




35

Money, Politics and the Public 
Moderna Museet and the Government

Private companies were conspicuous by their absence when 
Moderna Museet was inaugurated on 9 May 1958. The elev-
en-page list of people and institutions that were invited to the 
opening included only three banks and two major corpora-
tions.1 Things looked very different when the new museum 
was inaugurated forty years later on 12 February 1998. Then 
the names of five companies that had sponsored Moderna 
Museet radiated from the actual invitation cards to the in-
augural banquet.2 The CEOs of the sponsor companies were 
also centrally seated at the banquet, side by side with the po-
litical, administrative and cultural elite at Table of Honour A, 
flanking King Carl XVI Gustaf and Queen Silvia.3 Working 
out the seating hierarchy in 1998 cannot have been a straight-
forward affair. Even if the big companies had definitely start-
ed to go to art museums by the end of the 1900s, the political 
establishment had not yet officially invited them. It was only 
in Moderna Museet’s appropriation directives (Reglerings-
brev) of 2002 that the government cautiously began to give the 
green light to company sponsorship. Though the preamble to 
the appropriation directives still states that Moderna Museet 
should “combat commercialism’s negative influences”, the 
end of the letter now confirms that the museum can also ac-
cept funds from companies “in exchange for certain quid pro 
quos (i.e. sponsorship).”4 The requirement that cultural policy 
should combat commercialism’s negative influences was not 
removed from the appropriation directives until 2006.

Between Moderna Museet’s two inaugural celebra-
tions, in 1958 and 1998, corporate sponsorship of museums 
increased dramatically. According to the German artist 
Hans Haacke, modern-day corporate sponsorship involves 
an exchange of capital, unlike traditional patronage where 
the flow of capital was more of a one-way arrangement going 
from benefactor to beneficiary: the sponsor’s financial capital 
is today exchanged for the symbolic capital of the museum 
being sponsored.5 The image of the art museum as a place de-
voted to timeless beauty and high aesthetic values is strong.6 
These are positively charged qualities that many want to be 
identified with. Being associated with art museums amounts 
to a particularly potent form of symbolic capital in the hands 
of groups who are themselves stationed far outside the field 
of art, e.g. politicians, senior civil servants, and company 
directors. The American art historian Carol Duncan writes 
that art museums constitute a place in society where the 
representative of earthly power “most avidly seeks to realize 
its desire to appear as beautiful, natural, and legitimate.”7 
Toward the end of the 1900s, however, the powers that be in 
many countries tended to reject not the desire to be associated 

with the symbolic authority that radiates from art museums, 
but certainly the responsibility of paying for them. The public 
authorities were also increasingly tempted, as the French 
sociologist Pierre Bourdieu feared at the beginning of the 
1990s, to use the growing presence of private benefactors as a 
pretext to abdicate their responsibilities and withdraw public 
funding for the museums.8 How does the Swedish example fit 
into this international context? More specifically, my main 
questions deal with how the political and economic frame-
work within which Moderna Museet operates has changed 
between 1958 and 2008. Alongside the political and economic 
history, issues are raised regarding the social history of the 
museum’s visitors. Is the flow of visitors related to the flow of 
money? Do those social groups that the state wants to attend 
the art museum, actually attend?9

I will take a roundabout route and first present my at-
tempts to overcome an intractable issue regarding the source 
material before I turn my attention to the main questions. 
The purpose of museums is to preserve our cultural heritage. 
But the museums have done a rather worse job of preserving 
their own history.10 Following Moderna Museet’s econom-
ic trail in the years 1958–75 (when the museum was part of 
Nationalmuseum) and 1976–98 (when the museum was 
incorporated into the umbrella authority the National Art 
Museums (Statens konstmuseer, SKM)) is a time-consuming 
enterprise. First of all, the archives that house the material 
relating to the post-war operations of the museum are scat-
tered around Stockholm in five different locations; secondly, 
the records are not grouped together into folders according 
to subject, but rather spread throughout Nationalmuseum’s 
extensive archives covering the entire period 1958–85; and 
thirdly, there are large gaps in those accounting records that 
are easy to locate.11

In order to get around the problem of the museum’s con-
voluted archives for the period 1958–85, I have tried to make 
use of the more subject-based archives of the Ministry of 
Education and Research. Many of the records I have been 
searching for in the aforementioned difficult-to-navigate 
archives, can, namely, also be found in the last-mentioned 
more easily navigated one. “Annual financial statements”, 
for example, are found under outgoing documents somewhere 
in the Nationalmuseum building on Södra Blasieholmen, or 
somewhere in the material that has temporarily been relegat-
ed to the National Library in Humlegården, but they are filed 
under incoming documents in the well-organised archives 
of the Ministry of Education and Research, which are kept 
at Riksarkivet (the National Archives) in Marieberg (for the 
years 1958–74) and at the National Archives’ depository in Ar-
ninge (for the years 1975–85).

The ease with which documents can be found in the ar-
chives of the Ministry of Education and Research, however, 
has not provided a solution to all the problems. It seems, for 
example, that the Swedish National Art Museums simply 
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36neglected to send any annual financial statements or annual 
reports to the Ministry from 1975 to 1984. At least the Ministry 
has no record of having received any financial records from 
the authority, nor has the Swedish Arts Council.12 Conse-
quently, the charts below, which are based on annual reports, 
have big gaping holes in them in the second half of the 1970s 
and first half of the 1980s.

Unlike the file series containing the museums’ annual 
financial statements, i.e. the actual amounts that have been 
in circulation over the course of the year, the series contain-
ing the amounts allocated to the museums have no gaps. 
This is due to the fact that I have been able to make use of the 
published register of appropriations (Statsliggaren), which 
contains a full breakdown of all the appropriation directives 
for public authorities and institutions.13 These appropriation 
directives lay down the operational objectives of the various 
public authorities and institutions, the size of their appropria-
tions, and what they may be used for. It saves a ton of time not 
to have to track down the appropriation directives (an incom-
ing document) in Nationalmuseum’s cumbersome archives; 
on the other hand, processing the contents of the appropri-
ation directives is hugely time-consuming. Since the state 
constantly changes what it records under the various appro-
priation headings, and sometimes modifies the headings of 
the actual appropriation items, and on occasion even changes 
its accounting principles, it can take forever to piece together 

an unbroken time sequence, even though we are only dealing 
with appropriations spanning a period of fifty years. How I 
have gone about collecting and piecing together the sequenc-
es is explained in the appendices, while the charts in the main 
body of the text present the results of that effort.14

Given what has just been said about the varying quality 
of the elusive source material, all figures presented in this text 
should be interpreted with considerable caution. My ambi-
tion has been to provide a clear overview of how the museum’s 
economic framework has changed over time. The primary 
consideration here has not been, for example, to provide exact 
figures for how high the premises costs have been in specific 
years. The focus is rather on how the relationship between 
the general administrative costs and the costs of expanding 
the collection has changed between 1958 and 2008. Nailing 
down that kind of quantitative ratio provides, to borrow a 
key phrase from the state’s appropriation directives to the 
central museums, a “perspective on society’s development.”15 
Only with the historical charts in front of you is it possible, for 
example, to determine whether today’s state cultural funding 
is generous or stingy.

Money
The government steers its authorities and institutions by 
controlling their economic scope. The most important in-
strument for financial control is the allocation of funds, and 

Chart 1: Appropriations to Nationalmuseum, Moderna Museet and Östasiatiska museet 1958–2007, million SEK in 2006 pric-
es. The names represent the cabinet minister responsible
Source: Register of appropriations for the Ministry of Education and Ecclesiastical Affairs (1958–67), Ministry of Education and Research (1968–91), 
Ministry of Culture (1992–2005), Ministry of Education and Research and Ministry of Culture (2006–07) with appropriations to Nationalmuseum 
(1958/59–75/76), the National Art Museums (1976/77–99) and Nationalmuseum (less Prins Eugens Waldemarsudde) plus Moderna Museet (2000–07) plus 
Östasiatiska museet (1999–2007). Supporting data provided in Appendix 1.
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37 the rules and conditions governing the use of those funds.16 
In the museum world, the appropriations in the state budget 
are roughly divided into three categories: administration (ad-
ministration, personnel and premises), acquisitions, and ex-
hibitions. Wealthy private benefactors, and large companies, 
also affect state authorities and institutions such as museums 
by donating money and art to their collections.

Moderna Museet did not become an independent state 
institution until 1 July 1999. From 1958 to 1975, Moderna 
Museet, like the Museum of Far Eastern Antiquities (Östasi-
atiska museet, ÖM), was under the administrative control of 
Nationalmuseum. During the years 1976–98, Moderna Mu-
seet, like Nationalmuseum and Östasiatiska museet, was an 
institution within the National Art Museums. Unfortunately, 
it cannot be determined from the register of appropriations 
how much money Moderna Museet on its own had to work 
during the first forty years (1958–98).17 Chart 1 is based upon 
figures taken from the register of appropriations and there-
fore shows the funding for all three museums combined. In 
order to facilitate the comparison over time, I have therefore 
also displayed the combined total for the annual state fund-
ing for Nationalmuseum, Moderna Museet and Östasiatiska 
museet for the entire period, i.e. including the last nine years 
(1999–2007) when the museums no longer belonged to the 
same administrative unit. Funds allocated to Prins Eugens 
Waldemarsudde (PEW, run by the state since 1995) are not 
included in the chart.

Moderna Museet’s remit is peculiar. The museum is sup-
posed to serve both as a place for history, and as an arena for 
the contemporary at the same time. Its assignment consists 
of collecting, preserving, maintaining and exhibiting mod-
ern art, on the one hand, i.e. art from the period after 1900, 
and contemporary art, on the other hand, i.e. art from the 
ever-changing present.18 The twofold objectives assigned to 
Moderna Museet by the central government make it particu-
larly interesting to study how the appropriations in the state 
budget have been divided up among the various appropria-
tion categories in the years 1958–2007. Do they prioritise the 
management of the historical “classics”, the expansion of 
the historical collection, or are the resources ploughed into 
the continuous acquisition of “contemporary” art in order 
to prevent the museum falling behind? Though National-
museum and Östasiatiska museet do not receive funding for 
the procurement of contemporary art, it is nonetheless part 
of their mandate to enrich their own collections; in the case 
of Nationalmuseum, collections of older art from the period 
before 1900, “through new acquisitions.”19 Therefore, the 
issue of how the state has prioritised the various appropria-
tion categories, heavily polarised between the administration 
and renewal of the collections, is also relevant in their case.20 
After examining the relationship between the three state 
appropriation categories – administration, acquisitions and 
exhibitions – in the period from 1958 to 2007, I will go on to an-
alyse the relationship between state and private contributions 
over a fifty-year period.

At first glance, the curve in chart 1 would seem to show 
that the Swedish state has done an exemplary job of funding 

its three central museums: from its starting point in the late 
fifties, the funding curve rises year after year climbing ever 
higher. Upon closer inspection, however, it turns out that the 
red, sharply rising curve only illustrates one of the three ap-
propriation categories mentioned above, namely administra-
tive costs in 2006 prices.21 It is these costs (for administration, 
personnel and premises) that have increased from the modest 
sum of approximately 10 million at the start of the period, to 
the imposing figure of some 200 million at the end of the peri-
od. The funding for exhibitions, maintenance and expansion 
of the historic and contemporary parts of the collection (see 
the curves with black circles and the grey line) has, on the 
other hand, remained consistently low and, if anything, has 
decreased over time.

Apart from the big state investment in art acquisitions 
during fiscal years 1963/64 and 1967/68, when Ragnar Eden-
man (Social Democrat) was the Minister for Education and 
Ecclesiastical Affairs, one cannot distinguish any clear 
political trends in chart 1. Social Democrat and centre-right 
governments seem to have set the same kind of budget pri-
orities, i.e. investing in the administrative machinery rather 
than prioritising allocations in register of appropriations 
earmarked for exhibitions, maintenance and expansion of 
the collections, and the acquisition of contemporary art. 
The increase in administrative costs, which to some extent 
conceals the funds spent on exhibitions and maintenance of 
the collections (more on this below), stopped during Liberal 
Jan-Erik Wikström’s tenure as Minster for Education and 
Research 1976–82, but increased even more rapidly during 
Liberal Birgit Friggebo’s tenure as Minister for Culture 
1991–94. The sharp drop in the red curve between the two 
Social Democrat Ministers for Culture, Margot Wallström 
(1994–96) and Marita Ulvskog (1996–2004), is due solely to the 
fact that the state’s fiscal year was changed to coincide with 
the calendar year in 1997. The sudden rise in the red curve in 
1998 is due to the fact that Moderna Museet’s rent increased 
sharply in conjunction with the opening of the new museum 
building.22 In 2004 and 2005, the government made addition-
al funds available to compensate the museums for loss of reve-
nues (from ticket sales et al.) and cost increases (for security et 
al.) associated with the introduction of free admission. That 
explains the red curve’s leap upwards at the end of the period 
being studied.23 Admission fees were reintroduced in 2007.

The fact that the funding for exhibitions, maintenance 
and expansion of the collections (see the curve with the 
black circles) began to decline at the start of the 1980s, after 
displaying a slight tendency to rise during the 1960s and 70s, 
is due to the fact that allocations for “exhibitions of contem-
porary Swedish art abroad” – which comprised around a 
third of the funds allocated under this heading during the 
period 1965–81 – no longer went to the National Art Muse-
ums.24 The fact that the curve with the black circles makes a 
temporary jump in the middle of the 1980s is due to the fact 
that the National Art Museums “suddenly received a one-
time appropriation of 2 million kronor for acquisitions” in 
fiscal year 1986/87. The major part of that sum was directed 
toward Moderna Museet, recalls Nationalmuseum director 



381980–89 Per Bjurström.25 As of fiscal year 1993/94, when the 
centre-right government introduced the system of so-called 
block appropriations, it is no longer possible to determine 
how the total appropriation was divided up between the vari-
ous headings in the register of appropriations. I will get back 
to the appropriations for “exhibitions and maintenance of 
the collections” (two of the main categories) that provide the 
basis for the curve with the black circles, and instead start by 
pointing out that there is nothing to indicate that more funds 
were allocated to the category “expansion of the collection” 
during the 1990s. In the middle of the 1990s, the economic 
situation was very dire throughout the cultural field. “There 
simply isn’t any money,” was how the Social Democrat Minis-
ter for Culture summed up the situation in 1995.26 Three years 
later the board of the National Art Museums noted that, 
“The allocations for acquisitions are also ridiculously low for 
a national or an international museum.”27

The allocations for acquiring contemporary art – for 
acquiring “contemporary Swedish art” during the period 
1958–91, and the acquisition of “contemporary art” during 
the 2000s – have never shown any tendency to increase (see 
the curve with the grey line). On the contrary, the allocations 
tend to decrease over time. The grey curve illustrating the 
allocations for contemporary art acquisitions may run hori-
zontally along the x-axis in chart 1, but given that art prices 
have risen by a lot more than consumer prices, which I have 

used in to adjust for inflation, the curve for funds allocated 
to contemporary art, and to an even greater extent the curve 
for the funds allocated to older (Swedish and international) 
art, ought, however, to tilt downwards to the right. A recom-
mended minimum allocation for art acquisitions of a couple 
of million Swedish kronor was worth a lot less in the art 
market at the start of the 2000s, than it was at the end of the 
1950s.28 Furthermore, already at the beginning of the period 
under study, in 1960, the funding for acquisitions was con-
sidered to be “woefully insufficient” given that the rise in art 
prices continued unabated.29 That gives a clear indication of 
just how meagre the increase in acquisition funding actually 
was fifty years later. Many cultural institutions, according to 
the Swedish Parliament’s Cultural Affairs Committee, were 
in “undeniably distressed circumstances” at the start of the 
2000s. The need to “strengthen the institutions’ economic 
foundation” was great, to say the least.30 If state allocations 
were not being put toward expanding the art collections, 
whether the historical or the contemporary parts, perhaps 
extensive investments were instead being made in profession-
al staff in order to effectively exhibit and maintain the already 
acquired artworks?

