SAMTAL 3 MED IRENE BERGGREN, 2011-05-11

NO: Forra samralet avslutades med att du nimner en panel-
debatt pd Fotomissan i Goteborg. Jan Svenungsson tar upp
den i en artikel i Fotografisk tidskrift nr 1 1992 och han ir
vildigt kritisk bide till det som dgde rum pa missan och till
Likamed, som han sjilv deltog i. Om samtalet dir du, Lars O.
Ericsson och Hans Hedberg medverkade siger han att det
utgjorde ett av manga exempel pa hur den fotografiska bil-
den anvinds i olika sorters maktspel. Man skulle kunna ci-
tera ett stycke ur artikeln: "Iréne Berggrens pastiende att
hennes utstillning pA Moderna museet brot ner hierarkin
stimmer inte; vissa inbordes skillnader mellan olika fotogra-
fiska arbetsformer kanske gjordes mindre synliga, men detta
overskuggades fullstindigt av en ny hierarki som blev ut-
stillningens egentliga budskap.”

Det handlar inte ovintat om curatorns roll i férhillande
till konstnirerna. Han ir ocksa kritisk till utstillningsar-
rangemanget, som han siger dr hipnadsvickande fult och s
dominerande att det inte gick att se de hiir enskilda bilderna.
Biade Hedberg och du gick i svaromil, men hur tinker du i
dag kring Svenungssons kritik?

IB: Jag var forvanad over att den kom frin honom och hans
kritik férde tillbaka fotografiet dit det hade varit. Det forva-
nade mig verkligen, eftersom hans egen konst brét med in-
vanda forestillningar om vad fotografi skulle vara. Han ir
inte heller fotograf utan kommer fran konstfiltet. Samtidigt
kan man nog siga att Jan Svenungsson alltid har varit en
provokator och han kanske hade en agenda som gjorde att
han ville ta avstind fran utstillningen. Jag tycker inte att han
sdg mojligheterna i det hela. Sjilvklart skapades andra sam-
manhang genom att gora si hir, men jag vill hivda att den
kontext som Lika med gav upphov till var vildigt menings-
fullt. Tanken var att man skulle stilla sig den enkla frigan:
vad ir det jag ser? Hans kritik av installationen héller jag inte
med om. Den var annorlunda och visst, man kan jimfora det
med snabbkép eller vad man vill, men det fanns ett bra av-
stind mellan gdngarna och det skapades ett dynamiskt mote
mellan bide bilderna och publiken.

NO: Hur ser du pa frigan om makt och relationen mellan
curator och konstnir? Jan Svenungsson, som talar bide for
sig sjilv och for sina kollegor, anser att han forlorar infly-
tande over sina bilder.

IB: Ja, det gjorde han. Men varfor ir det si farlige? Den tradi-
tionella utstillningsformen fanns redan och Jan Svenungsson
hérde till de mer framstiende och hade tillging till gallerier
dir man vanligtvis gor separatutstillningar. Att komma in i
andra ssmmanhang borde vara befriande och vicka nya typer
av frigor. Vad sker med min konst nir den méter andra
uttryck? Och vad hinder med min egen uppfattning?

CONVERSATION 3 WITH IRENE BERGGREN, 11 MAY 2011

NO: The previous conversation ended with your mentioning
a panel debate at the Gothenburg Photo Fair. Jan Svenungs-
son raises this in an article in Fotografisk tidskrift no. 1 1992
and is very critical of what took place at the fair and Lika med,
which he was part of. Regarding the discussion, which you,
Lars O. Ericsson and Hans Hedberg participated in, he says
it was one of many examples that showed how the photo-
graphic image was used in various kinds of power struggles.
Quoting here from the article: “Iréne Berggren’s claim that
her exhibition at Moderna museet broke down hierarchies is
not correct: certain inherent differences between various
photographic forms were, perhaps, made less apparent, but
this was overshadowed completely by a new hierarchy that
became the exhibition’s real message.” Not surprisingly, this
refers to the curator’s role in relation to the artists. He is also
critical of the exhibition’s arrangement, which he says is as-
toundingly ugly and so dominant it was impossible to see the
individual pictures. Both Hedberg and you mounted a de-
fence, but what are your thoughts today concerning Sve-
nungsson’s criticism?

IB: I was surprised that it came from him and his criticism
took photography back to where it had come from. Really, I
was astonished, because his own art broke away from many
ingrained attitudes about what photography should be. Nor
is he a photographer, but comes from the art world. At the
same time, you can safely say that Jan Svenungsson has al-
ways been a provocateur and maybe he had an agenda that
made him want to distance himself from the exhibition. I
don’t think he saw the possibilities of it all. Of course, other
contexts were created in doing this, but I would maintain
that the context arising in Lika med was enormously mean-
ingful. The idea was that you would pose the simple ques-
tion: what am I'looking at? I don’t agree with his criticism of
the installation. It was different and, sure, you could com-
pare it to a convenience store or whatever, but there was a
good distance between the rows and it created a dynamic
meeting between both the pictures and the viewing public.

NO: What is your opinion on the issue of power and the rela-
tionship between curator and artist? Jan Svenungsson, who
speaks for both himself and his colleagues, thinks he lost in-
fluence over his pictures.

IB: Yes, he did. But why is that so dangerous? The traditional
form of exhibition already existed and Jan Svenungsson was
among the more prominent ones who had access to galleries
that usually gave solo exhibitions. To enter another context
ought to have been liberating and given rise to new types of
questions. What happens to my art when it meets other forms
of expression? And what happens to my own perception?
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Uppenbarligen var det vildigt skakande eftersom han var si
kritisk. Det dr ocksd mirkligt att kritiken och svaret fors i
Fotografisk Tidskrift, som var den som stod bakom utstill-
ningen.

NO: Vad tinker du om det?

IB: Jag antar att man tog in den for att de tyckte att det var en
meningsfull text, som de sjilva inte kunde formulera. Det
fanns kritik mot utstillningen inom SFF och d& var det guld
virt att fa en kritisk text frin en vilkind person inom konst-
filtet. Att hivda att upphovspersonens tolkning ir den ritta
passade vildigt bra for férbundet, som oroade sig for att de
enskilda fotograferna inte hade blivit s& uppmirksammade.

NO: For att citera ytterligare en passage: P4 platsen for den
med buller och bang utjimnade skillnaden mellan olika sor-
ters fotografi insattes en ny rangordning, dir teoretikern och
dennes text fick inta en sjilvklar plats ovanfér bilden, varje
slags bild, och dirmed bildskaparen och dennes avsikter. De
utstillda bilderna reducerades till illustrationer it katalo-
gens utliggningar. Jag konstaterade med férvaning att ingen
debatt forekom i pressen, i de artiklar som handlade om Lika
med, omnimndes konsekvent nog mycket fa bilder, diremot
dgnades stor uppmirksamhet it utstillningens tillkomsthis-
toria och kommissariens arbete, vilket har fitt hela tillstall-
ningen att framstd endast och uteslutande som ett svajigt
monument dver sig sjilv och dess skapare.”

IB: Det ir snyggt skrivet, men, som jag sa, ir det mirkligt att
det kom frin Jan Svenungsson. Men han kanske alltid har
varit ”den store konstndren” och egentligen inte ifrdgasatt
den rollen. Att géra nagonting annorlunda utstillningsmis-
sigt var precis vad jag ville. Det var manga som reflekterade
kring och ifrdgasatte tematiken och det tycker jag att man
ska vara n6jd med som curator. Det dr virt en hel del att kri-
tikerna bemédar sig om att formulera varfor de tycker att
nigonting ir diligt. Om man fir andra att borja fundera har
man nitt lingt. Meningen var att utstillningen skulle viicka
debatt, vilket antagligen inte skett om presentationen varit
mer konventionell. Jag tror att den stora bredden provoce-
rade manga.

