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All Maher



It is universally agreed that art is an international lan-
guage. It is always astounding, however, when one is allowed
to actually experience the truth of this statement firsthand. |
had such an opportunity when | visited Sweden recently at the
invitation of the Svenska Institute and the Modern Museum of
Stockholm in order to prepare for an exchange of exhibitions
between Sweden and Jordan's Darat al Funun.

| was deeply impressed by the professionalism that
the Svenska Institute and the Modern Museum displayed in
preparing such a rich and meticulous schedule for me. | would
hereby like to thank my hosts for the opportunities they afford-
ed me to meet so many artists individually and privately. | was
particularly impressed by the gracious modesty exhibited by
artists of such high calibre, a quality that eased the way for a
free and constructive dialogue.

My subsequent visits to Kalmar and Malmo were as
genial and constructive as my time in Stockholm. Although it
was extremely difficult to choose only two Swedish artists from
such a range of talents and variety of styles, | am honoured to
have played a part in this dialogue between cultures. It was fas-
cinating to consider the similarities and differences between
contemporary Swedish and Jordanian art, springing as they do
from such disparate situations, and yet proving once again the
characteristic universality of art.

At the Darat al Funun and in the "Meeting Point
Amman” exhibition at the Kunsthallen in Gothenburg, Jordanians
will be able to enjoy a taste of Swedish contemporary art and the
Swedish public will have the chance to savour the work of Jor-
danian artists. It is our hope that this exchange will open new
channels for further co-operation and lead to many more oppor-
tunities for “East” and "West” to appreciate each other’s distinc-
tive individuality, while at the same time celebrating that which we
share.

Ali Maher

Director of the Darat al Funun
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THE ROOTS OF PAINTING REACH FOR THE SURFACE

Hakan Rehnberg’s early work often addressed a notion
or experience of difference and articulation, materialised in the
form of bisected canvases, diptychs, and forms that seemed to
result from a variety of tensions — “the one differing from itself,”
to use a trope from a philosophical tradition ranging from Her-
aclitus to Holderlin, and from which the artist himself has drawn
considerable inspiration. This physical delineation accentuated
the material nature of the support, in some cases completely
blurring the distinction between support and supported, and
projected the painted surface into the sphere of objects, relief,
and sculpture.

But his stern and materialistic matter-of-factness was
also suffused with a sense of poetry, and the industrial quality of
his supports (steel, concrete, lead) — traditionally conceived of as
negations of facture and resistant to language - in fact empha-
sised our reading of them as not only not only enigmatic and
mute, but also as highly conversant in another type of language.
The subduing of gestural traces and clear corporeal signatures,
together with the undoing of the distinction between drawing
and colour (not carried out in the name of colour’s sensuous
presence, as has long been the case traditionally, but rather in
terms of a new indistinction between them, perhaps akin to what
Yve-Alain Bois in his essay on Matisse proposed to call “arche-
drawing”), seemed to take us back to a kind of writing ground
zero, to a stage before signification — a place where a primordial
differentiation unfolds.

If Rehnberg’s quest was towards the "roots,” then
such roots could only come to light as divided and conflictual,
presenting a kind of chiasmic tension.

Focusing on the materiality of these earlier works
would seem to align Rehnberg with a minimalist tradition.
There are no doubt strong affinities to be found with painters
like Marden and Ryman, and with their insistence on painting
as a kind of constantly renewed and redirected self-investiga-
tion, and with certain veins of arte povera.
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But interestingly enough, Rehnberg’s move back into
the materials and fundamentals of painting, drawing and
colour, never leads to painting for its own sake, into the stub-
born visual tautologies of "what you see is what you see” (as
Frank Stella once claimed). Rehnberg’s aims are both painterly
and literary, and to Rehnberg, painterly self-reflexivity must
exceed its inherited conventions and in a certain way go
beyond painting itself as a medium. The question of painting,
of the status of its practice and what its palpable immediacy
offers our gaze, is for Rehnberg a philosophical question as
well.

