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INSTI T U TION
In the cour se of de v e l o p ment, in stituti ons can sta gna te; formal or ganisa ti on, 
or "in stituti ona l isa ti on", has sometimes entailed that symbols, career paths, 

positi ons and private inter e sts have come to domina te an in stituti on, 
to the detr iment of its or iginal objecti v e s.

HOSPI TAL ISATION
H os p ita l isa ti on, sometimes called h o s p i tal artefact or institution syndrome, can

oc c ur in all in stan ces when a per s on is ta ken into care, and is cha ra cter ised 
by vary ing de grees of apath y, an ina b i l ity to ta ke initia tives and make plans, 

and an oblitera ti on of ind i vidual fe a tur e s.

From the Swedish Nati onal Encycl o pe d ia, Nati ona l en c y k l o pe d in
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The Fo und a ti on Culture of the Future was fo unded by the Swedis h
G o v ern ment in 1994, on the basis of capital from the dis c ontinued wage -
e a rn er fund s.

The pur pose of the Fo und a ti on is to provide fund ing for long term and
inn o v a tive cultural projects.

The Fo und a ti on has now be en in ex isten ce for six years and has con-
tr i b uted nearly 450 million Swedish kron or towards supporting more than
9 50 differ ent cultural projects dur ing that per i o d. For more in form a ti on,
p l e ase visit the Fo und a ti on’s website at www. f ram tiden sk u l tur. se .

Pr o j ect mana ger for the Fo und a ti on’s programme Renewal of Cultural
I n s t i t u t i o n s ( 1997 – 2000). Artistic director of the art ga l l ery Edsvik kon st
och kultur. Fr e e lan ce dram a tic director for plays in cl u d ing The Pe l i c a n a t
U p sa la Sta d ste a ter, A Dream Play at Omsk Dram a tic The a tre in Russia,
and To Dam as c us at the Russian Dram a tic The a tre, Ta l l inn, Estonia.
S c r ip t w r iter for the CD- ROM Bakom kulisserna, Strindbergs Pe l i ka n e n
( B ehind the scenes, Str ind berg’s The Pe l i c an ) .

Pr o j ect sec r eta ry of the Fo und a ti on’s programme Renewal of Cultural
I n s t i t u t i o n s ( 1997 – 2000). Litera ry adviser at the Swedish Radio Dram a
( 1989 – 1996), Editor - in - chi ef of Te a tertid ningen sin ce 1988. Post gra d u -
a te stu dent at the Instituti on of The a trical Studies, Stock holm Uni v er sity.
M a in scrip t w r iter for the CD- ROM Bakom kulisserna, Strindbergs
Pe l i ka n e n ( B ehind the scenes, Str ind berg’s The Pe l i c an ) .
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In 1995, the Fo und a ti on Culture of the Future emb a r ked on its externa l
a cti vities by ann o un c ing the opportunity to apply for fund ing for cultura l
p r o j ects. The cond iti ons for obta ining fund ing were intenti onally wor ded in
s u ch a way that every one, rega r dl e ss of whether they were an ind i vid u a l
or an or ganisa ti on, could apply for grants accor d ing to the rela tively loose l y
o ut l ined ru l e s.

The under l y ing idea was to thor o u ghly survey both the ex pecta ti ons on
the Fo und a ti on and the im a gina ti on of those in v olved in cultural life and
a rtistic pur s u its. It was essential that the Fo und a ti on’s work sho u ld not be
b ased on pre-con ceived noti ons, but that it sho u ld in stead evolve in dia-
logue with the outside wor ld. The app l i c a ti ons were part of this dia l o g u e
that was also pursued in se v eral other arenas.

A nd we got what we asked for – in 1995, the Fo und a ti on rece i v e d
2 , 800 app l i c a ti on s. A vast nu mber of the se came from esta b l is hed in sti-
tuti ons whi ch submitted project - or i ented app l i c a ti ons on behalf of wha t
c o u ld be rega r ded as ongo ing acti vities, i.e., projects that they had be en
enga ged in for longer periods, or had wanted to enga ge in, but that wer e
no longer gi v en prior ity within the main or ganisa ti on, alterna ti v e l y, im por-
tant de v e l o p ment projects that they were unable to finan ce within the
l im its of their regular fund ing – partly due, to put it blunt l y, to an ina b i l ity
to rec on sider their prior iti e s.

The Fo und a ti on ra p idly faced an im portant water s hed in this respect.
How was the Fo und a ti on to contr i b ute optimally to de v e l o p ment within
e sta b l is hed in stituti ons, witho ut running the risk of be ing swam ped by
a pp l i c a ti on s. There is a time lim it to the Fo und a ti on’s assign ment, and it
c ann ot , ther efore, ass u me respon si b i l ity for continu o us opera ti on s.

The cho i ce stood bet w e en continu ing to proce ss app l i c a ti ons from cul-
tural in stituti ons, and their under l y ing needs, str i ctly accor d ing to the ru l e s
that would gradually need to be tightened and cla r i fi e d, or ta king a cla r i-
f y ing initia tive in the fi e ld. Cultural in stituti ons comprise a la r ge secti on of
the Swedish cultural fi e ld and are na turally entitled to reas onable scope
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w ithin the opera ti ons of the Fo und a ti on .
After exten sive dis c ussi ons, it was dec ided that a programme sho u ld

be initia te d, under the clay - fo oted he a d ing of ‘‘Development of ex isting
c u l tural in stituti on s ’ ’.

The task de s c r ip ti on was clearly in stru mental – the Fo und a ti on wan-
ted a study to be per forme d, in the form of a dialogue, th r o u gh a nu mber
of open dis c ussi on s. The pur pose of the study was to set the cour se for
the Fo und a ti ons future acti vities in this fi e ld.

It proved difficult to find a few active and competent people in Swedis h
c u l tural life who dared ta ke on the task of dis c ussing the predicament of
in stituti ons on behalf of the Fo und a ti on. But that is an other story.

H a pp i l y, the project came to be handled by Maria Fr idh and Rikard
H o o g land, who succe e ded in a highly competent way in initia ting and
c o m p l eting a qualified de b a te on this complex and ur gent iss u e .

A detailed summ a ry of the se sem inars – open, albe it directe d, dis c us -
si ons – is available at the Fo und a ti on’s website, www. f ram tiden sk u l tur. se .

N a tura l l y, the in stru mental guide l ines soon bec ame obsol ete, as open
d is c ussi on took over. As you will see from the report , the journey in some
w ays bec ame the de stina ti on. In fo ur carefully prepared sem inars a nu m-
ber of issues were them a tically de b a te d. The sem inars were to in f l u en ce
both the acti vities them selves and public de b a te .

It was agreed that a tra d iti onal, summ a r ising report would not be pro-
d u ce d. Inste a d, the mana gers of the survey would report in book form on
a few texts dis c ussing the problems that emer ged in the study and sem i-
nars, as a form of relay baton. The mater ial in the book will also be avai-
lable on the Fo und a ti on’s website. Our ho pe is that the texts can serve as
a sta rting - po int for further dis c ussi on s.

12
CH A NGE IS POSSIBLE
F ORE W ORD

J onas Ander s on
MD, The Fo und a ti on Culture of the Futur e

https://www.framtidenskultur.se


CH A NGE IS POSSIBLE
CON T EN TS

contents for e w ord 10

introd u ction 16

T HE ASSIGNMEN T 18

W H AT IS A CULT URAL INST I T U T ION 20

b u ildings 2 2

t he assign ment 2 8

ART POLICY / CULT URAL POLICY 3 1

f unding 34

RE GION A LIS AT ION 3 7

N AT IONAL ASSIGNMEN TS 38

SP ONSORSHIP 39

t he contents 4 2

collecting 46

de m oc racy and the prod u ction of cu l t ur e 50

f lex ib ili ty 54

mediators / link s 60

amate uris m / p ro f essionalis m 6 4

t he au di en ce 68

staff 72

mana ge ment 76

CRISIS SI T UAT IONS 79

art ed u cation 86

is it possib le? some con c l u ding remar k s 9 2

BLEAK PRO SPE CTS ? 94

r e ports pu b lis hed by the programme 98



So, what kind of text is this? Offi c ia l l y, it is the final report of the
Fo und a ti on Culture of the Futur e ’ s p r o gramme Renewal of Cultural
I n s t i t u t i o n s, b ut this is ha r dly a tra d iti onal stu d y, nor does it ex p r e ss the
o p ini ons of the Fo und a ti on. The per s pective on cultural in stituti ons, and
the ide as that we present, are our own per s pectives and ide as, based on
the ex per i en ces we made over the three years the programme has
ex iste d. Th r o u gh dis c ussi ons in a con s u l ta ti on gr o up, at sem inars and
d ur ing our study to urs, we have posed new questi ons and te sted the rele-
v an ce of the the ses we presente d.

We per ceived that there was a great need to dis c uss issues con cer-
ning cultural pol i c y, the internal life of in stituti ons, ways to break the 
sta l em a te. When our project be gan, si l en ce was alm ost complete in the
fi e ld of cultural policy; even many of the artists dis p layed a massive la ck
of inter e st in dis c ussing such iss u e s. This was probably due to a fe e l ing
that the de b a te was never cond u cted on their terms, and that no one was
inter e sted in what artists had to say.

C u l tural policy was one of the final great build ing - b l ocks of post - w a r
welfare soc i ety. Great ho pes were pinned on culture, not least with rega r d
to its potential to attra ct la r ger and broader audien ce s. But there was also
a be l i ef in the potential of culture to contr i b ute to the de v e l o p ment of
s oc i ety. In the previ o us dec a de, this as pect – culture as a good he l p m a te
– has be en em p hasised in fi e lds where other pol itical me as ures have 
failed: from public he a l th to inte gra ti on .

We ho pe that this text will inspire and gen era te de b a te. So me will most
l i kely feel that we are tr e a d ing on their toes and dem and what right we ha v e
to ex p r e ss the se views, but our back gr o und in the arts and in art distr i b u-
ti on, within and inde pendently of in stituti ons, gives us reas on to believe tha t
we are capable of ta king an inde pendent , critical view of the cultural in sti-
tuti on s. One of our basic questi ons has be en why it is so difficult for in sti-
tuti ons to foc us on the acti vity, and why the prin c ipals so rarely dare ha v e
c on fiden ce in the mana gement and opera ti ons of cultural in stituti on s.
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The assign ment form u la ted by the Fo und a ti on for the programme in cl u de s
the fol l o w ing :

‘ ‘ The Fo und a ti on has dec ided to con centra te more on en c o ura ging
r en e w al of ex isting cultural in stituti on s. By form u la ting programmes for pilot
p r o j ects, etc, in this fi e ld, the Fo und a ti on will attempt to initia te proce sse s
that may have more of a long - term ef fect in that they en c o ura ge ren e w a l
and a positive attitude to change in different cultural institutions. A discussion
a bo ut renewal of work forms could also be dis c ussed in this context.’ ’

The idea was that the Fo und a ti on would define active programmes for
v a r i o us pilot projects already after the programme had be en in pla ce for a
y e a r, and that a couple of pilot projects would be la un ched already at the
sta rt of the programme. However, the in stituti ons them selves prevente d
this. Inste a d, our acti vities (in agr e ement with the Fo und a ti on) were to con-
centra te on en c o ura ging a positive attitu de to change within the cultura l
in stituti ons by me ans of public opini on, and to create dis c ussi on foru m s. 

We noti ced early on that there was a dorm ant need to dis c uss cultura l
policy issues, and the programme area has ther efore in f l u en ced and 
p a rti c ip a ted in, the de v e l o p ment towards a questi oning of the curr ent
sta gnant cultural pol i c y. Many opini ons that were vi rtually ta boo when we
sta rte d, are now widely emb ra ce d.

At an early sta ge the programme formed a con s u l ta ti on gr o up, whi ch
r e p r e sented differ ent areas1, and dur ing the fi r st six months (autu m n
1997) we or ganised a sem ina r, Crisis and renewal, at whi ch we dis c usse d
issues such as hi era r chies and prin c ipals of cultural in stituti ons, artisti c
q u a l ity ver s us cultural policy goals, ways in whi ch our per ce p ti on of the
w or ld is in f l u en ced by new vi rtual and ge o gra p hical centres of tho u ght.
The sem inar also provided opportunities for us to in v e stiga te whether
others shared our opini on abo ut whi ch subjects needed to be dis c usse d.
O ur idea was to in vite a ‘‘Mini -S w e den ’ ’, representing the cultural in stitu-
ti ons, to the sem ina r. We in vited representa tives from ind ustr ial citi e s
under go ing change (Norr k ö p ing, Borås, Gävle), rural areas (Got land and

J ä m t land), big cities (Stock holm, Gothen b urg and Malmö) and northern
c ities (Sund svall, Umeå, Ske l l efteå and Luleå). The most difficult thing
w as to get the prin c ipals (i.e. cultural pol iti c ians) to attend the sem ina r.

In spring 1998, we visited the pla ces that had sent de l e ga tes to the
sem ina r, to me et representa tives of cultural in stituti ons, people wor king in
c u l ture, boards, councils and administra ti on s. On the se visits we col l ecte d
in form a ti on on how they viewed their own ‘‘crise s ’ ’, and dis c ussed iss u e s
r e la ting to the problem of regen era ting cultural in stituti on s.

We comm issi oned se v eral de b a te papers on subjects that had be en
d is c ussed by the con s u l ta ti on gr o up, had come up dur ing the sem ina r, or
be en ra ised dur ing our visits. The texts were pu b l is hed on the Fo und a ti on ’ s
w e b site (www. f ram tiden sk u l tur. se / de b a tt . html) and also forme d the basis
for the three sem inars we or ganised in 1999. In March, we or ganise d
Buildings in Gothenburg, a seminar about the buildings that house cultural
in stituti ons, and architectural mani fe sta ti ons, the vi rtual build ings that can
be created as an alterna tive, the contents of ex isting build ings, and the
c on f l i ct bet w e en the contr ol that prin c ipals ex er c ise over the goals, and
the acti vities within the build ing. In May, the sem inar What are artists
good for? w as he ld in Vis b y. It con cerned artistic tra ining, and the de b a te
centred on the questi on of whether we are creating too many artists. In
S e p tember, fina l l y, we he ld a sem inar in Umeå, entitled Pursuing the audi-
e n c e, to dis c uss the rela ti on s hip bet w e en cultural in stituti ons and the i r
a u d i en ce s. In this context we also asked whether cultural fund ing is allo-
c a ted to the right acti vities, or if the map needs to be redra w n, and also
q u e sti oned the bo und a ry bet w e en po pu lar and high cultur e .

All the sem inars were doc u mente d, and all doc u menta ti on was pu b l is he d
on the Fo und a ti on’s website (www. f ram tiden sk u l tur. se / sem ina r. ht m l ,
s u mm a ry in Eng l ish at www. f ram tiden sk u l tur. se / r enewal.pdf). An earlier
v er si on of the final report was also subjected to a wor king sem inar in
J une 20002. 
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T HE ASSIGNMEN T

1. The con s u l ta ti on gr o up con sisted of Peter Fa l thin, composer (1999–); Lena Holm strand -
Kr e u ger, project mana ger; Marita Jon ss on, director of rese a r ch; Gunno Kl ing fors, musi c ian (1997 ) ;
A nders Kr e u ger, cura tor; Björn Linnell, writer; Sven Lund ström, museum director; Ragnar Lyth
( 1998–), director; Cla ra Mann he imer, writer (1998–); Barbro Smeds, dram a tist; Mats Zetter q u ist,
m usi c ian (1997 – 1998); and Anita Jon ss on, adjourned from the Swedish Nati onal Council for
C u l tural Af f a i r s.