NO: Den recenserades i de storre dagstidningarna och den
mediala uppmirksamheten var omfattande. Férutom
Svenungsson var Jorgen Gassilewski och Dan Karlholm
djupt kritiska och pi den andra sidan fanns framfor alle Lars
O. Ericsson, men dven Ingamaj Beck skrev positivt om ditt
sitt att stilla analytiska fragor till materialet i Aftonbladet.
Karlholms text publicerades i Paletten och han vinder sig
mot de fyra begreppen som, enligt honom, dr bdde vaga och
pekpinnemissiga. Han provar begreppen pé Johan Fowelins
bild av Brandenburger Tor. Nir han sedan tittar i facit, som
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Presumably, it was rather shocking, because he was so criti-
cal. It is also strange that the criticism and the reply are pub-
lished in Fotografisk tidskrift, the very ones behind the
exhibition.

NO: What do you think about that?

IB: I guess they accepted the contribution because they
thought it was a meaningful text, something they could not
formulate by themselves. There was criticism of the exhibi-
tion within SFF, so a critical text from a well-known person
in the art world was worth its weight in gold. Claiming the
photographer’s interpretation was the correct one suited the
association very well, because there was concern that the in-
dividual photographers had not been put in the spotlight.

NO: Quoting another passage: “Onsite, with great hoopla,
the differences between various kinds of photography are
levelled out and placed in a new order of rank, where the
theorist and her text take a self-evident position above the
picture, every kind of picture, and thus also the creator of the
picture and his or her intentions. The exhibited pictures are
reduced to illustrations for the catalogue’s comments. I state
with amazement that no debate occurred in the press, in
those articles covering Lika med which consistently men-
tioned very few pictures, but gave great attention to the story
of how the exhibition came about and the work of the com-
missioner, which has made the entire show seem, only and
exclusively, a wobbly monument to itself and its creator.”

IB: It is beautifully written, but as I said, it is strange that it
came from Jan Svenungsson. But perhaps he has always been
“the great artist” and, in reality, never questioned that role.
To make something different exhibition-wise was exactly
what I wanted. Many people pondered and questioned the
themes and I think, as a curator, you can be pleased about
that. It is worth something that critics take the trouble to
formulate why they think something is bad. If you get other
people starting to think about something, then you have
come a long way. The point of the exhibition was to initiate
debate, which probably would not have happened if the pre-
sentation had been more conventional. I think the huge
breadth provoked many people.

NO: The major newspapers carried reviews and the media
coverage was comprehensive. Besides Svenungsson, others
who were deeply critical included Jérgen Gassilewski and
Dan Karlholm, while on the other side, above all others was
Lars O. Ericsson, but even Ingamaj Beck wrote positively in
Aftonbladet about your way of posing analytical questions
around the material. Karlholm’s text was published in Pal-
etten and he takes aim at the four concepts that, in his opin-
ion, are both vague and didactic. He tests the concepts



han ironiskt kallar bildforteckningen, visade det sig att det
inte var nigot av begreppen han sjilv hade valt. Férklaring-
arna varfor bilden hor till en viss kategori tillfor ingenting
och det hela ir, enligt honom, helt godtyckligt. Begreppen
ger Lika med en kvasifilosofisk legitimitet och Karlholm me-
nar att tdjbarheten gor de obrukbara som urskiljningsinstru-
ment. Vad tycker du att han har missat?

IB: Det ir alltid ett vigspel att vilja begrepp som styr tolk-
ningen och innehillet. De fyra kategorierna ir himtade frin
den diskurs som priglade fotografin under den hir tiden, vil-
ket han maste ha varit medveten om. Visst kan man disku-
tera begreppens innehill och att bilderna kan flyttas om,
men tittar man pd mina sammanstillningar, tycker jag att
man fir en ritt klar bild av skillnaden mellan de olika be-
greppen. Men det kriver naturligtvis tid och det dr ingen litt
utstillningen pa det sittet. Om man gjort en katalog med
fler texter, eller haft texter i utstillningen som refererat till
den teoribildningen, hade det sikert blivit mycket tydligare,
men frigan ir om man hade orkat se den utstillningen.

NO: Han skriver ocksi att bilderna inte valts for att visa fram
sig sjilva, utan att det handlar om olika fotografiska prakti-
ker, vilket gor att utstillningen sluter sig kring frigor om
fotografin i sig och inte om den verklighet som skildras. Han
tycker Lika med ir en tillbakaging, intressant nog helt mot-
satt dina stravanden, och menar att utstillningen har ett es-
sentialistiskt perspektiv. I recensionen skriver han: ”Jag ser
fram emot den dagen en lika ambitios utstillning visar foto-
grafier, inte bara som foton och ingenting annat in foton,
utan som bilder med ett férhéillande till nigon sorts specifik
verklighet.” Vad siger du om den typen av pastienden?

IB: Jag tycker att han dr ogenerds och forvinas over att han
avfirdar utstillningsidén som ett sokande av en fotografisk
egenart. Jag tror att han, precis som Svenungsson, ocksa ir
ute efter den ”stora bilden”; som det dr nédvindigt att ta
fram och som exkluderar all annan fotografi.

NO: Hur tinker du di?

IB: Jag menar att hela det teoretiska ramverket eller verkeyget,
s& skulle jag vilja siiga att begreppen fungerade, har anvints
for att bryta upp forestillningen om en homogen fotografisk
praktik. Ambitionen var att visa hur fotografin forhaller sig
till de verkligheter vi befinner oss i, och hur betydelsefulla de
ir for den mening vi skapar it oss — en mening som skapas i
och genom fotografiernas stindiga fléde genom véra liv. Det
tycks han inte ha uppfattat. Kanske lyckades jag inte kom-
municera det tillrickligt.

NO: Aven om Dan Karlholm till évervigande del ér kritisk
siger han att Lika med - i kraft av utstillningens omfattning

against Johan Fowelin’s image of the Brandenburg Gate.
When he peeks at the answers, his ironic way of referring to
the picture notes, it proves to be in none of the concepts he
had chosen. The explanations why the picture is in a certain
category add nothing and it is all, according to him, totally
arbitrary. The concepts give Lika med a quasi-philosophical
legitimacy and Karlholm says their elasticity makes them un-
usable as instruments of differentiation. In your opinion,
how is he missing the point?

IB: You are always walking a tightrope when choosing con-
cepts that will guide interpretation and content. These four
categories come from the discourse that characterised pho-
tography at this time, which he must have been aware of. By
all means, discuss the content of the concepts and that pic-
tures can be moved about from one to the other, but if you
look at my selections, I think you get rather a clear idea of
what differentiates the various concepts. But naturally, it
takes time and it is not an easy exhibition in that sense. If
you’d produced a catalogue with more texts, or had texts in
the exhibition referring to the theories, it would have been
more straightforward, but then the question is whether you
would have had the energy to see that exhibition.

NO: He also writes that the pictures were selected not to show
themselves, but to deal with different photographic practices,
which implies that the exhibition shuts itself in with matters
concerning photography itself and not the reality portrayed.
He thinks Lika med is a regression, interestingly enough the
very opposite of your intention, and says the exhibition has an
essentialistic perspective. In the review, he writes: “I look for-
ward to the day when an exhibition of similar ambition shows
photographs, not only as photos and nothing but photos, but
as pictures with a relationship to some type of specific reality.”
What is your opinion on that kind of statement?