As such it is a question of language, knowledge, and
discourse, although the two spheres remain irrevocably juxta-
posed, without hierarchy, without one claiming any authority
over the other. The most obvious example of this is found in the
artist's own writings. An astute reader of Greek literature and
philosophy (he is, among other things, the co-translator of the
first Swedish edition of Heraclitus’s fragments), Rehnberg often
proposes an alternative perspective to his work, wholly different
to the one stemming from formalist interpretations of late mod-
ernist painting.

If painting pushes him into literature, however, then it
is no doubt literature that leads him back into painting. Com-
menting upon a passage in Homer, where the inevitability of
Achilles” fate becomes clear to him on the battlefield, Rehn-
berg notes how this insight "hollows him,” and ultimately
leads to a “point where the law of action, writing, and reading
empties language of its signification and reveals its lustre”
What draws Rehnberg to these Greek sources (Pre-Socratics,
Homer, Sophocles) is less their status as sources of iconogra-
phy than their strange ichno-graphy, enigmatic traces shored
up in the lustre of language, in its “resonance” or "timbre”

Rehnberg’s Greeks are not white marble models of
perfection, but more resemble Nietzsche's and Holderlin’s archa-
ic powers, whose resistance to the Apollonian regime fractures
and fissures our symbolic orders and upsets our aesthetic
canons, even if only as barely visible traces, absences, and lacu-
nae.

Perhaps it is this intimate connection between painting



and literature which has allowed Rehnberg to steer clear of the
powerful historical and critical discourses on various “ends”
and “endgames” of painting. If he occasionally seems to be
reaching back into something that resembles the origin of paint-
ing, he does so without a sense of the apocalyptic, without the
quest for an essence. Rehnberg approaches the border only to
find it displaced, and with it the whole of the terrain. The very
idea of a root would then need to be re-thought in the plural:
“the roots” of painting indeed "reach for the surface,” but they
are multiple and cannot be contained under one heading, they
cannot surface once and for all. “To work with a painting which
does not rely on the solace of handicraft and does not have the
aggressive trace of the gestural either, but instead appears in a
delayed attentiveness bordering on listlessness.” Delayed atten-
tiveness and listlessness: it is between these twin poles that
Rehnberg’s counter-motion to the interpretational machine of
history and dialectics unfolds, renouncing essences and strong
statements in favour of an open process, perhaps a kind of
“weak thought” in painting.

Rehnberg’s recent work (from the late 1980s to the pre-
sent has given more space to “traditional” painting processes,
although their seemingly traditional nature will have to be inter-
preted and perceived on the basis of his previous positions.
Here we find traces of the hand and its movements, and an
almost lyrical intensity with luminous fields of colour breaking
forth as if to create a more direct form of address. The quality of
the support is just as important here as in the earlier use of con-
crete and metals. The use of sandblasted acrylic sheets, which
allows the paint to remain on the surface and form a kind of
overlay or “skin,” seems congenial to the new lightness and
transparency that characterise his work over the last few years.

11
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In his most recent work, Rehnberg often leaves parts of
the support unpainted - a rarefaction of substance - as if to
engage colour in a new type of dialogue with the support. It is
no longer a sub-structure, the "tain” of the mirror (a metaphor
which has fuelled what is now a venerable tradition, in its
attempts to wrest the materiality of painting out of imaginary
depth) — but yet another element, neither more profound nor
more superficial than any other (which, it should be admitted,
also limitsthevalueof the metaphor “skin”). This reconfiguration
of colour and support also allows Rehnberg to reintroduce an
element of drawing, in the discreet use of a ruler in order to
define the squares and rectangles of colour. A poetics of scarci-
ty, and yet rich in its excavation of the roots of painting, defer-
ring and delaying the event, hollowing it out so as to give space
to one’s attention.

aven-Diov Wallenstein
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Hakan Rehnberg

The Sealed Studio, 1998-99
Aluminjum, glass. steel

300 x 200 x 200 cm
Installation view

Exhibition title: ”...on the sub
lime..."