2. Par ticipants were Professor Svante Beckman; Mari ta Jonsson, director of research; Anders
Kreuger, curator; Dr Sven Nilsson; Björn Linnell, writer; Arne Ruth, writer; Tiina Rosenberg, lectu-
rer, Stockholm University; Barbro Smeds, dramatist; Johan Öberg, writer; Sven-Olov Wallenstein,
lecturer at Valand College of Ar t.

https://www.framtidenskultur.se/debatt.htm
https://www.framtidenskultur.se/seminar.htm
https://www.framtidenskultur.se/renewal.pdf


W H AT IS A 

CULT URAL 

INST I T U T ION ?

What does a local libra ry that is open two aftern o ons a week have in
c o mm on w ith a na ti onal in stituti on such as the Royal Dram a tic The a tr e ?
B oth have a prin c ipal that gives them an assign ment , and both are know-
l e d ge banks at the dis posal of the public. However, they are vastly differ ent ,
and so, con se q u ent l y, is the na ture of the problems they face. This illustra-
tes the problem of writing a text of this kind – it can never be gen era l l y
a pplicable but sho u ld be read se l ecti v e l y. Our inter e st has foc used main l y
on me d i u m - sized in stituti ons with regi onal prin c ip a l s. The na ti onal in stitu-
ti ons face sim i lar problems, but their situ a ti on is even more complex .

One could also ask whether cultural in stituti ons are worth worry ing
a bo ut . Sho u ld we not be aband oning that form of or ganisa ti on, as a rem-
nant of 19 th century educati onal amb iti on? Much of what is rega r ded to
be ex c iting and inn o v a tive now ta kes pla ce in a more in formal context , far
from the sometimes factory - l i ke producti on methods of the in stituti on .
C u l tural in stituti ons represent continu ity and tra d iti on .

M any people would cla im that the build ing itself is the be a r er of tra d iti on,
b ut the tra d iti on is mainta ined by those wor king in the in stituti on – know-
l e d ge that is passed on, the me etings that ta ke pla ce there. The build ing ,
ho w e v er, se ems to be essential to the tra d iti ons and de v e l o p ment of the
c ity, as a symbol of the city as a be a r er of cultur e .

N on ethe l e ss, we nour ish a ho pe that in stituti ons have slumber ing
r e s o ur ces that could be acti v a te d. There are many ex amples where lively
c u l tural in stituti ons have had positive ef fects on external, inde pendent
c u l tural acti vities, when there is something to rela te to, to criti c ise, to
pol em ise with. This can gen era te or ganised and non - or ganised ex change .

H o w e v er, it is essential that the in stituti ons and their build ings are
s c rutinised un sentimenta l l y. Many cultural in stituti ons are obsol ete in
their curr ent form, their assign ments be l ong to an other era and acti viti e s
are mainta ined cos meti c a l l y. So me sho u ld simply be cl osed down, whi l e
others need to fund amentally redefine their assign ment.

H o w e v er, cauti on is advised with regard to words such as r e n e w a l,

i n t e r d i s c i p l i n a r y, and i n n o v a t i v e. The se ex p r e ssi ons soon bec o me comm on
p la ce; by band y ing them around we dem on stra te that we are up - to - d a te .
N o w a d ays, any text abo ut cultural in stituti ons has to conta in the se th r e e
b u z z w ords, albe it witho ut needing to substantia te them. Renewal is all to o
o ften used as a eup hem ism for downsi zing .

In our opini on, the most im portant thing is that the dis c ussi on abo ut
c u l tural in stituti ons is ongo ing, and that the dis c ussi on foc uses on ho w
c u l tural in stituti ons can bec o me active and flexible partn ers in the futur e .
O ur proposal does not sugge st the final sol uti on to every problem af f l i c-
ting the in stituti on s. Our goal has be en to high l ight some of the fund a-
mental problems, some of whi ch are often deni e d. We con centra te main-
ly on how to restore faith in those who create the contents of the in stitu-
ti ons, and on how to provide them with new im pu l se s.
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M ost of our na ti onal cultural in stituti ons were built long before Sweden
bec ame a dem oc ra c y. Who did they see as their audien ce, what educa-
ti onal or cultural app r o a ch is imbued in the walls of those build ings ?

The build ings em it a did a ctic amb iti on to te a ch the less knowledge a b l e
the right knowledge. The entire dram a turgy of the build ings, every muse u m
hall, is based on this. One obvi o us ex ample is the en orm o us sta i r c ases we
have to struggle up to get into the museum, archive or libra ry. The visitor is
small, but true knowledge is gr e a t. The se are not pla ces that en c o ura ge
ex change of tho u ght, dis c ussi on or questi oning .

When the deni z ens of regi onal towns built their in stituti ons, the object
w as to mani fe st this gr o up’s se l f - im a ge, and to differ entia te it from the rest
of the po pu la ti on. The build ings (often minia ture copies of the na ti ona l
in stituti ons) symbol ise civi l isa ti on, the opposite of untamed na tur e .

The idea was also to con stru ct an im a ge of our proud tra d iti on, and to
ju xta pose it with the remarkable ex otic finds that ex p l or ers brought back
w ith fund ing from private col l ector s. A great deal of na ti onal culture is a
d ram a tisa ti on; the idea was to unite the na ti on around one history and
one folk tra d iti on. Many fe a tures were copied from other Eur o pe an coun-
tries, in cl u d ing the ideals for museum build ings.

M any in stituti ons ign ore the fact that their build ing ex u des an ide ol o g y
that entirely contra d i cts that whi ch they are try ing to achieve with the i r
a cti viti e s. In fact , they try to hide the build ing from their visitors, someti-
mes by build ing ex hi b iti on rooms within the rooms, or by pla c ing both
a u d i en ce and actors on the la r ge sta ge and leaving the great gold -
embe l l is hed auditorium em p ty.

The build ing of la r ge cultural in stituti ons is still highly prestigi o us. It is
a mani fe sta ti on of the city, a symbol of the city’s amb iti on to create an
identity th r o u gh its in stituti on s. The city’s pol iti c ians want to build a
m onu ment over their own era, and they cho ose build ings that ex p r e ss
m onu menta l ity ra ther than be ing adapted to the acti vity. Often they repli-
c a te the in stituti onal dram a turgy that was behind the cultural in stituti on s
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of the 19 th century. This also ind i c a tes that they have an anti q u a ted per-
ce p ti on of their audien ce3. 

The result is that those who are appo inted to run the acti vities in the
newly built in stituti ons have to apply provisi onal sol uti ons to countera ct
the build ing. So me new build ings in c or pora te a de gree of flex i b i l ity
(moveable walls, partially mobile se a ting), but this flex i b i l ity often requires
s u ch heavy staff work that it cann ot in pra cti ce be uti l ise d.

The fact that every new build ing in v olves new respon si b i l ities is not
q u ite as evident to the prin c ip a l s. It se ems easi er to find money for a new
b u i ld ing than for a new content. Usually, the build ings are built in the ho pe
that some one else – the go v ern ment, the regi on or the local author ities –
will ass u me a la r ge porti on of this respon si b i l ity.

The con stru cti on of the build ing is usually finan ced th r o u gh pec u l ia r
methods to keep the visible costs down. Inste a d, the cultural in stituti on is
hit by a massive rent . On paper, it looks like the in stituti on has obta ined a
c on siderable in c r e ase in alloc a ted funds for its acti vities, wher e as up to
30 per cent of its budget is spent on pay ing the rent .

The result is that the ex p an sive acti vities that required the se new 
p r em ises in the fi r st pla ce, have to be cut down. The im p r e ssive build ing
w ith its glass facades by the river side is often left stand ing em p ty and si l ent.

S in ce many of the se build ings or igina te in an ende a v o ur to profile the
c ity ra ther than to fulfil the needs of the cultural in stituti on, it is rem a r-
kable that the in stituti on (whi ch cann ot move out) sho u ld have to fo ot the
bill. There is a risk that the cultural in stituti on, with its new high costs ,
c o mes into con f l i ct with local cultural acti vities over cultural fund ing .
S in ce this mani fe sta ti on fulfils a need for the city, it ought to be paid for
by local go v ern ment or county council funds centra l l y.

A new build ing has str ong po w ers of attra cti on and arouses cur i osity.
H o w e v er, if the contents are not per ceived to be new and of better quali-
ty this cur i osity will turn to oblivi on .

The se new cultural pala ces are often built with a view to using the pre-

m ises for a wider range of acti vities: con fer en ces, youth acti vities, dan ce
fe stivals, parties and fairs. This in v olves compromising with the de sign,
s o metimes with the result that no one is sa tis fied with the build ing. A typ i-
cal ex ample is the chamber music hall in Gävle Con cert Hall, whi ch is neit-
her suitable for chamber music nor for con fer en ce s.

In other cases, attem p ts are made to revive the ru ins of ind ustr ia l is m .
The main objective here is to preserve build ings by gi ving them new pur-
pose s. Cultural acti vities and IT companies are con sidered to be parti c u-
larly suitable. If there is no suitable acti vity, then one has to be in v ente d
to fill these buildings. If there are no needs, then these have to be invented.
This usually causes problems, sin ce the build ings – gas o meters, ware-
ho uses, chur ch - l i ke factories – are frequently on the wrong side of to w n,
w itho ut public tran s port or conta ct with the city centre. The cultural in sti-
tuti ons have to de v ote la r ge resour ces – staff and money – to build ing an
in f rastru cture. Pa rt of the fund ing alloc a ted to the in stituti on’s acti viti e s
ther efore has to be spent on finan c ing something that sho u ld be handl e d
by other local go v ern ment sector s.

The se old ind ustr ial prem ises are usually situ a ted in surr o und ings
w here the cultural in stituti on cann ot build up local parti c ip a ti on. But a
s u c ce ssful cultural in stituti on needs to opera te both interna ti ona l l y / na ti o-
nally and loc a l l y.

The acti vities that are intended to ta ke pla ce in the se build ings are ju x-
ta posed with con ser v a ti on inter e sts, me aning that the changes to the
b u i ld ing have to be kept to a minimum. The be l i ef is that cultural in stitu-
ti ons would entail the least possible de stru cti on to the ho uses, that the y
s ho u ld be con ser v a ti onist , that they share a sen se of values rega r d ing
be a uty and tra d iti on s. The acti vities get la r ger prem ises, but end up in
c on stant con f l i ct with the con ser v a ti onists when they try to make the 
p r em ises more fun cti ona l .

If the se prem ises are gi v en to ex isting cultural in stituti ons, then the
c ity is suddenly left with new em p ty prem ises that are equally un s u ita b l e
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for other acti viti e s. The most obvi o us ex ample of this is all the 19 th cen-
tury the a tre build ings with auditoriums and balconies, full of dazzling gold
and red velvet . The se the a tres were built to ho use the to ur ing the a tres of
the 1800s, with no space for wor k s hops or administra ti on .

A n other illustra tive parallel is the Swedish Chur ch. The net w ork of
chur ches th r o u gho ut Sweden was built accor d ing to the dem o gra p hi c
stru cture and religi o us fer v o ur at the time. For ethical, religi o us and con-
ser v a ti onist reas ons, this net w ork is mainta ined more or less in full wor king
or der. Are the cultural in stituti ons he a d ing in the same directi on ?

N e igh bo ur ing bor o u ghs show very little inter e st in finan c ing the in sti-
tuti on in the new build ing, sin ce it is primarily the city in whi ch the in sti-
tuti on is situ a ted that gets the credit. The neigh bo ur ing bor o u gh might
c on sider uti l ising the in stituti on, but not pay ing for it – un l e ss it is moved
to that bor o u gh .

M useums are built primarily to ex hi b it col l ecti ons, and new tech n ol o g y
me ans that the se col l ecti ons could eventually be acce ssible every w her e .
H o w e v er, the new build ings that are er ected do not in c or pora te this per-
s pective. One in stan ce of this is the new Moderna Muse et , whi ch has proved
to be un s u itable for ex hi b iting contem pora ry art that uses new me d ia. Yet
a ga in, we see how ex hi b iti ons have to work on getting round the lim ita-
ti ons of the build ing, or pla c ing acti vities in other prem ise s.

One problem is that there is not en o u gh knowledge abo ut how to defin e
a programme when comm issi oning a new cultural in stituti on, a programme
o ut l ine that spec i fies all the fun cti ons needed in the new build ing, and whi ch
is based on an ana l y sis of the in stituti on’s requirements. This area would
per haps even ben efit if a con s u l tancy busin e ss were to be de v e l o pe d, wher e
the con s u l tant also over sees that the architects and builders adhere to the
p r o gramme out l ine. How acti vities would be af fected by proposed altera-
ti ons to the build ing could also be ana l y sed in the cour se of the build ing pro-
j ect . This could be one way of avoid ing the con stant compromises that so
o ften cha ra cter ise in stituti onal build ing. It could be inter e sting here to 

in v e stiga te the ex per i en ces made in the UK, where there is a str ong tra d i-
ti on of form u la ting programme s.

We propose that a wor k s hop be he ld with leading architects and in stitu-
ti ons, to develop ide as on how future cultural in stituti ons could be de sign e d.
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To d ay, the goals are sim i larly wor de d, but the people who are there to
im p l ement them are rarely as enthusiastic. In some cases, the me aning of
the goals has change d. Many people might cla im to be in v olved in educa-
ting the masses, altho u gh they go abo ut it in an entirely differ ent way to
the tra d iti onal adult educati on or ganisa ti on s4.

In many cultural in stituti ons, other goals have ga ined prior ity, such as the
ind i vid u a l ity and inde penden ce of art / c u l ture, or an inter e st in the de v e l o p-
ment of art and its potential to comm uni c a te. To d ay, a la r ge porti on of con-
tem pora ry art (in differ ent dis c ip l ines) is highly pol iti c ise d, but does not fit
into the para graphs out l ining the goals of the assign ment, partly due to the
f a ct that this art has a subjective basis. Its intenti on is to complicate, pro-
v o ke and questi on comm on values, ra ther than to provide the ‘‘corr ect’’ an -
s w er s. The fact that its forms also cha l l enge tra d iti onal artistic con ce p ts
and values renders it even less acce p table to the prin c ip a l s.

The comm issi on ers, the pol itical po w ers and the administra tors of 
c u l tural pol i c y, do not con sider culture in itself to be suffi c i ent reas on for
them to ass u me finan c ial respon si b i l ity. Culture is set aga in st other, much
m ore me as urable areas. Thus, in or der to justify spend ing on culture, 
me as ura b i l ity has to be in v ente d. Attem p ts are made to scienti fi c a l l y
prove the ben efi c ial ef fects of culture con s u m p ti on, ta r geted funds are
a l l oc a ted to cultural projects that are sa id to promote imm igrant inte gra-
ti on and equality, countera ct bullying, etc. The cultural in stituti ons rece i v e
new assign ments, witho ut rece i ving any additi onal fund ing .

The planned Wor ld Culture Museum in Gothen b urg is an inter e sting
ex ample. A central dec isi on is made to create a new museum, based on fo ur
ex isting muse u m s. The museum is assigned a multi - c u l tural agend a, but the
assign ments of the in c or pora ted museums do not match the new assign-
ment . In this case, the positive side is that a curr ent issue that needs to be
dealt with culturally has be en identi fi e d, while the nega tive as pect is tha t
the result may be an old museum dressed up as something modern, and
that the pol iti c ians lean back, in the be l i ef that the issue has be en resol v e d.
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Th r o u gho ut the modern era, 
m oral phi l os o p hers have str i v en 
to reduce plura l ism and dis per se 
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Z ig m unt Bauman: 
Post m o dern ethi c s.

