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INLEDNING

Den tredje och avslutande delen i serien av dteruppféranden
behandlar Lika med. Utstillningen visades pA Moderna mu-
seet 1991 och var en generalménstring av samtida svensk
fotografi producerad av Svenska Fotografers Forbund (SFF).
Kommissarien hette Iréne Berggren och hennes urval bestod
av nirmare 200 arbeten av drygt 100 fotografer. De verkade
inom en rad olika omriden och genrer, bland annat portritt,
mode, reklam, reportage, vetenskap och konst. En viktig del
av projektet var katalogen och man hade lagt ut produktio-
nen av den pa Fotograficentrum. Katalogen blev dven ett
nummer av Fotograficentrums egen tidskrift, Bildtidningen
nr 2 1991. D4 hade den ett annat omslag och inneholl en rap-
port frin fotofestivalen i Uledborg, men annars var innehil-
let identiskt och i redaktionens férord kan man lisa:

?Lika med har férutsittningarna att bli en betydelsefull ut-
stillning, en utstillning som ir med och initierar och formu-
lerar go-talets perspektiv pa fotografin. Lika med kommer
sikerligen att skapa debatt, den debatt som automatiskt fol-
jer pa ett forandrat synsitt och en forskjutning av perspekti-
vet. Vir férhoppning ir att katalogmaterialet ska fungera
som férdjupning, dokument och referens.”

Denna férhoppning har infriats inte minst i den hir studien
och man kan konstatera att katalogen innehaller texter av en
art som tidigare varit ovanliga i fotografiska sammanhang i
Sverige. Citatet vittnar om en upplevelse av betydande for-
indringar, men ocksd om en tilltro till utstillningsmediets
mojligheter att bidra till utvecklingen. Av forordet framgar
ocksa att det aktuella numret ursprungligen skulle ha rymt
en presentation av sovjetisk fotografi. Det saknades dock
som vanligt pengar. Dessutom ber man om ursike for att
numret innan hade blivit forsenat och den allmint haltande
utgivningstakten.

Det hela ger en bild av kulturtidskrifternas villkor och man
anar omfattningen av ideella insatser. Men i detta fall var for-
utsittningarna faktiskt ovanligt gynnsamma. SFF hade fact
100 000 kr av den divarande kulturministern Bengt Gorans-
son for att skapa en utstillning som kunde visas runt om i
landet pa Folkets hus, linsmuseer och andra platser i syfte att
sprida kunskap om bredden inom svensk fotografi. Episoden
om hur den uppvaktande delegationen frin férbundet
overraskades av kulturministerns plotsliga generositet
aterberittas med inlevelse av Per B. Adolphson i katalogens
efterord. Det var han som héll i det omfattande projektet frin
SFF:s sida och han har varit en viktig killa i arbetet med ater-
uppforandet. Inte minst tack vare hans pirmar med doku-
ment av olika slag. Bland materialet finns professionellt
framstillda fotografier av den omdebatterade installationen i
den nirmare 650 m*storasi kallade Nya salen.

INTRODUCTION

The third and final part of the series of reenactments looks at
Lika med (Equals). The exhibition was shown at Moderna
museet 1991 and presented a general survey of contempo-
rary Swedish photography produced by Svenska Fotografers
Forbund (SFF, Association of Swedish Professional Photog-
raphers). The commissioner was Iréne Berggren and her se-
lection consisted of almost 200 works from around 100
photographers. They were active in a variety of areas and
genres, including portraiture, fashion, advertising, report-
age, science and art. An important part of the project was the
catalogue and its production was entrusted to Fotograficen-
trum. The catalogue also became Bildtidningen no. 2 1991,
an issue of Fotograficentrum’s own magazine. It was given a
different cover and contained an additional report from the
Uledborg photo festival, otherwise the content was identical
and the editor’s foreword contains the following:

“Lika med has all the prerequisites to become a significant
exhibition, an exhibition that is involved in initiating and
formulating perspectives on photography in the gos. Lika med
will no doubt create debate, the kind of debate that auto-
matically follows a change in outlook and a shift of perspec-
tive. We hope the catalogue material will act as an in-depth
source, a document and a reference.”

This hope has been fulfilled, not least by this study, and it can
be stated that the catalogue contains texts previously un-
common in nature for a photographic context in Sweden.
The quote indicates a sense of significant change, as well as
faith in the possibilities of the exhibition medium to contrib-
ute to developments. The foreword also mentions that the
issue was originally meant to have contained a presentation
of Soviet photography. However, there wasn’t enough mon-
ey, as usual. Furthermore, an apology is offered for the late-
ness of the previous issue and the general infrequency of
publication.

It all gives some idea of conditions associated with cul-
tural magazines and you can guess the extent of not-for-pro-
fit contributions. However, in this case, circumstances were
unusually favourable. SFF had received SEK 100,000 from
then Minister for Culture, Bengt Géransson, to create an ex-
hibition that could tour the country at community centres,
county museums and elsewhere, aiming to raise knowledge
about the breadth of Swedish photography. The episode of
how the attentive delegation from the association was surpri-
sed by the Minister for Culture’s sudden generosity is retold
with feeling by Per B. Adolphson in the catalogue’s afterword.
He managed the extensive project for SFF and has been an
important source in the reenactment’s work. Not least, thanks
to his files containing various kinds of documents. The mate-
rial includes professionally made photographs showing the



En hel del material i form av recensioner, artiklar, anteck-
ningar med mera har sparats av Iréne Berggren. Recensioner
finns ocksd samlade i mappen om Lika med pi Fotografiska
biblioteket pd Skeppsholmen. I utstillningsarkivet pd Mo-
derna museet dr dokumentationen inte sirskilt omfattande
och den tunna mappen innehaller, férutom korrespondens,
ett tidigt forslag pé savil utstillningsgestaltningen som den
grafiska profilen. Av de f breven framgar att den ursprung-
liga tanken var att utstillningsarkitekterna Carouschka
Streijffert och Lena Rahoult skulle ansvara dven f6r formgiv-
ningen av katalog, affisch och vernissagekort - si blev dock
inte fallet - samt att museets arbetsgrupp bestod av 6verin-
tendent Bjorn Springfeldt och Leif Wigh, som var intendent
pé Fotografiska museet och hade utsetts till kontaktperson. I
boken Blindande bilder (dreruppford) berittar Leif Wigh om
sin negativa syn pa Lika med och av materialet i arkivet kan
man utlisa, vilket bekriftas i samtalen med Iréne Berggren,
att hans engagemang var hogst begrinsat och inskrinkte sig
till ndgra fi och praktiska frigor. Det kunde till exempel
handla om att granska texten pé inbjudan och i ett odaterat
fax till formgivaren Mattias Givell skriver Leif Wigh:

