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SAMTAL MED HANS HEDBERG, 2011-05-04
NICLAS OSTLIND: Vilken var din roll i Lika med?

HANS HEDBERG: Jag var i férsta hand redaktor f6r katalogen,
men var dven inblandad i de inledande diskussionerna i min
egenskap av medlem av Fotograficentrums styrelse. Det hela
tog sin utgingspunkt i firandet av fotografins 150-4rsjubi-
leum och det fordes minga diskussioner om att man skulle
forsoka gora en manifestation i samband med jubileet. Jag fick
i uppdrag att ordna ett seminarium tillsammans med Per B.
Adolphson, som var medlem av SFF:s styrelse, for kultur-
makthavare for att skapa uppmirksamhet om fotografins
kulturella och samhilleliga betydelse. Det invigdes av dava-
rande kulturministern Bengt Goéransson. Mitt bidrag p4 se-
minariet var att presentera kvalitativ fotografi fran
efterkrigstiden och framit. Jag skrev senare en text om efter-
krigstidens svenska fotografi som publicerades i Fotografi-
centrums tidskrift i samband med en utstillning som hette
Index. Utstillningen sammanstilldes av Jan-Erik Lundstrom
och mig. Efter detta doptes bide tidskriften och Fotografi-
centrums galleri om till Index. Ungefir sa bérjade det. Foto-
graficentrum och SFF triffades for att diskutera hur det hela
skulle ordnas. Man kan nog siga att de stod for strukturen
och pengarna och vi f6r innehéllet, men det var inte en helt
lite process. Det dgde rum i samband med det postmoderna
skiftet och det fanns olika uppfattningar om vad man skulle
gora och vad som var konstnirlig kvalitet. Det var en drag-
kamp fram och tillbaka och att Iréne Berggren fick uppdra-
get och att jag blev redaktdr var langt ifrdn okomplicerat. I
allt detta spelade Per B. Adolphson en viktig roll.

NO: Hur linge hade du varit redaktor for Bildtidningen?

HH: Jag borjade i slutet av attiotalet, men i sjilva verket hade
jag, Douglas Kneedler och Tore Hellstréom startat Bildtid-
ningen i mitten av sjuttiotalet. Vi gjorde ett provhummer
som redigerades efter datidens anarkistiska principer: alla
som ville delta fick vara med. Detta ledde till politiska mot-
sittningar och vi utmanévrerades av en grupp rittrogna
kommunister dir Gosta Flemming spelade en framtridande
roll.

NO: Det var den som hette Spegelbild?

HH: Stimmer. Aktionen var politisk - vi var helt enkelt inte
tillrickligt renliriga. Efter det holl jag mig borta fran aktivi-
teter i féreningen dven om jag fortfarande var medlem i
Fotograficentrum. Nir jag borjade jobba pa Konstfack 1986
blev Janne Fridlund ordférande i féreningen. Han ville att
jag skulle komma med i styrelsen och det var som vanligt
problem med tidskriften, den kom ut oregelbundet, kostade
fér mycket och kommunikationen med styrelsen var dalig.
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CONVERSATION WITH HANS HEDBERG, 4 MAY 2011
NICLAS OSTLIND: What was your role in Lika med?

HANS HEDBERG: Primarily, I was the editor on the catalogue,
but I was also involved in the initial discussions as a member
of Fotograficentrum’s board. The starting point of it all was
the celebration of photography’s 150" anniversary and that
created a lot of discussion about trying to make a manifesta-
tion in conjunction with the anniversary. I was assigned to
organise a seminar together with Pelle Adolphson, who was
a member of SFF’s board, for the cultural powers that be, to
create awareness about photography’s cultural and societal
importance. It was inaugurated by the then Minister for
Culture Bengt Goransson. My part in the seminar was to
present qualitative photography from the post-war period
onwards. Later, I wrote a text about post-war Swedish pho-
tography published in Fotograficentrum’s magazine in con-
junction with an exhibition called Index. This exhibition was
put together by Jan-Erik Lundstrém and me. Afterwards,
both the magazine and Fotograficentrum’s gallery changed
their names to Index. That’s roughly how it started. Foto-
graficentrum and SFF met to discuss how it would all be or-
ganised. You could say that they supplied the structure and
finances, and we the content, but it wasn’t an easy process by
any means. It took place in conjunction with the postmod-
ern shift and there were different points of view about what
to do and what artistic quality was. It was a tug-of-war back
and forth and that Iréne Berggren was commissioned and I
became editor was anything but straightforward. In all of
this, Pelle Adolphson played a crucial role.

NO: How long had you been the editor of Bildtidningen?

HH: I started in the late-8os, but actually I, Douglas Kneedler
and Tore Hellstrom started Bildtidningen in the mid-7os.
We made a pilot issue, edited in accordance to the anarchic
principles of the time; we included everyone who wanted to
contribute. That led to political antagonism and we were
outmanoeuvred by a group of orthodox communists with
Gosta Flemming playing a prominent role.

NO: That’s when it was called Spegelbild?

HH: That’s right. It was a political action: quite simply we
weren’t orthodox enough. After that, I stayed away from the
association’s activities, although I remained a member of
Fotograficentrum. When I started working at the University
College of Arts, Crafts and Design in 1986, Janne Fridlund
became chairman of the association. He wanted me to join
the board and as usual there were problems with the maga-
zine: it wasn’t being published regularly, it cost too much
and communication with the board was poor. Alain Topor



Alain Topor och Rickard Vincent var redaktérer. Inte ndgon
skugga 6ver dem, men styrelsen ville ha en annan inriktning.
De utsig redaktion och jag blev ombedd att inga. Efter nigot
nummer blev det ett skarpt lige och de valde att sluta. Micke
Cronwall var grafisk producent och vi jobbade under ett an-
tal ar och forsokte ge tidskriften ett lite bredare och mer ak-
tuelltinnehall dn tidigare. Man kan siga att det postmoderna
slog igenom i konstdiskussionen i Sverige nigon ging om-
kring 1987 dven om det hade funnits tendenser langt tidiga-
re. Jag var intresserad av litteratur och Roland Barthes och
forfattarens dod var aktuellt i den svenska intellektuella mil-
jon runt 1980. Intertextualitet och liknande begrepp anvin-
des redan dir och inom arkitekturen blev postmodernismen
tidigt ett stilbegrepp men var inte alls lika ideologiskt till sin
karaktir som inom konsten. Men hela den hir diskussionen
drabbade fotograferna sent.

NO: Vad tror du att det berodde pa? Internationellt sett var
ju de hir frigorna starkt knutna till fotografin som medium
och uttrycksform.

HH: Jag tror att det handlar om att de etablerade fotograferna
i Sverige inte alls var intresserade av de hir frigorna. Dawid
skulle jag kunna tinka mig har tringt in i diskussionen (nagot
s& nir), men de flesta var ju inte teoretiskt bevandrade, utan
de hade redan utvecklat sin metodik och satt oftast nojda.
For att det ska uppstd nidgot miste det finnas en dynamisk
och provande dialog mellan kritik, utstillningsmakare, foto-
graferna och publiken. Det fanns inte vid den hir tidpunk-
ten, man bekriftade varandra pa ett okritiskt och slappt sitt.
Ett tydligt exempel pa nir det borjade skava dr nir Annica
Karlsson Rixon och Paulina Wallenberg-Olsson gér sin ut-
stillning pa Fotograficentrum. Det som hinde var att det
plotsligt fanns en annan férstielse och beredskap hos kriti-
ken. Flera konst-, foto- och litteraturkritiker hade kunskap
om de hir frigorna. De hade tagit del av den internationella
diskussionen och de behévde exempel att hiinga upp teorierna
pé — och den hir utstillningen sigs som limplig. Det var ett av
de forsta fotografiska exemplen dir man kunde applicera den
postmoderna teorin. Till saken hor att jag inte tycker att
Annica eller Paulina vid denna tidpunket var sérskilt teoretiskt
orienterade men deras verk blev anvinda och tolkades pd det
sittet. Det var inte medvetna sprikkritiska ”statements” frin
deras sida utan mer traditionellt gestaltande utifrin erfaren-
heter. Paulinas utstillning handlade, i mina 6gon, om att
iscensitta och bearbeta nigot traumatiskt. Det handlade om
vild mot en kvinna. Det behover inte vara personligt men
skulle kunna vara det. Det var alltsé inte i forsta hand sprak-
kritiskt. I recensionerna blev hon anklagad for att vara en ko-
pia av Cindy Sherman. Annica Karlsson Rixons verk handlade
bland annat om flytande kénsidentiteter. Kritiken hingde
mycket av postmodern teoribildning pa verken och de anvin-
des for att etablera ett nyte férhillningssitt till fotografin.

and Rickard Vincent were the editors. It wasn’t their fault,
but the board wanted another direction. They appointed the
editorial team and I was asked to join. After several issues,
the situation came to a head and they chose to quit. Micke
Cronwall was a graphic producer and we worked for a num-
ber of years on trying to give the magazine a slightly broader
and more topical content than before. You could say that the
postmodern breakthrough in discussions about art in Swe-
den happened sometime around 1987 although there had
been tendencies much earlier. I was interested in literature
and Roland Barthes; his death was a current topic in intel-
lectual circles around 1980. Intertextuality and similar con-
cepts were already being used then and architecture adopted
postmodernism early as a notional style, but it wasn’t at all
as ideological in nature as in art. But this entire discussion
affected photographers at a late stage.

NO: What do you think caused that? Internationally, these
issues were strongly tied to photography as a medium and
form of expression.

HH: I think it’s because the established photographers in
Sweden were not interested at all in these matters. In my
opinion, Dawid could have pushed himself into the discus-
sion (or come fairly close), but most of them were not versed
in theory and had already developed their methodology and
often sat there quite contentedly. For something to happen,
there needs to be a dynamic and searching dialogue between
the critics, the makers of exhibitions, the photographers and
the public. That didn’t exist at the time, they patted each
other on the back in an uncritical and easy-going fashion. A
clear example of when it started wearing thin came when
Annica Karlsson Rixon and Paulina Wallenberg Ohlsson ex-
hibited at Fotograficentrum. What occurred suddenly was
another kind of understanding and readiness among critics.
A variety of art, photo and literature critics possessed knowl-
edge about these issues. They had taken part in the interna-
tional discussion and they needed examples to hang their
theories on; this exhibition was considered appropriate. It
was one of the first photographic examples where you could
apply postmodern theory. I think it is relevant that neither
Annica nor Paulina at that time were particularly theoreti-
cally orientated, but their work was used and interpreted
that way. It wasn’t deliberate, language-critical statements
from their side, rather a more traditional formulation based
on experiences. Paulina’s exhibition, in my eyes, was about
staging and processing something traumatic. It was about
violence directed at a woman. It doesn’t need to be personal,
but it may have been. Primarily, it wasn’t language-critical.
In reviews, she was accused of being a Cindy Sherman copy.
Annica Karlsson Rixon’s work covered shifting gender iden-
tities, among other things. The critics attached much post-
modern theory to the works and they were used to establish
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Sjilvklart dr det inte sd enkelt att det bara finns ett tillfille,
men det dr uppenbart att det hiinde nagot kring denna ut-
stillning.

NO: Var du inblandad i utstillningens tillkomst?

HH: Nej. Jag satt inte med i utstillningsgruppen, men det ir
klart att det pagick diskussioner pd Fotograficentrum hela
tiden om bide innehallet i tidskriften och det som skulle bli
utstillningar. Men formellt sett var jag inte det.

NO: En sak som har dykt upp vid flera tillfillen i samtalen
om Lika med ir betydelsen av Akademin for fotografi nir det
giller introduktionen av det postmoderna perspektivet.
Beritta om ditt engagemang i skolan och hur ni tinkte kring
kurserna och valet av de personer som ni engagerade.

HH: Nir jag sjilv gick pd Konstfack i borjan av attiotalet
handlade det vildigt mycket om ett modernistiskt forhall-
ningssitt. Utgangspunkten var att man har talang. Om man
inte har talang forstir man ingenting. Antingen kan man se
eller s ser man inte. Antingen ir man konstnir eller s dr
man det inte. Denna osynliga ordning var som gjord for hie-
rarkier, privilegier, kotterier och utstotningsmekanismer,
begreppet ”se” kunde rymma vad som helst. Senare skulle
ordningen ocksa bli tydlig som en plattform f6r exklusivt en-
koénade konstnirsklubbar, den feministiska diskussionen var
i vardande da, med enstaka starka feministiska aktioner i
konstvirlden. Jag tyckte att det var mirkligt att man hade
inrittat en institution som ska férmedla kunskap, men som
grovt sett inte ville géra det, manga lirare vid Konstfack da
sdg i grunden kunskapsformedling om konst som négot
omojligt.

Det som hinde var att jag och Janne Fridlund sag att det
fanns andra forhallningssitt till konst internationellt in vad
som var giingse inom den svenska konst- och konsthogskole-
virlden. Vi borjade plocka in en del av det i undervisningen
och fick naturligtvis en massa skit frin andra lirare pa
Konstfack for det. Det forsta renodlade projektet som vi
gjorde hette Postmodernism och ménniskosyn och det var 1989.
Vi hade bland andra Irene Matthis som introducerade
Jacques Lacan.

NO: Fran vilka kom kritiken och vad viinde man sig mot?

HH: I borjan var det ju inte s& minga som noterade det hela.
Forelisningarna bevistades frimst av oss och véra studenter.
Vi hade som regel en utstillning utéver varutstillningen
varje 4r, ibland tvd om vi kunde, och d& uppstod en diskus-
sion pa skolan om konstnirlig kvalitet. Den kom att handla
om vem som skulle fa tillgang till utstillningslokalen Vita
Havet. Vissa tyckte att det hellre skulle st tomt dn att vi vi-
sade upp sddant som brét mot normerna for god konst.
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a new way of relating to photography. Obviously, it is too
simplistic to claim there is just one opportunity, but clearly
something happened around this exhibition.

NO: Were you involved in the exhibition coming into being?

HH: No. I wasn’t in the exhibition group, but obviously there
were discussions all the time at Fotograficentrum about both
the content of the magazine and what was going to be exhib-
ited. But formally, I was not part of it.

NO: Something that has come up on several occasions in
conversations about Lika med is the significance of Akademin
for fotografi regarding the introduction of the postmodern
perspective. Tell me about your work at the school and the
idea behind the courses and the choice of personnel that you
recruited.

HH: When I studied at the University College in the early-
80s, it was mostly based on a modernist approach. The start-
ing point was that you needed talent. If you don’t have
talent, then you can’t understand anything. Either you can
see, or you can’t see. Either you are an artist, or you aren’t.
This invisible order was practically made for hierarchies,
privileges, cliques and expulsion mechanisms; the concept
“see” could mean anything at all. Later, this order would also
become clear as a platform for exclusively unisex artist clubs,
the feminist discussion was then in the making, with indi-
vidual, strong feminist actions in the art world. I thought it
was strange to have established an institution with the pur-
pose of imparting knowledge, but in a gross way has no in-
tention of doing so; at this time many teachers at the
University College basically thought it was impossible to
convey knowledge about art.

What happened was Janne Fridlund and I saw that there
were other ways of relating to art internationally than what
was prevalent in the Swedish art scene and art schools. We
started putting some of it in the lessons and naturally got lots
of crap from other teachers at the University College. The
first project we did solely in the new way was called Postmo-
dernism och ménniskosyn (Postmodernism and Humanity)
and that was 1989. Among others, we had Irene Matthis who
introduced Jacques Lacan.

NO: Who raised the criticism and what were their objec-
tions?

HH: In the beginning, there weren’t that many who paid any
attention to the whole thing. Lectures were attended mostly
by us and our students. As a rule, we had an exhibition in ad-
dition to the spring one each year, sometimes two if we could
and this led to a discussion at the school about artistic qual-
ity. It ended up being about who could access the exhibition



NO: Intressant att ni viljer utstillningen bide som en pre-
sentationsform och ett sitt att skapa en struktur i arbetet.

HH: Man skulle kunna siga att det var vir pedagogiska mo-
dell. Vi hade en idé om pedagogik som utarbetades, framfo-
rallt efter att Janne hade slutat. Aven om han inte var
involverad i det hir maste man ge honom erkidnnande for
vildigt mycket. Han var extremt kinslig for vad som hinde i
samtiden.

Sittet att bedriva undervisning pd Akademin var en mar-
kering mot idén om talang och den typ av undervisning som
var den gingse pi Konsthogskolan tidigare. Det vill siiga den
pedagogiska situation dir studenterna redovisar, oftast en-
skilt, och liraren bedémer, vilket ofta ledde till en samman-
blandning mellan person och verk. D4 hamnar man litt i en
psykodynamiskt orienterad process om hur du uttrycker dig
sjilv. Naturligtvis finns den aspekten i varje konstnirskap,
det vore 16jligt att férneka det, men vi forsokte etablera ett
mindre psykologiserande sitt att prata. Vi lyfte fram inne-
hillet och relaterade det till hur bilden 4r uppbyggd och
kommunicerar och betonade inte férhéllandet till personen.
Samtidigt bérjade vi utveckla pedagogiska projekt som un-
dersokte olika teman. Precis som forskningen ir fri ir kon-
sten fri och studenterna fick tolka och gora vad de ville med
det hir. Vi stipulerade aldrig hur de skulle férhilla sig till
imnet och nigra sidana diskussioner blev det 6verhuvudta-
get inte, men de flesta anvinde sig av kunskaperna som for-
medlades inom de olika projekten for att gora sina verk.
Minga upptickte saker som har blivit centrala teman i deras
konstnirskap. Efter det férsta projektet om postmodernism
och minniskosyn gjorde vi ett om natursyn som handlade
om olika férhdllningssitt till naturen.

NO: Det var vildigt ambitiésa projekt med forelisare, semi-
narier och textkompendier och man anar att det maste ha
varit en ovanligt fruktbar miljo.

HH: Ja, fast, for att var érlig, det var ju inte alla som ldste vira
4o00-sidiga kompendier och dven om vi gjorde det mesta sjil-
va fick vi en hel del hjilp. Efter natursynprojektet insdg vi att
konceptkonsten hade passerat obemirkt i Sverige. Sjilvklart
finns enstaka exempel men det var aldrig nigon rorelse hir.
Det ir lite konstigt eftersom den i en viss mening var radikal
och politisk och hade, kan man tycka, kunnat fungera i en
svensk revolutionir kontext dir da istillet det socialrealis-
tiska dominerade. Vi ville géra nigonting om konceptkonst
och samlade in ett stort antal texter. Jag kommer ihag att
Sven-Olov Wallenstein, som jobbade hos oss ett tag, pape-
kade att det inte fanns nigra killhinvisningar nir han sig
kompendiet. Vi hade bara satt ihop sddant som vi tyckte var
intressant och brydde oss inte nimnvirt om formalia.

NO: Vad gjorde ni mer?

space Vita Havet. Some thought it was best left empty, rath-
er than letting us show such work that broke the norms of
good art.

NO: It is interesting that you choose exhibitions both as a
form of presentation and a way to create a structure in the
work.

HH: You could say it was our pedagogical model. We had an
idea about pedagogics that was all drawn up, especially after
Janne stopped. Even though he wasn’t involved in this, he
deserves credit for quite a lot. He was extremely sensitive to
what was happening at the time.

The way we conducted lessons at Akademin was an in-
dictment against the notion of talent and the kind of teach-
ing that was prevalent at the University College earlier. In
other words, this pedagogical situation where students show
work, often separately, and teachers make assessments,
which often leads to confusion between the person and the
work. Then this easily leads to a psychodynamic-orientated
process regarding how you express yourself. Naturally, this
aspect exists in everyone’s art, it would be ridiculous to deny
that, but we tried to establish a less psychologised manner of
talking. We highlighted the content and related it to the way
the picture was built up and communicates and didn’t emp-
hasise the relationship to the person. At the same time, we
started developing pedagogical projects that investigated va-
rious themes. Just as research is free, so is art, and the stu-
dents could interpret and do whatever they liked with this.
We never stipulated how they should relate to the topic and
there weren’t any discussions like that at all, however most
people used the knowledge that was conveyed within the va-
rious projects to make their work. Many of them discovered
things that have become the central theme of their art. After
the first project about postmodernism and humanity, we
made one about different ways of relating to nature.

NO: These were very ambitious projects including lectures,
seminars as well as compendiums of text and I guess it must
have been an unusually fertile environment.