4. See Anders Kreuger: Konst och nytta (Art and usefulness) 
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s u ch weak support from the electora te, the real comm issi on ers? When
A nton Hagwall inter viewed ten young presumptive con s u mers of cultur e ,
e v en the least culturally inter e sted am ong them could clearly and con c i-
sely justify the nece ssity of culture in soc i ety: that culture creates comm on
values in soc i ety6. This is an argument that no pol iti c ian appears to dare
v o i ce. In Denmark a study was per formed con cerning the sta tus of the
na ti onal the a tre Det Ko n g e l i g e. It emer ged that an over w he lm ing major i-
ty were of the opini on that public fund ing of the the a tre was nece ssa ry ;
m any tho u ght fund ing sho u ld be in c r e ase d. (The study also rela ted the
q u e sti on abo ut fund ing to the inter viewee’s private ec on o my.) It was inter-
e sting to find that support for the the a tre was at least as str ong, if not
str onger, outside Copen ha gen and am ong those who never visited the
the a tre. Det Ko n g e l i g e w as rega r ded as a nece ssa ry part of Danish soc i-
ety, and it was reas onable that it sho u ld cost mon e y.

When Paul Lindblom, in conn ecti on with the study En ny kulturpolitik ( A
new cultural policy) in 1972, spo ke of cultural policy as ‘‘a soc ial en vi r on-
mental pol i c y ’ ’, the ‘‘cultural wor kers’’ of the time probably agreed whol e -
he a rte dl y. The in c r e ase in the scope and assign ment of cultural pol i c y
took pla ce sim u l tan e o usly with a substantial in c r e ase in fund ing. The pol i-
ti c ians still mainta in this per s pective to d ay – that culture is a little he l p-
m a te that on the sur f a ce will solve all the difficult soc ial problems tha t
r e g u lar pol itics have failed to resolve. To d ay, ho w e v er, there are problem s
on three fronts :
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It is sympto m a tic that dis c ussi ons abo ut the museum have la r gely revol v e d
a r o und where the museum sho u ld be situ a te d, and the de sign of the exte-
r i or. When we asked what the Wor ld Culture Museum would conta in, at the
sem inar abo ut B u i l d i n g s in Gothen b urg, there was a compact si l en ce5.

A n other argument in favour of in v e sting in cultural in stituti ons is the
r e gi onal de v e l o p ment factor, but over the past few years, people ha v e
sta rted asking if there really is an obvi o us link bet w e en in v e st ments in
c u l ture and regi onal de v e l o p ment. The problem would ra ther se em to be
that cultural acti vities have be en tossed in as a final attempt to save the
situ a ti on. The areas that appear to ben efit the most from in v e st ment in
c u l ture are the towns with low tax ra tes sprinkled around the highly ta x e d
c ity that has in v e sted in culture, sin ce busin e sses can esta b l ish them se l-
ves there and attra ct per s onnel using the argument that it is easy to
a c ce ss cultural acti viti e s. They bec o me attra ctive pla ces to live.

N a tura l l y, we sho u ld continue to study the ef fects of in v e st ment in cul-
ture. The positive ef fects are usually ind i r ect – more me d ia covera ge of
the regi on, improved se l f - e ste em, and so on. All this can, of cour se, also
in f l u en ce the de v e l o p ment of busin e sses and cho i ce of dwelling pla ce in
the longer per s pecti v e .

M ore and more of in stituti onal fund ing has to be sought on the basis of
v a r i o us cultural policy goals, but the se realloc a ted funds are primarily use d
to mainta in the in stituti on’s regular acti vities, ra ther than to in v ent any new
or i enta ti on. The in stituti on’s mana gement and staff obvi o usly have to cla im
that they are fulfi l l ing the new goals, so comm issi on ers can sta te that the
goals are fulfilled and thus justify the in v e st ment to the electora te. On the
s ur f a ce things look go o d, but undern e a th is a differ ent reality.

M or e o v er, many of the goals are completely im possible to fulfil, at least
in con sidera ti on of the size of the alloc a ted funds, a fact whi ch both
c o mm issi on er and in stituti on are aware of. To gether they create a ‘‘dece p-
tive facade’’ to obscure the iss u e .

Is it hard to justify cultural acti vities – do the cultural in stituti ons ha v e
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• New assign ments usually do not in v olve new fund ing .
• The assign ments are rarely based on what the artists / in stituti ons 

w ant, but are rega r ded as an additi onal task and are per formed 
w itho ut enthusiasm, dra ining resour ces from other acti viti e s.

• C u l tural acti vities are in c r e asingly bec o m ing an ex per imental 
la bora tory in whi ch pol iti c ians try out their party agend as.

Do we, as Björn Linnell cla ims in a report, need to divide to d ay’s cultura l
policy into one cultural policy that sho u ld be inte gra ted in all fi e lds, 
and one policy for art ?7 A few years ago, the cultural de p a rt ment of
G othen b urg im p l emented such a divisi on with regard to alloc a ting fund s.
Per haps the time has come for an un sentimental scrutiny of the positi v e
and nega tive ef fects of the cultural ‘‘en vi r on mental pol i c y ’ ’.

I n ste a d, this app r o a ch to cultural policy has be en re-la un ched at the
E ur o pe an level. In 1997, the Eur o pe an Council pu b l is hed a report , In from
the margins, whi ch in turn was based on the Unesco report Our creative
d i v e r s i t y ( 1996). In from the margins p r e sented inte gra ti on of cultura l
policy within all fi e lds as a pho enix that would be capable of ra ising the
finan c ial support for culture to new un p r ece dented levels. The report dis-
p layed a remarkable un w i l l ingn e ss to deal with the complex ity of the
issue by, for in stan ce, stu d y ing the positive and nega tive ef fects that this
form of cultural policy has had in Sweden .

E x posing acti vities to competiti on is one method that is be ing te ste d,
i.e. by letting local or regi onal acti vities be handled by entr e p r en e ur s.
A n other method in v olves complex systems of comm issi oning boards and
o f fi ce s. The objective is that pol iti c ians sho u ld not sully them selves by
in v ol v ement in acti vities or respond to the arguments put forth by the se
a cti viti e s. Inform a ti on is fi l tered and se l ected by comm ittees con sisting of
uni v er sa l ists ra ther than ex perts.

This me ans that the pol itical boards can neither defend nor dis c uss
the acti vities of cultural in stituti ons with a critical electora te. It also

me ans that they are more vuln erable to cam p a igns by local gr o ups who
feel wronged by a cultural in stituti on .

The reas on why the cultural sector is so suitable for pol itical ex per i-
ment is that the pol iti c ians do not value its pra ctiti on ers or curr ent content
too highly; they con sider them to be repla ceable. Obvi o us l y, this is a failur e
on the part of the in stituti ons and the artists, who have not mana ged to
defend their inte gr ity and dem on stra te the value of the artistic content.
H o w e v er, it also ind i c a tes that they have not parti c ip a ted in the de b a te on
c u l tural pol i c y, other than as defenders of what already ex ists. The loude st
v o i ce from the artist camp is that of the uni ons and profe ssi onal or ganisa-
ti ons, but they opera te alm ost ex cl usively to defend the old stru ctur e s. For
o b vi o us reas ons, they cann ot rank the artistic quality of ind i vidual mem-
ber s. In their per s pective, every one must be valued equally. The only crite-
r i on that rem a ins is member s hip in the or ganisa ti on, a guarantee for
a rtistic quality. Only members sho u ld be entitled to ex hi b it, be em p l o y e d,
de sign ex hi b iti ons or ta ke part in plays within cultural in stituti on s.

O v er the past dec a de, very little inter e st has be en paid to the ind i vid u-
al cultural pra ctiti on ers’ ide as rega r d ing future cultural de v e l o p ment. Nor,
ho w e v er, have they dem anded a pla ce in the arena of cultural pol i c y,
ex cept when under imme d ia te th r e a t. What we have is an alm ost tota l
breakdown of con fiden ce, where the pol itical po w ers per ceive the artists
as an im pe d iment. It is inter e sting, then, to note that the other w ise well-
or ganised busin e ss sector is now dem and ing such im pe d iments as a
me ans of in j ecting creati vity and new forms of or ganisa ti on .

A new pla t form is neede d, where artists and pol iti c ians can me et.
Pol iti c ians de a l ing with culture must monitor and parti c ip a te in cultura l
a cti vities, and cultural in stituti ons and artists have to ta ke a gr e a ter inter-
e st in dialogue and ex change of in form a ti on .
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The issue of cultural in stituti on fund ing has be en dis c ussed th r o u gho ut the
a ges (or at least sin ce the early 19 th century). Instituti ons have compla in e d
that they have in s u f fi c i ent funds, while finan c i ers compla ined that the in sti-
tuti ons cost too much. Sin ce most cultural in stituti ons were created on the
initia tive of go v ern ment po w ers, the se po w ers feel respon sible for en s ur ing
that the acti vities sur vive. However, a gr o w ing proporti on of the fund ing
a l l oc a ti on has to be used to cover fixed costs (staff and rents ) .

The rent usually goes back to the local prin c ipal who was respon sible for
r en o v a ti on. In some cases a so-called ‘‘prime cost rent’’ has be en cha r ge d,
b ased on what the landl ord had to pay to build or adapt the prem ise s. The
ef fect of this can be absur d, with rents that are 2–3 times higher than the
m a r ket ra te. In extr eme cases, the rent accounts for 30 per cent of the
in stituti on’s spend ing. The result is that most of the local prin c ipal’s alloc a-
ti on goes towards pay ing the rent.

M or e o v er, the cultural in stituti on has had very little real in f l u en ce on
how much is spent on preparing the prem ises, and it is not entitled to move
into less ex pen sive or better alterna tive prem ise s. Neverthe l e ss, the in sti-
tuti on mana gement gets the blame when the rent eats up the acti vity ( se e
also the cha p ter on B u i l d i n g s) .

I n c or pora ti on is an other method with whi ch local prin c ipals attempt to
handle the fund ing of cultural in stituti on s. Here, the cultural in stituti on
and other local author ity companies are comb ined into a cor pora ti on, and
the idea is that any profits made by any of the local author ity compani e s
( ho using, electr i c ity, water, parking, etc.) rem a ins within the local author ity
o pera ti on, in stead of be ing paid to the go v ern ment in the form of ta x .
So me local go v ern ments con sider this method to be un ethical, but ther e
is yet an other disa d v anta ge, namely that it makes it ha r der to get a cl e a r
p i cture of the in stituti on’s costs.

Pr o b l ems arise when the in stituti on’s cost fig ures are tr e a ted as facts
in public and pol itical de b a tes, and dem ands are made for cut b a cks in
a cti vity levels and size of prem ises, the mana gement is asked to resign,
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and so on. Pol itical leaders sometimes have a tendency (con s c i o usly or
un c on s c i o usly) to for get the back gr o und and ind ignantly po int out tha t
c osts are too high. Another disa d v anta ge is that it is hard to compare 
f und ing from differ ent prin c ipals alloc a ted to cultural in stituti on s. We need
new compara tive to ols that dem on stra te clearly what proporti on of fund ing
a ctually goes to artistic acti viti e s.

When so la r ge a share of regular fund ing goes towards mainta ining the
in stituti on’s in f rastru cture, masses of time, en ergy and staff have to be
used to find other sour ces of fund ing. They in v ent projects or se p a ra te a
p a rt of the acti vity in or der to request additi onal fund ing for it – from
fo und a ti ons, the EU, the Nordic Council’s cultural fund or the Swedis h
N a ti onal Council for Cultural Af f a i r s. Every one is aware of this double-
de a l ing, and very little is done to achieve any signi fi c ant change. The 
c r e a tive en ergy that is con s u med in this way ought in stead to be de v ote d
to in v e stiga ting new areas and app r o a ches for the in stituti on .

It also de serves menti oning that there are some positive ex amples of 
c o - o pera ti on bet w e en in stituti ons and or ganisa ti ons and go v ern ment agen-
cies that cann ot see any obvi o us link bet w e en their own opera ti ons and cul-
tural acti viti e s. In the se in stan ces new fund ing is made available for cultur e ,
and culture can present new per s pectives and areas of app l i c a ti on .

It is noti ceable that some projects (opera ted by inde pendent pra cti -
ti on ers using the in stituti on as their arena) have obta ined se v eral million 
k r on or in fund ing by uti l ising the corr ect buzzwords and a la r ge net w or k
of conta cts am ong fund ing bo d i e s. Sin ce there are so many fund ing bo d -
ies, it is possible to obta in fund ing se v eral times over for the same pro-
j ect , and it bec o mes im possible to get an overall view of the situ a ti on .
So metimes, the se projects have a budget on a par with the costs of 
running a small cultural in stituti on for a whole year, but they are hid den, for
in stan ce, by a fo und a ti on that does not allow public acce ss to in form a ti on .

In the cour se of the ex per iments with regi ona l isa ti on, the fund ing of cul-
tural in stituti ons has also be en high l ighte d. Results have varied am ong
the respective pilot areas. One questi on is how the ‘‘culture-bag’’ –
go v ern ment alloc a ti ons of funds to regi onal cultural in stituti ons – sho u ld
be determ in e d. At present, it is calcula ted on the basis of the in stituti on s
that ex isted when regi ona l isa ti on sta rte d. But what ha ppens if the regi on
dec ides to cl ose down an in stituti on or esta b l ish a new one? Does regi ona-
l isa ti on me an a freezing of the prevailing in stituti onal stru cture? What per-
form an ce will regi ons dem and in return when they ta ke over the role of
p r in c ipal for the local cultural in stituti on s ?

Two of the new regi ons are la r ger than the former counties, whi ch
me ans that they are respon sible for more county in stituti ons within the i r
r e s pective regi on s. In the long term, they will probably review whi ch in sti-
tuti ons can be mer ge d, change their foc us or be cl osed down. A tenden-
cy in this directi on is already dis cernible in Vä stra Göta land, even tho u gh
the regi on is not in cl u ded in the ‘‘culture-bag’’ system .

R e gi ona l isa ti on me ans that se v eral in stituti ons now formally have on l y
one prin c ipal (even if the go v ern ment is still a non - in f l u ential finan c i er for
the time be ing), and many people em p hasise the im portan ce of ha ving
m ore than one sour ce of fund ing. So me of the county in stituti ons ha v e
be en created de s p ite initial oppositi on from the county council and loc a l
go v ern ment. It was greatly due to the stru cture of ec onomic de penden c y
bet w e en the three bodies – central go v ern ment, county council and loc a l
go v ern ment – that it was possible to esta b l ish the se in stituti on s.

There is always a risk in v olved in str e am l ining cultural policy (be it at cen-
tral or local level), and ther efore it is essential that there is an active and
inde pendent cultural policy at all levels. There sho u ld be more than on e
s o ur ce of fund ing, and the se sour ces sho u ld be free to make their own
dec isi on s. However, that does not prevent them from joining for ces to
f und major projects.
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It has always be en hard to get fund ing for unusual and ex per imental pro-
j ects, not least bec a use of a failure to in c or pora te the buzzwords of cultura l
pol i c y. In the se times, when cultural in stituti ons are ner v o usly monitor ing
visitor nu mbers and ti cket sales, they are even more frightened to ta ke on
p r o j ects that are risk y. At the same time, it is the se very projects that could
help regen era te the in stituti on s. This can result in a downward spiral in
w hi ch the in stituti on bec o mes in c r e asingly bland. We believe that our pro-
posed system of me d ia tor s / l inks could complement the curr ent system ,
sin ce the me d ia tor / l ink would be a per s on who helps conn ect artists / a rtist
gr o ups with cultural in stituti ons, with finan c ial support and guid an ce (se e
also the cha p ter on M e d i a t o r s / l i n k s). The goal is that they sho u ld create
s p a ce for unusual and ex p l ora tory projects within the in stituti on s.

The go v ern ment could continue to have an in f l u en ce on cultural in stituti on s
e v en if basic fund ing were regi ona l ise d. 