”Re. Vernissagekortet. Obs! Museet sitter ej ut vare sig
sponsorer eller utstillningskommissarie pd kortet!!! Viktigt
saledes. Hilsn Leif”

Forutom den korta och tillrittavisande tonen ir det litt
att férvanas 6ver innehallet. Tjugo &r senare har situationen
forindrats och i dag ir det en sjilvklarhet att bade foretag
som stéder museet dr nirvarande med sina logotyper och att
curatorns namn nimns. Vid tiden f6r Lika med var den frilan-
sande curatorn 4nnu inte etablerad i Sverige - Iréne Berggren
kallades uteslutande fér kommissarie — och sponsring var en
kulturpolitiskt kinslig friga som krivde stor férsiktighet.

Utover katalogen och andra texter bygger studien av Lika
med pd intervjuer med personer som pa olika sitt var invol-
verade i projektet, forst och frimst Iréne Berggren. Min ur-
sprungliga tanke var att hon och jag skulle mejla fragor och
svar till varandra. Det var si intervjuerna genomfordes i se-
riens tva tidigare delar. De inledande frigorna skickades re-
dan pi férsommaren 2010 men svaren drog ut pa tiden,
vilket fick mig att tinka om. Vi triffades istillet hemma hos
henne vid tre separata tillfillen mellan januari och maj 2011.
Varje samtal bandades, transkriberades och redigerades innan
nista dgde rum. Det har krivts en hel del bearbetning f6r att
skapa en syntes av tal och text. Hur stor skillnaden mellan
muntligt och skriftligt sprik ir blir tydligt nir man liser av-
skrifterna i oredigerat skick.

Aven om det finns en viss cirkelrorelse i samtalen har de
olika tyngdpunkter. Det férsta handlar om Iréne Berggrens
professionella bakgrund, upptakten till Lika med och formu-
lerandet av inriktningen och insamlandet av materialet, det
andra samtalet kretsar kring urvalet, det teoretiska ramver-
ket och gestaltningen, det tredje behandlar mottagandet och
den delvis hdrda kritiken som riktades mot utstillningen,

controversial installation in what was called the New Hall, a
space of almost 650 m>.

Iréne Berggren has saved lots of material such as reviews, ar-
ticles, notes and much more. Reviews are also compiled in
the Lika med file in the Photography Library on Skeppshol-
men. The documentation in Moderna museet’s exhibition
archive is not particularly extensive and the slender file con-
tains, besides correspondence, an early proposal of the exhi-
bition design and graphic profile. In the few letters available,
it initially appears that architects Carouschka Streijffert and
Lena Rahoult were also to design the catalogue, poster and
invitations for the opening, which did not eventuate, and
that the museum’s work group consisted of museum direc-
tor, Bjorn Springfeldt, and Leif Wigh, who was the superin-
tendent at Fotografiska museet and the designated contact
person. In the book Blindande bilder (dteruppford) (Dazzling
Pictures (reenactment)), Leif Wigh mentions his negative
opinion of Lika med and it can be gathered from the archive
material, and confirmed in conversations with Iréne Berg-
gren, that his commitment was extremely limited and re-
stricted to a few practical issues. It could, for example,
require inspection of the text for the invitations, and in an
undated fax to graphic designer Mattias Givell, he writes:
“Re: Invitation cards for the opening. N.B! The museum
does not put sponsors or the exhibition commissioner on its
cards!!! Very important. Regards, Leif.”

Besides the curt and reprimanding tone, it is easy to find
the content astonishing. Twenty years later, the situation
has changed and it is now self-evident that corporations sup-
porting the museum have their logos included and the name
of the curator given. When Lika med was produced, the role
of freelance curator was not yet established in Sweden; Iréne
Berggren was referred to solely as a commissioner, and spon-
sorship was a sensitive cultural-political issue that required
great discretion.

In addition to the catalogue and other texts, the study of
Lika med is based on interviews with people involved in the
project in various ways, first and foremost Iréne Berggren.
My initial idea was that we would e-mail questions and
answers to each other. This was how interviews were con-
ducted in the two previous parts of the series. The opening
questions were sent early in the summer 2010, but as answers
were slow in coming, I began to have second thoughts. Ins-
tead, we met at her home on three separate occasions bet-
ween January and May 2011. Each conversation was taped,
transcribed and edited before the next took place. A lot of
reworking was needed to create a synthesis between speech
and text. Just how great the difference is between spoken and
written language becomes clear when reading the texts in
their unedited form.

Even though a certain circular movement exists in the
conversations, they each have different points of emphasis.



men ocksé vad Iréne Berggren har gjort sedan dess och hur
hon ser pi fotografin i dag.

For att vidga och fordjupa bilden av sivil utstillningen
som tiden runt 1990 har jag pd samma sitt gjort en intervju
med Hans Hedberg och en med Annica Karlsson Rixon. Ett
av hennes arbeten i Lika med fick stor uppmirksamhet och
kom att representera postmodernismens intresse for kropp,
kon och identitet. Under aren som f6ljde pa utstillningen
horde hon till de unga utévare som bidrog till att omformu-
lera den fotografiska scenen och praktiken. I dag 4r hon dok-
torand i fotografisk gestaltning pad Hogskolan for fotografi
- dir hon ocksa har varit professor. Hans Hedberg var redak-
tor pa Bildtidningen och ansvarade for katalogen till Lika
med. Genom sin verksamhet och position pd Akademin for
fotografi pa Konstfack hade han ocksé en framtridande roll i
etableringen av ett postmodernt perspektiv inom fotografin
i Sverige. Aven han ir sedan flera 4r knuten till Hogskolan
for fotografi i egenskap av dmnes- och forskningsansvarig.
Tillsammans med en tidigare kollega frin Konstfack, Olof
Glemme, driver han ocksa Fotografins hus i Stockholm.