Rooseum, Malmo

Photo: Jan Engsmar



Hakan Rehnberg

Untitled, 1995

Mural, acrylic glass
Installation view

Galleri Forum, Stockholm
Exhibition title: “The Voice”
Photo: Jan Almerén
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Hakan Rehnberg
Untitled, 1996

QOil on acrylic glass

75 x 62 cm

Photo: Per-Anders Allsten



Hakan Rehnberg
Untitled, 1997

Qil on acrylic glass

150 x 125 ¢cm

Photo: Per-Anders Allsten
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- A UNIFICATION OF NARRATIVE AND DESIGN,
BODY AND LANGUAGE

The strange thing about Ann Edholm’s virtual universe
is that the shapeless is just as concrete as the geometric is flu-
id. It is as if she worked in a world that predated the creation of
geometric shapes, or perhaps she creates at the very instant
that formlessness gains form, at the precise moment that con-
tent washes over the geometry of circles and squares. Her work
depicts a pre-geometric landscape full of things that are simul-
taneously vague and precise. The narrative, the psychological
associations the images provide, and the design, the geometry
and technique that comprise the space of the image, overlap
one another and find themselves in a state where content and
expression meet. One senses transition, a motion inherent in
Edholm’s play with ideality and reality, where the intersection
between the profusion of control and the control of profusion
leaves an intellectual impression, an image on the surface.

Throughout history, abstraction in western art has
often been connected to a negative ideology, where art has tak-
en the place of God, and negation and denial have been the only
statements possible. The abstract is what is not; it is not figura-
tive, not narrative, not illustrative, and not literary. It reverber-
ates "no, no, no”.. Ann Edholm is constantly moving away from
this negativity, moving instead closer to an affirmation of the
abstract potential of the material, which builds on the intensifi-
cation and consolidation of unseen possibilities. In her earlier
paintings, the colours are more corporeal, the material swells
out and overflows, and at the same time there is a strong sense
of control and restriction.

The paintings extend themselves inwards, they do
not grow by spreading themselves out over the surface and
expanding, there is instead a concentrated implosion and
opening towards something behind and within. Her paintings
are often compared to wounds, scratches that rent the skin and
split wide its contents. In an interview in 1997, when speaking
of “Inuk 1" (1990), a sharp green painting where the pastel
colour literally opens towards some inner surface, she states
that the colour interested her more as mass than as light, and
the reference to wounds arose through working with the mate-
rial. By searching within the body of the colour and “burrow-
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ing” into the surface, the object became an image and the
image opened itself to meaning. If one is to speak of a method
in Edholm’s work, it could be her way of externalising, of con-
necting the works to something external and giving them
meaning and import by working with and in the material in a
concentrated fashion: it is not about representation, rather
about the discovery of something new.

Edholm also talks about the way that layers of colour
function as a means of concentrating a thing, about how she
condenses her way towards an expression. The following lines
have appeared in several of her sketchbooks: “The act of con-
densing or concentrating entails that a single conception repre-
sent several associative chains, at whose point of intersection
the condensed subject is localised. This conception then holds
the sum of the content inherent in each of the individual asso-
ciative chains”

It is exactly these points of intersection that Edholm
seeks, these points beyond the possible, an absurdity of both
body and intellect, where meaning and time have disappeared-
empty space or the one great passion.

The impression as the origin of the image is one of the
points of departure in Edholm’s work, and the cloth of Veronica
is an important reference. When Christ presses his face against
the cloth and the spots he leaves behind emerge as an image,
the first painting is created. The canvas here becomes a mem-
brane between origin and representation. The membrane and
the skin form a powerful theme that runs throughout Edholm'’s
entire production, both as narratives about the surface between
language and body, signs and things, and as a concrete object
in the technical construction of the painting, where paint is
blended with wax to create a skin-like surface.

The series "Fracture of Surface” (1996), consists of
three black and white paintings, each containing three circles,
one large one and two smaller ones, which are symmetrically
placed as close to the larger circle’s upper border as possible
without the three forms merging into one. The geometric com-
position becomes a face in front view, with two carefully lis-
tening ears, like a divided Mickey Mouse, where the imprint of



the figure has become a maodern, easily interpreted icon.

Itis a type of linguistic game wherein several traditions
meet one another in an easy, almost absurd manner; a con-
structivism with its roots in the tradition of art history is unified
with a contemporary graphic symbol taken directly from popu-
lar culture.