This question can in part be answered in the affirmative. 
First, however, it must be pointed out that the runaway ad-
ministrative costs (red curve in chart 1) cannot be explained 
by a sudden surge in wages. On the contrary, the portion of 

Chart 2. Appropriated Administrative Costs 1958–1992 (NM, MM, ÖM). 2006 prices
Source: Register of appropriations for the Ministry of Education and Ecclesiastical Affairs, Ministry of Education and Research, and Ministry of Culture 
with appropriations for Nationalmuseum (1958/59–75/76) and the National Art Museums (1976/77–91/92). Supporting data in Appendix 2.
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39 the administrative costs taken up by wage costs decreases 
over time. Charts 2 and 3 below offer a more detailed break-
down of the administrative costs 1958–2006. The trends of 
the full fifty-year period, compactly summarised, can be 
broken down as follows: the portion of the total administra-
tive costs ascribable to personnel costs sank from just over 80 
per cent during the 1960s, to approximately 60 per cent in the 
1970s and 1980s. During the 1990s and 2000s, personnel costs 
account for only about 40 per cent of the total administrative 
costs for the three museums put together. The most costly cat-
egories in this respect are, therefore, not personnel costs but 
premises costs and other operating costs.

Having said that about various shares of the administra-
tive costs, it should be noted that personnel costs in real terms 
actually increased at a slow and steady pace over the course 
of the entire period 1958–90 (except for the first half of the 
1980s) and at a fast pace from the start of the 1990s (see charts 
2 and 3). The consolidated allocation category in the register 
of appropriations 1958–92 with the heading “exhibitions, and 
maintenance and expansion of the collections etc.” (see the 
curve with black circles in chart 1) thus does not tell the whole 
story. The state’s allocations for the “expansion” of the col-
lections may have been, as indicated, exceedingly small, but 
the actual funds provided for “exhibitions and maintenance” 
were, on the other hand, greater than the curve with the black 
circles in chart 1 would suggest, since part of that funding is 

hidden in the categories that make up the red curve showing 
administrative costs (in wages for curators and conservators 
et al.). In Moderna Museet’s case, it is particularly striking. 
In 1958, it consisted of a little department within National-
museum with a fulltime staff of 3: “one and a half officials, 
half an office clerk, and a museum guard.”31 Today, Moderna 
Museet is one of the larger art museums in Europe with over 
a hundred employees comprising 40 administrators, approx-
imately 30 curators and other art educators, just under 10 
conservators, about 10 museum technicians, and just over 10 
museum hosts.32 Nevertheless, personnel costs account for 
only a relatively small portion (approximately 25 per cent) 
of Moderna Museet’s total costs, compared to the premises 
costs and other operating costs (approximately 75 per cent of 
the museum’s total costs).33

Toward the end of the period being studied, in 1998, 
Moderna Museet received, as indicated, a magnificent new 
museum building from the state. But since the premises 
costs started to rise long before that, the explanation for the 
increased premises costs and other operating costs must be 
sought elsewhere than in bigger and better exhibition spaces.

Between 1958 and 1968, the premises costs of the three 
museums consisted only of expenses for “fuel, lighting 
and water.” Not until 1969 were funds allocated under the 
broader heading of “premises costs”. The premises costs (see 
red areas in bar chart 2) increased when the State Building 

Chart 3. Actual Administrative Costs 1985–2006 (NM, MM, ÖM). 2006 prices.
Source: Annual Financial Statements 1985/86–91/92 and Annual Reports 1993/94–2006. Förvaltningsenheten (FE), NM archives (now in storage at NL), sorted 
according to filing plan: Annual Financial Statements for SKM 1985/86 (F2:1 1986), 1986/87 (F2:11 1987), 1987/88 (F2:22 1988), 1988/89 (F2:33 1989), 1989/90 (F2:43 1990), 
1990/91 (F2:52 1991) and 1991/92 (F2:60 1992). Annual Financial Statements 1992/93 missing from box F2:68 (1993). As were Annual Reports for SKM 1993/94 (F2:80 
1994) and 1994/95 (F2:87 1995) in NM archives/NL. Annual Reports for SKM 1995/96, 1997 and 1998 found at NM (Riddargatan 13). Annual Reports 1999–2006 at 
each respective institution: NM, MM and ÖM (data directly from MWC). Costs for PEW 1995–2006 are not included in the chart. Supporting data in Appendix 3.
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40Administration (Byggnadsstyrelsen), which managed state 
properties between 1918 and 1993, started to apply market-rate 
rents in the mid-1970s.34 The premises costs for National
museum, Moderna Museet, and Östasiatiska museet subse-
quently started to rise gradually. Between 1974 and 1992, the 
premises costs accounted for approximately 40 per cent of the 
total administrative costs. The remainder of the allocation 
(approximately 60 per cent) went to wages (see blue areas in 
bar chart 2). Funds for other administrative expenses were 
very low during this period (just a few per cent; see green are-
as in bar chart 2).

At the beginning of the 1990s, the principles governing 
the state’s property administration were reformed (1991), and 
“framework budgeting” was introduced (1993/94). A centrally 
controlled and regulated system was turned into one in which 
the individual authorities and institutions were given greater 
freedom to make their own decision regarding choice and 
use of premises and premises costs – within a set cost frame-
work (block appropriations).35 There was a fiscally edifying 
purpose behind this reform: which was aimed at creating 
cost-conscious directors of public authorities and institu-
tions. Freer use of appropriated funds would, if the rationalist 
economic thinking worked as well in practice as it did in the-
ory, make the civil servant directors more aware of how much 
premises cost, and that they did cost.36 It was now up to the 
heads of those institutions to balance premises costs, person-
nel costs and other administrative costs. Previously, see chart 
2, the appropriations had been divided up among the various 
categories of costs. As of fiscal year 1993/94, therefore, the 
register of appropriations also became less useful as a source 
of information. It still reveals the size of the administrative 
costs, the general scope, but not how the total appropriation 
is divided up among the various categories. That is why the 
bars in chart 2 cease after 1992.

In order to still get an understanding of how the admin-
istrative costs were structured during the period of deregu-
lation 1993–2006, I have made use of the museums’ annual 
financial statements and annual reports. Here the various 
cost elements become clear once again. The same caution, 
however, applies here as elsewhere in the text: figures should 
be taken with a grain of salt. Chart 2 lists the funds allocated, 
while chart 3 displays the actual amounts. The fact that the 
sequences in charts 2 and 3 nonetheless match up with each 
other quite well is clear from the annual financial statements 
from 1985–91, which I have included in chart 3, since they over-
lap in the final years of chart 2: according to both charts ap-
proximately 50 million kronor was spent on personnel costs, 
and about as much again on premises costs and other oper-
ating costs in the years 1985–91. The most striking difference 
is that “other expenses” (green area) are higher in the annual 
reports than in the register of appropriations.37 At the very 
end of the 1980s and during the 1990s, the sudden balloon-
ing of “other costs” can probably be explained to a certain 
extent by the fact that security costs were then included under 
this heading.38 The category other operating costs, however, 
consolidated a number of different costs – everything from 
repairs and maintenance work, to the procurement of goods, 

services and transportation – and the quality of the source 
material is too low to provide a clear and steady picture of 
which of these cost categories has increased the most. The 
categories that are included under administrative costs are, 
for the most part, vague and changeable, and also flow in and 
out of each other over time.39 I must therefore content myself 
with simply pointing out that it is the premises costs and other 
operating costs that have increased most noticeably since 
1993, not the costs for personnel, even though the wage costs 
have clearly also increased significantly over the course of the 
1990s.40

The museum directors had long had problems with the 
market-rate rents. “They were introduced as far back as the 
1970s,” recalls Olle Granath, director of Moderna Museet 
in the 1980s and head of the National Art Museums in the 
1990s.41 His version of events corresponds well with the 
picture that develops when the administrative costs for the 
previous period are summed up: premises costs (red bars), as 
indicated, began to rise slowly but surely, starting in the 1970s 
(see chart 2). But the thumbscrews were tightened another 
notch in conjunction with the system change at the start of 
the 1990s. Then a new, more market-based assessment of all 
state properties was conducted.42 The National Property 
Board (Statens fastighetsverk), which came into being with 
the demise of the State Building Administration in 1993, also 
adopted, in the eyes of the cultural institutions, an unduly se-
vere, market-adjusted stance.43 “I cannot tell you now in per-
centage or precise monetary terms,” Olle Granath continued, 
“but it felt as if the grip tightened under the National Property 
Board.”44 That does not differ from the picture that emerges 
when the administrative costs for the later period are summed 
up (see chart 3): the museums’ premises costs (red bars) and 
other operating costs (green bars) rose sharply starting in 
1993. Granath also intimated that the allocated funds were 
not adequate: “A few years ago we were 5 million kronor in the 
red once wages, rents and security were paid for; at the end of 
1999 we are down to zero after wages and rents; is it reasonable 
for us to be expected to earn the money to pay for the protec-
tion of the country’s cultural heritage.”45 That was not how 
the system was intended to work. The point was for public 
authorities and institutions to be fully compensated for their 
rent costs: the higher the rent, the larger the appropriations.46 
Thus, the institutions’ other operations were not meant to be 
affected by any future rent increases. How things are on that 
score has been the subject of intense debate ever since the sys-
tem was first introduced in 1993.47

Though the deregulated system may appear extremely bu-
reaucratic and unwieldy – the state gives the authorities and 
institutions money to cover their premises costs, which they 
then pay back to the state in the form of rents for those prem-
ises – a majority of the tenants operating out of state-owned 
offices (so-called general purpose premises) seem to be sat-
isfied with the system.48 It gave them, according to advocates 
of the system, a greater flexibility in the use of premises and 
an increased awareness about premises costs. It increased 
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42the options available to public authorities and institutions 
when it came to reducing their space requirements, allowing 
them to free up money for other things.49 Tenants in the state’s 
cultural buildings, on the other, have not adjusted well to that 
system. The market-rate rents are not as effective instruments 
of fiscal discipline when they are applied to tenants who are 
tied to premises (so-called special purpose premises) that 
lack any kind of ready market: firstly, central museums have 
trouble moving out to the suburbs or the countryside when 
rents in the city centre are driven up; secondly, other potential 
tenants have trouble moving in to and making use of specially 
built premises without substantial refurbishment.50

Thus, the answer to the question of how the conditions 
for running an art museum have changed over time, has to be 
sought in part far beyond the world of culture: in the world 
of property management. The market-based system for state 
property management is difficult to gauge, as are its conse-
quences. In addition to the formal obstacles, for example, 
writer, journalist and former chief editor of the Swedish daily 
Dagens Nyheter Arne Ruth suggests that there has also been 
a political cost: because of the inflated cultural budget, the 
capital’s cultural institutions appear to be more expensive to 
run than they actually are. “The state’s prestige venues come 
across as benefiting preferentially from tax revenues.”51 That 
can cause provocation during hard economic times, exacer-
bating the disparity between Stockholm and the rest of the 
country, and also between narrow, elite culture, and other 
culture. It can even result in misunderstandings between 
countries. The cost of renting three of the main art museums 
in New York – the Metropolitan, the MoMA, and the Whit-
ney Museum – was zero Swedish kronor in 2001. That same 
year, Moderna Museet had to pay 42 million kronor in rent, 
corresponding to nearly half (45 per cent) of the state funds 
it was allocated of approximately SEK 93 million.52 Of the 51 
million that remained, 48 million went toward other oper-
ating costs and wages. State funds earmarked for acquiring 
contemporary art amounted to 3 million kronor in 2001.53 
Consequently, in countries that only have access to general 
information about the cultural budget, but not the specific 
information about the slight peculiarities of the Swedish sys-
tem of state property management, one could get the wrong 
impression that culture is an area that receives very generous 
support in Sweden.

Against the background of rising administrative costs 
and falling acquisitions allocations described above, it is 
understandable that the museum world recalls the state’s one-
time appropriation for art acquisitions – 5 million kronor in 
1964, and 2 million kronor in 1967 (notice how the curve with 
the black circles in chart 1 makes two sharp spikes during the 
1960s) – with astonished delight. On the occasion of National-
museum’s 200-year anniversary, Per Bjurström spoke of the 
“unbelievable 5 million,” of “the ‘fat’ years” when Ragnar 
Edenman was the Social Democratic Minister of Educa-
tion and Ecclesiastical Affairs (1957–67), and of Edenman’s 
parting gift in 1967 when he left the government to become 
governor of Uppsala: a “completely unexpected” one-time 
grant of SEK 2 million for the acquisition of older art.54 On 

Moderna Museet’s website, the first one-time allocation in 
fiscal year 1963/64, which was given exclusively to this mu-
seum, is paid special tribute in words expressing an almost 
religious fervour:

The exhibition “Önskemuseet” (The Museum of our Wishes) 
in the winter of 1963–64 was initiated by the Friends of Moder-
na Museet, based on a concept by Ulf Linde. A large number of 
works that he believed ought to be part of the museum collection 
were borrowed, and a miracle took place: Moderna Museet 
was granted a one-time allocation from the government of five 
million kronor. Suddenly, the collection could expand into one 
of the best of its kind in the West.55

In the Sweden of the early 1960s, however, 5 million kronor 
for art acquisitions did not seem a particularly large sum of 
money. In conjunction with the opening of the exhibition 
The Museum of our Wishes, Pontus Hultén suggested that 
Moderna Museet in actual fact needed SEK 18–20 million for 
art acquisitions in order to become a museum worthy of the 
name. An essentially united press corps agreed with Hultén. 
Given the price levels in the art market, 18–20 million kronor 
for art acquisitions was seen as not just a reasonable request 
(Sydsvenska Dagbladet), but a good and sound investment 
into the bargain (Dagens Nyheter and Expressen). It was, in 
short, a good way for the state to give itself a splendid gift 
(Svenska Dagbladet). “Strange,” commented Dagens Ny-
heter’s editorial when it became clear in February 1964 that 
the government was only providing an additional 5 million. 
The museum needed 20 million. Still, they couldn’t complain. 
Going from quarter to half measures was certainly better 
than nothing.56

As it happens, 5 million kronor in fiscal year 1963/64 
corresponds to roughly SEK 50 million in today’s money, 
Lars Nittve pointed out in a letter to the government and in 
an editorial in the spring of 2006. The text ended with a call 
for a “Second Museum of our Wishes” in conjunction with 
Moderna Museet’s 50-year anniversary in 2008: one million 
for every year of its existence for the acquisition of works by 
women pioneers and trailblazers.57 In the fall of 2007, Min-
ister for Culture Lena Adelsohn Liljeroth announced that 
the centre-right government could at least make a further 5 
million kronor available for the acquisition of works by great 
female artists (grey line partially hidden by the black circle 
in chart 1). That is a lot of money, too, of course, Nittve said 
gratefully. The original request for 50 million should be seen, 
he added, as a “a long shot with a rather hard spin to it on my 
part.”58 It may well have been a long shot, but it was not a high 
one. Given the prices in today’s art market, a one-time grant 
of 50 million is a rather modest birthday present in 2008 . To 
shoot as high as Pontus Hultén did in 1963 would require an 
allocation of closer to SEK 200 million (Hultén’s 20 million 
in today’s money). In order to compete with the young, gene
rous welfare state, which made available an allocation for art 
acquisitions that amounted to twice the administrative costs 
in 1963/64 (compare administrative costs of approximately 
25 million kronor in chart1), the new more mercantile state 



43 would have been forced to really dig down deep and come 
up with as much as SEK 400 million for the acquisition of 
works by women artists for the 2008 jubilee (compare today’s 
administrative costs of approximately 200 million kronor in 
chart 1).

“One should remember that Moderna Museet is com-
pletely financed by the Swedish state,” wrote the artist 
Öyvind Fahlström in 1970.59 It is true that the state has borne 
the administrative costs throughout the museum’s 50-year 
existence (compare chart 1). But who is it that actually sees 
to it that the institutions’ art collections continue to grow? 
At the time of this writing, the answer lies close at hand that 
it is people of means who are taking over responsibility for 
expanding the state’s art collections, since the daily papers 
are filled with reports of “spectacular private donations” to 
Moderna Museet. While the central government managed 
to scrape together 5 million kronor for the acquisition of 
artworks by women artists, a handful of private individuals 
collected more than four times as much: SEK 22 million.60 
Economically speaking, culture has a weak position within 
Swedish politics.61 Yet not possessing the resources oneself 
to affect one’s situation need not be seen as a weakness. By 
turning need into a virtue, and deliberately adopting the role 
of the dependent that one was assigned at the negotiating 
table, weakness can be turned into strength. “The govern-
ment deems that the level of private funding within [Swedish] 

cultural life should increase,” was how it was expressed in a 
government press release in the autumn of 2007, “so that pri-
vate and public funding may work side by side, and with this 
grant [of five million kronor] wishes to support and encourage 
contributions from private benefactors.”62 As it happens, of 
course, the state is not standing side by side with the private 
donors, but far behind, yet the problem of the weak muscle 
and meagre means of cultural policy was thus provided with a 
solution. One does not have to look too far back in time, how-
ever, to suspect that there had once been more of a bitter clash 
between (big) cultural political will and (small) financial 
means. Who was it that actually saw to it that the institutions’ 
art collections grew under the Social Democrats?