The mode st attem p ts at na ti onal assign ments that were initia ted by the
R e port on Culture in 1995 could be extende d. In that way, outstand ing cul-
tural in stituti ons would be rewarded for a longer time - s p an than to d ay, and
a bove all, with gr e a ter finan c ial comm it ment .

To d ay, the na ti onal assign ments often entail that the in stituti on acce p ts a
nu mber of tasks, and the go v ern ment ex erts a str ong in f l u en ce on go a l s.
The go v ern ment’s contr i b uti on is curr ently very mode st; the finan c ial contr i-
b uti on to those in stituti ons that are se l ected is only one million kron or annu-
ally for three years. 

The na ti onal assign ments, or ra ther, the awards we propose here, would
in stead be a matter of gi ving in v entive in stituti ons the me ans to develop in
freedom; the contr i b uti on sho u ld be much higher than one million kron or
annu a l l y.

M any in stituti ons are prompted by their prin c ipals to in c r e ase other ear-
nings and to find spon s or s. Other earnings usually me an ra ised ti cket pri-
ces – altho u gh there is also a requirement to in c r e ase the nu mber of visi-
tor s. In or der to solve this im possible equati on, in stituti ons have to present
a more ‘‘commer c ial’’ ex hi b iti on programme or a repertoire that pander s
m ore to the public. Thus, their planning does not or igina te in a genu in e
inter e st in the contents that they want to convey to as many inter e ste d
people as possible, but ra ther in try ing to work out what would attra ct the
la r ge st possible audien ces and what the audien ce would be prepared to
p ay a little bit more for. All too often the se ventures fail bec a use of be ing
too careful, and the final im p r e ssi on is that of a bland and uninter e sting
in stituti on (see also the cha p ter on The audience) .

I n c o me from spon s or s hip complicates the situ a ti on even more. A mor e
gen er o us app r o a ch to spon s or s hip on the part of the go v ern ment is a cul-
tural policy dec isi on, but then the contents would be determ ined by the
s pon s or ing compani e s. Another reas on why companies are so reluctant to
enter into spon s or s hip projects is that we have attem p ted to dem oc ra tise
c u l ture, thereby rem o ving its use as a caste mark that would help ra ise
the companies’ sta tus.

It is hard to per s u a de companies to in v e st in the still un - f am o us, the
ex p l ora tory, the dis uniting or the comm on p la ce. They are only prepared to
assist that whi ch is already rec o gnised as high culture by broad gr o up s.
The spon s ored acti vities sho u ld preferably be loc a ted centra l l y, ideally in
S tock holm – accor d ing to a Temo poll on spon s or s hip in 1999, the
S tock holm regi on accounted for 53 per cent – and it helps if the compa-
ny gets a share of royal splend o ur.

S pon s or s hip in v olves ex change of ser vi ces; the questi on is who actu-
ally ben efits from it. Unfortuna te l y, spon s or s hip can me an that represen-
ta tives of the real finan c i ers are ex cl u ded from parts of the acti vity. It can
be a case of ex cl usively bo o ked per form an ces, private views, etc. Man y
people have po inted out that the in stituti ons, the Royal Opera be ing the
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p r ime ex ample, are se l l ing them selves too che a p l y, for in stan ce by repay-
ing spon s ors in sta te - finan ced ti ckets, or by letting actors tra in sales staf f .
The problem is further complicated by the risk that the in stituti on might
p lan a programme on the basis of what would appeal to potential spon-
s or s. However, one must bear in mind that a sim i lar distorti on ta kes pla ce
w hen in stituti ons attempt to adjust acti vities to the buzzwords of cultura l
pol i c y, or try to make their programme fit into one of the curr ent cam-
p a igns with the sole pur pose of acce ssing funds for the acti vity. It is also
n oti ceable that se v eral la r ge spon s ors are ‘‘companies’’ that are pu b l i c
bodies, for in stan ce the Ministry for For e ign Affairs and Va ttenfall in the
c ase of the Opera.

One area where spon s or s hip could possibly be in c r e ased is within cultu-
ral her ita ge; it could be attra ctive to companies to parti c ip a te in preser-
ving Swedish history. It could also help brid ge ge o gra p hic in e q u a l ities in
f und ing, sin ce there could con ceivably be an inter e st in un c o v er ing and
p r e ser ving local history around the compan y.
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In comm on with 99 per cent of museums, most cultural in stituti ons are
r etr os pective. Giving acce ss to contem pora ry and future culture requires
s w i ftn e ss, intu iti on and, not least , major risk - ta king. To view contem pora ry
p hen o mena from differ ent angles, to evaluate and per haps be ironic abo ut
tendencies, requires great coura ge. Mor e o v er, one needs to legitim ise a
p r o j ect to get a space where the phen o mena are allowed to be visi b l e .

The problem is that our cultural in stituti ons usually ex u de an air of
truth, objecti vity and of be ing per petra tors of good taste and quality. We
still build our in stituti ons on the same fo und a ti ons as in stituti on - b u i lder s
in the 1800 s. When we in c r e ase complex ity and accept the ses that ha v e
n ot be en app r o v e d, this is se en as a provoc a ti on. What is normally pre-
sented is frequently honed down to the po int where it bec o mes uninte-
r e sting. The amb iti on is to enga ge the audien ce, but when a dis c ussi on is
gen era te d, there is fear that the ‘‘wrong’’ opini ons will be ex p r e sse d.

We have to dare to dem on stra te complex ity, to show that there is mor e
than one way to tell a story, that the story has many differ ent end ings and
inter p r eta ti ons, and that the cultural in stituti on is not the final de stina ti on
of the story but only part of the proce ss.

C u l tural in stituti ons frequently appear to believe that audien ces can be
a ttra cted by attem p ts to copy the wor ld outside – that the acce l era ting
p a ce sho u ld also fe a ture within the walls of the in stituti on. But the in sti-
tuti on could also be a pla ce for con centra ti on and contem p la ti on, wher e
visitors could be assisted in foc using on the issues at hand.

C u l tural in stituti ons sho u ld be me eting - p la ces ra ther than con s u m p ti on
site s. What role could they play in our sec u la r ised soc i ety? Could they 
f u l fil the pur pose of chur ches and monasteries in earlier soc i eties? Could
they be forums for ethical dis c ussi on ?

M any in stituti ons are str i ving in the opposite directi on. It is im portant
to attra ct as many people as possible to the build ing, quantity is para-
m o unt to quality. They try to in c or pora te other acti vities – con fer en ce s ,
fi lm clubs, programme evenings with po pu lar artists – preferably under
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the aus p i ces of others, who can be in cl u ded in the visitor nu mber s. At the
he a rt of this is a dream: if only we can attra ct visitors to the build ing, then
per haps we can arouse their cur i osity abo ut the tra d iti onal acti vities in
the build ing .

M e an w hile, acti vities are be ing watered down and adapted to what is
per ceived as po pu la r. The ex p l ora tory and se a r ching acti vities are left 
w itho ut resour ces, as all en ergy has to be de v oted to wha te v er is de eme d
to appeal to la r ge audien ce s. The museum or the a tre sta rts competing on
a commer c ial market, where parts of the acti vity could just as well be
c a rried out profitably by private entr e p r en e ur s.

C u l tural in stituti ons run the risk of erasing their identity by cho osing
this road of least resistan ce and la r ge st audien ce s. Their justi fi c a ti on 
ce ases at that moment, for why sho u ld the go v ern ment fund something
that could just as well be provided by the private sector ?

This de v e l o p ment resembles that whi ch the public ser vi ce compan y
S v er iges Te l e visi on under w ent, when vi e w er ra tings bec ame more im por-
tant than the content, and the competitive weapons were copied from the
c o mmer c ial channels that were per ceived as competitor s. The new 
m ana gement of SvT has now declared that its goal is no longer to attra ct
50 per cent of vi e w er s. Inste a d, they are on ce aga in ta l king abo ut quality
o b j ecti v e s. A sim i lar de v e l o p ment is ta king pla ce within the BBC. And tha t
is their only chan ce of sur vival as the mass me d ia ra cket grows louder and
the cho i ce bec o mes en orm o us.

This does not imply that cultural in stituti ons sho u ld con centra te en -
tirely on rese a r ch, de v e l o p ment and ex per iment, but that they sho u ld
a ttra ct audien ces by vi rtue of their content. The core acti vity sho u ld not
be obscur e d. Inste a d, the in stituti on must find a comprehen sive per s pec-
tive on its opera ti on s.

N or, ho w e v er, does it me an that acti vities de emed as po pu lar cultur e
s ho u ld auto m a tically be phased out. Th r o u gho ut the 1900s, la be l l ing
s o mething as po pu lar culture was synon y m o us with say ing it was of less

value. And yet, much that was formerly rega r ded as po pu lar culture, for
in stan ce jazz, has now achieved the sta tus of high culture. The ef fect is
comical when we look at the se evaluati ons from a global cultural per s pec-
tive – artists who are rega r ded as commer c ial singers in their ho me coun-
tries are ana l y sed accor d ing to the ‘‘norms of high culture’’ when they per-
form in certa in arenas in Sweden. This is one ex ample of how in stituti on s
c an ra ise the sta tus of a work from that of po pu lar to that of elite culture by
gi ving it their stamp of approval. Design is an other area in whi ch the
bo und a r i e s are difficult to define. Design is often commer c ial and mass
p r o d u ce d, but is positi oned in the sphere of high culture. The bo und a r i e s
bet w e en high and low, mass or elite culture, are no longer se l f - e vident .

L a r ge parts of youth sub-cultures revolve around what is not commer-
c ially viable, but it is still de emed as commer c ial mass culture. Undenia b l y,
s o me of the se sub-cultures are picked up by the commer c ial enterta in-
ment ind ustry and re-sha ped into mass culture. The in stituti ons are ra r e l y
r ece p tive to the se sub-cultures, they do not see them selves as suita b l e
a r enas for this sort of thing. There are a few ex ce p ti ons, but even then the
s u b - c u l tures have not be en allowed to in f l u en ce the other acti vities 
w ithin the in stituti on .

O b vi o us l y, there is also resistan ce within the se sub-cultures aga in st
bec o m ing esta b l is he d, or under go ing a proce ss of legit im isa ti on .
H o w e v er, this sho u ld not prevent in stituti ons from daring to ex pose them-
selves to the en ergy in her ent in the se sub-cultur e s8. 

What sho u ld cultural in stituti ons do to bec o me pla ces where we
en c o unter contem pora ry phen o mena? How sho u ld they intera ct with
the se and be per ceived as centres of de v e l o p ment in stead of be ing in the
per ip hery? So me contem pora ry art actually dares get in v ol v e d, and other
a rt forms sho u ld ta ke after. A fi r st step would be to or ganise a sem inar on
the me eting bet w e en contem pora ry life and cultur e .
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8. See also Jak ten på publiken (Pursuing the audience) 
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We have woken up from the dream of or ganising and col l ecting every -
thing and presenting it to visitors who are hungry for knowledge. Over the
20 th century, the be l i ef that it was possible to comprehend and see ho w
all things rela te to each other has gradually fade d. The de v e l o p ment of IT
simply in c r e ased the flow of in form a ti on, ra ther than making it easi er to
stru cture. All the same, IT has me ant, and will continue to me an, that it is
e asi er for us to find out the contents of col l ecti ons, to make in form a ti on
m ore acce ssible and to dis p lay the mater ial. The museum will bec o me
inter e sting as a presenta ti on of a se l ecti on, not as a pla ce where the en -
tire col l ecti on can be se en .

I n c r e asing l y, people are find ing that col l ecting cann ot be pursued as
before. Digita l isa ti on of col l ecti ons has led to a better over vi e w, revealing
the often random na ture and la r ge ge o gra p hical or ch r on ol o gical gaps in
the col l ecti on s.

The or igins of the se col l ecti ons vary wide l y. They comprise the na ti ona l
laws on hand ing over finds, ‘‘inter e sting’’ objects col l ected by ex p l or er s ,
r em a ins from tra de rela ti ons, local private museums, local soc i ety col l ec-
ti ons, etc. The col l ected objects usually ref l ect subjecti vity with regard to
inter e sts or taste. They also ref l ect what was con sidered worth preser ving
at a certa in time, but whi ch la ter gen era ti ons might have tho u ght 
d i f fer ently of.

One inter e sting ex ample is the museums that are in c or pora ted in the
Wor ld Culture Museum. On revi e w ing the col l ecti ons, it was fo und that a
m a r ginal proporti on came from Islamic countr i e s. The or iginal pur pose of
the col l ecti ons was to vis u a l ise the for e ign wor ld, to make our own wor ld
m ore dis cernible by comparis on to the other. However, the multi c u l tura l
assign ment sta tes the pur pose to be to en c o ura ge under stand ing for cul-
tural differ en ces, not to stamp an ything as be ing ‘‘the other ’ ’.

M any col l ecti ons at the central, go v ern ment museums have be en pla ce d
there more or less for c i b l y, to protect them aga in st neglect and deter i o-
ra ti on. However, the col l ecti ons grew so la r ge that they were in ef fect
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both neglected and deter i ora te d; they had probably fared better under
m ore prim itive but more loving attenti on. Mor e o v er, local col l ecti ons would
have gr e a ter potential to attra ct private fund ing .

D igita l isa ti on also me ans that doc u menta ti on of the col l ecti on s
r em a in s. Within the next ten years, digita l isa ti on will probably have de v e l -
o pe d to the po int where we can rec ord other values, such as stru ctur e ,
th r e e - d imen si onal sha pes, etc. Col l ecti ons could be reloc a ted to open
stora ge, gi v en away to scho ols, returned to local inter e sted parties and, to
s o me extent, sold off. This will eventually lead to a slight downsi zing of
central col l ecti on s. The staff will then be gin to regard tech n ology as a
na tural fe a ture and will parti c ip a te more actively in its de v e l o p ment.

The en orm o us col l ecti ons of pictures in Sweden’s museums and archi v e s
are a commer c ial asset. Much more could be sold for pu b l is hing pur pose s
than to d ay, but this would require new systems that make or ders and
o v er views acce ssible, preferably th r o u gh col la bora ti on bet w e en se v era l
in stituti ons and commer c ial im a ge libra r i e s.

The museums need to find new ways to de sign their ex hi b iti on s. In wha t
w ay could ex hi b iti ons be produced based on the digita l ised col l ecti on s ?
What are the advanta ges and disa d v anta ges? What tech nical de v e l o p-
ments are required in the ex hi b iti on space s ?

E x hi b iting and col l ecting contem pora ry art in v olves many such problem s.
How many ex hi b iti on spaces have we not se en with flicker ing TV moni-
tors bec a use no one is respon sible for en s ur ing that the video works? But
e v en gr e a ter diffi c u l ties are due to the fact that a great deal of contem-
pora ry art intenti onally uses de stru ctive mater ials, or con sists of in sta l la-
ti ons that in v olve actor s. This poses new problems for col l ecting, and it is
also an art form that is (sometimes intenti onally) hard to make commer c i-
ally viable. The matter of te l l ing the or iginal from the copy is also bec o-
m ing more and more complicate d.

N a tura l l y, we make mista kes when doc u menting our time, sim i lar to those
that col l ectors made a hundred years ago. One ex ample of this is tha t
se v eral of the Swedish neo-na zi maga zines are not submitted to the
Royal Libra ry accor d ing to the rules, sin ce they are printed abroad.
M or e o v er, video fi lms are edited in or der to stay under the nu merical lim it
for what is de emed as gen eral distr i b uti on. In some twenty years, we must
y et aga in resort to private col l ectors if we want to doc u ment this per i o d.