Unlike "Inuk I} "Fracture of Surface” deals with a
membrane that isn’t hiding anything, a surface that can be both
a subject, an impression, and a hole that opens out onto anoth-
er space. The surface is whole, unpenetrated, doesn’t rip apart
to reveal something hidden behind, but rather finds its duality
in the interpretation of the form, in the “reading” of the picture,
in which the geometric change the content depending upon the
situation. The three paintings in "Fracture of Surface” have the
same dimensions as the Spanish Baroque artist Zurbaran'’s
“The Cloth of Veronica’; 56,5 x 70 cm, through their scale relate
in turn to the observer’s own body - they become the symbol
for something “human’ a type of anthropomorphic expression.

The same motive returns in "Tango d’Amour” (1997), a
public artwork in the Teacher’s College of the University of
Umea, Sweden, but here the three Mickey Mouse-like figures
have a larger format, 135 x 185 cm. The placement of the paint-
ings on the canvas responds to a rhythm that can be found in
both the building itself and the human activities it contains, in
both the flowing river and the motionless banks. The paintings
are clear and "“quick’ they have a lightness that allows the
observer to have a moving body, in the same way that a game
both demands and creates activity and movement. The observ-
er comprehends these paintings from a distance, not as inti-
mately or close as with the smaller paintings, and the content of
the paintings is changed here, from anthropomorphic symbols
and identification of a subject, to an index, a trace or track of a
movement, whose subject has already moved on. The internal
structure of the paintings, the placement of the three composi-
tions upon the canvas, creates a feeling of movement and time,
of something that has already happened - the observer enters
as the re-creator of the narrative.
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It is interesting to note how Edholm works on remov-
ing the shell of the painting as it were, with a clear awareness of
the observer’s role in relation to the work, which, as a form of
artistic expression, dictates meaning just as much as the actual
colour, and form. We can see how this becomes apparent in
pieces like "Fracture of Surface” and "Tango d’Amour’ where
the actual design of the image is the same, but the scale is
changed and the figuration provides several disparate associa-
tions: the anthropomorphic expression, comic books, and the
tracks of a an animal’s paws in flight.

Seen as a whole, Edholm’s work seems to be about a
sort of externalisation. From working with internal physical
motion, which brought forth associations of slowing fluids,
blood and vomit, she has become more and more interested
in the physical relationship that exists between the painting
and the observer, and in a lighter, more fluid language. She
has always seen her work to be realistic, the object, the paint-
ing, is made into a subject in reality and the physical shell is
given an important meaning in relation to the body of the
observer.

The role of the observer is perhaps most clearly seen
in “"Through the Looking-Glass” (1998), a proposal for public
art, where she has worked with small displacements or
intrustions in an existing environment. Edholm organises the
city quarter with the aid of a narrative, a parallel thought sys-
tem. The grid leaves room for a different type of order. We can
speak of a fracture, a fault, between two types of principles,
between two types of vision. Edholm leaves the optical - the
surveyable, distanced structural principle, where the observer
is far from the object and where the logic of the visual image
is immediately apparent — and uses instead the physical prin-
ciple — the geometry of narration and thought, whose logic is
made apparent by the observer being in the structure, inside
the narrative. When one is really close to something and one’s
gaze cannot capture the whole, one must move, shift one’s
body, in order gain perspective of the whole, in order to under-
stand.

One sees through one’s own body. In Edholm’s pro-
posal, the individual creates his or her own narrative and
structure by moving around in the city quarter. The strata of



the city, the various epochs, the separate social and urban
space, begins to pulsate and travel back and forth through an
incision between our vision and our thought, and between the
front- and back-sides of the physical environment. Ann Edholm
states that she has been more interested in the past few years
in speaking about language than about the inner physical con-
dition. A move towards deviation, towards the smallest fault
that can lead to a definite fracture, can be found in the mem-
brane between the body and language, on the actual surface
of the fracture, which functions as both a boundary and an
intermediary. As a form of emotional expression, we recognise
this place as a physical sensation before anything has become
clear or obvious — we have "the words on the tips of our
tongues’ a physical tingling, the hint of a formulation to come.

The unification of body and language becomes obvi-
ous in the series of graphic prints — “"14 Conceptions — Tango
d’Amour I1” (1998), referring to the 14 Stations of the Cross and
Christ’s road to Calvary. The graphic techniques that Edholm
has used - aquatint and drypoint - prints and etchings — have
a lightness and directness, something just as immediate as the
spots upon the cloth of Veronica.