IB: I think he is being mean and I’'m surprised he dismisses
the idea of the exhibition as a search for an essential photo-
graphic character. I believe he, just like Svenningsson, is also
after the “great picture”, which is so necessary to produce
and excludes all other kinds of photography.

NO: What do you mean?

IB: I mean the entire theoretical framework or apparatus, and
I would like to say that the concepts did work, has been used
to demolish the notion of a homogenous photographic prac-
tice. The aim was to demonstrate how photography relates to
those realities we find ourselves in, and how significant they
are to the meaning we create for ourselves; a meaning creat-
ed in and by the continual stream of photographs passing
through our lives. It seems he has not comprehended this.
Maybe I didn’t communicate it thoroughly.
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och ambitiosa karaktir — markerar fotografins institutionella
genombrott i den svenska konstvirlden. Och att fotografin
férhoppningsvis nu far en mer central position in den dittills
haft i Fotografiska museets morka korridorer.

IB: Han gick i alla fall igenom utstillningen vildigt noga och
bemodade sig om att formulera en kritik.

NO: Jorgen Gassilewski stillde sig ocksa frigande infér valet
av de fyra kategorierna: ”Om detta ir det inte mycket mer att
orda annat 4n att det ir korkat i ett sammanhang som redan
innan holl pa att rasa ihop av sin egen tyngd och heterogeni-
tet.” Som analysredskap dr begreppen, enligt Gassilewski, helt
obrukbara. Kritiken visar att du har gjort nigonting som
flera kiinner sig uppmanade att ta stillning till. Det intres-
santa ir att de mest avstdndstagande ir yngre kritiker med
en akademisk orientering. Man skulle kunna tinka sig att
den positionen rimligen borde ha intagits av dldre aktorer i
fotovirlden, men si ir inte fallet. Hur uppfattar du det?

IB: De ildre saknade vana att uttrycka sig om fotografi och
jag kan tinka mig att de inte riktigt forstod vad det handlade
om. Man sig en utstillning pA Moderna museet som inne-
holl vildigt mycket fotografi och fick stor uppmirksambhet,
men struntade i att det fanns en kontext som handlade om
olika begrepp. Deras kritik var mer praktiskt inriktad och
berorde de hoga produktionskostnaderna och frigor om var-
for vissa fotografer inte var med.

NO: Det finns en intressant skillnad mellan generationerna.
De yngre skribenterna som formulerar kritiken ér pé vig att
etablera sig pa konstfiltet. Sjalvklart maste de reagera pd en
utstillning av den hir omfattningen och inriktningen. Jag
menar inte att ta udden av deras kritik, men man kan anta att
inliggen ocksi har att géra med aktorernas kamp om posi-
tioner.

IB: Dawid var med p4 utstillningen och han kunde formulera
sig men det gjorde han inte. Sa frin den ildre generationen,
vilken han béde tillhérde och inte tillhorde, fanns det ingen
som tridde fram. Det var antagligen inte lika angeliget for
dem. Men, precis som du siger, de som gjorde det var perso-
ner som hade borjat etablera egna positioner. De var kritiker
och akademiker och de hade en teoretisk grund att utgé fran.

NO: Den mest uppskattande recensionen skrevs av Lars O.
Ericsson. Vad tinker du om den?

IB: Det var ju Lars O. som introducerade debatten om det
postmoderna i DN och han var en nyckelperson i svensk
samtidskonst. Han var oerhért entusiastisk redan nir Lika
med tog form och medverkade i katalogen. Trots detta recen-
serade han utstillningen, vilket jag undrade 6ver, men texten
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NO: Even though Dan Karlholm is predominantly critical,
he says that Lika med, by virtue of the exhibition’s scale and
ambitious character, marks photography’s institutional
breakthrough into the Swedish art world. And hopefully
now, photography will have a more central position than it
had before in the dark corridors of Fotografiska museet.

IB: At least he went through the exhibition very carefully and
took the trouble of formulating his criticism properly.

NO: Jorgen Gassilewski also questioned the choice of the
four categories: “There isn’t much else to say about this,
other than its stupidity in a context that was already starting
to collapse under its own weight and heterogeneity.” The
concepts as an analytical apparatus, according to Gassilews-
ki, are completely useless. The criticism demonstrates that
you have done something that has provoked people into
making a stand. It is interesting how those most keen to
show repudiation are the younger critics with an academic
orientation. You would think that position ought to have
been taken, presumably, by the older statesmen in the world
of photography, but that’s not the case. What are your
thoughts here?

IB: The older ones were not in the habit of expressing them-
selves about photography and I can imagine they didn’t re-
ally understand what it was about. They saw an exhibition at
Moderna museet that contained a lot of photography and
got much attention, but couldn’t care less that there was a
context based on the various concepts. Their criticism was
more about practical matters such as the high production
costs and the exclusion of certain photographers.

NO: There is an interesting difference between the genera-
tions. The younger writers formulating the criticism are on
their way to establishing themselves in the art world. Obvi-
ously, they have to react to an exhibition of this scale and di-
rection. I don’t mean to take the sting out of their criticism,
but you can imagine how these contributions also play a role
in their struggle to attain positions.

IB: Dawid was in the exhibition and he could formulate his
thoughts, yet he didn’t. So from the older generation, which
he was both part of and apart from, there was no one who
stepped up. Presumably, it was not as important to them.
But, just as you say, those who did were persons who had
started to establish their own positions. They were critics
and academics and they had a theoretical foundation to work
from.

NO: The most positive review was by Lars O. Ericsson. What
are your thoughts there?



var forhallandevis kort sa det utgjorde inget hinder. Det var
hir nigonstans som dven grinsen mellan kritiker och cura-
tor borjade tinjas ut. Rollerna var inte lingre lika strikt upp-
delade. Med utstillningen fick fotografiet dntligen plats pa
Moderna museet och det gav honom ett bra tillfille att rikta
kritik mot Fotografiska museet. Men visst kan man se dven
hans agerande som del av ett makespel.

NO: Han markerar ett tydligare avstindstagande fran den
modernistiska ordning som styrde Fotografiska museet 4dn
de andra recensenterna, och dven om han genomgiende ir
positiv stiller ocksa han sig fragande till valen av begreppen.
Jag ska inte siga att han dr direke kritisk men han menar att
de rymmer problem.

IB: Det var begreppen som gjorde Lika med annorlunda, sa
det dr klart att de vickte kritik. I vanliga fall hade man gjort
en utstillning som tematiskt tar upp, vad det nu kan ha varit,
konstfotografi, dokumentirfotografi, reklam, men jag ville
undersoka konstruktionen av genrerna och hur de paverkar
var forstielse av verkligheten. Jag ville att man skulle ga in i
utstillningen och bérja fundera 6ver vad virde handlar om,
vad identitet handlar om egentligen osv.

NO: Hiir kan man se skillnaden mellan Lars O. Ericssons vil-
villiga lisning och Gassilewskis och Karlholms kritiskt inrik-
tade tolkningar. Ericsson siger att det inte dr helt klart vad
de fyra begreppen stir fér och att manga bilder skulle kunna
placeras bide annorlunda under flera av dessa begrepp, men
sedan skriver han: "Nu gér det inte sd mycket di denna be-
greppsfyrklover i huvudsak bara fungerar som en 16st struk-
turerande princip eller ett grovmaskigt teoretiskt raster.
Genom att bade genregrinser och grinser mellan konst och
icke-konst bryts upp kan nya samband och kollisioner upp-
tickas och frigor uppstd.” Han ser utstillningen som ett svar
pé en postmodern kritik av den klassiska fotografin, helt i
linje med de ideal han kimpat f6r under de senaste dren. Nir
fotografin har visats inom det modernistiska paradigmet har
mediets heterogenitet tonats ner till f6rmén for ett estetiskt
och apolitiskt synsitt. Bilderna berévades sin ursprungliga
kontext och reducerades, enligt Lars O. Ericsson, till konst-
objekt. Likamed handlar, vilket han gillar, mer om fotografin
som en social praktik in om de enskilda verken och upphovs-
personerna. Han tycker att utstillningen 4r ett lyckat sabo-
tage mot Fotografiska museets forlegade utstillningspraktik.

