en avvikelse fran den ursprungliga. Mest patagligt 4r detta 1 det
forna 1700-talsrummet trots att vaggfargen andrats fran Ljusbla till
neutralt gra. Tankar har forts fram om att plocka ner, alternativt ticka
for, Sergelmedaljongerna, for att ytterligare neutralisera rummet.®

Jag skrev inledningsvis att museer har en uppgift att minnas.
Men, ska har avslutningsvis tilliggas, ocksa att glomma. Tomislav
Sola fragar sig om musernas moder (och med dem museernas mo-
der), Mnemosyne, inte orsakat Aypermnesia, ett sjukdomstillstand dar
den drabbade dr oférmdgen att glomma bort 4ven den mest obetyd-
liga detalj. Museerna kdmpar mot glémskeprocesserna, men glom-
skan &r lika viktig som minnet. Att glémma ar att skapa hierarkier
och Klassificeringar utifran betydelse, behov och potential.#* Som de
professionella institutioner som museer anser sig vara maste de féra
kvalificerade diskussioner inte bara om vad som &r vart att forvarva
och minnas, utan dven vad som boér férsvinna och gléommas. Men
ett museum madste, som professionell verksamhet, vara medvetet om
vad man viljer att glémma bort. Denna professionalitet har inte alltid
funnits pa Goteborgs konstmuseum.
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Neither has the Brothers’ Room been kept as a monument to the
Ship-owner and his companions. Ignorance of who the Brothers were has
become increasingly obvious in the hanging. As seen, Lundqvist called
attention to Arosenius’ significance and was keen to see his presence in
the Brothers’ Room increased. This has now happened with a venge-
ance, but at the cost of Lundqvist and the other Brothers. Today there
are more Aroseniuses hanging in the Brothers’ Room than there were in
Lundqvist’s day, among them a couple of the eighteen watercolours that
Axel Adlerbert (1878-1966), founder of Arla Foods, donated in 1947.

The changes to Werner Lundqvist’s three rooms not only breaches
the terms of the deed of gift, they also jar with the architecture. When
Ericson, Lundqvist, and Romdahl designed these western rooms, they
had specific collections and works in mind. The design of the windows,
the cornices, the decorative details on the walls and around the door-
ways, the size of the rooms and their disposition: all was carefully thought
through and differentiated. This of course was true of all the other rooms
and galleries in the Museum. For Romdahl, the configuration of the interi-
ors was an important part of his hanging ideology — the design and décor
should attune the visitor to the art on show. Lundqvist seems generally to
have shared Romdahl’s ideas, and, as we have seen, provided extra funds
to fit out the rooms.

I noted by way of introduction that traces of Lundqvist’s collection
survive in the shape of portrait medallions and plaques. Yet the rooms’
layout is probably an even stronger reminder that the present hang-
ing deviates from the original. This is at its most obvious in the former
eighteenth-century room, even though the colour of the walls has been
changed from light blue to neutral grey. There have even been sugges-
tions that the Sergel medallions should be taken down or covered up in
order to neutralize the room further.®?

I began by stating that it is the business of museums to remember;
by way of conclusion, however, it must be added that they must also be
able to forget. Tomislav Sola wonders whether Mnemosyne, mother of
the muses (and, by extension, the mother of all museums), has not caused
hypermnesia, a condition that leaves the sufferer incapable of forgetting
even the most insignificant detail. Museums fight forgetfulness, but it can
be as important to forget as it is to remember. To forget is to create hier-
archies and classifications according to meaning, need, and potential.®
As the professional institutions that museums consider themselves to be,
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they are obliged to conduct an informed debate not only about what is
worth acquiring and remembering, but also what ought to be allowed
to be lost and forgotten. Moreover, museums, as professional concerns,
must be aware of what they choose to forget. This professionalism has not
always been in evidence at the Gothenburg Museum of Art.

TRANSLATED FROM SWEDISH
BY CHARLOTTE MERTON
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