This also poses questi ons with regard to how acce ssible some of the se
c ol l ecti ons sho u ld be. To d ay, some libraries are under great press ure to
buy in neo-na zi maga zines, in the name of freedom of spe ech. However,
c ol l ecting for poster ity does not nece ssarily me an that everything sho u ld
be acce ssible in the name of ultra - l i bera l ism. The right of libraries and
m useums to make subjective se l ecti ons must be em p hasise d.
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C u l tural policy in the 1970s centred on dem oc racy and equality, and this
in f l u en ced not only distr i b uti on, i.e. every one’s right to culture rega r dl e ss of
w here in Sweden they were living, but also the content and producti on 
metho d s. The se dem oc ra tic amb iti ons were most pron o un ced in the fringe
gr o ups, whose many producti ons, at least on paper, were created col l ect -
ively by the ‘‘gr o up ’ ’. This app r o a ch spread to the in stituti ons, where a fe w
gr o up producti ons were gen era te d. ‘‘Cultural wor ker’’ was la un ched as a
c on ce p t, repla c ing ‘‘artist ’ ’.

This was one step towards de - dem onising the producti on of cultur e .
A n other was to brid ge the gap bet w e en am a te ur and profe ssi onal cultur e .
This cultural amb iti on is sometimes scornfully summ a r ised with the phrase
‘ ‘ an y one can sing ’ ’. The problem with this stan ce is that it prevented an y
d is c ussi on abo ut quality. The fund amental prin c iple of our soc i ety, that 
e v ery on e is of equal worth, was mer ged with the idea that ind i vidual know-
l e d ge and quality sho u ld not be subjected to evaluati on. Undenia b l y, this
w as a period (the 1960s and ’70s) when art on the whole was pol iti c ise d,
n ot to say party - pol iti c ise d, and con se q u ent l y, many dis c ussi ons foc used on
w hether the pol itical tendencies were comm uni c a ted with suffi c i ent cla r ity
and corr ectn e ss.

It sho u ld, ho w e v er, be remembered that this was culturally a very ex p l o-
ra tive and ex per imental per i o d, both aesthetically and form a l l y. However, it
also de serves menti oning that much of what was sa id was pure rhetor i c .
O b vi o us l y, there were clear aesthetic values – not least when defining on e-
self in rela ti on to others, such as the rigid in stituti on s. Another legacy from
this period is a reluctan ce to moti v a te cultural fund ing in aesthetic term s ,
cla ims that no qualita tive evaluati on is made but that the pur pose is to 
f u l fil cultural policy aim s.

So how does this af fect cultural in stituti ons to d ay? Many of the vi e w s
that cha ra cter ised the gr o ups have be en tran s posed to the in stituti on s.
M any county in stituti ons were or iginally small and dis p layed con sidera b l e
sim i la r ities with the fringe con ste l la ti ons that were created in prote st
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a ga in st the cultural in stituti on s. They also employed the se gr o ups to pro-
d u ce ex hi b iti ons and per form an ces that were critical of esta b l is hed soc i ety.
This was true also of na ti onal in stituti ons such as Riksutstä l lningar Swedis h
Tra v e l l ing Exhi b iti ons, the Swedish Nati onal To ur ing The a tre and the Royal
D ram a tic The a tre – where col la bora ti on often caused dis putes and dis-
a gr e ement. However, altho u gh the se gr o up projects were usually dis rup te d,
the app r o a ch to producti on rem a in e d, and the in stituti ons were cha ra cter -
ised by a willingn e ss to play a part in soc ial de v e l o p ment and soc ial change .

The amb iti on to abol ish in stituti onal hi era r chies led to problems rela ting
to the size and stru cture of the in stituti on s. If every one is to parti c ip a te in
all dec isi ons, and preferably achieve con sen s us, then the way in whi ch staf f
are employed bec o mes relevant . Are they there as parti c ip ants in a joint
p r o j ect, or have they applied for a parti c u lar job? Artistic creati on is ass oc i-
a ted with risk - ta king, a readin e ss to te st new app r o a che s. It also in v ol v e s
b r e a king with old con v enti ons, try ing out things on a subjective basis. To
a tta in con sen s us around the artistic content is im possible. The problem is
that every one dem ands dem oc ra tic parti c ip a ti on, but not every one is 
p r e p a r e d to ta ke per s onal risk s.

The result is that both staff and mana gement col l u de to mainta in a form
of sham dem oc ra c y. Dem oc racy is used to den ote the fact that mana ge-
ment holds me etings to in form the staff abo ut the dec isi ons that have be en
m a de, possibly in viting comments that are la ter dis r e ga r de d. The me eting
p r oce d ures that the in stituti ons them selves have in stituted are extended to
in cl u de the proce d ures stipu la ted in the Act on Co-Determ ina ti on. When
this sham dem oc racy is eventually revealed, the staff bec o me rebe l l i o us and
f rustra ted (see also the cha p ter on S ta f f) .

The staff cla im that the director is their representa tive, even tho u gh
s / he has be en appo inted by the owner s. When the director initia tes a
r e stru cter ing p r oce ss that in v olves major reor ganisa ti on that af fects per-
s onnel, this causes great disa ppo int ment and the staff ga ther for a vote of
no con fiden ce to em p hasise that the director has let the staff down.
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The cultural in stituti ons of to d ay often suffer from an over sized ske l eton .
The body bec o mes em a c ia ted while the ske l eton continues to gr o w.

Pa rt of this ske l eton con sists of routines and me eting proce d ur e s ,
w here every con ceivable problem leads to a new me eting. The se me etings
are intended as a safety valve for the staff, an opportunity to contr ol the
in stituti on mana gement. The in stituti on sta rts to lead its own life, where the
fixed routines more than suffi ce to keep the staff bus y. They do not need
any im pu l ses from outside, do not need visitors, and eventu a l l y they ha v e
e v olved merely into an agency for the protecti on of in stituti onal cultur e .

Is there a cure for this in stituti on - d ise ase? How do we in j ect new
blood? To ta ke the body meta p hor one step further – how can we per form
a tran s p lant in a way that prevents the new, he a l thy body parts from be ing
r e j ected or contam ina ted with in stituti on - d ise ase ?

For it is a fact that many attem p ts to intr o d u ce a promising cura tor, or
a gr o up con ste l la ti on with an idea for a per form an ce or ex hi b iti on are 
per ceived by the ske l eton as a th r e a t. The most imme d ia te way for the
in stituti on to countera ct the project is for all perm an ent staff to ref use to
c o - o pera te, by referr ing to the fixed routin e s. They can en s ure that the
r e g u lar acti vities col l ide with the project , and use up all the resour ces tha t
have be en alloc a ted to the project. The project may still be complete d, but
in a downsized ver si on and entirely on the terms la id down by the regula r
a cti viti e s. Mor e o v er, the project is de p r ec ia ted in marketing and by the
staff who en c o unter the audien ce .

The alterna tive app r o a ch to the project would be to en s ure that it is
gi v en space, can be completed and helps to embe l l ish the in stituti on. This
helps to rein for ce the project so that there is scope for negotia ting for
r e as onable wor king cond iti ons, and, of cour se, that there is money to
employ external competen ce. The in stituti on buys a complete pack a ge
and provides the space. Under the se circumstan ces, the project does not
have any direct im p a ct on the regular acti vities, but na turally such a 
p r o j ect can still cause un e ase if it proves possible to achieve a much 
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better result with less money and in less time. However, the regular staf f
c an always ex p la in this with the fact that the project does not need to
ta ke respon si b i l ity for the day - to - d ay, nece ssa ry acti viti e s.

The problem grows as the ske l eton con sists in c r e asingly of administra-
tive and tech nical staff. The se gr o ups get to define the contents and coun-
tera ct any attempt at ‘‘in v asi on’’ from outside. Tem pora ry staff enga ged to
p r o d u ce the cultural content of the in stituti on are often required to adapt
and not be a nu isan ce – other w ise they risk never be ing allowed back.

There is not much inter e st in changing. A new app r o a ch to the producer s
of culture is needed here. 

One positive step is the ex per iment in the fi e ld of the a tre, where em p l o y-
ees have contra cts for periods of up to five years witho ut bec o m ing per-
m an ent em p l o y e e s. This ex per iment sho u ld be extended to en c o m p ass the
entire artistic fi e ld. H o w e v er, the new set of rules is curr ently too restr i cti v e .
It will be difficult (as yet) to build up new en sembles on the basis of the
new agr e ement. A new opera tive mana ger joining an in stituti on sho u ld be
entitled to bring along his / her own en semble and / or artistic mana gement
w ho, in terms of em p l o y ment , are tied to the mana ger9.

The questi on is how you cut down on the actual ske l eton. It is po pu lar to
cla im that the build ing has a unique knowledge bank, for in stan ce tra d i-
ti onal crafts m an s hip that is only preserved thanks to the cultural in stitu-
ti on s. This is of cour se a modified truth, sin ce many of the acti vities could
just as well ta ke pla ce outside the build ing. A system of grants for further
tra ining in hand i c rafts could, for in stan ce, be intr o d u ce d.

M or e o v er, differ ent producti ons compete for space in the wor k s ho p s ,
so that sta ge sets and ex hi b iti on rooms have to be built long before the
c ontent of the producti on / ex hi b iti on has sta rted to ta ke sha pe. This is 
f urther aggra v a ted when the in stituti on’s wor k s hops venture onto the
c o mmer c ial market. In-ho use producti ons get lower prior ity and have to

be built even more in advan ce. The artists producing plays or ex hi b iti on s
have a very weak barga ining positi on in rela ti on to the wor k s ho p s. This
a pplies espec ially to artists who have not previ o usly be en wor king for the
in stituti on. They can be faced with the same problem with regard to 
m a r keting and presenta ti on of the producti on .

I n stituti ons have to bec o me more flexible and serve as a pla t form ra ther
than be ing an end in them se l v e s. The idea of the culture ho use was de -
clared dead before it had be en fully tr i e d, but it could have be en a pla ce
w here differ ent art forms and per s pectives could ex p l ore the same iss u e s.
‘ ‘ I nter d is c ip l ina ry’’ is the fla v o ur of the month, and yet new spec ia l ise d
m useums are con stantly be ing ina u g ura ted in grand new build ings. In the
ex isting culture ho uses, the differ ent de p a rt ments work witho ut col la bo-
ra ting and joint projects are few and far bet w e en. This is a rem a r k a b l e
de v e l o p ment in view of the fact that more and more people are realising
that the tra d iti onal se p a ra ti on into dis c ip l ines is obsol ete .

We are so accusto med to ass oc ia ting cultural in stituti ons with the i r
b u i ld ings. Altho u gh the cultural policy sta tement of 1974 me ant that se v e-
ral regi onal cultural in stituti ons sto pped se e ing the central build ing as the
im portant thing but in stead foc used on amb u la ting acti vities, se v eral of
the se in stituti ons reverted in the 1990s, and acti vities were aga in con-
centra ted to build ings in the centre of the regi on .

An in stituti on could in stead have a small base that could ex p and to other,
tem pora ry prem ise s. The in stituti on could also have a flexible budget tha t
allowed it to reserve alloc a ti ons; or fund ing could vary from one year to
the next , de pend ing on whether a major venture was planned for tha t
y e a r. So me opera ti ons are per haps only active for part of the year, and the
p r em ises could be shared with other opera ti on s. The attitu de to opening
ho urs sho u ld also be more flexible – the in stituti on sho u ld be open when
the public has time to visit . 

56
CH A NGE IS POSSIBLE
FLEXIBILT Y

CH A NGE IS POSSIBLE
FLEXIBILT Y

57

9. For a proposal on how this ensemble system could be implemented in theatres, see Ragnar
Lyth: Teatern en ensemblekonst. Ett förslag till förnyelse av svenska institutionsteatrar (Theatre,
an ensemble art) (www.framtidenskultur.se/lyth.pdf)

https://www.framtidenskultur.se/lyth.pdf


C ol la bora ti on bet w e en in stituti ons, or bet w e en in stituti ons and other par-
ties (or ganisa ti ons, educati on, etc.) is usually based on the err on e o us
ass u m p ti on that it sho u ld lead to finan c ial ga in. The problem is that all the
p a rties in v olved believe they sho u ld be making a profit, and are immen se l y
d isa ppo inted after completing the project , whi ch cost at least as much as
if they had done it on their own. The con cl usi on is frequently a dec isi on to
a v o id col la bora ti ons in the future and retire to their own build ing. 

C ol la bora ti ons sho u ld in stead foc us on atta ining new per s pectives, and
they sho u ld lead to un ex pected en c o unter s. They are abo ut artistic ga in
– not finan c ial ga in .
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As menti oned earlier, the cultural in stituti ons need to be more clearly sub-
j ective; they need to dem on stra te that what they present is an ex p r e ssi on of
per s onal taste and per s onal opini on – in comb ina ti on with knowledge and an
o v er view of the subject. However, less is sa id abo ut the covert subjecti vity
that cultural policy suffers from.

S in ce dec isi ons are based on comparis ons with cultural policy objecti v e s ,
it is hard to gen era te dis c ussi on abo ut prior iti e s. The Swedish Nati ona l
C o uncil for Culture opera tes accor d ing to a system of refer en ce and wor k
gr o ups that parti c ip a te in preparing dec isi on - m a king, but the se gr o ups are
na turally go v erned by the proposals put forth by the civil ser v ants. New
gr o ups and initia tives find it hard to compete with the old stru ctures that are
o ften con sidered to be obvi o us rec ip i ents of fund ing .

Why not complement (and in part repla ce) the system with a new fund ing
p r oce d ure that is based on the right to se l ect subjectively? A nu mber of
‘ ‘ l inks’’ could be appo inte d, each ha ving a three-year mand a te before be ing
r e p la ce d. The task of the se links is to find a nu mber of artists / p r o d u cers of
c u l ture and put them in to u ch with a spec i fic cultural in stituti on .

The model is inspired by the system of me d ia tors in the project Art & Société
in Fran ce, whi ch was presented by Xa vi er Douroux at the sem inar P u r s u i n g
the audience in Umeå (20-21 Octo ber, 1999 )10. Obvi o us l y, the model does
n ot have to be lim ited to the in stituti onal fi e ld; the fi lm sector has already
sta rted wor king in a sim i lar way, by appo inting fi lm con s u l tants with a th r e e -
year mand a te .

The links sho u ld not be appo inted as a reward for long and faithful ser-
vi ce in the cultural sector, but they need to have a broad net w ork and gr e a t
k n o w l e d ge in se v eral cultural fi e ld s. They could, for in stan ce, be ta king a fe w
years’ sa b b a tical from their own cultural pur s u its in or der to con centra te
their creati vity on gen era ting new en c o unters and contexts. 

A link sho u ld be appo inted for a lim ited per i o d, for in stan ce three years,
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to prevent the work from bec o m ing routine. Another cru c ial advanta ge of a
time - l im ited mand a te period is that it would make it easi er for those whose
ide as were not app r ec ia ted to apply aga in. There sho u ld not be any set app l i-
c a ti on date s. Inste a d, the link sho u ld be free to make a ra p id dec isi on on the
b asis of an annual budget.

If a dec isi on on fund ing leads to col la bora ti on bet w e en an artist or artist
gr o up and a cultural in stituti on, it is essential that the fund ing does not auto-
m a tically go to the in stituti on. Inste a d, it sho u ld be linked to the leader of the
p r o j ect. The link would also be respon sible for monitor ing the project and
s upporting the funded cand id a te in any dis putes with the in stituti on .

I nitia tives and requests for projects could be submitted by in stituti ons or
p r o d u cers, but one of the link’s major tasks would be to se a r ch for and dis-
c uss possible projects per s ona l l y. Dis c ussi ons sho u ld ta ke pla ce both with
ind i vidual artists, artist gr o ups and cultural in stituti on s.