IB: Det dr i grunden samma ldsning som jag har gjort.

NO: Avslutningsvis skriver han: ”Lika med ir en djirv, tanke-
vickande och provokativ utstillning. Diaremot dr den inte en
utstillning som smickrar vare sig utstillare eller publik, for-
hoppningsvis kommer den att hoja debattemperaturen atskil-
liga grader, det skulle svensk fotografi nimligen ma bra av.”

IB: Of course, Lars O. introduced the debate about postmod-
ernism to DN and he was a key person in Swedish contem-
porary art. He was already extremely enthusiastic as Lika med
started to take shape and contributed to the catalogue. De-
spite this, he reviewed the exhibition, which made me won-
der, but the piece was relatively short so it didn’t cause any
trouble. It was around about here that the boundaries be-
tween critics and curators also started thinning out. The
roles were no longer so strictly divided. The exhibition fi-
nally gave photography a place at Moderna museet and that
presented him with a good opportunity to criticise Fotograf-
iska museet. But certainly, you can regard his actions as part
of a power game.

NO: More than the other reviewers, he clearly repudiates the
modernistic order that ruled Fotografiska museet, and even
though he is thoroughly positive, he too questions the choice
of concepts. I wouldn’t say he is critical in any way, but he
does imply that they create problems.

IB: The concepts were what made Lika med different, so clear-
ly they provoked criticism. Ordinarily, you would have made
an exhibition on thematic grounds that covered, whatever it
was, art photography, documentary photography, advertis-
ing, but I wanted to investigate the construction of the
genres and how they influence our understanding of reality.
My wish was for people to enter the exhibition and start
wondering what value was about, what identity really is and
so on.

NO: Here we see the difference between Lars O. Ericsson’s
favourable reading and Gassilewski and Karlholm’s critically
directed interpretations. Ericsson says it isn’t completely
clear what the four concepts represent and that many pictures
could be placed differently under several of them, but he goes
on to write: “Yet it doesn’t matter so much, because chiefly
this quartet of concepts only operates as a loosely structured
principle or a coarsely meshed theoretical screen. By breaking
down the barriers between genres and the barriers between
art and non-art, new connections and collisions are discov-
ered and questions arise.” He sees the exhibition as answering
postmodern criticism of classical photography, completely in
line with those ideals he has fought for in recent years. When
photography has been shown in the modernist paradigm, the
medium’s heterogeneity is toned down to the advantage of an
aesthetical and apolitical outlook. The pictures were robbed
of their original context and reduced, according to Lars O.
Ericsson, to art objects. Lika med is more about photography
as a social practice than the individual works and photogra-
phers, which is what he likes about it. He thinks the exhibi-
tion is a successful act of sabotage against Fotografiska
museet’s outdated exhibition practice.

59



IB: Det blev inte mycket debatt, faktiskt. Det var de hir artik-
larna som du har tagit fram, men den ena publicerades i Pa-
letten och det idr inte sdrskilt minga som liser den.
Antagligen var det flera inom det fotografiska filtet som tog
del av Fotografisk tidskrift — fast fragan 4r hur minga det var
egentligen. Den debatten som Lars O. Ericsson efterfrigade
dgde aldrig rum. Jag tror inte heller att den férdes pd museet.
Det var aldrig sirskilt mycket kommunikation internt som
jag minns det. Leif Wigh tyckte att det var en virdelds ut-
stillning och det sa han offentligt.

NO: Hur ser du p4 kritiken i dag? Den var ju bitvis ganska
hard.

IB: Antagligen skulle jag dn tydligare ha slagit fast vad begrep-
pen stod f6r. Helt enkelt haft en mer diskuterande karakeir pa
mina texter i katalogen. Det hade sikert varit vildigt bra om
den hade fitt en starkare teoretisk férankring. D4 kanske den
hir kritiken hade sett annorlunda ut. Men jag tycker att
Svenungsson verkligen tog ett steg tillbaka till ett modernis-
tiske siitt att se pa fotografin, vilket Karlholm inte riktigt gjor-
de i sin kritik. Jag méste ju hilla med om att begreppen inte ir
glasklara och kan inte vara det. Varfér ska man skapa begrepp
som ir helt entydiga? De lyckades vicka andras tankar och pd
s sitt tycker jag att det har varit intressant.

NO: Det ir en annan sak som dyker upp i kritiken och det
handlar om att verken anvinds som en illustration till dina
teorier. Hur ser du pa det?

IB: Det ir en vildigt nedvirderande kommentar och sjilv-
klart haller jag inte med. Jag vet inte hur man ska beskriva
saken, men sjilvklart maste bilderna underordna sig mitt
koncept. Utstillningen sitter verken i en ny kontext och dé
mdste man titta vildigt noggrant pa bilderna f6r att bland
annat forstd vad som hinder nir man lyfter dem ur sitt sam-
manhang. G6r man inte det médosamma arbetet, ja di blir
det kanske en illustration.

NO: Utstillningen hingde inte pé ett traditionellt sitt och
fragan dr hur den uppfattades av besokare som saknade for-
forstaelsen eller inte var intresserade av teorin.

IB: Jag forsoker tinka mig in i hur det sdg ut nir man gick
igenom utstillningen och motte olika genrer bredvid varan-
dra. Sjilvklart borde det vicka frigor om varfér bilderna
overhuvudtaget fanns i samma rum. Det intressanta med fo-
tografin ir att den finns inom s3 vitt skilda omraden och att
vi moter den hela tiden. Betydelse skapas i relationen mellan
bilderna och ir beroende av betraktarens bakgrund och kun-
skaper. Man méste forstd hur fotografierna formar vér
virldsbild och virt sitt att agera. Det handlar inte om nagon
illustration av teorier.
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IB: Basically, the same reading as mine.

NO: In conclusion, he writes: “Lika med is a bold, thought-
inducing and provocative exhibition. However, it is not an
exhibition that flatters either exhibitor or audience, hope-
fully it will raise the temperature of the debate by a good
many degrees, much to the betterment of Swedish photogra-

phy.”

IB: There wasn’t much debate, as a matter of fact. There were
these articles that you have, but one was published in Pal-
etten and not especially many read that. Presumably, there
were more people in photography circles that read Fotograf-
isk tidskrift; although you could ask how many it really was.
The debate that Lars O. Ericsson called for never took place.
I don’t believe it was conducted at the museum either. There
was never particularly much communication internally, as I
remember it. Leif Wigh thought it was a worthless exhibi-
tion and said so publicly.

NO: What is your opinion of the criticism now? It was cer-
tainly quite harsh in places.

IB: Presumably, I should have been even clearer about what
the concepts represented. Quite simply, my texts in the cata-
logue could have been more like a discussion. It would have
been very good indeed, if that had strengthened the theo-
retical basis. Perhaps, the criticism would have been different
then. However, I think Svenungsson really took a step back-
wards to looking at photography in a modernistic way, which
Karlholm didn’t really do in his criticism. Certainly, I have to
agree that the concepts were not crystal clear and cannot be
so. Why create concepts that are completely unambiguous?
They succeeded in making other people think and, in that
way, I think it has been interesting.

NO: Another point that emerges in the criticism is that the
work was used as an illustration to your theories. What do
you say about that?

