


Art in Transfer. Curatorial Practices and Transnational Strategies in the Era of  Pop* is taking a new look on the 

appearance of  popular culture and American art in Europe in the long 1960s as it can be assessed 

from the Stockholm scene. This is a time and place where the Cold War atmosphere was constantly 

felt politically and culturally, also in fluctuations between tension and relative openness. The decade 

opened the "Era of  Pop", reputed not least in Sweden for new intense artistic engagement with the 

USA. But there were also other kinds of  input. The Swedish capital, located in a neutral country 

between the USA and the Soviet Union, is taken as a point of  departure to reassess Neo-Avant-

garde and East-West transnational strategies. During the long 1960s, artistic regeneration happened 

in networks both outside and inside institutions, between metropolises and peripheries. 

Art history surveys have had a tendency to turn these complex modernist cultural exchanges into a 

heroic success narrative. But the West European understanding of  the 1960s art world is now 

undergoing a shift. Recent scholarly exchange, release of  archival resources in Eastern Europe and 

access through digital media offer new material for comparative studies. New generations of  

scholars that were themselves not part of  the 1960s culture have begun to explore this field in 

interesting ways. The conference proposes new theoretical and methodological approaches to 

explore this complex field. While redefining the field of  the Neo-Avant-garde after the Second 

World War geographically and conceptually to include Socialist Europe, it also presents a richer 

texture of  cultural transfer, including new curatorial practices and transnational strategies. In this 

light, the Stockholm art scene not least offers a spatio-temporal model of  how power structures were 

reshuffled, as new production forms, positions and liaisons emerged on the markets and in the fields 

of  art.

Our Call for paper was responded with some really interesting and inventive abstracts. We are 

honored to present the following program with twenty presentations by scholars from several 

institutions internationally, present really thought provoking approaches and perspectives. We also 

would like to warmly thank Hiroko Ikegami, Branden W. Joseph and Piotr Piotrowski, who 

responded to our invitation to give key-note lectures.

Helena Mattson, Associate Professor in History and Theory of  Architecture at KTH School of  

Architecture and a docent in Architecture, has participated in our scientific board, invaluably 

contributing to the assessment of  abstracts and planning of  the program. Without Oscar Svanelid, 

MA in Art History, our excellent Conference Manager, this conference would never have been able 

to put together. We also wholeheartedly thank Daniel Birnbaum, Moderna Museet for the 
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generosity to give space for the conference during two its days, as well presenting a display with 

documentary material. Special thanks to Anna Tellgren and Annika Gunnarsson, Moderna Museet, 

for the cooperation and the curating of  a display of  documentary material from the American Pop 

Art exhibition in 1964 in conjunction with the conference.

Stockholm, June 2014

Charlotte Bydler Annika Öhrner

Senior lecturers at the Department of  Art history, School of  Culture and Eduction, Södertörn University. Bydler is 

Research Leader of  the Cultural Theory stream at the Centre for Baltic and East European Studies and Öhrner Subject 

coordinator of  Art History, Södertörn University.

* The title of  the conference was inspired by the film Stockholm a l’heure du Pop, (Swedish title Popen kommer till stan ) 

produced 1964 by the  Belgian artist Olivier Herdies (1906-1993), residing in Sweden since 1937. 
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Art in transfer. Curatorial practices and 

transnational strategies in the Era of  Pop

Schedule

Thursday Nov. 6th Södertörn University

Registration opens 9.15 

WELCOME NOTES 10.00 – 10.30
Greetings by Charlotte Bydler,
Annika Öhrner & Oscar Svanelid.
Introduction: Annika Öhrner 

KEY NOTE I 10.30 – 11.30
Piotr Piotrowski

SESSION I (Chair: Tania Ørum) 11.30 – 12.30  
Hannah Abdullah
Dávid Fehér

Lunch

SESSION II (Chair: Annika Öhrner) 14.00 – 15.00
Catherine Dossin
Mathilde Arnoux

SESSION III (Chair: Charlotte Bydler) 15.00 – 16.00
Beata Hock 
Tania Ørum  

Friday Nov. 7th Moderna Museet

Coffee 10.00

WELCOME, ANNA TELLGREN 10.20

SESSION IV (Chair: Hiroko Ikegami) 10.30 – 11.30
Sophie Cras
Oscar Svanelid
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SESSION V (Chair: Agata Jakubowska) 11.30 – 12.30
Melissa Mednicov
Eléonore Duchene

Lunch

SESSION VI (Chair: Branden W. Joseph) 14.30 – 15.30
Håkan Nilsson
Helena Mattsson

Break

KEY NOTE II  16.00 – 17.00
Hiroko Ikegami

Moderna Bar

Lördag 8/11 Moderna Museet

Coffee 10.00

SESSION VII (Chair: Anna Tellgren) 10.30 – 11.30
Agata Jakubowska 
Katarina Wadstein Macleod

KEY NOTE III 11.30 – 12.30
Branden W. Joseph

Lunch

SESSION VIII (Chair: Piotr Piotrowski) 14.00 – 15.30
Kim West
Tintin Hodén
Charlotte Bydler

FAREWELL 15.30 – 16.00

CONFERENCE SITES

November 6th. Södertörn University, Auditorium MB 505, Flemingsberg, Stockholm

November 7- 8th. Moderna Museet, the Cinema, Skeppsholmen, Stockholm
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ABSTRACTS

KEY NOTES: 

Piotr Piotrowski, Adam Mickiewicz University, Poznan

November 6th 10.30-11.30; Södertörn University, Auditorium MB 505, Flemingsberg.