HH: Yes, only to be honest, not everyone read our 400-page
compendiums and even if we did most things ourselves, we
had quite a lot of help. After the nature project, we realised
that conceptual art had passed Sweden by unnoticed. Obvi-
ously, there were a few examples, but it was never a move-
ment here. It is slightly odd since to a certain degree it was
radical and political and could have worked, you might
think, in a Swedish revolutionary context, if it wasn’t for the
dominance of social realism instead. We wanted to do some-
thing about conceptual art and compiled a large number of
texts. [ remember Sven-Olov Wallenstein, who worked with
us for a while, pointed out that the compendium made no
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HH: Vi fortsatte med olika projekt och det bérjade vixa fram
ett intresse ocksa hos studenter pd andra fack. Maleri- och
skulpturstudenter, men ocksa grafiska formgivare, blev in-
volverade i projekten. Jag kommer inte riktigt ihg ordning-
en men vi gjorde Swedenborg, Tyska filtstudier och nigot som
hette Allt kit dr ho. 1 Tyska faltstudier anvinde vi en socialan-
tropologisk modell, men till skillnad frin hur antropologin
bedrevs i sin barndom riktades blicken mot Tyskland och
Berlin och inte, som d&, mot frimmande kulturer - ur-
sprungliga som man kallade dem. Det var i samma veva
Tyskland hade dterférenats och borjat dteretablera sig som
en enad nation. Ett annat exempel dr Swedenborgprojektet.
Eftersom vi hade gjort flera projekt som var teoretiskt influ-
erade ville vi géra nagot helt annat. Swedenborg "Ait se det hdir-
ligare dr” blev ett vildigt roligt projekt dir Peter Cornell
hade en stor betydelse. Sedan gjorde vi Allz kit éir hi. Olof
Glemmes och min idé var att folja en niringskedja frin upp-
fédningen av kor till slutpunkten pd Henriksdals renings-
verk. Vi gick igenom slakteriet, restauranger och andra
stationer och studenterna bussades runt och fick uppleva allt
det hiir pé plats. Vi samarbetade med universitetet pé olika
sitt och himtade forelisare frin Institutionen f6r ekonomisk
historia. Man hade precis bérjat prata om effekterna av glo-
baliseringen och dven sidana aspekter kom till uttryck i stu-
denternas arbeten, det blev ett politiskt intressant projekt.
Vi holl pd nirmare tio ar med denna typ av projekt men nir
institutionerna slogs samman 1997 tog organisationsfrigor-
na allt storre plats och vi tappade farten.

NO: Nir och hur kom du i kontakt med Iréne Berggren?

HH: Jag vagar faktiskt inte siga nir jag triffade henne forsta
gingen, men jag bjod ju in Iréne och Marta Edling och Eva
Hallin att gora ett nummer av Bildtidningen som skulle in-
troducera fotografisk feministisk konst och idéerna bakom
den. Aven om feminismen redan da fitt ett visst genomslag
inom konsten s var det numret nigot av en pionjirinsats for
mer postmoderna perspektiv pa frigan.

NO: Lika med gjordes strax dirpi. Vad innebar det att vara
redaktdr och hur mycket diskuterade du och Iréne innehéllet
i katalogen?

HH: Inte speciellt mycket som jag kommer ihag det. Jag fick
uppdraget och valde skribenterna. Naturligtvis pratade jag
med Iréne om detta men det var min sak att gd igenom tex-
terna och kolla att de funkade. Nir jag tinker pé det ser jag
framfor mig platsen dir jag satt och jobbade - inte nagra mo-
ten. Men jag kan minnas fel. En sak vi diskuterade var hu-
vudtexten. Det var min idé att fi med Jan-Erik Lundstrom.
Jag ville ha den texten helt enkelt, men samtidigt var det hir
Irénes projekt och frigan var hur den avvigningen skulle go-
ras. Det léstes genom att hon skrev en inledande kappa och
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reference to its sources. We had just gathered whatever we
thought was interesting and didn’t particularly care about
the formalities.

NO: What more did you do?

HH: We continued with various projects; meanwhile stu-
dents from other departments started showing interest.
Painting and sculpture students, as well as graphic designers,
got involved in the projects. I can’t quite recall the proper
order, but we did Swedenborg, Tyska filtstudier (German Field
Studies) and something called Allt kit dr ho (All Meat is
Hay). In Tyska filtstudier we used a social-anthropological
model, but unlike the way anthropology was conducted in its
infancy, the focus was on Germany and Berlin and not, as
then, on alien cultures; primordial was their term for them.
It was at the same time as German unification and the coun-
try had started to re-establish itself as a unified nation. An-
other example was the Swedenborg project, because we had
already made a number of projects that were influenced by
theory and wanted to do something completely different.
Swedenborg “Att se det hérligare dr” (Behold these Glorious
Things) was quite an amusing project in which Peter Cornell
was very significant. Then we did Allz kit éir hé. Olof Glemme
and I had the idea of following the food chain from the rear-
ing of cattle to the final destination at Henriksdal water
treatment plant. We went through the abattoir, restaurants
and other ports of call; the students were driven around by
bus and experienced all of this on site. We collaborated with
the university in various ways and borrowed lecturers from
the Department of Economic History. The effects of globali-
sation were just starting to be discussed and even these as-
pects found expression in the students’ work; it became a
politically interesting project. We carried on for almost ten
years with these kinds of projects, but then with the merger
of the departments in 1997 organisational issues took up
more and more time and we ran out of steam.

NO: When and how did you get in touch with Iréne Berg-
gren?

HH: Actually, I cannot say when I first met her, but I did in-
vite Iréne and Marta Edling and Eva Hallin to edit an issue
of Bildtidningen in order to introduce photographic feminist
art and the ideas behind it. Even though feminism had al-
ready had a certain impact on art, this issue was somewhat
pioneering of a more postmodern perspective on the matter.

NO: Lika med followed on closely afterwards. What does be-
ing editor involve and how much discussion was there be-

tween you and Iréne about the content of the catalogue?

HH: Not particularly much, as I recall. I was assigned to do it



presentationerna av de fyra begrepp som utgjorde stommen
i utstillningen. I dag skulle jag nog ha varit mera lyhérd och
dialogisk, men jag kinde att det var jag som skulle ro i land
katalogen.

NO: Blev det nigra reaktioner pa att Lika med fungerade bade
som katalog och ett nummer av tidskriften?

HH: Ja, det var en jittediskussion. Sjilvklart handlade det om
pengar. Forbundet hade varit med och betalat det hir och
sedan profiterade Bildtidningen, enligt deras synsitt, pa
samarbetet genom att katalogen blev en del av utgivningen
ocksd. Men arbetet som gjordes pa tidningen var ju aldrig
betalat, sd jag kinde inte nigot diligt samvete.

NO: Till skillnad fran utstillningen finns publikationen kvar
som objekt. Vilka ir dina reaktioner nir du tittar pd den i
dag?

HH: Jag blir lite férvanad 6ver att den trots allt hiller. Nu har
jag inte ldst igenom texterna, sd jag vet inte om de kdnns re-
levanta lingre. Nir jag bliddrar i den kinner jag ocksa att det
var ett och annat som jag onskat hade blivit annorlunda.
Aven om jag hade ett ganska stort ungdomligt sjilvfortro-
ende s var jag vildigt respektfull mot det som folk hade skri-
vit och gick inte in och redigerade i nigon stérre omfattning.
Det har dndrat sig 4t andra hallet i dag. Nu ir jag ganska ré,
gar in och stryker och tror pa att bryta uppfattningar om en
text. Det har sin bakgrund i att jag senare jobbade som kriti-
ker pa Svenska Dagbladet och ibland blev man ganska tilltuf-
sad. D4 lirde jag mig att det inte var nigot farligt, men dir
var jag inte nir jag holl pi med det hir. Jag vill nog pasti att
katalogen inte representerar utstillningen sirskilt bra, efter-
som den var mycket mer komplex och bittre 4n katalogen.
Mycket mer dynamiskt arrangerad.

NO: Du ingick i redaktionen for provnumret av Bildtidning-
en och var med i Fotograficentrum pé mer eller mindre fram-
tridande positioner, var aktiv i det postmoderna skiftet,
bade genom bildandet av Index och Akademin for fotografi,
och 35 dr senare dr du fortfarande kvar i fotografivirlden.
Den linga och kontinuerliga nirvaron maste skinka en spe-
ciell form av 6verblick. Vem var du 1977 — som ingick i redak-
tionen for provnumret av Bildtidningen - och hur skulle du
beskriva det som hiint sedan dess?

HH: Jag hade gitt samhillsvetenskaplig linje men gick ytter-
ligare en gymnasieutbildning som fotograf i tvé 4r. Natur-
ligtvis sokte man sig till alle som hade med fotografi att gora,
sd jag hamnade pa Fotograficentrum. Dir triffade jag Dou-
glas, som var vildigt aktiv dir i borjan och hade gjort utstill-
ningar pa Moderna och si vidare, och Tore Hellstrom. Han
jobbade fér Kameradoktorn och var tekniker. Det var vi tre

and commissioned the writers. Naturally, I talked to Iréne
about it, but it was my role to go through the texts and make
sure they worked. When I think about it, I see before me the
place where I sat and worked, but don’t recall any meetings.
But maybe ’'m remembering it wrongly. One thing we did
discuss was the main text. My idea was to bring in Jan-Erik
Lundstréom. Quite simply, I wanted that text, but at the same
time it was Iréne’s project and the question was one of bal-
ance. The solution was to have her write the opening piece
and the presentation of the four concepts, which were the
framework of the exhibition. Nowadays, I would have been
more sensitive and dialogical, but I felt then that I was the
one who had to pull off the catalogue.

NO: Were there any reactions about Lika med being both a
catalogue and an issue of the magazine?

HH: Yes, there was a huge discussion. Naturally, it was about
money. The association had gone in and paid for it and then
Bildtidning profited, at least that was their view, because the
catalogue became part of the publication. But work on the
magazine was always unpaid anyway, so I didn’t lose any
sleep about that at all.

NO: Unlike the exhibition, the publication remains as an ob-
ject. What are your reactions when you look at it today?

HH: I am slightly surprised that it passes the test of time, de-
spite everything. Now I haven’t read through the texts, so I
don’t know if they seem relevant any longer. Browsing
through, I also feel that there are one or two things I wish
had been different. Even though I had a large helping of
youthful self-confidence, I was extremely respectful consid-
ering what people had written and didn’t go in for large-
scale editing to any extent. This has gone in the opposite
direction these days. Now I am quite rough, getting stuck in
and striking things out and believing in challenging percep-
tions about a text. The background for this came later, when
I worked as a critic at Svenska Dagbladet and sometimes you
were treated quite roughly. That’s when I learned it wasn’t
dangerous, but I didn’t know this when I was making the
catalogue. I would like to say that the catalogue does not rep-
resent the exhibition particularly well, since it was much
more complex and better than the catalogue. Much more dy-
namically arranged.

NO: You were part of the editorial team that put together the
pilot issue of Bildtidningen and a member of Fotograficen-
trum, in more or less prominent positions, were active in the
postmodern shift, both through the creation of Index and
Akademin f6r fotografi, and 35 years later, you are still in the
world of photography. Such a long and continuous presence
must give a special kind of overview. Who were you in 1977,
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som drog iging det hir med Spegelbild. Samtidigt var jag
politiskt engagerad och bodde i ett anarkistiskt kollektiv vid
Mariatorget. Dir bodde jag faktiskt i 14 4r. Si det fanns en
sddan aspekt ocks, deltagandet i en alternativ kultur och en
drivkraft att befinna sig utanfor alla system. Det var mycket
antiauktoritirt. Jag kinde mig inte hemma i samhillet 6ver-
huvudtaget och det var anledningen till att jag s6kte mig till
Konstfack. Jag sdg Konstfack och konsten som ett stille dir
det fanns mojligheter att existera som sig sjilv och inte be-
hova vara loneslav eller sjilvutplanat konform. Det dr en vil-
digt romantisk uppfattning men jag tror att det 4r ménga
studenter som fortfarande har den - dé var det i alla fall sa.
Direkt efter Konstfack, i borjan av attiotalet, fick jag en nyt-
tig erfarenhet - jag blev rekryterad som lirare till RMI-
Berghs och det var inte dir jag kinde att jag horde hemma
ideologiskt, men jag behovde naturligtvis pengarna. Jag
stannade i tolv ar. Dir fick jag annonsbyriperspektivet och
det var vildigt intressant och bra for mig att inlemmas i ett
annat sammanhang in den alternativa virld som jag hade
befunnit mig i.

Konstfack var en vildigt liten utbildning, mer av en for-
varingsplats dir man fick en grundliggande konstnirlig tri-
ning. Redan innan jag borjade hade jag f6ljt Sten Dunérs och
Peter Cornells kurser i konsthistoria och jag var, som sagt,
intresserad av litteratur och liste mycket. Idealet var en bild-
ningsgang utanfor institutionerna, en effekt av tidsandan. Vi
vigrade att gi in i systemet och ville bygga ett eget alterna-
tivt. Jag och Leif Claesson gick ut ungefir samtidigt och Leif
Lindberg gick ut nigot ar efterdt. Han bodde i vért kollektiv
och vi tre umgicks mycket och skaffade en ateljé tillsammans
i en killare vid Mariatorget, Stockholms Fotografiska Byra.
Jag och Leif Claesson bérjade gora jobb, frimst fér Arbeta-
ren. Vi hittade pa jobben sjilva och 8kte runt i Sverige i min
Folka. I borjan platade bada tvi, men sedan delade vi upp
arbetet sd att Leif platade och jag skrev. Vi hade vildigt roligt
och holl pa i flera ar, men fick diligt betalt sd det var jobbet
pa Berghs som holl mig flytande. Tack vare Janne kom jag,
som jag ocksa redan nimnt, tillbaka till Konstfack 1986 och
blev medlem i styrelsen fér Fotograficentrum.

NO: Vad hiinde pa Fotograficentrum och vad 1g bakom de
forandringar som genomfordes?

HH: Den fotografiska virlden priglades av dokumentirfoto-
grafii olika schatteringar. Dels vad som skulle kunna beskri-
vas som en misstolkning av begreppet dokumentirfotografi.
Ett slags naiv forestillning om att det varken finns nidgon
spriklig dimension eller att fotografen paverkar situationen
med sin nirvaro, utan att det mer eller mindre handlade om
att vara en kopieringsmaskin foér verkligheten. Det var
manga som hade ett sidant perspektiv. Och den hir forsta for-
men utvecklades pd Biskops-Arno under Gote Asks ledning.
Aven om det stora EKOdok-projektet i bérjan av nittiotalet
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as you edited the pilot issue of Bildtidningen, and how would
you describe what has happened since then?

HH: I had studied social sciences, but took an additional two-
year course in photography. Naturally, you seek out every-
thing involving photography and so I ended up at
Fotograficentrum. I met Douglas there, who was very active
at the start and had exhibitions at Moderna and so on, and
Tore Hellstrom. He worked at Kameradoktorn and was a
technician. The three of us got Spegelbild up and running. At
the same time, I was politically active and lived in an anar-
chist collective at Mariatorget. I actually lived there 14 years.
So there is that kind of aspect too, participation in an alter-
native culture and a motivating force to live outside the sys-
tem. It was very anti-authoritarian. I didn’t feel at all at
home in society and that’s why I applied to the University
College. I saw it and art as a place of opportunity where you
could exist as yourself and not have to be a wage slave or self-
effacing conformist. That’s quite a romantic perception, but
I believe many students still think that way; that’s how it was
back then anyhow. Straight after the University College, in
the early-8os, I had a useful experience: I was recruited as a
teacher at RMI Berghs and while I didn’t feel at home there
ideologically, of course, I needed the money. I stayed 12
years. Here I got the advertising agency perspective and it
was very interesting and good for me to be incorporated into
another context than the alternative world I had found my-
self in.

The University College offered a rather small education,
it was more of a storage space where you were given basic
training in art. Even before I started, I had followed Sten
Dunér and Peter Cornell’s courses in art history and, as I
mentioned, I was interested in literature and read a lot. The
ideal was an education outside the institutions, an effect of
the spirit of the times. We refused to enter the system and
wanted to build an alternative of our own. Leif Claesson and
I graduated about the same time and Leif Lindberg gradua-
ted some year afterwards. He lived in our collective and the
three of us spent a lot of time together and we had a studio in
a basement at Mariatorget, Stockholm’s Fotografiska Byra.
Leif Claesson and I started working on assignments, mostly
for Arbetaren (The Worker - a weekly newspaper). We
worked on our own assignments and travelled around Swe-
den in my VW. In the beginning, we both took photos, but
then we divided up the work so that Leif photographed and
I wrote. We had a lot of fun and carried on for several years,
but the pay was terrible and it was the job at Berghs that was
keeping me afloat. Thanks to Janne, as I already mentioned,
I returned to the University College in 1986 and became a
member of Fotograficentrum’s board.

NO: What happened at Fotograficentrum and what was be-
hind the changes made?



inneholl mycket annat, som Carl-Johan Malmbergs text-
verk, sd var det priglat av den hir inriktningen. Sune Jons-
sons senare fotografiska verksamhet vid Visterbottens
museum kan ses som ett positivt ideal. Dels fanns en
dokumentirfotografi som bland andra Anders Petersen
utvecklade vilken fick allt mer subjektiva fortecken under
den hir perioden. Det handlade mer om fotografen sjily och
att hans eller hennes nirvaro manifesterades tydligare, vilket
jag tycker ir positivt, eftersom det dr djupt problematiskt att
tala 4 andras vignar. Det fanns en motsittning mellan de
olika inriktningarna, men de var indd en ganska samlad
grupp som framférallt drevs av politiska ideal som jag
personligen aldrig sympatiserat med. Jag har aldrig varit
kommunist, tvirtom, men manga var kommunister eller
hade kommunistiska sympatier, och de auktoritira och
likformiga idéerna har jag alltid varit skeptisk till.

Men den stora konflikten stod mellan dokumentirfoto-
graferna 4 ena sidan och konstfotograferna a den andra.
Gunnar Smoliansky horde till de forsta och hans medverkan
i Genom svenska dgon 1978 betecknades som ett svek. Innan
dess var han en viktig fotograf inom den progressiva rorelsen
och levererade bilder till den i massa olika sammanhang.
Men sedan blev han nigot annat. Med Janne Fridlund som
Fotograficentrums ordférande fick konstfotografin storre ac-
ceptans inom féreningen. Att Janne i vildigt hog grad var en
vinsterperson bidrog antagligen till att gora det mojlige.
Men Fotograficentrum idndrade sig inte helt och hallet utan
dokumentirginget som en ging hade drivit fram féreningen
fanns kvar. Konflikten gillde Fotograficentrum, som var en
nationell institution med pengar fran kulturridet, skulle ha
en utpriglad dokumentir prigel eller om det skulle finnas
plats for flera former av fotografi. Det var naturligtvis ocksi
grunden f6r hur man ville att tidskriften skulle férindras, att
den skulle ta in andra perspektiv. Det skulle vara méjligt att
till exempel visa Dawids arbeten i Bildtidningen.

Avstandet mellan dokumentirfotograferna och de mer
konstnirligt inriktade kunde vara ganska stort. I borjan av
attiotalet forsokte Leif Wigh lansera en ny tendens, men
hans prat om intimister tror jag inte var sirskilt relevant fér
den tiden, utan det blev mest en konstruktion. Diremot var
det tydligt att det fanns ett behov av ett annat rum, vilket
Gunnar Smolianskys lappkast ir ett exempel pi. Den foto-
grafi som inte var dokumentir utan mer handlade om att
forsoka synliggora eller skydda sitt eget férhéllande till verk-
ligheten eller virlden fanns ocksa med i det hir samman-
hanget. Men den var inte nodvindigtvis inskriven i en
konstkontext, utan snarare i dialog med olika fotografiska
traditioner, sdvil samtida som historiska. Det fanns ett be-
hov - som varit fortryckt — av den personliga berittelsen och
detta behov ér fortfarande stort.

Det intressanta ir att kampen var vildigt intensiv och att
den i hog grad manifesterades inom Fotograficentrums ramar.
Med Janne Fridlund och personerna han samlade omkring sig

HH: That photographic world was made up of various shades
of documentary photography. Partly by what could be de-
scribed as a misinterpretation of the concept of documentary
photography. A sort of naive conception that there is neither
a linguistic dimension nor that the photographer influences
the situation through his or her presence; instead it was
more or less about being a copying machine of reality. Many
people had that kind of perspective. And this first formula-
tion was developed at Biskops-Arné under Gote Ask’s lead-
ership. Even though the large EKOdok project in the
carly-gos included many other things, such as Carl-Johan
Malmberg’s text piece, it was characterised by this direction.
Sune Jonsson’s late photographic work at Visterbotten’s
museum can be considered a positive ideal. In parallel, there
was a kind of documentary photography developed by An-
ders Petersen and others that had an increasingly subjective
overtone during this period. It was more concerned with the
photographer in person and that his or her presence was
manifested in a clearer way, which I think is positive because
itis deeply problematic to speak on others’ behalf. There was
a contrast between the different directions, but still they
were quite an integrated group that above all else were driv-
en by political ideals that I, personally, never sympathised
with. I have never been a communist, on the contrary, but
many were communists or had communist sympathies, and I
have always been sceptical about these authoritarian and
uniform ideas.