IB: It is quite a disparaging remark and, of course, I don’t
agree. ’'m not sure how to put it, but obviously the pictures
must be subordinate to my concept. The exhibition puts the
works in a new context and then you need to pay attention
very carefully to the pictures in order to understand, among
other things, what happens when you lift them out of their
contexts. If you don’t put in the hard work, then yes, perhaps
it becomes an illustration.

NO: The exhibition was hung in a non-traditional way and
the question is how it was perceived by visitors who lacked
the prerequisite knowledge or weren’t interested in theory.



NO: Men vad gor utstillningsarrangemanget for besékarens
mojligheter att férstd fotografins roll och betydelse? Blir det
inte svirare att tolka bilderna nir de dr placerade bredvid
varandra och frikopplade frin sin ursprungliga kontext?

IB: Frigan ir om man skulle ha kommit ifran "illustratio-
nen” om det funnits texter som hade sagt vilka sammanhang
bilderna hade ingitt i, till exempel en dagstidningsartikel om
miljéproblem. Det hade blivit en didaktisk och trikig utstill-
ning. Just i det hir fallet var det viktigt att gora pa det hir
sittet, eftersom det var sjilva dekonstruktionen som skulle
fa besokaren att fundera 6ver vilken roll fotografin har dels
pa ett personligt plan, dels i samhillet i stort.

NO: Skulle man kunna siga att utjimnandet av skillnaderna
var ett sitt att skapa distans s att bilderna framtrider pa ett
nytt sitt och att férskjutningen var en strategi for att sitta
igdng tankar hos betraktaren?

IB: Absolut. Det var dirfor som jag gjorde tidningssidorna
dir jag tog bort all text for att visa hur 6ppen tolkningen blir
nir text och bild skiljs 4t. Det var ett sitt att lyfta fram atct
fotografiet behover sin text, behover site ord, for ate bli be-
gripligt och att fotografiet inte dr ett universellt sprak. Och
sedan var det ett praktiske site att f4 in hur tidningssidor ser
ut runt om i landet.

NO: Av recensionerna framgir att dina utgingspunkter har
uppfattats pa ett annat sitt. Kritikerna tolkar likstillandet
som en idé om att mediet utgdér en minsta gemensamma
nimnare som forenar all fotografi, och inte att det ar ett sétt
att aktivera betraktaren att reflektera 6ver fotografins olika
praktiker och meningsskapande sammanhang. Varfér gar
deras lisning i motsatt riktning tror du?

IB: Mojligtvis var diskussionen om fotografins heterogenitet
s sjilvklar for mig att jag tog den for given. Det hade, dter
igen, antagligen varit bra om jag formulerat allt det hir i en
lingre l6pande text. A andra sidan var det ingen som tog upp
Jan-Eriks artikel i katalogen dir ménga av de hir tridarna
behandlas. Det finns f spér i recensionerna av katalogen och
man undrar om de hade ldst texterna, som faktiskt proble-
matiserar de hir frigorna. Jag tror, om jag ska vara uppriktig,
att nir recensionerna kom var jag sa trott att jag varken or-
kade bli riktigt ledsen, glad eller upprord. Fast nir det géllde
Svenungsson kinde jag inda att jag var tvungen att svara.

NO: Ar det nigot mer man kan siga om kritiken?

IB: En sak som slir mig ir att enbart den konstnirliga foto-
grafin lyfts fram i recensionerna. Det dr ingen som har en bild
av ett brollopsfoto eller ndgot liknande. Varfér gor de inte
det? Antingen for att de saknar kunskap om eller inte tillrik-

IB: I'm trying to imagine what it would look like when you
just went through the exhibition and encountered different
genres next to each other. Obviously, it ought to raise ques-
tions why these pictures were in the same room at all. The
interesting thing about photography is that it is part of many
vastly different areas and we encounter it all the time. Mean-
ing is created in the relation between the pictures and is de-
pendent on the viewer’s background and competencies. You
need to understand how photographs shape our image of the
world and the way we act. It is not about some illustration of
theories.

NO: But what does the exhibition’s arrangement do for the
visitor’s chances of understanding the role and significance
of photography? Isn’t it harder to interpret the pictures
when they are placed next to each other and disengaged from
their original context?

IB: The question is whether you would have avoided the “il-
lustration” problem with texts giving the context that the
pictures came from, for example a newspaper article about
environmental problems. It would have become a didactic
and dull exhibition. In this specific instance, it was crucial to
do it this way, because the actual deconstruction should
make the visitor think about what role photography has,
partly on a personal level, partly in society at large.

NO: Could it be said that the levelling out of the differences
was a way to create distance, enabling the pictures to appear
in a new light and that this displacement was a strategy for
inducing the viewer’s thoughts?

IB: Absolutely. That’s why I made those newspaper pages,
where I removed all the text in order to demonstrate how
open the interpretation could be when text and image were
separated. It was a way of highlighting that photography
needs its text, needs its words, to be comprehensible and that
photography is not a universal language. And it was a practi-
cal way to show what newspaper pages look like around the
country.

NO: Judging from the reviews, your points of departure have
been interpreted in another way. The critics interpret plac-
ing everything on an equal footing as an idea based on the
medium constituting a least common denominator that
unites all photography, and not thatit is a way to activate the
viewer about photography’s various practices and contexts
creating significance. Why do you think their interpretations
head in the opposite direction?

IB: Possibly, the discussion about photography’s heterogene-

ity seemed so obvious to me that I took it for granted. Once
again, it probably would have been better if I had written it
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nar den fotografin nigon betydelse och inte vill férhalla sig
till den. Det ir intressant f6r det innebir att det fortfarande
bara ir konstbilden som anses vird att diskuteras. Att det ir
den som péverkar och skapar betydelser, och sé dr det ju inte.

NO: En som faktiskt tar upp det hir ir Jan Svenungsson som
siger att utstillningen limpar sig béttre for vissa typer av
bilder och att de som i vanliga fall ingér i ett konstsamman-
hang klarar sig bittre in bilder som befinner sig utanfér den
cirkulationen.

IB: Men det ir ju samma sak. Man vill inte acceptera de andra
bilderna. Och frigan dr om det kanske hade varit littare att
forhalla sig till hela utstillningsidén om man enbart tagit
konstbilder. Men de andra bilderna formar oss och vira vir-
deringar i mycket hogre grad med sina icke uttalade pistien-
den, virderingar och moral in konstbilden med sitt ofta
oppet provocerande eller ifrigasittande budskap.

NO: Aven om inga artiklar illustreras av den hir bildtypen
ger Dan Karlholm ett par exempel i sin recension: "Atskilliga
fotografier deltar hir i ett radikalt annorlunda sammanhang
in de gjordes for. Av Gevalias reklam ska vi till exempel inte
alls fas att kopa rite sorts kaffe. Alltsd det som ir reklamens
budskap. En sidan tolkningsreaktion vore i det nirmaste
subversiv, p kollisionskurs mot utstillningens intention. Vi
forvintas inte heller reflektera dver bildens syfte eller ut-
tryck, diremot 6ver dess forhallande till ordet férvandling.”
Han tycker att begreppen begrinsar tolkningen och ger yt-
terligare ett exempel pd en annons med en kvinna i guldbi-
kini och frigar vad reklamen siger om samhillet forutom det
triviala faktumet att liceklite siljer. Det handla bara om att
man ska pricka av ritt koncept och inte om hur vi forstar de
hiir bilderna i var egen samtid.

IB: Det far std for honom, men jag tycker faktiskt inte att han
har rict dir heller. Reklambilderna rymmer lager av kultu-
rellt etablerade forestillningar och forvintningar och man
kan fundera 6ver varfér man 1991 har en kvinna som ser ut
som en pinuppa frin sextiotalet. Den hir typen av reklam
bide svarar mot och uppritthiller ett viletablerat kons-
moénster, och for att kunna angripa det méste man veta hur
bilderna fungerar.