The link would have to countera ct the fact that in stituti ons prefer projects
that resemble their curr ent acti vities, or projects that copy other succe ss f u l
p r o j ects. Other w ise, there is a risk tha t , ra ther than achi e ving change, in sti-
tuti ons would continue to repeat the same old con ce p t. Instituti ons sho u ld
be offered col la bora ti ons and projects they would never have de eme d
possi b l e . The projects would serve as a creative dis rup ti on of the cultura l
in stituti ons – for in stan ce, what might be gen era ted by a col la bora ti on
bet w e en the libra ry and a chor e o gra p her? This probably also me ans tha t
m any of the projects emb a r ked on would never be carried out, but at least
they will have for ced the in stituti ons to con sider new possi b i l ities within
their opera ti on s.

If, mor e o v er, one succeeds in gen era ting the opera tive and flex i b l e
in stituti ons that were out l ined in the cha p ter on F l e x i b i l i t y, the se would
m a ke ex ce l l ent partn ers in this link project; to form an identity for them-
selves that extends be y ond the bland basic level, they would need to 
p a rti c ip a te in this type of project . 

We believe that an ex per iment with links sho u ld be tried out. The Fo und a ti on
C u l ture of the Future could play an im portant part in this ventur e .
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It would appear that as dec isi ons abo ut cultural ventures are moved
d o w n w a r d, for in stan ce to the local councils, the money available for 
c u l ture and the quality of knowledge tend to dim inish. On the basis of
c ost, but also de pend ing on per s onal taste, the cho i ce may fall on am a-
te ur culture. This cho i ce in v olves art that is less problem a tic and be l i e v e d
to be easi er for the ta r get audien ce to identify with. Above all, it is a
me ans of making the money go further. This argument is often used with
r e gard to chi ld r en’s culture. It is an irr e s pon sible app r o a ch that dem on-
stra tes how little some people value artistic quality.

The tra de uni ons mainta in that uni on member s hip is synon y m o us with
be ing profe ssi onal. Another criter i on is educati on. Both the se in stru ments
are equally blunt. Tra de uni ons are a mixture of guilds, lobby gr o ups and
uni ons, and art educati on is no guarantee that a per s on is an artist , nor
s ho u ld it be the only way of bec o m ing on e .

Attem p ts are frequently made to system ise the criter ia , in or der to gi v e
in c o m p a rable entities the same value – in the name of fairn e ss. We will
d is c uss higher art educati on in the cha p ter on Art education, where we
argue that there sho u ld be other roads to bec o m ing a profe ssi onal artist,
and that artists sho u ld be able to cho ose to work in other dis c ip l ines than
the one they were tra ined in .

Local councils must en s ure that they have knowledge abo ut artisti c
q u a l ity when buying culture. That this is not the case to d ay is due to the
low sta tus of culture. If the local councils in sist on de l e ga ting the dec i-
si ons on culture to the local bor o u ghs, then the local councils must pro-
vide ex perts centrally that local bor o u gh offi cer s / pol iti c ians can con s u l t.

An inter e sting questi on is how in stituti ons could co-opera te with am a-
te ur culture witho ut lower ing their stand a r d s. 

The in stituti on could make dem ands on am a te ur culture based on know-
l e d ge abo ut quality. This could gen era te a cru c ial dis c ussi on abo ut artisti c
q u a l ity.
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M any people feel con f used when art se a r ches for new ex p r e ssi ons and
r e v ert to the old, fam i l iar values and ideals of be a uty that are reproduce d
by am a te urs ra ther than in profe ssi onal culture. Pr o fe ssi onal artistic pro-
d u cti on often in v olves risk - ta king, and the se risks are absent within am a-
te ur cultur e .

A p a rt from the matter of quality, there is also the con sidera ti on tha t
s o me members of the audien ce want to be visible, they want to per form
and intera ct with art. The se two topics could well be suitable rese a r ch
s u b j ects that a few cultural in stituti ons could in v e stiga te . (See also the
cha p ter on S ta f f) .
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Is the audien ce our reward? Are la r ge audien ces the be st way of me as ur ing
the succe ss of a cultural in stituti on? The an s w er is no. There are in stitu-
ti ons that have a clear con cept of their audien ce goals, that calcula te
a u d i en ce size based on the ta r get gr o up and potential of each respec -
tive producti on / ex hi b iti on. But it is possible to cho ose to do a certa in 
p r o d u cti on bec a use it is im portant as an artistic de v e l o p ment project,
be ing per fectly aware that it will not attra ct hu ge audien ce s.

The problem lies in con vin c ing the prin c ipals to emb ra ce this aim, not
l e ast when the press ‘‘dis cl oses’’ the suppose dly low audien ce ra tings (the
ra tings the in stituti on had budgeted for). The prin c ipals dem and tha t
s o mething be done – the ex hi b iti on programme has to be alter e d, produc-
ti ons repla ced with lighter mater ial and acti vities broaden e d, often leading
to higher costs. Audien ces inter e sted in a spec ia l ised programme are dis-
c o ura ge d, and the broader audien ces that are ta r geted are equally ha r d
to reach at this po int.

The in stituti on risks enter ing a downward spiral, for who wants to visit
an in stituti on that has the reputa ti on of be ing in crisis (i.e. audien ce cri-
sis)? Above all, no one wants to be alone in a the a tre auditorium. Fear of
end ing up in the sha de prompts the in stituti on to ta ke fe w er initia tives, in
f a v o ur of copying ‘‘safe bets ’ ’, and in stituti ons from north to south be -
c o me inter changeable. Few in stituti ons allow them selves to have the i r
own style or their own con ce p t.

M any in stituti ons are af f l i cted by fe w er spontan e o us visitors – visits to
in stituti ons have to be in c or pora ted in an ex per i en ce pack a ge. The in sti-
tuti on’s content bec o mes a cultural bon bon in a la r ger pack a ge ta i l or -
m a de for a wor k p la ce. One might ask if this is a further de v e l o p ment of
the hos p ita l isa ti on that sta rts in scho ol, where pupils are ta ken to muse-
ums, the a tres or libraries, are told to keep quiet and, if they’re luck y, get
the situ a ti on ex p la ined to them. However, they often rem a in un en l ight -
ened abo ut the ritual that a visit in v olves, the ritual that ha b itual con s u-
mers of culture ta ke for grante d. S cho ols must dem on stra te more acti v e-
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ly how pupils can visit an in stituti on inde pendent l y, and make the actu a l
q u e st more inter e sting .

B ut we also have to scrutinise how nece ssa ry the se rituals are. The
pur pose of rituals is to give the initia ted a sen se of be l onging, whi l e
ex cl u d ing those who are not part of the circle. The rituals were forme d
w hen the ideal audien ce was differ ent , as part of a civi l isa ti on proce ss.
The fund amental problem, ho w e v er, is that the acti vities offered by man y
in stituti ons are not ex per i en ced to be suffi c i ently inter e sting – other w ise
m ore people would break th r o u gh the barr i er s. There are cases when an
in stituti on has foc used on a subject that is inter e sting to a sub-gr o up, ther e-
b y s u d denly obta ining a new, knowledgeable and inter e sted audien ce11.
The cha l l enge is not to lose 99 per cent of that audien ce when the next
ex hi b iti on open s.

In this context, the in stituti on needs to dem on stra te intera cti on be -
t w e en ex hi b itors, to in c r e ase its educati onal comm it ment. 

It is a matter of in c r e asing quality ra ther than quantity. Wor king with audi-
en ces in this way will, at be st, also change the content of the in stituti on
and add to its knowledge .

We also have to con sider whom the visitors en c o unter. Not en o u gh im por-
tan ce has be en gi v en to tra ining and mainta ining the competen ce of the
staff who deal with visitor s. Competent museum staff have be en repla ce d
w ith leased guards who are not inter e sted in making sure the ex hi b iti on s
w or k. Cloakrooms, ti cket sales and cater ing are outs o ur ced and sudden-
ly sta rt comm uni c a ting something utterly differ ent from what the in stitu-
ti on wants to represent. What is the ef fect if every one the visitor en c o un-
ters ra d ia tes a la ck of inter e st, not to say scorn, for what is ex hi b ite d ?

So me marketing de p a rt ments in cultural in stituti ons have parasiti c
tendencies, living their own life and gradually us ur p ing the acti viti e s. The
in stituti on’s artistic mana gement does not have any po w er over marke-

ting, whi ch me ans that the in stituti on’s content and the content of mar-
keting do not coin c ide. The marketing de p a rt ment builds up ex pecta ti on s ,
b ut the se ex pecta ti ons do not always match what the visitor en c o unter s.

M a r keting de p a rt ments de v ote great ef forts to ta r geting the audien ce s
that would come an y w ay. The possible ben efit is that they cho ose on e ’ s
own in stituti on ra ther than that of the ‘‘competitor s ’ ’. They are us u a l l y
gi v en mis l e a d ing in form a ti on that is per ceived as in f antile. If they are to
be gi v en in form a ti on, the ass u m p ti on sho u ld be that they are initia ted and
n ot, for in stan ce, inter e sted in knowing whi ch soap operas the actor s
have be en in .

This gr o up also often receives free ti ckets, sin ce they are con sidered to
be key visitors who will help make others inter e sted in the event. However,
the se people soc ia l ise mainly with people in the same ‘‘VIP - gr o up ’ ’, and so
the ex pected ef fect is absent . They are also better equippe d to find out for
them selves whi ch events are ta king pla ce, and are suffi c i ently inter e ste d
to pay for their visits. However, any change in the system of distr i b uting
free ti ckets would, of cour se, cause an outc ry, as a breach of the ritu a l ’ s
un w r itten la w s.
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Is the staff the cultural in stituti on’s asset or its major problem? There is
no obvi o us an s w er, sin ce the cultural in stituti on is not, and sho u ld not be ,
a ha rm oni o us wor k p la ce. For the in stituti on crisis is a na tural sta te, wor k
m ust in v olve per s onal risk - ta king. The problem is that many people wer e
employed in the be l i ef that it was a friendl y, creative and free wor k p la ce .
M any employees are alto gether uninter e sted in the acti vities, or may even
find them distasteful. The in stituti on could be called a staf f - inten si v e
ide a - c o m p an y, but one of the problems this poses is that the in stituti on
in c or pora tes secti ons and employees who do not con sider the products
the se ide as gen era te to be their central con cern .

So me of the in stituti on’s acti vities are loc a ted outside the central buil-
d ing – in wareho uses, wor k s hops or the administra ti on – where acti viti e s
go on as tho u gh the central acti vities did not ex ist. They do not visit the
in stituti on’s ex hi b iti ons or producti ons, they are not part of the inten se
w ork pu l se that goes on at the he a rt of the in stituti on .

It is frustra ting to be so far from the centre and from in f l u en ce .
E v ery one has to create their own kingdom, a spec ia l isa ti on where each
per s on makes him / her self into an ind is pen sable part of the work cha in .
This cha in bec o mes vuln erable when a per ip heral per s on (from the cen-
tre per s pective) has the po w er to overturn an entire producti on. It is not
e v en certa in that the per s on realises the ef fects of not completing his or
her duties in time, espec ially if this per s on is not inter e sted in the in stitu-
ti on’s acti viti e s.

I nterme d ia ry mana gers are employed to handle the ‘‘flat’’ or ganisa ti on,
l e a d ing to further me etings at differ ent levels. At the se me etings, the
a ctual core problems are rarely dis c ussed – they have to be solved out -
side the con fer en ce room. Po int l e ss me etings cause frustra ti on, whi ch
m ay well be dis c ussed at further me etings.

A n other, ho pefully more succe ssful, method is to sta rt wor king in pro-
d u cti on te ams, but that requires an abol is h ment of terr itor ial thinking ,
am ong both artistic and tech nical staff. 

CH A NGE IS POSSIBLE
STA FF

73

staff



It is essential to stop defining s pec ia l isa ti on th r o u gh profe ssi onal cate go-
ries in conn ecti on with em p l o y ing new staf f . I n ste a d, every one sho u ld wor k
towards a comm on goal – the completed producti on or ex hi b iti on. This also
in v olves a more flexible app r o a ch to wor king ho urs, and that producti on s
are allowed a life of their own. Mor e o v er, some of the wor k s hop work could
be outs o ur ce d; that would create a market for ex hi b iti on and the a tre tech-
n ol o g y. So me in stituti ons are like ind ustr ial comm unities – everything tha t
the producti on could con ceivably require has to be created in - ho use and,
to be on the safe side, even those fun cti ons that are no longer needed are
also reta in e d.

There are str ong for ces that oppose this de v e l o p ment, sin ce they do
n ot want to lose the po w er that spec ia l isa ti on gives them. However, the
s ur vival of the in stituti ons requires that the se methods are revi e w e d, or
they will per ish or change in respon se to external press ur e .

There are other staff cate gories that many cultural in stituti ons neglect
or outs o ur ce. As menti oned earlier, the se are usually acti vities that form
the in stituti on’s inter f a ce with the public – marketing, guards, ti cket offi-
ces, shops, cater ing and cl o a k r o o m s. 

It is worry ing to note that the in stituti ons are rem or se l e ssly se l l ing out this
a u d i en ce conta ct , while con sider ing it vi rtually im possible to outs o ur ce
p a rts of the wor k s ho p s.

It is not unusual that those who fi r st en c o unter the audien ce diss u a de
them from visiting, stand so they obscure the ex hi b its, or don’t care if
p a rts of the ex hi b iti on are out of or der. Those who opera te the outs o ur-
ced acti vities usually convey a differ ent me ssa ge from that of the in stitu-
ti on. They are required to in c r e ase turn o v er and might make up their own
rules or carry a product range that is not in line with the in stituti on. But
to visitors they are part of the in stituti on, and the rece p ti on they get can
s o metimes be dec isi v e .

A n other side that frequently causes fricti on is when in stituti ons sta rt
intr o d u c ing vol unta ry he l per s. Con f l i cts can arise bet w e en employees and
v ol unte er s. The main problem lies in the in stituti on’s app r o a ch to vol un-
te ers, and what dem ands are made on them. The in stituti on may be reluc-
tant to make dem ands on some one who is not paid, but if the per s on ’ s
beha vi o ur has nega tive con se q u en ces for the in stituti on, then certa in
r e str i cti ons have to be made. The in stituti on has to say no to people who
are not suited for the acti vities, tra ining has to be gi v en, and the way in
w hi ch co-opera ti on with vol unte ers sho u ld be carried out has to be dis-
c ussed with the regular staff. This is an area that still needs to be de v e l -
o pe d, n ot least in view of the shrinking budget for cultural in stituti on s.
M or e o v er, vol unte ers, as representa tives of the gen eral public, could he l p
in stituti ons find new app r o a ches to the audien ce. A project could ga ther
in s p i ra ti on from the fe stival culture, for in stan ce, the Gothen b urg Film
Fe stival and the Hu l tsfred Fe sti v a l .

We would welcome a few pilot projects aimed at intr o d u c ing vol unte er s
into the opera ti ons, to determ in e :

• the set - up of a tra ining programme for vol unte er s ;
• how vol unte ers sho u ld be se l ected and what dem ands can be made 

on them ;
• how to get regular staff to accept vol unte ers and co-opera te with 

them ;
• how vol unte ers could be allowed to in f l u en ce acti vities, th r o u gh inter

a cti on with regular staf f. 
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O r ganisa ti onal change, often initia ted by con s u l tants, has be en the way in
w hi ch in stituti ons have tried to solve their crises, rega r dl e ss of whether
the crises were artistic or finan c ial. The most extr eme ex ample is Malm ö
C ity The a tre and its succe ss or, who, over the past eight years, have tr i e d
e v ery con ceivable form of mana gement or co-opera ti on bet w e en differ ent
a cti viti e s.