Why have there been no great Pop Art curatorial projects in Eastern Europe in the 1960s?

Although East European art historians have noted and analyzed Pop Art transfers from the US to 

some countries in the region (Hungary, Slovakia, and by the end of  the decade Estonia), it looks like 

there have been no significant exhibitions, especially transnational, showing US Pop at that time. 

The first question to be asked is, thus: why were artists in Eastern Europe in the beginning of  the 

1960s, the particular focus of  the conference Art in Transfer, not so very interested in North American 

Pop Art, in contrast to – let us say – artists in Sweden, which in its turn is the point of  departure of  

the conference? The second question I would like to raise will be: shall we conclude from the 

previous observation that Eastern Europe was not interested in North American culture at all, again 

in contrast to Sweden in the early 1960s? If  yes, what does this mean for the geo-history of  

European art that time? If  no, when exactly and on what kind of  art historical field did such 

transfers appear, and what did they mean? A third question might be: if  no Pop Art curatorial 

transnational projects have been found in Eastern Europe, were there other transfers in the “Era of  

Pop,” instead? I assume that the only large scale transnational, even the global curatorial project 

that time in Eastern Europe was the New Tendencies Biennale in Zagreb (1961-1973). Organized with 

the inspiration of  the South American artist Almir Mavignier (based in West Germany), it 

complements the North American geographical vector of  transfer that is found in Sweden. Non-US 

art transfers in Eastern Europe during that time could be framed by the still very strong position of  

Paris. On this ground I will raise the final question: what does the popularity of  Neo-Constructivism 

(later developed into technology and computer art), as well as the Parisian rather than North 

American geo-cultural trajectory, signify in Eastern Europe during the “Era of  Pop” in terms of  an 

art history for the Old Continent?
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Hiroko Ikegami, Kobe University, Kobe

November 7th 16.00-17.00; Moderna Museet, the Cinema, Skeppsholmen.   

The ”New York Connection”: Pontus Hultén’s Curatorial Agenda in the 1960s

As the first public European institution to organize postwar American art exhibitions on its own 

initiative, the Moderna Museet, led by its director Pontus Hultén, played a critical role in the global 

rise of  American art in the 1960s. Central to Hultén’s curatorial agenda was to strengthen the 

museum’s connection with the New York avant-garde, which he established through organizing a 

series of  important exhibitions such as “Art in Motion” in 1961, “4 Americans” in 1962, and 

“American Pop Art: 106 Forms of  Love and Despair” in 1964. This paper will examine how 

Hultén’s curatorial strategies animated the local cultural scene but also created a conflict within it. 

This is well documented by the shifting reception of  Robert Rauschenberg’s Monogram, which was 

shown at the museum in 1962 and entered its collection in 1965. The reception of  the work in 

Stockholm began as an ambivalent response to an icon of  the American avant-garde and then 

shifted to a severe attack against it as a symbol of  American cultural and military invasion in the era 

of  the Vietnam War. As a matter of  fact, a similar change in cultural climate was observed in Tokyo 

as well, another peripheral, yet important site in the global art scene of  the 1960s. While a number 

of  Japanese artists produced Pop-inspired works in the mid-60s, the fad quickly faded toward the 

end of  the decade because of  the increasing anti-American sentiment caused by the Vietnam War 

and the campaign against the US-Japan Security Treaty. Through comparing these cases, I will 

examine the challenge that any peripheral cities such as Stockholm and Tokyo had to face in order 

to strike a fine balance between its transnational ambition and localism. 
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Branden W. Joseph, Columbia University, New York

November 8th 11.30-12.30; Moderna Museet, the Cinema, Skeppsholmen.

Object Worshipping: Notes on Claes Oldenburg’s Films, or the Ballad of  the Turning Woman

In 1969, armed with a recently-purchased 8mm movie camera, celebrated pop artist Claes 

Oldenburg shot a series of  short films, most notably the prosaically (and provisionally) entitled Statue 

of  Turning Woman Being Installed in Front of  Chateau Marmont, Los Angeles. Likely screened publicly only 

once (if  at all) in the context of  the artist’s 1969 Museum of  Modern Art retrospective, Oldenburg’s 

thirteen-minute movie nonetheless represents a certain culmination to the little-known and little-

investigated cinematic endeavors that he pursued throughout the decade. Drawing upon 

unpublished research from Oldenburg’s studio archives, this lecture attempts to flesh out 

Oldenburg’s cinematic interests and pursuits—including collaborations and interactions with 

filmmakers such as Stan Brakhage, Jack Smith, Robert Breer, Ron Rice, John Jones, and George 

Manupelli—as they relate to his more well-known happenings, pop sculptures, and proposals for 

fantastic monuments. Only slightly better-known than Oldenburg’s interest in film is the variety of  

sexually suggestive writings, drawings, and collages he produced in the mid-sixties, works that relate 

integrally to the production and significance of  Turning Woman. When placed back into its proper 

context, Oldenburg’s modest Turning Woman film emerges as a pivotal work within the development 

and transformation of  his aesthetic at the turn of  the decade. A screening of  Turning Woman (on 

digital transfer), arranged by permission of  the artist will accompany the lecture.
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PAPERS:

SESSION I
November 6th 11.30-12.30; Södertörn University, Auditorium MB 505, chair: Tania Ørum. 