The series consists of fourteen etchings, 45 x 45 cm,
placed in close proximity to one another, about 140 cm above
the floor. It is a clear and simple motif, which we recognise
from earlier Edholm pieces, with black, white, and red tones.
The placement of the pieces provides a close, direct relation-
ship to the head and eyes of the observer and the series of
rhythmically pulsating forms is experienced as a row of sym-
bols, as a narrative.

There is often a paradoxical quality in Edholm’s
images, they both attract and repel, the observer is drawn into
the picture, but at a certain point the body and mind are sepa-
rated and the intellect is drawn further into the hole. In “14
Conceptions” one finds this duality, both solidity and move-
ment, the lightness of thought being allowed to continue past
the material itself.

These images do not have a linear narrative relation
to one another; the narrative does not have a beginning and
an end, but rather gain meaning through the motion of the

23
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body and the gaze of the observer.

The conceptions become symbols, become language,
which shifts its meaning from one image to the next, just as
words change their meaning depending upon where, when,
and how they are said. The rhythm between points that impede
motion, the expanding surface, lateral motion, and encapsula-
tion, gains power through its continuity, both as a “piercing
point” and as an enticement to continued movement.

Helena Mattsson
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Ann Eaholm

Surface of Fracture, 1996
Oil on canvas

70x56.,5 cm

Triptych

Phaoto: Per Bergstrom
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CONCEPTIONS
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Ann Edholm

14 Conceptions, Tango d'amour ||, 1998
aquatint, drypoint

Photo: Per-Anders Allsten

[and overleaf)



Christ presses the cloth against his face and lets the
image emerge. So is the first painting made, an impression that
becomes an image, an image formed on the surface of the frac-
ture between the cause of the image and the substance upon
which it is built. Christ is the origin of the world in the same way
that the printing plate reveals the image of its own origin. The
observer is pierced by the gaze of the image as Christ is pierced
by the nails upon the cross - creating the wound that both sees
and allows itself to be seen.

The road of suffering leads to Calvary, where the first
conception of love and divine mercy, their performance, is pre-
sented. Here, on the cross, in the darkness of the ninth hour, a
promise is made, a promise of a passionate encounter, a lovers’
meeting, with the Other, face to face, body to body, in a tango
d’amour.

A rhythmic dance, a sweeping, whirling dance of love in
which every step, every element, every image builds the narra-
tive's syntactic passage in station after station, conception after
conception, from the virgin promise of the empty white square to
the completion of the final black circle, black as the blinding sun
that ignites and extinguishes the moon and litters the skies with
small, twinkling eyes.

On the road up the hill, with the white legs of Adam and
a motionless, staring death’s-head, Christ is nothing more than a
suffering, fragile, angst ridden, terrified, and doubting human -
merely in the same way that the circles and squares of the narra-
tive are nothing more than circles and squares, but still, nonethe-
less, something else as well - linguistic signs, semantic construc-
tions, rhetorical pauses — the smallest component parts of the nar-
rative. Some of these refer to Barnett Newman, others to
Francesco Clemente, Matthias Griinewald, Caspar David Friedrich,
and Walt Disney — a true Corpus.

But in-between, a red image - like lipstick — a colour that
is both all and nothing, three white squares on a red background,
or the opposite, a red image on a white background. Both a face
and absolutely nothing, an empty pause, drained, empty and at
the same time filled with meaning, heaped with promises that
lead onwards to the black sun, blinded by its own light.