To d ay, many in stituti ons opt to be lim ited companies; on paper it looks
l i ke they are en han c ing their inde penden ce. However, the wor d ing of the
L im ited Companies Act con cerning the board’s respon si b i l ity to act in the
inter e st of the compan y, often se ems to give the board members the
im p r e ssi on that they must en s ure that the in stituti on does not ex ceed the
finan c ial lim its, and that the board sho u ld not , on any account, con f r ont
the prin c ipals with dem ands for more fund ing to enable the completi on of
a project that the prin c ipals have assigned to the in stituti on. Sho u ld this
oc c ur, the board must step down and a new, more obe d i ent , board be
a ppo inted – a board that can be pacifi e d, if need be, by be ing rem inded of
the board members’ per s onal lia b i l ity. B ut the questi on is if this per s ona l
l ia b i l ity sho u ld not also apply with regard to the contents.

Board members are often on so many boards that it is im possible for
them to be fully briefed abo ut the opera ti ons, but they obvi o usly know ho w
to read an annual report. The result can be that ind i vidual board member s
c r iti c ise the in stituti on for not in cl u d ing acti vities that they believe could
help to solve the finan c ial problems, acti vities that it turns out the in stituti on
is already in v olved in or has already tried and rejecte d. The board member
cho oses to dicta te ra ther than find out what acti vities are be ing pur s u e d.
This de s c r ip ti on fits many of the regi onal in stituti ons, wher e as many of the
na ti onal in stituti ons do not have pol itically appo inted bo a r d s. Lo o king at the
v a r i o us in stituti onal crises over the past dec a de, no obvi o us or ganisa ti on
form presents itself as be ing the be st. So metimes, co-opera ti on bet w e en
se v eral prin c ipals runs smooth l y, wher e as in other cases (for in stan ce the
N orr botten The a tre) it leads to contra d i ctory directi v e s12. 
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H a ving only one prin c ipal may work very well as long as the in stituti on
m ana gement and the prin c ipal have con fiden ce in each other. If not, the
result can be catastr o p hic. With more than one prin c ipal, a cl e v er in stitu-
ti on mana gement can play them off aga in st each other. So me in stituti on s
have great freedom, de s p ite be ing go v erned by a pol itical council, while a
formally inde pendent lim ited company might be go v erned in minute deta i l
by its prin c ipals (see abo v e ) .

The ideal in stituti on board is knowledgeable and inter e sted in the acti vi-
ties, has con fiden ce in the in stituti on mana gement while ha ving such
str ong author ity that the prin c ipals listen to its arguments.

N o w a d ays, the boards often have in f l u en ce over the prin c ipals, but on l y
see them selves as representing the prin c ipals and believe they sho u ld
m onitor that the mana gement does not embark on any risky busin e ss.

There is a deeply rooted be l i ef that people with artistic assign ments
d on’t know arith metic, and that the mana gement has to be divided in two
– a mana ging director and an artistic director. A divided leader s hip can
w or k, but it requires that they both have con fiden ce in one an other, tha t
they have chosen one an other. They sho u ld serve as one an other’s 
s p a rr ing - p a rtn ers; the MD tries to achieve finan c ial scope for the artisti c
d i r ector’s visi on s. However, if the artistic leader dec ides under finan c ia l
d ur e ss to carry out his / her plans rega r dl e ss of cost, it is up to the MD to
s lam on the bra kes and dis c uss prior ities with the artistic director.

If neither has chosen the other, there is a risk that they will end up in
a con f l i ct situ a ti on, in whi ch the MD uses all possible me ans to stop or
o b stru ct the artistic director’s de v e l o p ment plans – a stra tegy that will
lead to major finan c ial and artistic crise s. In that situ a ti on of warfare, the
a rtistic director had better be good at arith metic – under the critical eye
of the staff, prin c ipals and board member s. In this war, ec onomics alway s
have the last word and the acti vities carry no weight. In a trusting part-

n er s hip, the parti c ip ants can co-opera te to set prior ities and define wha t
is nece ssa ry for the artistic profi l e .

Pr in c ipals often appo int the MD on the str eng th of his / her administra-
tive skills – the ability to under stand and ta ke an inter e st in the acti vity is
sec ond a ry. The prin c ipals have fo und a per s on who can handle nu mber s
and write em p l o y ment contra cts. Con se q u ent l y, they believe that the
for ec asts de l i v ered by the MD are viable, and that s/he can im p l ement
ra ti ona l isa ti on s. But it is, of cour se, difficult for this per s on to determ in e
ex a ctly what con stitutes the in stituti on’s real capital, and to be fully aware
of how easily it is squander e d.

In the crises that arise, espec ially those where the prin c ipals cla im tha t
the in stituti on has ex ce e ded the finan c ial frame w or k, a con s u l tant is
a ppo inte d. The con s u l tant comes from the busin e ss sector, bec a use ther e
is a be l i ef that the or ganisa ti onal models fo und in busin e sses are app l i c -
a b l e to cultural in stituti on s. There is little faith in artists, who are rega r de d
as corrup t, false, slippery and manipu la tive. Instead a th r o u gh - and -
th r o u gh con s u l tant is preferr e d. (Incidenta l l y, many inn o v a tive compani e s
are looking to in j ect the very distur b an ce that is caused by inte l l ectu a l s
and artists. )

The artistic director rarely gets to parti c ip a te in the appo int ment of a
c on s u l tant; at the most, s/he may be allowed to cho ose bet w e en a fe w
a l terna tives, all of whom have a sim i lar back gr o und and app r o a ch to reality.

An in stituti on mana gement is often unable to appo int a counter - in v e s -
tiga ti on w hen the prin c ipals have appo inted a con s u l tant to im p l ement
their model. The director of the in stituti on has to argue his / her po ints
b ased on his / her knowledge, po ints that the prin c ipals have probably 
already sto pped listening to on ce the crisis has be en reache d. The coun-
ter - in v e stiga ti ons that are made usually ta ke the per s pective of the regula r
staff, who want the acti vities to change as little as possible, parti c u la r l y
w ith regard to staf fing .
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It would be inter e sting to te st a ra p id support ser vi ce, whereby the in sti-
tuti on could apply for fund ing for an alterna tive in v e stiga ti on . This support
ser vi ce could also in c or pora te an advis ory fun cti on, a dis c ussi on abo ut
how to find the right in v e stiga tor with regard to the fe a tures of the prin-
c ipals’ criti c is m / p lan, assistan ce in ana l y sing what is most obvi o usly miss-
sing in the prin c ipals’ ver si on, what kind of arguments / f a cts they would
be most likely to listen to. This form of support has be en called for, espe-
c ially am ong small in stituti on s.

As Barbro Smeds rela tes in her report Institutionsteater som ‘ ‘ k o n s t-
f ö r e tag’’ (Institutional theatre as an ‘‘art company’’)13 , the con s u l tant has
to de v ote all his / her time to try ing to under stand how cultural producti on
w or k s. The result of the in v e stiga ti on is usually that a few more dec isi on -
m a king levels are added at interme d ia ry mana gement level, and that mor e
me etings are he ld. The or ganisa ti on usually grows less flexible, and
a l tho u gh some staff may initially feel that they have ga ined in f l u en ce, the y
will eventually noti ce that this is not the case. The director or directors get
l e ss and less po w er to in f l u en ce the or ganisa ti on, bec a use all their time
is spent in differ ent me etings.

That this is a hollow ultra - dem oc racy emer ges when the time pres-
s ure in c r e ases prior to opening a new ex hi b iti on or a fi r st night , bec a use
it is suddenly no problem to skip me etings, sin ce that is not where the
dec isi ons are made .

O ften, new stru ctures gradually revert to the old ways, even if the new
me eting proce d ures are mainta ined as long as possible, albe it with a dim i-
nis hing content.

We would welcome a study of a few exten sive reor ganisa ti ons in the in sti-
tuti onal wor ld, to find out what rem a ins and what positive and nega ti v e
ef fects the reor ganisa ti on has ha d. Mor e o v er, a study sho u ld be made of
w hat form of net w ork or ganisa ti on could be im p l emented in a cultura l
in stituti on .

The con s u l tancy fees are usually astr onomical (in cultural terms) but in a
c r isis this money is ta ken from some central account at the prin c ip a l s ’, so
that the cost does not directly af fect the cultural in stituti on. There are
in stan ces where the costs have ex ce e ded the am o unt that is to be sa v e d,
b ut this has be en justi fied with the argument that it will lead to long - term
stru ctural change that will pay off eventu a l l y.

So metimes a form of mora l ising is in v olved – change is supposed to be
p a inful, and the sinn ers in the mana gement sho u ld be hu m i l ia te d. The
c on s u l tant and the prin c ipals step in and make dec isi ons abo ut the
a rtistic acti viti e s. They cl ose down producti ons just before the fi r st night ,
or stop ex hi b iti ons for whi ch all staff and all contra cts have be en fina l ise d.
The money that might be saved is negligible, compared to the am o unt tha t
has already be en in v e sted in the project . The loss of good will that this
a cti on causes the in stituti on is exten sive and hard to rec upera te. Wha t
the con s u l tant and the prin c ipals succeed in doing is to dem on stra te who
is in po w er, and they also signal that they are capable of ta king for cef u l
a cti ons to cut costs.

A n other me as ure that prin c ipals can resort to in the event of a crisis in
a cultural in stituti on is to dis m iss the director / d i r ector s. Usually, it is the
a rtistic director who has to go, usually just as s/he has emb a r ked on im p l e-
menting the programme that the prin c ipals per ceived to be inter e sting
w hen they rec ru ited the artistic director. When the programme in v ol v e s
m a j or changes and less sec ur ity for the staff, a rebe l l i o us atmos p here 
a r ise s. The prin c ipals have not ana l y sed what diffi c u l ties may arise from the
im p l ementa ti on of the artistic director’s programme, sin ce they were on l y
inter e sted in atta ining the goal. They are not inter e sted in supporting the
a rtistic director aga in st the atta cks, but quickly change side s.

The cost of sa cking an artistic director is not high en o u gh – either
finan c ially or in terms of good will. The artistic director is con sidered to be
inter changeable and entirely in stru mental. The programme of change and
de v e l o p ment that the artistic director has be en appo inted to im p l ement
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sing l e - hande dly is rarely dis c ussed from the opera tive per s pective. The
ideal visi on of the future has be en cl e a r, but the diffi c u l ties that the im p l e-
menta ti on will cause have not be en ta ken into account.

The board sho u ld sign a contra ct with the artistic director s hip, entit l ing
him / her to a substantial golden hand s ha ke if the board or prin c ip a l s
interrupt the renewal proce ss by dis m issing the artistic director.

One problem is that the artistic director has already promised too much
and made too small cla ims in or der to get the job. Pr o m ising the same
a cti vities at a lower cost is often fo ol ish, but that is what many people do
at the inter view sta ge. The bo a r d, MD and artistic director sho u ld have a
j o int contra ct form u la ting each per s on’s respon si b i l ities and go a l s.

The bo a r d, whi ch ought to serve as a support for the in stituti on and its
m ana gement dur ing the renewal proce ss, is often, on the contra ry, fright -
en e d by public opini on ex p r e ssed within and outside the in stituti on14. The
a u d i en ce that the in stituti on has won may be worried by the changes (in
ex hi b iti on programmes, repertoire, ta r get gr o ups) while still be ing criti c a l
of the curr ent contents. There is always a fear of the unk n o w n, of losing
the fam i l ia r. Within the in stituti on there is the fear of losing one’s job
sec ur ity, but also of changes that will make new dem ands and alter the
f am i l iar pattern. It is the artistic director, and possibly the MD, who ha v e
to allay the se fears and inspire enthusiasm, as well as contrasting the tra-
d iti ons with a favourable picture of the change .

In or der to succeed in im p l ementing change, additi onal fund ing is neede d
for acti vities that will make staff feel moti v a ted to parti c ip a te in the ren e w a l
p r oce ss, or to pay se v eran ce fees to those who are entirely opposed to
the de v e l o p ments.

N a tura l l y, it all de pends on what dem ands for support the artistic direc-
tor makes on the prin c ip a l s. But the board rarely gets the blame for a 
failed r enewal proce ss. The artistic director needs to have the full backing

of the board for the de v e l o p ment plan, an MD who agrees with and supports
the plan. 

In additi on, a mentor would be an ex ce l l ent me ans of support . This mentor
c o u ld, for in stan ce, be a former director, an artistic advis or.

The artistic director sho u ld not be rec ru ited on his / her own, but could
be accompanied by a gr o up that is employed entirely by the artistic direc-
tor, and is completely initia ted in the im pend ing renewal proce ss. 

This is obvi o usly an issue that cha l l enges the la bo ur laws, but the questi on
is whether job sec ur ity and artistic acti vities are compatible. The laws need
to be modified in the arts, for instance with regard to the contracts spanning
se v eral years that have be en intr o d u ced for wor kers in the a tr e .

One of the fund amental problems is that tho u ghts of renewal are often
born on the cho pp ing - b l ock, when the prin c ipals are not intend ing to pay
the price of the curr ent acti viti e s. The fact that renewal could in v olve higher
c osts is not a po pu lar po int of de p a rture. However, an in stituti on that has
hit the bottom, where defi c its and downsi zing have be en go ing on for
years, are usually not parti c u larly inter e sted in changing – on the contra-
ry, they are in the proce ss of dying .

One could ask, ho w e v er, if staff who are con stantly told that they are
a bur den that in c urs losses for the in stituti on, are in a positi on to contr i b -
ute towards im p r o ving the content of the in stituti on. However, it appe a r s
uto p ian to ass u me that the prin c ipals would dare to even think of find ing
c o m p l etely new forms for cultural acti vities and allowing the old stru c -
tures to die. 

From the prin c ipals’ per s pective, renewal is not primarily abo ut im p r o ving
q u a l ity, but abo ut lower ing costs, or possibly in c r e asing the quanti fia b l e
r e s u l ts, e.g. audien ce nu mber s.
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The questi on is whether the audien ce wants to visit an in stituti on that has
the reputa ti on of a sinking ship. The prin c ipals, the pol iti c ians, sho u ld ta ke
a pride in their cultural in stituti ons and promote them as assets, in ste a d
of tr e a ting them like un w anted offspring .

An inter e sting de v e l o p ment in this context is the Gothen b urg city the-
a tre, whi ch, after radical downsi zing (in cl u d ing staff reducti ons) and th r e a ts
of cl os ure, succe e ded in la un ching the the a tre (with basically the same
r e pertoire) as something new and ex c iting, with the result that both old
and new audien ces made their way to the the a tr e .
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When we or ganised the sem inar Vad ska vi ha konstnärer till? (What are
artists good for?) in Visby on 17 – 18 May, 199915, it caused agita te d
c o mments. It was not perm issible to dis c uss the role of the artist in soc i-
ety, or to voice the contr o v er sial cla im that we are educating too man y
a rtists in Sweden. One of the mis under stand ings we en c o untered was tha t
the word artist was synon y m o us with visual artist. We had chosen 
intenti ona l l y n ot to use the ex p r e ssi on cultural wor ker, a rem nant from the
70s, when every one was supposed to be equal, in favour of revi ving the
w ider definiti on of the artist, the pra ctiti on er of art. What we me ant was
a rtists from the entire cultural fi e ld, in cl u d ing actors, composers, chor e o-
gra p hers, ex hi b iti on cura tors, and so on. However, two questi ons arise her e :

• What is an artist ?
• How does one bec o me an artist ?

C o m p l eted artistic tra ining at uni v er sity level has in c r e asingly bec o me the
only ack n o w l e d ged route to bec o m ing an artist . The tra de uni ons, not
l e ast, have contr i b uted to this proce ss, even tho u gh many central tra de
uni on offi c ials have not them selves gra d u a ted from any such educati on .
The auto d id a cts who sta ke out their own educati onal road and find the i r
own ex p r e ssi on are bec o m ing extin ct . They might possibly be repla ce d
w ith those who have studied abroad, but even the se artists en c o unter
s ce p ti c ism un l e ss they have also ta ken part in certa in well-defin e d, well-
known (in Sweden) educati on s. The truth is, of cour se, that the se educa-
ti ons do not nece ssarily turn people into out - and - o ut artists – some cho o-
se not to continue as artists, while others per se v ere but fail, and the rest
will be able to earn a living as artists.