NO: Han tar ocks3 upp Stig T. Karlssons bilder och menar att
de reduceras till ett exempel pd en dokumentir praktik och
inte behandlar den verklighet som han har velat skildra, ef-
tersom utstillningens perspektiv fokuserar pa fotografiska
genrer.

IB: Jag ser ingen motsittning i det. Utstillningen opererar pa

flera olika nivéer. For det handlar ocksd om de stora begrep-
pen dokumentir, konst, reklam. Det dr otympliga kategorier
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all down in a longer text. On the other hand, no one com-
mented on Jan-Erik’s article in the catalogue, which covers
many of these points. There is hardly any trace of the cata-
logue in the reviews and you wonder if they had read the
texts, which actually problematise these questions. I think,
to be honest, that when the reviews came out I was so ex-
hausted that I wasn’t capable of feeling sad, happy or irritat-
ed. Except when it came to Svenungsson, because I felt I had
to reply.

NO: Is there anything else that could be said about the criti-
cismp

IB: Something that strikes me is how the reviews only men-
tion the artistic photography. None of them show a wedding
photo or anything like that. And why don’t they? Either be-
cause they lack knowledge about it or don’t count that kind
of photography as significant and do not want to relate to it.
It is interesting, because it implies that the art picture is still
considered the only one worth discussing. That it alone has
influence and creates significance, which is simply not true.

NO®: One person who actually mentions this is Jan Sven-
ningsson who says that the exhibition suits certain kinds of
pictures better and that those usually seen in an art context
come out better than pictures outside that circulation.

IB: But that’s simply the same thing. They don’t want to ac-
cept the other pictures. Perhaps the question is whether it
would have been easier to relate to the whole idea of the ex-
hibition if you only had art pictures. But the other pictures
shape us and our values to a much higher degree through
their unstated claims, values and morals, more than the art
picture with its often openly provocative or inquisitive mes-
sage.

NO: Even though none of the articles are illustrated by this
kind of image, Dan Karlholm provides a couple of examples
in his review: “A good many photographs are shown here in
a radically different context than they were made for. Geva-
lia’s advert, for example, isn’t there to sell us the right sort of
coffee. In other words, the advert’s message. Such an inter-
pretation would be reacting in an almost subversive manner,
on a collision course with the intention of the exhibition.
Neither are we expected to reflect on the picture’s aim nor
expression, but on its relationship to the word transforma-
tion.” He thinks the concepts limit interpretation and goes
on to give another example of an advert with a woman in a
golden bikini and asks what that advert says about society,
besides the trivial fact that scantily clad sells. It’s only about
ticking off the right concept and not how we understand
these pictures in our own contemporary times.



men de miste ocksa fa finnas med. Bilderna forlorar inte sin
formaga att beritta om en specifik erfarenhet, men de blir
samtidigt framlyfta som en sirskild typ av diskurs som styr
hur de hir bilderna fungerar. Jag tycker att han gor utstill-
ningen endimensionell pa ett sitt som den inte behover vara.

NO: Hur uppfattar du utstillningen i dag?

IB: Jag tycker att bildmaterialet hiller, framfor allt av det som
representerar det nya, och att begreppen fortfarande ir cen-
trala och viktiga. Annica Karlsson Rixons arbete fick mycket
uppmirksamhet och har fortfarande sin styrka. Det var i for-
sta hand konstbilderna som fick nigon betydelse efter ut-
stillningen. Man kan ocksd konstatera att det i stort sett
saknas konceptuella verk som arbetar medvetet med text och
bild. Eftersom det ir katalogen som lever vidare ir det tra-
kigt att inte alla bilder finns med - det hade gett storre for-
staelse for utstillningen och blivit ett starkare dokument.

NO: Om du leker med tanken att du skulle géra nigonting
annorlunda i dag, vad skulle det vara?

IB: Férmodligen att skriva en mycket mer teoretisk text, ett
tilligg som det vore intressant att férsoka gora. Sjilvklart
utifrdn det som diskuterades runt dttio- och nittiotalet, men
ocksa titta pa hur de frigorna har forindrats. Till exempel
har diskussionen om det postkoloniala tillkommit och blivit
central. Diremot var de feministiska frigestillningarna vil-
digt tydliga redan da. Mitt uppdrag var att visa den svenska
fotografin och det fanns en hel del landskapsfotografi som
beskrev miljon vi hade runt omkring oss, men det saknades
ett bra begrepp for att resonera kring den genren. Begreppet
”New Topography”, som etablerades i USA i mitten pa sjut-
tiotalet skulle inte ha funkat hir.

NO: Varfor inte da?

IB: Jag tycker inte det. Det var en s specifik stil som visserli-
gen hade varit viktigt pa skolorna, framforallt pa Konstfack.
Sven Westerlund och Gerry Johansson var vildigt influerade
av det hir idealet. Men att anvinda det i utstillningen skulle
ha kints frimmande och ”miljo” var inte si forekommande i
debatten, som jag uppfattade saken. Dirfor blev det ”for-
vandling” och det kunde st fér fotografiets eget forvand-
ling, for landskapets forvandling och hur det faktiske
forindrades politiskt, eckonomiskt och socialt. Nu blev det
nog vildigt mycket landskap och natur i en mer traditionell
mening.

NO: Ar det nigonting i gestaltningen av utstillningen du i
efterhand skulle vilja indra pa? For den vickte ganska mycket
kritik.

IB: That’s his opinion; actually, I don’t think he’s right there
cither. Advertising images contain layers of culturally estab-
lished conceptions and expectations and you can wonder
why in 1991 you have a woman who looks like a pin-up from
the 6os. This type of advertising both corresponds to and
sustains a well-established gender pattern, and to be able to
attack it you need to know how the pictures work.

NO: He also mentions Stig T. Karlsson’s pictures and says
they are reduced to being an example of documentary prac-
tice and do not treat the reality he has chosen to portray, be-
cause the exhibition’s perspective focuses on photographic
genres.

IB: I fail to see the contradiction. The exhibition operates on
several different levels. Nevertheless, it is also about the ma-
jor conceptions of documentary, art, advertising. They are
cumbersome categories, but they also must be included. The
pictures do not lose their ability to narrate a specific experi-
ence, but at the same time they highlight a particular type of
discourse that governs how these pictures work. I think he
makes the exhibition one dimensional in a sense, which it
doesn’t need to be.

NO: How do you feel about the exhibition today?

IB: I think the pictures hold up well, especially that repre-
senting the new, and the concepts are still central and impor-
tant. Annika Karlsson Rixon’s work gained a lot of attention
and still has its power. Primarily, the art pictures took on
some kind of significance after the exhibition. You can also
state that largely it lacks conceptual pieces that consciously
work with text and image. Since the catalogue is what lives
on afterwards, it is a shame not all the pictures were includ-
ed, it would have provided greater understanding for the ex-
hibition and been a stronger document.

NO: If you play with the thought that you would do some-
thing differently today, what would that be?