However, the major conflict was between documentary
photographers on the one hand and art photographers on
the other. Gunnar Smoliansky belonged to the former and
his participation in Genom svenska igon (Through Swedish
Eyes) in 1978 was considered an act of betrayal. Before that,
he was an important photographer in the progressive move-
ment and delivered pictures for it in many different contexts.
But then he became something else. With Janne Fridlund as
Fotograficentrum’s chairman, art photography gained grea-
ter acceptance within the association. That Janne was, to a
high degree, a man of the Left presumably helped make it
possible. But Fotograficentrum didn’t change completely
and the documentary group who had once run the associa-
tion were still there. The conflict was about whether or not
Fotograficentrum, which was a national institution with
funds from the Swedish Arts Council, should have a decided
documentary character or make room for more forms of
photography. Naturally, this was also the background to the
changes they wanted the magazine to make, that it ought to
be open to other perspectives. It should, for example, be pos-
sible to publish Dawid’s work in Bildtidningen.

The distance between documentary photographers and
more artistically orientated ones could be vast at times. In
the early-8os, Leif Wigh tried to launch a new trend, but his
talk about intimism wasn’t, in my opinion, particularly rele-
vant to that time, but was mostly a construction. On the
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vidgades perspektivet och minga av de gamla dokumentaris-
terna kinde sig provocerade. De ifragasatte férindringarna
och det var manga hetsiga diskussioner. Det pigick linge och
jag kommer ihdg dcskilliga méten dir en kille frin Ronneby,
som representerade en lokalavdelning, alltid frigade: ”Du,
Hans, vad kommer gjutaren Ronny att tycka om det hir?” Till
slut blev det mer eller mindre ett skimt.

Det som hinde sedan — och det hir skedde pa bara nigra ér
— var att vi pd Konstfack bérjade intressera oss for den post-
moderna konsten och, som jag beskrev tidigare, att det fanns
bade en palist kritikergeneration och en del unga gallerister
som ocksa var kiinsliga for det nya. Nir det borjade produce-
ras intressanta verk, framféralle pa Konstfack, si fanns en
forstielse och man férde en dialog med det som hinde inter-
nationellt i samtiden just di. S4 surfade, kan man vil siiga,
hela den generationen rakt in i konstvirlden. Samtidigt var
det en kris och nir botten gick ur gallerivirlden uppstod
plotsligt ett skifte ocksd dir. Det som hinde var att minga
fotografer som hade kimpat hela sitt liv for ate bli accepte-
rade som konstnirer fick se yngre fotografer snabbt etablera
sig — men i en helt annan konstvirld, dit de inte omedelbart
fick tilltride. Det skapade en del bitterhet.

NO: Omstindigheterna du beskriver maste ha varit oerhére
gynnsamma for de inblandade aktérerna?

HH: Ja, absolut, och det ir viktigt att komma ihdg. Man ska
inte 6verdriva betydelsen av Akademin f6r fotografi. Det
brukar jag forsoka komma ihdg att siga, dven om det tar
emot. Det handlar inte i forsta hand om att vi gjorde ritt sa-
ker, utan att fotografin befann sig i en specifik situation och
blev en central del i de mest angeligna diskussionerna inom
samtidskonsten just di. Det som hinde var, enligt min me-
ning, att bide dokumentirfotograferna och konstfotogra-
ferna fick se sig sjilva i ett nytt ljus. Vad ska man siga - de
blev inaktuella och deras strivanden relativt ointressanta
och hela den nya generationen tog plats pa deras bekostnad.

NO: Det fotografiska filtet i Sverige ir inte sirskilt stort och
det tycks inte finnas plats for flera olika inriktningar samti-
digt. Nir ett synsitt dominerar blir de andra pé olika sitt
undantringda. Om man jimfér med USA, dir den fotogra-
fiska scenen ér betydligt storre, finns sjilvklart ocksa tenden-
ser och genrer som dr mer gynnande, men det far inte lika
omfattande konsekvenser.

HH: Det ir i och for sig inte ovanligt att en generation plots-
ligt blir passé, men hir skedde det kanske lite mer brutalt.
Nagra brukar inda hilla sig kvar, men det hir skiftet var sa
genomgripande och innehéll s minga aspekter.

NO: I Lika med var din roll redaktdérens men du har ocksé
agerat som curator.
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other hand, it was clear that another kind of space was
needed, of which Gunnar Smoliansky’s turnabout is one ex-
ample. That type of photography which was not documen-
tary, but was more about trying to visualise or protect your
own relationship to reality, or the world, was also included in
this context. But it wasn’t necessarily inscribed into an art
context, but rather in dialogue with various photographic
traditions, both contemporary and historical. There was a
need for the personal narrative, which had been supressed,
and that need remains strong.

What’s interesting is the extremely intense nature of the
struggle and to a large degree it was manifested within the
framework of Fotograficentrum. With Janne Fridlund and
the people he gathered around him, the perspective was bro-
adened and many of the old documentary group were pro-
voked. They questioned the changes and there were many
heated discussions. It went on a long time and I recall count-
less meetings where a guy from Ronneby, who represented a
local branch of the association, always asked, “But Hans,
what will Ronny from the foundry think about this?” In the
end, it more or less became something of a standing joke.

What happened next, and this occurred in just a few
years, was that we at the University College started getting
interested in postmodern art and, as I described earlier, there
was a generation of critics who had done their homework
and a number of young gallerists who also showed sensibility
for the new. When interesting work started being produced,
above all else from the University College, then there was an
understanding, and you had a dialogue with what was hap-
pening internationally at the present moment. So you might
say that’s how that whole generation surfed straight into the
art world. Simultaneously, there was a crisis and when the
bottom fell out of the gallery world, then a shift suddenly
occurred there too. What happened was that many photo-
graphers who had struggled all their lives for acceptance as
artists had to stand aside and see younger photographers ra-
pidly establishing themselves; but in a completely different
art world, one they were not immediately allowed to enter. It
created a lot of bitterness.

NO: The circumstances you describe must have been ex-
tremely favourable for those involved?

HH: Yes, absolutely, and it is important to remember. The
significance of Akademin fér fotografi mustn’t be exagger-
ated. I usually try to remind myself to mention it, even if it
seems contradictory. Primarily, it is not about us having
done the right things, but that photography found itself in a
specific situation and became a central part in the most ur-
gent discussions about contemporary art at that time. What
happened, in my opinion, was that both documentary pho-
tographers and art photographers had to see themselves in a
new light. What can you say: they passed out of date and



HH: Forutom pd Konstfack, dir vi producerade utstillningar
hela tiden, har det inte varit s& mycket. I forsta hand var det
vil Index som jag och Jan-Erik curerade tillsammans 1991.
Det var en utstillning som samlade upp de unga, eller sna-
rare nya och oetablerade, fotografer som stod for ett nytt for-
héllningssitt.

NO: Skillnaden mellan Lika med och Index ir pataglig. Den
forra kinnetecknas av sin bredd och det dr mer perspektivet
hos curatorn 4n verken som har en postmodern karakeir. I
den senare priglas dock bade utstillningsidén och aktérerna
av ett postmodernt tankesitt.

HH: Det stimmer och det kan forklaras med att Lika med
finansierades av SFF. Det fanns forstis ett tryck pa att all
fotografi skulle representeras och det ir en problematik med
den utstillningen som man inte ska bortse ifrdn. Jag méste
siga att jag — i efterhand - dr imponerad av Per B. Adolphsons
insats. Det kan inte ha varit litt att hantera alla viljor i for-
bundet, samtidigt som vi upplevde honom som vir motpart.
Han var tringd fran tvd hall.

NO: Det som hinder efter Lika med handlar mycket om att
fotografi inte ska behandlas som ett mediespecifikt omride.
Fotografiska museet upphor och integreras fullt ut i Moderna
museet, Fotograficentrum ombildas till Index och Akademin
for fotografi gir, som du redan berittat om, ett snarlikt 6de
till métes. Hur ser du pé denna foridndring i dag och vad har
hint med fotografin efter det postmoderna genombrottet?

HH: Jag var en av foresprikarna for forindringen och blev ett
slags mordingel i vissas 6gon. Det var manga bland fotogra-
ferna som var tillfreds med sakernas tillstind och tyckte att
Bildtidningen dntligen hade blivit en tidskrift for dem, men
sedan borjade den problematisera fotografi pa ett helt annat
sdtt 4n tidigare. Bdde nir det gillde Konstfack och Fotogra-
fiska museet kinde jag, som flera andra, att det inte fanns
nédgot skil att odla en mediespecifik kultur nir vi var del av
konstvirldens vidare sammanhang. I dag ser saken kanske
annorlunda ut. Hir om dagen liste jag i Marta Edlings stu-
die 6ver konsthogskolorna vad vi hade skrivit infér samman-
slagningen pa Konstfacket. Det handlade om att inte slinga
ut barnet med badvattnet och vikten av att behilla kun-
skapsmiljoerna som finns kring de respektive dmnena. Inte
for att de nodvindigtvis dr sd relevanta i samtiden, men dir-
for att de ackumulerar kunskap. Man har samlat och f6ljt hur
fotografin har omdefinierats 6ver tiden, dir finns historien
och referenserna och det dr dir man kan lira sig nigonting.
Det hir var vi oroliga fér nir sammanslagningen skulle ge-
nomforas. Och man ska halla i minnet att vi hade foreslagit
den hir sammanslagningen redan vid decennieskiftet 1990,
men den genomférdes inte forrin 1997. Konstfack var den
sista skolan som gjorde detta, dven om tanken antagligen

their struggles became relatively uninteresting, while this
whole, new generation took up space at their expense.

NO: In Sweden, the photographic field is not particularly
large and it seems there isn’t room for several different direc-
tions at once. When one outlook dominates, the others are
repressed in various ways. In comparison to the US, with a
significantly larger photography scene, there are, naturally,
trends and genres that are more favoured than others, but it
doesn’t have the same sweeping consequences.

HH: It is not uncommon, in itself, that a generation suddenly
becomes passé, but in this case, it maybe was a little more
brutal. Still, some usually manage to hang on, but this shift
was so radical and contained so many aspects.

NO: In Lika med your role was that of editor, but you have
also acted as curator.

HH: Besides the University College, where we produced exhi-
bitions all the time, it hasn’t been so often. First of all, there
was Index of course, that I and Jan-Erik curated together in
1991. It was an exhibition that gathered the young, or rather
new and unestablished photographers who represented a
new attitude.

NO: The difference between Lika Med and Index is apparent.
The former is characterised by its breadth and is more about
the perspective of the curator than works with a postmodern
character. However, a feature of the latter is that both the
exhibition concept and those involved have a postmodern
way of thinking.

HH: That’s correct and the explanation is that Lika med was
financed by SFF. There was, of course, pressure that all kinds
of photography should be represented and that is a problem
with the exhibition that you cannot escape. I must say, with
hindsight, that I am impressed with Per Adolphson’s efforts.
It could not have been easy handling all the different wishes
within the association, while at the same time we regarded
him as our opponent. He was under pressure from two direc-
tions.

NO: What happens after Lika med is that photography is no
longer treated as a medium-specific area. Fotografiska museet
ceases to exist and is fully integrated into Moderna museet,
Fotograficentrum is restructured into Index and Akademin
for fotografi, as you already mentioned, faced a similar fate.
What is your opinion of this change today and what has hap-
pened to photography after the postmodern breakthrough?

HH: I was one of the advocates for the changes and thus be-
came a sort of angel of death in certain eyes. There were
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vicktes dir foérst. Du borde diskutera det hir med Olof
Glemme eftersom han ir chef dir, men kunskapssamlande,
vad det giller fotografi, tycker jag har férsvunnit dirifrin
och det tror jag han héller med om. Det ir samma sak med
inlemmandet av fotografi i Moderna museet. Tanken var
inte fel, men man maste uppritthalla en kompetens och akti-
vitet inom mediet. Man kan inte bara inkludera det och se-
dan sluta odla det. Och det ir vil det som har hint pa flera
olika plan.

NO: Man kan konstatera att fotografins integrering i konst-
institutionen speglar mediets svaghet i férhallande till de
mer etablerade konstnirliga disciplinerna. Det handlar inte
minst om graden av exponering, resurser for inkép och ut-
stillningar, personal med amneskunskaper som ir vidare dn
den fotografi som definieras som samtida konst. Hur uppfat-
tar du att det fotografiska landskapet ser ut i dag, drygt tio ar
efter dessa genomgripande institutionella forindringar?

HH: Nir man ser samtida fotografi i dag ir det ndgot helt an-
nat dn vad det var under den perioden som vi har pratat om
nu. Det som hinde under slutet av nittiotalet var att fokus
forskots och konsten istillet kom att handla om sociala pro-
cesser och en social kritik, dir man bokstavligen ingriper och
péverkar skeenden. Jag tycker att det dr dir som de viktigaste
fragorna har stillts och i det sammanhanget har fotografiets
plats varit vildigt liten. Man kan nog séiga att fotografins kri-
tiska aspekt, som var vildigt stark under det postmoderna
genombrottet, i det nirmaste har upphért. Fotografin har i
hog grad reducerats till en ny salongskonst och den har, pre-
cis som mileriet, blivit ndgot att hiinga upp pa viggen hem-
ma. Allt det hir mirks ocksé i fotografiets sjilvforstielse och
pa det sitt man producerar verken. Sedan ett drygt ar driver
Olof Glemme och jag Fotografins hus och vir férhoppning
ir att kunna vidmakthalla ett kritiskt perspektiv. Aven vi dr
del av den allt starkare fetischisering av mediet som pagir,
men det innebir inte att man ocksd, pd olika sitt, kan vara
delaktig i de hir dynamiska sociala processerna. Fotografiet
kan fortfarande spela en roll, men det ir inte lingre pa ett
sjalvklart sitt i centrum for de intressantaste diskussionerna.
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many photographers who were satisfied with the way things
were and thought that Bildtidningen had finally become a
magazine for them, but then it started to problematise pho-
tography in a completely different way than before. Regard-
ing both the University College and Fotografiska museet, I
felt, like many others, that there was no reason to cultivate a
medium-specific culture when we were part of the art world’s
wider context. Perhaps it looks different now. The other day,
I read in Marta Edling’s study of art schools what we had
written prior to the merger with the University College. It
was about not throwing the baby out with the bathwater and
the importance of preserving the knowledge environments
that exist around the respective subjects. Not necessarily be-
cause they are so relevant in contemporary times, but be-
cause they accumulate knowledge. We have collected and
followed how photography has been redefined over time,
there is history there and references, and that’s where you
can learn something. We were concerned about this when
the merger was to be implemented. And it should be remem-
bered that we had proposed this merger way back in 1990,
but it wasn’t implemented until 1997. The University Col-
lege was the last school to do this, even though the idea had
actually been raised there first. You ought to discuss this with
Olof Glemme because he’s the senior master there, but the
collection of knowledge, regarding photography, has in my
opinion disappeared from there and I think he would agree.
It’s the same thing with the incorporation of photography
into Moderna museet. The idea wasn’t wrong, but you have
to maintain competence and activity within the medium.
You can’t just include it and then stop cultivating it. And
that’s surely what has happened on a variety of levels.

NO: You could say that photography’s integration into the
art institution reflects the medium’s comparative weakness
in relation to the more established artistic disciplines. Not
least, it affects exposure, resources for acquisitions and exhi-
bitions, personnel with knowledge about the subject that
goes beyond photography defined as contemporary art.
What is your perception of the photography landscape to-
day, almost ten years after these sweeping institutional
changes?

HH: When you look at contemporary photography today,
you see something completely different from the period we
have just been talking about. What happened in the late-gos
was a shift in focus and, instead, art became about social pro-
cesses and a social criticism, where you literally intervene
and influence the course of events. I think this is where the
most important questions have been posed and in that con-
text photography’s place has been quite small. You could cer-
tainly say that photography’s critical aspects, which were
very strong during the postmodern breakthrough, have prac-
tically faded away. To a large degree, photography has been



reduced to a new salon art and, just like painting, it has be-
come something to hang on the wall at home. All of this is
also apparent in photography’s self-understanding and in
the way work is produced. Since about one year ago, Olof
Glemme and I have been running Fotografins hus and our
hope is to uphold a critical perspective. We too are part of
the ever stronger fetishising of the medium that is occurring,
but that doesn’t also mean, in various ways, that you can
share in these dynamic social processes. Photography can
still play a role, but it is no longer the self-evident heart of
the most interesting discussions.
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SAMTAL MED ANNICA KARLSSON RIXON,
2011-02-23

NICLAS OSTLIND: Jag ir intresserad av att veta var du kom
ifran och var du befann dig i ditt arbete vid tiden for Lika med.

ANNICA KARLSSON RIXON: Jag gick ut Nordens Fotoskola
1988 och jobbade som assistent hos reklamfotografen Johan
Westin. Jag provade mig fram inom olika fotografiska disci-
pliner och ville helst jobba med mina egna projekt, men var
inte sjilvklart inne pa att bli konstnir. Jag kommer ju frdn en
annan tradition, ett annat fotografiskt tink.

NO: Hur skulle du beskriva det?

AKR: Anders Petersen ir ett bra exempel, 4ven om han nu
mer befinner sig i ett konstsammanhang. Reportagefotogra-
fin fanns nirvarande med tidningar som ETC, men jag var
vil egentligen inte s intresserad av det. Jag trodde det i bor-
jan, men det blev ndgot annat. Det var en brytningstid och
nir jag borjade pa Nordens var vi flera som gjorde verk som
inte horde till dokumentirtraditionen. Jag prévade mig
fram. Sommaren 1989 hade jag ett vikariat som pressfotograf
pé Goteborgs-Posten och dir triffade jag Annika von Hauss-
wolff. Hon var kopist och bildbehandlare och det var sa vi
blev bekanta med varandra. De ville att jag skulle vara kvar,
men jag tackade faktiskt nej och dkte tillbaka till Stockholm.
Redan sommaren aret innan hade vi startat ett nitverk for
kvinnliga fotografer i Norden med en utstillning i Oslo. Den
danska fotografen Anja Tollan var initiativtagare och det
fanns medverkande frin alla nordiska linder. Vir grupp i
Stockholm var mycket aktiv.

NO: Vilka ingick i den?

AKR: Det var jag, Barbro Forniker, Miriam Klyvare, Ulrika
Aling och nagra till. De gick i drskullen 6ver mig pa Nordens.
Aven Ann Mossberg var med en del. Barbro och jag startade
ett fotolabb ihop, och Ulrika jobbade som fotograf, numera
bildredaktor, pa tidningen 8 Sidor. Vi ir fortfarande vinner.

NO: Om du skulle beskriva Nordens Fotoskola, vad var det
for utbildning och vilken typ av praktik skolades man in i?

AKR: Nir jag gick dir var det flera av klasserna som var foto-
grafiskt starka. Det var ménga elever som redan jobbade som
fotografer, i forsta hand med reportage. Skolan var en klas-
sisk fotografutbildning och kom fran en uttalad dokumentir
tradition. De flesta som gick pd Nordens under de hir aren ir
fortfarande aktiva som framgangsrika frilansfotografer.

NO: Du beskriver hur du provade olika fotografiska genrer
och ingick i det kvinnliga nitverket. Vad jobbade du med da?
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CONVERSATION WITH ANNICA KARLSSON RIXON,
23 FEB 2011

NICLAS OSTLIND: I am interested to know more about where
you came from and where you were in terms of your work at
the time of Lika med.

ANNICA KARLSSON RIXON: I graduated from the Nordic
School of Photography in 1988 and worked as an assistant to
advertising photographer Johan Westin. I had tried various
photographic disciplines, but mostly wanted to work with
my own projects, but that didn’t necessarily mean I wanted
to be an artist. I certainly come from another tradition, an-
other way of thinking about photography.

NO: How would you describe it?

AKR: Anders Petersen is a good example, even though nowa-
days he is placed more in an art context. There was reportage
photography in magazines such as ETC, but I wasn’t really
that interested in it. I thought I was at first, but things turned
out differently. It was a time of transition and when I started at
the Nordic School several of us were making work that didn’t
belong to the documentary tradition. I moved forward by try-
ing different things. Summer 1989, I had a temporary job as a
press photographer at Goteborgs Posten and there I met An-
nika von Hausswolff. She was a copyist and picture processor
and that’s how we got to know each other. They wanted me to
stay, but I actually turned them down and went back to Stock-
holm. The previous summer, we had already started a network
for female photographers in the Nordic region with an exhibi-
tion in Oslo. Danish photographer, Anja Tollan, was the dri-
ving force behind it and participants came from all the Nordic
countries. Our group in Stockholm was very active.

NO: Who was involved?

AKR: There was me, Barbro Forniker, Miriam Klyvare, Ulri-
ka Aling and several others. They were one year ahead of me
at the Nordic School. Ann Mossberg was part of it too. Bar-
bro and I started a photo lab together and Ulrika worked as a
photographer; nowadays she’s a picture editor at magazine 8
Sidor. We are still friends.

NO: If you would describe the Nordic School of Photograp-
hy, what kind of education and practice was being taught?

AKR: When I went there, many of the classes were photo-
graphically strong. Many students already worked as photo-
graphers, primarily with reportage. The school gave a
classical education for photographers and came from a pro-
nounced documentary tradition. The majority of those who
attended the Nordic School during these years are still active
as successful freelance photographers.