There is, of cour se, a dem a go gic po int to be made here – educati on s
that are as ex pen sive as the se (sin ce they are so te a cher - inten sive) are
n ot justi fiable if they fail to produce batch upon batch of fully-fledged and
s o u ght - after artists. Others po int out the absur d ity of educating mor e
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a rtists than the cultural market needs. Yet others foc us on the la r ge nu m-
bers who apply to the se cour ses, and ask if per haps the wrong stu dents
have be en se l ecte d, sin ce so many stu dents are allowed to fail.

B ut what is failure? Is it a failure to change one’s artistic genre? For a
m a ke - up artist to mainly direct fi lms, or for a mime artist to con v ert to the
visual arts? On looking at the gr e a t, renowned artists th r o u gho ut the
a ges, we find that many of them ex p l ored differ ent artistic ex p r e ssi ons –
s o me alterna ting art forms, while others changed their foc us enti r e l y.

Per haps it would be perm issible to say that artistic tra ining helps to
breed qualities that can be used in differ ent ways apart from purely artisti c
c r e a ti on. The la bo ur market is sa id to be looking for people who can think
c r e a ti v e l y, espec ially in companies typical of the ‘‘new ec on o my ’ ’. Intera cti v e
na rra ti on requires new artistic qualiti e s. The cultural sector needs producer s
w ho have a grasp of the artistic proce ss, cultural in stituti ons need admi-
nistra tors who can support the or i enta ti on, they need educati ona l ists who
c an work with audien ces, and so on. To d ay, people with artistic tra ining are
l o o ked down upon if they have not succe e ded after a few years. They are
a d vised to change profe ssi on enti r e l y, and their tra ining is con sidered to
be use l e ss. They sho u ld be de - p r o gramme d from their previ o us artisti c
foc us.

Does artistic tra ining need to be regen era ti on? 
One proposal is to intr o d u ce a fo und a ti on year that is the same for se v e-
ral differ ent artistic educati on s. After completing this fo und a ti on year, the
c ol l e ges dis c uss with some stu dents whether they sho u ld rec on sider the i r
e d u c a ti onal path . This dis c ussi on sho u ld be continu o us. O ther shared fe a-
tures could also be identi fi e d, leading to joint projects bet w e en stu dents
in differ ent artistic dis c ip l in e s. Th r o u gho ut their studies, stu dents sho u ld
have opportunities to me et and work with profe ssi onal artists from other
d is c ip l in e s.

The various col l e ges in the artistic fi e lds sho u ld profile them selves mor e ,
so that they could compete more on the basis of what they offer. This
w o u ld per haps en c o ura ge stu dents to apply more actively for a spec i fi c
e d u c a ti onal path .

Is it justi fied that artistic tra ining ta kes up to five years to complete ,
w hen stu dents have gone th r o u gh prepara tory tra ining befor ehand? 

Wo u ldn’t it be more na tural to return to col l e ge for further educati on, ra t-
her than spend five to ten years stu d y ing at the very be ginning of on e ’ s
a rtist career? So me of the se further tra ining cour ses could also be avai-
lable to artists from other dis c ip l in e s.

One of the major problems of artistic tra ining lies in the rec ru it ment of
te a cher s. In many other countries it is rega r ded as an hon o ur to be aske d
to te a ch the next gen era ti on of artists. In Sweden the role of te a cher in
the arts has low sta tus. Many of those drawn to te a ching the arts are in
se a r ch of the sec ur ity that em p l o y ment entails, and they are ha r dly the
be st suited to en c o ura ge stu dents to bec o me risk - ta king, bo und a ry -
b r e a king artists.

The change that is ta king pla ce to d ay within artistic tra ining main l y
c on cerns the app r o a ch to tra d iti onal voc a ti onal skills, learning to wor k
w ith the basic styles of ex p r e ssi on. It is often argued that the modern
a rtistic ex p r e ssi ons in stead require entirely differ ent skills, entirely diffe-
r ent ex p r e ssi ons, and awaren e ss of a the or etical, phi l os o p hical context . It
a ppears that an os c i l la ti on bet w e en the se two extr emes is in proce ss, ra t-
her than any true de v e l o p ment. The ef fect is alm ost comical when the
m ost succe ssful ex per imental artists advoc a te a return to the old educa-
ti onal ide a l s. The truth is per haps that one needs to have knowledge
a bo ut an artistic tra d iti on before one can dec on stru ct it. Educati on sho u ld
p r o vide a sol id base for multi - skilled artists who are capable of try ing out
d i f fer ent me ans of ex p r e ssi on and are not restr i cted by tra d iti on .
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How can higher educati on corr e s pond better with the metam or p hosis
that the arts are go ing th r o u gh, in whi ch the tra d iti onal genre distin cti on s
are be ing questi oned? Most scho ols are entirely foc used on producing
s pec ia l ists in each respective fi e ld. Artists who want to work across the
bo undaries, who want to try differ ent forms of ex p r e ssi on to convey the
same content, get little support from the scho ol s. The proposal made in
the above, for a comm on fo und a ti on year and shared cour ses, could be a
step on the way. Opportunities for stu dents to me et and work with pro-
fe ssi onal artists in other dis c ip l ines could be an other. However, enti r e l y
new educati ons, or a change of foc us within ex isting educati onal in stitu-
ti ons, will probably also be neede d. New dis c ip l ines are likely to emer ge
in the longer per s pective, but few of the educati onal in stituti ons are 
s u f fi c i ently flexible to in c or pora te them. 
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We have attem p ted to out l ine the situ a ti on of cultural in stituti ons to d ay –
in an era when the ex p an sive cultural policy of the 1970s is criti c ise d,
both for ec onomic reas ons and on account of the goals it defin e d.
C u l tural policy was able to gen era te such la r ge fund ing for reform s
bec a use culture was en l isted in the ser vi ce of the de v e l o p ment of soc i e-
ty; it was an ex p r e ssi on of the amb iti on to or ganise soc i ety in minute
detail. To d ay, the wor ld looks differ ent and cultural in stituti ons have to be
m ore flexible in or der to deal with it.

One goal that has be en criti c ised is the dem oc ra tic amb iti on of equality,
a c ce ssi b i l ity and parti c ip a ti on – why has culture not succe e ded in
r e a ching a noti ceably broader audien ce? There are those who cla im tha t
a few promin ent, central in stituti ons would suffi ce, in stead of the net w or k
we have to d ay. However, we believe that it is im portant to reta in the
dem oc ra tic amb iti ons, altho u gh the missi ona ry amb iti on to con vin ce 
e v ery one that culture is great could be toned down. But it is still im por-
tant that every one sho u ld have the opportunity to visit the cultural in sti-
tuti ons at a reas onable price .

C u l tural in stituti ons need to adopt a more open app r o a ch to visitor s.
They have to dare enter into dialogue with contem pora ry soc i ety.
H o w e v er, we see the opposite ha ppening, a tendency to smudge out ind i-
vid u a l ity in the attempt to atta in goals, and con se q u ently running the risk
of putting the in stituti on in an an on y m o us grey zone that fails to attra ct
a u d i en ces and eventually could lead to cl os ur e .

It is essential that cultural policy stand fi rmly on three legs :

• Str ong roots am ong the po pu la ti on and dia l o g u e
• Acce ssi b i l ity and parti c ip a ti on
• Scope for inn o v a ti on

The fact that many people are in v olved in am a te ur cultural acti vities such
as choirs, am a te ur dram a tics and rol e - p lay ing, provides a wide base, and
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S w e den is unique in this way. However, cultural in stituti ons must dare
p a rti c ip a te in a dialogue, in stead of presenting old truth s. The tra d iti ona l

c on cept of culture is also cha l l enged by youth sub-gr o ups that create the i r
own culture, sometimes borr o w ing from what is con sidered to be commer-
c ia l – read bad – culture. The se sub-cultures are often na rrow and 
c o mmer c ially uninter e sting, but they sometimes in c or pora te inn o v a ti v e
and inter d is c ip l ina ry ex p r e ssi on s. Many of to m orrow’s stars are probably
fo und in the se sub-cultur e s.

It goes witho ut say ing that culture, and cultural in stituti ons not least,
s ho u ld be acce ssible. But this is not merely a ge o gra p hical issue, it also
r e la tes to how visitors are rece i v e d. The in stituti on sho u ld be a pla ce
w here every one can parti c ip a te and intera ct. All too often, visitor s
en c o unter an on y m ity, and they are not assisted in find ing the me etings
that could ta ke pla ce in the cultural in stituti on. This is not a questi on of
tr i via l ising the content or under e stim a ting the visitor, but of provid ing visi-
tors with the right to ol s.

The third leg, scope for inn o v a ti on, often se ems to be sa c r i fi ced in the
name of sa ving. Witho ut ex per iments, the right to fail, cultural creati vity
w o u ld ce ase. Pa rts of what is now gen erally rega r ded to be in c o m -
p r ehen sible, diffi c u l t, ugly, dis g usting, will in a few dec a des be in c or po -
ra ted in po pu larly acce p ted culture. To lean, as many cultural in stituti on s
do to d ay, aga in st the already acce p te d, leads stra ight to an on y m ity.

The reas on why we have painted this bleak, or, as some will have it , acer-
bic picture, is that we want to high l ight the problems, whi ch are frequent-
ly of a stru ctural na ture. Our per s pective is that of the active artist and
the in stituti on mana gement. The prin c ipals of the cultural in stituti ons, the
o w n er representa tives, would probably have an other ver si on. However,
their ver si on is be ginning to appear in c r e asingly he a rt l e ss – the cultura l
in stituti on is not ack n o w l e d ged as ha ving potential, as something to be
proud of, but as a phen o men on that accumula tes debt in the books of the

r e gi onal or local author iti e s.
There are, of cour se, ex ce p ti ons, and we could have opted to high l ight

the positive tendencies, but we have se en our task to be to foc us on ho w
the cultural capital is be ing squandered in many areas, we want to put the
se a r ch l ight on the hid den cultural policy agend a. We have reacted str ong-
ly aga in st the uti l ita r ian cultural pol i c y. The fact that culture has favoura-
ble side ef fects is he a rtening, but the cause is lost if the se ef fects are
r e ga r ded as the prim a ry justi fi c a ti on for in v e st ment in culture. Instituti on s
that are created on those prem ises are living prec a r i o us l y. Any quer i e s
c on cerning whether they have achieved the ex pected result could lead to
cl os ure of the in stituti on .

The cultural land s c a pe is an essential part of what makes us into
hu m an be ings, develops our con s c i o us n e ss and sha pes our soc i ety.
H o w e v er, the pol iti c ians appear to find motives such as the se hard to
emb ra ce as a justi fi c a ti on for fund ing .

One of the more fund amental criti c isms we have levelled at the in sti-
tuti ons con cerns their la ck of flex i b i l ity. Stru ctures eventually grow mor e
im portant than the acti viti e s. We propose a few major and min or me a -
s ures as a reme d y. So me of the me as ures require changes in legis la ti on,
and that tra de uni ons and em p l o y ers realise that cultural producti on
c ann ot be achieved on the same cond iti ons as other producti on. One sign
that change is on the way is the new agr e ements in the the a trical fi e ld,
w here in stituti ons can form en sembles with contra cts for se v eral years
w itho ut ha ving to employ actors perm an ent l y. Another ex ample is the
move away from guild - thinking, in favour of more te am - w or k.

We will not reitera te all the proposals presented in this report, but will
high l ight a fe w :

• New na ti onal awards. Instituti ons cha ra cter ised by high artistic 
de v e l o p ment could be awarded substantially in c r e ased de v e l o p ment
f und ing over a few years.
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• A new, subjective and active way of alloc a ting funds – links who
w o u ld identify artists and link them with cultural in stituti ons where 
their projects could be realise d. Pr o j ects could lead to un ex pected 
de v e l o p ments in the in stituti ons and en c o unters bet w e en differ ent 
a rtistic dis c ip l in e s. The links would serve as mentors th r o u gho ut 
the p r o j ect .

• A nu mber of pilot projects foc using on how cultural in stituti ons could 
c o - o pera te with vol unte ers, and also on how in stituti ons could inter -
a ct creatively and critically with am a te ur cultur e .

• A fo und a ti on year for artistic educati on that is the same for se v eral 
d is c ip l in e s. After the fo und a ti on year, the col l e ge could dis c uss with
stu dents the possi b i l ity of rec on sider ing their educati onal path .

• An in v e stiga ti on ser vi ce for smaller cultural in stituti ons, to enable 
them to comm issi on a report in conn ecti on with proposals for 
change s.

• A study on whether cultural her ita ge in stituti ons could get more 
s pon s or s hip fund ing .

• A wor k s hop with architects, plann ers and cultural in stituti ons, abo ut 
in stituti on build ings of the future, also dis c ussing how in stituti ons 
s ho u ld form u la te their requirements when or der ing a new build ing .

• A sem inar on how cultural in stituti ons could dis c uss contem pora ry 
l i fe and the futur e .

In additi on to the se and other proposals in this report , it is essential to
pursue the de b a te and mainta in a questi oning app r o a ch. We need to con-
stantly create new forums for the en c o unter bet w e en artists, cultura l
in stituti ons and cultural pol iti c ian s.
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R e ports pu b lis hed by the programme

A summary of all reports and seminar documentation is available in
English at www.framtidenskultur.se/renewal.pdf.

Björn Linnell: Är kulturpolitiken bara historia – eller är kulturpolitikens
historia dess framtid? (Is cultural policy merely history – or is the history of
cultural policy its future?) www.framtidenskultur.se/linnell.pdf

Anders Kreuger: Konst och nytta (Art and usefulness)
www.framtidenskultur.se/kreuger.pdf

Johan Sanne: Kulturinstitutionen, styrelsen och huvudmännen. En upp-
täcksresa till åtta världar. (The cultural institution, its management and prin-
cipals. An exploration of eight worlds) w w w. f ram tiden sk u l tur. se / sann e . p d f

Barbro Smeds: Institutionsteatern som ‘‘konstföretag’’ . Vad händer egent-
ligen innanför murarna? (Institutional theatre as an ‘‘art company’’. What
happens inside the walls? www.framtidenskultur.se/barbro.pdf

Ragnar Lyth: Teater en ensemblekonst . Ett förslag till förnyelse av 
svenska institutionsteatrar . (Theatre, an ensemble art. A proposal for
renewal of Swedish institutional theatre ) www.framtidenskultur.se/lyth.pdf

Arne Brodin & Rebecka Tarschys: Bibliotekscentrum: Opinionsbildningen
kring förslaget att slå ihop folkbiblioteket och högskolebiblioteket i Visby.
(Library Centre: Campaigning around the proposal to merge the munici-
pal and university libraries in Visby ) www.framtidenskultur.se/visby.pdf
Anton Hagwall: Tio intervjuer (Ten interviews) and Jan Gradvall 
Vilka är framtidens kulturkonsumenter? (Who are the future consumers of
culture?) www.framtidenskultur.se/gradvall.pdf

https://www.framtidenskultur.se/renewal.pdf
https://www.framtidenskultur.se/linnell.pdf
https://www.framtidenskultur.se/kreuger.pdf
https://www.framtidenskultur.se/barbro.pdf
https://www.framtidenskultur.se/lyth.pdf
https://www.framtidenskultur.se/visby.pdf
https://www.framtidenskultur.se/gradvall.pdf
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