Tom Sandqist
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Galleri Nordenhake, Stoc
Phato: Per-Anders Allsten
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Ann Edholm

Zero point 1998, 1998
Oil on canvas

225%235 em

Photo: Per-Anders Allsten
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Ann Edholm

Born 1983 in Stockholm

1981-8b the University College of Fine Arts,
Stockholm

1992-98 Professor of Paining at the University

College of Fine Arts, Stockholm
Lives in Stockholm

Selected Individual Exhibitions

1985 Galleri Elva, Stockholm Art Fair,
Stockholm

1987 Galleri Sten Eriksson, Stockholm
1987 Galleri decorum, Stockholm

1989 Galleri Laderfabriken, Malmo
{with Johan Widen)

1989 Wadkopings konsthall, Orebro
{with Johan Widén)

1990 Galleri Ahnlund, Umea
1990 Galleri Krall, Stockholm
1990 Galleri 29, Vaxjo

1991 "Inuk’ Galleri Lang, Malmo

1992 Galleri Ahnlund, Umea
{with Annette Senneby)

1994 Silon, Lidképing

1994 "Mehr Licht} Krognoshuset, Lund

1995 (Eikon), Galerie Nordenhake, Stockholm
1995/96 Galleri Ahnlund, Umea

1996 Galerie Nordenhake, Stockholm Art Fair,
Stockholm

1996 Galerie 29, Vaxjo

Selected Joint Exhibitions
Selected Individual Exhibitions

1997 Galerie Nordenhake, Stockholm
1998 Galleri Magnus Aklundh, Lund
1999 Galerie Nordenhake, Stockholm
1999 Olle Olsson-huset, Stockholm
Selected Joint Exhibitions
1977 Grinewalds atelje, Saltsjobaden

1980 Ung konst i Klara, Strangnés Museum,
Stréngnas

1983 Wien, Kunstakademie, Vienna, Austria

198§ UNK, Ung nordisk Konst, Skeppsholmen,
Stockholm

1987 Konstférestéliningar, Kulturhuset,
Stockholm

1988 Studio Program Show, PS.1, Museum
for Contemporary Art, New York, N Y, USA

1988 Konst ur kommunens samling, Galleri
Bildhornan, Umea

1988 Stockholm Art Fair, Galleri Sten Eriksson,
Stockholm

1989 Stockholm Art Fair, Galleri Sten Eriksson,
Stockholm

1990 Printer's Impressions, The Alberquerque
Museum, Alberquergue, New Mexico, USA

1991 Enigma, Goteborgs Konsthall, Goteborg

1991 36 Contemporary Swedish Artists,
London, England

1991 Art Against Aids, Galleri Krill, Stockholm

1991 Art Against Aids, Galleri Ahnlund, Umea



Ann Edholm

1991 Svensk samtid, Moderna Museet,
Stockholm

1992 1953, Rooseum, Malmo
1992 Tiden avsl6jar sanningen, Expo ‘92,
Sevilla, Spain

1992 Samtida svensk konst pa telefonkatalo-
gen, Expo '92, Sevilla, Spain

1992 "Waldemarsudde;, Waldemarsudde,
Stockholm

1992 Det lilla formatet — en mikroutstélining,
Galleri Ahnlund, Umea

1992-93 Telefonkatalog/konst,
Riksutstaliningar

1993 Attitudes, Athens, Greece

1993 Zeitgenodssische Kunst aus Schweden —
Art Suédois Contemporain, Aargauer
Kunsthaus, Aarau; Musée Rath, Geneva,
Switzerland

1993 80-tal, Vaxjo konsthall, Vaxjo

1993 No Big Deal, galleri Olsson, Stockholm

1993 Bocklin, Waldemarsudde,Stockholm

1994 204 km Stockholm-Linképing, Ostergét-
lands lansmuseum, Linképing

1994/95 Ten Makes Ten, Galleri Ahnlund,
Umea; Konstens Hus, Lulea; Molindals
Konsthall, Mélndal

1994 Galerie Nordenhake, Stockholm

1995 Vijf Zweden in de Zonnehof, De
Zonnehof, Amersfoort, Holland

1995 Comp | Box, c¢/o Riloff, Stockholm

continued...

