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FORORD

Ho6ésten 2022 bjod Lunds konsthallin Brad Downey och John Fekner
till att skapa ett nytt offentligt konstverk i centrala Lund. Denna
bok drinitierad avkonstnarernasjalvaocharinte bara ett forsok
attfafattiochvisualisera Brad Downeys och John Fekners konst-
narliga arbete, utan en del av projektet.

Deras konstprojekt Dates Doors Then & More aterkommer till
ochreaktiverar nagra avde konstverk som John Fekner skapade i
Lundunder1970-och1980-talet. Under dennaperiod deltog Fekner
iflerautstallningarpatvaavLunds framstakonstgallerier, Galerie
S:t Petripa Sankt Petri Kyrkogata och Anders Tornberg Gallery pa
Kungsgatan. Utover det skapade Fekner ett antalicke tillstands-
givna konstverk i Lunds innerstad. 1979 skapade Fekner stencil-
malningar av olika datum ur serien Random Dates, och 1984 ska-
padehanenstorre stencilmalning tillsammans med amerikanska
konstnarenDon Leicht (1946-2021) pa Radhuset, We Overfeed Our
Heroes Until They Explode.

Precis som inbjudan till Downey och Fekner specificerade ar det
skrivna ordet i fokus i det nya projektet. Arbetet har utgatt fran
Sankt Petri Kyrkogata, aven om projektet inte lamnat nagra fy-
siska sparjust dar. En grundlaggande del av det nya verket ar det
researcharbete som delvis ar aterberittat i denna publikation.
Resultatet 4r ett konstprojekt som 6verbryggar bade tid och rum
nar det riktar ljuset mot alla de férandringar och fysiska lager
som tillkommit saval som forsvunnit ifran staden.

I konsthistoriken Peter Bengtsens essda We Overfeed Our Heroes
Until They Explode - ett offentligt konstverk med en fyrtioarigtill-
komst farlasaren f6lja den byrakratiska processeni tillblivelsen
av det nya konstverket for Radhuset. Kanske, resonerar han, ska
det inte ses som ett nytt konstverk, utan som att det haft en fyr-
tioarig tillkomstprocess. En metamorfos dar konstverket rort sig
franatthavarit olagligt och osanktionerat till att blilagligt, men
som har en inbyggd potential - eller risk - att aterigen bli olagligt
om det byrakratiska arbetet kring verket inte uppratthalls. John
Fekner beskriver i sin text Med minnrnets hastighet hur han och
Brad Downeys vanskap och arbetssatt ar sprunget ur ett liknan-
de forhallningssatt till den konstnarliga processen, vilket ocksa
mojliggor deras ganska unika samarbete. I samtalet mellan John
Fekner och Galerie S:t Petris grundare, Jean Sellem, far lasaren
kannedom om deras tidiga samarbete och om galleriets fér Lund
sa viktiga verksamhet. I Ar¢ Project Container beskriver Maria
LaBelle, museikoordinator pa Skissernas Museum, sitt forsta méte
med Brad Downey, somkom attblistartskottet for ett detektivar-



PREFACE

In the autumn of 2022, Lunds konsthall invited Brad Downey and
John Fekner to create a new public artwork in central Lund. In-
itiated by the artists themselves, this book is more than just an
attempttocaptureandvisualise the artistic work of Brad Downey
and John Fekner; it’s an integral part of the project.

In their art project, Dates Doors Then & More, they revisit and
reactivate some of the artworks that John Fekner created in Lund
inthe 1970s and 1980s. During that period, Fekner participated in
several exhibitions at two of Lund’s leading art galleries: Galerie
S:t Petri on Sankt Petri Kyrkogata and Anders Tornberg Gallery
on Kungsgatan. Alongside these exhibitions, Fekner also created
a number of unauthorised artworks in Lund’s city centre. In 1979,
Fekner made stencil paintings of various dates from his series
Random Dates, and in 1984, he created a larger stencil painting
in collaboration with the American artist Don Leicht (1946-2021)
at Lund City Hall: We Overfeed Our Heroes Until They Explode.

Inaccordance with the invitation to Downey and Fekner, the writ-
tenwordtook centre stageinthe new project. Their workhasbeen
based around the street Sankt Petri Kyrkogata, although the pro-
ject hasn’t left any physical traces in that particular location. A
fundamental part of the new work is the research that was done,
part of which is recounted in this publication. The result isan art
project that bridges time and space to shine a light on all the var-
ious changes and physical layers that have been added to and re-
moved from the city.

Inthe essay We Overfeed Our Heroes Until They Explode -apublic
artwork fortyyearsinthe makingbyarthistorianPeter Bengtsen,
the reader gets to follow the bureaucratic processes involved in
the creation of an artwork at the City Hall. Perhaps, he reasons,
this particular piece isn’t best viewed as a new work of art, but
rather as one that’s been forty years in the making. The artwork
has undergone a metamorphosis, transitioning from being illegal
and unsanctioned to becoming legal and commissioned. However,
its current version holds the potential - or danger - of once again
becoming illegal, if the bureaucratic work related to the artwork
should not be upheld. Inhistext 72e Speed of Memory,John Fekner
describes how the friendship and working methods he shares with
Brad Downey both stem from the similar approaches they take to
the artistic process, which has also enabled their rather unique
collaboration. In the conversation between John Fekner and Jean
Sellem, the founder of Galerie S:t Petri, the reader willlearn about
how their early collaboration came about, and the important role



bete i museets samling. Att det skulle bli ett nytt konstprojekt i
Lund avBrad Downey ochJohn Fekner var dockinte ensjalvklarhet.
Brad Downey delar generdst med sig av sina tankar kring arbetet
i en intervju med mig, och avslutningsvis bjuder Lunds kommuns
kulturchef, Marthen Mirza, pa nagra tankar kring projektet.

Sedan2021arbetar Lundskonsthall med vad sommed aren kommit
att bendmnas tillfallig offentlig konst, ett arbete som forst gick
under projektnamnet LundART och som haft ambitionen att skapa
enmodell fér langsiktigt arbete med urban konst, samt att skapa
utrymme for diskussion och larande om det offentliga rummets
potential, utformning och historia. Att fora in tva internationellt
etablerade konstnarskap somvrider ochbander pa allatankbara
regler har varit uppfriskande. Att stédja konstnarernas visioner
har alltid varit en sjalvklarhet 4ven omjag emellanat funderat pa
minroll somprojektledare ochvad somkanansesvara godtjainste-
mannased. Kanenkommunaltjanstepersonlamnaenhandskriven
lapp pa nagons dérr? Knacka pa nagons fonster och gestikulera
férattfapersonendarinne att 6ppna? Later det enstrovardigt nar
jagberattar attviletar efter en malning som ar fyrtio ar gammal
och att den kanske finns just har, under alla de otaliga lager av
vaggfarg som tillkommit sedan dess?

Varmt tack till Brad Downey och John Fekner for deras arbete
med konstprojektet Dates Doors Then & More, och for att de pa
ett sa vackert satt belyst Lunds historia och en viktig del av den
svenska och internationella konsthistorien. Tack till konsthis-
toriker Peter Bengtsen fér ovarderlig kunskap inom amnet och
bidraget till denna publikation. Tacktill Jean Sellem for det viktiga
arbete som utférdes pa Galerie S:t Petri (3 sep 1971 - 1 apr 1982),
Skissernas Museum fortillgangentillAnders Tornbergsarkivochtill
Matthias Hiibner som gjort publikationens layout. Tack ocksa
till Olof Brostrém, teknisk samordnare och Asa Nacking, chef for
Lunds konsthall, fér ert st6d och arbete med projektet. Ett sista
tackriktastillallaandrasompaettellerannat satt varit med och
mojliggjort projektet.

Elin Aspeklev
Projektledare Offentlig konst, Lunds konsthall



the gallery played in Lund. In Ar¢ Project Container, museum co-
ordinator Maria LaBelle of Skissernas Museum - Museum of Artis-
tic Process and Public Art describes her first meeting with Brad
Downey, which marked the beginning of an extensive exploration
of the museum’s collections. It wass far from a foregone conclusion
that Brad Downey and John Fekner would actually create anewart
project in Lund. Brad Downey generously shares his thoughts on
the work in his interview with me, and in closing, Marthen Mirza,
Head of Culture, offers some thoughts on the project.

Lund Konsthallhasbeen working with what hascometobeknown
astemporarypublicartsince 2021. These effortsbeganina project
named LundART. It sought to establish amodel forlong-term work
with urban art, and create spaces for discussions and learning
about the potential, design, and history of public spaces. Bringing
intwointernationally established artists who challenge and bend
every rule they come up against has been refreshing. While sup-
porting the visions of the artists has always been a given, I have
occasionally found myself having to consider my role as a project
manager and the broader ethos of civil service.Is it appropriate for
amunicipal official toleave ahandwritten note on someone’s door?
How about knocking onawindow and gesturingto somebodyinside,
to get them to open it? How credible will I seem if I tell somebody
that we’re looking for a. painting that’s forty years old, and that it
might be right here, behind all the countless layers of paint that
have been added to the wall since it was made?

WarmthankstoBrad Downey and John Fekner for their work onthe
art project Dates Doors Then & More, and for their beautiful ac-
count of the history of Lund and animportant piece of Swedish and
international art history. Thanks to art historian Peter Bengtsen
for his invaluable knowledge on the subject, and his contribution
to this publication. Thanks to Jean Sellem for the important work
he did at Galerie S:t Petri (3 Sep 1971 to 1 Apr 1982), the Museum of
Artistic Process and Public Art for access to Anders Tornberg’s
archive, and to Matthias Hiibner for designing this publication.
Thanks also to Olof Brostrém, Technical coordinator and Asa
Nacking, Director at Lunds konsthall, for your support and work
with this project. Finally, I would like to thank everyone else who,
in one way or another, helped make this project possible.

Elin Aspeklev
Project Manager Public Art, Lunds konsthall
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Peter Bengtsen :

WE OVERFEED OUR HEROES
UNTIL THEY EXPLODE

- ett offentligt konstverk med
en fyrtioarig tillkomstprocess

- a public artwork forty years
in the making

DEL / PART 1
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Bild 1: Tva stencilmalningar pa en metalldérr

pa Lunds radhus: September 1958 av John Fekner
(1979), och We Overfeed Our Heroes Until They
Explode av John Fekner och Don Leicht (1984).
Fotografifran John Fekners arkiv.

|

Figure 1: Two stencil paintings on a metal door
at Lund City Hall: September 1958 by John Fekner
(1979) and We Overfeed Our Heroes Until They
Explode by John Fekner and Don Leicht (1984).
Photograph from the archive of John Fekner.



WE OVERFEED OUR HEROES
UNTIL THEY EXPLODE
- ett offentligt konstverk
med en fytiodrig tillkomst

Jag forvantade mig aldrig att jag skulle vara delaktig i
denhar historien. Som medlem i LundART:s expertgrupp
sedan starten 2021 har jag haft deliatt bjuda in ett fler-
tal konstnéarer - diribland EKTA, Ester Eriksson, Tova
Berglund, Klisterpeter och Toxoplasma (Akay och Olabo)

- att skapa offentlig konst i Lunds kommun. Min uppgift
har for det mesta begransats till att rekommendera och
diskutera olika konstnarer medrestenav gruppen, samt
attnédrvaravidinvigningar. Nar enkonstnar valharvalts
ut har jag inte haft nagon roll i deras kreativa process,
eller deltagitidet byrakratiska arbete somhor till konst-
projektidet offentliga rummet. Allt det skulledock andras
narexpertpanelenvid ett mote den16juni 2022 beslutade
att bjuda in de amerikanska konstnarerna John Fekner
och Brad Downey att skapa ett konstverk tillsammans.
Planen var inledningsvis att ett verk skulle skapas pa
betongplattorna som utgor trottoaren pa Sankt Petri
Kyrkogata, mellan Petriplatsen och Clemenstorget. Idén
att bjuda in Fekner och Downey uppstod delvis pa grund
av den forstnamndes langvariga koppling till Lund, dar
han hade sin forsta internationella separatutstallning
1979, och delvis pa grund av de intressanta samarbeten
konstnarernatidigare genomfort tillsammans. Hiringar
skapandet av 2020 ars publikation Memory, som ocksa
kom att inlemmas i det aktuella projektet i form av ett
mail art-verk (se » Pamflett N2 5).!

Med tanke pa hur Fekner och Downeys tidigare arbeten i
offentliga rum har gatt till var det vintat att deras pro-
jektiLund inte skulle bli helt okomplicerat. For att ta ett
exempel: nar Downey 2015 fick i uppdrag att skapa en mu-
ralmalning pa en fasad i Rom valde han att anvianda sin
tilldelade budget tillatt bekostanédvandigareparationeri
byggnaden,ochatgirdaandraproblem somdeboendehade
berattat om.? Denna anvandning av medel, tillsammans
med faktumet att Downeys tilldelade vagg forblev visuellt
oforandrad (till skillnad fran de viggar som dekorerades
av de 21 andra deltagande konstnarerna i projektet Rig
City Life), kan lasas som en kommentar éver hur kommu-
ner och privata byggherrar alltmer kommit att anvanda
sig av muralméalningar som ett sitt att slata over social
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WE OVERFEED OUR HEROES
UNTIL THEY EXPLODE

- a public artwork forty
years in the making

Ididnotexpecttobeapartofthisstory. Asamemberofthe
expert panel under LundART since its inception in 2021, I
havehadahandininviting severalartists-including EKTA,
Ester Eriksson, Tova Berglund, Klisterpeter and Toxoplas-
ma (Akay and Olabo) - to create art in public spaces in
the city of Lund. In connection with this task, my role has
generally been limited to suggesting and discussing with
the rest of the panel possible artists as well as attending
inaugurations.Onceanartisthasbeenselected,Ihavenot
been involved in their creative process nor followed the
bureaucratic efforts associated withmaking artin public
space. This changed, however, when the expert panel at a
meeting on 16 June 2022 decided to ask American artists
John Fekner and Brad Downey to create a collaborative
work, initially onthe concrete slabs that make up the side-
walk on Sankt Petri Kyrkogata between Petriplatsen and
Clemenstorget. Theideatoinvite Fekner and Downey came
about in part because of the former’s long history with
Lund, having held his first international solo shows there
in1979,and because the artists have aninteresting track
record of working together. Thisincludes creating the 2020
publication Memory,whichalsobecameintegratedintothe
present project as a piece of mailart (see » Pamphlet N25).!

Considering how Fekner and Downey have previously
approached working in public space, it was entirely pre-
dictable that their project in Lund would not unfold in a
straightforward manner. After all, to mention just one
example, when Downey was commissionedin2015to create
a mural on the facade of a building in Rome, he opted to
use his allotted budget to carry out needed repairs in the
edifice and to solve other problems identified by the resi-
dents.? This use of funds - along with Downey’s assigned
wallremaining visuallyunchanged (unlike those decorated
by the 21 other artists who were part of the same project,
Big City Life) - canbe seen as commentary on how murals
are increasingly used by municipalities and private devel-
opers to gloss over social inequality and infrastructural
problems as well as to simultaneously drive and conceal
processes of gentrification.®
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ojamlikhet och infrastrukturella
problem, och samtidigt driva pa
och maskera gentrifieringspro-
cesser.?

Aven om det knappast var forva-
nandeattanlitandetavFekneroch
Downey skulle leda in bade konst-
narerna och LundART:s projektle-
dareElin Aspeklevpaenslingrande
ochosakervag,savardetheltklart
férvanande att de fickmed sig mig
pa farden. Nar jag ser tillbaka pa
det nu tanker jag att min medver-
kan i projektet till stor del ar ett
resultat av Downeys féormaga att
6vertala manniskor att gamed pa
saker. Jag blev inbjuden att vara
med under det inledande plane-
ringsmétet-etttydligtavstegfran
hurtidigare projektinom LundART
hanterats. Under motet diskutera-
despreliminaraidéer,ochkonstna-

Nyast i New York

Don Ledcht

Bild 2: Don Leicht och John Fekner avbildadeien

artikeliSydsvenska Dagbladet Snallposten ex-

tra,den 22 november 1984. Tidningsartikel, An-
ders Tornberg Gallery arkiv, parm John Fekner,
Skissernas Museum, Lunds universitet.

|

Figure 2: Don Leicht and John Fekner depicted in
article in Sydsvenska Dagbladet Snallposten
extra,22 November 1984. Newspaper article, An-

ders Tornberg Gallery archive, folder John Fekner,

Skissernas Museum - Museum of Artistic Process
and Public Art, Lund University.

rernabadmigattdeltaiprocessen

ochskrivadet somsedanblevdenhartexten.Jagskriveratt

de”bad” mig, mendet kindesegentligenmersomattdetvar
forutbestamt att jag skulle involveras i projektet. Fér tyd-
lighets skull ska jag medge attjag var glad att fa varamed,
aven om det inte var nagot jag var beredd pa innan métet.
I den har boken kommer det framga att projektet kom att

omfattaenserieolikainterventioner,somallahérihop och

resonerarmedvarandra.Encentraldelavprojektethardock

varit en stravan att aterfora ett konstverk som befunnit

sig i ett ogripbart tillstand i flera artionden till en synlig,
fysisk form. I den har texten beskriver jag och reflekterar
o6ver denna stravan, ochredogor for konstverkets tidigare,
nuvarande och méjliga framtida tillstand i den fortsatta

metamorfos det genomgar.
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Den 22 november 1984 publicerade tidningen Sydsvenrnska
Dagbladet Snallposten extra en artikel av Asa Bernts-
sonomdenda aktuellautstillningen Enter Screenland?
pa Anders Tornberg Gallery i Lund, i vilken verk av de
amerikanska konstnarerna Don Leicht och John Fekner
visades.?Under rubriken ”Nyast i New York” (Bild2) presen-
teraskonstnarernasomledandeinomdenkonstscensom
da vaxte framiEast Village pa Manhattans Lower East
Side i New York.

Peter Bengtsen
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While it was unsurprising that commissioning Fekner and
Downey would lead both the artists and LundART project
manager Elin Aspeklevdownawinding and uncertainpath,
it was a surprise that I ended up going along with them.
Looking ba.ck now, I think my involvement in the project
is in great part a result of Downey’s ability to approach
and get people to agree to things. In breaking with how
the previous projects under LundART were handled, I was
invited toattend theinitial planning meeting. Here, prelim-
inary ideas were discussed, and the artists also asked me
toparticipateinthe processandtowrite whatbecamethe
present text. I say that I was asked. But really, it felt more
like a foregone conclusionthatIwas goingtobeinvolved. To
be clear, while I had not anticipated this in advance of the
meeting, Iwashappytoaccept. Ascanbe seeninthisbook,
the project ended up encompassing several interventions
that interconnect and resonate with each other. A central
component,however, hasbeenthe efforttoreturntoavisible
and tactile form an artwork that has been suspended in a
state of intangibility for decades. In this text, I outline and
reflect onthat endeavour and the past, current and possible
future stages of the artwork’s continuing metamorphosis.

On22November1984,the newspaper Sydsvenska Dagbladet

Snéllposten extra published an article by Asa Berntsson

about American artists Don Leicht and John Fekner’s ongo-
ing exhibition Enter Screenland?at Anders Tornberg Gallery

in Lund, Sweden.* Under the headline “Newest in New York”
(Figure 2), the artists are presented as being at the forefront

of the emerging East Village art scene on the Lower East

Side of Manhattan in New York City.

By way of elaborating on the anti-establishment nature
of the East Village art movement, Berntsson’s text men-
tionsFekner’sunsanctioned stencil paintings of the words

“INDUSTRIAL FOSSIL” on broken down cars in Queens and

“BROKEN PROMISES” on a dilapidated building on Char-
lotte Street in the South Bronx. The latter painting was
visually prominent when then-Presidential candidate Ron-
ald Reagan on 5 August 1980 held a press conference on a,
rubble-filled vacantlotin front ofit. The /rndustrial Fossil
seriesandthelarge-scale work Broken Promises exemplify
Fekner’s prolific social and political commentaryinurban
public space, which he began making in the 1960s.