Under arbetet med ateruppférandet har jag triffat Per B.
Adolphson som berittat att Lika med vickte kritik inom SFF
inte minst pa grund av de stora kostnaderna. Detta férindra-
des dock, enligt honom, nir siffrorna redovisades efter tur-
néns slut och det tydligt framgick att merparten hade
finansierats med externa bidrag frin bland annat Statens
kulturridd. Han nimnde ocksa att en viktig bakgrund till pro-
jektet var firandet av fotografins 150-drsjubileum 1989. Det
innebar att mediet uppmirksammades pa bred front med
utstillningar och publikationer dir fotografins tekniska och
estetiska utveckling stod i fokus. Jubileets historiska profil
vickte dock en énskan om att kartligga samtiden och detta
styrde inriktningen pa Lika med.

Ytterligare tre personer som var knutna till utstillningen
har jag valt ate stilla frigor till via mejl: Bjorn Springfeldt
som hade uppvaktats av SFF och tackat ja till att visa Lika
med pA Moderna museet. Johan Lindvall som deltog med en
brollopsbild i firg och horde till de ménga yrkesfotografer
som fanns representerade i utstillningen. Karina Wirn som
ingick i arbetsgruppen for Lika med och 1991 blev ansvarig
for Fotograficentrums galleri i Stockholm - galleri Index -
och dirigenom fick en central roll pi den gemensamma scen
for fotografi och samtidskonst som vixte sig stark under nit-
tiotalet.

Férutom intervjuerna bestir innehéllet - precis som i de
tva tidigare volymerna — av uppslag fran den ursprungliga
katalogen i faksimil. De ir valda for att ge en representativ
bild av utstillningens innehall och publikationens karaktir.
En birande idé i utstillningen var att materialet betraktades
och arrangerades utifran fyra begrepp: virde, identitet, be-
gir och forvandling. Dessa presenterades av Iréne Berggren i
katalogen och tillsammans med nigra av artiklarna finns de
med dven hir.

The first covers Iréne Berggren’s professional background,
the origins of Lika med and the formulation of the direction
and gathering of material; the second revolves around the
selection, the theoretical framework and the design; the
third is about the reception and the fierce criticism from
some quarters directed at the exhibition, as well as what Iré-
ne Berggren has done since then and her views on photo-
graphy today.

To broaden and further enhance the picture of both the
exhibition and the period around 1990, I have conducted an
interview with Hans Hedberg in the same way and one with
Annica Karlsson Rixon. One of her works in Lika med re-
ceived much attention and came to represent postmodern-
ism’s interest in the body, gender and identity. In the years
following the exhibition, she belonged to the young practi-
tioners who contributed to reformulating the photographic
scene and practice. Currently, she is a doctoral postgraduate
in Photographic Representation at the School of Photography,
where she has also been a professor. Hans Hedberg was the
editor of Bildtidningen and produced the Lika med cata-
logue. Through his activities and position at the Akademin
for fotografi at the University College of Arts, Crafts and
Design, he also played a prominent role in establishing a
postmodern perspective in Swedish photography. For sev-
eral years, he too has been connected to the School of Photo-
graphy as head of artistic research. Together with a former
colleague from the University College, Olof Glemme, he
also runs Fotografins hus in Stockholm.

While working on the reenactment, I met Per B. Adolph-
son who mentioned that Lika med was harshly criticised
within SFF, not least because of the high costs. However,
according to him, this changed after the tour when the final
figures made it apparent that the majority of costs had been
financed by external subsidies from the Swedish Arts Coun-
cil, among others. He also mentioned that an important
background event to the project had been the celebration of
photography’s 150" anniversary in 1989. This meant that at-
tention on the medium covered a broad front with exhibi-
tions and publications focusing on photography’s technical
and aesthetic development. However, the anniversary’s his-
torical profile awakened a wish to survey the contemporary
era and this governed the direction of Lika med.

I have chosen to question via e-mail another three people
with connections to the exhibition: Bjorn Springfeldt who
had been approached by SFF and agreed to show Lika med at
Moderna museet. Johan Lindvall who contributed a colour
wedding photograph and was one of many professional pho-
tographers represented in the exhibition. Karina Wirn, who
was part of the work group for Lika med and in 1991 managed
Fotograficentrum’s gallery in Stockholm - galleri Index —
and therefore played a central role on the common stage of
photography and contemporary art that grew strongly
during the gos.



Lika med fick stort genomslag i medierna och en av recen-
sionerna aterges i sin helhet. Den publicerades i konsttid-
skriften Paletten och 4r skriven av Dan Karlholm.
Recensionen hér till de mer kritiska. Tanken ér att ge exem-
pel pa perspektiven och spraket i de texter som bidrog till att
skapa fotografins teoretiska ramverk vid tiden f6r Lika med.
Boken rymmer ocksa ett urval av de polaroidbilder som an-
vindes i planeringen av utstillningen, samt dokumentation
av installationen pd Moderna museet.

Av de dteruppforda utstillningarna dr Lika med den enda som
jag sjilv har sett. Mitt intryck var inte alltigenom positivt.
Som méanga andra upplevde jag att utstillningsarkitekturen
tog uppmirksamhet fran bilderna pa ett olyckligt sitt och att
inriktningen och urvalet skapade en fragmentarisk karakeir.
Till det senare bidrog sjilvklart blandningen av vitt skilda
genrer som jag minns att jag var tveksam till, eftersom
ménga av bilderna, enligt min mening, gjorde sig bittre i
sina ursprungliga sammanhang 4n inramade och
presenterade pa skiarmar. I synnerhet gillde det reklam-,
mode- och nyhetsbilderna. Bedomningen grundade sig inte
pa ndgon djupare lisning av vare sig katalogen eller texterna
i utstillningen. Det kom senare och dirmed fick jag en annan
forstielse for och uppskattning av projektet. Intressantast
fann jag verken av de etablerade fotograferna, till exempel
Tuija Lindstréom, Christer Stromholm och Gerry Johansson,
samt de yngre utévarna som bade vidgade ramarna for den
fotografiska bilden och ifrigasatte traditionerna. Lite motsi-
gelsefullt kan man tycka, men sé var det.