Hannah Abdullah, Leipzig University  

Between “Capitalist Realism” and “Socialist Realism”: The development of  Pop Art in Düsseldorf  and West Berlin, 

1963‐1971 

In the early 1960s a new “‐ism” emerged in European art: “Capitalist Realism”. Gerhard Richter, 

who escaped from East to West Germany, coined the term in 1963 to promote the German version 

of  Pop Art he was developing alongside Konrad Lueg and Sigmar Polke in Düsseldorf, including the 

performance “Living with Pop”. Similar to American Pop Artists, Richter was highly elusive about 

the critical motives of  his engagement with western post‐war consumerism. Although the label 

Capitalist Realism was no doubt intended to ironically invert the propagandistic function of  

Socialist Realism, the artist resisted any ideological commitment. 

By contrast, in West Berlin, Richter’s gallerist René Block advanced an explicitly political concept of  

Capitalist Realism as counterpart to Socialist Realism. From September 1964 onwards, when Block 

inaugurated his gallery with the exhibition Neodada, Pop, Décollage, Capitalist Realism, he expanded 

Richter’s ironic label into a curatorial programme for a political avant‐garde. The gallery’s 

catalogue raisonné, The Graphic Arts of  Capitalist Realism (1971) testifies this programme. Whilst the 

frontispiece was an illustration of  Hamilton’s classic Pop image Just What is it that Makes Today’s 

Homes so Different so Appealing?, the images and texts that followed provocatively broaden the history of  

1960s Pop to Socialist Eastern Europe. Block paired the gallery’s artists (K.P. Brehmer, Wolf  Vostell, 

Richter, Lueg, Polke) with works of  Socialist Realism (Willi Sitte, Heinz Zander, Harry Blume, Janis 

Osis, Paul Pedak) according to themes of  sports, leisure, war and patriotism. The political purpose 

of  this didactic exercise was enhanced by image-‐captions that cited, among others, Berthold 

Brecht, Heinrich Mann and Che Guevara. 

Comparing Richter and Block’s conceptions of  Capitalist Realism, the paper examines how the 

development of  Pop Art in 1960s Germany was intensely conditioned by East-‐West relations, and 

how these relations played out differently in the two art-‐centres Düsseldorf  and West Berlin. 
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Dávid Fehér, Museum of  Fine Arts, Budapest

Transformations of  Pop Art: A Case Study on the Hungarian Iparterv Exhibitions 

In 1968 two eminent artists of  British pop art, Derek Boshier and Joe Tilson visited Prague and  

Budapest; their  Smith/Novak event in Prague could be interpreted as a metaphoric reflection on the 

possibilities of  cultural exchanges and transnational strategies between the two parts of  the divided 

world in the cold war era. Boshier’s lecture about the trends of  pop art awoke great interest in the 

dissident art-scene of  Budapest. In the same year the first Iparterv exhibition opened, which was a 

culmination of  artistic trends of  the Hungarian neo-avantgarde and summarized some phenomena 

of  Hungarian art between 1964-68. On the two legendary Iparterv exhibitions (1968, 1969) several 

works  appeared,  which  could  be  connected  to  the  formal  inventions  of  Western  pop  art. 

Nevertheless it would be misleading to apply the term “pop art” without reflection to the Hungarian 

works of  the period: emphasizing formal similarities might conceal the essential differences. The 

works of  the Hungarian “pop-artists” (such as László Lakner, Gyula Konkoly, Endre Tót, Sándor 

Altorjai)  did  not  reflect  consumerist  society  (which  was  non-existent  in  Hungary),  but  rather 

formulated questions of  painterly tradition and the existential  situation under the pressure of  a 

totalitarian dictatorship; therefore it would be more accurate to speak of  pop effects rather than of 

Hungarian pop art per se. Domestic stylistic tendencies of  the 1960s and 1970s defy clear definition 

in Hungary and they hardly conform with Western categories and the vocabulary of  a west-centric  

history of  art. They are saturated with political meaning and were mostly hidden from the public  

eye. My paper focuses on the Hungarian art-scene, mostly on the two Iparterv exhibitions. It examines 

the  Eastern-European  reception  of  pop art  –  the  impact  of  two  1964 exhibitions:  the  Venice 

Biennale and the exhibition “Pop etc.” in Vienna and the importance of  western art magazines. My 

case study on the artists  of  Iparterv opposes the schematic notion of  influence and reflects  the 

dangers of  self-colonization, it examines the phenomenon of  “cultural transfer”, the genuine re-

interpretations,  “translations”  and  transformations  of  “pop-elements”  in  Hungary  and  in  the 

region. 
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SESSION II
November 6th 14.00-15.00; Södertörn University, Auditorium MB 505, Chair: Annika Öhrner.