Berntsson’sarticlein Sydsvenska Dagbladet Sndllposten
extra is at times difficult to follow. For example, the final
paragraphofthetextincludesthisnebuloussentence: “The
karate figure speaks of idolization, how one overfertilizes
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Nar Berntsson i sin text gar in nirmare pa antietablisse-
mangsandaninom East Village-konstrérelsen namner hon
Feknersicke-sanktionerade stencilmalningaravorden”IN-
DUSTRIAL FOSSIL” pa trasiga bilar i Queens och "BROKEN
PROMISES” pa en férfallen byggnad pa Charlotte Street i
South Bronx. Den sistndmnda malningen syntes tydligt i
bakgrunden nar davarande presidentkandidaten Ronald
Reagan den 5 augusti 1980 héll en presskonferens pa en
6detomt fylld med brate. Serien /ndustrial Fossil och det
storskaliga verket Broken Promisesar exempel pade manga
socialt och politiskt kommenterande verk som Fekner bor-
jade utforaistadens offentliga rum under 1960-talet.

Det arsvartatthinga med paendel stalleniBerntssons
artikel i Sydsvenska Dagbladet Srndllposten extra. Ex-
empelvis hittar vii textens sista stycke foljande dunkla
mening: "Karatefiguren talar om idoldyrkan, hur man
6vergodder hjaltartill de blir forkastade”. Trots att detinte
staruttryckligen, ochtrots dentvivelaktiga parafrasen
av verkets engelska titel, sa ar det tydligt att den har
kommentarenhéanvisar till Leicht och Fekners konstverk
We Overfeed Our Heroes Until They Explode (Bild3) Den har
malade skulpturen, som Fekner beskriver den,’ visades
pa Anders Tornberg Gallery 1984.

Verket bestar av en manniskofigur i naturlig storlek,
kladd ivita byxor med korta byxben, ett svart balte, ett

vitt pannband och svarta sandaler. Byxorna (zubonr) och

baltet (0b7) liknar de traningsdrakter (£7) som anvands

ijapanska kampsporter. Som Berntssons text antyder
paminner figuren genom sin kladsel och hallning om en

arketypiskkarateutévare. Denhartolkningenbekraftas

iette-postmeddelande fran Fekner,ivilkethan férklarar
att”Don[Leicht] skarut karatefigurenuren’dorr’ [avtri]

fran ruinerna i South Bronx”.® Till hoger om den manskli-
ga figuren finns sju trabrador, alla med var sitt ord fran

konstverkets titel stencilmalat med svart sprayfarg.

Berntssons artikel och ett antal andra lokala nyhets-
inslag fran samma, tid beskriver Fekners icke-sanktio-
nerade stencilmalningar i New Yorks stadsmiljoer med
uppenbar fascination. Det 4r dock vart att notera att
ingen av artiklarna nimner att det 4ven fanns sadana
gatuverkiLund 1984.Ett avdessavarenandra versionav
We Overfeed Our Heroes.... Frasen, som atergavs i svart
sprayfarg pa en metalldorr pa Lunds radhus (Bild1), skapa-
des med samma stenciler som verket som visades ca 150
meter darifran, pa Anders Tornberg Gallery.” Stencilen
for ordet "EXPLODE” anvandes ocksa fér sig, nar den

: WE OVERFEED OUR HEROES UNTIL THEY EXPLODE - DEL 1

Peter Bengtsen

(o)



heroesuntiltheybecomerejected”.
Whilenot stated explicitly,and the

questionable paraphrasing of the

Englishtitle notwithstanding, this

comment seems to be a reference

toLeicht and Fekner’sartwork We

Overfeed Our Heroes Until They Ex-
plode (Figure 3), This collaborative

painted sculpture, as Fekner de-
scribesit,*wasondisplayat Anders

Tornberg Gallery in 1984.
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Bild 3: Foto av We Overfeed Our Heroes Until They
Explode (1984) som visades i John Fekners sepa-
ratutstallning X Americana X pa Semaphore
GalleryiSoho, New York, september 1985. Verket
hade tidigare visats i Fekner och Don Leichts ut-
stallning Enter Screenland?pé Anders Tornberg
GalleryiLund, november 1984.

Foto: David Lubarksy fran John Fekners arkiv

I

Figure 3: Photo of We Overfeed Our Heroes Until
They Explode (1984) as displayed at John Fekner’s
solo show X Americana X at Semaphore Gallery
in Soho, New York City, September 1985. The work
had previously been shown at Fekner and Don
Leicht’s show Enter Screenland?at Anders Torn-
berg Gallery in Lund, November 1984. Photo: David
Lubarksy from the archive of John Fekner

The work includes a full-scale human figure dressed in

short-legged white pants, a bla.ck belt, a white headband,
and black open footwear. The pants (zubon) and belt (0b7)

resemble those of the training uniforms (g7) used in mar-
tialarts. Assuggestedin Berntsson’stext, the figure’s full

attire and stance recall those of an archetypical karate

practitioner. This interpretationis confirmed in an email

fromFekner, in which he explains that “Don [Leicht] cut the

karate figure out of a [wooden] ‘door’ from the ruins of the

South Bronx”.® To the right of the human figure are seven

wooden boards, each with one word from the artwork’s

title stencilled on it in black spray paint.

Exprop;;
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dubbelsidiga skylt som hangdes ovanfor galleriets entré
maladesineonfarger (Bild4),

Det osanktionerade verket We Overfeed Our Heroes... pa
radhuset, varinte denforsta stencilmalningen som Fekner
gjorde pa Lunds gator. I samband med sitt bes6k 1979, da
han visade verk pa Galleriet (sedermera Anders Tornberg
Gallery) och Jean Sellems Galerie S:t Petri - Archive of Ex-
perimental and Marginal Art, ® skapade Fekner stencil-
malningar avolika datum pa olika platseristaden. Dessa
malningar utgjorde en fortsattning av en serie liknande
verk skapade under pseudonymen Gary Hiitter i Queens,
New York, vintern 1976-77.°

Aven om nastan alla Fekners stencilmalningar pa all-
manna platser har skapats utan tillstand, sa gér deras

neutrala, textbaserade utformning att de serut att vara

offentligt sanktionerade.Ienintervjufran 2022 kommen-
terade Fekner denna egenskap hos sina stencilbaserade

verk i New York:

[Stencilernal gav verken ett sken av aukto-
ritet. De sag officiella ut. De sag ut som na-
got en miljoférvaltning eller ltknande skul-
le gora, nagot sa stort att det var meningen
att man skulle ldgga mdrke till det. Jag
menar, New Yorks miljoforvaltning mdrkte
bilar, och om det stod en évergiven bil pa en
storvag sa satte de pa ett litet klistermarke.
Jagtog helt enkelt den idén och tillampade
den pa en bygenads fasad. [..] Jag forsék-
te alltid fa det att se ut som om det kunde
vara helt lagligt/'°

Den officiella framtoningen hos Fekners osanktionerade

textbaserade stencilmalningar gor att deibland farvara

kvar ganska lange. Ett exempel pa detta kan vi se iBild 3,
darettavdeslumpmaissigt valda datumen frani1979,”SEPT

1958” (September1958), fortfarande synslangst ned tillho-
ger pametalldorren som Fekner och Leicht senare utforde

singemensamma stencilmalning pa.Fotot tjanar darmed

som en slags bekraftelse pa att Fekners verkibland tycks

uppfattas som officiella markningar: i bilden kan man till

och med ana att nagon medvetet har latit bli att tacka

6ver datumet nar delar avdorren malats om med gra farg

nagon gang mellan 1979 och 1984.

Ingenting varar dock for evigt. Hur officiella We Over-
feed Our Heroes... och September 1958 an sag ut, sa hade
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Berntsson’s article and several other contemporaneous
local news stories discuss with apparent fascination
Fekner’s unsanctioned stencil paintings in the urban en-
vironments of New York City. Notably, however,none of the
articlesmentionthatsuchstreet works were alsopresent
in Lund in 1984. One of these was a second version of We
Overfeed Our Heroes.... Rendered in black spray paint on
a metal door at Lund City Hall (Figure1), the phrasing was
created using the same stencils as the work shown about
150 meters away at Anders Tornberg Gallery.” Separately,
the “EXPLODE” stencilwas alsoused when paintinginneon
colours a double-sided sign hanging above the gallery’s
entrance (Figure4),

The unsanctioned We Overfeed Our Heroes... on City Hall

was not the first stencil painting Fekner created on the

streets of Lund. In connection with his visit in 1979, when

he showed works at Galleriet (whichlater became Anders

Tornberg Gallery) and Jean Sellem’s Galerie S:t Petri - Ar-
chive of Experimental and Marginal Art,® Fekner sten-
cilledrandom dates around the city. These paintings were

a continuation of a series of similar works created under

the pseudonym Gary Hiitter in Queens, New York City, in

the winter of 1976-77.°

Although almost all of Fekner’s stencil paintingsinurban
public space have been created without permission, their
neutral, text-based nature gives them the appearance
of sanctioned interventions. In a 2022 interview, Fekner
commented on this quality of his stencil-based works in
New York City:

[Using stencils] gave me the look of au-
thority. It looked official. It looked like it
was done by the Department of Sanitation,
something so big that it would catech your

eye. I mean, they would tag a car, and if
there was an abandoned car on a highway,
they would put a little sticker. So Ijust took

that idea and just made it on a construc-
tionwall. [..]Iwas always trying to make it
look like maybe it was legal’*°

The officiality guise of Fekner’sunsanctioned text-based
stencil paintings means they sometimeslast quitealong
time. As a case in point, in Figure 3, one of the random
dates from1979 - “SEPT 1958” (September1958) - can still
be seen at the bottom right of the metal door that also
features Fekner and Leicht’s subsequent collaborative
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de inte synts till pa lang tid nar
LundARTibérjanavaugusti 2022

kontaktade Fekner och Downey

med en forfragan om att skapa

ett gemensamt offentligt konst-
verk i centrala Lund. Inlednings-
vis hade konstnarerna svart att

bestamma sig for vad de skulle

skapa, men de kom snart fram

tillatt Fekners tidigare verkista-
denbordeinlemmasiprojektet pa

nagot satt. SomFekner skreviett

e-postmeddelande fran ett tidigt

skede i projektet: ’Vi kdnner att

det nya verket maste 6verbrygga

tidenoch etablera enkoppling, ge-
nom bade efemdara komponenter

och ett relt nytt semipermanent
[..]verksomBradochjagskapat.”

Foér att astadkomma detta skulle

DowneyresatillLund tillsammans

med en konservator, och under-
sOka om nagra av Fekners gamla

stencilbaserade verkkunde ga att

aterskapa. En anledning till att

man relativt snabbt enades om

den har inriktningen var att den

ar ilinje med Downeys tidigare

arbete.Isinkonstnarliga praktik

har han bland annat agnat sig at

att restaurera - och darmed om-
vandla och ufvidga - andra konst-
narersverk,badeutepagatanoch

igallerier.??

Trots att nistan 38 ar hade gatt
sedan We Overfeed Our Heroes...
skapades fanns det nar arbetet
inleddes en viss forhoppning om
attdet-ocheventuellt avenandra
verk - skulle kunna aterskapas. Ti-
digtinovember 2022 bestkte Dow-
ney och konservatorn Rok Pahor
Lund for att undersdoka platser
dardet kanske kunde ga atthitta
Fekners gamla stencilmalningar.
De borjade sina undersékningar
genom att forsiktigt avlagsna
farg fran metalldérren pa Lunds

Bild 4: Vyer fran gatan utanfér av Anders
Tornberg Gallery i november 1984. En skylt med
ordet "EXPLODE” stencilméalat pa bada sidor
synsibada bilder. Kodachrome-bilder fran John
Fekners arkiv

|

Figure 4: Views of the exterior of Anders Torn-
berg Gallery in November 1984, including of a
sign with the word “EXPLODE” stencilled on both
sides. Kodachrome slides from the archive of
John Fekner

Bild 5: Brad Downey och Rok Pahor granskar
metalldérren vid Lunds radhus den 9 november
2022. Foto: Peter Bengtsen

|

Figure 5: Brad Downey and Rok Pahor investigate
the metal door at Lund City Hall on 9 November
2022. Photo: Peter Bengtsen
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stencil painting. The photo seems
to confirm that Fekner’s works
are sometimes taken to be offi-
cial markings: here it appears
someone hasdeliberately avoided
covering the random date when
applying a coat of grey paint to
parts of the door sometime be-
tween 1979 and 1984.

Still, nothing lasts forever. De-
spite their official look, We Over-
feed Our Heroes... and September
1958 had long since disappeared
from view when LundART in early
August 2022 approached Fekner
and Downey about creating a
collaborative public artwork in
central Lund. While the artists
were initially unsure what to cre-
ate, they soon concluded that the

e |
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Bild 6: Blottlagda farglager pa dorren till Lunds
radhus efter Brad Downeys och Rok Pahors for-
sOk att avtacka stencilmalningar av Don Leicht
och John Fekner.

Foto: Peter Bengtsen

I

Figure 6: Exposed layers of paint on the door

at Lund City Hall after Brad Downey and Rok
Pahor’s attempt to uncover stencil paintings by

project should in some way involve
Fekner’s previous work made in
the city. As Fekner wrote in an
email early on, “we think the new work has to bridge time
and make a connection; withboth epemeral components
and a branrnd rnew semi-permanent [..] work by Brad and
myself”."In order to accomplish this, Downey would travel
to Lund together with a restorer to investigate whether
any of Fekner’s old stencil-based works could be recovered.
Onereasonthis approachwassettled onrelatively quickly
isthatitisinline with previous efforts by Downey. Aspart
ofhis artistic practice, hehasahistory ofrestoring - and
in so doing transforming and extending - other artists’
works, both on the street and in a gallery setting.'?

Don Leicht and John Fekner.
Photo: Peter Bengtsen

Although it had been nearly 38 years since We Overfeed
Our Heroes... was created, there was initially some hope
it - and perhaps other works - might be recoverable. In
the beginning of November 2022, Downey and restorer
Rok Pahor visited Lund to scout for sites where Fekner’s
old stencil paintings could possibly be found. They began
their exploration by carefully removing paint from the
metal door at Lund City Hall to attempt to uncover phys-
ical traces of We Overfeed Our Heroes... and September
1958 (Figure5),

Downey and Pahor quickly found that whileinthe areasthey
checked the doorhad severallayers of paint onit (Figure6) the
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READ READ
’ READ HEAD  READ READ KB READ

. o . o Bild 7: Stencilmalningar av ordet "READ” som

radhus, pajaktefterfysiskaspar ingickiJohnFekners utstillning NO TV/Read

pa Galerie S:t Petri, 1979. Bild &tergiven fran
av We OVerfeed Our Heroes... OCh publikationen STENCIL PROJECTS: LUND & NEW
September 1958 (Bild 5), YORK 1978-1979. Lund: Edition Sellem 1979.

|

. Figure 7: Stencil paintings of the word “READ”

Downey och Pahor uppta,ckte at Galerie S:t Petrias part of John Fekner’s 1979

snabbt att omradena pa dérren SO TV insde epraducss rom
som de undersékte hade flera la- w~zwrorx1978-1979. Lund: Edition Sellem 1979.
ger farg (Bildé), menatt densvarta

fargen som anvandes for stencilmalningarnainte fanns

bland dem. Formodligen har fargen pa dorrenhelt avlags-

nats nagon gang mellan 1984 och 2022, och dérren sedan

dess malats om flera ganger. Det hir var en besvikelse,

sarskilt da Fekner fem dagar tidigare hade skrivit i ett
e-postmeddelande att han trodde att "dérren till den

officiella kommunbyggnaden ar [var] basta chans” att

hitta rester avhans gamla verk.* I mejlet nimndes dock

tva andra platser dar 6vermalade stencilverk kunde fin-

nas. De har platserna fannside byggnader som tidigare

hade inrymt Anders Tornberg Gallery (en enda malning

utanfor toaletten) och Galerie S:t Petri (flera malningar

pa olika vaggar).

Avdetvaaterstaende platser som Fekner pekade ut besok-
te viforst adressen pa Sankt Petri Kyrkogata dar Galerie

S:t Petrien ganglag. For sinutstallning 1979 NO TV/Read

hade Feknerupprepande ganger stencilmalat ordet "READ”
pa galleriets vaggar (Bild7) 14

12



blackused forthe stencil paintings
was not among them. Presumably,
the door was stripped at some
point between 1984 and 2022 and
thenrepainted multiple times. This
was disappointing, especially since
Feknerhadwritteninanemail five
days earlier that he believed “the
door of the official municipal build-
ing is [our] best shot” at finding
remnants of his old works.* How-
ever,the emailalso mentioned two
other main locations where paint-
ed-over stencilled works might be
found. These were inside the build- B
ingsthat previouslyhoused Anders L

Tornberg Ga'llery (a'Single pa'inting Bild 8: Brad Downey och Rok Pahor tittarinien
intherestroomarea)andGalerieS:t privatligenhet som tidigare utgjorde en del av
Petri (paintings on multiple walls). gjéz’;fei:r?:;; <den 9november 2022.

I

Of the two remaining sites high- [ o] e e e apartmont
11ghted by Fekner, we first visited thatusedtobe part of Galerie S:t Petri.

the location on Sankt Petri Kyrk- Fhoto: Peter Bengtsen

ogata where Galerie S:t Petriused

tobe.Forhis1979 exhibition VO T'V/Read,Feknerhadrepeat-
edlystencilled onthe gallery wallsthe word “READ” (Figure?) 14

The former galleryis now splitintwo and convertedinto a

commercial space (currently a barber shop) and a private

apartment. The former was open and therefore immedi-
ately accessible to us and Downey - along with project

manager Elin Aspeklev - went in to talk to the staff. From

this initial conversation, it seemed unlikely permission

would be given to search for Fekner’s old stencil paintings

onthe premises. Not one to give up, Downey booked an ap-
pointment forlaterthat afternoontogetahaircut,andto

probe the matter further.

: WE OVERFEED OUR HEROES UNTIL THEY EXPLODE - PART 1

We were not able to get into the private apartment, but

Downey and Pahor peeked throughthe windows to assess

the possibility that painted-over stencil works might still

exist (Figure8), Judging by what was visible from the street,

they believed there was a good chance one or more of the
“READ” stencil paintings could be recovered.

Peter Bengtsen

After this initial reconnaissance, we went across the
street for a late lunch at Lund City Library. Here we also
discussed next steps, with Fekner joining the conversa-
tion remotely (Figure 9), 1
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Det fore detta galleriet har nu delats upp och byggts om
till tva fastigheter: den ena ar en verksamhetslokal (f6r
narvarande enfrisérsalong) ochdenandraarenprivatbo-
stad. Den forstnamnda var 6ppen och darmed tillganglig
for oss. Downey och projektledaren Elin Aspeklev gick in
tillsammans fér att prata med personalen. Efter det har
férsta samtalet verkade detinte sannolikt att vi skulle fa
tillstand att leta efter Fekners gamla stencilmalningari
lokalen. Downey gav inte upp, utan bokade en klippning
senare samma eftermiddag fér att ocksa fa en chans att
fraga vidare.

Vi lyckades inte fa tilltrdde till den privata lagenheten,
men Downey och Pahor tittade in genom féonstren for att
férs6ka bedéma om de 6vermalade stencilverken kanske
kunde finnas kvar (Bild8), Utifran det som gick att se fran
gatan trodde de att det fanns goda mojligheter att ater-
stalla minst en av stencilmalningarna i serien ”"READ”.

Efter denna inledande spaning gick vi tvars 6ver gatan
och tog en sen lunch pa Lunds stadsbibliotek. Hir disku-
terade viocksa vad vart nasta steg skulle bli, med Fekner
deltagande i samtalet pa distans (Bild9),

Eftersom alla fysiska spar av We Overfeed Our Herogs...
verkade varaborta'® bestamde sig Downey och Fekner for
attkontakta dgarentilllagenhetendarstencilméalningar-
nafranserien "ZREAD” kanske kunde finnas kvar. En prelimi-
naridélyftes: forutsattatt agarentillat det skulle verken

frilaggas ochspotlightstillfalligt installerasilagenheten,
saattmalningarna skulle kunnasesfrangatan.Det skulle

delvis aterkoppla till Fekners utstallning NO TV/Read,
dar enavpoiangernavarjust att de stencilmalade verken

skulle kunna ses av forbipasserande. Ilinje med Downeys

intresse for processer, dialoger ochinteraktioner snarare

anfysiska, statiska slutprodukter,'® foresloghanavenatt

vi skulle skapa en social skulpturinne ilagenheten. Idén

varattbjudainallade personer sompanagot satt deltagit

i projektet till en middag dar.”” Downey 6vervagde aven

moéjligheten att fysiskt skara ut och lyfta ut en eller flera,

avmalningarnaiserien "READ”.