IB: No doubt, I’d write a much more theoretical text, an addi-
tion that would be interesting to try. Obviously including
what was being discussed in the 8os and gos, but also looking
at how those issues have changed. For example, discussion
about postcolonialism has arisen and become central. On the
other hand, the feministic issues were already quite clear
even then. My assignment was to show Swedish photogra-
phy and there was a lot of landscape photography that de-
scribed the environment we had around us, but what it
lacked was a good concept on which to base reasoning about
the genre. The “New Topography” concept, established in
the US in the mid-70s, wouldn’t have worked here.
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IB: Vi hade flera designer som kom med olika férslag och det
hir var det som vi tyckte var bast. Man skulle kunnat bygga
ett rum for varje begrepp och di hade besokaren sikert kint
sig sakrare — nu gér jag in i begiret, nu gir jag in i virdet och
sd vidare. For att slussa in besokaren kunde man visat nigra
bilder utanpd rummen. Men min vision handlade om en
storre Oppenhet och om du stod mitt emellan skirmviggar-
na fanns ett begrepp pa ena sidan och ett annat pa den andra.
Pi de fyra viggarna i rummet fanns dessutom de for tiden
ovanligt stora bilderna som konfronterade betraktaren. Me-
ningen var att skapa en aktiv reflektion. Det var vad jag ville
astadkomma, men jag ir inte siker pa att det lyckades.

NO: I katalogen presenteras du som utstillningskommissarie
och inte som curator. Hur kom det sig?

IB: Jag var inte modig nog att siga att jag ville kallas curator.
Det var vildigt dumt kan jag tycka i efterhand, men s var
det. Ordet hade bérjat anvindas, men jag vigade inte foresla
det eftersom det hette utstillningskommissarie pd museet.

NO: Vad hiinde efter Lika med?

IB: Jag skrev och borjade undervisa pd Konstfack. Kursen i
fotografins historia har jag hallit pA med sedan dess och du
var faktiskt en av de forsta eleverna. I flera ir var jag ordfo-
rande i FMV, som linge varit pa kollisionskurs med Leif
Wigh. Féreningen gjorde redan i slutet av dttiotalet minga
egna arrangemang, bland annat pi Lido som drevs av Kim
Klein. Jag ingick i utstillningsgruppen pa Index och mest
planerade vi olika tematiska utstillningar, men jag holl ock-
s i separatutstillningarna med Joel-Peter Witkin och Mitra
Tabrizian (1994 ), som jag fortfarande tycker stiller viktiga
fragor om samhillet, om ras och om relationen mellan min-
niskor. Under Kulturhuvudstadséret 1998 var jag en av cura-
torerna i Eva Asps projekt Order. Jag stillde ut Jenny Holzer
pa Stadsbiblioteket och pa ljusskyltar runt om i stan. Det var
hirligt att se hennes truismer pi Stureplan blandas med
borsnoteringarna. Fér mig ir hon vildigt fotografisk. P
Centrum for fotografi, dir jag suttit i bade styrelsen och ut-
stillningsgruppen, gjorde Gunilla Muhr och jag en utstill-
ning om landskap, men ocksa den forsta utstillningen i en
planerad serie dir den forsta fick titeln Fozografi: nu (2007).
Precis som Lika med skulle den finga fotografin vid bestimd
tidpunkt. Men jag har inte fortsatt att skapa mig en stark
position som curator. Hade inte den kraften. Det blev aldrig
sd att jag tog nigon riktigt plats pi det filtet. Nu ingar jag i
CFF:s utstillningsgrupp tillsammans med Gunilla och Julia
Peirone och vi har flera spinnande projekt pa ging.

NO: Hur uppfattar du att det har varit att verka inom foto-

grafin som en kvinnlig aktor? Och hur det har foridndrat 6ver
tiden?
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NO: Why not?

IB: I don’t think so. It was such a specific style that certainly
had been important to the schools, above all the University
College of Arts, Crafts and Design. Sven Westerlund and
Gerry Johansson were very influenced by this ideal. But to
putitin the exhibition would have felt strange and “environ-
ment” was not so prominent in the debate, as I understood
it. That’s why it was “transformation” and that could repre-
sent photography’s own transformation, or the landscape’s
transformation and how it actually was transformed politi-
cally, economically and socially. Anyway, there now came
along quite a lot of landscape and nature in a more tradi-
tional sense.

NO: Is there something in the design of the exhibition that,
afterwards, you would have liked to change? Because it pro-
voked rather a lot of criticism.

IB: We had several designers who made various proposals and
we thought this one was the best. You could have built a
room for each concept and this certainly would have made
visitors feel more secure: now I’'m in desire, now I’'m in value
and so on. To guide the visitor, you could have shown some
pictures outside the rooms. However, my vision was about a
greater openness and if you stood in the middle of the
screens, there was a concept to one side and another on the
other. Furthermore, the four walls had uncommonly big im-
ages, which at the time was unusual, and these confronted
the viewer. The intention was to create active reflection.
That’s what I wanted to accomplish, but I’'m not sure it suc-

ceeded.

NO: You are presented in the catalogue as an exhibition com-
missioner and not as a curator. How did that happen?

IB: I was not brave enough to say [ wanted to be called a cura-
tor. Thinking back, it was rather silly, but that’s how it was.
The word had started coming into use, but I didn’t dare sug-
gest it because the term used at the museum was exhibition
commissioner.

NO: What happened after Lika med?

IB: I wrote and started teaching at the University College of
Arts, Crafts and Design. I've been giving the history of photo-
graphy course ever since and you were actually one of the very
first students. For several years, I was chairman of FMV, which
had long been on a collision course with Leif Wigh. Already in
the late-8os, the association produced many of its own events,
including at Lido, which was run by Kim Klein. I was a mem-
ber of the exhibition committee at Index and we planned most-
ly thematic exhibitions, but I also produced the solo shows by



IB: Vi hade verkligen méjlighet att driva feministiska frage-
stillningar i bérjan. Redan 1988 hade jag skrivit om postmo-
dernismen i Fotografisk Tidskrift och lyft fram att de
kvinnliga konstnirerna var helt dominerande. Bildtidning-
ens temanummer om kon, som Marta, Eva och jag gjorde,
var ocks3 vildigt viktig. Aven Kvinnovetenskaplig Tidskrift
hade ett helt nummer om fotografi dir jag medverkade. I dag
tas frigorna inte upp pd samma sitt, men perspektivet dr
fortfarande viktigt och det finns fortfarande vildigt mycket
att gora.

NO: Har du pi ett yrkesmiissigt plan upplevt det som ett hin-
der att du dr kvinna?

IB: Nej, faktiskt inte. Jag funderar éver det hir ritt ofta, om
tilleron till vad jag skulle kunna siga och vad jag skulle kunna
gora. Att inte med sjilvklarhet kunna fatta beslut om vad
som ir viktigt. Det handlar om mycket mer in att jag ir kvin-
na. Det dr mycket som sammanviver den man blir och hur
man kan agera inom olika filt. Klassbakgrunden ér inte ett sa
anvint ord i dag men finns naturligtvis dir. Sjilvklart finns
det en maktordning som jag som kvinna ir medveten om.

NO: Vad har hint pa det fotografiska filtet sedan Lika med
som du uppfattar saken?