Chart 4, which like the other charts should be looked 
at with great caution, shows how the sources of funding for 
Nationalmuseum, Moderna Museet and Östasiatiska museet 
was structured during the period 1958–2006. Even if it “has 
been very erratic” over the years, as Olle Granath recalls, the 
following general pattern emerges in the chart: money from 
sources other than the state treasury has made up a signifi-
cant portion of the museum’s funding throughout the entire 
fifty-year period.63 Revenues from fees (green sections of the 
bars that, among other things, represent admissions and sales 
proceeds) have stood for roughly 20–30 per cent of the muse-
um’s total revenues for the period. Revenues from contribu-
tions and grants (red sections of the bars that, among other 

Chart 4: Sources of Funding 1958–2006 (NM, MM and ÖM). In per cent.
Source: The period 1958–74 is based on data from the register of  appropriations (appropriations to NM 1958/59–74/75) and Meddelande (memoranda) from 
Nationalmuseum no. 83–100 (revenues from fees and contributions and grants to NM 1958/59–74/75). Annual financial statements from SKM 1975/76–84/85 are 
missing from the Ministry of  Education and Research archives (RA depository in Arninge – compare note 12). The period 1985–2006 is based on data from 
annual financial statements/ annual reports (compare chart 3): revenues from appropriations, fees and contributions and grants to SKM 1985/86–94/95 (NM 
archives/NL where annual financial statement 1992/93 missing), to SKM 1995/96–98 (NM Riddargatan 13), to NM 1999–2006 plus MM 1999–2006 plus ÖM 
1999–2006 (at each respective institution). Costs for PEW 1995–2006 are not included in this chart. Support data in Appendix 4.
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44things, highlight revenues from private donations and contri-
butions) have hovered around 10 per cent in the years 1958–98 
(and around 5 per cent during the 2000s). The museum’s reli-
ance on its own revenues and the support of private benefac-
tors becomes even more evident if one considers the fact that 
virtually all of the state appropriations (black bars reaching 
up to between 50 and 70 per cent) have gone toward paying for 
rent, security and wages (compare chart 1 above). The state 
appropriations essentially did not suffice for new art acqui-
sitions. When the museums were going to buy art for their 
collections, they had to instead, at the beginning and at the 
end of the period under study, rely on friends’ associations, 
wealthy private individuals and endowments left behind by 
deceased bourgeois benefactors, such as the merchant whole-
saler Emil Österlind (1922) and Miss Emma Spitzer (1927).64 
Private contributions, including friends’ associations, “have, 
I dare say, played a bigger role than the allocations from the 
state,” said Olle Granath, “if one disregards that happy year 
when the museum received five million from the state.”65 
There is an interesting contradiction in the material here that 
should be researched further: the young Social Democratic 
welfare state as steward for the donations and gifts of the old 
bourgeoisie.66

Chart 4 also underestimates the role that private contri-
butions play in the museums’ existence. It only records cash 
contributions (cash withdrawals from donations etcetera). 
The value of gifts (physical objects) from private individuals 
and institutions, however, is not shown.67 The art collections 
are expanded in two ways: in part through acquisitions, with 
the help of private and public means, but primarily through 
gifts.68 During the period 1993 to 2006, where the data is easily 
accessible, Moderna Museet alone expanded its collections 
by 7,068 artworks. Table 1 reveals that gifts far surpassed pur-
chases: approximately 80 per cent of the new acquisitions of 
modern art (5,572 out of 7,068 works) consisted of gifts during 
this fourteen-year period. From this standpoint, Moderna 
Museet comes across as a collection point for objects that 
have previously adorned the living rooms of the well-to-do. 
How can such a “private” place, Carol Duncan asks, have 
“public” credibility? Here the museums have to perform a 
delicate balancing act, since they are dependent on both ex-
clusive support from the elite, “money and art from the rich,” 
and broad support, at least from “the middle class and their 
press.”69

Giving and receiving gifts is a difficult art. By way of 
example, Per Bjurström writes how it was “with subtle 
fervour,” that Philip Sandblom, surgeon at Karolinska In-
stitutet and vice-chancellor of Lund University, and his wife 
Grace, “had often already at the moment of purchase con-
sidered which artworks would best complement National-
museum’s collection, and thereby also best honour their own 
contributions as collectors and donors.”70 As for the publish-
er Gerard Bonnier, to mention another example, “no matter 
how interested he was for his own sake, he could never resist 
taking a peek at the museum’s collection whenever he bought 
something for himself. Which is really quite incredible. He 
knew that he would make a big donation one fine day, and he 

considered both his own collection and that of the museum’s 
when he was out buying.”71 There is no reason to doubt the 
big donors’ interest in art. The difficulty in the art of giving 
and receiving gifts, and the potential problem, of course, lies 
in the fact that self-interest, the special interests of the donor, 
has to sink quickly and heavily down into the dark waters 
of obscurity and not risk resurfacing when the first storm 
comes along, if the recipient of the gift, the museums, is to be 
able to claim with some degree of credibility and composure 
that they are actually serving, to use Carol Duncan’s words, 
“the interests of the public and not those of private individu-
als.”72 The more private donors and sponsors are represented 
among the collections, the fewer public funds are allocated 
to art acquisitions, and the greater the risk that self-interest, 
masquerading as public interest, will float up to the surface 
and cause problems for the institution’s “credibility as a pub-
lic art museum.”73

Moderna Museet seems to have succeeded in the abovemen-
tioned balancing act. Though many felt that the museum 
lost its footing one weekend at the end of January 2001, when 
the global electronics giant Sony was allowed to display its 
logo, present its latest CD technology, and hand out an award 
among the artworks at the museum, in return for the corpora-
tion treating the museum visitors, and its potential electronics 
customers, to the cost of admission. The product placement 
in the museum environment had profound repercussions. 
One of Moderna Museet’s board members resigned.74 Fur-
thermore, a big and heated debate about cultural sponsorship 
flared up in the media, and then continued for the rest of the 
year.75 “We cannot survive without sponsorship,” explained 
the museum’s director David Elliott to a reporter from the 
Aftonbladet tabloid.76 Many newspaper readers probably 



45 got the impression that Moderna Museet was in the process 
of being transformed into a shopping centre on the island of 
Skeppsholmen, a large exhibition space for electronics. The 
image of the impoverished museum largely dependent on 
big companies, is however skewed. It is remarkable what a 
small portion of Moderna Museet’s revenues have come from 
corporate sponsorship over the years. In the charged year of 
2001, for example, just one per cent of Moderna Museet’s total 
revenues came from sponsorship. In 2006, when sponsorship 
revenues were at their highest, they started to approach three 
per cent of total revenues.77 Sponsorship proceeds have also 
made up an exceedingly modest share of Nationalmuseum’s 
revenues.78 Sponsorship proceeds for the three museums 
collectively are hidden in chart 4 under the heading “fees” 
(a small part of the green portion of the bars).

The fact that their material contribution is small com-
pared to the total revenues does not have to mean that the 
importance of the big corporations’ presence in the museums 
is not substantial. The issue is highly charged symbolically. 
Hans Haacke, for example, is concerned that Europe has 
taken the first steps toward adopting the American museum 
model. According to him, it is unfortunate that institutions 
that once were freed from the domination of the princes 
and the church, now actively solicit the big corporations.79 
Perhaps a new qualitative leap has been taken. Even though 
the museums have always been “dependent on guarantors 
and support from the business community,” as Per Bjurström 
writes, and that the coining in the 1980s of the term sponsor
ship, “filled with mystery and shameful associations,” 
marked a change in language rather than the introduction 
of a new practice, it is, as we have seen, the donors rather 
than the sponsors that have so far paid for most of it.80 While 
donors often do not expect more than a “thank you” for 
their gift, or occasionally that some kind of commemorative 
marker be erected to them, the sponsors require that the mu-
seums sell something that is of commercial value to the com-
pany in question.81 And although the donors’ contributions 
have played a surprisingly important role considering that we 
are talking about state museums, it is the contributions from 
common citizens that have played the most important role 
after all: they are the ones who, through the massive invest-
ment of tax revenues in 1963, have funded the lion’s share of 
Moderna Museet’s collection, artworks that today attract big 
companies from far and near.

Politics
As a complement to the economic history of how the muse-
ums’ operations have been funded, below is an account of the 
political history behind the objectives the central government 
hoped to achieve through those operations. I have studied 
how the operational objectives expressed in the appropriation 
directives for Nationalmuseum and Moderna Museet have 
changed between 1958 and 2007. The findings of this research 
are surprising. If one bases the account exclusively on the 
wording in the appropriation directives, a picture of the his-
tory of cultural policy emerges (see table 2) that is at odds, to 
some extent, with the general impression of Swedish cultural 

policy in the post-war period: from a traditionally approved 
and socio-politically driven cultural policy (established 1974) 
that, among other things, was supposed to “be shaped in 
consideration of the needs and experiences of disadvantaged 
groups,” to an ideologically neutral and freer cultural policy 
(established 1996).82

During the period 1958–92, judging from the contents of 
the appropriation directives and the overview in table 2, the 
government adopted a hands-off approach: it did not impose 
any specific operational objectives and did not require any 
socio-political measures aimed at specific groups. During 
Carl Bildt’s centre-right government of 1991–94, on the other 
hand, more specific operational objectives started to find 
their way into the appropriation directives, as did stipulations 
requiring measures aimed at specific target groups.83 During 
the period 1995–2006, under Social Democrat governments, 
the trend continued with increasingly specific operational 
objectives and more detailed reporting requirements. The 
importance of targeted measures aimed at underprivileged 
groups was emphasised.84

Below, I shed light on and discuss two of the issues raised 
by this cursory outline of the history of cultural policy at the 
institutional level. Firstly, the relationship between cultural 
policy carried out at various levels of the state; secondly, the 
relationship between the political rhetoric on the one hand 
– relating to among other things culture and class during the 
2000s – and the economic policy being pursued on the other 
hand. During the period 1958–92, the relationship between 
cultural policy at the national level and at the institutional 

Table 2. Operational objectives for NM and MM according to  
appropriation directives 1958–2007

Period Government Operational Objectives
1958–92 Social 

Democrat
(except 1976–82)

No specific operational objec
tives for the museums. No 
stipulations for socio-political 
measures aimed at specific 
groups.

1993–94 Centre-Right 
Coalition

Specific operational objec
tives are introduced. Including 
stipulations for targeted meas-
ures aimed at “diverse target 
groups”.

1995–2006 Social 
Democrat

Greater number of more de-
tailed objectives introduced. 
Including stipulations for tar-
geted measures aimed at spe-
cific target groups (“gender, 
class, cultural background, 
and age”). Detailed reporting 
requirement.

   
Source: Appropriation directives (compiled in the register of  
appropriations) to Nationalmuseum 1958–75, the National Art Museums  
1976–99, Nationalmuseum including Prins Eugens Waldemarsudde 1999– 
2007 and Moderna Museet 1999–2007.



46level is unclear; during the period 1993–2006 the overall ob
jectives of cultural policy at the national level and the specific 
operational objectives at the institutional level point in two 
different directions.

The overall, and ideologically charged, objective of the 
state’s cultural policy of 1974 – to promote the creation of 
an egalitarian society – is not included in the appropriation 
directives of 1958–92. The appropriation directives also make 
no mention of any of the eight more concrete secondary ob-
jectives that were included in the state’s general recommen-
dations, e.g. the targeted measures aimed at helping “disad-
vantaged groups” (which included children, youth, families 
with small children, pensioners, the low-educated, people 
in institutional care, immigrants, handicapped, and people 
living in sparsely populated rural areas).85 It does not seem 
that any attempt was made to break down the national ob-
jectives into operational objectives.86 The absence of detailed 
instructions in the appropriation directives from the period 
1958–92 can be seen as an indication that the museums were 
at least somewhat autonomous up until the 1980s.87 Even if 
the central government kept a tighter hold on the reins of 
cultural policy after 1974 – from now on cultural institutions 
would toe the same socio-political line as the other public au-
thorities – they seem to have remained relatively unfettered 
at an institutional level. Their economic wiggle room was 
limited, but their artistic and political leeway seems to have 
been quite extensive.88

The fact that Moderna Museet was autonomous vis-à-
vis the central government at the beginning of the 1970s is 
confirmed by the commotion surrounding the parliamen-
tary auditors’ scrutiny of the National Art Museums in 
1971. Moderna Museet was under the spotlight following a 
number of exhibitions that, according to the audit office, had 
“had a very strong agitational and political character.” In 
particular, this concerned the associated activities that were 
held in conjunction with the exhibitions. Immigrant evenings 
had been held, for example , in connection with the exhi-
bition Poetry Must Be Made by All! Transform the World! 
(Poesi måste göras av alla! Förändra världen!) in 1969, as well 
as, the auditors noted in astonishment, “an introduction of 
the Black Panther Party with a speech by the movement’s so-
called minister of information, Elbert ‘Big Man’ Howard.”89 
The guidelines for Moderna Museet’s operations were all too 
general in their formulation, the auditors concluded. They 
needed to be tightened up:

In short, it can be stated that there appears to be a need for 
the instructions etc. that govern the aforementioned institu-
tions’ operations to be revised, and that in future they should 
be formulated in such a way as to clearly delineate the bounds 
within which their operations should be conducted, and whose 
interests should thereby be provided for. The guidelines for the 
operations that currently apply have been too general in their 
formulation, which has been taken advantage of in an inappro-
priate manner.90

In the margin of Moderna Museet’s copy of the auditors’ 

memorandum, someone has written, in pencil, “fascism”. 
These were sensitive issues. The notion that the field of art 
should be kept free of outside interference was a sacred princi-
ple. Neither the state nor the corporations had any business 
there. Pontus Hultén, who possessed a great deal of social 
capital in the form of personal contacts, counterattacked. On 
11 June 1971, he wrote to the editor in chief of Dagens Nyheter, 
Olof Lagercrantz, and requested his help in the effort to shape 
public opinion:

Dear Olof, you have previously helped us on various occasions 
[…] As you may already have seen, Moderna Museet has been 
subjected to a violent assault from the parliamentary audit 
office. I have enclosed a copy. It consists in part of sheer fascist 
thinking. Now, there may be a parsimonious wind blowing 
through our country right now, but surely no one has ever dared 
proceed so brazenly before. […] Tendencies of this kind should 
definitely be nipped in the bud. […] I hope that you, once again, 
are prepared to come to our aid, in this difficult time.91

Hultén’s request did not fall on deaf ears. On 14 June, he sent a 
letter to Lagercrantz thanking him:

Dear Olof, Thank you for your uplifting editorial yesterday. 
[…] What surprises me is how the parliamentary auditors are 
allowed to engage in this kind of art and cultural criticism so 
unchallenged. Shouldn’t they restrict themselves to economic 
issues? Thank you once again. Come and see the utopia exhibi-
tion [Utopias and Visions 1871–1981] when you have a chance 
[…].92

The auditors’ attempt to shift the balance of power in the 
field of art failed. Not only was their memorandum met with 
a resounding “No” from the various bodies to which it had 
been submitted (including, in addition to Moderna Museet, 
Föreningen Konst i Skolan (Art in Schools Association), the 
Swedish Arts Council, the state’s advisors on museums and 
exhibitions, Nationalmuseum, and NUNSKU (the com-
mittee for contemporary Swedish art abroad)), but it also 
received a cold reception from the government.93 “The gov-
ernment does not plan to take any action with respect to the 
parliamentary audit office’s memorandum,” Minister for Ed-
ucation and Research Ingvar Carlsson announced in Svenska 
Dagbladet 26 April 1972.94 The same day, Prime Minister Olof 
Palme spoke out in defence of the autonomy of the field of art 
in Dagens Nyheter:

Meanwhile, Prime Minister Olof Palme explained in a letter 
to editor in chief Olof Lagercrantz – in reference to the leading 
article from 19 April – that he stands by the views on artistic 
freedom that he expressed in Dagens Nyheter on 5 August 1969. 
“He who disapproves of concrete aspects of the cultural produc-
tion should naturally criticise the artistic expression, expose 
factual errors, fight against ideas and values that have provoked 
his displeasure. That is the way of democracy,” Palme wrote in 
an article on that occasion. But he should not demand that soci-
ety intervene with its superior strength or, if he occupies such a 



47 position, undertake such intervention himself. That is the way 
of authoritarian intolerance.95

Here the prime minister confirms that art’s integrity vis-à-vis 
the state must be guaranteed in a democracy.