Nardet galler varamernirliggande planer bestamde vioss
for att efter lunchen beséka platsen dar Anders Tornberg
Gallery tidigare lag, fér att se om det kanske fanns nagot
attaterstalladar. Senare pa eftermiddagen skulle Downey
atervanda till frisérsalongen for sin bokade klippning.
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Bild 9: Lunchméte p& Lunds stadsbibliotek mellan

Since it seemed that all physical Brad Downey, Rok Pahor, John Fekner (6ver telefon)

remnants Of We Overfeed our samt (ej i bild) projektledaren Elin Aspeklev och

konsthistorikern Peter Bengtsen. Motets syfte var

Heroes... were gone,’®* Downey and  attbesluta om de nista stegeniprojektet.

Fekner decided they wanted to con- f°"°: Peter Bengtsen

tact the owner of the a.pa.rtment Figure 9: Lunch meeting at Lund City Library between
where the “READ” stencil pa.int- Brad Downey, Rok Pahor, John Fekner (on the phone)

aswellas (not seen here) project manager Elin

ings might still be. A preliminary Aspeklevandarthistorian Peter Bengtsen, to deter-

idea was floated that, if the owner 'Pf‘;zteo':‘e;‘:tf:é’:‘;;’::npr°jec“'
would allow it, the works might be

uncovered, and spotlights temporarily installed inside the
apartment to make the paintings more visible from the
street. This would partly serve as a call-back to Fekner’s
NO TV/Read exhibition, where a point was precisely that
these same stencilled works could be seen by passersby.
Consistent with Downey’sinterestinprocess, dialogue,and
interactionrather thanphysicaland static end products,'®
he also introduced the idea of making a social sculpture
insidethe apartment. It would entail inviting for acommunal
dinner all the people who in some way participated in the
project.” Finally, Downey contemplated physically cutting
outandremoving one ormore of the “READ” stencil paintings.

Asforourmoreimmediate plans, we agreed thatafterlunch
we would go tothelocation of the former Anders Tornberg
Gallerytoseeifanything might berecovered there. Further,
later in the afternoon, Downey would revisit the barber
shop for his appointment.
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Besoket tilllokalerna dar Anders Tornberg Gallery tidigare

lag togintelang tid. Kontoret som finns dar nu var stangt,
men nar vi tittade in genom fonstren sag vi att toalettut-
rymmet skulle vararelativt otillgangligt for allmanheten.
Det innebar att Aven om det gick att hitta den stencilmal-
ning somplacerats dar, sa skulle det varamycket svartatt

jobbavidare med densomett offentligt konstverk. Downeys

bes6k hos frisoren gavlika trakiga besked, enupprepning

av det han och Aspeklev redan hade fatt hora: det skulle

intega atttaframnagragamlaverkdar, eftersomdet skul-
lemedforaalldeles fér stora storningar for verksamheten.
Medan Anders Tornberg Gallery ochfrisérsalongen snabbt

kunde uteslutas somplatser fér fysiskainterventioner, sa

tog det langre tid att fa klara besked nar det gallde den

privatalagenheten somtidigare varit en del av Galerie S:t

Petri. Forsta kontakten medlagenhetsinnehavarentogsi

november 2022, men av olika skal gick kommunikationen

langsamt, ochupphorde helt efter mittenavmars 2023. Vi

tolkade tystnadensomett besked omattligenheteninte

skulle stallas till vart forfogande.!®

Nar det stod klart for oss att viinte skulle kunna aterska-
pa nagon av de gamla stencilmalningarna - antingen for
att detinte gick att hitta nagra fysiska spar av dem eller
for att viinte kunde fa tillgang till sjalva utrymmena dar
malningarna kanske fanns - vixlades projektets fokus

o6vertillatt Aterskapafrasen ”"WE OVERFEED OUR HEROES

UNTILTHEY EXPLODE” pametalldérren pa Lundsradhus.I

slutet avnovember 2022 skrev Downey foljande till Fekner,
Aspeklevoch migiett e-postmeddelande:

Trorni attviskulle kunna be /[Radhuset/om
tillstand att montera ned dérren och laser-
skara utden ursprungliga stencilmeningen
fran [1984]? Ja g forestdller mig en utskuren
text med en metallplatta fastsvetsad balk-
till. Viborde malaom dérren, sa attden blir
gra igen. Da skulle den utskurna meningen
bli kvar, som en diskret men permanent in-
tervention i staden.'®

[E-PINLEPRy L NLRy ap-re IY
N 20 . rle
> TOTTSATION iRl 2 ...
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The visit to the premises of what used to be Anders Torn-
berg Gallery did not takelong. The office now housed there

was closed, but looking through the windows we realized

that the restroom area would be quite inaccessible to the

public. Therefore, evenifit were possible to find the stencil

painting placed there, it would be difficult to do anything

further with it as a work of public art. Similarly, Downey’s

visit to the barber shop later confirmed what he and As-
peklevhadbeentold earlier: it would not be possible to try
touncover any old works there, as it would be too disruptive

for the business. While Anders Tornberg Gallery and the

barber shop were in this way quickly ruled out as sites for
physical interventions, it took longer to reach a conclu-
sion about the private apartment that used to be part of
Galerie S:t Petri. Contact was first made with the resident

of the apartment in November 2022, but for a variety of
reasons communication was slow and after mid-March

2023 stopped. We took this cease in interaction to mean

that the apartment would not be made available to us.*®

Whenitbecame apparent that none of the old stencil paint-
ings could be recovered - either because physical traces of
them could not be found or because the spaces where the

paintingsmight be areinaccessible -the focus of the project

shifted to making manifest again the phrasing “WE OVER-
FEED OURHEROES UNTIL THEY EXPLODE” onthe metaldoor

at Lund City Hall. In late November 2022, Downey wrote in

an email to Fekner, Aspeklev and me:

Do you think we might ask [City Hall] if we
could remove the door and laser cut out
the original stencil sentence from [1984]?
Iimagine this cut out with a metal plate
welded behind. We should re-paint the
door back to the grey. So the cut sentence
would stay as a subtle permanent fixture to
the city.”®
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John Fekner, Memory. Besangon: Juste Ici 2020.

Mer information om projektet finns pa f6ljan-
de adress: 2ttps.//www.braddowney.com/l/
work/2015/problem-solving-as-mural
(hamtad 18 juni 2024).

For ytterligare diskussion om dessa och
andra anvandningsomraden fér muralmal-
ningar i dagens offentliga stadsrum, se Peter
Bengtsen, "The monetization of the street art
world and the fossilization of urban public
space” i Visual Inquiry, 9:1-2, 2020, s. 45-58.
Utstillningen Enter Screerland?visades pa
Anders Tornberg Gallery 3-28 november 1984.

E-post fran John Fekner den 9 november 2023.

E-post fran John Fekner den 17 oktober 2023.

E-post fran John Fekner den 9 november 2023.

Mer information om Fekners arbete och hans
relation till Jean Sellem finns i > Pamflett N2 4.
Se http.//johnfelner.com/feknerArchiv-
e/?p=1211 (hdamtad 18 juni 2024).
John Fekner i en intervju med Evan Pricco
och Doug Gillen i "John Fekner: New York Sta-
te of Mind” i Juxtapoz, 15 juli 2022 - ktips.//
www. juxtapoz.com/news/magazine/john-
fekner-new-york-state-of-mind/(hamtad 18
juni 2024).
E-post fran John Fekner den 26 augusti 2022.
Detta exemplifieras bland annat av Downeys
intervention Searcking For Something
Concrete fran 2010, som gar att se pa kttps.//
www.youtube.com/watch?v=RLXyHAvJUdc
(hamtat 18 juni 2024) och diskuteras i Hrag
Vartanian, "Corporate Media Fictions: Brad
Downey and Banksy” i Hyperallergic, 4 okto-
ber 2011 - kitps.//hyperallergic.com/35842/
brad-downey-banksy/(hamtad 18 juni 2024).
Dessutom finns dokumentation av och dis-
kussioner kring ett flertal avinterventioner-
na i Brad Downey, Fuck Off Illusion. Koper:
Festival Izis 2020 och Brad Downey, / am you,
you are me. Zagreb: Croatian Association of
Fine Artists 2023.
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E-post fran John Fekner den 4 november 2022.

Utstéallningen NO TV/Read visades pa Galerie
S:t Petri1-12 november 1979. Mer information
om utstallningen finns i » Pamflett N2 4.

Som Downey och Aspeklev namner i

> Pamflett N2 6, sa utfordes borttagningen
av farglager for att fa fram stencilmalning-
en endast pa ett begransat antal ytor pa
dérren. Aven om det 4r osannolikt, s& ar

det mojligt att det under de ytor dar fargen
Inte togs bort 2anr finnas spar kvar avden
ursprungliga stencilmélningen.

Stefano Antonelli och Gianluca Marziani
argumenterar for att det foreligger en kopp-
ling mellan Downeys arbete och Deleuzes
begrepp blivarnde: en skapande rorelse som
ar stindigt pagaende, aldrig avslutad och
alltid i fard med att aktualiseras” - se Brad
Downey 2023, 7 am you, you are me. Zagreb:
Croatian Association of Fine Artists, s. 7.

Det finns mer om idén med den sociala skulp-
tureni> Pamflett N2 6.

Kanske ar det inte relaterat till var under-
sOkning, men i september 2023, nar Downey
besokte Lund for andra gangen, hade den
nedre delen av langhetsfonstren tackts med
frostad glasfilm for att forhindra insyn fran
gatan.

E-post fran Brad Downey den 20 november
2022.
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John Fekner, Memory. Besangon: Juste Ici 2020.

More information about the project can be
found at 2étps.//www.braddowney.com/le/
work/2015/problem-solving-as-mural
(accessed 18 June 2024).

For more on these and other uses of murals in
contemporary urban public space, see Peter
Bengtsen, “The monetization of the street
art world and the fossilization of urban
public space” in Visual Inquiry, 9:1-2, 2020,
pp. 45-58.

The exhibition Enter Screenland?was shown

at Anders Tornberg Gallery 3-28 November 1984.

Email from John Fekner on 9 November 2023.
Email from John Fekner on 17 October 2023.
Email from John Fekner on 9 November 2023.
For more on Fekner’s work and relationship
with Jean Sellem, see > Pamphlet N2 4 in
this book.

See http./fjohnfekner.com/
feknerArchive/?p=1211 (accessed 18 June
2024).

John Fekner interviewed by Evan Pricco and
Doug Gillen in “John Fekner: New York State
of Mind” in Juxtapoz, 15 July 2022 - https.//
www. juxtapoz.com/news/magazine/john-
fekner-new-york-state-of-mind/

(accessed 18 June 2024).

Email from John Fekner on 26 August 2022.
For more on this, see for example Downey’s
2010 intervention Searching For Something
Concrete at https.// www.youtube.com/
watch?v=RLXyHAvJUdc (accessed 18 June
2024) and Hrag Vartanian, “Corporate
Media Fictions: Brad Downey and Banksy”
in Hyperallergic, 4 October 2011 - kttps.//
hyperallergic.com/35842/brad-downey-
banksy/(accessed 18 June 2024). Further,
several of the interventions are documented
and discussed in Brad Downey, Fuck Off
Illusion. Koper: Festival Izis 2020 and Brad
Downey, / am you, you are me. Zagreb:
Croatian Association of Fine Artists 2023.

Email from John Fekner on 4 November 2022.
The exhibition VO TV/Read was shown at
Galerie S:t Petri1-12 November 1979. For more
on the exhibit, see » Pamphlet N2 4.

As discussed by Downey and Aspeklev in

> Pamphlet N2 6, the removal of paint layers
to uncover the stencil painting was limited
to a selection of areas on the door. While
unlikely, the parts of the door where such
removal did no¢ take place could contain
traces of the old stencil painting.

Stefano Antonelli and Gianluca Marziani
argue for a link between Downey’s work and
Deleuze’s notion of becoming: “a movement
of creation that is always taking place,
never finished, and always in the process of
being actualised” - see Brad Downey 2023,
Iam you, you are me. Zagreb: Croatian
Association of Fine Artists, p. 7.

For more on the idea of the social sculpture,
see > Pamphlet N2 6 in this book.

Whether related to our inquiry or not, by
September 2023, when Downey visited Lund
for the second time, the bottoms of the
apartment windows had been covered with
frosted glass film that blocked the view
from the street.

Email from Brad Downey on 20 November
2022.
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Pamflett | Pamphlet N2 3

Peter Bengtsen :

WE OVERFEED OUR HEROES
UNTIL THEY EXPLODE

- ett offentligt konstverk med
en fyrtioarig tillkomstprocess

- a public artwork forty years
in the making

DEL / PART 2






Orginalstencil for verket We Overfeed Our
Heroes Until They Explode,1984.
John Fekners arkiv

I
Original stencil for the work We Overfeed Our

Heroes Until They Explode,1984.
Archive of John Fekner
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<« Fortsdtining pé de
Eftersom vi flyttat 6ver vart fo-
kus till We Overfeed Our Heroes...
reste Downey till New York fér att
besdéka Fekner och ur hans arkiv
hamta stencilerna som anvandes
narmalningen gjordes 1984 (Bildi0),
Under besdket himtade han aven
nagraavdeoriginalstenciler som
anvandes for att skapa Fekners
datummalningar. De senare an-
vandes i september 2023' under Bild 10: Foto fran Brad Downeys besok hos John

Downeys andra besok i Lund (Se Fekner den 20 januari 2023. Bilden visar en del av
> 01). originalstencilerna som anvandes for att skapa
Pamflett N 1) We Overfeed Our Heroes Until They Explodei
Lund i november 1984.

Undertidenarbetade Aspeklevoch Foto:Brad Downey
chefen for Lunds konsthall, Asa Figure 10: Photo from Brad Downey'’s visit to John
Na.cking med att ansaka om de Fekner on 20 January 2023, showing in part an

. o ’ . . assemblage of the original stencils used to cre-
tillstand som kravdes for att av- ate we overfeed Our Heroes Until They Explode
ligsna och laserskira dérren pa inlundinNovemberi9g4.

N Photo: Brad Downey
radhuset. I ett e-postmeddelande
franmittenavfebruari2023meddelade Nackingatt”vihar
nufatttillstand att ga vidare med det foreslagna konstver-
ket.”?° Det fortsatta arbetet skulle dock inte ga sa smidigt
som det meddelandet antydde. Det skulle faktiskt drdja
andatillenmorgonimittenavnovember 2023innandodrren
slutligenlyftes avsina gangjarn (Bildil), Denfraktadessedan
till gjuteriet Rosengren & Nilsson i Malmé, dar nasta fasi
tillverkningen av konstverket skulle genomféras.

Attidetalj redogora for alla turer som ledde fram till att

doérrentogsbort skulle bliférlangrandigt. Nagra avde mer
anmarkningsvarda utmaningarna vi st6tte pa bor dock

namnas. Fordet forstavardet, trotsatt projektetiprincip

fatt grontljus franradhuset,nédvandigt att samordnadet

praktiska utforandet av vara planer med serviceforvalt-
ningen som ager och férvaltar sjalva byggnaden. Det har
framgar av ett e-postmeddelande fran Aspeklev i borjan

avmars 2023:

: WE OVERFEED OUR HEROES UNTIL THEY EXPLODE - DEL 2

Jag har fatt tag pa den person pa Lunda-
fastigheter (det kommunala bolaget som
ageroch forvaltar [radhuset]) som ska age-
ra kontaktperson at oss. Jag kommer kon-
takta henne { morgon, sa nu kan vi bérja
Jobba pa en tidsplan och reda ut allt det
braktiska, [t.ex.] fragor kRring om och ndrvi
kan ta nerdérren.? O

Peter Bengtsen
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As a part of the refocusing on We
Overfeed Our Heroes..., Downey
travelled to New York City to visit
Fekner and retrieve from his ar-
chive the stencils used to make
the 1984 painting (Figure 10), At the
same time, he obtained some of
theoriginal stencilsused tocreate
Fekner’s random date paintings.
Thelatter were utilized in Septem-
ber 2023’ during Downey’s second Bild 11: Kalle Markstrém och Mirek Dabkowski

visit to Lund (see > Pa.mphlet Ne 1) tarloss dérren den 17 november 2023. En kopia av
dorren ska skapas. Videostillbild: Peter Bengtsen

. . I
Mea.nwhlle, Aspeklev andDirector Figure 11: Kalle Markstrém and Mirek Dabkowski

of Lunds konsthall Asa Nacking  [2mevsihetooront” ovember 2020 nacvance
worked onsecuring the necessary

permissionstoremove andlaser cut the door at City Hall.In
anemailinmid-February 2023, Nacking could confirmthat
“we now have [...] permission to proceed with the proposed
artwork”.?° However, things would not go as smoothly as
this statement might suggest. In fact, it was not until a
morning in mid-November 2023 that the door was finally
takenoffits hinges (Figurell) [t wasthentransported tothe
Rosengren & Nilsson foundry in Malmd, where the next
steps in making the artwork were to be carried out.

It would go too far to outline in detail all the twists and
turns that led up to the door’s removal. However, a few
notable issues should be mentioned. First, although the
projecthadreceived aninprinciple positive response from
City Hall, it was necessary to involve the municipal agen-
cy that owns and manages the building in the practical
implementation of the plans. This is reflected in an email
from Aspeklev in early March 2023:

I have found the right person at Lundafas-
tigheter (the municipal company that owns

and manages [City Hall]) to be our contact
person. Iwill contact her tomorrow, so now

we can start to make a timetable and sort

out all the practical issues, [e.g.] questions

like if and when we can remove the door.

: WE OVERFEED OUR HEROES UNTIL THEY EXPLODE - PART 2

Peter Bengtsen

The question of removal was complicated by the fact that
the door and space behind it do not appear on any of the
blueprints available for the building. Indeed, to begin
with, nobody could say for sure whatis housed there. After O
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Arendet kring flytten av dérren komplicerades vidare av

att dorren och utrymmet bakom den inte finns med pa

nagon av de ritningar som finns tillgingliga for byggna-
den.Ibérjan kunde ingen ens ge ett sikert besked om vad

som finns bakom den. Efter ytterligare efterforskningar
informerade Aspeklev gruppen via e-post i slutet av maj

2023 att’det finns ett mindre utrymme bakomdoérren, dar
det formodligen finnsnagontyp avelcentral.”??Senare be-
kraftadesdetforossattutrymmetbakomdérrenrymmer
telekommunikationsutrustning somtydligen fortfarande

anvands.Darforvar det plotsligtintenogatt visamordna-
de 6ppnandet och det eventuella borttagandet av dorren

med Lundafastigheter. Vara planer behovde ocksa god-
kannas av telefonbolaget Telia.

Foérdetandravisade detsigvara svartatthittanyckelntill
dorrenslas. Till sist,ijuli2023, efterungefartva manader
avkorrespondens framochtillbaka med Lundafastigheter
ochTelia,kunde vikonstateraattingenverkade hanyckeln.
Den har upptackten gav i sin tur upphov till ytterligare
korrespondens kring méjligheten att anlita en lassmed
for att fa dorren 6ppnad. Jag kommer att aterkomma, till
turerna kring det alldeles strax.

For det tredje, eftersom Lunds radhus ar ett byggnads-
minne, sd behévde vi fa godkannande fran Linsstyrelsen
Skane innan vikunde genomfora det planerade tillfalliga
dorrbytet. Aspeklev noterar i sitt e-postmeddelande den
29 maj 2023 att "behandling av ans6kan tar 3-6 manader,
men forhoppningsvis 3 eftersom vi redan kontaktat dem
omarendet.”?*Somtur ar fick visnabbt ett positivt besked.
Den4juli2023 godkandelansstyrelsenattdenursprungliga
dorren skulle tas bort tillfalligt, och att en kopia av den
skulleinstalleras.Ibeslutet angavs bland annat féljande:

En befintlig metallddrr kommer att till-
ralligt bytas ut mot en ny dorr med konst-
verk i text, utskuret i relicf. Gestaltningen
dr nedtonad och beddéms inte komma att
dominera helhetsintrycket av byggnads-
minnet. Atgéarden ar reversibel och utifran
ovanstaende lamnar Lansstyrelsen till-
stand till denna.?*

Isitt beslut framhallerlansstyrelsenviktenavattde atgar-
der som vidtas inom projektets ramar ska vara tillfalliga

och reversibla. I beslutet fastslas éven att “tillstandet

gallerifemar ochdenbefintliga dorren skahiangastillbaka

senast den 4 juli 2028”.2%

: WE OVERFEED OUR HEROES UNTIL THEY EXPLODE - DEL 2

Peter Bengtsen
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furtherresearch, Aspeklevinformed the group inanemail

inlate May 2023 that “[b]lehind the door is a smaller space,
where there probably is some type of electrical switch-
board”.?2It was later confirmed that the space behind the

door holds a telecommunications installation, and that

it seemingly is still in use. It was therefore not enough to

coordinate the opening and potential removal of the door
with Lundafastigheter. The plans also had to be cleared

with the telecommunications company, Telia.