Iréne Berggren och jag har linge rort oss i delvis samma
kretsar. Hon var och ir en ofta anlitad foreldsare och skri-
bent och nirvarar ofta pd 6ppningar och andra evenemang i
bade konst- och forosammanhang. Om inte férr sd méaste vi
ha motts mer direkt i mitten av nittiotalet och sedan dess har
vi kortare eller lingre tid suttit i olika styrelser tillsammans,
bland annat fér Konstkritikersamfundet, FMV och Centrum
for fotografi. Med tiden har vi lirt kinna varandra. Dock ér
detta virt forsta mer omfattande samarbete.

Besides interviews the content includes - just like the two
previous volumes - facsimile reproductions of spreads from
the original catalogue. These are chosen to give a representa-
tive image of the exhibition’s content and the character of
the publication. A fundamental idea in the exhibition was
the consideration and arrangement of the material based on
four concepts: value, identity, desire and transformation.
These were presented by Iréne Berggren in the catalogue
and, together with some of the articles, are also provided
here.

Lika med had a large impact in the media and one of the
reviews is reproduced in its entirety. It was published in art
journal Paletten, written by Dan Karlholm. It is one of the
more critical reviews. The idea is to provide an example of
the perspectives and language in these texts that contributed
to creating the theoretical framework of photography at the
time of Lika med. The book also includes a selection of the
Polaroid pictures used in planning the exhibition, as well as
documentation of the installation at Moderna museet.

Of the reenacted exhibitions, Lika med is the only one I have
actually seen in person. My impression was not entirely pos-
itive. Like many others, I felt that the exhibition architecture
drew attention away from the pictures in an unfortunate
fashion and that the direction and selection created a frag-
mentary character. The latter was obviously affected by the
mix of vastly different genres, and I remember having my
doubts about this, since many of the pictures, in my opinion,
were better seen in their original contexts rather than framed
and presented on screens. In particular, this applied to the
advertising, fashion and news pictures. This assessment was
not based on any considerate reading of either the catalogue
or the texts in the exhibition. That came later and hence an-
other understanding and appreciation of the project. I found
most interesting the work by the established photographers,
for example Tuija Lindstrém, Christer Strémholm and Ger-
ry Johansson, as well as the younger practitioners who both
extended the boundaries of the photographic image and
questioned traditions. Perhaps that could be viewed as
slightly contradictory, but that’s how it was.

Iréne Berggren and I have long moved in roughly the
same circles. She was, and is, a lecturer and writer much in
demand and frequently attends openings and other events in
both art and photography contexts. If not before, we must
have met more directly in the mid-9os and since then sat on
various boards together, for shorter or longer periods, inclu-
ding the Swedish Art Critics Association, FMV (Friends of
the Photography Museum) and Centrum for fotografi. In
time, we got to know each other. However, this is our first
collaboration of a more comprehensive kind.







SAMTAL 1 MED IRENE BERGGREN 2011-01-11

NICLAS OSTLIND: Jag tinkte inleda med att friga hur det hela
borjade.

IRENE BERGGREN: Ake E:son Lindman frigade mig nir vi
gick fran ett styrelseméte i Fotografiska museets vinner
(FMYV) om jag skulle vara intresserad av att hilla i projektet.
Som jag minns saken satt han ocksi med i styrelsen for
Svenska Fotografernas Forbund (SFF) och visste att man
planerade en stor utstillning. Han hade foreslagit mig som
kommissarie och nimnde for Per B. Adolphson att jag var
intresserad. Pelle tog kontakt med mig och vi borjade jobba
pa hosten 1989. Inledningsvis var Carsten Larsen inblandad,
men han limnade projektet pd ett tidigt stadium.

NO: Hur tog arbetet form och vilken dialog férde du med
bestillaren om inriktningen och omfattningen av det hela?

IB: Jag visste vad jag ville gora vildigt snart. Dels att det inte
skulle vara ndgon konventionell utstillning, dels att det skulle
ha ett snavt tidsperspektiv och behandla de senaste fem dren
ungefir. Om detta var vi helt 6verens.

NO: Vad fick dig att vilja den inriktningen?

IB: Samma 4r som det hela inleddes hade fotografin firat
150-4rsjubileum med stora manifestationer, bland annat p
Fotografiska museet, och di handlade det i forsta hand om
den ildre historien. Jag tyckte att det var en utmaning att
beskriva vad som pégick och att forsoka anligga ett histo-
riskt perspektiv pa samtiden, eftersom nuet och det férflutna
ir beroende av varandra. Jag visste ocksd att det skulle bli en
katalog och f6r mig var det viktigt att det fanns en form av
historisk sammanfattning av vir egen tid. Jag hade kanske
trott att den skulle se lite annorlunda ut, men jag har inget
emot hur den blev. Att det skulle finnas nigot som balanse-
rade utstillningen var min tanke frin borjan.

NO: Ditt uppdrag som utstillningskommissarie var p fri-
lansbasis och det var ett samarbetsprojekt, vilka var de perso-
ner som ingick och hur férdelades arbetet?

IB: Inledningsvis var det jag och Pelle som formulerade rikt-
linjerna och si sméningom kom Karina Wirn in for att pri-
mirt ta hand om det logistiska. Vi hade diskussioner om det
mesta, men utstillningen ir bade en idé och ett praktiskt ge-
nomférande: vem som ska gora formgivningen av utstill-
ningen, vem som ska gora katalogen, var utstillningsplatsen
ska vara, och allt det 6vriga som ingar. Allt aterstod att losa.

NO: Platsen var alltsd inte bestimd nir utstillningen plane-
rades?

CONVERSATION 1 WITH IRENE BERGGREN 11 JAN 2011
NICLAS OSTLIND: I thought I'd start by asking how it all began.

IRENE BERGGREN: Ake E:son Lindman asked, as we were
leaving a board meeting of Fotografiska museets vinner
(FMV, Friends of the Photography Museum) whether I
would be interested in the project. If my memory serves me
correctly, he was also on the board of Svenska Fotografernas
Forbund (SFF, Association of Swedish Professional Photog-
raphers) and knew they were planning a large exhibition. He
put my name forward as commissioner and mentioned to
Per B. Adolphson that I was interested. Pelle got in touch and
we started work in autumn 1989. Initially, Carsten Larsen
was involved, but he left the project at an early stage.