AKR: Nir jag gick ut gjorde jag ett slags landskapsbilder under
broar med linga exponeringar, ganska kitschiga, faktiske,
men jag sokte efter ett nytt sprak. Men jag gjorde ocksé
manga portritt. Jag har alltid jobbat med portritt. Efter ut-
stillningen i Norge arrangerade kvinnliga fotografer i Norden
ett seminarium pa Samse i Danmark. D3 hade vi workshoppar
med Tuija Lindstrom, Nan Goldin, Raakel Kuukka frin Fin-
land och Diana Blok, en hollindsk fotograf. Infér seminariet
gick vi i Stockholmsginget ihop, det var Ulrika, Barbro, Mi-
riam, Katarina och jag, kanske ytterligare nigon mer, och
gjorde workshoppar med olika bestimda uppgifter.

NO: Vad kunde det handla om och hur gick ni tillviga?

AKR: Vi kontaktade personer inom olika kulturyttringar som
vi tyckte var roliga, det var Helene Billgren, Inger Edelfeldt,
Nancy och Carina, Suzanne Osten. Vi tyckte att det sakna-
des humor i fotografin, och utifran det bérjade jag jobba med
bilderna som senare visades pa Lika med. Det var ett slags
workshop-format och vi triffades en gdng i minaden om jag
inte minns fel.

NO: Var holl ni hus?

AKR: Barbro och jag hade morkrum i Breding och vi var ofta
dir. Det dr intressant att den labbvirlden inte alls finns pa
samma sitt i dag. Jag bodde ju dir ute nistan, och sov pa en
madrass pa golvet. Jag kopierade Unrirled 1-6 dir, firgkemi
med 6ppna skilar och utan ventilation. Trots att de i dag kan
tyckas ha nagot digitalt 6ver sig s& dr de handkopierade med
olika negativ och mallar.

NO: Hur kom du forst i kontakt med Iréne Berggren?

AKR: Hon undervisade pa skolan och var den enda som tog
upp den nya amerikanska fotografin, Cindy Sherman och
allt det som representerade nigonting annat. Aven den sur-
realistiska fotografin med Hans Bellmer. Hon gick tillbaka i
historien och plockade upp fotografi med en mer konceptu-
ell inrikening.

NO: S du upplevde att hon representerade nigot nytt?

AKR: Absolut. Hon var jitteviktig. Vi var ganska aktiva i var
workshop-grupp och vi kontaktade Iréne f6r att visa henne
vad vi holl pA med och da bad hon oss att komma upp. Bade
Marta Edling och Eva Hallin var dir kommer jag ihdg och vi
hade med oss varsin kartong med bilder.

NO: Vad hade du for bilder med dig?

AKR: Dels de mindre printrarna av Untitled, men jag ir osiker
pd om jag hade gjort alla sex delarna eller inte. Dels var det

NO: You described how you tried various photographic gen-
res and were part of the female network. What were you
working on at this time?

AKR: When I graduated, I was making sort of landscape pic-
tures under bridges with a long exposure, quite kitschy actu-
ally, but I was looking for a new language. But, I also took
many portraits. I have always worked with portraiture. After
the exhibition in Norway, the Nordic female photographers
organised a seminar on Samse in Denmark. We had work-
shops with Tuija Lindstrém, Nan Goldin, Raakel Kuukka
from Finland and Diana Blok, a Dutch photographer. Prior
to the seminar, the Stockholm group got together, including
Ulrika, Barbro, Miriam, Katarina and me, maybe some oth-
ers too, and held workshops with various distinct tasks.

NO: What could it involve and how did you go about it?

AKR: We contacted people in different cultural manifesta-
tions who we thought were fun; there was Helene Billgren,
Inger Edelfeldt, Nancy and Carina, Suzanne Osten. We
thought that photography was lacking humour, and that’s
how I started working on the pictures that were later shown
in Lika med. It was a sort of workshop format and we met
once a month, if I remember correctly.

NO: Where did all this take place?

AKR: Barbro and I had a darkroom in Breding and we were the-
re often. It’s interesting how that lab-world doesn’t exist at all
today in the same way. I practically lived out there and slepton a
mattress on the floor. I made the prints for Untitled 1-6 there,
with colour chemicals in open trays and no ventilation. Despite
looking now like there is something digital about them, they
were printed by hand using different negatives and templates.

NO: How did you first get in touch with Iréne Berggren?

AKR: She taught at the school and was the only one who
talked about the new American photography, Cindy Sher-
man and all that represented something different. Even sur-
realist photography with Hans Bellmer. She delved into the
history and plucked out photography that was more concep-
tually orientated.

NO: So you felt that she represented something new?

AKR: Absolutely. She was extremely important. We were
quite active in our workshop group and contacted Iréne to
show her what we were up to and that’s when she asked us to
come up. Both Marta Edling and Eva Hallin were there, I
remember, and we each had our own cardboard boxes filled
with pictures.
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nog turistserien som visades i utstillningen Index. Férresten
s tror jag att nagon av de bilderna ocksé var med i Lika med.

NO: Du prévade olika genrer och steget frin reportagefoto-
grafin till det du gjorde dé idr ganska stort. Vad hade du fitt
dina impulser ifrin?

AKR: Jag limnade reportaget redan under skolan och fort-
satte med nigot slags sokande. Jag hade ingen kontakt med
konstvirlden, men det fanns personer som sikert spelade en
viktig roll, som till exempel Tuija Lindstrom.

NO: Hade du nigra internationella influenser?

AKR: Inte forrin Iréne introducerade oss som jag kommer
ihdg det nu i alla fall. Jag reste inte sdrskilt mycket nir jag
gick pi Nordens. Skolan hade ett samarbete med Prag och vi
var dir i tva veckor och fotade, mest street photography”.

NO: Bilderna du visade for Iréne ir i firg vilket innu inte var
s& vanligt. Du gjorde alltsd dem sjilv?

AKR: Ja, jag kopierade allting sjilv. Det var mycket hantverk
pé skolan och jag dgnade tre &r at att kopiera svartvite, sd det
var nigot jag verkligen kunde. Men bra firgfilm och fram-
kallningsmojligheter bérjade komma och Stefan Ohlsson,
som var min huvudlirare, ir ju teknikkungen. Han introdu-
cerade allt nytt.

NO: Hur skulle du beskriva bilderna som du presenterade vid
det hir tillfillet - vad var det och hur hade de kommit till?

AKR: De ir helt associativt framkomna, faktiskt. Om jag
skulle koppla bilderna till en tradition som intresserade mig
sd var det inte den amerikanska feministiska eller den foto-
grafi som har skrivits in i ett feministiskt resonemang. Det
var snarare surrealismen som var min stora inspirationskilla,
bade som mileri och fotografi. Jag hade inget verbaliserat
koncept kring bilderna, men de blev ju mottagna pi ett visst
sitt. Det fanns ett uppror i bilderna, absolut. Jag kiinde det
nir jag gjorde bilderna, att det var ett slags protest mot en
manlig fotografitradition.

Untitled bestir av de sex bilder som senare koptes in av
Moderna. Det blev varken mer eller mindre. Jag hade kopie-
rat den Iréne sig pa ett vanligt 24 x 30 cm-papper men nir
den skulle stillas ut gjordes en stor version. Den dr 1 x 1 m
eller nagonting i den stilen. Jag kopierade inte den sjilv och
den ir faktiskt ganska ful.

NO: Vilken roll spelar processen for dig?

AKR: For mig hinder det mycket vid kopieringen och de
flesta av mina verk har jag framstille sjilv. Serien Truckers and
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NO: What pictures did you bring?

AKR: Some of the smaller prints for Untitled, however I am
unsure whether I had made all six parts or not. And then
probably the tourist series that had been shown in the Index
exhibition. By the way, I think one of those pictures was also
in Lika med.

NO: You tried various genres and the step from reportage
photography to what you were doing is quite big. Where did
you find your inspiration?

AKR: I stopped doing reportage while at the school and car-
ried on with a kind of inquiry. I had no contact with the art
world, but there were people who certainly played an im-
portant role, for example Tuija Lindstrom.

NO: Did you have any international influences?

AKR: Not until Iréne introduced us to them, at least that’s
how I recall it now. I didn’t travel particularly much when I
went to the Nordic School. They had a collaboration with
Prague and we went there photographing for two weeks,
mostly “street photography”.

NO: The pictures you showed Iréne are in colour, which still
wasn’t so common. Did you make them yourself?

AKR: Yes, I made all the prints myself. There was a focus on
handicraft at school and I spent three years printing black
and white, so it was something I could really do well. But
good colour films and processing opportunities started
emerging and Stefan Ohlsson, who was my senior teacher, is
a real technical guru. He introduced us to everything new.

NO: How would you describe the pictures you presented on
this occasion: what was it and how had they come about?

AKR: They are completely associative actually. If I would con-
nect the pictures to a tradition that interested me, then it
wouldn’t be American feminism or photography that has been
inscribed in feminist reasoning. Instead, it was surrealism that
was my great source of inspiration, both in painting and photo-
graphy. I had no verbalised concept for the pictures, but indeed,
they were received in a certain way. There was a rebellion to the
pictures, absolutely. I felt that when I made the pictures: a sort
of protest against the male photography tradition.

Untitled consists of the six pictures that were acquired by
Moderna at a later date. It was neither more nor less. I had
printed what Iréne saw on ordinary 24 x 30 ¢cm paper, but a
large version was made when it was going to be exhibited. This
is 1 x 1 m or something in that style. I didn’t make the prints
myself and actually it is rather ugly.



Others (1994-98) ir ett exempel pa den betydelse framstill-
ningen har och dven om jag utgér frin en idé eller en tanke sa
hinder det som regel vildigt mycket i sjilva arbetet.

NO: Om vi backar till 4ren kring 1990, hur togs verket emot
och vad blev det for diskussioner?

AKR: Som jag minns det var Iréne och de andra vildigt entu-
siastiska, de tyckte att bilderna representerade nigot nytt.
Verket blev otroligt uppmirksammat och jag fick en forfri-
gan om att stilla ut pd Galleri Index tillsammans med Pauli-
na Wallenberg-Olsson.

NO: Iréne Berggren, Marta Edling och Eva Hallin var konst-
vetare och introducerade en postmodern begreppsapparat
for tolkning och meningsproduktion. Hur aktuell var den
for dig och hade du list likartad teoretisk litteratur?

AKR: Absolut inte. Jag hade inte list nidgonting mer in Si-
mone de Beauvoirs Det Andra kiner. Och en hel del sjuttio-
talslitteratur sisom Kvinnorummer och Réidd att flyga. Jag hade
ingen teoretisk utbildning. Vi hade ju knappast fotohistoria
pa skolan. Jag liste Det ljusa rummet, Susanne Sontags Om fo-
tografi och Gisele Freunds bok Fotografi och samhdlle, det vet
jag att vi hade som kurslitteratur. Jag minns en lirarvikarie
pa Biskops-Arno som vinde alla diabilder at fel hill i sin fo-
reldsning. Det var inte sdrskilt mycket tonvikt pa teori och
historia, helt enkelt. Jag kom i princip direkt frin gymnasiet
och, efter att ha rest nagot ér, gick jag pA GFU. Dir stannade
jag en termin och dkte sedan till Géteborg. Nir jag borjade
pa Nordens Fotoskola var jag bara 21.

NO: Trots de skilda utgingspunkterna, teoretikernas och
praktikerns, méttes ni kring frigor om bland annat kon-
struktionerna av kon och genus. Hur ser du pa det?

AKR: Skillnaderna behover inte vara sd stora, och f6r mig var
gestaltandet ett uttryck likvirdigt med andra former av intel-
lektualiserade. Jag kom in lite frin sidan skulle man kunna
siga och de hir kontakterna blev vildigt viktiga f6r mig. Mo-
tena gjorde ocksa att jag ganska snabbt kom in i en milj6 dir
jag kunde utvecklas. Det fanns en vildigt stark drivkraft i
mig, men ocksa tillsammans med de andra i Féreningen f6r
kvinnliga fotografer som blev min bas. Det fanns ett driv,
inte alltid tydligt formulerat om att man skulle stilla ut eller
s, men en vilja att gora nagot.

NO: Beriitta mer om foreningen.

AKR: Minga kom fran Nordens Fotoskola, men snart blev
det ocksa andra och ett tag hade foreningen runt 120 med-
lemmar. Det var kvinnliga fotografer som sokte kvinnliga
forebilder och vi bildade ett nitverk. Seminariet som jag

NO: What role does the printing process have for you?

AKR: For me, a lot happens when making the prints and I
have produced most of my work myself. The series Truckers
and Others (1994-98) is one example of the importance of the
printing process and even if I start with an idea or a thought,
as arule a lot happens during the actual work.

NO: If we return to the years around 1990, how was the work
received and how was it discussed?

AKR: As I recall, Iréne and the others were very enthusiastic:
they thought the pictures represented something new. The
work attracted an incredible amount of attention and I was
asked to exhibit at Galleri Index along with Paulina Wallen-
berg-Olsson.

NO: Iréne Berggren, Marta Edling and Eva Hallin were art
experts and introduced a postmodern conceptual apparatus
for interpretation and the production of meaning. How topi-
cal was this for you and had you read theoretical literature of
a similar nature?

AKR: Absolutely not. I hadn’t read anything more than Si-
mone de Beauvoir’s The Second Sex. And lots of literature
from the 7os such as The Women’s Room and Fear of Flying. 1
had no education in theory. We barely had any history about
photography in the school. I read Camera Lucida, Susanne
Sontag’s About Photography and Gis¢le Freund’s book Photo-
graphy and Society, which T know we had in our course litera-
ture. I remember a substitute teacher at Biskops-Arné who
turned all the slides the wrong way round for his lessons.
Quite simply, there wasn’t a lot of emphasis on theory and
history. I practically came straight from high school and, af-
ter travelling about for a few years, went to GFU. I stayed
there one semester and then went to Gothenburg. When I
started at the Nordic School of Photography, I was just 21.

NO: Despite differing points of departure for the theorists
and the practitioners, you meet on matters regarding the
constructions of gender, among other things. What is your
opinion?

AKR: The differences don’t have to be so great and for me
creation was an expression equal to other forms of intellec-
tualisation. You might say I came a little from left field and
these contacts were really important for me. The gatherings
also meant that I quickly found myself in an environment
that promoted my development. There was quite a strong
drive within me, but also together with the others in the as-
sociation for female photographers, which became my base.
There was a driving force, not always clearly formulated as
an exhibition or such, but a desire to do something.
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nimnde tidigare var vildigt viktigt. Jag minns ocksa att Nan
Goldin skillde ut mig. Hon tyckte att mina bilder var virde-
16sa, konstlade och fyllda med ”props”, rekvisita. Hennes
utgangspunkt var dokumentirfotografins.

NO: Nir borjade du pé ett mer aktivt sitt arbeta med teore-
tiska referenser?

AKR: Framforallt nir jag flyttade till Kalifornien. Jag sokte
mig dit for att jag ville bilda mig. Det var 1994. Jag fick ett
stipendium att vistas piA Headlands Center for the Arts, och
aret efter borjade jag CalArts. Men redan hemma hade jag 6ljt
Lars O. Ericssons och Sven-Olov Wallensteins foreldsningar pa
Konstfack, och redan i borjan av nittiotalet hade jag borjat lisa
mycket mer teoretiskt inriktade texter.

NO: Om vi atervinder till Lika med. Hur gick urvalet och for-
beredelserna till som du minns saken?

AKR: Jag vet att jag triffade Iréne dé, den gangen, sedan tror
jag att hon var ute i Breding ocksa. Utstillningen blev ju vil-
digt diskuterad, men jag har inget minne av att jag var sir-
skilt delaktig.

NO: En av bilderna du visade fick stort utrymme i medierna
och blev ett av utstillningens nyckelverk.

AKR: Det var vil ndgonting nytt i svensk fotografi, och det
var forsta gingen den stilldes ut. Senare pi hosten visades
hela serien p Index, dé i sitt slutgiltiga format 40 x 40 cm.

NO: Under slutet av attiotalet fick ramarna en allt mer fram-
tridande roll. Hur hade du 6st inramningen?

AKR: I Lika med hade fotografiet en vit triram. Sedan hade
jag dem pa vitmélade skivor som var 40 x 180 ¢m med bil-
derna infillda. Nir de visades pa Index stod skivorna i en
halvcirkelform pd évervaningen och presenterades som en
installation, men nir Jan-Erik Lundstrém kopte in serien till
Moderna sé gjorde vi om ramarna till vita boxar.

NO: Hur uppfattade du Lika med?

AKR: Jag var ganska konfunderad 6ver mingden, det var ju
200 bilder eller ndgot sidant, och att det var si fa bilder av
varje fotograf. Jag minns att jag reagerade negativt pa det och
att det kanske var en f6r bred inventering for att verkligen
sdga ndgonting. Sedan fanns ett ganska lost ramverk kring
det hela, dir grupperingarna kindes palagda. Man kanske
ville ta upp en diskussion om fotografi som egentligen hade
ganska lite med verken att géra. De medverkande fotogra-
ferna kom frin olika héll och det var vildigt blandat.
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NO: Tell me more about the association.

AKR: Many came from the Nordic School of Photography,
but soon there were others and at one point the association
had around 120 members. These were female photographers
seeking female role models and we built a network. The se-
minar I mentioned earlier was very important. I also remem-
ber being told off by Nan Goldin. She thought my pictures
were useless, affected and filled with “props”. Documentary
photography was her starting point.

NO: When did you start working in a more active way with
theoretical references?

AKR: Above all, when I moved to California. I was there be-
cause I wanted to get educated. That was 1994. I received a
scholarship to stay at Headlands Center for the Arts and the
year after that I started at CalArts. But already at home I had
followed the lectures by Lars O. Ericsson and Sven-Olov
Wallenstein at the University College, and even in the early-
9os I had started reading more theoretical texts.

NO: Let us get back to Lika med. As you remember it, how
did the selection process and preparations take place?

AKR: I know I met Iréne then, that time, and I think she
came out to Breding as well. The exhibition was hotly deba-
ted, of course, but I have no recollection that I was parti-
cularly involved.

NO: One of the pictures you exhibited was given a lot of spa-
ce in the media and became one of the exhibition’s key
works.

AKR: That was certainly something new for Swedish photo-
graphy, and it was the first time it had been exhibited. Later
that autumn the entire series was shown at Index, then in its
definite 40 x 40 cm format.

NO: In the late-80s, frames were playing an increasingly pro-
minent role. What was your solution to framing?

AKR: In Lika med the photograph had a white wooden frame.
Then I had them on white-painted panels 40 x 180 cm with
the pictures set in relief. When they were shown at Index the
panels were mounted in a semicircular design on the upper
floor and presented as an installation, but when Jan-Erik
Lundstrom acquired the series for Moderna we changed the
frames to white boxes.

NO: What was your perception of Lika med?

AKR: I was rather bewildered by the quantity, 200 pictures or



NO: Hade ni nagra samtal om tolkningen av ditt verk och om
hur det skulle hinga?

AKR: Jag vet att vi diskuterade skirmarna som anvindes.
Som jag minns saken var inte Iréne heller sirskilt nojd. Vi
pratade en hel del om det och att hon ville turnera utstill-
ningen men att det inte var s litt. Jag kommer inte ihig att
vi diskuterade sa mycket annat. Hon frigade sikert mig, men
jag var inte si formulerad och inte heller van att befinna mig
iett sidant sammanhang.

NO: Var det din forsta utstillning efter utbildningen?

AKR: Nej, jag hade haft en utstillning pd Wadkopings konst-
hall i Orebro med svartvita fotografier. Det var stilleben och
andra bilder, och de var vildigt fina, faktiskt. Gjorda med
négot slags "Tuijakopiering” som var vanlig p skolan. Man
hade olika typer av adhesivpapper framfér bilden nir den
kopierades for att fa ett mjukare uttryck.

NO: Hur sig du pa mottagandet av ditt verk?

AKR: Jag kan nog blanda ihop det med presentationen pé In-
dex, eftersom de dgde rum s titt inpd varandra och det var
samma verk, men jag fick ju otroligt mycket respons. Sara
Arrhenius skrev i Aftonbladet och tidningen hade dragit upp
bilden med koénet och blomman pé en och en halv sida. Det
var chockartat. Och jag minns vildigt vil att man anordnade
ett samtal pd Index med mig, Paulina och Tom Sandqvist.
Det var alltsa inte under Lika med, men det var ju samma
period. Tom talade med en begreppsvirld som var fullkom-
ligt frimmande for oss. Han stillde massa teoretiska frigor
och drog ivig sa det blev aldrig nigot egentligt méte. Vi re-
sponderade, vi var ju unga och ganska kaxiga. Marta Edling
var dir. Jag kommer tydligt ihag att hon gick in och tog tag i
saker och styrde upp det fran publiken. Det fanns hos Marta,
och Iréne och nigra andra, en vilja att férena teori och prak-
tik, att de skulle ha med varandra att gora.