Second, finding a key to unlock the door also turned out to

beachallenge. It took about two months of correspondence

with Lundafastigheter and Telia, until July 2023, for us to

conclude that, in fact, nobody seemed to have the key on

hand. This discovery created a need for further correspon-
dence about the feasibility of hiring alocksmithto openthe

door. I will return to this momentarily.

Third, since Lund City Hall is a listed building, it was neces-
sary to get approval fromthe County Administrative Board
Scania to carry out the planned temporary replacement
of the door. Aspeklev notes in her 29 May 2023 email that
“[t]he application processing time is 3-6 monthl[s], hopefully
3duetothefactthat we[have]alreadybeenincontactwith
them”.2® Fortunately, a positive decision came ba.ck quickly.
On4July 2023, the County Administrative Board approved the
temporaryremoval of the original door and the installation
of areplica. The decision in part stated:

An existing metal door will be temporarily
replaced with a new doorwith artwork in text,
carved in relief The design is toned down
and it is assessed that it will not dominate
the overall impression of the listed building.
The measure is reversible and based on the
above, the County Administrative Board
grants permission to carry it out.?*

In its decision, the County Administrative Board empha-
sises as important that the measures taken in relation

totheproject aretemporary andreversible. The decision

alsostipulatesthat “the permissionisvalid for five years

and the existing door must be reinstalled no later than

4 July 2028”.25

On the same day the permission for temporary removal
was granted, a locksmith unsuccessfully attempted to
pick the lock and open the door (Figure 12), This failed at-
tempt made it clear that a cruder measure would have to

: WE OVERFEED OUR HEROES UNTIL THEY EXPLODE - PART 2

Peter Bengtsen
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Samma dag som tillstandet for
tillfalligt avlagsnande bevilja-
des forsokte en lassmed bryta
upp laset och 6ppna dorren, men
utan framgang (Bild12), Genom det
harmisslyckade forsoket blevdet
klart for oss att vi skulle behdva
tillgripa mer drastiska atgarder
for att fa loss dorren - vi behov-
de borra upp laset. Eftersom det
innebar ett stérre ingrepp i fast-
igheten behévde vi darfor séka
ytterligare tillstand. Vi var med
andra ord tvungna att ateruppta
var kommunikation med Lunda-
fastigheter och Telia.

Efter langvarig korrespondens
med de badaintressenterna skick-
ade Aspeklevett e-postmeddelan-
de till Securitycenter Telia den 28
augusti2023forattberattaattvi
nu hade fatt tillstand fran fast-
ighetsagaren att borra upp laset.
Honférklarade ocksad attviavsag
att gora det sa snart som méjligt,
da& projektet redan hade férse-
nats med tva manader pa grund
av den utdragna processen med
att fa tilltrade. Nasta dag sva-
rade Telia att de inte hade nagra
invandningar mot att dérren bor-
rasupp eftersomde inte ager den.
Den31augusti2023borradeslaset
darmed upp, och vi fick antligen

mojlighet att se in bakom dorren
(Bilder 13 och 14)

Efter en kort granskning av ut-
rymmet, déorrkarmen och insidan
av dorren installerades ett nytt
las. Som jag tidigare namnt togs
doérren sedan bort under morgo-
nen den 17 november 2023. Jag
kom forst till platsen den dagen.
Jagobserverade nartvaarbetare,
Kalle Markstréom och Mirek Dab-

kowski, komochinnanjaghade identifierat mig horde jag
demdiskuteravarde skulle stilla sin skapbil. De bestamde

Bild 12: Lassmeden Martin Norrstrém Peters un-
der sitt forsok att dyrka upp laset den 4 juli 2023.
Foto: Elin Aspeklev

|

Figure 12: Locksmith Martin Norrstrém Peters
trying to pick the lock on 4 July 2023.

Photo: Elin Aspeklev

Bild 13: Det uppborrade laset den 31 augusti 2023.
Foto: Elin Aspeklev

|

Figure 13: The drilled-openlock on 31 August
2023. Photo: Elin Aspeklev
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be employedto gainaccess: drilling openthe lock. Having
toresorttothismoreinvasive approachrequired seeking
further permission. Thus, communication with Lundafas-
tigheter and Telia recommenced.

After protracted correspondence with these stakehold-
ers, Aspeklevinformed Telia Security Center in an email
dated 28 August 2023 that we now had permission from
the building owner to drill open the lock. She further ex-
plained that we intended to do this ass soon as possible,
since the process of gaining ac-
cess had already put the project
twomonths behind schedule. The
next day, Telia answered that
since they do not own the door,
they had no problem withit being
drilled open. Consequently, on 31
August 2023 the lock was drilled
open, and we were finally able to
see behind the door (Figures13andi4).

After a brief inspection of the
space, door frame and inside of
thedoor,anewlockwasinstalled.
Then, as noted previously, the
door was removed on the morn-
ing of 17 November 2023.Iwas the
firsttoarrive at the site that day.

I observed as two workers, Kalle
Markstrém and Mirek Dabkows-
ki, came and - before identifying -
myself-Ioverheard themdiscuss-
ing where to place their van. They
decided that it would be best to
park as close as possible to the

work site, partly to demonstrate 24 rmneroch tskonmunatona
their legitimacy in case security |

guards came to investigate what  TEreie Thespece s ceiscommumcncions i
washappening.Inthe end,nobody

asked any questions during the removal process. Taking

down the door was relatively straightforward, although

it turned out that the top hinges on the door frame were

rusted through and would need to be replaced when in-

stalling the replica. A wooden board was cut out and
temporarily put up instead of the original door (Figure 15),

The latter, in turn, was loaded into the workers’ van and
takentothe Rosengren & Nilsson foundry where areplica

would be made.
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sigforatt detvarbastattparkera
saniraarbetsplatsen sommojligt,
delvis for att deraslegitimitet da
skulle vara bortom tvivel om det
skulle komma sdakerhetsvakter
f6ér att underséka vad de holl pa
med. Som det blev var det ingen
som stallde nagra fragor alls om
nedmonteringsarbetet. Det var
relativt enkelt att ta ned dor-
ren, aven om det visade sig att de
6vre gangjarnen pa dorrkarmen
var helt genomrostade och méas-
te bytas ut nar dérrkopian skulle
installeras. En triskiva sagades
till och sattes upp tillfalligt dar
dorren hade suttit (Bild15), Dérren

Bild 15: Kalle Markstrém och Mirek Dabkowski
bommarigen dérroppningen vid Lunds radhus
den 17 november 2023.

Videostillbild: Peter Bengtsen

|

Figure 15: Kalle Markstrom and Mirek Dabkowski
boarding up the doorway at Lund City Hall on 17
November 2023.

lastades in i arbetarnas skapbil
ochkordestillgjuteriet Rosengren
& Nilsson, dar en kopia skulle tillverkas.

Video still: Peter Bengtsen

Ungefar en manad senare, den 20 december 2023, tog vi
emot bilder fran arbetet nar dérrkopian skars till med la-
serskiarare hosunderleverantoren RepayiSmaland (Figur
16).Islutet avjanuari2024 akte dessutom Aspeklevochjag
till gjuteriet Rosengren & Nilssoniutkanten av Malmé for
att titta pa den nyskurna dorren (Bild17)

Under vart besok diskuterade vi olika alternativ for hur
vi skulle mala kopian med konstproduktionschefen Séren

Rosengren samt konstnaren David Krantz. Malet var att

den skulle passa valihop medrestenavbyggnaden ochlik-
naoriginalet sd mycket det bara gick. Vi 6vervigde ocksa

om vi skulle installera originallaset eller en kopia av det

idennya, laserskurna dérren. De har fragestallningarna

togsuppigenveckandarpaunderettdistansmote mellan

Fekner, Downey, Aspeklev och mig sjalv (Bild18),

: WE OVERFEED OUR HEROES UNTIL THEY EXPLODE - DEL 2

Under motet kom Fekner och Downey fram till att det bas-
ta alternativet var att ge dorren ett lager gra pulverlack.
Aven om den méalningstekniken inte hade anvints pa den

ursprungliga dorren, sa trodde de att det skulle bli den

bastametodenforattbevara deutskurnareliefbokstaver-
nasskarpakanter. Konstnarernabestimde ocksa att det

gamla laset skulle installeras i kopian, sa att sa mycket

som mojligt av originalmaterialet skulle vara med i den

tillfalliga installationen.

Peter Bengtsen
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Roughly a month later, on 20 De-
cember 2023, wereceived process

images of the laser cutting of the

replica door at the subcontractor,
Repay in Smaland (Figure16), And in

late January 2024, Aspeklev and

Iwent to the Rosengren & Nilsson

foundryat the outskirts of Malmoé

to see the cut door (Figure1?)

During our visit, we discussed

with CEO and head of art produc-
tion Soren Rosengren and artist

David Krantz different options

for painting the replica door, so

it would blend in well withtherest

of the building and resemble the

original as much as possible. Fur-
ther, we considered whether toin-
stallthe originallock or areplica

withthe new,laser cut door. These

topics were then also brought up

the following week in a remote

meeting between Fekner, Downey,
Aspeklev and me (Figurei8),

Inthe meeting, Fekner and Downey
decided that it would be best to
give the door a grey powder coat-
ing. Although not the painting
technique used on the original
door, theybelieved this would like-
ly best preserve the sharp edges
of the sunken relief letters. The
artists also decided that the old
lock should be fitted on the repli-
ca door, to retain as much of the
originalmaterialaspossibleinthe
temporary installation.

Bild 16: Pagaende laserskarning av dérrkopian
den 14 december 2023.

Foto: Kristian Kérner

|

Figure 16: Laser cutting of replica door on 14
December 2023. Photo: Kristan Kérner

Bild 17: Projektledaren Elin Aspeklev och
konstnaren David Krantz granskar endelavden
laserskurna dérrkopian pa gjuteriet Rosengren
& Nilsson den 25 januari 2024.

Foto: Peter Bengtsen

I

Figure 17: Project manager Elin Aspeklevand
artist David Krantzinspect part of the laser cut
replica door at the Rosengren & Nilsson foundry
on 25 January 2024.

Photo: Peter Bengtsen

On 9 April 2024, the replica door was brought to Lund to fit
and weld new hinges onto the door frame (Figure19), The door
was then brought ba.ck and painted at the foundry before

being installed on 30 April 2024.

Theinstallationtook about 20 minutes. Inadditiontohang-
ingthe door,itinvolved painting grey the hinges and touch-
ing up the fagade at the top right above the door frame
(Figure20), With these final details completed, the door could
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Den 9 april 2024 togs dérrkopian
till Lund s& att nya gangjarn kun-
de passas in och svetsas fast pa
dérrkarmen (Bild 19), Ddrren frak-
tadessedantillbakatill gjuteriet
for att malas innan den till slut
installerades den 30 april 2024.

Monteringsarbetet tog ca 20 mi-
nuter. Dar ingick, férutom sjalva
upphangningen av dérren ocksa
att gramala gangjarnenochsnyg-
ga till fasaden ovanfor dérrkar-
mens 6vre hégra horn (Bild 20), Nar
de sista detaljerna var pa plats
kunde dorren stangas, och vi fick
antligenseresultatet: precissom
Fekner ochDowneyhade tankt sig
blev det en elegant och diskret
fortsattning av We Overfeed Our
Heroes Until They Explode (Bild 21),

Jagharovanredogjortidetalj for
de atgarder som vidtagits fér att

ater synliggora frasen ”WE OVER-
FEED OUR HEROES UNTIL THEY
EXPLODE” pa dérren till Lunds

radhus.Jaghar gjort det delvis for
attbelysadenskarpakontrasten

mellandebyrakratiska processer-
naochpraktiskaatagandena (t.ex.
attlasaupp,tabort,transportera

ochférvara originaldorren;tillver-
ka, laserskara, svetsa, mala och

aterinstallera enkopiaavdorren)

som ingick nu och de villkor som

radde nar Fekner och Leicht forst

utforde verket pa gatan 1984.

Denforsta stencilmalningen gjor-
desmed svartsprayfarg, utantill-
stand. Om man inte raknar med
tidensomkravdes for att skaraut
stencilerna kan det inte ha tagit
mer 4n nagra minuter att skapa
malningen. Som jamforelse kan
namnas att det tog drygt 17 ma-

Bild 18: Skarmdump fran ett projektméte som
hélls pa distans mellan Brad Downey, John
Fekner, Elin Aspeklev och Peter Bengtsen den 29
januari2024.

|

Figure 18: Screen grab of remote project meeting
between Brad Downey, John Fekner, Elin Aspeklev
and Peter Bengtsen on 29 January 2024.
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Bild 19: Radek Kierzkowski och Mirek Dabkowski
svetsar fast gangjarn pa déorrkarmen pa Lunds
radhus den 9 april 2024.

Foto: Olof Brostréom

|

Figure 19: Radek Kierzkowski and Mirek
Dabkowski weld hinges onto the door frame at
Lund City Hall on 9 April 2024.

Photo: Olof Brostréom

nader fran idé till installation nar samma fras skulle re-
aliseras i utskuren relief som ett upphandlat offentligt
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be closed,and we were finally able
to see theresult: as envisioned by
Fekner and Downey, an elegantly
understated continuation of We
Overfeed Our Heroes Until They

Bild 20: Radek Kierzkowski och Mirek Dabkowski
monterar dérrkopian med den utskurna reliefen
pa Lunds radhus den 30 april 2024.

Foto: Peter Bengtsen

I

Figure 20: Radek Kierzkowskiand Mirek
Dabkowskiinstall replica door with sunken
relief at Lund City Hall on 30 April 2024.

E’xplode (Figure 21), Photo: Peter Bengtsen

Inthe above,l have outlined in some detail the measures

takentomakevisible againthe phrasing “WE OVERFEED

OUR HEROES UNTIL THEY EXPLODE” on the door at Lund

City Hall. I have done so in part to highlight how the in-
volved bureaucratic processes and practical undertak-
ings (e.g.unlocking, removing, transporting, and storing

the originaldoor; producing, laser cutting, welding, paint-
ing, and reinstalling a copy of the door) stand in stark

contrast to when Fekner and Leicht first made the work

on the street in 1984.

Theinitial stencillinginblack spray paint was done without
permission. Not counting the time needed to cut the sten-
cils, creating the painting would have taken no more than
a few minutes. By comparison, from idea to installation, it
took just over 17 months torender as a commissioned public
artwork the same phrasing in sunkenrelief. This difference
to some extent comes down to the materials used. Clearly,
adding to an existing surface paint through a set of sten-
cils is less laborious than physically removing and cutting

11



konstverk. Skillnadenberor till viss del pa materialen som

anvandes.Det sdgersigsjalvatt detinte kravslikamycket

arbete att mala text 6ver en befintlig ytfarg med hjalp av

en uppsattning stenciler som nar en metalldorr fysiskt

ska foras bort och bokstaver skaras ut ur en kopia av den.
Men tiden som kravts och de utmaningar vi fatt hantera

for att forverkliga den har senaste fasen av We Overfeed
Our Heroes... har ocksa delvis uppstatt till féljd av att vi

arbetat inom det Patricia C. Phillips kallade ”the public

art machine”, den offentliga konst-maskinen, i en artikel

iArtforum fran1989: ett “l1abyrintiskt natverk av forslag

somskalamnastillderattamyndigheterna,upprepadein-
lamningar avbudgetberakningar, presentationer somska

gesforjuryerochforhandlingar med offentliga eller privata

finansiirer.”?¢ Aven skapandet av tillfallig (eller semiper-
manent) offentlig konst - den form av offentlig konst som

detkanske arrimligast attjamforamedicke-sanktionerad

gatukonst -involverar, som Statens konstrad konstaterar,
’en inledande konceptuell fas, sedan en fordjupad efter-
forsknings- och planeringsfas och till sist en avslutan-
de fas under vilken konstverket produceras.”?” Aven om

icke-sanktionerade gatukonstverk inte nédvandigtvis ar
spontana till sin natur, och mycket vil kan genomga kon-
ceptualiserings-, planerings- och produktionsfaser som

i mycket liknar dem som offentliga konstverk genomgar,
sa skapas gatukonst oftast av en eller ett fatal individer
somintebehéveringa formellasamrad eller samordnasitt

arbetemed andraintressenter. Arbetsprocessentenderar
attblisnabbare och mer flexibel an nar man arbetar inom

ramarna for den offentliga konst-maskinen.

Aven om det har gatt fran att vara enicke-sanktionerad
gatukonstintervention till ett bestallt offentligt konst-
verk,ochavenomdet har fatt en delvis ny materiell form,
bor We Overfeed Our Heroes...,somnu ar synligt pa Lunds
radhus, inte betraktas som ett nytt konstverk. Snarare
ar det ett konstverk som har varit under tillblivande i
fyrtio ar: den ursprungliga stencilmalningen var helt
enkelt den férsta fasen, och borttagandet den andra.
Den laserskurna versionen av frasen bygger vidare pa
ochomvandlar samma konstverk. Reliefen somnusyns ar
med andra ordinte en dterskapad version av ett tidigare
spraymalat verk, utan - precis som fallet med Downeys
tidigareinteraktioner med verk avkonstnarer som Robert
Smithson, Luc Tuymans och Banksy - envidareutveckling
av det befintliga verket. Den har forstaelsen av verket
har stod i det faktum att Fekner inte langre vill skapa
nya verk, nagot som tas upp i ett annat avsnitt i den har
publikationen (se > Pamflett N2 6).

: WE OVERFEED OUR HEROES UNTIL THEY EXPLODE - DEL 2

Peter Bengtsen
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letters into a metal door. However, the time expended and
the challenges involved to realise this latest phase of We
Overfeed OurHeroes... are alsoinpart due to working within
what Patricia C. Phillips in a 1989 article in Arfforum calls
“the publicart machine”: a “labyrinthine network of proposal
submissionstoappropriate agencies, filings and refilings of
budget estimates, presentationstojuries,andnegotiations
with government or corporate sponsors”.2 Eventhe making
of temporary (or semipermanent) public art - which is per-
haps best suited for comparison with unsanctioned street
art - involves, ass noted by Public Art Agency Sweden, “an
initial conceptual phase, followed by an in-depth research
and planning phase and ends with a concluding phase in
whichtheartworkisproduced”.??” Whileunsanctioned street
artworks are not necessarily spontaneous in nature, and
may go through phases of conceptualization, planning and
production similar to public artworks, street art is usually
created by one or a few individuals without the need to con-
sult and coordinate with other formal stakeholders. This
tends to make for a more flexible and rapid process than
when working inside the confines of the public art machine.

Althoughit hasshifted frombeinganunsanctioned street
artinterventiontoacommissioned work of public art,and
while it has taken on a partly new material form, the We
Overfeed Our Heroes... now visible at Lund City Hall should
not be seen as a. new work of art. Rather, it is an artwork
fortyyearsinthemaking:the original stencil painting was
simply the first stage and its removal a second. The laser
cut version of the phrasing builds on and transforms this
same work of art. In other words, the sunken relief now
visibleisnotarecreation of aprevious spray-painted work,
but-aswithDowney’s priorinteractions with the works of
artistslike Robert Smithson, Luc Tuymans and Banksy-an
extension ofit. Thisunderstanding of the work is backed up
bythefactthat,asnoted elsewhereinthispublication (see
> Pamphlet N26), Fekner no longer wants to make new work.

The next major stage in the development of We Overfeed
Our Heroes... may come in 2028, when the temporary build-
ing permit expires and the laser cut replica door is meant

tobetakendownandreplacedbythe original.?® Until then,
the artwork will carry on changing in subtle ways as it is

affected by the elements and life of the city.

Of course, even if after 2028 the laser cut sentence goes
the way of the stencil painting and is nolonger visible, the
artwork will persist. The point of We Overfeed Our Herogs...
isnot forthe workto find and settle into a final form. Rather,

: WE OVERFEED OUR HEROES UNTIL THEY EXPLODE - PART 2

Peter Bengtsen
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Nasta viktiga steg i utvecklingen for We Overfeed Our He-
roes...kankomma 2028, da det tillfalliga bygglovet 16perut

och planen ar att den laserskurna kopian ska tas ner och

ersattas av originaldorren.?® Fram till dess kommer konst-
verket genomga standiga, subtila férandringarallteftersom

det utsatts for saval vader och vind som stadens liv.