IB: Det var en vildigt specifik situation f6r fotografin pa attio-
och borjan av nittiotalet. De teoretiska frigestillningarna
och praktiken samverkade och man kan faktiskt tala om ett
stort brott. Jag kan inte se att det finns ndgot motsvarande i
dag och vi har inte heller samma nérvaro av teorier som
semiotiken, psykoanalysen och marxismen. Fotografin ir se-
dan linge helt integrerad i samtidskonsten, men den kritiska
diskussionen ir inte lika nirvarande och i den meningen har
fotografin tritt tillbaka. Men visst hiinder det mycket dven i
dag. Flera kulturtidskrifter tar sjilvklart upp fotografiet, som
Glinta, Hjirnstorm, Paletten, Bang, Divan och Kritik. I
bokserien Kairos versitts texter som har relevans f6r bade
fotografi och feminism och helt nyligen har Cecilia Grén-
berg och Jonas (J) Magnusson startat co-op (edition) och
den forsta boken ir en oversittning av Geoffrey Batchens
pigiende arbete om fotografins re/produktion. Svenska
fotografer ger ut bocker bade hir och internationellt. Minga
utbildar sig och nu dr det mojlige att bade ta en master och
doktorsexamen pa de konstnirliga hogskolorna. Ordet foto-
grafi finns ocksd som titel i doktorsavhandlingar fran skilda
institutioner pé universitet och hogskolor eftersom foto-
grafiet inte har en egen hemvist. Det har gjorts tematiska
utstillningar som &terféljts av vilskrivna katalogtexter.
Riksutstillningars och Liljevalchs Konstfeminism ir ett exem-
pel. Hasselblad Centers Women Photographers — European
Experience ett annat, som dessutom var ett forskningsprojekt
vid Goteborgs universitet. Seminarier med internationella

Joel-Peter Witkin and Mitra Tabrizian (1994 ), which I still feel
pose important questions about society, race and relationships
between people. For the European Capital of Culture 1998, 1
was one of the curators in Eva Asp’s project Ordet. 1 exhibited
Jenny Holzer at the Stockholm Public Library and on illumi-
nated billboards around town. It was great seeing her truisms
at Stureplan mixed in with quotes from the stock market. For
me, she is very photographic. At the Centrum fér fotografi,
where I have been a member of the board and the exhibition
group, Gunilla Muhr and I made an exhibition about land-
scapes, as well as the first exhibition in what was planned to be
a series of three, titled Fotografi: nu (2007). Just like Lika med it
aimed to capture photography at a definite point in time. But I
have not carried on to carve out a strong position for myself as
a curator. Didn’t really have the energy. It never happened that
I really secured a position in that field. Now I am part of CFF’s
exhibition group along with Gunilla and Julia Perione and we
have several exciting projects on the way.

NO: What is your perception of having played a part in pho-
tography, in regards to being a woman? And how has this
changed over time?

IB: We genuinely had the opportunity to pursue feminist is-
sues from the start. Already in 1988, I had written about
postmodernism in Fotografisk Tidskrift and highlighted
how female artists were totally dominant. Bildtidningen’s is-
sue on gender, that Marta, Eva and I did, was also very im-
portant. Even Kvinnovetenskaplig Tidskrift had a whole
issue about photography that I contributed to. Nowadays,
the issues aren’t handled the same way, but the perspective is
still important and there is still a lot to do.

NO: In your experience, on a professional level, is being a
woman an obstacle?

IB: No, as a matter of fact. I wonder about it quite often,
about the creditability of what I could say and what I could
do. That it is not self-evident to be able to decide what is
important. It’s about much more than me being a woman. A
lot goes into the whole fabric of who you become and how
you can act in various fields. Class background is not a term
often used today, but it exists, of course. Naturally, there is a
hierarchy I am conscious of, as a woman.

NO: What do you consider has happened in the field of pho-
tography since Lika med?

IB: Photography was in a very specific situation in the 8os and
the early-gos. Theoretical issues and practice worked together
and you can actually speak of a great infraction. I cannot see
any equivalent in today’s world and we don’t have the same
accompaniment of theories as semiotics, psychoanalysis and
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deltagare forekommer allt oftare. CFF:s Plattform fotografi
var en omfattande seminarieserie och kan fortfarande ses pa
deras hemsida och manga institutioner och museer virlden
over ligger generdst ut sitt programutbud. Gallerierna visar
fotografi och nagra enbart fotografi. Fotografiet siljs for allt
hégre priser, men om det skett en 6kning av inképen pa mu-
seer och institutioner vet jag inte. Vad som férvirvats och
vad det representerar skulle vara intressant att granska. I
Stockholm finns i dag manga aktdrer och en viss intensitet i
diskussionen piminner om det som blossade upp pi sjuttio-
talet. Naturligtvis har hela den tekniska forindringen skapat
nya anvindare av fotografi, bide inom konsten och inom
media.

Den plats for fotografiet som skapades pa attiotalet har
tunnats ut och blivit mycket vidare. Internationellt finns inte
lingre den dominans som da utgjordes av en handfull teoreti-
ker och kritiker och fotografer som skrev. Ju mer man tinker
pa saken, desto mer slds man av hur mycket det finns att bli
nyfiken pd, hur manga bocker och artiklar som publiceras
och hur mycket som man kan hitta ocksa over nitet. Hur
platser och frigor som man tidigare definierade som perifera
nu finns rakt framfor oss. Alla mejl som kommer under en
dag om 6ppningar, seminarier och nya bécker — det dr natur-
ligtvis ett helt forindrat scenario. Mer dn ndgonsin tidigare
giller det att hitta ett omrade, ett utsnitt dir man kan finna
en overblick. Paverka och siga det hir dr viktigt just nu, just
i detta sammanhang. Var och en maste skapa sin egen ut-
gingspunkt bade som lustfylld, omskakad betraktare och
som nyfiken, kritisk lisare. Frigan ”Vad ir det jag ser?” pro-
vocerar och utmanar fortfarande. Och, precis som Victor
Burgin har pipekat, ir férstielsen av fotografier ingen litt
sak.
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Marxism. Photography has been completely integrated into
contemporary art for a long time, yet the critical discussion is
no longer present to the same extent and in that sense photog-
raphy has taken a step backwards. But certainly, a lot goes on
today too. There are many cultural journals that naturally fo-
cus on photography, like Glinta, Hjarnstorm, Paletten, Bang,
Divan and Kritik. Kairo’s series of books translate texts that
have relevance for both photography and feminism and re-
cently Cecilia Gronberg and Jonas (J) Magnusson have started
co-op (edition) and the first book is a translation of Geoffrey
Batchen’s ongoing work about photography’s re/production.
Swedish photographers publish books, both here and interna-
tionally. Many get an education and now it is possible to re-
ceive both a master and a doctor’s degree at the art universities.
The word, photography, appears in the titles of theses from
various institutions at universities and colleges because pho-
tography does not have a natural home. There have been the-
matic exhibitions produced, along with well-written
catalogues. Riksutstillningar and Liljevalchs Konstfeminism is
one example. Hasselblad Center’s Women Photographers — Euro-
pean experience is another, which furthermore was a research
project at the University of Gothenburg. Seminars with inter-
national participants occur with increasing frequency. CFF’s
Plattform fotografi was a comprehensive series of seminars
and can still be viewed on their website and many institutions
and museums around the world generously make their pro-
grammes available online. The galleries show photography
and some only photography. Photography sells for higher and
higher prices, but I don’t know if there has been an increase in
acquisitions by museums and institutions. What has been ac-
quired and what that represents would be interesting to see. In
Stockholm, there are currently many players and a certain in-
tensity in the discussion reminds me of that which flared up in
the 7os. Naturally, all the technological changes have created
new users of photography, both within art and media.

The place for photography that was created in the 8os has
thinned out and become much wider. Internationally, there is
no longer the dominance that was maintained by a handful of
theorists and critics and photographers who wrote. The more
you think about it, the more there is to be curious about, it’s
striking, and how many books and articles are published and
also how much you can find on the internet. How places and
issues that once were defined as peripheral, are now right in
front of us. All the e-mails that come in a day about openings,
seminars and new books; naturally, the scenario has comple-
tely changed. More than ever before, it is about finding an
area, a segment where you can get an overview. To be influen-
tial and say this is important right now, precisely in that con-
text. Each and every one must create their own point of
departure both as a spirited, shocked viewer and as a curious,
critical interpreter. The question “What am I looking at?” is
still provocative and challenging. And, just like Victor Burgin
said, understanding photographs is no easy matter.
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