NO: Vad innebar det for dig att bli uppmirksammad och fa
dina arbeten kritiskt granskade och tolkade?

AKR: Helt plotsligt blev jag inbjuden till en massa utstill-
ningar. Det var jitteviktigt och det var dé jag kinde att jag
kom fram till vad jag ville arbeta med. For mig var det verk-
ligen ett bekriftande av att ha hittat rite miljo, rite sitt att
arbeta pa.

NO: Hur skulle du beskriva den miljén, vad var det du hitta-
de hem dill?

AKR: Jag kanske snarare hamnade mitt emellan tvd samman-
hang, eftersom mina fotografvinner inte kom med i den végen.

something like that, and so few pictures by each photo-
grapher. I remember reacting negatively to that and thin-
king maybe the selection was too broad to really say
anything. Then there was quite a loose framework to eve-
rything, those groupings felt superimposed. Perhaps it wan-
ted to create a discussion about photography that actually
had very little to do with the works. The photographers in-
volved came from everywhere and it was very mixed.

NO: Did you talk about the interpretation of your work and
how it would be hung?

AKR: I know we discussed the screens that were going to be
used. As I remember it, Iréne wasn’t particularly satisfied
either. We spoke about it a lot and how she wanted the exhi-
bition to tour but that was easier said than done. I don’t re-
member us discussing much else. She probably asked me, but
I wasn’t so articulate and not used to finding myself in such
circumstances.

NO: Was it your first exhibition after graduating?

AKR: No, I had an exhibition at Wadképing’s konsthall in
Orebro of black-and-white photographs. Still life and other
pictures that were quite lovely really. Made as a kind of “Tu-
ija print” which was common at school. You put different
kinds of adhesive paper over the picture, as it was printed, to
give a softer impression.

NO: What was your opinion regarding the reception of your
work?

AKR: I can get it mixed up with the presentation at Index,
because they were so close together and it was the same
work, but the response was incredible. Sara Arrhenius wrote
in Aftonbladet and the newspaper published the picture with
the genitals and the flower blown up across one-and-a-half
pages. It was shocking. And I remember very well an artists’
talk held at Index with me, Paulina and Tom Sandqvist. It
wasn’t during Lika med, but it was the same period. Tom
spoke in conceptual terms, which were completely foreign to
us. He posed lots of theoretical questions and went off in
that direction, so there never was any genuine meeting. We
responded, after all we were young and rather cocky. Marta
Edling was there. I clearly remember how she got involved in
the debate and led things from the audience’s side. Marta, as
well as Iréne and several others, had a real desire to reconcile
theory and practice, that they should to be relevant to each
other.

NO: What did it mean for you to gain recognition and have
your work critically reviewed and interpreted?
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Det var egentligen bara jag frin skolan som tog ett kliv in i
konsten pid det sittet. Och samtidigt var jag ju inte riktigt
med, jag var inte inskolad i konstvirlden. Aven om jag kinde
Annika von Hausswolff pi Konstfack si hade hon precis bor-
jat. Jag kommer ihdg att Gertrud Sandqvist sa till mig att jag
maste triffa Lotta Antonsson. Hon hade gitt ett eller tva r.
Jag hade ingen aning om vem hon var di, men Lotta och jag
jobbade pa ett liknande sitt. Jag var tillsammans med Felix
som gick pa mobeldesign pd Konstfack, si jag var dir en hel
del och sag fotos utstillningar. Jag triffade ocksd Katrine
Helmersson och vi blev vinner och gjorde ett verk tillsam-
mans for konstmissan.

Men det var egentligen bara nigra ar som jag var kvar i
Sverige - 1994 flyttade jag till USA. Jag kiinde starke att jag
behévde ett andrum f6r att kunna utvecklas. Jag ville vidare-
utbilda mig och det var bland annat nigot med féreldsnings-
formen i Sverige som jag hade svért for.

NO: Helt nyligen sig jag kompendiet for kursen om postmo-
dernism som anvindes pa Konstfack under slutet av ttiotalet.
Det ir flera hundra stencilerade sidor och kompendiet ger en
kinsla av att man upplevde ett behov av att orientera sig och
snabbt ta igen kunskap som pa andra stillen, till exempel i
USA, ackumulerats 6ver tid.

AKR: Ja, det var bra att det fanns, verkligen, men pa CalArts
fann jag en annan typ av undervisning, som passade mig
vildigt mycket bittre. Den var inte mindre teoretisk, pa nagot
sitt, det var mycket mer teori, men annorlunda upplagd.
Teorin och praktiken var mer integrerade.

NO: Vad hade du for lirare?

AKR: Mitt forsta mote var med Allan Sekula, men nir han
somnade pa handledningen s bytte jag handledare. Till hans
forsvar kan sigas att han haft fyrtio studenter den dagen. Jag
bytte ocksd program frin fotografi till fri konst. Det hade
egentligen bara att gora med att jag fick en mycket bittre
ateljé, jag tog fortfarande samma kurser. Lirarna var bade
teoretiker och praktiker pd samma ging, Allan, Tom Law-
son, som ir en malare frin Glasgow som ocksa skriver, Mi-
chael Ascher, Millie Wilson, Kaucyla Brooke, Simon Leung,
Ellen Birrell. Det var manga.

NO: Om vi dtervinder lite till forhillandena i Sverige. En ny
typ av konstscen tar form som bland annat kinnetecknas av
att den pa olika sitt arbetar med fotograf, vilket gor att det
hinder nigonting i synen pa fotografi och att vara fotograf
dven inom den traditionella fotovirlden.

AKR: Absolut. Jag var ju med pa flera méten pd Fotografi-

centrum nir folk satt och skrek. Det var vildigt hetsigt och
starka kinslor.
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AKR: All of a sudden, I was invited to participate in lots of
exhibitions. It was very important and that was when I knew
I had discovered what I wanted to work with. For me it really
confirmed that I had found the right environment, the right
way of working.

NO: How would you describe that environment and what
made you feel at home there?

AKR: Perhaps it’s more accurate to say that I was in the midd-
le of two contexts, since my photographer friends didn’t ride
that wave. It was really just me from school who stepped into
the art world that way. And at the same time, I wasn’t really
part of it, I wasn’t acclimatised to the art world. Even though
I knew Annika von Hausswolff at the University College, she
had only just started. I remember Gertrud Sandqvist said to
me that I had to meet Lotta Antonsson. She’d already been
studying one or two years. I had no idea who she was then,
but Lotta and I worked in a similar way. I was together with
Felix, who was studying furniture design at the University
College, so I was there quite a bit and saw the photo exhibi-
tions. I also met Katrin Helmersson and we became friends
and did a piece together for the art fair.

Actually, I only remained in Sweden for a few more years:
I moved to the US in 1994. I strongly felt the need to get
some space for my development. I wanted to further my edu-
cation and there was something about the lecture format in
Sweden that I couldn’t stand.

NO: Just the other day, I saw the course compendium for
postmodernism as used at the University College in the late-
8os. It consists of several hundred stencilled pages and gives
a feeling that there was a need to orientate oneself and quick-
ly acquire the knowledge that other places, for example the
US, had accumulated over time.

AKR: Yes, it was good that it existed, really, however at Ca-
[Arts I found another type of tuition, which suited me much
better. It was no less theoretical, in some ways more so, but
the set up was different. Theory and practice were more inte-
grated.

NO: Who were your teachers?

AKR: My first meeting was with Allan Sekula, but when he
fell asleep during teaching, I changed supervisor. In his de-
fence, I can say he had forty students a day. I also switched
programmes from photography to art. Actually, it only
meant getting a much better studio, I still took the same
courses. The teachers were both theorists and practitioners
at the same, Allan, Tom Lawson, a painter from Glasgow
who writes too, Michael Asher, Millie Wilson, Kaucyla
Brooke, Simon Leung, Ellen Birrell. There were many.



NO: Vad uppfattade du var de brinnande frigorna?

AKR: Den stora frgan var, tror jag, och det kidnns helt be-
fingt nu efterit, mellan det dokumentira berittandet och
det iscensatta. DA sdgs det som ndgot konstruerat och falske.
Man var ocksa vildigt kritisk mot teoretiseringen av det fo-
tografiska. Sedan tror jag att det handlar mycket om att den
krets som har dominerat ett omrade vildigt linge bevakar
sina positioner. Reaktionerna var nog inte alltid s& genom-
tinkta, egentligen.

NO: Aven om det fanns starka kvinnliga aktérer sa var Foto-
graficentrum och den dokumentira kretsen manligt domi-
nerad. Tror du att det spelade nagon roll for konflikterna att
det fanns en feministisk orientering i det nya?

AKR: Det var inte vi som drev den konflikten, utan det var
personer i ledningen for Fotograficentrum. Det var snarare
s& att mannen, Hans Hedberg, Sven Westerlund och Lars O.
Ericsson, lyfte fram mig, Lotta Antonsson, Annika von
Hausswolff och Maria Miesenberger. Vi hade inte nagra po-
sitioner och det var ingen av oss som var direkt engagerade i
striderna. Jag tror inte heller att vér férening med kvinnliga
fotografer var nigot hot pi det sittet. Vi kom ju frin den
dokumentira virlden och den teoretiska feminismen kom
frdn ett mer akademiskt hill med Sara Arrhenius, Cecilia
Sjoholm och Maria Lind, men ocksi Iréne, Eva och Marta.
For mig var det jitteviktigt att fi de kontakterna. Det var
mycket viktigare for mig in att hitta andra konstnirer. Att
det fanns en miljé dir man diskuterade, bland annat foto-
graf, pd ett annat sitt in vad jag var van vid.

NO: Det ir tydligt att det inom den postmoderna samtids-
konsten fanns aktoérer med en djupare forankring i den foto-
grafiska kulturen och att det ir en tradition som pa flera sitt
skiljer sig frin den 6vriga konstvirlden. Vi kan dterkomma
till det, men nittiotalet innebar ocksé en tilltagande interna-
tionalisering. Vad lockade med USA och vad innebar vistel-
sen dir for dig?

AKR: Efter Lika med blev jag inbjuden till flera grupputstill-
ningar om samtida konst bland annat Stérning, som curerades
av Annika Ohrner pa Riksutstillningar, Hem —en studie i poli-
tik pd Index och Se mdanniskan pa Liljevalchs. Dir visade jag
Hetdrerna som var ett nytt och digitalt arbete. Jag var i USA
som 19-4ring och hade en drém om att studera dir. Katrine
Helmersson uppmuntrade mig att soka PS1 i New York, fast
det aret fick Ann-Sofie Sidén stipendiet. Men sommaren
1993 kérde jag omkring pa Osterlen och sprang pa Bosse
Nilsson pi Kiviks marknad. Han satt i Bildkonstnirsfondens
styrelse, och frigade om jag sokt Headland. Det hade jag
inte. Visserligen hade jag fatt flera arbetsstipendier men
trodde inte att jag var tillrickligt kvalificerad fér att kunna 3

NO: Let us return to conditions in Sweden. A new kind of art
scene takes shape, which among other things is characterised
by various ways of working with photography, which means
something happens to the way photography is viewed and to
being a photographer, even in the traditional photography
world.

AKR: Absolutely. I attended several meetings at Fotografi-
centrum, when people sat there screaming. It was really hot
tempered and passionate emotions.

NO: What did you perceive were the burning issues?

AKR: The big issue, I think, and it seems totally ridiculous in
hindsight, was between the documentary narrative and the
staged. It was viewed as something constructed and false.
They were also very critical of the theorisation of the photo-
graphic. And as well, I think it had a lot to do with that circle
who had dominated an area for so long and were guarding
their positions. Certainly, the reactions were not always
carefully considered.

NO: Even though there were strong female figures, Fotogra-
ficentrum and the documentary circle were dominated by
men. Do you think that a feminist orientation in what was
new played some role in the conflicts?

AKR: We weren’t the ones powering the conflict, it was the
others in leadership roles at Fotograficentrum. It was the
men, Hans Hedberg, Sven Westerlund and Lars O Ericsson,
who lifted me up, along with Lotta Antonsson, Annika von
Hausswolff and Maria Miesenberger. We didn’t have any po-
sitions and none of us were directly engaged in the fighting.
Also,Idon’t believe our association of female photographers
was any threat in that way. We came from the documentary
world and theoretical feminism came from a more academic
direction with Sara Arrhenius, Cecilia Sjoholm and Maria
Lind, as well as Iréne, Eva and Marta. For me it was crucial to
make these contacts. It was more important for me than
finding other artists. That there was an environment where
you discussed things, including photography, in a different
way than I was used to.

NO: It is clear that within postmodern contemporary art
there were those with deeper roots in photographic culture
and it is a tradition that differentiates itself in many ways
from the rest of the art world. We can get back to this later,
but the gos also meant growing internationalisation. What
was the attraction to the US and what did your stay mean to
your

AKR: After Lika med 1 was invited to participate in several
group exhibitions of contemporary art, including Stdrning
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ateljéstipendierna. Bosse sa att jag skulle soka. Jag skickade
in materialet och fick stipendiet. Det var otroligt viktigt for
mig. Jag triffade minga konstnirer och borjade leta efter
skolor. Flera rekommenderade CalArts sé jag hyrde en bil
och dkte ner till Los Angeles. Jag kunde inte titta pa skolan
for den hade kollapsat under jordbivningen, men jag pratade
med flera lirare och kinde att det nog var dir jag ville gi. Jag
besokte dven UC Irvine och triffade Cathy Opie dir. 1995
sokte och borjade jag pd CalArts och i Los Angeles medver-
kade jag i olika konstnirsdrivna sammanhang. Man ordnade
utstillningar i garage och pa hotell och det var otroligt roligt
och stimulerande. Jag arbetade dven med ett kommersiellt
galleri, Angels Gallery, och hade en separatutstillning dir,
men efter flytten tillbaka till Sverige blev det inget fortsatt
samarbete.

NO: Hur linge var du borta?

AKR: Sammanlagt runt fem ar. Jag akte hem for att vicka for
Tuija pa Fotohogskolan i augusti 1999. Skulle bara vara hem-
ma ett &r men blev kvar.

NO: Lika med innebar ett genombrott for den fotobaserade
konsten och den foljdes av en rad utstillningar som presen-
terade samtida tendenser. Hur sag situationen ut nir du kom
tillbaka till Sverige?

AKR: Det si kallade nordiska undret hade intriffat och konst-
nirer i min generation stillde ut internationellt mycket mer.
Svensk och skandinavisk konst var ju faktiskt stor di. Jag
hade triffat manga som kom 6ver till USA. Bide Lotta An-
tonsson och Annika von Hausswolff var dir i perioder, och
Henrik Hikansson och Johan Zetterqvist och Ingrid Eriks-
son och ménga fler. Det var jittemycket som hinde under de
dren, fotografiet fick en allt starkare position och det var
framférallt manga kvinnor, inte bara inom fotografin utan
ocksd videokonsten. Det var antagligen inte lika inmutade
omraden si det fanns mojlighet att komma in dir, men dven
klassperspektivet spelade roll.

NO: Hur tinker du di?

AKR: Minga av oss som holl pd med fotografi och gjorde en
karriir inom konstvirlden kom fran arbetarklassen, si det
perspektivet finns i den generationen.

NO: Det iir intressant att du siger det. Mitt intryck ir att fo-
tografin generellt sett priglas av aktorer med forhillandevis
lag utbildningsniva och att man i jimforelse med aktorerna
pa konstfiltet kommer frin en ligre social bakgrund.

AKR: Det var inget som man pratade om di men det var si,
tror jag.
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(Disturbance), curated by Annica Ohrner at Riksutstillnin-
gar, Hem — en studie i politik (Home - a study in politics) at
Index and Se mdinniskan (Ecce Homo) at Liljevalchs. There I
exhibited Hetdrerna (The Hetaerae) which was a new and
digital work. I was in the US when I was 19 and dreamed of
studying there. Katrine Helmersson encouraged me to apply
to PS1 in New York, but Ann-Sofie Sidén won the scholar-
ship that year. Then in the summer 1993, I was driving
around Osterlen and ran into Bosse Nilsson at Kivik’s mar-
ket. He was on the board of the Swedish Arts Grants Com-
mittee and asked if I had applied to Headland. I hadn’t.
Certainly, I had received some working scholarships, but I
didn’t think I was sufficiently qualified to get the studio
scholarships. Bosse said I should apply. I sent in the material
and I got the scholarship. It was incredibly important to me.
I met many artists and started looking for schools. Several
people recommended CalArts so I rented a car and went
down to Los Angeles. I couldn’t see the school because it had
collapsed during the earthquake, but I spoke to several teach-
ers and felt it was where I wanted to be. I also visited UC Ir-
vine and met Cathy Opie there. I applied in 1995 and started
at CalArts and in Los Angeles participated in various artist-
run contexts. They arranged exhibitions in garages and ho-
tels and it was unbelievably fun and stimulating. I also
worked with a commercial gallery, Angels Gallery, and had a
solo show there, but after moving back to Sweden this col-
laboration came to an end.

NO: How long were you away?

AKR: In total, about five years. I came home to fill in for Tui-
ja at the School of Photography in August 1999. It was only
going to be for a year, but I stayed on.

NO: Lika med was a breakthrough for photo-based art and
was followed by a number of exhibitions that presented con-
temporary trends. What was the situation like when you re-
turned to Sweden?

AKR: The Nordic wonder, as it was called, had occurred and
artists of my generation were exhibiting internationally
much more. Swedish and Scandinavian art was actually big
back then. I met many of those who came over to the US.
Both Lotta Antonsson and Annika von Hausswolff were
there for periods, and Henrik Hakansson and Johan Zetter-
qvist and Ingrid Eriksson and many others. So much happe-
ned during these years: photography claimed an
ever-stronger position and there were especially many wo-
men, not just within photography but also video art. Presu-
mably, it wasn’t an area with a lot of previous claims on it, so
there were opportunities to get in there, but there was a class
perspective too.



NO: Jag upplever dina, men ocksa flera andras, verk frin ti-
digt nittiotal som bade sokande och dynamiska, sirskilt i
jimforelse med de stora silikonmonterade arbeten som se-
nare blev si vanliga. Fragan ir vad som hinder med utféran-
det nir fotograferna trider over frin fotovirlden in pa
konstscenen?

AKR: De som kom frin Nordens och Konstfack hade fortfa-
rande en fotografisk bas med kunskap om béde hantverk och
tradition, men i nista generation 4r det minga som anvin-
der fotografi utan nagon egentlig kunskap om mediet. Och
det mirks, for det gor skillnad i hur man arbetar med foto-
grafins uttrycksmojligheter. Det behover inte bli bittre eller
simre, men det handlar om ett sitt att forhdlla sig till ett
material.

NO: Jag liste nyligen en intervju med Annika von Hauss-
wolff som Mika Hannula har gjort och det intressanta ir att
hon tar upp precis samma sak.

AKR: Vi pratar mycket om det, si det dr inte sd konstigt. Dir
har vi ndgot gemensamt. Det ir svért att forklara men det dr
ett slags kinslighet infor materialet och hur man jobbar med
det. Ja, jag vill nog pasta att det handlar om en sensibilitet
och kunskap om, och en relation till, en tradition.

NO: Man kan beskriva er som en griinsgeneration med en fot
i vardera liger. Mycket av den mer avgrinsade fotografiska
praktiken upplostes pa en institutionell niva under slutet av
nittiotalet. Akademien for fotografi forsvinner, Fotografiska
museet integreras helt i Moderna museet och Fotografi-
centrum liggs ner och dteruppstir som Index - The Swedish
Contemporary Art Foundation. Det ir en annan spelplan
och delvis andra aktorer. Vad hinde med de nitverk som eta-
blerades kring 19902 Har de foljt dig framéver och vilken
betydelse har de i dag?

AKR: For min del dr det vil egentligen de som ér pa Fotohog-
skolan som jag har en mer regelbunden kontakt med, Annika
och Lotta. Jag har jobbat med Annika Ohrner och vi fortsit-
ter att triffas dd och da. Jag har ibland kontakt med Maria
Lind. Andra springer man pé d och da i olika ssmmanhang.
Just nu arbetar Ulrika Steen, som var delaktig i att gora ut-
stillningen Skdggiga damen, pd Goteborgs konstbiennal och
Karen Diamond vikarierar pd Goteborgs konstmuseum, sa vi
har triffats. Fran kvinnliga fotografer har jag fortfarande
kontakt med Ulrika, men féreningen existerar inte lingre.

NO: Jag frigar dirfor att du har gjort flera arbeten som hand-
lar om sociala nitverk.

AKR: Man skulle kunna siga att jag bdde avbildar och bygger
nitverk via mina arbeten. Med konstnirsportritten lyfter

NO: What do you mean?

AKR: Many of us who worked with photography and made a
career in the art world were from the working class, so that
perspective exists in that generation.

NO: It’s interesting you say that. My impression is that pho-
tography in general is characterised by figures with a relati-
vely low level of education and, in comparison with those in
the art field, originate from a lower social background.

AKR: It wasn’t something we talked about back then, but
that’s the way it was, I think.