Naturligtvis 4r det s& att 4ven om den laserskurna me-
ningen skulle ga samma vag som stencilmalningen efter

2028, och inte langre kunna ses, sa kommer konstverket

andaattbesta.Poangen med We Overfeed Our Heroes... ar

inte att verket ska landa och forbliinagon slutgiltig form.
Snarare kommer det, pa ett eller annat satt, att fortsatta

genomga den metamorfos som redan har pagattifyra ar-
tionden. Kanske kommer konstverket om fyrtio ar endast

leva vidare genom visuellt dokumentationsmaterial, som

ett immateriellt minne av sina tidigare fysiska versioner.
Kanske kommer dérrkopian med sin subtila, utskurnarelief
endagatttasframurforradet, ochfaennyfunktion.Eller

kanske kommer konstverket under de narmaste fyra och

ett halvt aren att helt glémmas bort av de byrakratiska

system som nu méjliggjort att det installeras. Om verket

skulle falla mellan stolarna pa det sattet skulle foljande

passage i det tillfalliga bygglovet som beviljats bli hégst

aktuell: "Efter [att] lovets giltighetstid har gatt ut ar at-
giarden olovlig.”.?° Aven om We Overfeed Our Heroes... r
ett bestallt verk som har installerats med bygglov, har
det darmed en potential att ater bli ett icke-sanktione-
rat - ochidet har fallet illegalt - konstverk. Detta skulle

isafallutgéra a4nnu enintressant fasiverkets fortsatta

transformation.

Peter Bengtsen

Docent,

Avdelningen fér Konsthistoria och Visuella Studier
Lunds universitet

: WE OVERFEED OUR HEROES UNTIL THEY EXPLODE - DEL 2

Peter Bengtsen

(o)



in one way or another, it will continue the metamorphosis
that has already been ongoing for four decades. Perhaps
fortyyearsfromnow the artwork willlive on only in visual
documentation and as an intangible memory of its past
physicaliterations. Perhapsthereplica door withits subtle
sunken relief will at some point re-emerge from storage
and find a new function. Or perhaps it will over the next
four and a half years be forgotten by the bureaucratic
systemsthatalloweditsinstallation.Ifitinthis way falls
betweenthe cracks,itisinteresting to note the following
statement fromthe temporarybuilding permit: “After the
permit’s expiry date has passed, the measureisillegal”.?®
Although commissioned andinstalled with permission, this
means that We Overfeed Our Heroes... could potentially
move back into the realm of unsanctioned - and in this
caseillegal - art from whence it originates. This would be

yetanotherinteresting stageinthe work’s transformation.

Peter Bengtsen

Associate Professor,

Division of Art History and Visual Studies
Lund University
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NOTER

25
26

E-post fran Asa Nacking den 14 februari 2023.

E-post fran Elin Aspeklev den 7 mars 2023.
E-post fran Elin Aspeklev den 29 maj 2023.
Ibid.

Utdrag ur 77listand till tilifalligt konstverk
Dpa byggnadsminnet Radhuset i Lund,
fastigheten S:t Botulf14, Lunds kommun
(Diarienummer 21086-2023), daterat den 4
Jjuli 2023.

Ibid.

Patricia C. Phillips, “Out of Order: The Public
Art Machine” i Artforum 27:4,1988, s. 93.

27

28

29

Se hitps.//publicartagencysweden.com/
worlking-with-art-in-public-environments/
work-processes-for-public-art/the-work-
process-for-temporary-public-art/(hamtad
18 juni 2024).

Det bor noteras att det ar mojligt att ansoka
om tva forlangningar av det tillfalliga bygglo-
vet, och att den totala livslangden verket
darmed kan ges genom officiella beslut
uppgar till 15 ar. Det innebar att verket i
princip skulle kunna vara kvar lagligen 4nda
till 2038.

Utdrag ur Beslut tidsbegransat bygglov,
startbesked samt avgift (Arendenummer L
2023-001653), daterat den 6 november 2023.
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NOTES

20 Email from Asa Nacking on 14 February 2023.
21  Email from Elin Aspeklev on 7 March 2023.
22 Email from Elin Aspeklev on 29 May 2023.
23 Ibid.
24  Excerpt from 7¢listand till tillfalligt
konstverk pa byggnadsminnet Radhuset
I Lund, fastigheten S:t Botulf14, Lunds
kommun (Diarienummer 21086-2023), dated
4 July 2023.
25 Ibid.
26 Patricia C. Phillips, “Out of Order: The Public
Art Machine” in Artforum 27:4,1988, p. 93.
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See https.//publicartagencysweden.com/
working-with-art-in-public-environments/
work-processes-for-public-art/the-
work-process-for-temporary-public-art/
(accessed 18 June 2024).

It should be noted that it is possible to apply
for two prolongations of the temporary
building permit, bringing the total potential
sanctioned lifespan to 15 years. The work
could thus feasibly legally be in place until
2038.

Excerpt from Beslut tidsbhegransat bygglov,
startbesked samt avgift (Arendenummer L
2023-001653), dated 6 November 2023.
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Bild 21 & Bilder s. 14-15,18-19 & 20: Monterad dérrko-
piamed frasen”WE OVERFEED OUR HEROES UNTIL
THEY EXPLODE” i utskuren relief pa Lunds radhus
den 3maj2024. Foto: OMN/Lunds konsthall

|

Figure 21 & photos pp. 14-15, 18-19 & 20: Installed
replica door with the phrasing “WE OVERFEED OUR
HEROES UNTIL THEY EXPLODE” in sunkenreliefat
Lund City Hall on 3 May 2024.

Photo: OMN|Lunds konsthall










Pamflett | Pamphlet N2 4

Brad Downey :

SAMTAL MELLAN JEAN OCH JOHN
/ A CONVERSATION BETWEEN
JEAN AND JOHN






Ett telefonsamtal mellan John Fekner och Jean Sellem.
Bayside, New York, USA och Lund, Sverige, 22 januari
2023. Inspelat och transkriberat av Brad Downey.

A phone conversation between John Fekner and Jean
Sellem. Bayside, NY and Lund, Sweden, 22 January
2023. Recorded and transcribed by Brad Downey.
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John: Hej Jean! Det 4r John Fekner, hur ar laget?

Jean: mrur @ardet med dl.g?

w

Israts.
Tean: Jag tdnkte skriva lite ikvdll.

John: Har du tid att prata lite, tror du? Vi tinkte att vi
skulle skapa en liten tidskapsel.

Jean: Ja, sjalvklart!

John: Jad vet att du reste runt en del. Nar fick du idén
att oppna ett galleri? Eller, mer specifikt - ett galle-
ri som var ett alternativ till hela, den konventionella
gallerivarlden?

Jean: Ja. duvet, det hela borjade ndrjagkom till Lund.
Jag var sjalv konstndr, malare. Jag hade stallt ut
malningarpa Det Kongelige Akadem?i i Kopenhamn,
och sedan bjod Akademiska Foreningen in mig till
Lund for att gora en utstilining 1969.

John: Py kom alltsd forst till Lund som konstnar, pa in-
bjudan av Lunds universitet?

Jean: Dot stammer. Jag forberedde en utstillning med
mina malningar, och jag kom till Lund samtidigt
som den forsta mdanniskanr landade pa manen!

m—ay

Sy
Brase.

(€]

Jean: Ja, det var precis sa det gick till: Jag sag mina
verk i utstallningen, och sa sagjagden forsta méannt-
skan pa manen.

John: Qch nar 6ppnade du galleriet?

Jean: Jagd borjade verksamheten tva ar senare, 1971.

John: yad hade du for tankar kring galleriet? Hade du en
tydlig vision fér hur det skulle bli?



John: Hello Jean! It’s John Fekner, how are you?

Jean: How are you?

La,u.giltez‘.
Jean: I'm doing some writing tonight.

John: o you maybe have time to talk for a. bit? We want-
ed to make a little time capsule.

Jean: Pos, ofcourse.

John: T know you did a lot of travelling. When did you
comeupwiththeidea ofopening a.space? More specifi-
cally, a space that was an alternative to the gallery
system?

Jean: Pos, you know it all began when Icame to Lund. I
was an artist myself, a painter.  had exhibited paint-
ings at the Royal Danish Academy in Copenhagen,

and then the Academic Society of Lund invited me to
Lund for a show in 1969.

John: So, you first came to Lund as an artist invited by
Lund University?

Jean:  Pos. I prepared anr exhibition of my paintings,
and I arrived in Lund at the same time the first man
landed on the moon/!

-y T -
AU2NTOT,

Jean: Peah, yeah, that’swhathappenred.:lsawmywork
in the show, and I saw the first man on the moon.

John: And when did you open the gallery space?
Jean: I'started the space two years later, in 1971,

John: \What were your thoughts about the space? Did
you have a clear idea about what it would be?

03
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P4 Galerie S:t Petri diskuterar John Fekner och Jean Sellem Fekners kommande instal-
lation.Ibakgrunden Jacek Tylickis installation Z{ving in The Tree,november 1979.
Vanster bild, Jean Sellem. Foto: John Fekner

Hoger bild, John Fekner. Foto: Jean Sellem/Marie Sjéberg

John Fekners arkiv



At Galerie S:t Petri, John Fekner and Jean Sellem discussing Fekner’s upcoming installa-
tion. In the background Jacek Tylicki’s Zivirg In The Tree installation. November 1979.
Left picture, Jean Sellem. Photo: John Fekner

Right picture, John Fekner. Photo: Jean Sellem/Marie Sjoberg

Archive of John Fekner
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Jean: Ja. Duvet, jag fanns redan i lokalen fore 1971. Den
varmin ateljé innan den blev ett galleri. Jag fick dock
andra konceptet lite, eftersom det inte fanns nagon
riktig konstscen t Lund. Lund dr en valdigt fin stad,
men pa den tiden fanns det inga stéllen for konstndr-
eroch den typen av folk, s jag grundade det hdr.

John: yjlken var den forsta utstallningen du visade dar?

Jean: B'n konstndr som heter Oliver Weerasinghe, fran
Sri Lanka. Han var skulptor, och han hade en myclk-
et fin utstdllning. Den hir killen hade stora problem
med att klara sig T Sverige, det var inte alls latt for
honom, sa jagvisade hans verk. Men hans konstvar
inte riktigt avanigarde... Den var mer som modern
konst. Han studerade i Londonrn under Peter Blake
och Anthony Caro.

John: Var nagra av verken till salu?

Jean: Nej, nej, nej. Du vet, jag sdljer inte konst. Jag har
aldrig salt konst. Det enda jag €or dr att visa konst.

John: Ja, ja, jag vet. Hade du méanga utstallningar dar i
boérjan av 1970-talet?

Jean:  Ja. Det forsta aret efter uppstarten ville jag
framst bjudea in lokala personer, fran Lund och dar-
ombkring. Men efternagot argrundade jag det riktiga
Galerie S:t Petrt, som blev en plats for avanitgardet.

John: Det hette Galerie S:t Petri - Archive of Experimen-
tal and Marginal Art, stammer det?

Jean: Ja, prects. Du arsjalv en person som befinner dig
i marginalen, pa ditt satt. Jag gillar mdanniskor som
befinner sig i marginalen. Jag har visat sa& manga
konstnarer. Alla varinte stora namn - jagvalde ald-
rig konstndrerpa grund av att de varkanda. Jagval-
de dem for deras arbete, och inget annat. Men, jag
visade en del kdnda konstnérer ocksa, saklart.

John: Pat var mest experimentell konst och performan-
cekonst, eller hur?



Jean: Vos. You know, I was in the space before 1971. It
was my studio before it became a gallery. I changed
the concept, though, because there wasn’t really an
art scene in Lund. Lund is a very nice city, but back
then there were no spaces for artists and people like
that, so I started this.

John: What was the first show you put on there?

Jean:  An artist called Oliver Weerasinghe, from Sri
Lanrnka. He was a sculptor, and he had a very nice
show. This guy was having a lot of trouble getting by
in Sweden, you knrow, it was very hard for him, and
I showed his work. But his work wasn’t avant-garde,
really... It was more like modern art. He studied in
London, under Peter Blake and Anthony Caro.

John: Where any of the works for sale?

Jean: No, no, no. You knrow, I dor’t sell art. I never sold
art. AllIdo s show art.

John: yeag, yes, I know. Did you produce a lot of exhibi-
tions in the early 1970s?

Jean: Pos. Duringthe first year after started, Ilwanted
to tnvite local people from around Lund. After ayear
or so, though, I founded the real Galerie S:t Petri,
and made it an avant-garde space.

John: Tts name was Galerie S:t Petri - Archive of Experi-
mental and Marginal Art, correct?

Jean:  Veah, exactly. Youre a marginal person your-
self in yourway. I like marginal people. I’'ve shown so
manry artists. Not all of them were big names, I never
chose artists because of name recognition. I chose
them for their work, and nothing else. That’s not to
say Ididr’t also show some famous artists, though.

John: Fxperimental art, and also Performance art, right?

Jean: Yes. You know, marginal and experimental art.

07
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John Fekner pa Galerie S:t Petri, under sitt verk Read Read Read | John Fekner below
his work Read Read Read, at Galerie S:t Peri

Foto | Photo: Voytek Jasinski 1979

Jean Sellems arkiv | Archive of Jean Sellem
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Sprayburk, John Fekner Reklamblad for Cassette Gazette, 1985
| Spraycan, John Fekner Promotional flyer for Cassette Gazette, 1985
John Fekners arkiv | Archive of John Fekner
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Jean: Ja. Du vet - marginell, experimentell konst.
John: Minns du forsta gangen vi traffades?

Jean: Jagd minns inte exakt - det har héant sa mycket
underarenslopp. Jag hade alltid sa mycket folk om-
rring mig.

John: Jad tror att forsta gangen vi traffades var pa ditt
galleri. Leif Eriksson hade gett mig din adress, och sagt
till mig att jag skulle ga dit och titta. Minns du Leif?
Han gav ut min bok Queensites, pa det dar forlaget
han hade - Wedgepress och Cheese?

Jean: Leif Eriksson varinte tnvolverad i galleriet. 1976
eller 1977, tror jag, s gjorde jag en utstillning som
hette Artists’ Books. Jag visade de allra forsta ar-
tists’ books, och Leif hade med sig en bok som han
sjalv hade tryckt. Men jag hade aldrig nagon stor
rolli hans historia.

Jag gillade hur som helst dina verk en kel del, och
Jjag sag ocksa att Skissernas Museum hade kRopt ett
av dina verk.

John: Kommer du ihag nar vi gjorde Random Dates till-
sammans? Vi hade stenciler med slumpvis utvalda da-
tum. Det var ett ganska marginellt verk, och det var
nagot som ingen nagonsin skulle kunna képa, efter-
som det hade malats direkt pa vaggen. Vi gjorde den
utstallningen tillsammans.

Jean: Ja, men vi giorde allt valdigt snabbt och spon-
tant. Mitt gallert hade aldrig nagot egentligt pro-
gram. Jag gjorde helt enkelt sa att jag foljde kon-
stens utveckling runt om I varlden, och tog kontalkt
ndar nagot fangade mitt intresse. Eftersom jag inte
sysslarmed affirer, sa gillade konstnarerna migoch
vi blev goda vinner. Vi giorde allting valdigt snabbt.
Ett projekt kunde bli helt klart pa ett par veckor,
eller nagon manad eller sa. Det fungerade inte for
mig att arbeta med nagon i ett helt ar, eller plane-
ra saker med ett ars framforhallning. Verksamheten
ba galleriet var inte ordnad sa. Allting var valdigt



John: Gan you remember the first time we met?

Jean: I don’t remember exactly - so many things have
happenred over the years. There were so many people
around me.

John: T think we met at your space the first time. Leif
Eriksson had given me your address and told me I
should go and take a look. Do you remember Leif? He
published my book Queensites, he had that publishing
house, Wedgepress and Cheese?

Jean:  Loff Ertksson wasn’t involved in the gallery. In
1976 or 1977, I think, I had this show called Artists’
Books. I presented the first artists’ books, and Leif
brought a book he had printed himself; but I wasnr’t
really that involved in his story.

Anyway, I liked your work a lot, and I also saw that
the Museum of Artistic Process and Public Art had
burchased one ofyour pieces.

John: Do you remember when we did the Random Dates
together? It was kind of marginal work, and it wass some-
thing that nobody could ever buy, because it was painted
directly onto the wall. We set up the exhibition together.

Jean: Peah, but it was allvery quick and spontaneous.
My art space never had a programme, because I was
following how art was developing all around the
world, and when something interested me, I made
contact. Since I dor’t do business, the artists liked
me, and we became friends. We made things very
quickly. After two weeks, or a month or two, the whole
Dproject would be donre. I couldr’t work with people
for a whole year, or planr things a year ahead. The
gallery didnr’t operate that way. It was very spon-
tanceous. Any professional artist will always have
something to show. So, you really can work very
quickly, you dor’t need much time.

John: To make something exciting, spontaneously and
onthe spot. That was the idea,, and that’s also what we
ended up doing.
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NOTV,1979
Foto | Photo: John Fekner
John Fekners arkiv | Archive of John Fekner
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spontant. Professionella konstndarer har alltid na-
got som redan ar fardigt att stilla ut. Det innebdr
att man faktiskt kan jobba valdigt snabbt, det be-
hovs inte s mycket tid.

John:  Att skapa nagot spannande och spontant, pa
studs. Det var grundidén, och det var ocksa det vi till
slut gjorde.

Jean:  Man maste jobba valdigt spontant, eftersom
konsten drspontan.

John: Ja, det var galleriets filosofi.

Jean: Neardet géller konstndrer, sa brukade det ta mig
bara nagon minut att bestdmma mig for om det var
nagon jag skulle arbeta tillsammans med, och se-
danvardet bara att sdtta i gang. Jag var mycket pa-
last, och jag hade ett sinne for konstrarlig kvalitet.
Detvaringen byrakrati att handskas med. Jag kan-
de il ditt arbete innan du kom hit. Det var valdigt
konceptuellt, och detvar ratt tid och ratt plats.

John: yj kunde trycka upp en liten publikation for ut-
stallningen, i 800 exemplar. Gjorde du det for alla
konstnarer, tryckte upp en liten katalog?

Jean: Jagd hade inga pengarvet du, men ibland kunde

Jagfa till en bok genom att byta en tjanst med nagon
van som kunde ordna ett bra pris. Galleriet drevs
helt ideellt, och hade ingen finansiering, sa det var
valdigt svart att gora publikationer, sarskilt efter-
som jag sjilv var extremt fattig.

John: Yad tror du att Galerie S:t Petri har gjort for avtryck
pa Lund? Du stallde ut manga viktiga konstnarer, bland
annat Joseph Beuys, Alison Knowles, Annette Messager,
Carolee Schneemann och Endre Tot, for att bara namna
nagra.

Jean: 4p ponstscenen och alla svenskar blev arga for
att jag visade sa manga utlindska konstndrer. De



Jean: It has to be very spontaneous, because art is
spontaneous.

John: Yes, that was the philosophy of the space.

Jean: Usually, with artists, it would take me about a
minute to make the decision to work together, arnd
we'd stmply begin. I was very informed, arnd I had a
sense for quality in art. There was no bureaucracy. I
knrew of your work before you came here, it was very
conceptual, and it was very much a case of it just be-
ingthe right time and the right place.

John: \We were able to print 800 copies of a small publi-
cation. Did you do that for all the artists, print a small
catalogue for the exhibition?

Jean: Pou know, I had no money, but sometimes I was
able to make a book through some exchange with a
friend who could get me a good deal. The gallery was
non-profit and had ro furnding, so it was very com-
blicated to make publications, as I was extremely
Dboor myself

John: What impact do you think Galerie S:t Petri had on
Lund? You exhibited many important artists, includ-
ing Joseph Beuys, Alison Knowles, Annette Messager,
Carolee Schneemann, and Endre Tot, just to name a few.

Jean:  Op, the art scene and all the Swedish people
here were angry at me for bringing in so many foreign
artists. They wanted Swedish art, and they were very
frustrated about that.

John: YWhat do you think and feel now when you passing
by the space, the address where the galleryused tobe?