Toward the end of the period under study, the cultur-
al policy objectives at the national and institutional levels 
pointed in different directions. Cultural policy in 1974 had a 
socio-political core. In the state cultural policy of 1996, that 
ideologically charged core was gone.96 However, more ideo-
logical operational objectives appear in the museums’ appro-
priation directives between 1995–2006, e.g. requirements that 
the museums’ collections better reflect class perspectives. 
Under the concrete secondary objectives of national cultural 
policy, the broader references to measures on behalf of “dis-
advantaged groups” were weeded out and replaced by more 
neutral formulations about how “everyone” should be able to 
take part in the cultural life of the country.97 The appropria-
tion directives, however, moved in the opposite direction and 
instead offered a more detailed picture of the target groups 
that the special measures should be directed toward (“gender, 
class, cultural background, and age” are the central varia-
bles). The presence of detailed objectives in the appropriation 
directives for the period 1993–2006, e.g. the central gov-
ernment’s far-reaching demands regarding which “diverse 
perspectives” should be the focus of new art acquisitions for 
the collections, can be seen as an indication that the muse-
ums have become less autonomous as of the 1990s. Though 
the reins of cultural policy may have loosened at the central 
level as of 1996 – culture’s intrinsic value and independence 
were emphasised – they seem to have been pulled more tightly 
at an institutional level.98 Both the economic and the politi-
cal leeway seem to have shrunk. We can therefore conclude, 
counter-intuitively perhaps, that while the ballooning social 
state of the 1970s and 80s seems to have kept its hands off the 
art museums, the streamlined more liberal market-oriented 
state interferes deeply in the museums’ operations in the field 
of art during the 1990s and 2000s.99

Before I move on to the issue of the radicalisation of lan-
guage in the appropriation directives starting in the 1990s, 
a few words need to be said about the relationship between 
deregulation, decentralisation, and commodification of state 
operations on the one hand, and bureaucratisation on the 
other. While cultural policy at the different levels was moving 
in opposite directions, deregulation and bureaucratisation 
seemed to be moving hand-in-hand along the same course. 
This is hardly surprising. The goal- and results-based man-
agement that increasingly came to replace the micro-level 
management in many areas of the state’s administration dur-
ing the 1990s also requires its bureaucratic machinery after 
all: it is impossible to satisfy frequent and detailed reporting 
requirements without a considerable amount of time and 
administrative resources being ploughed into follow-up and 
assessment.100 A reliable measure of just how the paperwork 
was increasing in the deregulated, but goal- and results-based 
management of cultural institutions, is the girth of their an-
nual reports: in 2006, for example, Moderna Museet’s annual 

report had four times as many pages as the National Art 
Museums’ annual financial statements – covering all three 
central museums – had in 1991.101

Cultural policy is often linked to lofty rhetoric, where 
terms like equal rights, gender equality and democracy – and 
in later years also economic growth, employment and devel-
opment – are used.102 At the same time, economically speak-
ing, culture occupies a weak position in Swedish politics. It 
is therefore hardly surprising that the disconnect between 
political rhetoric and economic practice easily becomes par-
ticularly pronounced in the field of culture. The disconnect 
also becomes clearly visible in the appropriation directives 
for the central museums between 1958 and 2007. While the 
share of state funding that was earmarked for the acquisition 
of artworks for the museums’ collections was shrinking (com-
pare chart 1), the state was beginning to place ever-greater 
demands on the collections.103 “The objective is for the com-
position of the collection,” states the appropriation directives 
between 1997 and 2005, “to better reflect different perspec-
tives, e.g. gender, class, cultural background, and age.”104 The 
fact that the state demands more and gives less over time is 
perhaps not as surprising as the radicalisation of the language 
being used. How should this be understood?

Between “the cultural policy of 1974” and “the cultural 
policy of 1996” a number of events took place that funda-
mentally changed Swedish society. A few of them can be 
mentioned here as a refresher. Noteworthy events on the 
economic and political front include: the deregulation of the 
credit market in November 1985, which, from one moment to 
the next, made the Swedish central bank much more pow-
erful and the Swedish parliament much weaker; the assassi-
nation of Olof Palme in February 1986; the deregulation of 
the central government administration (the system with the 
previously mentioned state block appropriations) in the fiscal 
year1993/94; and the referendum in November of 1994, when 
52.3 per cent voted for Swedish membership in the European 
Union (EU).105 The door was open for a system change. In the 
new, more liberal market society that took form, power had 
shifted from parliament and the politicians, to the markets. 
Noteworthy events on the cultural front include: the exhibi-
tion Implosion in the fall of 1987, which, accompanied by a 
big debate in Dagens Nyheter, paved the way for the break-
through of postmodernism in Sweden. And finally, the late 
1980s discussion about “triple oppression” can be brought up 
as an example of an event in the field of social movements that 
had consequences.106 In a polemic against traditional leftist 
movements, who argued that the conflict between labour 
and capital was fundamental to capitalist societies, the new 
movements argued that there were three fundamental forms 
of oppression – a capitalist one, a sexist one, and a racist one 
– that could not be arranged hierarchically. Other forms of 
oppression have since been added to the discussion (class, 
gender, and race/ethnicity, but also age, handicap, sexual 
orientation etcetera were emphasised). The door had been 
opened to identity politics in Sweden.107

Royalties at Moderna Museet 1958–2008 
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50An explosion is easy to visualise, but how to visualise an 
implosion? At first glance, the appropriation directives for 
Moderna Museet 1997–2005 are just as arcane and intellectu-
ally titillating as Lars Nittve’s postmodern exhibition Implo-
sion was at Moderna Museet in 1987. A neo-liberal state that 
lowers wealth tax and raises the unemployment insurance 
fees is easy to imagine, but a state steeped in liberal market 
values that in a long deregulated capitalist system activates, 
as it were, the autonomist Berlin anarchists’ slogans from 
the 1980s about triple oppression (class, gender, race) in its 
appropriation directives to government institutions in the 
2000s, is more difficult to conceive of.

The appropriation directives, however, become less mys-
terious if one, first of all, relates back to the sociologist Pierre 
Bourdieu’s notion of a clash between right and left hands of 
the state. According to this viewpoint, a number of conflicts 
are played out within the state itself, e.g. between the finance 
department (right hand), and the various money-consuming 
ministries (left hand) in charge of social and cultural issues. 
Even though the people occupying positions within the 
“right zone” of the state, “the state’s high aristocracy,” have 
had the last word over the past 20 years – the state has, after 
all, renounced a range of costly social and cultural under-
takings in a number of different countries and, furthermore, 
sold off parts of itself – it is possible that people in positions 
within the “left zone” of the state, “the state’s low aristocra-
cy,” have remained somewhat radical.108 So, it is quite con-
ceivable that radical formulations – such as the one stating 
that the composition of the collections at Moderna Museet, 
for example, should better reflect the class perspective – con-
tinue to exist in a more neo-liberal context, both within and 
without the state.

Then one should also, second of all, tie in to the geo
grapher David Harvey’s thoughts about how it is not nec-
essary at all for political statements in a postmodern world 
to be firmly rooted in material economic conditions. Thus, 
it would be completely feasible for the state to demand each 
year that the collection at Moderna Museet be expanded 
with works that better reflect the perspectives of women 
and the working class, without actually making any funds 
available for the acquisition of such works, and without 
losing credibility. In order for such a strategy to deliver any 
political capital, however, there has to be little danger that 
anyone will give the game away by doing a comparative 
reading of the political and economic documents, or above 
all, by setting the present against the past in systematic 
historical studies. “It is never easy, tof course, to construct 
a critical assessment of a condition that is overwhelmingly 
present.”109 A less readily salable, but more effective strate-
gy would undoubtedly be, incisively put, to ask individuals 
within the cultural and economic elite, i.e. the group that 
in due course will come to bequeath their art collections to 
Moderna Museet, to adopt an intersectional perspective and 
pay greater heed to class, gender and ethnicity when making 
their art purchases.110

Thirdly, the notions about overcoming the injustices asso-
ciated with “class, gender and ethnicity” imply a radicalism 

that could be misleading in terms of the appropriation 
directives from 1997–2005. For there is a word that has been 
slipped into the appropriation directives, that to some extent 
leads thoughts in the opposite direction, toward system 
reproduction rather than system change: the composition 
of the collections should better “reflect” different groups’ 
perspectives. Perhaps that should be taken literally to mean 
that the collections (and museum-going public) should mirror 
the world outside the museum. In that case, this constitutes 
a new mental construct in cultural-political contexts. There 
is a difference between taking part in the collective effort 
to fundamentally change an unequal society (compare the 
cultural policy from 1974), and letting groups from different 
sections of an increasingly unequal society be represented in 
the collections (and in the museum-going public). If this is the 
correct way to read the appropriation directives, one of the 
conclusions above has to be modified: cultural policy at both 
the national as well as the institutional level is less ideological-
ly charged (politically leftist) in 1996 than in 1974.

In a society with growing social disparity, naturally the 
“class” category becomes especially problematic. Should 
groups that are numerically large in size be more widely re
presented in the collection (and among the visiting public) 
than small ones? How should the museum’s art buyers, for 
example, deal with the resource- and vote-rich new middle 
classes that are proliferating in the centre of Swedish cit-
ies? Should their perspective be as well represented as the 
perspectives of the peripheral municipalities’ just as rapidly 
growing underclasses?111 In 2006, the Social Democrat gov-
ernment also removed “class” from the list of perspectives 
that should be paid particular consideration by the muse-
um.112 In the new overall operational objectives of 2006, there 
is no mention whatsoever of any egalitarian perspective.113 
Here it simply states that a “gender equality and diversity 
perspective should be integrated throughout Moderna Mu-
seet’s operations.”114 As of 2006, therefore, the appropriation 
directives are easier to interpret and less jarring in a liber-
al-market context: they simple urge the institution to do all it 
can to combat sexism and racism. If not before, the struggle 
against oppression linked to capitalism has now definitively 
been thrown overboard.115 Target groups other than “class”, 
however, have been added to the appropriation directives, in 
the spirit of identity politics without any internal hierarchy: 
“the disabled” (2002) and “children” (2007).116

The Public
Studies of the museum-attending public hold few surprises. 
Unlike the volatility of political and economic arenas, social 
structures are more immutable: the low-educated are, for 
example, just as rare visitors to the museum today as they 
were in 1958. Furthermore, the source material dealing with 
the museums’ visitors is a lot better than that relating to the 
museums’ finances. Uninterrupted sequential files on visitor 
numbers over a fifty-year period are even easily accessible 
directly from the museums’ homepages. Over time, the faith 
in visitor counts as a tool for determining the value and need 
of culture has increased.
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Chart 5. Visitor Frequency at Nationalmuseum and Moderna Museet 1958–2007
Source: Data for Nationalmuseum 1958–91 in Per Bjurström, Nationalmuseum 1792–1992, 1992, p. 382; 1992–93 in Nationalmuseum Bulletin 1993 no. 1, p. 93 
and 1994 no. 1, p. 57; 1994–2005 in Art Bulletin of Nationalmuseum Stockholm 1994/1995 p. 115, 1996 p. 92, 1997 p. 91, 1998 p. 69, 1999 p. 94, 2000 p. 106, 2001 p. 103, 
2002 p. 107, 2003 p. 92, 2004 p. 105 and 2005 p. 116. For 2006 in the Annual Report for the Nationalmuseum 2006, p. 23 and 2007 directly from the museum. Data 
for Moderna Museet 1958–2006 from http://www.modernamuseet.se (20 July 2007) and for 2007 directly from the museum.

During the 200-year anniversary of Nationalmuseum in 
1992, the museum’s former director Per Bjurström pointed out 
the following:

In the eyes of both the media and the government, Moderna 
Museet is seen as the crucial crowd-pulling part of the National 
Art Museums. In reality, however, it has been Nationalmuseum 
that has enjoyed broader popular appeal and on only five occa-
sions (1965, 1976, 1977, 1982 and 1988) has Moderna Museet 
achieved higher visitor numbers than its “parent” museum.117

During the sixteen years that have gone by since Bjurström 
examined the issue in his anniversary book, Moderna Mu-
seet has clocked up more visitors than Nationalmuseum on 
a further seven occasions (1998, 1999, 2001, 2003, 2004, 2005 
and 2006). If one looks at the entire fifty-year period, how-
ever, the older museum wins hands down against its younger 
sister in the contest for the most visitors: in 38 out of the past 
50 years, Nationalmuseum has had more visitors than Mod-
erna Museet (see chart 5). The visitor numbers, however, are 
not easy to interpret. In 35 out of the first 40 years (1958–97) 
Nationalmuseum’s “older art” (from the period before 1900) 
brought in more visitors than Moderna Museet’s “younger 
art” (from the time after 1900). At the same time, modern art 
has since attracted more visitors than the older art in 7 out of 
the last 10 years (1998–2007), i.e. ever since Rafael Moneo’s 

new, bigger museum edifice open its doors in 1998. Perhaps 
it is even the building itself, its size and attraction value, that 
should be considered the crucial visitor magnet of the art mu-
seum, rather than the artworks housed within it.

The fact that there is no correlation between the value of  
culture and the size of the audience goes without saying.118 The 
question is whether there is even a simple correlation between 
many visitors and a large audience. It is misleading, represent-
atives of the Swedish Art’s Council commented in 1972, “to as-
sess the value of the museum’s operations based on the number 
of visitors. The contents of many exhibitions are disseminated 
above all through the press to a much greater number of peo-
ple than visit the museum.”119 Moderna Museet’s really big 
crowd pleasers are actually found at the bottom left-hand side 
of chart 5, where visitor frequency is low. Comparatively few 
people went to see the exhibition 4 Americans (4 amerikanare) 
in 1962: just 28,000 people made their way to Moderna Museet 
to see works by the four artists who were, at that time, “almost 
completely unknown in Sweden.”120 Yet many hundreds of 
thousands more people have since become acquainted with 
Robert Rauschenberg’s much-written-about Monogram 
(1955–59), for example, or “The Goat” as the work popularly 
became known as. So what we have here is low visitor num-
bers (in 1962) but a large audience (from 1962–2008).

As indicated, Moderna Museet is not supposed to just ex-
hibit, reflect, collect and preserve modern art. Contemporary 
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54art is also included in its remit. The central government even 
goes so far as to state that their goal is for Moderna Museet to 
be a “leading institution within contemporary art.”121 Since 
innovative art by definition lacks any substantial and widely 
established demand in the present, and is consequently com-
pletely focused on the future, it is perhaps more appropriate 
to evaluate the museum’s performance on the contemporary 
art front in even fifty-year periods.122 Perhaps even this is too 
short a span of time to do justice to the museum. For those 
artists who have attracted the greatest crowds of visitors 
to the museums, a much longer period of time than that 
has passed by between their artistic breakthrough and the 
crowds of visitors that have come to see them. As indicated in 
chart 5, the museums’ visitor statistics during the period are 
topped by the vanguard of the late 1800s and the early 1900s: 
Carl Larsson (Nationalmuseum 1992) and Pablo Picasso 
(Moderna Museet 1988). In that case, the monthly reporting 
regime specifying visitor numbers required by the current 
system – implemented in conjunction with the free admission 
reform of 2004 – seems breathtakingly short.123 The quarterly 
reporting system in the business community, with mandatory 
financial reporting every three months, seems infrequent by 
comparison.124 From the museums’ point of view, these fre-
quent detail checks are baffling. What are these figures meant 
to be used for?125 What is there, after all, to be surprised about 
every month? The cultural audience seldom does anything 
unexpected. If the admission is free (2004–06 in chart 5) more 
visitors come than if the admission costs money (compare 
2007); if the museums make safe investments over the short 
term, and adjust the art selection in advance to suit an already 
quantifiable demand, more visitors will show up temporarily 
(compare Carl Larsson in 1992) than if they have the courage 
to make more risky long-term investments and exhibit artists 
who currently are not in demand (compare 4 Americans in 
1962), whose future, in some cases, must surely lie ahead of 
them (71,000 people saw Robert Rauschenberg: Combines at 
Moderna Museet in 2007).126

There is no clear correlation between the amount of funds 
allocated and the number of visitors. During the 1960s, both 
funding for “exhibitions, maintenance, and the expansion 
of the collections etc.” (see the curve with the black circles in 
chart 1) and visitor numbers (see red and blue curve in chart 5) 
increased. While funding for exhibitions etcetera continued 
to go up during the 1970s, the number of visitors, particular-
ly at Moderna Museet, tended to go down. During the first 
half of the 1980s, the opposite is true: funding for exhibitions 
etcetera declined while the visitor numbers to both museums 
rose.127 The register of appropriations does not record funds 
allocated for exhibitions during the 1990s and 2000s.