NO: How did the work take shape and what dialogue did you
have with those who ordered the exhibition regarding the
direction and scale of it all?

IB: I knew what I wanted to do quite soon. On the one hand,
it would not be a conventional exhibition, and on the other,
there would be a narrow time perspective that covered only
the last five years more or less. We were in complete agree-
ment about this.

NO: What made you choose that direction?

IB: That same year photography had celebrated its 150™ an-
niversary with grand manifestations, including at Fotograf-
iska museet, and had primarily dealt with the older history. I
thought it was a challenge to describe what was happening
and to try to get a historical perspective over the contempo-
rary, because the present and the past are dependent on each
other. I knew, as well, there would be a catalogue and it was
important for me that there was some form of historical
summary of our own times. Perhaps I thought it could have
looked a little bit different, but I have nothing against the
way it turned out. There needed to be something that bal-
anced the exhibition; that was my idea from the start.

NO: Your assignment as exhibition commissioner was on a
freelance basis and was a collaborative project: who were the
people involved and how was the work divided among you?

IB: To start with, Pelle and I formed the guidelines and grad-
ually Karina Wirn came in primarily to take care of the logis-
tics. We discussed most things, however an exhibition is both
a concept and a practical realisation: who will design the ex-
hibition, who will make the catalogue, which exhibition
space will we have? And everything else that’s necessary. It
all needed to be solved.



IB: Nej, vi holl pd att soka platser. Jag kommer inte ihdg vilka
vi kontaktade, men det drojde innan Moderna museet kom
in i bilden. Det var faktiskt osikert rite linge. Vi hade en ut-
stillning men ingen plats, den kom senare. Nir vi vil kon-
taktade Bjorn Springfeldt var han vildigt intresserad och
positiv till idén. Sedan var det en hel del praktiska och eko-
nomiska frigor att l6sa. Det var mycket sddana saker. Det
betalades utstillningsersittning, vilket var viktigt eftersom
det var forbundet som stod bakom det hela.

NO: Hur kommer det sig att det inte var Fotografiska museet
som visade utstillningen? Det hade varit den mest givna
platsen kan man tycka.

IB: Jag var ordférande i FMV och det var helt naturligt for
mig att prata med Leif Wigh. Men jag kommer faktiskt inte
ihdg vad som hinde. Méjligtvis var det sd att han var ointres-
serad redan fran borjan och sa det. Det fanns inget intresse
eller stod for utstillningen frin Leif. Jag har inte ens nagot
riktigt minne av att vi pratade om den. Jag vet att han var
med pd ndgot av motena men det rorde mest praktiska fra-
gor. Och sedan var han vildigt kritisk till utstillningen of-
fentligt nir han hade mojlighet till det.

NO: De starka motsittningarna ir nagot som kinnetecknar
fotografin i Sverige och i samband med Lika med framtridde
intressant nog en tydlig klyfta mellan Moderna museet och
den avdelning som kallades Fotografiska museet.

IB: Ja, frin Fotografiska fanns ett vildigt ointresse och upp-
backningen var obefintlig. Men frin Bjérn fanns hela tiden
ett stdd och nir han vil férankrat utstillningen pa museet
var det helhjirtat.

NO: Uppdraget var omfattande och krivande. Det handlade
om den storsta manifestationen av svensk fotografi i modern
tid. Vilken var din bakgrund och hur kommer det sig, tror
du, att valet som kommissarie foll pa dig?

IB: Dels hade jag ju skrivit en del i férbundets tidning, bland
annat en av de forsta artiklarna i Sverige om Cindy Sherman
1988. Jag kinde minniskor som fanns inom férbundet och
de visste att jag hade varit i USA och hade hort mig forelésa.
Tillsammans med Neil [ Goldstein ] hade jag héllit i Miras ut-
stillningar och de blev vildigt uppmirksammade. Vi gjorde
en Nan Goldin-utstillning och skotte alla kontakterna med
galleriet Pace McGill i New York och Balladen om det sexuella
beroendet visades samtidigt pd biografen Fagel Bl4. Vi hade
ett brett program och stillde bland andra ut Weegee, Tho-
mas Tidholm, Edvard Munch, Harry Callahan, Blossfeldt,
Carole Condé och Karl Beveridge. Jag antar att man ocksi
hade tittat pa detta.

NO: You mean the place for the exhibition wasn’t known
during the planning?

IB: No, we were searching about for places. I don’t remember
exactly who we contacted, but it was a while before Moderna
museet came into the picture. Actually, things were uncer-
tain for quite a long time. We had an exhibition but nowhere
to show it; that came later. When we finally contacted Bjoérn
Springfeldt, he was very interested and positive about the
idea. Then there were a lot of practical and financial issues
that needed to be solved. Lots of things like that. There were
fees to be paid to those participating in the exhibition, which
was important since the association was behind the whole
thing.

NO: How come Fotografiska museet did not show the exhi-
bition? You’d think, it would have been the most obvious
place.

IB: I was chairman of FMV and it was quite natural for me to
speak to Leif Wigh. But actually, I don’t recall what hap-
pened. Possibly, he wasn’t interested from the start and said
so. There was neither interest nor support for the exhibition
from Leif’s side. I don’t even have any real recollection that
we did speak about it. I know he was present at some of the
meetings, but mostly it concerned practical matters. And
then, when he had the opportunity, he was publicly very
critical of the exhibition.

NO: Strong antagonisms are something of a hallmark of
Swedish photography and in conjunction with Lika med
there appears, interestingly enough, a clear divide between
Moderna museet and its department called Fotografiska mu-
seet.

IB: Yes, from Fotografiska’s side there was clear indifference
and the support was non-existent. However, Bjérn was sup-
portive all the time and he wholeheartedly secured the exhi-
bition for the museum.

NO: The assignment was extensive and demanding. It was
nothing less than the largest manifestation of Swedish pho-
tography in modern times. What was your background and
why, in your opinion, were you chosen as commissioner?