NO: I find your work from the early-gos, and several others,
both searching and dynamic, especially in comparison to the
large silicone-mounted work that later became so common.
The question is what happens to workmanship when photo-
graphers cross over from the photography world into the art
scene?

AKR: Those who came from the Nordic School and the Uni-
versity College still had a photographic foundation with
knowledge about both craftsmanship and tradition, but in
the next generation there are many who use photography
without any real competence in the medium. And it shows,
because it makes a difference in how you work with
photography’s possibilities of expression. It doesn’t neces-
sary make it any better or worse, but it’s about a way of rela-
ting to a material.

NO: I recently read an interview with Annika von Hauss-
wolff by Mika Hannula and interestingly she raises the exact
same point.

AKR: We talk a lot about it, so that’s not so strange. There we
have something in common. It’s hard to explain, but it’s a
sort of sensitivity for the material and how you work with it.
Well, I’d even say it’s about a sensibility and knowledge of,
and relation to, a tradition.

NO: It could be said that you are a borderline generation,
with one foot in each camp. Much of the demarcated photo-
graphic practice ceased at an institutional level in the late-
9os. The Akademien for fotografi disappears, Fotografiska
museet is completely integrated with Moderna museet and
Fotograficentrum shuts down and emerges again as Index -
the Swedish contemporary art foundation. It’s a different
playing field and somewhat different players. What happe-
ned to the networks established around 199o0? Have they
stayed with you and what significance do they have today?

AKR: For me, it’s mostly those at the School of Photography
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jag fram en gemenskap som inte nédvindigtvis betyder att
alla umgés med varandra, utan egentligen mer manifesterar
en kinsla av samhorighet, eller en vilja till samhorighet. P4
det sittet ir det ett utopiskt verk.

NO: Det ir ocksd historieskrivande dir den egna samtiden
betraktas som om den redan vore historia.

AKR: Ja, det dr det primira med just det arbetet, att samla och
arkivera. Det dr ett entriget arbete och ett projekt som jag
aldrig kommer att sluta jobba med. Det blir ett material som
finns till som ett bidrag till en tidsspegel.

NO: Hur uppfattade du receptionen av dina verk, bide i den
relativt oartikulerade milj6 som den dokumentira, och den
postmoderna konstvirlden? Hur tycker du att lisningarna
svarat mot dina egna intentioner och tankar?

AKR: Nu talar vi tidigt nittiotal igen? Det kindes ibland som
om jag stod pd ena sidan bilden och de som diskuterade den
pé den andra. Det blev ofta en diskussion kring den manliga
blicken och hela Laura Mulvey-kéret. Det finns dir, men for
mig handlade det i forsta hand om identitet och det kom ini-
fran. For mig var det bilder utifran en fysisk upplevelse som
handlade om béde utsatthet och styrka, men ocksa ett identi-
tetssokande. Det var bilder for nigonting, och inte bilder
som var formulerade mot den manliga blicken pa det sittet
som man diskuterade. Si blev dock verken ofta mottagna.
Minga tolkade bild som illustrerade teorier, vilket var helt
frimmande for mig och, tror jag, de flesta i min generation.
Men jag sig inte nigot negativt i ett teoretisk perspektiv. Jag
har alltid uppfattat mina verk som medaktérer i diskussio-
nen. Det ir bara inte uttryckt i text utan i bild. Och si ser jag
det fortfarande. Om de alstrar nigonting som skapar et till-
tal, som man kan tala tillbaka till, s har jag har lyckats.
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that I have more regular contact with, Annika and Lotta.
I have worked with Annika Ohrner and we still meet now
and then. I have occasional contact with Maria Lind. I run
into others here and there under different circumstances.
At the moment, Ulrika Sten, who helped curate the exhibi-
tion Skdggiga damen (The Bearded Lady), is working on
Gothenburg’s Biennial for Contemporary Art and Karen
Diamond is filling in at the Gothenburg Museum of Art, so
we’ve met up. Regarding the female photographers, I'm still
in touch with Ulrika, but the association no longer exists.

NO: I ask because you have made several works concerning
social networks.

AKR: You could say that I both portray and build networks
via my work. With the artist portraits, I’'m highlighting a
spirit of community which doesn’t necessarily mean that
everyone hangs out with each other, but rather manifests a
sense of solidarity, or a wish for solidarity. In that way, itis a
utopian work.

NO: It is also writing history, regarding one’s own contem-
porary era as if it was already history.

AKR: Yes, that’s the primary aim of this work, to collect and
archive. It is an urgent work and a project I will never finish.
It will provide material as a contribution to a mirror on the
times.

NO: What did you think about the reception of your work,
both in the relatively unarticulated documentary environ-
ment and the postmodern art world? How have the interpre-
tations answered your own intentions and thoughts?

AKR: Are we talking about the early-gos again? Partly, it felt
like I was on one side of the picture and those who discussed
it were on the other side. There was often talk about the mas-
culine gaze and the usual Laura Mulvey stuff. That’s in there,
but for me it’s primarily about identity and that came from
the inside. For me, these are pictures based on a physical ex-
perience regarding vulnerability and strength, as well as a
search for identity. These were pictures for something, and
not pictures formulated against the masculine gaze in the
manner that was discussed. But the work was often received
that way. Many interpreted pictures as illustrated theories,
which was completely foreign to me and, I think, most of my
generation. But I didn’t see anything negative about a theo-
retical perspective. I have always considered my works as
participants in the discussion. Only it’s not expressed as text,
but as images. And I still see it that way. If they bring forth
something that makes a statement, that you can talk back to,
then I have succeeded.



E-POST INTERVJUER

Fran: niclas.ostlind@hotmail.com
Skickat: 29 sep 2011 12:49
Till: bjorn.springfeldt@gmail.com

Hej Bjorn!

Den tredje delen i mina dteruppféranden handlar om Lika
med och du omtalas mycket uppskattande i samtalen med
Iréne Berggren. Hon framfér ocksd skarp kritik mot Leif
Wigh och Fotografiska museet. Leif ir helt inférstddd med
detta. Det ér en forutsitening i ett arbete av det hir slaget att
olika uppfattningar och tolkningar av det forflutna frameri-
der och det var en period av starka meningsmotsittningar
inom fotografin. Din position var viktig for Lika med. Du var
chef for Moderna museet och det var dir och inte pa Foto-
grafiska museet som utstillningen visades. Hur kom det sig
och hur uppfattar du Fotografiska museets position och den
hillning som Leif Wigh och Ake Sidvall foretridde under
dessa ar?

Alle gott,
Niclas

Fran: bjorn.springfeldt@gmail.com
Skickat: 10 okt 2011 12:25
Till: niclas.ostlind@hotmail.com

Hej Niclas,

Min instillning till fotografiet har alltid varit att det r jim-
stillt med andra konstnirliga tekniker. Det dr inte tekniken
utan bilden som birare av poetisk energi som ir avgérande.
Jag hade som medarbetare i Moderna museet sedan 1968 sett
Fotografiska museet komma till som en avdelning inom Mo-
derna och upplevde detta som en parkering fran fotovirldens
sida i avvaktan pd ett sjilvstindigt museum f6r fotografi. I
denna syn sig jag frin borjan en motsigelse, da jag alltid me-
nat, att all konst av kvalitet, oavsett teknik, méste hora cill
MM:s intresseomrade. S& kunde vi under min andra period i
MM, nu som museichef, féra 6ver samlingen och ansvaret
for teckning och grafik frin Nationalmuseum. I linje med
denna syn, skrotade jag ocksd namnet "Fotografiska museet”
inom MM, det skulle vara en avdelning, inget annat. Det var
i den ambitionen jag fick Irving Penn att donera de 100 bil-
derna, di inte heller han ville se sina bilder i ett avgrinsat
sammanhang beroende av teknik.

Ake Sidvall kinde jag fran borjan som mycket kunnig fo-
totekniker och virdefull f6r museet nir det gillde att bygga
en samling, som kan spegla svensk fotografi. Med Leif Wigh
vidgades den internationella utblicken, men béda star for en
mer klassisk uppfattning av fotografiet. I det vidgade, post-
modernistiska filt vi verkade inom under min chefsperiod,
sdg jag det dirfér som nédvindigt att knyta en annan sorts

E-MAIL INTERVIEWS

From: niclas.ostlind@hotmail.com
Sent: 29 Sept 2011 12:49
To: bjorn.springfeldt@gmail.com

Hi Bjorn!

The third part of my reenactments concerns Lika med and in
the conversation with Iréne Berggren you are mentioned
with great appreciation. She also raises sharp criticism of
Leif Wigh and Fotografiska museet. Leif completely accepts
this. It is a precondition of the work that this kind of diffe-
rence of perceptions and interpretations of the past emerges
and it was a period of strong clash of opinions regarding pho-
tography. Your position was important for Lika med. You
were director at Moderna museet and it was here the exhibi-
tion was shown, not Fotografiska museet. How did this oc-
cur and what was your opinion of Fotografiska museet’s
position and the outlook that Leif Wigh and Ake Sidvall re-
presented during these years?

All the best,
Niclas

From: bjorn.springfeldt@gmail.com
Sent: 10 Oct 2011 12:25
To: niclas.ostlind@hotmail.com

Hi Niclas,

My attitude to photography has always been that it is on
equal terms with other art techniques. It is not the techni-
que, but the picture that conveys poetic energy, which is cru-
cial. As an employee at Moderna museet since 1968, I had
seen Fotografiska museet evolve as a department within Mo-
derna and felt this was a temporary solution by the photo-
graphy world in anticipation of an independent museum for
photography. This outlook holds a contradiction, I saw that
from the start, having always intended that art of quality,
regardless of technique, must be part of MM’s field of inte-
rest. So during my second period at MM, now as museum
director, we could transfer the collection for drawing and
graphic art from Nationalmuseum. In line with this point of
view, L also scrapped the name “Fotografiska museet” within
MM, it would be a department, nothing else. It was with this
aim that I got Irving Penn to donate those 100 pictures, and
nor did he wish to see his pictures in a separate context deter-
mined by technique.

I knew Ake Sidvall from the start as a very knowledgeable
photo-technician and valuable for the museum in terms of
building a collection that could reflect Swedish photography.
With Leif Wigh, greater room was given to the international
perspective, but both represent a more classical perception of
photography. In the enlarged, postmodern field we worked
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kompetens till museet och anstillde dirfér Jan-Erik Lund-
strom, som ansvarig chef for avdelningen for fotografi. En-
ligt min uppfattning dé och idag, var detta av stor betydelse
fér museet, inte minst foér att Jan-Erik Lundstréom kunde
fortsitea att hilla museet i en internationell kontext med ut-
stillningar, som vi i andra tekniker, som skulptur och méleri
i det skandalést underfinansierade lige museet var efter
1992, aldrig hade kunnat gora.

Sjilvklart skapar olika synsitt och virderingar konflikter,
men jag anser, att sidana ir av virde i ett museum fér mo-
dern konst och driver utvecklingen framét. Ett uppror inom
avdelningen for fotografi riktades mot Ake Sidvall, som mer-
parten av avdelningens medarbetare ville se entledigad frin
sin post. En sakligt grundad kritik lag i att Ake Sidvall allt-
mer kapslat in sig i internt arbete med samlingen, vilket lett
till alle starkare klagomal fran yttervirlden pa bristande in-
formation och tillginglighet till samlingen. Som museichef
tvingades jag dirfor att entlediga Ake Sidvall efter att ha for-
sikrat mig om, att det inte rorde sig om en palatskupp till
férmén for Leif Wigh.

Mitt engagemang ror fotografi i bred forstielse och dirfor
méste medarbetare foretrida olika synsitt.

Utstillningen Lika med och samarbetet med Iréne Berg-
gren var ett uttryck for detta.

Bjorn

Fran: niclas.ostlind@hotmail.com
Skickat: 6 okt 2011 08:16
Till: karina@algonet.se

Hej Karina!

I'samtalen med Per B. Adolphson och Iréne Berggen om Lika
med framkommer att du fanns med i arbetsgruppen. Detta dr
dren kring 1990 och lite senare blir du ansvarig for Fotogra-
ficentrums galleri i Stockholm. Det vore spinnande att hora
dels vad du hade gjort innan Lika med och hur du uppfattade
utstillningen, dels vad som skedde under de hindelserika ar
som foljde.

Varma hilsningar,
Niclas

Fran: karina@algonet.se
Skickat: 6 okt 2011 09:02
Till: niclas.ostlind@hotmail.com

Hej Niclas,
0j, det var en ritt omfattande friga. Fir forsoka svara i lite
olika delar/omgéngar (skall strax hoppa pé en flight Paris—
Stockholm).

Innan Lika med hade jag arbetat kort vid Fotograficen-
trum. Vid Fotograficentrum fanns en tjinst som extern ar-
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in during my directorship, I therefore considered it necessary
to attach another sort of competence to the museum and
therefore hired Jan-Erik Lundstrém, as head of the depart-
ment for photography. In my opinion, then and now, this
was of great importance to the museum, not least because
Jan-Erik Lundstrém could keep the museum in an interna-
tional context with exhibitions, as we in other techniques,
such as sculpture and painting, in the scandalously under-
funded museum after 1992, could never had done.

Obviously, different points of view and sets of values cre-
ate conflicts, but I feel these are of value to a museum for
modern art and drive it forward. There was a revolt in the
department for photography against Ake Sidvall, and the
majority of those working in the department wanted him
removed from his post. One criticism based on fact was that
Ake Sidvall increasingly encapsulated himself in internal
work with the collection, which led to ever stronger com-
plaints from the outside world about insufficient informa-
tion and accessibility to the collection. As museum director,
I had to dismiss Ake Sidvall after ensuring for myself that
this wasn’t a backstairs revolution in favour of Leif Wigh.

My commitment to photography covers a broad level of
understanding and therefore personnel need to represent
different points of view.

The Lika Med exhibition and the collaboration with Iréne
Berglund was one expression of this.

Bjorn

From: niclas.ostlind@hotmail.com
Sent: 6 Oct 2011 08:16
To: karina@algonet.se

Hi Karina!

In talking with Pelle Adolphson and Iréne Berggen about Lika
med it has been mentioned that you were in the work group.
These were the years around 1990 and shortly afterwards you
became the director of Fotograficentrum’s gallery in Stock-
holm. It would be exciting to hear, firstly, what you had done
before Lika med and what you thought of the exhibition, se-
condly, what occurred during the eventful years that followed.

Kind regards,
Niclas

From: karina@algonet.se
Sent: 6 Oct 2011 09:02
To: niclas.ostlind@hotmail.com

Hi Niclas,

oh, that was one comprehensive question. Will try to answer
in several different parts/rounds (about to jump on a flight,
Paris-Stockholm).



betsformedlare som jag erbjods 1989 (?). Arbetsgivare var
Kulturarbetsférmedlingen och tjidnsten var ett slags kultur-
stod till centrumbildningarna i form av en 16n (till under-
tecknad) och en del i hyreskostnaderna samt tillging till
material.

I arbetsuppgiften ingick att skapa arbete it fotografer, i
mitt fall i form av utstillningar och dokumentationsupp-
drag. Att arbeta med Lika med foll sig dirmed helt naturligt
och jag fick nagot slags producentroll. Jag tror det finns svart
pa vitt i Lika med - katalogen hur vért ansvar var fordelat.

Jag fungerade vil ocksa som ett slags kitt mellan Iréne och
SFF - de senare forstod inte riktigt vad det var Iréne ville
dstadkomma med utstillningen.

Fore Fotograficentrum och Lika med hade jag varit verk-
sam med ett eget galleri, Galleri Gauss i Gamla stan. Galleri
Gauss var min idé och éppnades 1981 och stingde 1986.
Galleri Gauss visade utstillningar med bland andra Kenneth
Gustavsson, Tuija Lindstrom, Lars Tunbjork, Anders Peter-
sen (som jag sedermera bildade familj med) och Christer
Stromholm.

Vi blev bortskimda med recensioner och var framféralle
nyfikna pi fotografier som inneholl en berittelse. Kvalitet
var inte s viktigt for oss, innehéllet kom forst.

Vi gjorde ocksé tematiska egna utstillningar, som 768” i
vilken bland andra Carl Johan De Geer medverkade. 768”
hade ocksa ett flertal forestillningar och samtal i vilka nyck-
elpersoner fran d& det begav sig upptridde alternativt pra-
tade (dansare som jag glomt namnet pa, Per Lysander,
Fryshusets Anders Carlberg .. .)

Galleri Gauss drev jag tillsammans med Johan von Frie-

drichs, Anders Jansson och Lars Wirnsund.
De tva forsta var skolkamrater till mig frin gymnasiet Sodra
Latin. Lars Wirnsund arbetade i en fotoaffir i Farsta cen-
trum (foérorten dir jag vixte upp) och var den forste fotograf
jag kinde. Sméningom involverades iven Pehr Mértens
(ocksd skolkamrat) och fotografen Olof Thiel i Galleri
Gauss.

Galleri Gauss kunde existera tack vare subventionerad
hyra (husets dgare var kulturintresserade arkitekter som re-
noverade lokalen at oss) samt ett bidrag frin Stockholms
kommun. Ingen av oss som arbetade med Galleri Gauss hade
ndgon 16n, allt var ideellt arbete. Jag arbetade under de hir
aren pé nyhetsbyran Reuters, tror jag slutade dir 1987.

I glappet mellan Reuters och Fotograficentrum var jag
bland annat mammaledig (Jens féddes december 1986) men
arbetade ocksd hos journalisten Gunnar Lindstedt som
(1988?) startat ett slags fotoreportagebyra, NEO, som det
inte blev s mycket med.

Nista ging far du veta hur jag uppfattade Lika med och vad
som hinde under de hindelserika (minst sagt) ar som f6ljde.

Bista hilsningar/
Karina

Prior to Lika med 1 had worked briefly at Fotograficen-
trum. They had a post there, external employment officer,
which I was offered 1989(?). The employer was the Swedish
Public Employment Service for culture and the job was a
kind of support for cultural organisations in the form of a
wage (for myself) and a portion of the rental costs as well as
access to material.

The task involved creating work for photographers, in my
case in the form of exhibitions and documentary assignme-
nts. Working with Lika med was therefore completely natural
and I had some kind of producer’s role. I think it’s written in
black and white in the Lika med catalogue how the work was
divided up.

I also worked as a kind of putty between Iréne and SFF -
the latter didn’t really understand what Iréne wished to ac-
complish with the exhibition.

Before Fotograficentrum and Lika med 1 had been run-
ning my own gallery, Galleri Gauss in Gamla Stan. Galleri
Gauss was my idea and opened 1981 and closed 1986. Galleri
Gauss exhibited Kenneth Gustavsson, Tuija Lindstrom, Lars
Tunbjork, Anders Petersen (who I later had a family with)
and Christer Stromholm, among others. We were spoiled by
reviews, but above all else we were curious about photo-
graphs that told a story. Quality was not such a big issue for
us, content came first.

We also made thematic exhibitions, such as “68” which
included Carl Johan De Geer. “68” also had a number of
shows and talks in which key people from that time perfor-
med or talked (a dancer whose name I’ve forgotten, Per Ly-
sander, Fryshuset’s Anders Carlberg ....)

I ran Galleri Gauss together with Johan von Friedrichs,

Anders Jansson and Lars Wirnsund.
The first two were friends from school, Sédra Latin. Lars
Wirnsund worked in the photo-shop in Farsta centrum (the
suburb I grew up in) and was the first photographer I ever
knew. Gradually, Pehr Mértens (also from school) was invol-
ved in Galleri Gauss and photographer Olof Thiel.

Galleri Gauss could exist thanks to subsidised rent (the
owners of the building were architects with an interest in cul-
ture who renovated the premises for us) and a grant from the
City of Stockholm. None of us working at Galleri Gauss recei-
ved a wage, it was all non-profit. During these years, I worked
at news organisation Reuters, think I finished in 1987.

In between Reuters and Fotograficentrum, I was on mater-
nity leave (Jens was born December 1986) and also worked
with journalist Gunnar Lindstedt (1988?) who started a sort
of press photo agency, NEO, which didn’t go so well.

Next time, I’ll tell you what I thought about Lika med and
what happened in those eventful (putting it mildly) years
that followed.

Best regards/
Karina
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Senare samma dag inkom foéljande svar 09:51 och 18:14:
Din niista friga: Lika med och hur du uppfattade utstillningen.

P3 olika vis.

Rent rumsligt som klumpig.

Irénes idé var ju vil teoretiskt férankrad. Men utstillnings-
designen (av Carouschka Streijffert och Lena Rahoult), med
stora stafflier i tri, astadkom ju faktiskt delvis den nivellering
som Iréne var ute efter. Genom att fotografierna rent fysiskt
hamnade pd samma niv4, pa sina respektive stafflier, sa blev
de mer jimlika.