Catherine Dossin, Purdue University, US; Artl@s

A Distant and Transnational Reading of  1964 through Maps and Graphs

The Spatial (Digital) approach promoted by ARTL@ may help us rethink the curatorial practices 

and transnational strategies in the era of  Pop. ARTL@S offers art historians a collaborative, 

integrated digital environment in which they can trace, compute, and map the transnational 

circulations of  artists, artworks, and styles. Combined with a narrative interpretation of  visual and 

textual sources, maps and their corresponding graphs enable us to escape purely theoretical 

speculation and to replace, as Franco Moretti put it, the “old unnecessary distinctions (high and low, 

canon and archive, such-and-such national literature…) by new temporal, spatial and morphological 

distinctions.”ARTL@S provides therefore a means to expand from solely national narratives, write 

stories that highlight exchanges and connections, showcase the active roles of  so-called peripheries 

and the diversity of  the worlds of  art, and together work towards a global history of  the arts. 

To illustrate the potential of  Spatial (Digital) art history, this paper takes on a series of  international 

exhibitions that took place in Western Europe throughout 1964: XXe Salon de Mai (Paris), 54-'64: 

Painting and Sculpture of  a Decade (London), Nieuwe Realisten (The Hague), Documenta IV (Kassel), Pop, etc.  

(Vienna), Neue Realisten & Pop Art (West Berlin), Figuratie Defiguratie (Ghent), Bilanz internationale Malerei 

seit 1950 (Basel), and Pop Art, Nouveau Réalisme, etc. (Brussels). Charting and mapping these exhibitions, 

their participants, as well as the circulations of  artworks they triggered, we start seeing patterns and 

relationships: the sidelining of  British Pop art, the success of  the young American artists, the 

metamorphoses of  the Nouveaux Réalistes, or the complicated positions of  Eastern European, 

Soviet, and Latin American realists. Ultimately, the maps and graphs reveal how the geopolitical 

contexts shaped different curatorial practices and art historical discourses, and illuminate how the 

power structures of  the international art world were reshuffled during this strategic year.
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Mathilde Arnoux, Centre allemand d’histoire de l’art, Paris

Contemporary Polish art seen through the lens of  French art critics invited to the AICA Conference in Warsaw and 

Krakow in 1960

In 1960, the AICA (International Association of Art Critics) Conference was held in Warsaw and 

Krakow, which marked the first time it was organised east of t he Iron Curtain. While debates were 

being held by art critics from a host of European countries and the United States on the subject of 

“the international character of contemporary art and the role of domestic environments in creating 

this art”, the conference was also an opportunity for the host country to showcase historic 

retrospectives and propose analyses of the contemporary Polish scene. Far from conforming to the 

expectations of the western critics, Polish contemporary art was represented by informal artists at 

the Krzywe Koło gallery in Warsaw, and by paintings from Grupa Krakowska at the gallery 

Krzysztofory in Krakow. Western critics expressed their bewilderment in their reports and columns. 

How should the choices made by the Polish section of the AICA, led by Juliusz Starzyński, be 

interpreted? What sense did the western critics make of the situation, particularly the French critics 

Pierre Restany, father of New Realism, and Jean Clarence Lambert, the future editor-in-chief of the 

review Opus International? Based on research carried out in the art criticism archives housed in 

Rennes, and under the framework of the “To each his own reality” project, we propose to analyse 

the French perspectives on the AICA Conference in Poland. This will involve examining the 

understanding that French critics developed of the Polish scene and the way in which they shared 

this understanding. However, it is through this research that the limits of the French view of Polish 

art will be revealed. Consequently, the broader picture will depict the way in which we see 

exchanges between the countries of the former eastern and western blocs within Europe during the 

Cold War. It will also provide a reflection on the possibilities open to today’s researchers to look at 

the same situation from a different perspective. 
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SESSION III
November 6th 15.00-16.00; Södertörn University, Auditorium MB 505, Chair: Charlotte Bydler.

Beata Hock, Leipzig Centre for the History and Culture of  East Central 

Europe

“162 artists over 50 countries” — Artistic networking in the mainstream and on the margins. Hungary and the 

Global South

In post-war Hungary, artistic connections with the “Third World” had been sought through both 

official and unofficial channels. Cultural diplomacy and exhibition exchange were the means of  the 

former type of  conduit, while Mail Art was of  extraordinary importance for non-mainstream artists 

having only restricted access to cross-border exchanges. Mail Art emerged globally in the 1960s and 

was in fact the subversive appropriation of  a world-wide communication system: the post. It 

involved sending small scale, inexpensive, predominantly concept-based art objects through the 

international postal system, but it easily allowed sending entire exhibitions around the globe at 

insignificant costs. In this capacity it could also function independently both of  the exclusive 

distribution channels of  the Western-dominated art world and the censorship measures in the 

“Second World” or the “Global South”.