Jean: Well, I have memories, because the gallery had
meetings every week with writers, philosophers, po-
ets, and musicians. Every Saturday at five o’clock,
we had an event of some kind. It was free, and we
met every single week. This gallery was open every

15
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ville ha svensk konst, de varvaldigt frustrerade éver
detta.

John: yad tanker och kinner du idag nar du gar férbi lo-
kalen dar galleriet 1ag?

Jean: Ja, jag har manga minnen. Galleriet hade eve-
remang varje vecka med forfattare, filosofer, poeter
och musiker. Varje lordag klockan fem hade vi na-
gon slags tillstiallning. Det var gratis intride, och vi
sags ddr varje vecka. Galleriet var bokstavligen 6p-
petvarje dag: sondag, lordag, jul och sa vidare. Det
varoppetvarje dag.

John: Hur kom det sig att galleriet stangde?

Jean:  Verksamheten var valdig kontroversiell for sin
tid, och jag hade inga pengar. 1982 blev slutet for St
Petri, och vi anordnade ett fyrverkeri utanfor loka-
len. Det kom ungefir tusen personer och tittade, det
var helt galet.

w

ITrats.
John: Tack Jean for alla dessa trevliga berattelser.

Jean: 7979, narvi traffades, s vardu valdigt ung, eller
hur?

John: Jag hade precis fyllt 29.
Jean: Vilket ar foddes du?
John: 1950.

Jean: Dy @r alltsa nio aryngre dn jag. Jagvet inte, jag
kanske borjar bli glomsk!

(€]

ITrats.
John: Jad hoppas att vi ses i Lund i sommar!

Jean: Apsolut! Hejda, ha det sa fint!



day - Sunday, Saturday, Christmas, and so on. It
was open every day.

John: How did the gallery end up closing?

Jean: Well, it was very controversial for the time, and
I had no money. In 1982, it was the end of S:t Petri,
and we put on a firework performance in front ofthe
space. We had maybe a thousand people there, look-
ing. It was totally mad.

Laughter,

John: Thank you, Jean, it’s been nice to hear all these
stories.

Jean:  When we met in 1979, you were very young,
weren’t you?

John: Thad just turned 29.
Jean: Whatyearwere you born?
John: 1950

Jean: Qo you’re nine years younger than I am. I dor’t
know, my brain is going.

Laughtor,

John: Thope to see you this summer in Lund.

Jean: 4 psolutely! Bye, have a great time!
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Galerie S:t Petri, Lund, ordnar fyrverkeri pa Petriplatsen 1982
| Galerie S:t Petri, Lund, arranges fireworks at Petriplatsenin 1982
Foto | Photo: Thomas Léfqvist, Sydsvernskan
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Galerie S:t Petri - Archive of Experimental

and Marginal Art (1971-1982)

Sankt Petri Kyrkogata 5, Lund, Sverige

Grundades av Jean Sellem, och drevs av Jean Sellem
och Marie Sjoberg

Galerie S:t Petri - Archive of Experimental

and Marginal Art (1971-1982)

Sankt Petri Kyrkogata 5, Lund, Sweden

Founded by Jean Sellem, was run by Jean Sellem and
Marie Sjoberg
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Ar 2011 inledde Brad Downey Vanrity Project, ett pro-
jekt dar han bad andra konstnarer (som han traffade
fysiskt) att skapa portratt av honom pa plats.

Brad kontaktade migvia e-post 2015 for att fraga migom

jagvilledeltaiprojektet,ochjagtackadeja.Jagandrade
den digitala bilden som han skickade till mig genom att
lagga till en stencilerad text. Brad var oerhort tacksam
for mitt bidrag som han fick via e-post. Sedan skickade
jag honom tre versioner till via snigelpost. For mig fanns
det en tydlig resonans har med det mesta inom samar-
betsbaserad mail art fran 1970-talet.

Eftersom vi delar samma, varderingar och intresse for
social konst, sa kom vi snabbt nara varandra. Jag tror
att det arrattvist att pasta att Brad och jag bada kom-
municerar och delar ett konstnarligt och filosofiskt
synsatt som liknar det hos Joseph Beuys eller den ryska
konstnarsduon Komar och Melamid. Brads utatriktade
arbetsfilosofibetonar 6ppenhet och engagerande avnar-
samhalle ochdeltagare, eninriktning somkontrasterar
mot mitt eget mer anonyma forhallningssatt. Jag haller
mig mer "bakomkulisserna’” nar jagregisserar och sam-
arbetarinomkonstnéarliga eller musikaliska projekt, eller
arbetar med andra medier.

”Konstens syfte dr att frigdéra manniskor,
och darfor betraktar jag konsten som
frihetens vetenskap.”

- Joseph Beuys

”Vi d4r inte bara en konstnir, vi a4r en rorel-
Se 2»
- Komar och Melamid



In 2011, Brad Downey initiated his Vanrity Project in
which Brad would ask fellow artists (that he’d meet in
person) to create a portrait of him on the spot.

Brad contacted me via email in 2015, asking if I would
participate in the project and I agreed. I altered and
added stencilled text to the digital image he provided.
Brad was extremely grateful for my contribution he re-
ceived via email. Ithen snail mailed him three versions.
For me, this clearly resonated like most collaborative
Mail art from the 1970s.

Sharing the values and affinity for social art, we quickly
became close.Ithinkit’s fair to saythat Brad andIcom-
municate and share a similar artistic and philosophical
approach as in the processes and practices of Joseph
Beuys, or the Russian art team Komar and Melamid.
Brad’s outgoing work ethos engages more openness,
with community involvement and participants, which
contrasts withmyanonymous approachand “behind the
scenes” position of directing and collaborating artistic
or musical works, as well within other media forms.

“To make people free is the aim of art,
therefore art for me is the science of
freedom”

- Joseph Beuys

“We are not just an artist,we are a movement”
- Komar and Melamid



I utstallningen Rooms, som visades i juni 1976 pa PS11i
LongIsland City, trorjaginte att det forekomna.gra sam-
arbeten. Varje konstnar fick, tilldelades eller valde en
egenplatsibyggnaden.Iprincip befann sig varje konst-
nar i ett eget 6vergivet klassrum. I juli tog min mamma
emot ett telefonsamtal och skrev en lapp till mig: "Ring
Alanna Heiss”. Jag kdnde inte Alanna da, men jag fick
en ateljéplats. Jag fragade Alanna om jag kunde dela
ateljén/klassrummet med Don Leicht, och hon sa "’ja”.

P4 70-talet arbetade de flesta konstnarer ensamma.
Visst fanns det platser och utrymmen dar konstnarer
sammanstralade for att arbeta, umgas, och sa vidare.
Exempelvis Food och 112 Greene Street i Soho. Men de
var mer som samlingsplatser an specifika, konstnarliga
samarbeten.

Min forsta separatutstallningiSverige, pa Anders Torn-
bergs Galleriet i november 1979, hade planerats ett ari
forvag, men nar jag val anlande i Lund blev Jean Sellem
inblandad i mitt arbete, sa snart vi traffade varandra.
Trotsatt viknappt kunde kommunicerarent sprakligt, sa
skrattade viochutbytteidéer 6ver mangakopparbrygg-
kaffe. Han omfamnade mina idéer, och 6ppnade sin dorr
formig.Inomnagradagarhadejagenheltnyinstallation
pa hans Galerie S:t Petri - Archive of Experimental and
Marginal Art, som numera ar en frisérsalong som heter
Sankt Petri Frisor.

Ar 2018 anlitade Juste Ici och Bien Urbain Festival i Be-
sancon, Frankrike, Brad somkurator. Brad ochhansteam
utférde inte bara en enorm vaggmalning, utan skapade
aven en begransad upplaga av Memory-mappen.

Nardetblevklart att projektet for LundART skulle bliav
foreslog Brad att vi skulle ta kontakt med de personer
som jag hade traffat i Lund 1979 och 1984. Jean Sellem



Inthe RoomsexhibitioninJune1976 at PSIin LongIsland
City, I believe there were no collaborations. Each artist
was given, assigned, or picked a space within the build-
ing. Basically, each artist was in their own abandoned
classroom. In July, my mom took a phone call and wrote
anote: “Call Alanna Heiss.” Ididn’t know Alanna at this
time, but I was granted a studio space. I asked Alanna
if I could share this studio spacejclassroom with Don
Leicht, and she told me, “Yes.”

In the 70s, most artists worked alone. Yes, there were
places and spaces where artists worked, hung out, etc.,
in the same location. Food and 112 Greene Street in Soho
come to mind. But they were more like gathering places,
as opposed to specific, collaborative works of art.

Although my first solo exhibition in Sweden, at Anders
Tornberg’s Galleriet in November 1979, had been planned
a year in advance, once I arrived in Lund, Jean Sellem
jumped right into the mix the moment we met. Though
we were hardly able communicate throughlanguage, we
laughed and exchanged ideas over many cups of brewed
coffee. He embraced my concepts and opened his doors
tome. Withina fewdays,Ihad abrand-newinstallation
at his Galerie S:t Petri - Archive of Experimental and
Marginal Art,now a hair salon called Sankt Petri Frisor.

In 2018, Juste Ici and the Bien Urbain Festival invited
Brad to curate in Besancon, France. Brad and his team
executed not only a huge mural, but also a limited edi-
tion of the MMemory folder.

As the LundART project became a reality, Brad sug-
gested that we reach out to and contact people I met
in Lund back in 1979 and 1984. Obviously, Jean Sellem
was a key figure in this new story, as was my collabo-
rator Don Leicht (1946-2021), with whom We Overfeecd



blev sjalvklart en nyckelpersonidenna nya berattelse,
liksom min samarbetspartner Don Leicht (1946-2021),
somjagursprungligen skapade We Overfeed Our Heroes
Until They Explode tillsammans med i New York 1984.

Jag skickade Memory-mappentill Jean Sellem fran Bay-
side, New York den 3 december 2022, med United States
Postal Service Priority Mail-tjanst. Mappen kom vis-
serligen fram till Sverige, men den kom aldrig fram till
Jean. Paketets fantastiskaresa gick 6ver ett antal oli-
kastaderibade USA ochSverige,innandet slutligenkom
iretur till mig den 17 mars 2023, pa Saint Patrick’s Day.

(Nedan foljer den fullstandiga resvagen for Memory-
mappen, fran USA till Sverige, och sedan tillbaka till
mig i USA fyra manader senare)

3 december 2022, 10.03
USPS tog oOver forsidndelsen
BAYSIDE, NY 11361

3 december 2022, 13.11
Avgick fran USPS-anlidggning
BAYSIDE, NY 11361

3 december 2022, 14.38
Anldnde till regional USPS-anlidggning
QUEENS NY DISTRIBUTIONSCENTER

3 december 2022, 17.02
Anlande till regional USPS-anlidggning
METRO NY DISTRIBUTIONSCENTER



Our Heroes Until They Explode was originally created
in New York in 1984.

Imailed the Memory folder by United States Postal Ser-
vice Priority Mail to Jean Sellem on 3 December 2022
from Bayside, NY. Although it did make its way to Swe-
den, Jeanneverreceivedit. The amazingjourney of this
packagetookittovariouscitiesinboththe USand Swe-
den, before it was finally returned to me on 17 March
2023, Saint Patrick’s Day.

(Below is the complete itinerary of the Memory folder,
from the US to Sweden and then ba.ck to me in the US
four months later)

December 3, 2022, 10:03 am
USPS in possession of item
BAYSIDE, NY 11361

December 3, 2022, 1:11 pm
Departed USPS Facility
BAYSIDE, NY 11361

December 3, 2022, 2:38 pm
Arrived at USPS Regional Facility
QUEENS NY DISTRIBUTION CENTER

December 3, 2022, 5:02 pm
Arrived at USPS Regional Facility
METRO NY DISTRIBUTION CENTER



3 december 2022, 17.04
Avgick fran regional USPS-anliggning
METRO NY DISTRIBUTIONSCENTER

4 december 2022, k1. 11.33
USPS-anldggning JAMAICA NY
INTERNATIONELLT DISTRIBUTIONSCENTER, USA

4 december 2022, 11.36
Behandlades vid regional USPS-anliggning
JAMAICA NY INTERNATIONELLT DISTRIBUTIONSCENTER

10 december 2022, 12.29
Anlédnde
NEW YORK, USA

11 december 2022, 9.01
Avgick
NEW YORK, USA

18 december 2022, 07.11
Avgick
ZURICH, SCHWEIZ

ORIGIN POST FORBEREDER FORSANDELSEN

20 december 20 2022, 15.10
Innehas i tull
MALMO TOFTANAS, SVERIGE

20 december 2022, 15.10
Tullklarering
SVERIGE

20 december 2022, 15.10
Innehas i tull
STOCKHOLM UTRIKES, SVERIGE



December 3, 2022, 5:04 pm
Departed USPS Regional Facility METRO NY
DISTRIBUTION CENTER

December 4, 2022, 11:33 am
Arrived at USPS Regional Facility
JAMAICA NY INTERNATIONAL DISTRIBUTION CENTER

December 4, 2022, 11:36 am
Processed Through USPS Regional Facility
JAMAICA NY INTERNATIONAL DISTRIBUTION CENTER

December 10, 2022, 12:29 pm
Arrived
NEW YORK, UNITED STATES

December 11, 2022, 9:01 pm
Departed
NEW YORK, UNITED STATES

December 18, 2022, 7:11 am
Departed
ZURICH, SWITZERLAND

ORIGIN POST IS PREPARING SHIPMENT

December 20, 2022, 3:10 pm
Held in Customs
MALMO TOFTANAS, SWEDEN

December 20, 2022, 3:10 pm
Customs Clearance
SWEDEN

December 20, 2022, 3:11 pm
Held in Customs
STOCKHOLM UTRIKES, SWEDEN



20 december 2022, 15.11 )
Behandlades vid anlidggning OREBRO, SVERIGE

14 februari 2023, 11.24
Behandlades vid anlidggning

14 februari 2023, 12.25
Forsok till leverans utomlands SVERIGE

INKOMMANDE TILL TULL

23 februari 2023, 17.40
Behandlades vid USPS-anlidggning
ISC CHICAGO IL (USPS)

2 mars 2023, 09.09
Avgick fran tullhantering

6 mars 2023, 3.56
Anldnde till regional USPS-anlaggning
KNOXVILLE TN DISTRIBUTIONSCENTER

9 mars 2023, 10.33
Anlénde till regional  USPS-anliggning
MIAMI FL INTERNATIONELLT DISTRIBUTIONSCENTER

9 mars 2023, 10.33
Tullklarering
ISC MIAMI FL (USPS)

12 mars 2023, 12.18
Tullklarering
ISC MIAMI FL (USPS)

14 mars 2023, 13.18
Avgick fran regional USPS-anliggning
MIAMI FL INTERNATIONELLT DISTRIBUTIONSCENTER



December 20, 2022, 3:11 pm
Processed through Facility OREBRO, SWEDEN

February 14, 2023, 11:24 am
Processed Through Facility SWEDEN

February 14, 2023, 12:25 pm
Attempted Delivery Abroad SWEDEN

INBOUND INTO CUSTOMS

February 23, 2023, 5:40 pm
Processed Through USPS Facility
ISC CHICAGO IL (USPS)

March 2, 2023, 9:09 am
Inbound Out of Customs

March 6, 2023, 3:56 am
Arrived at USPS Regional Facility
KNOXVILLE TN DISTRIBUTION CENTER

March 9, 2023, 10:33 am
Arrived at USPS Regional Facility
MIAMI FL INTERNATIONAL DISTRIBUTION CENTER

March 9, 2023, 10:33 am
Customs Clearance
ISC MIAMI FL (USPS)

March 12, 2023, 12:18 pm
Customs Clearance
ISC MIAMI FL (USPS)

March 14, 2023, 1:18 pm
Departed USPS Regional Facility MIAMI FL
INTERNATIONAL DISTRIBUTION CENTER



16 mars 2023, 11.56
USPS-anlédggning
METRO NY DISTRIBUTIONSCENTER

16 mars 2023, 14.05
Avgick fran regional USPS-anliggning
METRO NY DISTRIBUTIONSCENTER

16 mars 2023, 15.13
Anldnde till regional USPS-anlidggning
QUEENS NY DISTRIBUTIONSCENTER

17 mars 2023, 3.00
Avgick fran regional USPS-anliggning
QUEENS NY DISTRIBUTIONSCENTER

17 mars 2023, 3.27
Anlédnde till USPS-anliggning
BAYSIDE, NY 11361

17 mars 2023, 3.39
Avgick fran USPS-anlidggning BAYSIDE, NY 11361

17 mars 2023, 08.43
Anlidnde till postkontor
BAYSIDE, NY 11361

LEVERERAS
17 mars 2023, 10.43

Leverans Overlamnad till mottagare
BAYSIDE, NY 11360



March 16, 2023, 11:56 am
Arrived at USPS Regional Facility
METRO NY DISTRIBUTION CENTER

March 16, 2023, 2:05 pm
Departed USPS Regional Facility
METRO NY DISTRIBUTION CENTER

March 16, 2023, 3:13 pm
Arrived at USPS Regional Facility
QUEENS NY DISTRIBUTION CENTER March

March 17, 2023, 3:00 am
Departed USPS Regional Facility
QUEENS NY DISTRIBUTION CENTER

March 17, 2023, 3:27 am
Arrived at USPS Facility
BAYSIDE, NY 11361

March 17, 2023, 3:39 am
Departed USPS Facility BAYSIDE, NY 11361

March 17, 2023, 8:43 am
Arrived at Post Office
BAYSIDE, NY 11361

DELIVERED
March 17, 2023, 10:43 am

Delivered, Left with Individual
BAYSIDE, NY 11360



Klassisk mail art! Har kan vi félja Memory-mappens
fantastiska resa steg for steg.

Till slut 6verlamnade Brad Memory-mappen till Jean
Sellem personligen nar de sags 2023. De hade traffats
tidigare, under hésten 2022, nar Brad besdkte Lund for
forsta gangenisallskap med Rok Pahor.

Vart projektiLund 2024 omfattar artefakter franfyra
artionden. Vissa av dem ar forlorade och bortgléomda
idag, medan andra har féoryngrats genom nya ingrepp
med nya material. Vi anvande till exempel oljemarkers
i stallet for sprayfarg, och anlitade ett gjuteri for att
skara ut reliefbokstaver ur metallen i en sidodérr till
en offentlig byggnad.

Darskap och hyss, 6vertradelser och upptag - dessa ar
ofrankomliga inslag i alla gatukonstverk som utfors i
smyg, utan tillstand, pa allman plats. Brad visade prov
pasinspontanitet genomatttaentupplur paenfraktla-
daiett museum (medsangklader hansnott med sigfran
hotellrummet han bodde pa i Lund!) - likt en arbetare
som smiter ifran sina uppgifter for en snabb tupplur
uppe pa en undangoémd hylla, hogt ovanfor allt vasen
pa golvet i en stor fabriksbutik.

John Fekner
24 juni 2024



Classic mail art! The ama.zing journey of the Memory
folder, tracked in full.

Eventually, Brad hand-delivered the Memory folder to
Jean Sellem in 2023. The two had previously met when
Brad first visited Lund with Rok Pahor in the fall of 2022.

Our 2024 project in Lund spans four decades of arti-
facts, some lost and forgotten, others rejuvenated by
new interventions using different materials, such as oil
markers instead of spray paint, and having a foundry
cut relief letters out of the metal of a side wall door of
an official building.

Folly and mischief, trespasses and highjinks -these are
intrinsic key components of all street works that are
executed surreptitiously, without permission, on public
property. Brad demonstrated his mastery of spontane-
ity by taking a. nap on a crate in a museum (with bed-
dings absconded from the hotelroom he was staying at
in Lund!) - like a worker who ducks away from his duties
for a quick catnap onahigh, hidden shelfabove the hus-
tle and bustle of a huge factory store outlet.

John Fekner
24 June 2024



Jean Sellem med Memory-mappen som Brad Downey 6verlamnade personligen hésten 2023.
| Jean Sellem with the Memory folder that Brad Downey handed over in person in the fall of 2023.
Foto | Photo: Brad Downey
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Bild- och klipparkiv, Skissernas Museum, Lunds universitet | Image and clippings archive,
Skissernas Museum - Museum of Artistic Process and Public Art, Lund University



1979

Utdrag fran katalogen 50 dr 50 Honstverk 1934-1984, Konstmuseet, Arkiv fér dekorativ
konst, 1984 | Excerpt from the catalog 50 ar 50 Konstverk 1934-1984, the Art Museum,
Archive for decorative arts, 1984

Oversittning | Translation: Gunnar Brahammar



Bild- och klipparkiv, Skissernas Museum, Lunds universitet | Image and clippings archive,
Skissernas Museum - Museum of Artistic Process and Public Art, Lund University



Art
Project
Container

Mitt forsta méte med Brad Downey var i november 2022 i sam-
band med att han besékte Lund for att géra research infér arbe-
tet med att skapa ett offentligt konstverk i staden.