IB: Partly because I had written a lot in the association’s mag-
azine, including one of the first articles in Sweden about
Cindy Sherman 1988. I knew people inside the association
and they knew I had been to the US and had heard me lec-
ture. Together with Neil [Goldstein] I had managed Mira’s
exhibitions and they were very successful. We did a Nan
Goldin exhibition and handled all the contacts with the
Pace/McGill Gallery in New York and The Ballad of Sexual



NO: Det ir ett tecken pa att ndgonting har hint nir en ut-
stillning av den hir arten inte visas pa den institution som
borde varit den givna och att den cureras av en férhillande-
vis ny person pa filtet. Intrycket ir att Fotografiska museet
och Leif Wigh inte svarade mot de nya kraven och att det
fanns ett glapp mellan olika férvintningar, kompetenser och
intressen. Till saken hor ocksé att Fotografiska museet under
slutet av dttiotalet blev ganska hért kritiserat fran férbundets
sida och att relationerna inte var de bista.

IB: Det hade varit sjilvklart att de tagit sig an utstillningen
och sett till att den hade fitt en plats inom deras egna lokaler
eller ndgon annanstans i museet, men man ville ju inte ha
ndgon utifrin. Jag kommer ihdg ett méte som Bjoérn Spring-
feldt arrangerat om museet och dess framtid. Vi var flera som
talade och jag tog upp hur intressant det skulle vara for mu-
seet om frilansande curatorer fick gora saker pa museet. Det
var en tanke som sikert inte fanns hos Leif och inte heller
hos ménga andra pa museet, antar jag, men som Bjorn var
nyfiken pa.

NO: Aven om Lika med visades pi Moderna museet kom
uppdraget frin en intresseorganisation, skapade det nigra
problem?

IB: Det hade kunnat vara si, men vad jag verkligen ville fa
intygat innan jag borjade med utstillningen var att det inte
bara skulle vara férbundets egna fotografer. Om jag inte fick
fria hinder att vilja dem jag ville sa hade jag inte dtagit mig
uppdraget. Det var grundférutsittningen.

NO: Blev det nigra diskussioner kring detta?

IB: Antagligen tog Pelle de svara frigorna istillet for mig. Han
visste vad jag ville och det var suverint. Han fick vildigt mycket
kritik, framforallt for ekonomin, men han redde ut det.

NO: Hur definierade du begreppet samtida fotografi och hur
sig dina urvalskriterier ut?

IB: Det var pa sitt och vis vildigt enkelt. Bilder skulle vara
gjorda under de senaste fem dren och framat. Jag ville under-
soka vad som var pa ging. Eftersom jag var pa Konstfack och
lite pa Fotohogskolan i Goteborg sdg jag vad som hinde pé
skolorna. Jag fanns med i det som pégick.

NO: Varfor just ett tidsperspektiv pa fem &r?

IB: Nigonstans sitter man en grins. Jag ville bara siga att
historien ocksa gors i dag och uppmuntra till att titta pa det
som finns runt omkring oss nu och se hur det ser ut. Vilka
aktorerna var, vilken bild av samhillet fotografin ger och hur
den péverkar oss, vilken bild av konstnirskap som fanns osv.

Dependency was screening at the same time at the Blue Bird
cinema. We had a broad programme and exhibited Weegee,
Thomas Tidholm, Edvard Munch, Harry Callahan, Bloss-
feldt, Carole Condé, Karl Beveridge and others. I assume
they had seen these too.

NO: It is a sign that something has happened when an exhi-
bition of this sort is not shown in the institution that should
have been the natural choice and that it is curated by a rela-
tively new person in the field. The impression is that Foto-
grafiska museet and Leif Wigh didn’t satisfy these new
demands and there was a gulf between various expectations,
competencies and interests. Additionally relevant is the rath-
er fierce criticism that the association directed at Fotografis-
ka museet in the late-8os and that relations between them
were not the best.

IB: It would have been perfectly natural if they had taken on
the exhibition and ensured it was shown in their own space
or somewhere else in the museum, but they didn’t want any-
thing coming in from the outside. I remember a meeting or-
ganised by Bjorn Springfeldt concerning the museum and its
future. There were many who voiced an opinion and I said it
would be interesting for the museum if freelance curators
could do things at the museum. Certainly, that was not on
Leif’s agenda and not on many other people’s minds at the
museum either, I guess, but Bjorn was curious about it.

NO: Even though Lika med was shown at Moderna museet,
the commission originated from an interest group. Did that
create any problems?

IB: It could have, but what I wanted to get straight from the
start was that the exhibition was not restricted to the associa-
tion’s own photographers. If my hands had been tied and I
couldn’t choose whoever I wanted, then I would not have ac-
cepted the assignment. This was a fundamental prerequisite.

NO: Were there any discussions around this?

IB: Presumably, Pelle handled the tough questions instead of
me. He wanted what I wanted and that was superb. He faced
a lot of criticism, especially about the finances, but he
straightened things out.

NO: How did you define the concept of contemporary pho-
tography and what was the basis of your selection criteria?

IB: It was very simple in a way. Pictures made in the past five
years and onwards. I wanted to investigate what was happen-
ing. Since I was at the University College of Arts, Crafts and
Design and a bit at the School of Photography at the Univer-
sity of Gothenburg, I saw what was happening in the schools.



NO: Du nimner det hiir med skolorna, vilken var din roll diir
och vad var det du sig?

IB: Jag borjade undervisa runt 1985-86 och nir jag pratade
om det som jag hade sett och upplevt i USA vickte det starke
motstind. Det var antagligen s annorlunda.

NO: Vilka var det som bjéd motstind?

IB: Det var eleverna sjilva, faktiskt, men samtidigt fanns na-
turligtvis en nyfikenhet pa det nya, absolut.

NO: I slutet av attiotalet etablerades Akademin fér fotografi
och dir introducerades ett mer teoretiskt férhillningssitt.
Vad tror du att det berodde pa och hur uppfattade du under-
visningssituationen dér?

IB: Det som skedde dir var helt beroende av Hans Hedberg
och Olof Glemme och det fanns starka band till bdde Foto-
graficentrum och Bildtidningen, som jag ocksa skrev for. Dir
borjade man tidigt soka nya kunskaper och man samarbeta-
de med Henning Hansen och den danska tidskriften Kata-
log. Men forst och frimst berodde det pa Olof och Hans. De
hade linge varit intresserade av fotografins historia och sam-
tida teori. Inom denna krets fanns det en kunskap om foto-
grafi, som var ovanlig i Sverige vid den hir tiden. Man vinde
sig i huvudsak mot USA och med mina erfarenheter blev det
pé nigot sitt sjilvklart att involvera mig.