Jag tror att Irénes grundliggande idé (dir tankar om kon-
text och tolkning vigde tungt) gick de flesta betraktare av
Lika med helt f6rbi. Eftersom jag satt inne med forstahands-
information om hur Iréne tinkte och resonerade, si var ju
min upplevelse av utstillningen vildigt priglad av att jag satt
inne «med facit». Och jag tyckte utstillningen gick hand i
hand med Irénes idé, och dirmed var rite lyckad.

Det hiir var ju fore den digitala revolutionen, och minga
fotografer var morkrumsfetischister.

Moijligen hade utstillningen fatt ett varmare mottagande av
fotograferna i dag, in vad den fick d&, nir nu alla kanske har
en storre forstaelse for vad som utgor en bild.

Men jag tror utstillningen fungerade vil dven som enbart
ett bildfléde, som en fotografisk kakofoni.

Typ: titta si mycket olika bilder man kan astadkomma med
en gemensam teknik (fotografin).

Ju storre tidsglappet blir till Lika med, desto bittre tycker
jag utstillningen blir.

Iréne var fore sin tid.
Aterkommer snart igen med svar pa din sista friga!

Ciao/
Karina

Hej igen Niclas, nu till din sista friga: vad som skedde under
de hindelserika ar som foljde.

Nir jag forsoker minnas vad som hinde pi Fotograficen-
trum sé dr det ord som turbulens, konflikt och brik som pop-
par upp. Sedan finns ju hela biten med den postmoderna
diskussionen nirvarande och suget efter teori — men den bi-
ten limnar jag dirhin, f6r vad som pagick inom det teore-
tiska filtet kan ju du pa dina fem fingrar.

Fotograficentrum var en medlemsforening med en riks-
organisation och ett antal lokalavdelningar (Malmé, Orebro,
Uppsala, Stockholm och Luled). Riksorganisationen och lo-
kalavdelningen Stockholm delade lokaler (under min period
pd Sankt Paulsgatan 3) vilket gav upphov till konflikt. De
ovriga lokalavdelningarna ansdg att Stockholm gynnades av
att sitta i kndet pa Riks (klassiker och sant). Men den grund-
liggande konflikten var egentligen av annan art. De flesta
medlemmar var fotografer och sig pa Fotograficentrum som
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Later the same day, the following replies arrived 09:51 and
18:14:

Your next question: Lika med and what you thought of the
exhibition.

In different ways.

In purely spatial terms, as clumsy.

Iréne’s idea was theoretically well grounded. However, the
exhibition design (by Carouschka Streijffert and Lena Ra-
hoult), with large wooden easels, in fact partially achieved
the levelling Iréne was after. With the photographs, in pu-
rely physical terms, appearing at the same level on their re-
spective easels, they actually became more equal.

I think Iréne’s basic idea (where thinking about context
and interpretation weighed heavily) went over the heads of
most people who saw Lika med. Because I was on the inside
with first-hand information about how Iréne thought and
reasoned, my experience of the exhibition was greatly affec-
ted by already knowing the “answers”. And I thought the
exhibition went hand in hand with Iréne’s idea, and there-
fore was quite a success.

Of course, this was before the digital revolution, and

many photographers were darkroom fetishists.
Possibly the exhibition would have received a warmer recep-
tion from photographers today than it got back then, now
that everyone perhaps has a greater understanding of what
constitutes a picture.

But I think the exhibition also worked well as just a flow
of images, like a photographic cacophony.

Something like: look at all the different kinds of pictures be-
ing made with just one common technique (photography).

I think, the more time that passes since Lika med, the bet-
ter it gets. Iréne was ahead of her time.

I’ll get back to you shortly with an answer to your last
question!

Ciao/
Karina

Hello once again Niclas, now for your last question: what
occurred during the eventful years that followed?

When I try to recall what happened at Fotograficentrum,
words such as turbulence, conflict and argument pop up. Then
there’s the entire postmodern discussion to consider and the
thirst for theory - but I'll leave that aside, you know what hap-
pened in the field of theory like the back of your hand.

Fotograficentrum was a members association with a natio-
nal organisation and a number of local branches (Malmg,
Orebro, Uppsala, Stockholm and Lule4). The national organi-
sation and Stockholm branch shared premises (in my time at
Sankt Paulsgatan 3) which caused some conflict. The other
branches thought Stockholm was favoured because it sat in



framforalle sitt eget forum. Som en plats att stélla ut sina
egna bilder pd, och med en tidning att publicera sitt eget ma-
terial i.

Nir lokalavdelningen Stockholm bérjade gora utstill-
ningar vars innehill ifrigasatte vad manga medlemmar tog
for heligt (autenticitet exempelvis) och som inte uppfyll-
de traditionella kvalitetskrav (skirpa) sa tog det hus i helsike.
I lokalavdelningen Stockholms utstillningsgrupp ingick
bland andra Leif Claesson, Iréne Beggren, Olof Glemme och
Sven Westerlund. Iréne Berggren sig till att en gender
diskussion fordes i bide utstillningsform och i tidningen
(Bildtidningen - sedermera Index) och Sven Westerlund
introducerade bland annat den topografiska fotografin (exv:
Clegg & Guttman).

Minga fotografer/medlemmar kinde sig bestulna pa sin
egen organisation. Brikade enormt gjorde bland andra
Jefferik Stocklassa, Georg Sessler och Jan Fridlund. Dock
lade kritikerna ner all sin energi pa att braka, och ingen kraft
alls pa att skriva eller producera utstillningar. Sa vi som bade
tinkte och gjorde saker - vi fick helt enkelt ett forspring. Vi
dstadkom ju nagot. Och f6r oss var FOTOGRAFIET det vi-
sentliga, inte FOTOGRAFEN. Nir vi sedan dessutom bor-
jade visa utstillningar av KONSTNARER som anvinde sig
av fotografiet enbart som en teknik, da blev det uppenbart
att den konstsyn manga medlemmar (som var fotografer)
hade - och den konstsyn vi som var ansvariga for utstill-
ningsverksamheten hade, var som natt och dag. Skilsmissan
blev ett faktum. Lokalavdelningen Stockholm lades ned, och
utstillningsverksamheten 6vertogs av (den starkare) Riksor-
ganisationen i vilken jag var ordférande.

Men langt ifrdn alla medlemmar var missnéjda med att
Fotograficentrum tog en annan riktning. Tvirtom. Nya
medlemmar anlinde, som helhjirtat stodde det som pagick
pd Fotograficentrum. Med nya pengar (eller omflyttade)
inom Kulturrddet gavs smaningom en méjlighet att kunna
bedriva utstillningsverksamheten utan att vara en traditio-
nell centrumbildning och dé bildades: stiftelsen Index — The
Swedish Contemporary Art Foundation. Med och bildade
stiftelsen var bland andra undertecknad, Olof Glemme och
Hans Hedberg. Ett viktigt led i bildandet av stiftelsen var att
vi inte lingre var hinvisade till att ENBART arbeta med fo-
tografi.

Som utstillningschef applicerade jag samma formel pa
Index som for Gauss. Blanda det etablerade med nya namn,
samt producera egna tematiska utstillningar - alltid tillsam-
mans med en utstillningsgrupp (som du vet!). Genom att vi
hade stod frin Kulturradet och kommunen sig jag det som
logiskt att vara en plattform for det icke kommersiella. For
mig var det ocksd viktigt att inte konkurrera med Stock-
holms kommersiella gallerier och jag sig det dirfér som var
uppgift att arbeta med namn si etablerade att de antingen
redan hade ett galleri nigonstans i virlden (Larry Clark,
Kara Walker, Marilyn Minter, Wolfgang Tillmans) eller

the lap of the national organisation (classic and true). But the
fundamental conflict was of another sort. Most members were
photographers and considered Fotograficentrum as their own
forum, above all else. As a place to exhibit their own pictures,
and with a magazine to publish their own material.

When the Stockholm branch started making exhibitions
with content that questioned what was held holy by many
members (authenticity, for example) and didn’t fulfil tradi-
tional quality demands (focus) then all hell broke loose. The
Stockholm branch’s exhibition group included Leif Claes-
son, Iréne Beggren, Olof Glemme and Sven Westerlund.
Iréne Berggren ensured that a gender discussion took place
in both the exhibition format and in the magazine (Bildtid-
ningen - later called Index) and Sven Westerlund introdu-
ced, among other things, topographical photography (e.g.
Clegg & Guttman).

Many photographers/members felt their own organisa-
tion had been kidnapped. Jefferik Stocklassa, Georg Sessler
and Jan Fridlund were among those who fought tooth and
nail. However, critics put all their energy into quarrelling,
and none at all into writing or producing exhibitions. So,
those of us who both thought and did things - we quite
simply had a head start. We accomplished something. And
for us, the PHOTOGRAPH was the main thing, not the
PHOTOGRAPHER. Furthermore, when we started putting
on exhibitions by ARTISTS who used photography simply
as a technique, then it became obvious that what the mem-
bers (who were photographers) called art and what those
running the exhibitions called art was as different as night
and day. The divorce was final. The Stockholm branch closed
down and the exhibition programme was taken over by the
(stronger) National organisation, of which I was chairman.

But by no means were all members dissatisfied that Foto-
graficentrum took another course. On the contrary. New
members signed up, who supported with all their heart what
was happening at Fotograficentrum. New funds (or shuffled
around) from the Arts Council gradually gave an opportu-
nity to run the exhibition programme without being a tradi-
tional cultural centre organisation and that’s when we
established Index - The Swedish Contemporary Art Founda-
tion. Among the group creating the foundation was me, Olof
Glemme and Hans Hedberg. An important part in establis-
hing the foundation was that we were no longer obliged to
ONLY work with photography.

As director of exhibitions, I applied the same formula at
Index as for Gauss. A mix of established and new names, as
well as producing our own thematic exhibitions - always to-
gether with an exhibition group (as you know!). Because we
were supported by the Swedish Arts Council and the local
municipality, I logically saw it as a platform for the non-
commercial. For me, it was also important not to compete
with Stockholm’s commercial galleries and therefore I consi-
dered it our mission to work with names that were either so
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sysslade med en sd dyrbar produktion (Eija-Liisa Ahtila) att
ett kommersiellt galleri inte hade rad att be dem om ett nytt
verk. Och sedan det viktigaste av allt: agera plantskola for
debutanter (Annika von Hausswolff).

Kulturrddets och kommunens pengar var forstds langt
ifrdn kravlosa. Vid ett tillfille frigade var kontakt hos Kul-
turrddet vad vi tinkte gora it problemet med faglarna kring
Oresund. Oresundsbron var under projektion, och fagellivet
hotat. Kulturridet tyckte pa allvar att detta var en friga vi
skulle kunna lyfta i utstillningsform. Vi héll inte med. Dir-
emot tog vi till oss deras idé om verksamhet riktad till ung-
domar. Inte for att vi sd girna ville, men f6r att en nischad
ungdomsverksamhet skulle ge oss mer pengar. Den ung-
domsverksamhet som min kollega Helena Holmberg starta-
de upp blev viktig pé flera sitt. Det visade sig nimligen att
skolorna inte var intresserade av att komma till oss, for bild-
ldrarna var diligt orienterade i den samtida konsten. Vi fick
allesa parallellt utbilda bide bildlirare och ungdomar inom
filtet samtida konst, vilket vigar jag pistd ledde till atc
Stockholm p4 sikt fick en mycket intresserad och initierad ny
(ung) publik.

Aterkom om du vill veta mer!

Lycka till med ditt arbete.

Bista hilsningar/
Karina

Fran: niclas.ostlind@hotmail.com
Skickat: 13 jul 2011 10.08
Till: fotograf@johanlindvall.se

Hej Johan!

Lika med blev en ganska omdebatterad utstillning och jag ar
intresserad av att hora hur du uppfattade det hela. Hur kom
du och utstillningskommissarien Iréne Berggren i kontakt
med varandra? Vilka diskussioner férdes om dina bilder och
hur gick urvalet till? Vad tyckte du om utstillningen som
helhet: sammanstillningen, hiingningen och inte minst det
teoretiska perspektiv som ldg till grund {6r Lika med och som
utvecklas i katalogen? Tog du del av kritiken och vad ansig
du i s fall om den? Hur tycker du att ditt arbete represente-
rades i utstillningen och vilken betydelse fick Lika med for
dig i fortsittningen? Jag vet att det kan vara svirt att minnas
men ir tacksam for allt du kan dela med dig av. I boken som
jag gor kommer det att finnas tergivet en artikel om dig som
publicerades i nigon av lokaltidningarna. Den ir jittefin!

P4 dterhorande, Niclas
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established they already had a gallery somewhere in the
world (Larry Clark, Kara Walker, Marilyn Minter, Wolf-
gang Tillmans) or whose productions were so costly (Eija-
Liisa Ahtila) that a commercial gallery couldn’t afford to ask
them for new work. And then, most important of all: be a
nursery ground for debutants (Annika von Hausswolff).

Obviously, money from the Arts Council and City didn’t
come without a few strings attached. On one occasion, our
contact at the Arts Council asked what we could do for the
birds in Oresund. The Oresund bridge was under construc-
tion and birdlife was threatened. The Arts Council seriously
thought this was an issue we should highlight in an exhibi-
tion. We didn’t agree. On the other hand, we did accept their
proposal for youth programmes. Not because we felt a great
need to do so, but because a niched youth programme would
provide more grants. The youth programme, started by my
colleague Helena Holmberg, became important in many
ways. Actually, it proved that schools weren’t interested in
visiting us, because art teachers were so poorly orientated
about contemporary art. In parallel, we had to educate both
art teachers and students in the field of contemporary art,
which I dare say led to Stockholm eventually getting a very
interested and initiated, new (young) audience.

Get in touch if you need to know more!
Good luck with your work.

Best regards/
Karina

From: niclas.ostlind@hotmail.com
Sent: 13 July 2011 10.08
To: fotograf@johanlindvall.se

Hi Johan!

Lika med was quite a controversial exhibition and I am inte-
rested to know what you thought about it all. How did you
and exhibition commissioner Iréne Berggren come in contact
with each other? What discussions did you have about your
pictures and how did the selection take place? What did you
think about the exhibition as a whole: the way it was put to-
gether and not least the theoretical perspective that was the
basis for Lika med and was outlined in catalogue? Did you
take some of the criticism and if so what was your opinion?
How did you feel your work was represented in the exhibition
and what significance did Lika med have for you afterwards? I
understand it may be difficult to remember, but I would be
grateful for anything you can recall. In the book I am produ-
cing there will be an article reproduced about you that was
published in one of the local newspapers. It’s really nice!

Hear from you soon, Niclas



Frin: fotograf@johanlindvall.se
Skickat: 21 jul 2011 16:32
Till: niclas.ostlind@hotmail.com

Hej Niclas
Nu har jag letat fram utstillningskatalogen fran Lika med -
utstillningen. Det kiinns sa linge sedan ...

P4 den tiden var jag anstilld som assistent/fotograf och
jag tror att min chef (Birgit Jehlbo) fick en férfragan. Hon
satt som vice ordférande i SFF och jag tror att det var den
vigen som vi fick kontakt med Iréne Berggren. Jag tror att
min chef skickade in bide egna bilder och mina bilder och
min bild blev antagen till utstillningen. Om jag minns ritt sa
var jag och jobbade i Schweiz nigra méinader, si jag var inte
hemma utan fick beskedet att jag skulle vara med nir jag kom
hem igen. Jag tycker att sammanstillningen och mixen av
bilder och fotografer var fantastisk. Utstéllningen visade
verkligen bredden p4 svensk fotografi vid tidpunkten. Sa hir
i efterhand kan jag kinna en ganska stor stolthet 6ver att jag
fick vara med, framférallt nir man ser namnen pé de andra
fotograferna som var med.

Jag tog aldrig del av nigon kritik nir det giller utstill-
ningen, inte vad jag minns.

Bilden som var med i utstillningen representerar nog
mina bilder i bérjan pi go-talet och kanske i viss mén fortfa-
rande eftersom jag till storsta delen jobbar med portritt och
bilder av minniskor. Mitt bildsprik och sittet jag jobbar pa
har utvecklats och férindrats. Utstéillningen har nog inte fitt
ndgon storre betydelse fér mig, inte vad jag vet. Jag fick ty-
virr aldrig méjlighet att se utstillningen nir den hingde.

Jag hoppas att du har fitt lite svar pi dina frigor. Hor av
dig om det ir nidgot mer du undrar éver.

Jag ir lite nyfiken pd varfér du gér en bok om utstillningen.

Mvh
Johan Lindvall

From: fotograf@johanlindvall.se
Sent: 21 July 2011 16:32
To: niclas.ostlind@hotmail.com

Hi Niclas
Now I’'ve managed to find the exhibition catalogue from the
Lika med exhibition. It feels so long ago...

At the time, I was employed as an assistant/photographer
and I think my boss (Birgit Jehlbo) got the request to see
some work. She was vice chairman in SFF and I think that’s
how we got in touch with Iréne Berggren. I think my boss
submitted both her and my pictures, and mine was selected
for the exhibition. If I remember correctly, I was working in
Switzerland several months, but when I came home again I
heard that I was included. I thought the way it was put to-
gether and the mix of pictures was fantastic. The exhibition
really showed the breadth of Swedish photography at that
time. Looking back, I feel quite proud that I was part of it,
especially when you see the names of the other photo-
graphers who took part.

I never had any part of the criticism regarding the exhibi-
tion, not as I remember.

The picture in the exhibition certainly represented my
pictures in the early-gos and maybe to a certain extent still
does, as I mainly work with portraits and pictures of people.
My style and way of working has evolved and changed. The
exhibition didn’t have any great consequences for me, not
that I know of. Unfortunately, I didn’t have the opportunity
to see it when it was on.

I hope this gives you some answers to your questions. If
there’s anything else you’re wondering about, just get in
touch.

I am a bit curious as to why you are producing a book
about the exhibition.

Sincerely
Johan Lindvall
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SAMMANFATTNING OCH ATERUPPFORANDET

Lika med producerades av en intresseorganisation for yrkes-
verksamma fotografer i Sverige och det fanns en évergripan-
de inriktning som kommissarien Iréne Berggren var tvungen
att forhilla sig till. I'sitt urval rorde hon sig 6ver generations-
grinserna och utstillningen rymde savil skilda former av
uppdragsfotografi som konstnirliga arbeten. Det var en till
ytan och mingden bilder ovanligt omfattande utstillning,
vilket ocksa gillde antalet medverkande fotografer. Mediets
bredd stod i fokus och den enskilda fotografen fick trida till-
baka f6r den 6vergripande tematiken. Uppligget vickte kri-
tik och man vinde sig mot bade hur ramverket konstruerats
och att det fick sa stort utrymme. Kritiken kom i huvudsak
fran personer som sjilva deltog i den omférhandling av
konstfiltet som dgde rum aren kring 1990 och de tillhorde
samma generation som Iréne Berggren eller var ndgot yngre.
Den strukturellt sett — men inte nodvindigtvis till aldern —
ildre gruppen 16s med sin franvaro i diskussionerna. En for-
klaring kan vara att skillnaderna i sdvil spriket som
referenserna var si stora att det saknades forutsittningar for
ett meningsfullt samtal.

Hir fanns, kan man konstatera, en djup konflikt mellan foto-
grafernas och kommissariens intressen. P ett hogst konkret
sitt forlorade upphovspersonerna inflytande 6ver sina egna
arbeten. De deltog med en eller ett par bilder helt frikoppla-
de frin det sammanhang som deras ovriga verk utgjorde.
Mojligheterna for fotograferna att paverka hur och med vil-
ka andra bilder som verken presenterades var ytterst begrin-
sade — aspekter som har en avgoérande betydelse for
forstaelsen av materialet.

Den uttalade inriktningen pa Lika med var dock av en helt
annan art och temat omfattade aspekter som var betydligt
vidare dn den enskilda fotografen och hans eller hennes arbe-
ten. I hog grad priglades Lika med av den postmoderna ut-
gdngspunkt som innebar ett radikalt ifrigasittande av
subjektet. Den birande principen bakom urvalet och instal-
lationen var viljan att dekonstruera den modernistiska idén
om Fotografen. I upphovspersonens stille placerades kon-
texten, som fick en avgérande roll i analysen av savil enskilda
bilder som den fotografiska praktiken i stort. Fran kommis-
sariens perspektiv berikade utstillningsformen tolkningen
av materialet, men de som hade en motsatt stindpunkt ansig
att det handlade om en férvanskning av upphovspersonens
intentioner. Bida dessa positioner avspeglas i mottagandet
men ofta intog kritikerna den senare.