Brad var intresserad av att ta del av dokumentation gallan-
de konstnaren John Fekner, sarskilt intresserad var han aven
transportlada for konst som anvandes for att transportera
Fekners utstallningsgods fran New York till Anders Tornberg
Gallery i Lund. Anders Tornbergs samling donerades till Lunds
universitet 2002 och férvaltades av Malmé Konsthogskola fram
till 2018, da forvaltarskapet 6vertogs av Skissernas Museum. Det-
ta var egentligen det enda han visste och att verket méjligen fanns
iAnders Tornbergs samling - och nu startade detektivarbetet med
att hitta transportladan.

I Anders Tornbergs arkiv fanns en mangd anviandbar information
men inget om att transportladan skulle inga i samlingen. Jag fra-
gade runt bland mina kollegor i forhoppning om att nagon hort ta-
las om transportladan och mysteriet var 16st! Det visade sig att
transportladan inte ingick i Anders Tornbergs samling, utan kop-
tes in till Skissernas Museums samling. I museets databas och ar-
kivkan man lasa att verket Ar¢ Project Container ar en skulptur i
tra och bandjarn pa hjulstallning som képtes in fran galleriet 1979.

Art Project Container har varit utstalld i museets internatio-
nella sal under manga ar men aterfinns idag i museets magasin.
Tack vare Brads nyfikenhet aterupptacktes och reaktiverades
skulpturen.

Maria LaBelle
Museikoordinator, Skissernas Museum



Art
Project
Container

My first meeting with Brad Downey happened in November 2022,
when he came to Lund to carry out research in preparation for
creating a public artwork in the city.

Brad wanted to access documentation relating to the artist John
Fekner, and was particularly interested in an art shipping crate
that had been used to transport Fekner’s exhibits from New York
to the Anders Tornberg Gallery in Lund. Anders Tornberg’s col-
lection was donated to Lund University in 2002, and was in the
care of Malmoé Art Academy until 2018, when it was taken over by
Skissernas Museum - Museum of Artistic Process and Public Art.
This was all the information he had, apart from the fact that the
work might be in Anders Tornberg’s collection - and this marked
the beginning of our efforts to track down the shipping crate.

Anders Tornberg’s archives held plenty of useful information, but
there was no record of the shipping crate ever having been a. part
of the collection.Iasked around among my colleagues, in the hope
that someone might have heard of the shipping crate, and before
long, the mystery was solved! It turned out that the shipping
crate wasn’t part of Anders Tornberg’s collection, but had been
purchased and added to the museum’s collection. The museum’s
database and archives reveal that the artwork Ar¢ Project Con-
taineris a sculpture made of wood and iron straps on a wheeled
stand, and that it was purchased from the gallery in 1979.

Art Project Container was on display in the museum’s Interna-
tional Gallery for many years, but is currently held in the muse-
um’s storage. Thanks to Brad’s curiosity about this sculpture, it
was rediscovered and reactivated.

Maria LaBelle
Museum Coordinator, Skissernas Museum - Museum of Artistic
Process and Public Art
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1, SKissernas Museum,

Lunds universitet. | Newspaper article, Anders Tornberg Gallery archive, folder John Fekner,

Skissernas Museum - Museum of Artistic Process and Public Art, Lund University

Tidningsartikel, Anders Tornberg Gallery arkiv, parm John Fekne



John Fekner, USA
pa Galleriet

Tidningsartikel fran Skanska Dagbladet Snillposten, Anders Tornberg Gallery arkiv, parm
John Fekner, Skissernas Museum, Lunds universitet. | Newspaper article from Skanska
Dagbladet Snallposten, Anders Tornberg Gallery archive, folder John Fekner, Skissernas

Museum - Museum of Artistic Process and Public Art, Lund University
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Bild- och klipparkiv, Skissernas Museum, Lunds universitet | Image and clippings archive,
Skissernas Museum - Museum of Artistic Process and Public Art, Lund University

Foto ovan | Photo above: John Fekner

Foto nedan | Photo below: John Joseph Fekner



Brev till John Fekner | Letter to John Fekner
John Fekners arkiv | Archive of John Fekner



Skulpturen Art Project Contairerilnternationella salen, Skissernas Museum, Lunds
universitet, 2001 | The sculpture Ar¢ Project Container in the International Hall, Skissernas
Museum - Museum of Artistic Process and Public Art, Lund University, 2001

Foto | Photo: Christina Knutsson



Maria LaBelle visar ett uppslag med John Fekners verk Ar¢ Project Containerur Skissernas
Museums katalog 50 ar 50 Konstverk 1943-1984 | Maria LaBelle shows a spread with John
Fekner’s work Art Project Container from the Skissernas Museum - Museum of Artistic
Process and Public Arts catalog 50 ar 50 Konstverk 1943-1984

Foto | Photo: Brad Downey
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Brad Downey tar en tupplur pa Ar¢ Project Container, Skissernas Museums magasin
| Brad Downey takes a nap at the Ar¢ Project Container, Skissernas Museum -
Museum of Artistic Process and Public Arts storage

Foto | Photo: Elin Aspeklev
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Eln oo Vihar jobbat tillsammans i nistan tva ar, och nu bor-

jar projektet narma sig sitt slut. Jag ar valdigt glad for den har
mojligheten att prata mer med dig om din konstnéarliga process,
Brad. Den har boken ar ett férsok att fanga och synliggora de
processer som ingatt i arbetet med ditt och John Fekners nya
offentliga konstverk i Lund. Kan du beratta om dina forsta tan-
kar och intryck nar du och John tog emot inbjudan fran oss pa
Lunds kommun?

Brad.......coooee Jag tyckte att det var ovanligt att ni bjod
in oss att arbeta tillsammans. Aven om John och jag
hade haft en del med varandra att géra — 2018 hjalpte
jaghonom att producera en viggmalning och en publi-
kation med titeln Memory - sa hade vi aldrig skapat
ett konstverk tillsammans i na.got officiellt samarbe-
te. John hade dessutom bestamt sig for att sluta gora
nya konstverk. Det innebar att det fanns tva utma-
ningar iprojektet: ni hade bett oss att skapa ett nytt
konstverk tillsammans, och ni hade bett en konstnar
som bestamt sig for att inte gora nagra nya verk att
skapa nagot nytt. Det var alltsa svart redan fran fér-
sta bérjan. Jag tror att det kravdes tva eller tre sam-
tal innan vi kande att ”vi gor ett forsok!”, och bérjade
diskutera idéer.

Jagvisste att John hade varit i Lund férut.
Utifran den historien och det sammanhanget, och ut-
ifran min egen erfarenhet av restaureringstekniker
for graffiti och samtidskonst, sa borjade saker och ting
falla pa plats ganska naturligt. Vi kunde aldrig férverk-
liga var idé om att restaurera ett dldre verk, eftersom
viinte lyckades hitta verket vii férsta hand tankte oss,
och inte kunde fa tillgang till de andra verken.

Jag ar tacksam for att ni pa Lunds konsthall
och Lunds kommun var beredda att ge oss den tid vi
behovde for att utveckla nagot.

Elin oo I b6érjan av projektet var du tydlig och 6ppen med att
du ville ha full kontroll 6ver hur projektet skulle g¢enomforas
och de idéer som du och John hade. Du ville sjdlv hantera alla de
inledande métena med samarbetspartners som Skissernas Mu-
seum, fris6rsalongen, lagenhetsinnehavaren och Jean Sellem.

Brad:.coooeeeee Ja, nufértiden forséker jag alltid besdka plat-
sen sjalv. Det kan ofta finnas en bra idé, men sa behovs
det mer arbete for att hitta ratt "medicin” for plat-
sen. Fér mig handlar det framfo6r allt om vilken typ av
”medicin” jag kan ge en plats - vad platsen behéver,
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Elineeeooceeereees We've been working together for almost two years, and
now, the project is coming to an end. I'm very glad to have this
opportunity to talk more about your artistic process, Brad. This
book is an attempt to capture and visualise the processes in-
volved in the creation of your and John Fekner’s new public art-
work in Lund. Could you tell me about the ideass and impressions
you had when you and John first received the invitation from us
at Lund Municipality?

Brad.......oooee Ithought it was quite unusual for you to
invite us to work together. Although John and I had
interacted a fair deal - I helped produce a mural and
a publication titled Memory for him in 2018 - we had
never created an explicitly collaborative artwork to-
gether. Also, John had decided not to make any more
new artworks. So, there were two challenges involved:
you asked us to collaborate on an artwork together,
and you asked an artist who had decided not to make
any new works to create something new. This was
already a difficult beginning. I think it took us two
or three calls to finally feel, “Let’s give it a try!” and
start discussing ideas.

I knew that John had been to Lund before.
Given this history and context, and considering my own
experience of restoration techniques used for graffiti
and contemporary art, it all began to fall into place
quite easily. The idea of restoring an older work never
materialised, because we didn’t manage to find the one
we had in mind, and the others were inaccessible.

I'm grateful that you, Lunds konsthall, and
Lund Municipality were open to allowing us the time
to develop something.

Elin -oooceeereees When the project first began, you were clear and
transparent about wanting to be very much in control of how to
proceed with the project and the ideas that you and John had.
You wanted to personally handle all the initial meetings with
collaborators like the Skissernas Museum - Museum of Artistic
Process and Public Art, the barbershop, the personliving in the
flat, and Jean Sellem.

Brad...oooeee Yes, I always try to do site visits now. Often-
times, you’ll have a good idea, but you won’t yet have
the right ‘medicine’ for the place. Now, for me, it’s
more a matter of what kind of ‘medicine’ I can give a
place - what the place needs and what the people who
live there are asking for. I'm not sure that I necessarily
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och vad manniskorna som bor dar efterfragar. Jag ar
inte saker pa att jag uppnadde det fullt ut i det har fal-
let. Pa ett plan ar det fysiskt, men pa ett annat plan
handlar det om nagot slags kanslomassigt utbyte med
manniskor.

ElR cooeeeeeeees Det har verket kretsar kring tid - man skulle kunna
saga att det handlar om att 6verbrygga tid och rum. Kan du be-
ratta om dina och Johns idéer och tankar kring tid och hur oli-
ka delar av staden Lund kan knytas samman? I ett tidigt skede
namnde du att du ville ordna en middag for alla de manniskor
som vi traffat under processens gang.

Brad:cooeeeeee Ja, det skulle ha blivit en vacker avslutning.
Lite som ett Fellini-slut, dar alla figurer i filmen ater
en maltid tillsammans. For mig ligger nog det nirmare
konstverkets egentliga essens an de fysiska féremal
som produceras. Jag tror ocksa att det har utgjort
karnanimin konstnarliga praktik under de senaste
aren. Jag har skapat sa manga saker genom aren att
fokuset for mitt arbete har flyttats langre ochlangre
bort fran skapandet av fysiska ting. Det ar det har
jag tycker det egentliga arbetet handlar om: den soci-
ala skulpturen och sammansmaltningen av tidslinjen.
Tiden maste inte alltid vara linjar.

Elin coooeeeereees Det har projektet ar platsspecifikt, men inte enbart i
forhallande till stadens geografi och verkens olika placeringar.
Det finns ockséa en djup koppling till Lunds historia.

Brad..cccooeee Ja, det finns platser som John valde ut, och
platser som jag valde ut, men det finns ocksa platser
som valde John. Vi har gallerierna - Anders Tornberg
Gallery och Galerie S:t Petri - som bjod in John. Allt
bildar en marklig, logisk cirkel. Aven om jag fattade
manga beslut, sa valdes de flesta av platserna dar
projektets olika delar ar belagna darfér att John varit
dar under 1970- och 80-talet. En del har dock férand-
rats. Anders Tornbergs arkiv har till exempel flyttats
fran galleriet till Skissernas Museum. Alla de har
sakerna har med andra ord genomgatt en slags evo-
lutionsprocess. Projektets nara koppling till Lunds
konsthistoria ar en marklig detalj. Det ar lite som ett
slags nedirvt minne, 6ver generationerna. Aven om
jag hade arbetat med konstrestaurering tidigare, sa
hade jag aldrig arbetat som konsthistoriker eller ar-
kivarie. Jag har saklart arbetat med mitt eget arkiv,
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achieved that in this case. So, in one way, it’s physical,
but in another way, it’s all about this kind of emotional
exchange with the people.

Elin -oooceeeeeees This work centres on time; you could say it’s about
bridging time and distance. Could you tell me about your and
John’s ideas and thoughts on time and how to connect different
parts of the city of Lund? Early on, you mentioned wanting to
throw a dinner for all the people we met during the process.

Brad .o Yes, that would have been a beautiful ending.
Like the Fellini ending, where all the characters from
the film are eating together. For me, that’s probably
closer to the real essence of the artwork than the ac-
tual objects that we produce. I also think that’s been
the core of my practice in recent years. I've made so
much stuff over the years that the focus of the work
has shifted more and more from the actual making of
things. This is the part I consider to be the real work:
the social sculpture and merging the timeline. Time
doesn’t always need to be linear.

Elin -ooceeereees Your project is also site-specific, not just in connec-
tion to the city’s geography and the various locations where it’s
situated. It’s also deeply connected to the history of Lund.

Brad:coeoeeees Yes, there are spots that John chose, and
spots that I chose, but also places that chose John.
There are these galleries - Anders Tornberg Gallery
and Galerie S:t Petri - which invited John. You have
this strange, logical circle. I made a lot of decisions,
but most of the locations for the projects were cho-
sen based on where John went back in the 1970s

and 80s. Some things have changed, though; Anders
Tornberg’s archive was moved from the gallery to
the Skissernas Museum - Museum of Artistic Process
and Public Art. So, these things have undergone a
kind of evolution. It’s strange how closely related the
project is to the art history of Lund. It’s like a form
of intergenerational memory. Although I had worked
with art restoration before, I'd never worked as an
art historian or archivist. Of course, I've worked
with my own archive. I don’t know if I'm really enti-
tled to describe myself as any of that, but it felt like
a new approach for me.
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Jean Sellem och Brad Downey, hésten 2023. Foto: Elin Aspeklev



Jean Sellem and Brad Downey, autumn 2023. Photo: Elin Aspeklev



men jag ar tveksam till om det ar ratt att kalla mig
nagot av det. Hela processen kandes som ett nytt for-
hallningssatt for mig.

Hur kandes det for dig att ta pa dig den rollen?

Brad oo Tja, som jag sa, nar man s6ker efter ratt med-
icin, sa dras man helt enkelt till det som kravs for att
konceptet ska forverkligas. Vi behévde iscensatta den
har processen for att kunna synliggora den. Annars
hade vi aldrig astadkommit mer 4n att bara skidra ut en
mening i en dorr, och det hade knappast fangat projek-
tets innebord. Det ar viktigt for mig att det ska finnas
nagot for folk att se, nagot som inte kraver extra infor-
mation. Jag tror att man kan fa en visuell upplevelse
bara av det. Men allt det andra i projektet, allt som vi
gjordeiforhallande till Lunds historia och vara kon-
takter med alla de dar manniskorna, den sociala skulp-
turen, kommer pa satt och vis férbli osynligt for alltid.

Den har publikationen ar ju ett satt att synliggéra och

textualisera processen, att liksom materialisera sjalva idén.

Elin

Brad oo En sak som slar mig ar att det i slutandan
vore helt rimligt och rattvist om nagon fragade sig
”Vad gjorde Brad, egentligen? Vad hade han for roll i
det hadr projektet?” Visuellt ser det ju mer ut som ett
John Fekner-projekt. Men du har sett mig utveckla
projektet, och du sag hur processen tog form.

Ja, det gar inte att komma ifran att det ar svart att

synliggora relationer, eftersom det inte gar att réra vid eller
se dem pa samma satt som nar en skapar nagot fysiskt och
materiellt.

Brad oo Det svara, det som ger djup till betraktarens
upplevelse, ar just att skapa kopplingar mellan alla
olika element som ger mening at det fysiska verket.
Forhoppningsvis kommer den har publikationen att
astadkomma det, och samtidigt belysa de utmaningar
som uppstar kring uppdraget att samarbeta med en
konstnar som inte vill skapa nagra nya verk. Jag har
dragititradarna pa distansidet hdr projektet, och
allt det arbete jag anda gjort blir pa satt och vis nar-
mast osynligt.



Brad oo Well, as I said, when you’re searching for the
medicine, that’s just what’s required for the concept

to berealised. We needed to organise this processin
order to make it visible. Otherwise, we could end up with
nothing more than a sentence cut into a, door, and that
wouldn’t have captured the meaning of the project. It’s
important for me to have something that everybody can
see, something that doesn’t require extra information. I
think you can have just a visual reaction to that. But the
rest of the project, what we did in relation to the history
of Lund and our interactions will all those people, this
social sculpture, will always remain invisible, in a way.

Elin coooeeereees This publication is one way of visualising and textual-
ising it, of giving the whole idea a body.

Brad...oooeee I'm also thinking that at the end, it’s fair to
ask, what did Brad do? What was his role in this proj-
ect? It looks more like a. John Fekner project. But you
personally saw me develop the project, and you saw
the process unfold.

Elin cooceeereees Yes, and there’s always this difficulty with making re-
lationships visible, because you can’t touch or see them like you
can when you produce something physical and material.

Brad..coooeeee Making the connections between the various
elements that bring meaning to the physical work is
the difficult part, adding depth to the viewer’s experi-
ence. Hopefully, this publication will articulate that,
but also highlight the challenges of being asked to col-
laborate with an artist who doesn’t want to make any
new works. I’'m orchestrating this thing remotely, and
the work I actually did is almost invisible, in a way.

Elin cooeeeereees Yes, I think that’s accurate. Without you, there
wouldn’t have been a. new artwork. You’ve also said that you
didn’t want the physical artwork to be monumental in its ap-
proach. Could you tell us why?

Brad oo That’s something John and I agree on. Although
we differ in age, that’s probably one of the things that
initially attracted both of us to working in public
spaces: self-organised projects that you can do on
your own, without asking for permission.
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Elin cooceeereees Ja,jag tror det stimmer. Utan dig skulle det aldrig ha
blivit nagot nytt konstverk. Du har ocksa sagt att du inte ville
att det fysiska konstverket skulle ha nagon monumental ut-
formning. Kan du forklara varfor?

Brad:.oooeeee Det 4r nagot som John och jag ar 6verens om.
Aven om vi skiljer oss at i 4lder, s& 4r det férmodligen
bland annat det som lockade oss bada att borja arbeta
i offentliga miljéer: att fa jobba med sjalvorganiserade
projekt och genomféra dem pa egen hand, utan att be-
ho6va be om lov.

Jag kan saklart inte tala for John, men per-
sonligen sa kan jag uppleva monumentala konstverk
som en slags forlangning av staten. Fér mig kan det
kannas som att de alltid férsdker styra och manipule-
ra oss pa nagot satt.

Jag tror att John och jag ar 6verens om att vi
inte vill skapa sadana verk. Det ar just den typen av
konstverk som vi bada har férsokt undvika.

Det ar ocksa darfor som den efemara delen av projek-
tet, Random Dates, var sa viktig fér mig - ateraktive-
rar vi verken, eller férnyar vi dem? Det vi gor ar att 1ag-
ga till ett nytt lager till staden och stencilverktygen,
bade fysiskt och metafysiskt.

Elin cooceeereees Jag tycker att det ar ett vackert satt att framstalla
tiden. Att skriva ner sitt namn och ett artal arisig en valdigt
enkel handling, men den blottar samtidigt tidens alldeles enor-
ma narvaro dar, mellan era tva namn.