1995 Im Licht des Nordens, Positionen
schwedisher Malerei von 1873-1995,
Frankfurter Kunstverein, Frankfurt, Germany

1995 Nio fragor om ljuset - svenskt maleri
1873-1995, (selected by Peter Weiermair,
Frankfurter Kunstverein), Moderna Museet,
Stockholm

1995/96 Moderna Museet besdker
Vasternorrland, Lansmuseet Vasternorrland,
Harnogsand

1995/96 Da Capo, Galleri Ahnlund, Umea

1996 Alone Together, Contemporary Swedish
Art, Liljevalchs Konsthall, Stockholm

1996 Fyra Element - verk ur Fredrik Roos
Mordiska samling, Rooseum, Malmo

1996 European Art Forum, Galerie
Nordenhake, Berlin, Germany

1997 Galleri Magnus Aklundh, Lund

1998 International Seminar and Exhibition of
Polish and Swedish Artists, University College
of Fine Art, Warszawa and Gdansk, Poland
1998 Ce este arta? Vad ar konst?, Galeriile
Academiei de Arta, Bucarest, Rumania

1998 Baring Sydvast, Norrképings
Konstmuseum, Norrképing

1998 DIAproject 2000, Bucarest, Rumania

1998 Galleri Astley, Skinnskatteberg

1998 Lings strommen, Norrkopings
Konstmuseum/Statens konstrad, Norrkoping

1999 Arco, Galleri Ahnlund, Madrid, Spain
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Hakan Rehnberg

Born 1953 in Goteborg/Gothenburg
1975 Bachelor of Arts

1975-80 University College of Fine Arts,
Stockholm

Lives in Stockholm

Selected Individual Exhibitions
1984 Galerie Nemo, Eckernférde

1984 Galleri Olsson, Stockholm

1986 Centre Culturel Suédois, Paris, France
1987 Galleri Sten Eriksson, Stockholm
1987 Galleri Olsson, Stockholm

1988 Galleri Olsson, Stockholm

1990 Moderna Museet, Stockholm

1990 Galerie Artek, Helsinki, Finland

1990 Malmé Konsthall, Malmé

1991 0stergbtlands lansmuseum, Linkoping
1991 Galleri Christina Hoglund, Stockholm
1991 Galleri Olsson, Stockholm

1992 Galleri Wallner, Malmé

1992 Galleri Du Nord, Boras

1992 Galerie Artek, Helsinki, Finland

1993 Galerie Nordenhake, Stockholm

1994 Galleri Stefan Andersson, Umeéa

Selected Joint Exhibitions
Selected Individual Exhibitions

1994 Galerie Nordenhake, Stockholm

1995 Boras Konstmuseum, Boras

1995 Malmo Museum, Malmo

1995 Galerie Artek, Helsinki, Finland

1996 Galleri A3, Moscow, Russia

1996 Galerie Nordenhake, Stockholm

1998 Galleri Splvberget, Stavanger, Norway
Selected Joint Exhibitions

1976 Parlor for Svin, Cheap Thrills, Helsinki,
Finland

1977 Galleri Wallner, Malmé

1978 | ), in collaboration with Johan Scott
and Gregor Wroblewski,

Thielska Galleriet, Stockholm

1980 5 foremal, in collaboration with Johan
Scott and Gregor Wroblewski,

Moderna Museet, Stockholm

1981 Opera, Charlottenborg, Copenhagen,
Denmark

1982 |bid,, Linoljefabriken Danviken,
Stockholm

1982 Galleri Wallner, Malmaé

1983 Boras Konstmuseum, Boras
{with Johan Scott)

1983 Ibid. ll, Minchenbryggeriet, Stockholm

1983 Skulptur, Géteborgs Konstmuseum,
Goteborg/Gothenburg
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1985 Det forlorade masterverket, Ostergot-
lands lansmuseum, Linkoping
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1988 4+4, Alands Konstmuseum, Mariehamn
1989 Wanasutstallningen, Wanas slottspark
1990 Ansiktet, Galleri Forum, Stockholm

1990 Speglingar, Moderna Museet,
Stockholm

1990 Mise en Abime, Studio La Citta 2,
Verona, ltaly

1990 New Scandinavian painting,The
American-Scandinavian Foundation,

New York, N Y, USA

1990 13 samtida, Prins Eugens
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1990 Det andliga i konsten, Produktion
Riksutstallningar, Stockholm

1991 Hypotes: Ormen, University College of
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1991 Hypotes: Ormen, Lunds Konsthall, Lund
(with Johan Scott)

1992 1953, Rooseum, Malmo

1992 Mnemosyne, Galerie Nordenhake,
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Frankfurter Kunstverein, Frankfurt,
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1999 om det sublima, Rooseum, Malmo
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