Pi ett hogst konkret sitt tecknade Lika med en karta 6ver det
svenska fotografiska landskapet i skiftet mellan dttio- och
nittiotal. Aven om den p3 ett ovanligt sitt bejakade mediets
méngfald var det nigot annat 4n den deskriptiva aspekten
som gjorde perspektivet speciellt. Pa ett sitt som tidigare

SUMMARY AND REENACTMENT

Likamed was produced by an association of professional pho-
tographers in Sweden and there was an overall direction that
commissioner Iréne Berggren had no choice but to relate to.
In her selection, she moved freely between generations and
the exhibition contained both specific forms of commissio-
ned photography as well as artistic work. On the surface, and
by the amount of pictures, the exhibition was unusually
comprehensive, which also applied to the number of partici-
pating photographers. Focus was on the medium’s breadth,
while the individual photographer took a step back in favour
of the overall theme. The set-up provoked criticism and pe-
ople turned against both the way the framework was put to-
gether and that it was given so much space. Criticism came
mainly from those who themselves were participating in the
transformation of the art world that occurred around 1990
and belonged to the same generation as Iréne Berggren or
slightly younger. In structural terms - but not necessarily by
age — the older group are conspicuous by their absence in the
discussions. One explanation could be that the differences in
both language and references were so great that precondi-
tions for a meaningful discourse were lacking.

It can be stated that here arose a deep conflict between the
interests of the photographers and those of the commissio-
ner. In a most tangible way, the photographers lost control
of their own work. They contributed one or two pictures,
completely disassociated from the context of their other
work. Possibilities for photographers to influence how and
with which other pictures their work would be presented was
very limited - aspects that are crucially important to under-
standing the material.

However, the stated intention of Lika med was of a com-
pletely different nature and the theme covered aspects that
were significantly broader in scope than the individual pho-
tographer and his or her work. To a high degree, Lika med
was characterised by the postmodern starting point that me-
ant a radical questioning of the subject. The main principle
behind the selection and installation was the wish to decon-
struct the modernist notion of the Photographer. Instead,
the context was put in his or her place, playing a decisive role
in the analysis of both individual pictures and photographic
practice at large. From the commissioner’s perspective, the
exhibition format enriched the interpretation of the materi-
al, but those with an opposing viewpoint considered it a dis-
tortion of the photographers’ intentions. Both of these
positions are reflected in the reception of the exhibition,
with critics often taking the latter view.

In a very concrete way, Lika med mapped the photographic

landscape in Sweden at the turn of the 8os and gos. Even
though, in an unusual way, it affirmed the diversity of the
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sillan férekommit lyfte utstillningen fram bade fotografins
skilda roller i samhillet och meningsproduktionens forut-
sittningar och betydelse. Forebilderna och verktygen himta-
des frin den kritiska fototeori som i borjan av dttiotalet
formulerades i forsta hand i USA och hir spelade Iréne Berg-
grens personliga erfarenheter och kunskapsinhimtande en
avgorande roll. Aven om de postmoderna perspektiven re-
dan hade introducerats pa bred front i svensk samtidskonst
innebar Lika med att teorierna for férsta gingen tillimpades
i storre skala inom fotografins omrade.

Att platsen for denna manifestation inte var Fotografiska
museet utan Moderna museet ir ett tecken pa den omfor-
handling av idén om det mediespecifika som Lika med var en
del av. I den nya ordningen premierades genreéverskridning-
ar och hybrider framfor renodlingen av i detta fall fotografins
egenart. Vilket eller vilka medier som anvindes var, enligt
detta synsitt, helt underordnat uttrycket och innehéllet. Det
fanns verk av den hir arten i utstillningen men merparten
hade fortfarande en hogst traditionell fotografisk karakeir.
Den mest idgonenfallande skillnaden mot tidigare utstill-
ningar var den stora andelen firgbilder, vilket brét mot de
ideal som linge hade dominerat den typ av fotografi som vi-
sades i liknande sammanhang och dir svartvitt utgjorde
normen for sdvil den dokumentira som konstnirliga inrikt-
ningen. Man kan konstatera att det i hogre grad var kom-
missariens utgingspunkt som priglades av ett postmodernt
perspektiv dn de medverkande fotografernas arbeten.

Lika med recenserades av flera konstkritiker och oavsett om
de var positiva eller skeptiska uppfattades utstillningen som
en vilkommen inbrytning i vad minga ansig vara en margi-
nalisering av fotografin pA Moderna museet, men ocksi som
en tydlig markering mot den inriktning Leif Wigh represen-
terade. For dem som hade en mer yrkesinriktad profil, till
exempel kommersiella portrittfotografer eller fotografer
verksamma inom nyhetsmedierna, innebar utstéillningen ett
gistspel 1 konstvirlden, men for nigra av de medverkande
blev konsten i fortsittningen det givna sammanhanget. Det
giller i synnerhet de yngre deltagarna som ofta, men inte
alltid, var knutna till Akademin for fotografi pi Konstfack.
Dir hade man sedan ett par ér tillbaka arbetat i olika projekt
som stillde andra frigor om mediet in de som brukade be-
handlas i fotoundervisningen.

Aven om Annica Karlsson Rixon hade gitt pA Nordens
Fotoskola horde hon till den gruppen och ett av hennes verk
pé utstillningen fick en nirmast ikonisk status. Hon berittar
iintervjun om hur hennes och andras arbeten kom att tolkas
i en specifik riktning och anvindas av kritiker och curatorer
for sina syften, vilket 4r en uppfattning som dven Hans Hed-
berg framfér i vart samtal. Det var inte nodvindigtvis ett
problem men det fanns en skillnad mellan fotografernas/
konstnirernas och uttolkarnas forutsittningar och perspek-
tiv. Annica Karlsson Rixon beskriver hur hon kom in i den
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medium, there was something else than the descriptive as-
pect that made the perspective special. In a way seldom seen
before, the exhibition highlighted both photography’s di-
verse roles in society and the conditions and importance of
how meaning is produced. Role models and apparatus came
from critical photo-theory formulated in the early-8os, first
in the US, and it is here that Iréne Berggren’s personal expe-
riences and knowledge gathering play a crucial role. Even if
the postmodern perspective had already been introduced
widely into Swedish contemporary art, Lika med was the first
time the theories had been applied on a large scale to the area
of photography.

That this manifestation should take place, not at Fotogra-
fiska museet but Moderna museet, is a sign of the renegotia-
tion of the idea of media specificity that Lika med was part of.
In the new order, crossing over genres and hybrids were pri-
zed above pure practice, in this case photography’s distinct
characteristics. The choice of medium or media was, accor-
ding to this point of view, totally subordinate to the expres-
sion and content. Work of this kind is present in the
exhibition, but the majority is mostly traditionally photo-
graphic in character. The most striking difference from pre-
vious exhibitions was the large proportion of colour pictures,
which went against the ideal that had long dominated that
type of photography shown in similar contexts and where
black-and-white photography was considered the norm for
both documentary and artistic movements. It can be said
that the commissioner’s point of departure was characterised
by a postmodern perspective to a higher degree than the
work of the participating photographers.

Lika med was reviewed by many art critics and regardless of
being viewed positively or with scepticism, the exhibition
was perceived as a welcome breakthrough in what many con-
sidered a marginalisation of photography at Moderna museet,
as well as a clear indictment against the direction represen-
ted by Leif Wigh. For those with a more professionally-
orientated profile, for example commercial portrait
photographers or those working in the news media, the exhi-
bition meant a guest appearance in the art world, but for
some of the participants, art would continue to be their gi-
ven context. This applies especially to younger participants
who were often, but not always, associated with Akademin
for fotografi at the University College. A couple of years pre-
viously, they had been working with projects that posed
other questions about the medium than the usual photo-
graphic instruction.

Although Annica Karlsson Rixon attended Nordens Fo-
toskola, she belonged to that group and one of her works in
the exhibition reached almost iconic status. In the interview,
she mentions how her work and others came to be interpre-
ted in a specific way and used by critics and curators for their
objectives, which is an opinion shared by Hans Hedberg in our



nya diskursen i férsta hand via den konstnirliga praktiken
och inte genom teorin och litteraturen, vilket skapade en an-
nan utgangspunkt in den som delades av curatorerna och
kritikerna. Precis som Iréne Berggren studerade Annica
Karlsson Rixon i USA och fick pa si sitt avgorande erfaren-
heter och kunskaper. Hon nimner att undervisningen, i hen-
nes 6gon, pi ett mer fruktbart sict dn i Sverige lyckades
férena de teoretiska och praktiska aspekterna — nigot som
intressant nog ocksa ir kirnan i den konstnirliga forskning
hon ir en del av i dag.

Av samtalen framkommer att de personer som var knutna
till Lika med hade arbetat tillsammans tidigare eller kinde
varandra pd andra sitt. Kring de nya férhillningssitten och
uttrycken formades ett nitverk dir manga hade en forank-
ring inom dokumentirfotografin. Samarbetet nir det gillde
produktionen av utstillningskatalogen ir ett exempel pi den
betydelse Fotograficentrum hade for etableringen av ett
postmodernt perspektiv. Det var i Bildtidningen som texter
av en mer teoretisk karaktir forst publicerades och dessutom
introducerade man en rad konstnirer och fotografer, foretri-
desvis internationella, som arbetade med mediet utifran helt
andra utgdngspunkter in tidigare. I allt detta hade Hans
Hedberg en central roll, men ocksa Iréne Berggren, Jan-Erik
Lundstrém och en rad andra personer.

Det var dock langt ifrdn alla som vilkomnade férindring-
arna och foreningen rymde olika liger och det vittnas om
bide intensiva och segslitna konflikter. Striden handlade
bade om ideologiska och estetiska aspekter och pa ett intres-
sant sitt laddades fragor om gestaltningen med politiska di-
mensioner. Firgfotografin, iscensittningen och den
teoretiska och sjilvreflekterande hillningen var foreteelser
som kinnetecknade det postmoderna, men som brot mot den
sociala dokumentirfotografins inriktning och uttryck. Dessa
skillnader bidrog till - ja, rent av skapade - den klyfta inom
Fotograficentrum som djupnade under andra hilften av ttio-
talet och gav upphov till forindringar av sivil styrelsens sam-
mansittning och stadgar som Bildtidningens redaktion.

Olikheterna till trots fanns hos bade de traditionella do-
kumentirfotograferna och foretridarna f6r den fotobaserade
samtidskonsten ett samhillskritiskt och politiskt perspektiv,
dven om det di var skillnaderna som priglade relationen. Be-
roringspunkterna mellan positionerna blir tydligare om man
jimfor med Fotografiska museets inriktning, som hade ett
renodlat estetiskt perspektiv pd fotografin. Deras motstand
mot de nya synsitten och allt mer isolerade position blir tyd-
ligt ndr man betinker att Moderna museet, som Fotografiska
ingick i, ett par dr tidigare hade introducerat den postmo-
derna konsten. Férhallandet kom dock snart att férindras.
Ake Sidvall, som lett museet sedan grundandet 1971, fick
limna sin tjinst 1990 och Jan-Erik Lundstrom tilltridde
som férestindare 1992. Han var en av de mest uppmirksam-
made av de nya unga curatorerna och skribentern med en

conversation. This was not necessary a problem, but there was
a difference in conditions and perspectives between the
photographers/artists and those interpreting the work. An-
nica Karlsson Rixon describes how she entered the new dis-
course firstly via artistic practice and not through theory and
literature, which created another point of departure than the
one shared by curators and critics. Just like Iréne Berggren,
Annica Karlsson Rixon studied in the US and in such a way
received defining experiences and knowledge. She mentions
how the tuition, in her eyes, was more successful in combi-
ning the theoretical and practical aspects in a fertile way than
in Sweden - which interestingly enough is also at the heart of
the artistic research she is engaged in today.

It emerges from the conversations that people connected to
Lika med had worked together before or knew each other in
various ways. A network formed around the new outlooks
and expressions, with many people having roots in docu-
mentary photography. The collaboration over the catalogue
production is one example of the significance Fotograficen-
trum had in establishing a postmodern perspective. Bildtid-
ningen was the first to publish texts of a more theoretical
nature and additionally introduced a number of artists and
photographers, especially international ones, working with
the medium on completely different terms than before. In all
of this, Hans Hedberg played a central role, as well as Iréne
Berggren, Jan-Erik Lundstrom and a number of other pe-
ople.

However, certainly not everyone welcomed the changes;
the association contained different factions and there were
intense and long drawn-out conflicts. The struggle covered
both ideological and aesthetical aspects and, in an interes-
ting way, issues regarding portrayal were charged with poli-
tical dimensions. Colour photography, staging and the
theoretical and self-reflecting outlook were characteristic
behaviours of postmodernism, but clashed with social docu-
mentary photography’s direction and expression. These dif-
ferences contributed to - and truly caused - the rift in
Fotograficentrum that deepened in the latter half of the 8os
and gave rise to the changes on the board and the editorial
staff at Bildtidningen.

Despite the differences, both traditional documentary
photographers and the advocates of photo-based contem-
porary art shared a socio-critical and political perspective,
even though the differences characterised the relationship.
Common ground between their positions becomes more ap-
parent in comparison to the direction taken by Fotografiska
museet, with a purely aesthetical perspective on photograp-
hy. Their resistance to the new points of view and increa-
singly isolated position becomes apparent considering how
Moderna museet, which Fotografiska was part of, had intro-
duced postmodern art a couple of years earlier. Circumstan-
ces soon changed. Ake Sidvall, who had run the museum
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tydlig férankring i den fotografiska praktiken. Under hans
ledning fick Fotografiska museets verksamhet en helt annan
inriktning.

Ateruppforandet av Lika med tar fasta pa och vidareutvecklar
delar av det ursprungliga konceptet. Det giller bland annat
greppet att jimstilla materialet for att fista uppmirksamhe-
ten pi kontextens och tolkningsprocessens centrala roll f6r
fotografiers betydelser — bidde i och utanfor utstillningen.
Ett site att forstirka idén dr ate skapa yteerligare ett lager
som pa ett hogst konkret sitt bidrar till ate placera savil de
olika genrerna som de enskilda bilderna p en och samma
niva. Av det skilet innehéller dteruppférandet inga original-
verk utan bygger helt pa reproducerade uppslag fran katalo-
gen, samt ett mindre urval av de polaroidbilder som Iréne
Berggren anvinde i planeringsarbetet. Genom betoningen
av representation och mediering gestaltas den pa samma
gang undersokande och utjimnande - eller rent av nivelle-
rande - karaktir som priglade Lika med.

Katalogen var en viktig del av projektet och den utforma-
des som ett komplement till och en hogst medveten doku-
mentation av utstillningen, iven om den av ekonomiska skil
inte blev si heltickande som arrangorerna hade hoppats.
Uppslagen som visas i dteruppférandet ger en representativ
bild av de olika genrer och praktiker som ingick. Nu som di
tillhér varje bild nagon av de fyra kategorierna - virde, be-
gir, identitet och forvandling - som utgjorde det tolknings-
raster med vars hjilp materialet strukturerades. De sidor i
katalogen dir Iréne Berggren redogér for begreppens inne-
boérder finns med i dteruppférandet, vilket ocksa giller listan
med uppgifter om verken och fotograferna i utstillningen.
For den som ir vilbekant med dagens konst- och fotoscen
avslojar férteckningen ate det ir flera som fortfarande stiller
ut eller pd andra sitt har en position pa filtet, men ocksa att
ndgra av dem som kom att héra till de mest uppmirksam-
made inte finns med. Vad listan ocksa tydliggor ir skillnaden
i omfang mellan Lika med och ateruppférandet.

Uppslagen ir kopierade i skala 1:1 och monterade pa ka-
paskiva och plexiglas direkt pa plywoodskivor som star luta-
de mot viggen. Arrangemanget med skivorna ir inspirerade
av den ursprungliga presentationen. For att formedla en
kinsla av hur det sdg ut - den arkitektoniska gestaltningen
var ett av utstillningens frimsta kinnetecken — har en av in-
stallationsbilderna tagits fram som fototapet. De fristiende
viggmodulerna hade, vid sidan om den estetiska och kon-
ceptuella dimensionen, en praktisk funktion. Konstruktio-
nen gav bide nédvindig hingningsyta och var tinkt att
underlitta turnerandet av utstillningen, vilket dock inte var
aspekter som kritikerna tog upp i sin ofta negativa bedém-
ning. Férutom att visuellt knyta an till den ursprungliga ver-
sionen aktiverar triskivorna gallerigingens korridorliknande
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since its foundation 1971, lost his position 1990 and Jan-Erik
Lundstrom was appointed as superintendent 1992. He was
one of the most acclaimed new, young curators and writers
with a clear foundation in photographic practice. Under his
leadership, Fotografiska museet was given a completely dif-
ferent direction.

The reenactment of Lika med focuses on and develops further
parts of the original concept. This includes the ides of placing
material on an equal footing, in order to focus attention on
the process of contextualisation and interpretation and its
central role in the photographs’ meanings — both in the exhi-
bition and beyond. One way to reinforce this idea is to create
yet another layer, that in a concrete fashion, contributes to
placing all the various genres and the individual pictures on
one and the same level. For this reason, the reenactment does
not contain any original work, but is based completely on
images reproduced from the catalogue, as well as a small se-
lection of Polaroid pictures used by Iréne Berggren in the
planning process. Through the emphasis on representation
and mediation, it simultaneously portrays the investigative
and levelling - or quite simply, equalising - character which
featured in Lika med.

The catalogue was an important part of the project and
was designed as a complement to, and a most deliberate do-
cumentation of, the exhibition, even though for budgetary
reasons it wasn’t as comprehensive as the organisers had wis-
hed. The cover shown in the reenactment gives a representa-
tive image of the various genres and practices that were
included. Now, as then, each picture belongs to one of the
four categories — value, desire, identity and transformation
- which formed the interpretative framework that aided the
structuring of the material. The pages in the catalogue where
Iréne Berggren writes about the meaning of the concepts are
included in the reenactment, so too a listing of information
about the works and photographs in the exhibition. For tho-
se familiar with today’s art and photography scene, these no-
tes reveal many names still exhibiting or otherwise staking a
position in the field, but also others, who would later receive
great acclaim, that were not included. The list also illustrates
the difference in scope between Lika med and the reenact-
ment.

Pages are copied on a scale of 1:1 and mounted directly on
foam board and Plexiglass on plywood sheets that lean
against the wall. This arrangement is inspired by the original
presentation. To convey a sense of the original appearance —
the architectural expression was one of the foremost charac-
teristics of the exhibition - a picture of the installation is
displayed as photo-wallpaper. The freestanding wall units,
besides the aesthetic and conceptual dimension, had a prac-
tical function. The construction provided both the necessary



utrymme. Dirigenom varieras ocksa anvindandet av rum-
met pa ett sitt som gor att det aktuella dteruppférandet pi
ett synbart sitt skiljer sig fran de tva tidigare.

P4 ett mer uttalat sitt in minga andra fotoutstillningar
formades Lika med av en kommissarie med en specifik teore-
tisk utgdngspunkt. For att ge en bild av bakgrunden visas
valda exempel pa den litteratur som Iréne Berggren liste och
som pa ett avgorande sitt bidrog till hennes referensram.
Bland titlarna finns en for tiden och sammanhanget stark
betoning pd psykoanalys, feminism och semiotik.

Lika med (dteruppford) avslutar serien med utstillningar och
bocker och nu aterstar att samla projektets delar i en box
med titeln Tre utstillningar. Tre decennier. Den kommer ocksi
att rymma en fjirde del, som dock blir mindre till omfinget
in de 6vriga. Trycksaken innehaller installationsbilder fran
respektive dteruppférande och en text om vad det har inne-
burit att pd detta handgripliga sitt soka sig tillbaka i histori-
en och vad metoden har gett for resultat. Jimforelser med
andra liknande projekt kommer ocksa att goras. Studien
spianner fran sjuttio- till nittiotal och det ir minga namn,
institutioner, utstillningar och andra hindelser som passe-
rar revy. Dirfor finns ocksa ett sak- och personregister som
omfattar alla delarna och gor det littare att soka.

room to hang works and facilitated the touring of the exhibi-
tion; these aspects however were not considered by critics in
their often negative judgements. Besides visual association
to the original version, the wooden sheets activate the galle-
ry space’s corridor-like dimensions. In such a way, this varies
the use of the space and makes the current reenactment visu-
ally different from the two that came before.

In a more distinct way than many other photography ex-
hibitions, Lika med was shaped by a commissioner with a spe-
cific theoretical starting point. To give an idea of that
background, there is a selection of literature read by Iréne
Berggren that contributed to her frame of reference. Among
the titles, there is a somewhat strong emphasis for that peri-
od on psychoanalysis, feminism and semiotics.

Lika med (dteruppford) concludes the series of exhibitions and
books; what remains now is to collect the parts of the project
together into a box set titled Tre utstillningar. Tre decennier.
(Three exhibitions. Three decades.) This will also contain a
fourth part, however one of smaller scope than the others.
This material will contain installation images from the re-
spective reenactments and a text on what it means to delve
back into the past, and in such a hands-on manner, and the
results of this method. Comparisons with similar projects will
also be made. The study spans the 7os to the gos and covers
many names, institutions, exhibitions and other events. The-
refore, an index of subjects and persons from all parts of the
project will be included to make referencing easier.
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Ateruppforande av Verkligen?! Blindande bilder och Lika med
utgdr tillsammans arbetet Tre usstillningar. Tre decennier

The reenactment of Verkligen?! Blindande bilder and Lika med together
make up the work Tre usstillningar. Tre decennier.(Three exhibitions. Three decades.)
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