Brad....ooooee Jag tror att fér mig... Jag har enidé om att
alla konstnérer egentligen ar samtida. Men den mate-
riella dimensionen antar saklart en aura av nagot slag,
och en historisk betydelse. Den ursprungliga versionen
av Random Dates var ocksa en lek med den hir idén.
Jag vet inte sikert om det ingar nagra framtida datum
idet, mendet finnsialla fall en hel del slumpmassigt
utvalda forflutna datum. Tanken var att nagon skulle
kunna se datumen, och ha en helt egen, personlig kopp-
ling till dem. Nar jag ateraktiverade projektet kinde jag
att det var viktigt att vi skulle anvanda de ursprungli-
ga stencilerna som John skar ut pa 70-talet. Det ar ro-
ligt att veta att det faktiskt var det férsta stencilpro-
jekt som John nagonsin utforde, och att han gjorde det
under en pseudonym. Nar han tog projektet till Lund

sa hade han kanske borjat skapa det som John Fekner,
men de forsta verken i Rarndom Dates tillskrev han
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For me personally, though I can’t speak for John, mon-
umental artworks feel like extensions of the state,
and it seems to me that they’re always trying to con-
trol and manipulate us somehow.

Ido think John and I would both agree that
we don’t want to create that kind of work. That’s the
type of work we’ve both tried to steer away from.

This is why the ephemeral component of the
project, the Rarndom Dates, was important to me -
are we re-activating them or renewing them? What
we’re doing is adding a new layer to the city and the
stencil tools, both physically and metaphysically.

Elin cooeeeereees Ithink it’s a beautiful way of representing time. Writ-
ing down your name and the year is a simple act in itself, but it
reveals time as this massive thing in the middle, between your
two names.

Brad...oooeee I think for me...I have this idea that all art-
ists are contemporary. But of course, the material
dimension takes on an aura of sorts, and a historical
importance. The original Random Dates project was
also a play on thisidea.I’'m not sure if there are any
dates from the future in it, but there are a lot of ran-
dom dates from the past. The idea would be that some-
body might see these dates, and have some personal
connection of their own to them. In reactivating this
project, I felt that it was important for us to use the
original stencils that John cut back in the 70s. It’s also
funny to note that this was the first stencil project
John ever made, and that he used a pseudonym for it.
By the time he brought the project to Lund, he might
have authored it as John Fekner, but the original Rar-
dom Dates were authored as Gary Hiitter. So, the proj-
ect also included a. random author.

Elin cooceeereees The initial idea was to try to locate and restore some
of the original works of John Fekner. I’'ve been thinking that
it might not have been possible to restore them even if we did
find them. I mean, in the case of the metal door at Lund City
Hall, the County Administrative Board Scania informed us
that we aren’t allowed to make any alterations of any kind to
the original door.

Brad ..o The funny thing is that we had three versions
of the restoration not working, and that produces this
kind of Schrédinger’s cat scenario, right?

11
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Gary Hiitter. Med andra ord omfattade projektet aven
en okand upphovsperson.

ElD oo Den ursprungliga idén var att forsoka hitta och res-
taurera nagra av John Fekners originalverk. Det har slagit mig
att vi kanske inte hade kunnat aterstélla verken, aven om vi
hade lyckats hitta dem. Nar det galler metalldorren pa Lunds
radhus, till exempel, sa har Lansstyrelsen Skane gett oss be-
skedet att viinte far gora nagra som helst modifieringar avden
ursprungliga doérren.

Brad oo Det lustiga dr att vi hade tre olika férslag pa
restaureringar som visade sig omoéjliga att genomfora.
Som f6ljd av det hamnade vii ett slags Schrédingers
katt-scenario, eller hur?

Forst har vi Read Read Read, som mébjligen
dolde sig i en privatbostad, enlagenhet. Vilyckades
komma i kontakt med agaren, men de gjorde klart for
oss att de inte ville delta.

Det andra dolda konstverket, VO TV, kan
finnas kvar anidag, inne i en frisérsalong. Agaren var
inte beredd att stinga salongeniflera dagar sa att vi
skulle kunna leta efter verket.

Alltsa har vi tva verk som kanske fortfaran-
de existerar, men somviinte kan restaurera, av tva
olika anledningar.

Det tredje verket, We Overfeed Our Heroes
Until They Explode, utfordes pa en offentlig plats. Jag
akte till Lund med en restaurator som heter Rok Pahor,
och han gjorde inledande férs6k att restaurera verket.
Hans bedémning var att om vi tog ner dérren och frak-
tade den till hans ateljé, och om han fick flera veckor
pa sig att arbeta med den, sa skulle vi méjligen ha kun-
nat fa fram nagra spar av bokstaverna. Det hade blivit
en helt annan version av det konstverket, en helt an-
nan mojlighet. Men utifran den inledande restaurering
viutfoérde illegalt pa plats, sa kunde vi konstatera att
det mesta av verket, om inte hela, har férsvunnit.

Pa satt och vis har vialltsa fatt fram allt det
har bara genom att tanka pa det. Vi har lyft fram inte
bara fragestallningen om huruvida de har verken finns
kvar eller inte, utan aven byggnadernas historia, och
deras utseenden fére och efter aren da Galerie S:t Pe-
tri fanns dar. Vi fick ju genom dina efterforskningar
tag pa den hidrritningen, som visar hur byggnaden for-
andrats genom aren.
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First, we have Read Read Read, which was
potentially hiding inside a privately owned apartment.
We managed to contact the owner, but they made it
clear to us that they didn’t want to participate.

The second hidden artwork, NO TV, is po-
tentially still around, inside a, barbershop. The owner
wasn’t willing to close his shop for several days while
we searched for the work.

So, we have two works that might still exist,
and two different reasons why we can’t restore them.

The third work, We Overfeed Our Heroes
Until They Explode, was executed in a public space.
travelled to Lund with a professional restorer named
Rok Pahor, who attempted to restore the work. He said
that maybe, if we took the door down and brought it to
his studio, and he had several weeks to work on it, we
might have been able to get some fragments of the let-
ters. That would have been another version of how that
work could have looked. However, based on the res-
toration we performed illegally in situ, we know that
most of the work, if not all of it, is no longer there.

So, in a way, we’ve uncovered all that just by
thinking about it. We’ve uncovered not just the idea
that these things may or may not be there, but also the
history of those buildings and the way they looked be-
fore and after Galerie S:t Petri. Your own research un-
covered this blueprint, which shows how the building
changed over the years.

Ithink those things are also brought into
view by our search for John’s artworks. These works
were never meant to be seen again anyway, soina
way, it might be for the best that we never found them
- it’s truer to his original intentions.

Elin -ooceeereees Another important part of the project I'd like to talk
about is managing and researching archives.

Brad oo Yes, I think that was something we shared.
You’re a schooled museologist, and I'm a self-taught
archivist, who took a completely different approach.
For me, as an artist, working with my own archive, I al-
ways want my stuff to be in order, but obviously, when I
grab things from there, it just naturally ends up out of
order. But, as Ilearned from you, the academic point of
view is that you should never alter the order of an ar-
chive, and that there might be more to be learned from
this disorganised order. I guess you could compare it

15



Jag tror att de har sakerna ocksa synlig-
gjorts genom vart sokande efter Johns konstverk.
Verken var anda aldrig menade att sesigen, sa pa satt
och vis var det kanske bast att viinte hittade dem -
det ligger narmare hans ursprungliga intentioner.

Elin oo En annan viktig aspekt av projektet som jag skulle
vilja prata om ar fragor kring arkivforskning och hanteringen
av arkiv.

Brad oo Ja,jag tror att det var nagot vi hade gemen-
samt. Du 4r ju utbildad museolog, medan jag ar en helt
sjalvlard arkivarie, med ett helt annat forhallnings-
satt. Nar jag som konstnar arbetar med mitt eget
arkiv sa vill jag alltid ha ordning bland mina saker,
men sa fort jag tar nagot ifran arkivet sa raseras na-
turligtvis ordningen med en gang. Men du larde mig
att den akademiska hallningen ar att man aldrig ska
andra ordningeniett arkiv, och att det kanske finns
mer att lara sig av denna upplevda oordning. Jag an-
tar att vi kan jamfoéra det med en brottsplats - en
orord brottsplats 4r den basta informationskallan for
att forsta vad som har hant.

Elm cooeeeeeeees Ja, men det ar ocksa en hallning som ar amne fér kri-
tisk diskussion i den akademiska varlden - hur ett arkiv bér
ordnas och hanteras. Bor arkiven betraktas som enskilda, slut-
na enheter? Att andra en ordning ar en intressant handling, ef-
tersom den ocksa 6ppnar upp for en ny historia. Om dokumen-
tens placeringar dndras, sa moéjliggor det aven nya lasningar av
dem. Allt det har hor ocksa ihop med synen vi har, eller synen vi
hade, pa historia och hur historia skapas.

Brad.......coooee Ja, det ar valdigt relevant for det har projek-
tet. Nirjag pa nytt signerade stencilernas baksidor,
sa var det pa ett satt att vandalisera arkivet, eller
hur? Genom att anvanda oljemarkers, som John sa at
mig att gora, sa la jag till ett glansigt, tjockt avtryck
pa stencilernas yta.

Elin -cooceeeeeees Jag tror att man kan se det som att du la till en ny rikt-
ning i Johns arkiv.

Brad ..o Visst, men samtidigt ar det ju anda en slags
vandalism, eller hur?

Skratt...
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to a crime scene - there’s a lot more information in the
way it sits before anybody interacts with it.

Elin coooeeereees Yes, but that’s also something you can take a critical
view on in academia - how archives ought to be ordered and
handled. Should we treat archives as singular, closed units?
Changing the order of something is an interesting act, because
it also makes a new history possible. If you change the way the
document is placed, you’ll get a different way of reading it. This
is also connected to the way we think about, or used to think
about, history and how history is made.

Brad oo Yeah, that has a lot to do with this project.
By signing the ba.cks of the stencils again, I vandal-
ised the archive in some sense, right? By using these
oil markers, like John told me to,I added a glossy, thick
impression to the surface of the stencils.

BlR coooeeereennees Ithink that adds a new direction to John’s archive.

Brad......cooeee But still, it’s also an act of vandalism on
some level, isn’t it?

Laughter...

Elin cooeeeereees I don’t know! One of the big questions in the museum
field is what happens to an object when it’s entered into a muse-
um’s collection or into an archive. The object is frozen in time,
and becomes dead, almost. Nothing can really happen to it now;
its history is folded in on itself, and in one way, that marks the
end of the object’s history. What you’ve done with this archive
material is to extend its life. As you said before, you don’t view
older works as existing in history; you talked about seeing them
as contemporary art. I think that’s a way for the stencils, the
worKk, to live on, and not just become frozen objects, with their
histories folded in on themselves. When you use these stencils,
you don’t handle them as precious, untouchable, historical ob-
jects; in a way, they remain real objects, in the world.

Brad:cooeeens There’s an artist called Roman Signer. I ex-
hibited with him years ago. I asked him once if he’d
let me borrow one of his works. He had made a per-
formance with this tool he constructed, which wass
a bike.I asked if I could borrow the bike, becauseI
thought it would be a shame if there was only one
performance made from this very interesting tool he
created. You could make hundreds of artworks with
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Elin cooceeereees Jag vet inte! En av de stora fragorna inom museologin
ar vad som faktiskt sker med ett foremal som hamnar i en mu-
seisamling eller i ett arkiv. Foremalet fryses in i tiden och blir
nastan dott. Da kan egentligen ingenting handa med det langre:
féoremalets historia vecklas ini sig sjalv, och pa ett satt sa blir
det ocksa slutet pa dess historia. Det som du har gjort med det
har arkivmaterialet ar snarare att forlanga dess liv. Som du
namnde tidigare sa ser du inte aldre verk som historiska - du sa
att dubetraktar dem som samtidskonst. Jag tror att det kan
vara ett satt for stencilerna, verket, att leva vidare, och inte bli
till frusna objekt, slutna i sina egna historier. Nir du anvander
de har stencilerna hanterar du dem som nagot annat an dyrbara,
oatkomliga, historiska féremal. De forblir i stallet verkliga fore-
mal, ivarlden.

Brad:coooeeees Det finns en konstnar som heter Roman Signer.
Jag staillde ut med honom f6r ett antal ar sedan. En
gang fragade jag honom om jag fick lana ett av hans
verk. Han hade gjort en performance med ett verktyg
han hade konstruerat, som var en cykel. Jag fragade
om jag kunde fa lana cykeln, eftersom jag tyckte att
det skulle vara synd om det har mycket intressanta
verktyget som han hade skapat bara skulle anviandas
ien enda performance. Man skulle kunna skapa hund-
ratals konstverk med det verktyget, men han hade
noéjt sig med en enda performance. Signer gillade idén,
och sa attjag kunde fa lana verket. Han skrev ett brev
till museet som dgde verktyget, men fick avslag pa sin
begaran. De ville inte l1ana ut det till mig. Som du sa,
det var fruset i tiden. Pa ett satt ar det ju det som alla
konstnarer onskar sig - att deras verk ska fa den har
typen av eftermaile, och bevaras genom historien. Det
ar verkligen tveeggat, det dar.
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that tool, but he made a single performance. Signer
liked the idea, and told me I could borrow it. He wrote
a letter to the museum that owned the tool, and then
they rejected his request. They wouldn’t let me bor-
row it. As you said, it’s frozen in time. In a way, that’s
what all artists wish for - for their work to have this
kind of posterity, and be preserved through history. It’s
a double-edged sword, really.
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Efterord

Nar offentliga institutioner tar sig an denurbana konstens olika

uttryck vicker det alltid fragor kring autenticitet, moral ochvad

vara gemensamma resurser ska anvandas till. Tydligt ar att det

finns 6nskemal fran saval politiker som medborgare,inte enbart

i Lund, utan runt om i kommuner och regioner i Sverige att nar-
ma sig dessa fragor och konstuttryck. Som kulturchef ingar jag

i styrgruppen for LundART, och nar projektledaren forklarade

att den externa expertgrupp som finns kopplad till arbetet med

offentlig konstiLund foreslagit att vi skulle bjuda. in John Fekner
och Brad Downey insag jag vart vi var pa vag.

Det breda begreppet urban konst bade omfamnas och forkas-
tas av offentligheten. Vi forfasar oss 6ver klotter och malar upp
skrackbilder 6ver klottrarens spikraka vagtilltung kriminalitet
ochmissbruk. Samtidigt alskar viframgangssaganhos de konst-
narer som blivit s& beromda att deras verk ar eftertraktade pa
en internationell konstmarknad och slass om att bjuda in dem
till institutionerna. Vi later alltsa konstnarer ta den kreativa
risken, och investerar i dem forst nar de passerat fallgroparna
och blivit ofarliga.

Det skissforslag som Downey och Fekner presenterade och som
vi stallt oss bakom innehdll tre olika delar som samspelar med
varandra: att transformera Fekner och Don Leichts tillfalliga
intervention pa Radhuset till en mer permanent konstnarlig in-
stallation, att aterga till och efter 40 ar ateranvanda Fekners
originalstencilerur verkserien Random Datesochatt presentera
processen i denna publikation. Det verk som konstnarerna upp-
fért pa Radhuset ar, som det framgar av Peter Bengtsens essi,
godkant enligt konstens alla regler. Men att fa in tillstand till
Random Dates-malningarna visade sig daremot vara svarare.
Stencilerna som blivit hiamtade ur Fekners privata arkiv i New
York aterférdes tillLund h6sten 2023 for att anvandas avDowney
underdefadagarhanvarpaplats. Pa grund avtidsndod ochandra
skal kunde arbetsgruppen inte fa kontakt med fastighetsagare
och sikerstilla alla tillstand, men likval tillkom fem nya méal-
ningar pa skilda platseristaden.

Enavdenyastencilmalningarna sitter pafasadentill Skissernas
Museum. Ett satt att se pasakenaratt Lunds kommunhar skankt
ett vardefullt konstverk till museet, som kompletterar det verk av
JohnFekner somredanfinnsideras samling. Ett annat satt attse
det ar att Lunds kommun skapat 6kade underhallskostnader for
férvaltarenavdenbyggnad,ivilken Skissernas Museumbedriver
sinverksamhet. Konsten far fungera isitt tankta sammanhang,



Afterword

Whenever a publicinstitutionengages withthe various expressions

ofurbanart,debates onauthenticity, morality,and the properuse

of public resources are sure to follow. It’s evident that politicians

and citizens alike, in Lund as in other Swedish municipalities and

regions, are keen to explore these issues and artistic expressions.
AsHead of Culture,Iamamember ofthe LundART steering commit-
tee, and when the project manager explained to us that the panel

of external experts who serve as advisors on public art projectsin

Lund had suggested that we invite John Fekner and Brad Downey,
I knew what lay ahead.

Among the public, the broader concept of urban art has both ad-
vocates and detractors. There is outrage over graffiti, and horror
stories about the practice of graffiti as an unfailing gateway to
serious crime and addiction. On the other hand, there is great en-
thusiasm over the success stories of artists who have become fa-
mous enough to stirup demand for their works onthe international
art market and spark competition among institutions seeking to
invite them. In other words, we tend to leave the creative risk to
the artists, and invest in them only once they have navigated all
the pitfalls and become “domesticated”.

The proposal presented by Downey and Fekner, which we endorsed,
outlined three different activities thatallinteract with eachother:
transforming Fekner’s and Don Leicht’stemporaryinterventionat
Lund City Hall into a more permanent art installation; revisiting
andreusing Fekner’s original stencils for the series Random Dates
from40years ago;and presenting their processinthis publication.
AsPeter Bengtsen’s essaydemonstrates,the workthat the artists
have created at City Hall has been approved and sanctioned in
everyrelevant way. However, obtaining permissiontoincorporate
the Random Datespaintingsinto the project proved more difficult.
The stencils, whichwereretrieved from Fekner’s private archivein
New York, were returned to Lund in the autumn of 2023, to be used
by Downey during the few dayshe washere.Dueto time constraints
and otherreasons,theteamwasn’t abletosecureallthe necessary
permissions from the property owners, but nevertheless, five new
paintings were made in various locations in the city.

One of these new stencil paintings is on the facade of Skissernas
Museum - Museum of Artistic Process and Public Art. This can be
regarded as a donation to the museum, in that Lund Municipality
has given the museum a valuable work of art that complements
the work by John Fekner that is already in the museum’s collec-
tion. However, from a different perspective, Lund Municipality has



och till skillnad fran en del andra sammanhang nir den har gen-
renavkonst exploaterasharallt arbete skett med konstnarernas
vilja och metod i fokus.

Jaghoppasatttexternaidenharpublikationen,tillsammans med
konstverken som de handlar om, blir ett vilkommet tillskott i hi-
storieskrivningen om Lunds urbana konst.

Jag hoppas ocksa att Lunds kommun kan bidra till ett samtal om
de utmaningar som finns for offentliga kulturinstitutioner nar
det géller att forhalla sig till en konstvarld som behéver fa ta
kreativa risker och tanja pa granser for att utvecklas.

Framforallt hoppasjagatt fler ska faupp 6gonen for John Fekners

ochBrad Downeyskonstnarskap. Kansketasigtidenattbetrakta

det stencilerade datumet pa vaggenikorsningen Ostra Martens-
gatanoch Ostra Vallgatan, girna med John Fekners musikilurar-
na,ochbarakanna efter.Ibland kanske viinte behéver omsatta

alla sinnesintrycki asikter, utan kan néja oss med kanslor.

Lund har fatt ytterligare nagra konstverk i det offentliga rum-
met. Varsagod.

Marthen Mirza,
Kulturchef, Lunds kommun



burdened the manager of the building where Skissernas Museum -
Museum of Artistic Processand Public Art operates with additional

maintenance costs.Here,the arthasbeenpermittedtodoits work

initsintended context, and unlike what sometimes happens when

this genre of art is exploited, the work has been guided by the will

and methods of the artists at every stage.

IThope that the writings in this publication, and the artworks they
discuss, willbe a welcome addition to the historiography of urban
art in Lund.

Ialsohopethat Lund Municipality has contributed tothe discourse
onthe challenges public art institutions face in their interactions
with a sphere of art in which the taking of creative risks and the
challenging of boundaries are necessary paths to progress.

Most of all,] hope that more people willlearn about John Fekner’s
and Brad Downey’s work. Perhaps they will take the time to look
atthe stencilled date onthe wall at the junction of Ostra Martens-
gatan and Ostra Vallgatan, ideally with John Fekner’s music in
their headphones, and fully engage with how it makes them feel.
Perhaps sensory impressions don’t always need to produce opin-
ions; feelings can be enough.

The public space of Lund has received some more works of art.
You’re welcome.

Marthen Mirza
Head of Culture, Lund Municipality






Brad Downey klipper sig hos Sankt Petri Frisor | an Downey gets a ha.ircu]; at Sankt Petri Frisor
Foto | Photo: Rok Pahor
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