The official and unofficial courses did not only differ in terms of  the kind of  art practice both 

advanced, but they also unfolded along distinct chronological lines. Cultural diplomatic linkages 

with non-Western extra-European countries were most actively pursued in the 1950s and early 

1960s, after which period artistic exchanges with Western Europe appear to have regained 

precedence. Mail Art connections with Latin-American and Asian artists started to intensify from 

the mid-1970s on; at a time when some artists in the “Third World” very consciously used this 

originally highly conceptual medium as a platform to report on, and denounce, the political 

repression they were experiencing in their home countries.

The proposed talk follows up these dynamics up until the mid-1980s and early 1990s when 

institutional culture in both regions began appropriating both the existing networks established 

through Mail Art practice and its operation principles for projects to be realized under their own 

auspices.
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Tania Ørum, University of  Copenhagen

Sweden and Denmark in the 1960s: Pop vs Minimal?

During the 1960s there was a lot of  contact and collaboration between the Nordic countries, at an 

official level as well as through informal self-organised networks formed by groups of  artists from all 

the arts. The Moderna Museet was a beacon for all of  the Nordic countries: For instance American 

artists invited to Stockholm went on to visit Denmark, Norway and Finland as well, and there was 

an established collaboration between Moderna Museet in Sweden, the Louisiana Museum in 

Denmark and the Stedelijk Museum in the Netherlands, allowing exhibitions to travel from one 

country to another. Indeed, most Pop Art came to Denmark through Sweden.  Artists’ networks like 

Fluxus established their own routes and connections between the Nordic, East and West European 

countries and the US. Interesting differences between the Nordic countries can, however, also be 

observed. 

This paper will take a closer look at how the new art of  the 1960s was generally seen as Pop Art in 

Sweden, whereas in Denmark Minimalism would seem to be the general term for what went on in 

the 1960s, linking up to other American artists than the Swedish US connections. There were some 

Danish Pop artists (Kirkeby, Brøgger, Davidsen), but  most of  them were also constructivist or 

minimalists. And there was an early transition from Minimalism to Conceptualism which seems to 

be different from what happened in Sweden.

SESSION IV 
November 7th 10.30-11.30; Moderna Museet, the Cinema, Chair: Hiroko Ikegami. 

Sophie Cras, Panthéon-Sorbonne, Paris 

Öyvind Fahlström’s impure pop in a world of  impure Cold War politics

“It converts Pop art into a chic statement of  social consciousness.” With these biting words, the 

conservative art critic Hilton Kramer abruptly dismissed Öyvind Fahlström’s 1969 show at Sidney 

Janis gallery in New York. He conveniently disallowed a singular attempt to subvert artistic 

categories, formulated by an artist who hoped to attack the clear-cut geo-economic divisions of  Cold 

war and post-colonial politics.
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Öyvind Fahlström, a Swedish artist born in Brazil, worked in Stockholm, Paris and New York. In 

the 1960s, he developed a very personal practice of  large-size artworks in the form of  games or 

maps, where abstract shapes became the containers of  innumerable statistics on the economic 

exploitation of  Third World countries and the ravages of  the Cold War. His artworks could often be 

physically manipulated and “played” by the spectators who thus learned “by doing” the rules and 

strategies of  global politics.

This presentation aims to bring a new light on this understudied series of  works. Through new 

archival research and identification of  source images, I propose to show that Fahlström’s geo-

economic games and maps not only reconfigured pop vocabulary by drawing from underground 

American counterculture such as Robert Crumb’s Zap Comix. Fahlström also mimicked and 

subverted the techniques of  visualization of  economic data elaborated by the German economist 

Otto Neurath in the 1920s, very widespread in specialized and mainstream economic literature in 

the 1960s. Felix Greene’s chronicles from Communist countries and Paul Sweezy’s readings of  

global capitalism will also be considered as sources for content and forms. Finally, I will confront 

Fahlström’s fantasized cartographies to his own personal and professional geography, as an artist 

connecting different artistic and ideological milieus. Öyvind Fahlström’s impure pop, I will argue, 

aimed to question equally impure Cold War politics, where given categories and divisions could be 

traversed, condemned, or ridiculed. 

Oscar Svanelid, Södertörn University

Red Surface, Black Death – Political pop in Brazil under military dictatorship

In Sweden during the 60s the question of  the politics of  pop was locked in a quite unproductive 

polarity. One side affirmed that US pop art had nothing to do with politics, as in Pontus Hulténs 

early accounts on the subject. The other side attacked pop for its incapacity to hold a critical 

position in relation to such things as American imperialism and the Vietnam War. In order to get 

an-other position from where to reapproach and rethink the relation between pop and politics this 

paper looks at the development of  pop art in Brazil. 

What interests me is the way US pop acted as stimulus for Brazilian artists to invent strategies 

against the military dictatorship. My focus is on two cases from around the time of  the military coup 

in 1964. I will first look into Waldemar Cordeiro, an Italian-born artist who was the main figure of  
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concrete art in São Paulo during the 50s. Right after the military coup he produced works known as 

the Popcretos; read as a hybrid of  pop and concretism (arte concreto, in portuguese). In these works 

pop can be seen to have pushed Cordeiro beyond the realm of  formal purity towards semantic 

constructions. In these he came to approach socio-political subjects such as the political history of  

Brazil and the future of  resistance.