The fact that there is no clear correlation between the 
amount of funds allocated and the number of visitors also 
becomes apparent when the two museums are compared. 
Because of the market-oriented system for state property 
administration, it becomes less meaningful to compare the 
museums’ state funding toward the end of the period being 

studied: Moderna Museet’s funding is much higher than that 
of Nationalmuseum, but then so is its rent.128 For a few years 
at the end of the 1970s, however, the register of appropriations 
kept separate accounts of the funding to the various museums 
that came under the jurisdiction of the National Art Muse-
ums. During the years 1976 to 1980, Moderna Museet, i.e. one 
of seven former departments within Nationalmuseum, was 
given more funding for “exhibitions, maintenance and expan-
sion of the collection” than the other six departments com-
bined.129 There might, therefore, be some truth to Bjurström’s 
statement quoted above that Moderna Museet, in “the eyes 
of the government,” was considered to be the crowd-pulling 
part of the National Art Museums. While the state invested 
more in younger art, private individuals invested more in 
older art, not just in the form of more frequent visits to the 
museum building, but also through greater contributions to 
Nationalmuseum.130

“It is the government’s assessment that Moderna Mu-
seet should continue to be responsible for the introduction 
of innovative art,” Marita Ulvskog among others declared 
in the Culture Bill 1996/97:3, “to both a narrow and a wider 
public, and be the leading museum in the country within this 
area.”131 The wider public in museum terms has the peculiar 
distinction of constituting a narrow group in the rest of socie-
ty. To speak of a “wider public” visiting Moderna Museet, as 
happened in 2006, for example, when over 600,000 individ-
uals made their way to the museum (chart 5), essentially only 
means that the museum receives more visitors from the social 
groups that come in small numbers in the years when the 
museum has a narrow public (as at the beginning of the 1960s 
when only 100,000 individuals visited the museum annually). 
The proportion of individuals with post-secondary education 
was consequently considerably higher among Moderna Mu-
seet’s “wider” public in 2006 (73 per cent) than in the overall 
Swedish population (29 per cent). The “narrow” portion of 
the abundant museum visitors in 2006 consisted of the group 
that had only had elementary or secondary school education 
(6 per cent), a group that at the same time was relatively large 
in the world outside the museum that year (24 per cent).132 
Even if the proportion of people with only elementary or sec-
ondary education was extremely low among the museum-at-
tending public in the years with free admission 2004–06, a 
greater number of people with low education did, after all, 
attend the museum during these years (for natural reasons, 
because the overall number of visitors increased sharply). 
What is most striking, however, is the disproportionately 
large number of people with higher education.133 The at-
tempts since the 1960s to broaden the social composition of 
the museum-attending public has not met with success. Cul-
tural habits change slowly.134

In their classic study of the art-museum-attending public 
in Europe, Pierre Bourdieu and Alain Darbel demonstrat-
ed that the proportion of working-class museum visitors in 
1964–65 was low in all the countries they studied: Greece (2 
per cent), Holland (2 per cent), France (4 per cent) and Poland 
(10 per cent).135 The same findings were obtained in the study 
conducted in Stockholm under preceptor Harald Swedner’s   Queues at Moderna Museet 1966–98



55 supervision 1964–65: the proportion of working-class visitors 
to Moderna Museet was just as low as in the other countries 
(5 per cent).136 Unfortunately, it is impossible to make any 
comparisons with the visitors’ social composition over time. 
Despite all the talk about “class” in the appropriation direc-
tives at the end of the 1990s and the start of the 2000s, there 
is no data to conduct a class analysis (necessary information 
about the museum visitors’ occupations, income, and capital 
assets). The questionnaires handed out to visitors to Mod-
erna Museet today do not even include any questions about 
the respondent’s occupation.137 On the other hand, there is 
information about museum visitors’ educational assets, and 
these seem to be more significant in this context than their 
economic assets. Regardless of where, or when, the visitors 
are studied, it becomes clear that the most compelling explan-
atory correlation seems to be between education and visi-
tor frequency. That was the case in the European countries 
studied by Bourdieu and Darbel in 1964–65, that was the case 
in Swedner’s study of Stockholm’s museum-going public in 
the same year, and that was also one of the main conclusions 
of the state study Tjugo års kulturpolitik 1974–1994 (Twenty 
years of cultural policy 1974–1994) that examined the situa-
tion in Sweden 1990–91. 138 Art museums are and will remain 
a venue for the highly educated. It even becomes clear if one 
looks at the youngest visitors’ inherited educational assets: 
“Children of well-educated parents are heavily overrepre-
sented,” the National Art Museums determined when it sur-
veyed visitors to Moderna Museet’s Workshop in the middle 
of the 1990s.139

Not all social history relating to the museums, however, 
is static. The gender composition of the museum visitors does 
seem to have changed over time. In 1965, more men than wom-
en visited Moderna Museet (55 per cent), in 2005 the majority 
of visitors were women (58 per cent).140

Movements in Art
Moderna Museet’s donor recognition board in the foyer 
today comprises fifty-seven names. It is a list of private indi-
viduals, all of whom, since the museum opened its doors in 
1958, have made donations valued in excess of three million 
kronor, i.e. a list of private individuals each of whom has 
exceeded the annual state allocation for art acquisitions. The 
sponsor recognition board in the foyer, however, contains 
just ten names. Unlike many other countries, corporate 
sponsorship of museums is still a rare phenomenon in Swe-
den. Perhaps it is on the sponsor board that we will see the 
big movements over the coming fifty years. It all depends on 
what the state does.

While funding for the central museums’ administrative 
machinery increased exponentially between 1958 and 2007, 
the allocations for art acquisitions remained consistently low 
and if anything decreased over time. The state’s funding for 
exhibitions, and for maintaining the collections, however, 
has not been quite so meagre. Though the funds earmarked 
for exhibitions and maintaining the collections have been 
consistently low throughout the period, part of the funding 
for these areas lies hidden in allocations for the museums’ 

administration. The ballooning administrative costs were 
due in part to rising wage costs – apart from more adminis-
trators, there are more art educators and conservators – but 
above all, to the rising premises and other operating costs, 
which skyrocketed in conjunction with the deregulation and 
the marketisation of government services in 1993. Moderna 
Museet was not just forced to operate within tighter eco-
nomic constraints. In conjunction with the deregulation, 
the central government also set more detailed objectives 
and guidelines for what the museum was supposed to take 
account of when acquiring new artworks for the collections 
(a class perspective, for example, was on their wish list from 
1997–2005). The political constraints within which the muse-
um had to operate, thus, became even more confining during 
the 1990s and 2000s.

There were no clear correlations between the level of fund-
ing for exhibitions and the number of museum visitors. In 
some years there was an increase in both funding for exhibi-
tions and visitor numbers, in other years the funding for exhi-
bitions increased while the number of visitors decreased, and 
yet other years, funding dropped while visitor numbers rose. 
The attempts since the 1960s to broaden the social composi-
tion of the museum-attending public has not met with suc-
cess. Art museums are still the preserve of the well-educated.

In the section that examined the relationship between the 
museums’ various sources of funding in the years 1958–2006, 
it emerged that the state appropriations have primarily gone 
toward paying for rent, security and wages, which raises 
the question of how the museums’ art collections have been 
able to expand. The museums have been dependent on their 
own sources of income (e.g. from admissions and sales) and 
the support of private benefactors throughout the entire 
fifty-year period. The contributions from corporate sponsor-
ship may have been small, but the contributions from donors 
have been all the greater. Apart from one huge, glaring excep-
tion, the state has taken very little responsibility for art ac-
quisitions over the last fifty years. The fear that the state will 
abdicate the responsibility of paying for the museums’ oper-
ations if Sweden heads down the international private-fund-
ing path, an issue that was discussed in the introduction, is 
therefore, to a degree, unwarranted. When it comes to art ac-
quisitions, there simply is no throne for the state to abdicate. 
The state has primarily looked after art donated by private 
individuals, not bought its own.

What is justified, on the other hand, is the fear that the 
state will withdraw even more of its funding for the museums. 
As funding from the state declines and funding from private 
sources increases, so, too, do the problems of claiming that 
museums are actually public spaces, repositories for society’s 
“collective memory”, that they serve the public good and not 
the special interests of generous private donors and spon-
sors.141 Moderna Museet’s ability to credibly claim to also be 
a Citizen’s Museum is largely derived from the great excep-
tion in all this, namely that the core of the museum’s unique 
collection was financed by the state’s one-time appropriation 
to The Museum of our Wishes in 1963, i.e. with the citizens’ 
anonymous money.



56Appendix 1. Consolidated Items in the Register of Appropria-
tions 1958–2007
Appropriations to Nationalmuseum during the period 
1958–75 also included Moderna Museet and Östasiatiska mu-
seet. Appropriations to the umbrella authority the Swedish 
National Art Museums from 1976–99 included Nationalmu-
seum, Moderna Museet and Östasiatiska museet. In 1999, 
Östasiatiska museet was incorporated into the National 
Museums of World Culture (Statens museer för världskultur) 
along with the Museum of Ethnography, the Mediterranean 
Museum, and the Museum of World Culture. The appropri-
ation directives for the National Museums of World Culture 
2000–07 do not provide separate accounts of the four muse-
ums contained within it, but I have gained access to revenue 
figures for Östasiatiska museet directly from the chief ac-
countant Dick Wesström at the National Museums of World 
Culture. It has, therefore, been possible to include Östasiatis-
ka museet’s appropriations revenues for 1999–2007 in chart 
1. In 1995, Prins Eugens Waldemarsudde came under state 
management. I have subtracted the portion of the funding for 
the Swedish National Art Museums 1995–99, and for Na-
tionalmuseum 2000–07 that was earmarked for Prins Eugens 
Waldemarsudde. I.e. that is not included in chart 1.

The curve for Administrative Costs (wages, rent etc.) is 
pieced together from the following items in the register of 
appropriations: the sum of the items “wages” plus “expens-
es” for fiscal years 1958/59–61/62; the sum of “wages” plus 
“expenses” minus sub-allocations for “educational activi-
ties etc.” (see below) fiscal years 1962/63–63/64; and the sum 
of “wages” plus “expenses” for fiscal years 1964/65–68/69. 
For fiscal years 1969/70–75/76, the curve is based on the item 
simply called SKM’s “administrative costs” in the register 
of appropriations, but minus sub-allocations for “exhibi-
tions, film and concert operations” (see below). For the whole 
period 1976/77–92/93, the curve is made up entirely of the item 
“administrative costs” with the exception that I have, for one 
thing, added the temporary item “grants for special cultural 
purposes” (subtotal to offset deficit) 1981/82 and 1982/83, and 
also added the one-time allocation “development within the 
museum field” for fiscal year 1987/88. For fiscal year 1993/94–
99 (the fiscal years starts to run parallel to the calendar year 
in 1997) the sum of the items “block appropriations” plus 
“appropriation credits” for SKM; during fiscal year 2000, the 
sum of “block appropriations” plus “appropriation credits” 
for NM and MM minus the minimum amount for MM’s 
“acquisition of contemporary art” (compare below); and 
during fiscal year 2001–05 “block appropriations” for NM 
and MM minus the minimum amount for MM’s “acquisition 
of contemporary art.” In fiscal year 2006 and 2007, the curve 
is based on the item “block appropriations” minus Moderna 
Museet’s internally budgeted amount for art acquisitions (see 
below). Starting in 1998, the register of appropriations also 
records “estimated admission revenues and other revenues.” 
These revenues are not accounted for in the chart.

The curve for Acquisition of contemporary (Swedish) art 
consists of the following items in the register of appropri-
ations: the sum of the appropriation items “requisition of 

works by Swedish artists” and the “art acquisitions for long-
term loans” during the fiscal year 1958/59–59/60. During fiscal 
year 1960/61, the following items have been consolidated: 
“requisition of works by Swedish artists for a) Moderna Mu-
seet, b) department of prints and drawings, and c) department 
of applied art” plus “art acquisitions for long-term loans” 
plus “procurement of modern Swedish art for the art-pro-
moting organisations’ travelling exhibitions”. During fiscal 
year 1961/62–70/71, the curve is based on the items “requisition 
of works by Swedish artists for Moderna Museet and for the 
procurement of modern Swedish art for the art-promoting 
organisations’ travelling exhibitions” plus “requisition of 
works by Swedish artists for the departments of prints and 
drawings, as well as applied arts” plus “art acquisitions for 
long-term loans.” During the five-year period 1971/72–75/76, 
one further item was added, so the curve showing allocations 
for acquisitions is based on the allocation items “acquisitions 
of works by Swedish artists for Moderna Museet and of mod-
ern Swedish art for travelling exhibitions” plus “acquisitions 
of works by Swedish artists for the departments of prints and 
drawings, and applied art” plus “art acquisitions for long-
term loans” plus “acquisitions of photographs, photographic 
literature et al.” For an extended period, during fiscal years 
1976/77–91/92, allocations for art acquisitions were recorded 
under a single heading: “acquisitions of artworks by living 
Swedish artists.” For most of this period, fiscal years 1982/83–
91/92, what this refers to is a recommended minimum alloca-
tion (“under this allocation item funds have been calculated 
in the amount of not less than [amount in SEK] for the acqui-
sition of art by living Swedish artists”). The calculated funds 
for the acquisition of art are not specified at all in the register 
of appropriations during fiscal years 1992/93–99. During 
fiscal years 2000–05, the curve is based upon the item “ac-
quisitions of contemporary art” – i.e. no longer specifically 
Swedish contemporary art – in the register of appropriations 
(this, too, is a recommended minimum allocation: “of this 
appropriation item a minimum amount of [amount in SEK] 
is to be used for the acquisition of contemporary art”). The 
funds allocated for art acquisitions in fiscal year 2006–07 are 
not recorded in the register of appropriations, but the figures 
have been provided by the museum. (Head of Accounting, 
Madeleine Albinzon, MM).