NO: Hur kom du i kontakt med dem frin bérjan?

IB: Anders Petersen hade hort mig foreldsa och visste att jag
hade variti USA och han tipsade Hans och Olof om mig. Det
ir sd jag minns det.

NO: I ett historiskt perspektiv framtrider forskjutningarna
inom fotografin dren runt 1990 pa ett tydligt sitt. Men hur
sdg det ut nir man, som du, befann sig mitt i skeendet, var
man medveten om att nigot nytt var pi gang?

IB: Ja, absolut. Jag var vil lite feg for nir jag foreliste de forsta
gangerna kallade jag Cindy Sherman och alla de andra nya
namnen for fotografer, eftersom de antagligen skulle sluta
lyssna om jag sa att det var konstnirer som jobbade med foto-
grafi. Det kanske var fel. Ett av mina forsta foredrag var for
Bildhuset och jag pratade bdde om deras egna arbeten och det
jag hade med mig frin USA. Minga var skeptiska, men man
var nyfiken ocksa, det var man. Négra fotografer hade ett in-
tresse for fotobocker och liste internationella tidskrifter och
hade p4 si site blivit medvetna om det som var pa ging.

NO: Det postmoderna genombrottet skedde tidigare inom
konstfiltet och det var i denna kontext den fotobaserade

I was involved in what was going on.
NO: Why precisely the five-year perspective?

IB: You have to draw the line somewhere. I just wanted to say
that history is made even today and encourage people to take
a look at what is around us now and see what it looks like.
Who the principal players were, the picture of society as giv-
en by photography and how it influences us, what concep-
tion of art exists and so on.

NO: You mentioned the schools, what was your role there
and what were you witnessing?

IB: I started teaching around 1985-86 and when I spoke
about what I had seen and experienced in the US there arose
tremendous opposition. Presumably, it was all too different.

NO: Who were raising such opposition?

IB: The students themselves, actually, but at the same time,
naturally, there was curiosity about the new, absolutely.

NO: By the late-80s, the Academy of Photography was
founded and they introduced a more theoretical approach. In
your opinion, what was that due to and what was your im-
pression of the teaching situation there?

IB: What happened there was solely dependent on Hans Hed-
berg and Olof Glemme and there were strong ties to both
Fotograficentrum and Bildtidningen, which I also wrote for.
At an early stage, they sought new knowledge and they col-
laborated with Henning Hansen and the Danish magazine
Katalog. But first and foremost it was up to Olof and Hans.
They had been interested in the history of photography and
contemporary theory for a long time. This group had a knowl-
edge about photography that was unusual in Sweden at that
time. They were chiefly influenced by the US and with my ex-
perience it must have seemed natural to involve me.

NO: How did you get in touch with them at the start?

IB: Anders Petersen had heard me lecture and knew I’d been
in the US and he recommended me to Hans and Olof. That’s
what I recall.

NO: From a historical perspective, the shifts in photography
occurred quite clearly in the years around 1990. But what did
it feel like for someone in the middle of events, like yourself,
were you aware that something new was happening?

IB: Yes, absolutely. I was surely a little timid, because when I
first started lecturing I referred to Cindy Sherman and all the



konsten forst visades i Sverige och det var hir den forst fick
fiste, savil teoretiskt som praktiskt. Reaktionerna fran
minga fotografer visar att det fanns ett mer specifikt foto-
grafiskt ssmmanhang. Hur uppfattade du relationen mellan
de olika inriktningarna och traditionerna?

IB: Visst ir det sd och det forklarar min forsiktighet nir jag
borjade prata om det nya. Jag kinde tydligt den hir skillna-
den och Leif beskriver motsittningarna pa ett bra sitt i ert
samtal om Blindande bilder. En hel del av vad jag skrev under
den dir perioden var ju ocksa traditionellt till sin karaktir,
beskrivande texter dir fotografen och verken stér i fokus. Jag
hade erfarenheter av bada virldarna, dels frin studierna pa
Princeton, dels fran International Center of Photography
(ICP). Peter C. Bunnell var en suverin lirare i den klassiska
traditionen och seminarierna var helt fantastiska. Han kom
varje ging med en liten vagn med originalfotografier och vi
var en liten grupp djupt férsjunkna i betraktandet av teknik
och estetik. Det var helt sagolikt. Dir fanns en trygghet och
dir hade jag kunnat stanna och utvecklat det perspektiv som
Leif foretridde och som har med den enskilde fotografens
sirart och betydelse att géra. Men sd hade jag ICP dir
Christopher Phillips och Abigail Salomon-Godeau undervi-
sade och allt som hinde i New York runt 1984-85. Det var
hur mycket diskussioner, seminarier och debatter som helst
och massor av utstillningar. Vi bodde i Soho dir alla de stora
gallerierna fanns da.

NO: Vad tyckte du var mest intressant och angeliget i det
postmoderna perspektiv som du motte?

IB: Det som forst slog mig var att diskussionerna inte var si
inriktade pa fotografen utan pa andra fragestillningar. Och
d& menar jag hur fotografi kan f6rstés i relation till olika kon-
texter och hur ssmmanhangen skapar betydelserna. Vi liste
Abigails egna texter si klart, som ir grinslost teoretiska, och
texter av andra skribenter. Ett semiotiskt perspektiv fanns
nirvarande i det mesta, men vi studerade aldrig det for sig.
Jag prenumererade ocksé pa tidskriften October dir mycket
av de postmoderna teorierna formulerades. Dir publicerades
artiklar av Victor Burgin, som betytt mycket fér mig person-
ligen, Rosalind Krauss, Douglas Crimp, Allan Sckula och
Martha Rosler och négra till. De hade ju en helt annan in-
gang till fotografin in den traditionella. Det ir litt ate forsta
varfor Leif inte hittade hit.

NO: Du har alla dessa nya erfarenheter och reflektionerna
och fir uppdraget att gora en utstillning om samtida svensk
fotografi. Hur tog du dig an arbetet?