At the same time, in Rio de Janeiro, was artist Hélio Oiticica starting to acknowledging pop art as a 

possible way out from the studio-based practice of  neoconcretism; a neo-avant-gardistic group 

formed in Rio de Janeiro in 1959. Oiticica saw in the ready-made a possibility for painting to take 

other forms; seeing it as the future of  a painting devoid of  its traditional supports. After the military 

coup Oiticia started to look for painting within the popular culture of  the favela (shanty-town). In 

this peripheral context Oiticica witnessed police brutality, but he also found a tragic force in which 

he invested his hopes.   

SESSION V
November 7th 11.30-12.30; Moderna Museet, the Cinema, Chair: Agata Jakubowska.

Melissa L. Mednicov,  Sam Houston State University, US

Transmitting Global Pop: The Dylaby Exhibition

My paper will look closely at the landmark Pop (or, one could argue, Neo-Avant-Garde) exhibit, 

“Dylaby” (meaning Dynamic Labyrinth) at Amsterdam’s Stedelijk Museum in September 1962, 

which featured an international group of  artists including: Niki de Saint Phalle, Jean Tinguely, 

Martial Raysse, and Robert Rauschenberg.  And, in particular, I will focus on one work: Martial 

Raysse’s Raysse Beach (1962). 

Raysse Beach occupies a tenuous position in Pop art’s history: frequently reproduced and rarely 

analyzed.  While seldom written about, the work makes an important statement with its inclusion of  

a jukebox that plays music.  Guests were invited to interact with the different works in the exhibition 

and Raysse Beach, included a jukebox which played the top hits of  the year. This Pop installation used 

music (American music) to disrupt (or enhance) how viewers interact with the work (such as 

encouraging visitors to dance). 

15



Typically Raysse is seen as responding to a French context; however, I will place him within an 

international context, especially since Raysse Beach emerged in an international exhibition.  While 

Raysse is a native from Nice, and the Côte d’Azur is often a featured locale of  his works, the title 

and jukebox lend an American influence, as does the title “Raysse Beach” (never Raysse Plage).  In title 

and in materials, the work remains rooted in an American environment. My paper will consider 

how, within this international exhibition that presented different variations and global connections 

of  Pop art in Pop art’s nascent age, music was included as an integral part of  Pop’s presence and 

expansion—and its ramifications within the museum setting. 

Eléonore Duchêne, Université Libre de Bruxelles  

The exhibition Hon – en katedral at Moderna Museet Stockholm (1966) 

The case study of  the historic exhibition Hon – en katedral has been widely debated in Art History 

field, with papers describing the project as a work of  art of  three artists such as Niki de Saint-Phalle, 

Jean Tinguely and Per Olof  Ultvedt. On the other hand, a few papers discussed how this exhibition 

was a manifesto for the concept of  open museum developed by the Moderna Museet director, 

Pontus Hultén. However, these perspectives have not adequately addressed the issue of  how the 

artistic and the museum project worked together to challenge the institution from inside. 

My paper addresses the issue of  the collaboration between artists and curator as symbolic vision of  

art in the 60s and with a special focus on the exhibition as a significant medium. We will describe 

Hon as a mise en abyme of  the museum, questioning from inside the role of  art and of  the institution. 

Specifically, in my project, I will be looking at two paradigms which are the actors of  the project and 

the device implemented, in order to show how Hon reflected what art and exhibition should be 

according to the main actors, but also how the different spaces and works of  art inside Hon reflected 

the museum institution itself. In conclusion, this project, by closely examining Hon exhibition as a 

fiction wanted by the different actors, sheds a new light on a recognized but 

unexploited possibility: the exhibition Hon – en katedral as a construction reflecting ideas of  a 

particular time. 
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SESSION VI
November 7th 14.30-15.30; Moderna Museet, the Cinema, Chair: Branden W. Joseph.

Håkan Nilsson, Södertörn University

Olle Bærtling, Individuality and Collective at the End of  European and American Modernism

Olle Bærtling is probably the internationally best known Swedish representative for post-war 

modernism, whose abstract non-figurative paintings are emblematic for the period. He often 

partook in an international context, frowning upon the smallness of  the Swedish art scene, exhibited 

at the prestigious gallery Denis René in Paris and would later in his career also exhibit extensively in 

the USA. This background has made him an interesting object for discussing how the definition of  

modernism came to be an American privilege; be it of  European or American origin. 

Thus, Bærtling balances between two understandings of  abstract arts’ position in contemporary 

sixties art scene. However, in my future research project I propose a shift of  perspectives, bracketing 

Bærtling as the symbol for the individualistic artist with megalomaniac ambitions he has become, 

looking at his collective works instead. 

Like many other European artists, Bærtling was involved in several constellations, where Groupe 

Espace in France and Aspect in Sweden form the most important ones, as they both strived towards a 

synthesis of  the arts. I am interested in what kind of  impact these constellations formed on Bærtling, 

and reversed. Initially, I would focus on two important aspects: What kind of  relationships 

developed in these constellations? Were they “hives” where the artists developed a common ground 

for non-figurative art, disseminated over Europe, or were they mere constellations of  individuals? 