Finally, the curve for Exhibitions, maintenance and expan-
sion of the collections etc. is based on the following items in the 
register of appropriations: during fiscal years 1958/59–61/62, 
on the sum of the items that are listed under the heading 
“maintenance and expansion of the collections etc.” minus 
the abovementioned amounts for “acquisitions of (Swed-
ish) art”; and during fiscal years 1962/63–68/69 on the sum 
of the items “educational activities etc.” (which in the years 
1962/63–63/64 formed a sub-category under Administrative 
Costs – compare above – and in the years 1964/65–68/69 had 
a heading all its own in the register of appropriations) plus 
“maintenance and expansion of the collections etc.” minus 
“acquisitions of (Swedish) art.” In fiscal years 1969/70–75/76, 
the curve consists of the following appropriation items: “ex-
hibitions of contemporary Swedish art abroad” (which from 



57 1965 to 1968 was included under the above-mentioned heading 
“educational activities etc.”) plus sub-appropriations for “ex-
hibitions, film and concert operations” (compare above) plus 
“maintenance and expansion of the collections etc.” minus 
the amounts for “acquisitions of (Swedish) art”. In fiscal years 
1976/77–80/81, the curve is based on “exhibitions of contempo-
rary Swedish art abroad,” the new consolidated item “exhibi-
tions and maintenance and expansion of the collections etc.” 
minus the amounts for “acquisitions of (Swedish) art,” while 
during fiscal year1981/82 it also included “grants for special 
cultural purposes” (subtotal for “maintenance and expan-
sion of the collections in the photography department”) in 
addition to allocations for “exhibitions of contemporary 
Swedish art abroad” and “exhibitions and maintenance and 
expansion of the collections etc.” minus the amounts for 
“acquisitions of (Swedish) art.” For fiscal year 1982/83, I have 
consolidated the new and temporary item “grants to Swedish 
institutes abroad” (allocations for “exhibitions of contempo-
rary Swedish art abroad” are still recorded in the register of 
appropriations, but not under funds to the National Art Mu-
seums) with the item “grants for special cultural purposes” 
(subtotal for “maintenance and expansion of the collections 
in the photography department”) and the item “certain costs 
for exhibitions and collections etc.” and then subtracted the 
totals for “acquisitions of (Swedish) art.” For the two fiscal 
years 1983/84 and 1984/85, I have added “grants for special 
cultural purposes” (the allocation for “conservation of 
photographs in the photography department”) and “certain 
costs for exhibitions and collections etc.” and then subtract-
ed the totals for “acquisitions of (Swedish) art.” During the 
last seven fiscal years (1985/86–91/92), when it is possible to 
distinguish the allocations for exhibitions etc. in the register 
of appropriations, the curve in the chart is based on the item 
“certain costs for exhibitions and collections etc.” minus the 
totals for “acquisitions of (Swedish) art” which is displayed 
separately in the chart.

The state’s one-time appropriations – 5 million kronor in 
the fiscal year of 1963/64 (in conjunction with the exhibition 
The Museum of our Wishes), 2 million in 1967/68 (compare 
Bjurström 1992, p. 307, 310, 315f, 335 and Meddelande från 
Nationalmuseum no. 89 1964, p. 73, and no. 93 1968, p. 75), and 
5 million kronor for the acquisition of art by woman artists in 
fiscal year 2007, in conjunction with “The Second Museum of 
our Wishes,” (Press release 2007-09-06, Ministry of Culture, 
http://www.regeringen.se) – are not listed in the register of 
appropriations, but are nevertheless calculated into the data 
on which the curve Exhibitions, maintenance and expansion of 
the collections etc. is based in chart 1.

Appendix 2. Administrative Costs 1958–92 in the Register of 
Appropriations
Chart 2 also presents the three museums NM, MM and ÖM 
as a single unit. The bars indicating Personnel Costs in chart 
2 comprise the following items in the register of appropria-
tions: proposed allocations for “wages” 1958–70 and “wage 
costs” 1971–92. The bars for Premises Costs are composed 
of the items “fuel, lighting and water” 1958–61, “expenses, 

fuel, lighting, and water” 1962–68 and just “premises costs” 
1969–92. And finally, the bars indicating Other Expenses are 
calculated in the following manner: in part I have deducted 
costs for “fuel, lighting and water” from the broad heading 
“expenses” 1958–68 (from which I have additionally subtract-
ed expenditure for “educational activities etc.” for 1962 and 
1963), and also subtracted wage and premises costs from the 
aggregate category “administrative costs” for the years 1969–
92 (from which I have also subtracted expenditure for “exhibi-
tions, film and concert operations” for the years 1969–75). The 
allocation item “premises costs” is an untidy and changeable 
category. From 1981 to 1983, estimated funds “for rents, wages 
for custodial technicians, other premises maintenance costs, 
security costs, and expenses for heating and other premis-
es-related costs.” For fiscal year 1984/85, wages for custodial 
technicians are no longer recorded under “premises costs” 
(wages for custodial technicians are instead included under 
the allocation heading “wages” 1984–92). During fiscal year 
1989/90, funds for “security” have been removed from the allo-
cation pot for “premises” (funds for security have instead been 
included under the allocation heading for “wages” 1989–92).

Appendix 3. Administrative Costs 1985–2006 in Annual Finan-
cial Statements and Annual Reports
Chart 3 also presents the three museums NM, MM and ÖM 
as a single unit. (Information regarding the administrative 
costs for Östasiatiska museet for the years 1999–2006 has 
come from chief accountant Dick Wesström at the National 
Museums of World Culture.) “As of 1 January 1995, Prins Eu-
gens Waldemarsudde (PEW) is part of SKM,” notes the Na-
tional Art Museums’ Annual Report 1994/95, p. 42. PEW’s ad-
ministrative costs for the years 1996–2006 are indicated in the 
annual reports. I have subtracted that amount from the costs 
that are presented in chart 3. Since SKM’s annual reports do 
not list the administrative costs for the each of the museums 
separately in the early years of 1994/95 and 1995/96, I have used 
PEW’s average administrative costs for the two following 
years (1996 and 1997) as a standard deduction for half of fiscal 
year 1994/95, and all of fiscal year 1995/96.  The bars showing 
Personnel Costs in chart 3 include “wage costs” in the annual 
financial statements 1985–91 and “costs for personnel” in the 
annual reports 1993–2006. The bars showing Premises Costs 
are based, not surprisingly, on the items “premises costs” in 
the annual financial statements 1985–91 and “costs for prem-
ises” in the annual reports 1993–2006. And finally, the bars 
showing Other Expenses comprise the items “other adminis-
trative costs” in the annual financial statements 1985–91, and 
on the following headings in the annual reports: “other oper-
ational costs” plus “depreciations” 1993–96, “other operating 
costs” plus “depreciations and write-offs” 1997–98, “other op-
erating costs” plus “financial costs” plus “depreciations and 
write-offs” 1999–2006. In the years 1985 and 1986, the security 
costs do not appear in SKM’s annual reports. On the oth-
er hand, “security costs” are recorded separately in SKM’s 
annual reports 1987–91. Unlike the register of appropriations, 
which includes funds allocated for “security” under “wage 
costs” for the years 1989–92 (compare appendix 2), I include 



58the actual costs for “security” 1987–91 under “other costs” in 
chart 3. That makes the annual financial statements 1987–91 
more comparable to the annual reports 1994–99. From 1994 
to 1999, SKM seems to record the actual security costs under 
“other operating costs.” From 2000–06, however, security 
and alarm costs – just like the period 1958–88 in the register 
of appropriations – are classified under “premises costs” (see 
Moderna Museets årsredovisning 2000, p. 34 note 4).

Appendix 4. Sources of Funding 1958–74 and 1985–2006
Memoranda (meddelande) from Nationalmuseum regarding 
the management and expansion of the state art collections 
for the years 1958–74 are easily accessible on the shelves of 
Nationalmuseum’s library on Blasieholmen. These “memo-
randa” from Nationalmuseum differ substantially from the 
“annual financial statements” that the new authority, the 
National Art Museums (1976–99) later used to record their 
operations. Among other things, the accounting figures 
are so scanty in NM’s memoranda that one wonders if they 
were seriously intended to be the authority’s proper annual 
financial statements and not some kind of lay person’s outline 
for a wider audience. A random sampling from the end of 
the period, however, indicates that they do match up. The 
register of incoming documents to the Ministry of Education 
and Research for 1975 and 1976 reveals that Nationalmuseum 
submitted annual reviews for 1973 and 1974 (compare note12). 
The fact that these “annual reviews” for 1973 and 1974 are 
identical to the printed “memoranda” from 1973 (no. 98) and 
1974 (no. 99) is from the following volumes (RA depository in 
Arninge): Utbildningsdepartementet, Kulturenheten: departe-
mentsakter ad acta, Inkomna handlingar E2H volym 1, jan-juli 
1975, dnr 1209 och E2H volym 3, jan-maj 1976, dnr 496. A 
random sampling of documents received by the Ministry of 
Education and Ecclesiastical Affairs at the start of period be-
ing studied also confirms that they tally up (RA Marieberg): 
Register till ingående diariet år 1958 explains that National-
museum’s annual review 1957 (submitted 4 juni 1958, dnr 3611) 
can be traced – via Diarium över inkomna mål 1958, vol 1, 4 
juni, dnr 3611 – to the Ecklesiastikdepartementet, Akademib-
yrån, Dep-ärenden 1958, kartong juni-augusti. It is clear from 
the latter volume that Nationalmuseum simply sent in the 
printed memorandum 1957 (no. 82) as the authority’s annu-
al review 1957. The bars showing Appropriations 1958–74 in 
chart 4 are based solely on figures taken from the register of 
appropriations. It may not be very clear what kinds of reve-
nues are hidden within the category “miscellaneous funds” in 
the memoranda from Nationalmuseum, but the total alloca-
tion that is recorded in the register of appropriations 1958–74 
is significantly higher than the total that is listed in NM’s 
memoranda 1958–74. It therefore seems less likely that the 
printed memorandum contains any information at all about 
budget allocations (for wages, premises etcetera). Apart from 
a few exceptions, (revenues from “tax revenues” 1958–66 and 
“funds for employment policy programmes” 1967–74, which I 
have consistently deducted from the overview, the memoran-
da from Nationalmuseum seem only to record revenues from 
the museum’s operations (see bar Fees 1958–74 in chart 4) and 

contributions from donors and funds (see bar for Contribu-
tions and Grants 1958–74). The bars showing revenues from 
Fees 1958–74 are based, inter alia, on the following revenue 
items in NM’s memoranda: “exhibition funds”, “sales funds”, 
“guide funds”; i.e. admissions and sales revenues. A few items 
may be more fuzzy (e.g. revenues from “archive funds” and 
“museum lecturer funds”), but I have nevertheless consoli-
dated them under the heading revenues from Fees in chart 4. 
It is possible, therefore, that the item revenues from opera-
tions (from “fees”) may be a little high if the allocated funds 
have been erroneously recorded as fee revenues. The results, 
however, cannot have been too skewed as we are talking 
about relatively small amounts under the circumstances. 
As regards the bar that indicating revenues from Contribu-
tions and Grants 1958–74, the situation is less unclear. Apart 
from two exceptions – the state’s one-time appropriation of 5 
million in 1963, and 2 million in 1967 – the memoranda from 
Nationalmuseum records revenues from private donors and 
gifts. Many donations, e.g. Julia Sofia Giesecke’s donation, 
were made as far back as the end of the 1800s (Bjurström 1992, 
p. 139, 307). Minor “revenues” from these – from interest and 
suchlike – are then recorded year by year. I have been inter-
ested in the donation proceeds that were used during fiscal 
years 1958–74, and have therefore made use of that heading in 
NM’s memoranda that totals the “expenses” from the funds, 
i.e. the sums that have been taken from the donations during 
the course of the fiscal year. I have subtracted the state’s two 
one-time appropriations as they are already included in the 
material on Appropriations 1958–74 (which I took from the 
register of appropriations). The bars showing Appropriations 
1985–2006 in chart 4 are specifically based on the item “ap-
propriations” in the annual financial statements (1985–91) and 
the annual reports (1993–2006). The bars showing Fees 1985–
2006 are calculated based on the items “revenues” (in connec-
tion with the exhibitions) in the annual financial statements 
1985–91, and on the items “revenues from fees” plus “revenues 
from exhibitions etc.” in the annual reports 1993–2006. As of 
1999, “sponsorship revenues” are included under revenues 
from “fees”. The first year that sponsorship revenues appear 
in this context, in 1998, they are classified under revenues from 
“contributions and grants”. See Annual Report 1999 for the 
Nationalmuseum including Prins Eugens Waldemarsudde, p. 
30. And finally, the bars showing Contributions and Grants 
1985–2006 in chart 4 are comprised of the following items: the 
sum of the items “contributions and grants” (primarily from 
funds) in the years 1985 and 1986, plus “Stockholm Municipal-
ity,” the item “other funding” in 1987, the items “funds” plus 
“external funds” in the years 1988–91, and the items “con-
tributions and grants from private companies” plus “with-
drawals from donation funds” plus “other contributions and 
grants” in the years 1993–96. Since 1997, the funds have been  
treated as foundations and, therefore, are not recorded in the 
annual reports at all (see Annual Report 1997 for the National 
Art Museums, p. 41). For the years 1997–2006, the bars show-
ing contributions and grants in chart 4 are based on an item 
that has the same name in the annual reports: “revenues from 
contributions and grants.”
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1	 List of people invited to the opening of Moderna Museet in 1958, p. 10, 
Folder F1CB. F4:1, Moderna Museets myndighetsarkiv (MMA). Compare 
people thanked in “Otte Sköld’s speech at the opening of Moderna Museet 
d. 9/5 1958 at 11.30 a.m.”, Moderna Museet 1958–1983, eds. Olle Granath and 
Monica Nieckels, Stockholm 1983, p. 11ff.

2	 “Attire: dark suit,” the invitation cards informed, also noting that “Moder-
na Museet works in partnership with NCC, Pharmacia & Upjohn, Posten 
Sverige AB, SAS Scandinavian Airlines and Svenska Dagbladet”. F5:31, 
MMA.

3	 The opening of Moderna Museet and the Museum of Architecture 12 
February 1998. Seating arrangements. F5:30, MMA.

4	 Regleringsbrev för 2002 (Appropriation Directives), Central museums: 
Institutions, Moderna Museet, Stockholm 2001, p. 155, 160. “Over the 
course of the year, important sponsorship agreements have been reached 
with Pharmacia and SAS,” the National Art Museums states already in 
its Årsredovisning (Annual Report) 1994/95, p. 14. In reference to SKM’s 
annual report three years later in 1997, however, the National Audit Office 
(Riksrevisionsverket) reacted: “In SKM’s appropriation directives, the 
government has not indicated whether SKM is allowed to finance its opera-
tions through additional funding sources such as sponsorship. SKM should 
therefore request clarification from the government whether sponsorship 
may be employed, and in that case to what degree.” Revisionsrapport 1998-
03-31. Statens konstmuseers (SKM) Årsredovisning 1997 (reg. no. 11-134/98). 
In response to the aforementioned auditors’ report, SKM referred to the 
fact that the Committee of Cultural Affairs (Kulturutskottet) in its official 
report Betänkande 1996/97: KrU1 Kulturpolitik, m.m. (prop. 1996/97:3 och 
prop. 1996/97:1 utgiftsområde 17), had stated that “sponsorship is an addi-
tional form of funding for, inter alia, cultural institutions.” That prompted 
the National Audit Office to point out once again that “there is nothing in 
either SKM’s appropriation directives nor any other government decision 
to suggest that funding from sponsorship applies specifically to SKM.” 
Klargörande 1998-08-03 av RRVs Revisionsrapport 1998-03-31 (Reg. no. 
30-1998-0675) över SKM’s årsredovisning 1997 (reg. no. 11-134/98). Statens 
Konstmuseer med föregångare, Förvaltningsenheten (FE), Handlingar en-
ligt dossierplan 1998. F2:110, Nationalmusei arkiv (NM archives). Not until 
the appropriation directives of 2002 , as indicated, was it expressly set down 
that the art museums were permitted to use sponsorship as an additional 
source of funding.

5	 Pierre Bourdieu and Hans Haacke, Free Exchange, Cambridge 1995/2005, 
p. 17. A general definition of symbolic capital reads: “symbolic capital is 
that which is recognised by social groups as valuable and hence is given val-
ue.” See Donald Broady, Sociologi och epistemologi. Om Pierre Bourdieus 
författarskap och den historiska epistemologin, Stockholm 1991, p. 169.

6	 See e.g. Travis English, “Hans Haacke, or the Museum as Degenerate Uto-
pia”, Kritikos. Journal of postmodern cultural sound, text and image, vol. 4, 
March 2007, p. 2.

7	 Carol Duncan, Civilizing Rituals. Inside Public Art Museums, London/New 
York 1995/2007, p. 6.

8	 Bourdieu and Haacke 1995/2005, p. 14ff, 68–76.
9	 I have received constructive comments on the text from Mikael Börjes-

son, Per Eriksson, Raoul Galli, Lena Gemzöe, Peter Geschwind, Ronny 
Pettersson, Patrik Svensson and Johan Söderberg, as well as the higher 
seminar at the Department of Economic History, Stockholm University, 24 
Jan. 2008, for which I am very grateful.