What kind of  relationships did these constellations form between non-figurative art, post-war 

architecture and the notion of  space; what influence did they have on the architectural ideals of  the 

time? Both questions should be discussed against a broader ideological background, such as 

abstraction as a symbol for democracy in post-war Europe and the use of  space to “discipline” the 

modern subject.
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Helena Mattsson, KTH School of  Architecture, Stockholm  

Architectural demonstrations: Full-scale environments at Moderna Museet 1966-1977 

Curating exhibitions in the 1960s several European artists and curators came to use the concept of  

play and the format of  full-scale environments. This could be understood both in political terms and 

as a description of  the relation between the subject and the object, i.e. as a rhetoric strategy and as a 

spatial technique. Architectural elements in scale 1:1 created an environment where the visitor was 

considered as an engaged and playing participant constructing meaning when acting in the 

installation. The turmoil in the years around 1968 implied a rethinking of  criticality, and critical 

theory, and these exhibitions could be seen as investigations into new formats of  criticality expressed 

through corporeal experiences, play and creativity rather than intellectual and rational explanations.  

With the exhibition scene founded by the museum director Pontus Hultén at Moderna Museum in 

Stockholm as a starting point this paper will discuss the implications of  play and full-scale 

environments in curatorial practices. The turn towards these engaging environments in the 1960s 

and 1970s marks a curatorial breakpoint characterized by investigations into new formats of  

critique, but it also marks a paradoxical moment were critique became a commodity on sale and the 

architectural experience paved the way to the market. The tension between societal critique and 

politics on one hand, and aesthetics on the other, will be elaborated in the paper.

Three exhibitions at Moderna Museet frame the period under consideration in this paper: Hon, (”She” 

by N. de Saint Phalle, J. Tinguely, and P.O. Ultvedt,1966), Modellen (“The Model”, by Palle Nielsen 

1968) and ARARAT (1977). The period covers the development of  the exhibition as a real-life 

experience located inside the field of  aesthetics to an event questioning the fundamental idea of  an 

art institution. 
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SESSION VII
November 8th 10.30-11.30; Moderna Museet, the Cinema, Chair: Anna Tellgren.  

Agata Jakubowska, Adam Mickiewicz University, Poznań

Women artists and Pop. Maria Pinińska-Bereś and Alina Szapocznikow 

This paper focuses on two Polish women artists’ relationship with pop art. Maria Pinińska-Bereś 

(1931-1999) and Alina Szapocznikow (1926-1973) functioned in distinct artistic circles and their 

artistic careers developed differently. Pinińska-Bereś was related to the Cracow Group centered 

around Tadeusz Kantor and had hardly any international contacts (although it is known that she 

read “Art in America” in the 1960s). Szapocznikow lived between Paris and Warsaw since 1963, she 

was close to Pierre Restany and nouveau realisme and exhibited widely in different countries. In the 

second half  of  the 1960s pop elements appeared in works created by both artists. The comparative 

interpretation of  their sculptures and the reception they received will be proposed. Its aim is to 

extend the existing discussion on the relationship between women artists and pop by taking into 

account the transnational perspective. What I will concentrate on are diverse channels of  circulation 

of  ideas, such as crossing borders by artists and critics, artworks and art magazines etc. I am 

interested in how this diversity influenced the creation of  multiple variations of  pop. 

Katarina Wadstein MacLeod, Södertörn University

The Domestic Paradox

As several thinkers have explored, to have a home, to be at home or the longing for home is a shared 

human experience across cultures and generations. Home as a theme in art has kept resurfacing 

across the centuries not the least in the 20th century. But is it really a shared experience? This paper 

proposal comes out of  a comparative study that analyse the way in which the concept of  domesticity 

in art is a longing in a philosophical sense; an aesthetic tradition in art in the long 1960s across 

continents - but also the importance of  recognising the heterogeneity of  the term. 

In countries in the west where the women’s movement changed society, such as the US and Sweden, 

domestic scenes set in the home became political, ideological and aesthetic issues for liberation, 

emancipation and class struggle during the period. In the socialist countries such as the USSR and 
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Poland representations of  home in art got a different trajectory. If  the women’s movement in the 

west wanted to break free from the home in Sweden making the personal political, state politics in 

totalitarian states intervened in the detailed everyday running of  personal life.

What happens when representations of  domesticity is compared aesthetically and against its specific 

geographical, cultural and political contexts? In this paper case studies of  art works by Swedish 

Anna Sjödahl, Polish Jarosław Kozłowski and North American Martha Rosler are set against their 

cultural and temporal specificity.. 

SESSION VIII
November 8th 14.00-15.30; Moderna Museet, the Cinema, Piotr Piotrowski.