10	 “Records inventories and internal guidelines for archive accumulation, 
archive maintenance, sorting etc. are still missing,” the Audit Office at the 
Legal, Financial and Administrative Services Agency (AO) wrote sternly in 
a report 16 June 1986, Revisionsrapport över löpande granskning av Statens 
Konstmuseers (SKM) budgetåret 1985/86 (reg. no. 11-198/86), “despite the 
fact that AO has been pointing out these shortcomings for several years, 
and must be rectified forthwith” (p. 9). The archive accumulation had 
been taking place intermittently, without any overall plan. “This has led to 
inconsistencies and varying routines. It is thus difficult to get an overview of 
the contents of the archive” (p. 10). During fiscal year 1986/87, Riksarkivet 
(RA, the National Archives) had intended to help SKM to improve the 
routines for archive accumulation and registration (p. 11f). Förvaltningsen-
heten (FE), sorted according to filing plan 1986. F2:1. SKM, however, had 
difficulty implementing RA’s recommendations. SKM was still behind in 
the maintenance of its archives in the 1990s. “Due to lack of funds, SKM 
is unable to implement the stipulations of the new archive law,” they wrote 
in Fördjupad anslagsframställning budgetåren 1993/94–1995/96 (reg. no. 
11-287/92), “and calls for an additional 150,000 kronor, for a part-time archi-

vist, to be added to the administrative costs,” p. 1, 17. Förvaltningsenheten 
(FE), sorted according to filing plan 1992. F2:60, NM archives.

11	 I have made use of archive material that is housed at Nationalmuseum, 
the National Library, Moderna Museet, Riksarkivet in Marieberg, and 
Riksarkivet in Arninge. Most of the archive work could be carried out 
within the scope of the parallel project financed by the Swedish Research 
Council, Konsten att lyckas som konstnär. Socialt ursprung, kön, utbildning 
och karriär 1945–2007, with its overlapping research interests. Documents 
are not organised in dossiers according to subject, but rather are scattered 
throughout Nationalmuseum’s archives for the whole period 1958–85. Not 
until 1986 (compare note 10) did SKM implement a filing plan that, for 
example, collates economic documents under one heading, in dossier no. 11, 
NM archives. That greatly facilitates the work. The gaps in the source ma-
terial are large. For example, the following accounting records in Moderna 
Museet’s archives: huvudböcker för bokföring 1971–78 (G1 vol. 1–2) kass-
aböcker huvudserie (G2a), kassaböcker för utställningsmedel 1966–69 (G2b 
vol. 1–2). Furthermore, certifications are disposed of (G3) ten years after 
the close of the accounting year (MMA). Many thanks to the archivists Eva 
Ioannidis (Moderna Museet) and Gertrud Nord (Nationalmuseum).

12	 Nationalmuseum submitted a sort of annual review “Årsberättelse för år 
1973” to the Ministry of Education and Research (Huvudarkiv, Register 
till huvuddiariet, Inkomna mål 1975, C1B vol. 1), the Ministry also received 
Nationalmuseum’s annual review for 1974 (Huvudarkiv, Register till huvud-
diariet, Inkomna mål 1976, C1B vol. 4. RA Arninge). Compare appendix 4. 
After that, the Ministry of Education and Research has no record of any 
further annual reviews, whether from Nationalmuseum or the National 
Art Museums, for a ten-year period. (No annual reviews or annual reports 
are mentioned in the main archives of the Ministry of Education and Re-
search, main archive; main register, incoming documents under the letter 
K, Konstmuseer Statens: 1977 C1B vol. 6; 1978 C1B vol. 9; 1979 C1B vol. 11; 
1980 C1B vol. 14; 1981 C1B vol. 16; 1982 C1B vol. 19; 1983 C1B vol. 21; 1984 
ingivareregister I-R C1B vol. 24; 1985 ingivareregister J-R C1B vol. 30. RA 
Arninge.) On 29 November 2007, the Ministry of Education and Research, 
via the Government Office for Administrative Affairs, informs in an e-mail 
that they cannot recall any exemptions being granted to the National 
Art Museums releasing it from the requirement to submit annual reviews 
during the years 1975–85. The Swedish Arts Council was established in 1974. 
It took up the middle ground between the Ministry of Education and Re-
search and the museums. During the period 1974–87, there was a committee 
within the Council – (the committee for art, museums, exhibitions – which 
handled certain matters. The period corresponds to the period during 
which SKM did not submit any annual reviews to the Ministry of Educa-
tion and Research. Did SKM submit any annual reviews to the Swedish 
Arts Council 1975–84? No, no annual reviews from SKM have been record-
ed in the Arts Council’s alphabetised register of received 1975–83 during 
the following randomly sampled years: 1977 (Statens kulturråd, Alfabetiskt 
register till diarier, C1B vol. 3), 1980 (Statens kulturråd, Alfabetiskt register 
till diarier, C1B vol. 6) and 1983 (Statens kulturråd, Alfabetiskt register till 
diarier, C1B vol. 9), RA Arninge.

13	 The registers of appropriations are easily accessible at RA in Marieberg for 
the period 1958–95, and at the National Library for the period 1997–2002. 
As of 2003, the register of appropriations is only published in electronic 
form at the National Financial Management Authority (Ekonomistyrn-
ingsverket): http://www.esv.se.

14	 Compare the discussion about the problems that make comparison more 
difficult over time in SOU 1995:85 Tjugo års kulturpolitik 1974–1994, p. 547ff.

15	 Among the overall objectives of the central museums is to “develop and dis-
seminate knowledge and experiences about culture and environment, and 
thereby offer perspectives on society’s development.” See, for example, the 
register of appropriations, Statsliggaren för budgetåret 1995/96, Ministry of  
Culture XI, Centrala museer: myndigheter, p. 14. This formulation appears 
in a slightly modified form in all appropriation directives between 1995 and 
2007.

16	 Compare the National Financial Management Authority’s presentation of  
the funding of state authorities http://www.esv.se/amnesomraden/finan-
siering.4.1f4cdd2feddfe9a348000603.html, 11 Sept. 2007.

17	 How state appropriations were actually divided up among the various 
museums cannot be determined either in many of their own annual 
financial statements and annual reports. “The National Art Museums still 
has no internal budget adjusted to its operations with regular reporting 
requirements. Allocated funds and planned revenues should be distributed 
to the institution and to its individual units,” wrote the Audit Office at the 
Legal, Financial and Administrative Services Agency in the previously 
quoted (note 10) critical report 16 June 1986, Revisionsrapport över löpande 



60granskning av Statens Konstmuseers (SKM) budgetåret 1985/86 (reg. no. 
11-198/86). Förvaltningsenheten (FE), sorted according to filing plan 1986. 
F2:1, NM archives.

18	 Compare Lars Nittve’s discussion about modern museums and contem-
porary art museums, “Det moderna museet – och Moderna Museet,” 
Moderna Museet. Boken, eds. Cecilia Widenheim et al., Stockholm 2004, 
unpaginated. See also Johan Ericstam, “Konstmuseifältet,” Kulturens fält, 
ed. Donald Broady, Gothenburg 1998, p. 245. The Swedish Code of Stat-
utes, SFS 1999:563 Förordning med instruktion för Moderna Museet, stated 
that “Moderna Museet’s mission is to exhibit, reflect, collect and preserve 
modern and contemporary art in all its forms (1 §). In today’s appropriation 
directives it says, “The goal for Moderna Museet is to preserve and dissem-
inate modern and contemporary art.” See for example, Statsliggaren för år 
2007, Utbildnings- och kulturdepartementet, Centrala museer: myndigheter, 
Moderna Museet, p. 1. The latest directive (SFS 2007:1177) does not talk 
about “modern” and “contemporary” art, but about art from the “1900s” 
and the “2000s”: “Moderna Museet’s remit is to collect, preserve, exhibit 
and disseminate art from the 1900s and 2000s in all its forms” (1 §). Com-
pare note 121.

19	 See, for example, directive SFS 1976:439, Förordning med instruktion för 
statens konstmuseer, 4 §. The division of duties between Nationalmuseum, 
Moderna Museet, and Östasiatiska museet is dealt with in 5 §, 6 § and 7 §. 
See also SFS 1999:562, Förordning med instruktion för statens konstmuseer 
med Prins Eugens Waldemarsudde, 2 § and 4 § as well as SFS 1999:563, 
Förordning med instruktion för Moderna museet, 1 § and 4 §.

20	 “A museum without a conscious acquisitions policy runs the risk of  
gradually being transformed into an art warehouse,” wrote the National 
Art Museums, for example, in its appropriations request 18 Aug. 1986. The 
background to this was that “SKM’s ability to make significant acquisi-
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	The exhibition “Önskemuseet” (The Museum of our Wishes) in the winter of 1963–64 was initiated by the Friends of Moderna Museet, based on a concept by Ulf Linde. A large number of works that he believed ought to be part of the museum collection were borrowed, and a miracle took place: Moderna Museet was granted a one-time allocation from the government of five million kronor. Suddenly, the collection could expand into one of the best of its kind in the West.
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	In the Sweden of the early 1960s, however, 5 million kronor for art acquisitions did not seem a particularly large sum of money. In conjunction with the opening of the exhibition The Museum of our Wishes, Pontus Hultén suggested that Moderna Museet in actual fact needed SEK 18–20 million for art acquisitions in order to become a museum worthy of the name. An essentially united press corps agreed with Hultén. Given the price levels in the art market, 18–20 million kronor for art acquisitions was seen as not 
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	As it happens, 5 million kronor in fiscal year 1963/64 corresponds to roughly SEK 50 million in today’s money, Lars Nittve pointed out in a letter to the government and in an editorial in the spring of 2006. The text ended with a call for a “Second Museum of our Wishes” in conjunction with Moderna Museet’s 50-year anniversary in 2008: one million for every year of its existence for the acquisition of works by women pioneers and trailblazers. In the fall of 2007, Minister for Culture Lena Adelsohn Liljeroth 
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	“One should remember that Moderna Museet is completely financed by the Swedish state,” wrote the artist Öyvind Fahlström in 1970. It is true that the state has borne the administrative costs throughout the museum’s 50-year existence (compare chart 1). But who is it that actually sees to it that the institutions’ art collections continue to grow? At the time of this writing, the answer lies close at hand that it is people of means who are taking over responsibility for expanding the state’s art collections, 
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	Chart 4, which like the other charts should be looked at with great caution, shows how the sources of funding for Nationalmuseum, Moderna Museet and Östasiatiska museet was structured during the period 1958–2006. Even if it “has been very erratic” over the years, as Olle Granath recalls, the following general pattern emerges in the chart: money from sources other than the state treasury has made up a significant portion of the museum’s funding throughout the entire fifty-year period. Revenues from fees (gre
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	Chart 4 also underestimates the role that private contributions play in the museums’ existence. It only records cash contributions (cash withdrawals from donations etcetera). The value of gifts (physical objects) from private individuals and institutions, however, is not shown. The art collections are expanded in two ways: in part through acquisitions, with the help of private and public means, but primarily through gifts. During the period 1993 to 2006, where the data is easily accessible, Moderna Museet a
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	Giving and receiving gifts is a difficult art. By way of example, Per Bjurström writes how it was “with subtle fervour,” that Philip Sandblom, surgeon at Karolinska Institutet and vice-chancellor of Lund University, and his wife Grace, “had often already at the moment of purchase considered which artworks would best complement Nationalmuseum’s collection, and thereby also best honour their own contributions as collectors and donors.” As for the publisher Gerard Bonnier, to mention another example, “no matte
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	Moderna Museet seems to have succeeded in the abovementioned balancing act. Though many felt that the museum lost its footing one weekend at the end of January 2001, when the global electronics giant Sony was allowed to display its logo, present its latest CD technology, and hand out an award among the artworks at the museum, in return for the corporation treating the museum visitors, and its potential electronics customers, to the cost of admission. The product placement in the museum environment had profo
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	The fact that their material contribution is small compared to the total revenues does not have to mean that the importance of the big corporations’ presence in the museums is not substantial. The issue is highly charged symbolically. Hans Haacke, for example, is concerned that Europe has taken the first steps toward adopting the American museum model. According to him, it is unfortunate that institutions that once were freed from the domination of the princes and the church, now actively solicit the big co
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	Politics
	As a complement to the economic history of how the museums’ operations have been funded, below is an account of the political history behind the objectives the central government hoped to achieve through those operations. I have studied how the operational objectives expressed in the appropriation directives for Nationalmuseum and Moderna Museet have changed between 1958 and 2007. The findings of this research are surprising. If one bases the account exclusively on the wording in the appropriation directive
	-
	-
	82

	During the period 1958–92, judging from the contents of the appropriation directives and the overview in table 2, the government adopted a hands-off approach: it did not impose any specific operational objectives and did not require any socio-political measures aimed at specific groups. During Carl Bildt’s centre-right government of 1991–94, on the other hand, more specific operational objectives started to find their way into the appropriation directives, as did stipulations requiring measures aimed at spe
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	Below, I shed light on and discuss two of the issues raised by this cursory outline of the history of cultural policy at the institutional level. Firstly, the relationship between cultural policy carried out at various levels of the state; secondly, the relationship between the political rhetoric on the one hand – relating to among other things culture and class during the 2000s – and the economic policy being pursued on the other hand. During the period 1958–92, the relationship between cultural policy at 
	The overall, and ideologically charged, objective of the state’s cultural policy of 1974 – to promote the creation of an egalitarian society – is not included in the appropriation directives of 1958–92. The appropriation directives also make no mention of any of the eight more concrete secondary objectives that were included in the state’s general recommendations, e.g. the targeted measures aimed at helping “disadvantaged groups” (which included children, youth, families with small children, pensioners, the
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	The fact that Moderna Museet was autonomous vis-à-vis the central government at the beginning of the 1970s is confirmed by the commotion surrounding the parliamentary auditors’ scrutiny of the National Art Museums in 1971. Moderna Museet was under the spotlight following a number of exhibitions that, according to the audit office, had “had a very strong agitational and political character.” In particular, this concerned the associated activities that were held in conjunction with the exhibitions. Immigrant 
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	In short, it can be stated that there appears to be a need for the instructions etc. that govern the aforementioned institutions’ operations to be revised, and that in future they should be formulated in such a way as to clearly delineate the bounds within which their operations should be conducted, and whose interests should thereby be provided for. The guidelines for the operations that currently apply have been too general in their formulation, which has been taken advantage of in an inappropriate manner
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	In the margin of Moderna Museet’s copy of the auditors’ memorandum, someone has written, in pencil, “fascism”. These were sensitive issues. The notion that the field of art should be kept free of outside interference was a sacred principle. Neither the state nor the corporations had any business there. Pontus Hultén, who possessed a great deal of social capital in the form of personal contacts, counterattacked. On 11 June 1971, he wrote to the editor in chief of Dagens Nyheter, Olof Lagercrantz, and request
	-

	Dear Olof, you have previously helped us on various occasions […] As you may already have seen, Moderna Museet has been subjected to a violent assault from the parliamentary audit office. I have enclosed a copy. It consists in part of sheer fascist thinking. Now, there may be a parsimonious wind blowing through our country right now, but surely no one has ever dared proceed so brazenly before. […] Tendencies of this kind should definitely be nipped in the bud. […] I hope that you, once again, are prepared t
	91