Kim West, Södertörn University 

Actually Existing Recuperation: The Culture Center Project, 1963–1970 

This paper wants to outline the origin and development of  the Culture Center Project in 

Stockholm, from 1963 until 1970. In 1963, a public debate launched the idea of  moving 

Stockholm’s Moderna Museet from the island Skeppsholmen to the city center, then in the midst of  

a vast restructuring and modernization process. From 1966 on, architect Peter Celsing was attached 

to the project, now known as the Culture Center (Kulturhuset). In dialogue with Celsing, Pontus 

Hultén, famous director of  Moderna Museet, along with a group of  curators, pedagogues, and 

information specialists, notably Carlo Derkert and Pär Stolpe, developed an advanced and highly 

innovative plan for the future museum. According to their proposals, the Culture Center would be a 

radically democratic information center, based on participatory creation and coexistence. It was to 

become a ‘catalyst for the active forces in society’, adequate for an understanding of  culture as ‘a 

process, an attitude that is creative and revolutionary’. In the group’s different drafts, a vision of  a 

future mode of  exhibitionary practice emerges that combines the principles of  the ‘open museum’, 

developed at institutions such as Moderna Museet and the Stedelijk in Amsterdam, with concepts 

and models adopted from progressive information and systems theory, and energies and ideals 

emanating from the radical social movements of  the late 1960s. In 1970, the negotiations between 

Moderna Museet and City officials broke down, over a disagreement regarding questions of  

executive authority and financing (would Moderna Museet, part of  a national museum 

administration, or the Culture Center, a municipal project, foot the bill? And who would be in 
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charge?). When the Culture Center, one of  the great architectural achievements of  the Swedish 

post-war period, was first put to use in 1971, its tenants was the Swedish parliament, who used it as 

a temporary headquarters for a decade. 

Tintin Hodén, Linköping University  

Another story –Pontus Hultén and the era of  pop 

When studying the history of  Moderna museet it is almost impossible to escape the cult around the 

museum’s former director Pontus Hultén. His personal interest for American modernist artists and 

his close relationship to Billy Klüver, the founder of  EAT, has been casted as the main reason that 

the museum exhibited Pop Art as early as the 1960s. Moderna museet’s interest in Pop Art 

culminated with the exhibition New York Collection for Stockholm in 1973. This exhibition marked the 

end of  the project New York Collection, which had been initiated by Klüver in the early 1970s. In 

connection to the exhibition around thirty artworks were donated to Moderna museet, which, 

according to the museum, meant that it acquired on of  the world’s finest collections of  American art 

from the 1960s. 

However, due to the political climate, the exhibition was severely criticized in the Swedish press. The 

critics felt that Moderna museet misled the public by calling New York Collection a donation when, 

in fact, the Swedish government had contributed with 100 000 dollars to the project. They also 

claimed that Hultén had too much influence over the museum’s acquisitions of  international art, 

and that his interest in American modernism was made at the expense of  Swedish art. Finally, the 

critics argued that Hultén and Moderna museet, by cooperating with EAT, represented the interests 

of  U.S. imperialism. 

This paper sheds new light on the debate by arguing that one of  the underlying reasons for the 

critique were diverging views on Moderna museet’s mission. While the museum promoted the high 

art of  late modernism the critics requested a figurative, political art. The analysis of  the debate thus 

offers an alternative to the conventional, heroic story of  Pontus Hultén. 
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Charlotte Bydler, Södertörn University

Copy + past(e): Tatlin’s Monument to the Third International at Stockholm Moderna Museet

Copies or replicas are frequently seen in exhibitions. Far more than being a practical solution when 

a piece is inaccessible, reconstructive work can be discussed in terms of  transfer of  concepts and 

poetics. I propose to frame a particular art history transaction with Pop and/or Constructivism. 

The question is: do these conceptual frames approach the categories of  fine arts and applied arts 

art, copy and original, in similar ways? 

Between July and September of  1968, Stockholm Moderna Museet hosted an exhibition of  

Vladimir Evgrafovich Tatlin’s work. Tatlin’s name is forever tied to the spectacular Monument to the 

Third International (1919-1920), a celebratory Constructivist tower for the Petrograd Comintern 

headquarters in industrial materials that would have been 400 meters high – would it have been 

realised. Instead it is known from photos and models, or rather copies of  models. At the Moderna 

Museet in 1968, the audience could gaze at precisely one such copy of  the Monument. The curatorial 

team at Moderna Museet – notably Carlo Derkert, (Karl Gunnar) Pontus Hultén, Ulf  Linde, and 

Per Olof  Ultvedt arranged with the Danish historian Troels Andersen and Tatlin’s assistant T.M. 

Shapiro to have the model built and installed at the exhibition. Negotiations with the Soviet 

Ministry of  Culture over loans for the Tatlin retrospective were particularly hard, and the exhibition 

finally mounted copies and documents. (Leleu, 2005 & 2007) Tatlin’s own first model and a replica 

that he made were lost, but photos and a text by Nikolay Punin (1919) offered 

guidance in the reconstruction. 

A catalogue with texts by Tatlin and Andersen accompanied the Moderna Museet show. But 

Hultén’s interest in the tower had started earlier, and he was later involved in producing another 

copy for Centre Pompidou. Thus the copies and (re-)production ideologies successively transcended 

Tatlin’s own texts and work. I will discuss conceptions and practices of  copies as intimately 

connected with art historical transfer. What do we see in the case of  Tatlin’s Monument: 

Constructivism, Pop, or both?’
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the book Måleriets rum (The space of  Painting) 2009. He is on the board for the Bærtling 
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1938) self-portraits of  herself  as a girl. Her main concerns are modern art, with a particular focus 
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