	Hultén’s request did not fall on deaf ears. On 14 June, he sent a letter to Lagercrantz thanking him:
	Dear Olof, Thank you for your uplifting editorial yesterday. […] What surprises me is how the parliamentary auditors are allowed to engage in this kind of art and cultural criticism so unchallenged. Shouldn’t they restrict themselves to economic issues? Thank you once again. Come and see the utopia exhibition [Utopias and Visions 1871–1981] when you have a chance […].
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	The auditors’ attempt to shift the balance of power in the field of art failed. Not only was their memorandum met with a resounding “No” from the various bodies to which it had been submitted (including, in addition to Moderna Museet, Fören ingen Konst i Skolan (Art in Schools Association), the Swedish Arts Council, the state’s advisors on museums and exhibitions, Nationalmuseum, and NUNSKU (the committee for contemporary Swedish art abroad)), but it also received a cold reception from the government. “The 
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	Meanwhile, Prime Minister Olof Palme explained in a letter to editor in chief Olof Lagercrantz – in reference to the leading article from 19 April – that he stands by the views on artistic freedom that he expressed in Dagens Nyheter on 5 August 1969. “He who disapproves of concrete aspects of the cultural production should naturally criticise the artistic expression, expose factual errors, fight against ideas and values that have provoked his displeasure. That is the way of democracy,” Palme wrote in an art
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	Here the prime minister confirms that art’s integrity vis-à-vis the state must be guaranteed in a democracy.
	Toward the end of the period under study, the cultural policy objectives at the national and institutional levels pointed in different directions. Cultural policy in 1974 had a socio-political core. In the state cultural policy of 1996, that ideologically charged core was gone. However, more ideological operational objectives appear in the museums’ appropriation directives between 1995–2006, e.g. requirements that the museums’ collections better reflect class perspectives. Under the concrete secondary objec
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	Before I move on to the issue of the radicalisation of language in the appropriation directives starting in the 1990s, a few words need to be said about the relationship between deregulation, decentralisation, and commodification of state operations on the one hand, and bureaucratisation on the other. While cultural policy at the different levels was moving in opposite directions, deregulation and bureaucratisation seemed to be moving hand-in-hand along the same course. This is hardly surprising. The goal- 
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	Cultural policy is often linked to lofty rhetoric, where terms like equal rights, gender equality and democracy – and in later years also economic growth, employment and development – are used. At the same time, economically speaking, culture occupies a weak position in Swedish politics. It is therefore hardly surprising that the disconnect between political rhetoric and economic practice easily becomes particularly pronounced in the field of culture. The disconnect also becomes clearly visible in the appro
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	Between “the cultural policy of 1974” and “the cultural policy of 1996” a number of events took place that fundamentally changed Swedish society. A few of them can be mentioned here as a refresher. Noteworthy events on the economic and political front include: the deregulation of the credit market in November 1985, which, from one moment to the next, made the Swedish central bank much more powerful and the Swedish parliament much weaker; the assassination of Olof Palme in February 1986; the deregulation of 
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	An explosion is easy to visualise, but how to visualise an implosion? At first glance, the appropriation directives for Moderna Museet 1997–2005 are just as arcane and intellectually titillating as Lars Nittve’s postmodern exhibition Implosion was at Moderna Museet in 1987. A neo-liberal state that lowers wealth tax and raises the unemployment insurance fees is easy to imagine, but a state steeped in liberal market values that in a long deregulated capitalist system activates, as it were, the autonomist Ber
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	The appropriation directives, however, become less mysterious if one, first of all, relates back to the sociologist Pierre Bourdieu’s notion of a clash between right and left hands of the state. According to this viewpoint, a number of conflicts are played out within the state itself, e.g. between the finance department (right hand), and the various money-consuming ministries (left hand) in charge of social and cultural issues. Even though the people occupying positions within the “right zone” of the state,
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	Then one should also, second of all, tie in to the geo-grapher David Harvey’s thoughts about how it is not necessary at all for political statements in a postmodern world to be firmly rooted in material economic conditions. Thus, it would be completely feasible for the state to demand each year that the collection at Moderna Museet be expanded with works that better reflect the perspectives of women and the working class, without actually making any funds available for the acquisition of such works, and wit
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	Thirdly, the notions about overcoming the injustices associated with “class, gender and ethnicity” imply a radicalism that could be misleading in terms of the appropriation directives from 1997–2005. For there is a word that has been slipped into the appropriation directives, that to some extent leads thoughts in the opposite direction, toward system reproduction rather than system change: the composition of the collections should better “reflect” different groups’ perspectives. Perhaps that should be taken
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	In a society with growing social disparity, naturally the “class” category becomes especially problematic. Should groups that are numerically large in size be more widely re-presented in the collection (and among the visiting public) than small ones? How should the museum’s art buyers, for example, deal with the resource- and vote-rich new middle classes that are proliferating in the centre of Swedish cities? Should their perspective be as well represented as the perspectives of the peripheral municipalitie
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	The Public
	Studies of the museum-attending public hold few surprises. Unlike the volatility of political and economic arenas, social structures are more immutable: the low-educated are, for example, just as rare visitors to the museum today as they were in 1958. Furthermore, the source material dealing with the museums’ visitors is a lot better than that relating to the museums’ finances. Uninterrupted sequential files on visitor numbers over a fifty-year period are even easily accessible directly from the museums’ ho
	During the 200-year anniversary of Nationalmuseum in 1992, the museum’s former director Per Bjurström pointed out the following:
	In the eyes of both the media and the government, Moderna Museet is seen as the crucial crowd-pulling part of the National Art Museums. In reality, however, it has been Nationalmuseum that has enjoyed broader popular appeal and on only five occasions (1965, 1976, 1977, 1982 and 1988) has Moderna Museet achieved higher visitor numbers than its “parent” museum.
	-
	117

	During the sixteen years that have gone by since Bjurström examined the issue in his anniversary book, Moderna Museet has clocked up more visitors than Nationalmuseum on a further seven occasions (1998, 1999, 2001, 2003, 2004, 2005 and 2006). If one looks at the entire fifty-year period, however, the older museum wins hands down against its younger sister in the contest for the most visitors: in 38 out of the past 50 years, Nationalmuseum has had more visitors than Moderna Museet (see chart 5). The visitor 
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	The fact that there is no correlation between the value of culture and the size of the audience goes without saying. The question is whether there is even a simple correlation between many visitors and a large audience. It is misleading, representatives of the Swedish Art’s Council commented in 1972, “to assess the value of the museum’s operations based on the number of visitors. The contents of many exhibitions are disseminated above all through the press to a much greater number of people than visit the m
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	As indicated, Moderna Museet is not supposed to just exhibit, reflect, collect and preserve modern art. Contemporary art is also included in its remit. The central government even goes so far as to state that their goal is for Moderna Museet to be a “leading institution within contemporary art.” Since innovative art by definition lacks any substantial and widely established demand in the present, and is consequently completely focused on the future, it is perhaps more appropriate to evaluate the museum’s pe
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	There is no clear correlation between the amount of funds allocated and the number of visitors. During the 1960s, both funding for “exhibitions, maintenance, and the expansion of the collections etc.” (see the curve with the black circles in chart 1) and visitor numbers (see red and blue curve in chart 5) increased. While funding for exhibitions etcetera continued to go up during the 1970s, the number of visitors, particularly at Moderna Museet, tended to go down. During the first half of the 1980s, the opp
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	The fact that there is no clear correlation between the amount of funds allocated and the number of visitors also becomes apparent when the two museums are compared. Because of the market-oriented system for state property administration, it becomes less meaningful to compare the museums’ state funding toward the end of the period being studied: Moderna Museet’s funding is much higher than that of Nationalmuseum, but then so is its rent. For a few years at the end of the 1970s, however, the register of appr
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	“It is the government’s assessment that Moderna Museet should continue to be responsible for the introduction of innovative art,” Marita Ulvskog among others declared in the Culture Bill 1996/97:3, “to both a narrow and a wider public, and be the leading museum in the country within this area.” The wider public in museum terms has the peculiar distinction of constituting a narrow group in the rest of society. To speak of a “wider public” visiting Moderna Museet, as happened in 2006, for example, when over 6
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	In their classic study of the art-museum-attending public in Europe, Pierre Bourdieu and Alain Darbel demonstrated that the proportion of working-class museum visitors in 1964–65 was low in all the countries they studied: Greece (2 per cent), Holland (2 per cent), France (4 per cent) and Poland (10 per cent). The same findings were obtained in the study conducted in Stockholm under preceptor Harald Swedner’s supervision 1964–65: the proportion of working-class visitors to Moderna Museet was just as low as i
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	Not all social history relating to the museums, however, is static. The gender composition of the museum visitors does seem to have changed over time. In 1965, more men than women visited Moderna Museet (55 per cent), in 2005 the majority of visitors were women (58 per cent).
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	Movements in Art
	Moderna Museet’s donor recognition board in the foyer today comprises fifty-seven names. It is a list of private individuals, all of whom, since the museum opened its doors in 1958, have made donations valued in excess of three million kronor, i.e. a list of private individuals each of whom has exceeded the annual state allocation for art acquisitions. The sponsor recognition board in the foyer, however, contains just ten names. Unlike many other countries, corporate sponsorship of museums is still a rare p
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	While funding for the central museums’ administrative machinery increased exponentially between 1958 and 2007, the allocations for art acquisitions remained consistently low and if anything decreased over time. The state’s funding for exhibitions, and for maintaining the collections, however, has not been quite so meagre. Though the funds earmarked for exhibitions and maintaining the collections have been consistently low throughout the period, part of the funding for these areas lies hidden in allocations 
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	There were no clear correlations between the level of funding for exhibitions and the number of museum visitors. In some years there was an increase in both funding for exhibitions and visitor numbers, in other years the funding for exhibitions increased while the number of visitors decreased, and yet other years, funding dropped while visitor numbers rose. The attempts since the 1960s to broaden the social composition of the museum-attending public has not met with success. Art museums are still the preser
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	In the section that examined the relationship between the museums’ various sources of funding in the years 1958–2006, it emerged that the state appropriations have primarily gone toward paying for rent, security and wages, which raises the question of how the museums’ art collections have been able to expand. The museums have been dependent on their own sources of income (e.g. from admissions and sales) and the support of private benefactors throughout the entire fifty-year period. The contributions from co
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	What is justified, on the other hand, is the fear that the state will withdraw even more of its funding for the museums. As funding from the state declines and funding from private sources increases, so, too, do the problems of claiming that museums are actually public spaces, repositories for society’s “collective memory”, that they serve the public good and not the special interests of generous private donors and sponsors. Moderna Museet’s ability to credibly claim to also be a Citizen’s Museum is largely
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	Appendix 1. Consolidated Items in the Register of Appropriations 1958–2007
	-

	Appropriations to Nationalmuseum during the period 1958–75 also included Moderna Museet and Östasiatiska museet. Appropriations to the umbrella authority the Swedish National Art Museums from 1976–99 included Nationalmuseum, Moderna Museet and Östasiatiska museet. In 1999, Östasiatiska museet was incorporated into the National Museums of World Culture (Statens museer för världskultur) along with the Museum of Ethnography, the Mediterranean Museum, and the Museum of World Culture. The appropriation directive
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	The curve for Administrative Costs (wages, rent etc.) is pieced together from the following items in the register of appropriations: the sum of the items “wages” plus “expenses” for fiscal years 1958/59–61/62; the sum of “wages” plus “expenses” minus sub-allocations for “educational activities etc.” (see below) fiscal years 1962/63–63/64; and the sum of “wages” plus “expenses” for fiscal years 1964/65–68/69. For fiscal years 1969/70–75/76, the curve is based on the item simply called SKM’s “administrative c
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	The curve for Acquisition of contemporary (Swedish) art consists of the following items in the register of appropriations: the sum of the appropriation items “requisition of works by Swedish artists” and the “art acquisitions for long-term loans” during the fiscal year 1958/59–59/60. During fiscal year 1960/61, the following items have been consolidated: “requisition of works by Swedish artists for a) Moderna Museet, b) department of prints and drawings, and c) department of applied art” plus “art acquisiti
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	Finally, the curve for Exhibitions, maintenance and expansion of the collections etc. is based on the following items in the register of appropriations: during fiscal years 1958/59–61/62, on the sum of the items that are listed under the heading “maintenance and expansion of the collections etc.” minus the abovementioned amounts for “acquisitions of (Swedish) art”; and during fiscal years 1962/63–68/69 on the sum of the items “educational activities etc.” (which in the years 1962/63–63/64 formed a sub-categ
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	The state’s one-time appropriations – 5 million kronor in the fiscal year of 1963/64 (in conjunction with the exhibition The Museum of our Wishes), 2 million in 1967/68 (compare Bjurström 1992, p. 307, 310, 315f, 335 and Meddelande från Nationalmuseum no. 89 1964, p. 73, and no. 93 1968, p. 75), and 5 million kronor for the acquisition of art by woman artists in fiscal year 2007, in conjunction with “The Second Museum of our Wishes,” (Press release 2007-09-06, Ministry of Culture, http://www.regeringen.se) 
	Appendix 2. Administrative Costs 1958–92 in the Register of Appropriations
	Chart 2 also presents the three museums NM, MM and ÖM as a single unit. The bars indicating Personnel Costs in chart 2 comprise the following items in the register of appropriations: proposed allocations for “wages” 1958–70 and “wage costs” 1971–92. The bars for Premises Costs are composed of the items “fuel, lighting and water” 1958–61, “expenses, fuel, lighting, and water” 1962–68 and just “premises costs” 1969–92. And finally, the bars indicating Other Expenses are calculated in the following manner: in 
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	Appendix 3. Administrative Costs 1985–2006 in Annual Financial Statements and Annual Reports
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	Chart 3 also presents the three museums NM, MM and ÖM as a single unit. (Information regarding the administrative costs for Östasiatiska museet for the years 1999–2006 has come from chief accountant Dick Wesström at the National Museums of World Culture.) “As of 1 January 1995, Prins Eugens Waldemarsudde (PEW) is part of SKM,” notes the National Art Museums’ Annual Report 1994/95, p. 42. PEW’s administrative costs for the years 1996–2006 are indicated in the annual reports. I have subtracted that amount fro
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	Appendix 4. Sources of Funding 1958–74 and 1985–2006
	Memoranda (meddelande) from Nationalmuseum regarding the management and expansion of the state art collections for the years 1958–74 are easily accessible on the shelves of Nationalmuseum’s library on Blasieholmen. These “memoranda” from Nationalmuseum differ substantially from the “annual financial statements” that the new authority, the National Art Museums (1976–99) later used to record their operations. Among other things, the accounting figures are so scanty in NM’s memoranda that one wonders if they w
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	Notes
	1 List of people invited to the opening of Moderna Museet in 1958, p. 10, Folder F1CB. F4:1, Moderna Museets myndighetsarkiv (MMA). Compare people thanked in “Otte Sköld’s speech at the opening of Moderna Museet d. 9/5 1958 at 11.30 a.m.”, Moderna Museet 1958–1983, eds. Olle Granath and Monica Nieckels, Stockholm 1983, p. 11ff.
	2 “Attire: dark suit,” the invitation cards informed, also noting that “Moderna Museet works in partnership with NCC, Pharmacia & Upjohn, Posten Sverige AB, SAS Scandinavian Airlines and Svenska Dagbladet”. F5:31, MMA.
	-

	3 The opening of Moderna Museet and the Museum of Architecture 12 February 1998. Seating arrangements. F5:30, MMA.
	4 Regleringsbrev för 2002 (Appropriation Directives), Central museums: Institutions, Moderna Museet, Stockholm 2001, p. 155, 160. “Over the course of the year, important sponsorship agreements have been reached with Pharmacia and SAS,” the National Art Museums states already in its Årsredovisning (Annual Report) 1994/95, p. 14. In reference to SKM’s annual report three years later in 1997, however, the National Audit Office (Riksrevisionsverket) reacted: “In SKM’s appropriation directives, the government ha
	-
	-
	-

	5 Pierre Bourdieu and Hans Haacke, Free Exchange, Cambridge 1995/2005, p. 17. A general definition of symbolic capital reads: “symbolic capital is that which is recognised by social groups as valuable and hence is given value.” See Donald Broady, Sociologi och epistemologi. Om Pierre Bourdieus författarskap och den historiska epistemologin, Stockholm 1991, p. 169.
	-

	6 See e.g. Travis English, “Hans Haacke, or the Museum as Degenerate Utopia”, Kritikos. Journal of postmodern cultural sound, text and image, vol. 4, March 2007, p. 2.
	-

	7 Carol Duncan, Civilizing Rituals. Inside Public Art Museums, London/New York 1995/2007, p. 6.
	8 Bourdieu and Haacke 1995/2005, p. 14ff, 68–76.
	9 I have received constructive comments on the text from Mikael Börjesson, Per Eriksson, Raoul Galli, Lena Gemzöe, Peter Geschwind, Ronny Pettersson, Patrik Svensson and Johan Söderberg, as well as the higher seminar at the Department of Economic History, Stockholm University, 24 Jan. 2008, for which I am very grateful.
	-

	10 “Records inventories and internal guidelines for archive accumulation, archive maintenance, sorting etc. are still missing,” the Audit Office at the Legal, Financial and Administrative Services Agency (AO) wrote sternly in a report 16 June 1986, Revisionsrapport över löpande granskning av Statens Konstmuseers (SKM) budgetåret 1985/86 (reg. no. 11-198/86), “despite the fact that AO has been pointing out these shortcomings for several years, and must be rectified forthwith” (p. 9). The archive accumulation
	-
	-
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