IB: Rent praktiskt borjade det med att jag kom pé idén hur
jag med hjilp av polaroider skulle kunna samla ihop materia-
let och vi blev sponsrade av Polaroid med kameror och film.

other new names as photographers, because people would
probably have stopped listening if T had said they were artists
working with photography. Maybe that was wrong. One of
my first lectures was for Bildhuset and I spoke about their
own work and what I had with me from the US. Many peo-
ple were sceptical, but they were curious too, they really
were. Some photographers were keen on photo-books and
read international periodicals and therefore knew what was
happening.

NO: The postmodern breakthrough occurred earlier in art
circles than elsewhere and it was in this context that photo-
based art was first shown in Sweden, and it was here it first
won ground, both theoretically and practically. The reac-
tions of many photographers demonstrate there was a more
specific photographic context. What was your opinion of
relations between the various directions and traditions?

IB: That’s certainly the way it was and explains my timidity
when I started speaking about what was new. I felt this dif-
ference very early and Leif describes the opposition well in
your conversation about Bléndande bilder. A lot of my writing
during that period was also traditional in nature, descriptive
texts with the focus on the photographer and the work. I had
experience from both worlds, partly from studies at Prince-
ton, partly from the International Center of Photography
(ICP). Peter C. Bunnell was a superb teacher in the classical
tradition and the seminars were completely wonderful. Each
time he arrived with a little trolley of original prints and as a
small group we were immensely absorbed in considering the
techniques and aesthetics. It was absolutely fabulous. It was
very safe and I could have stayed and developed the kind of
perspective that Leif represents and covers the particular
photographer’s individuality and significance. But I also had
ICP, where Christopher Phillips and Abigail Salomon-Go-
deau were teaching and everything that happened in New
York around 1984-85. There were more discussions, semi-
nars and debates than you could count and lots of exhibi-
tions. We lived in Soho where all the great galleries were
then.

NO: In your opinion, what were the most interesting and
important aspects of the postmodern perspective you en-
countered?

IB: What struck me first was that discussions were not so cen-
tred on the photographer, but on other issues. I mean how
photography is understood in relation to various contexts
and how it creates meanings. We read Abigail’s own texts,
obviously, which are immensely theoretical, as well as texts
by other writers. A semiotic perspective was present in most
things, but we never studied that in itself. I also subscribed to
October magazine where much postmodern theory was for-



Uppdraget var att inventera hela landet for att se hur foto-
grafiet sig ut. Det kan man goéra pé en rad olika sitt och ett ir
att faktiskt mota fotograferna sjilva. Och det ir klart att jag
inte hittade mycket av de postmoderna idéerna. De fanns lite
grand pa skolorna men inte hos fotograferna. Det mesta var
vildigt traditionellt och genrebundet. Det viktiga f6r mig
blev att forsoka lisa det hir pi ett annorlunda sitt. Just ge-
nom att blanda de etablerade genrerna och arbeta med 6ver-
gripande begrepp, som naturligtvis inte var fixerade eller
hade referens till ndgon annan utstillning egentligen.

NO: Det iir patagligt i hur hog grad det hir éir en utstillning
om ett perspektiv. Dirigenom skiljer den sig frin de flesta
fotoutstillningar som gjorts, men denna friga kan vi dter-
komma till. Nu skulle jag vilja att du beskriver hur invente-
ringen gick till och vilka diskussioner du hade med
fotograferna.

IB: Det hir med polaroiderna var ett konkret och praktisk
sitt att gora det pa. Jag triffade fotografer och tittade pa de-
ras bilder. Vi samtalade pé det sitt som traditionellt kinne-
tecknar ateljémoten och sedan bestimde jag vilka bilder som
eventuellt skulle ingd i utstillningen. Jag var vildigt tydlig
med att aldrig lova hur det skulle bli i slutindan. Jag frigade
om de hade nigon tanke om hur bilderna skulle se ut i ett
utstillningssammanhang, om de sig det som en liten bild,
om de sig det inramat, om de hade nigra specifika idéer om
sitt eget verk i ett utstillningsrum. Det var inte si minga
som hade det.

NO: Blev du férvanad éver det?

IB: Ja, lite grand. Nu var det ju inte si att de skulle gora en
separatutstillning med bara sina egna bilder och vi pratade
mer allmint om vad de hade gjort. Jag ville veta ungefir vil-
ken storlek de tinkte sig, eftersom det var en viktig praktisk
friga i slutindan. Nir de hade idéer om utférandet si disku-
terade vi ofta det och jag kunde komma med kritiska kom-
mentarer.

NO: Du hade ett uttalat curatorsperspektiv i era samtal, skulle
man kunna siga.

IB: Det stimmer och speciellt om fotograferna inte hade nég-
ra direkta egna uppfattningar var det viktigt att forsoka fun-
dera sjilv. Vad dr det jag ser och hur kan det hir fungerai ett
utstillningssammanhang? Vad féormedlar det hir och vilken
betydelse far storleken och inramningen? Hur det hela ser
ut, inte minst vad giller inramning, ger fotografierna en be-
stimd tidsprigel.

NO: Ett centralt problem i utstillningssammanhang handlar
om representation och urval och i ditt fall var uppdraget att

mulated. They published articles by Victor Burgin, which
personally meant a lot to me, Rosalind Krauss, Douglas
Crimp, Allan Sekula and Martha Rosler and others. Their
approach to photography was very different from the tradi-
tional. It is easy to see why Leif didn’t find the way.

NO: You have all these new experiences and reflections, then
get assigned to produce an exhibition on contemporary
Swedish photography. How did you proceed with the work?

IB: In purely practical terms, it started with an idea I had to
use Polaroids to help gather the material and we were spon-
sored by Polaroid with cameras and film. The assignment was
to make an inventory of the entire country to see what was
happening in photography. This can be done in many various
ways and one is to actually meet the photographers them-
selves. And clearly, I didn’t find too much indication of post-
modern concepts. There were small traces in the schools, but
not among the photographers. Mostly, it was very traditional
and confined to genre. For me, the crucial thing was trying to
read this in a different way. Just by mixing established genres
and working with overall concepts, which naturally were in
no way fixed or referred to any other exhibition at all.

NO: It is very much apparent that this is an exhibition about
a perspective. In that way, it differs from most other photog-
raphy exhibitions, but let us return to this matter later. Now,
I would like you to describe how the inventory of material
took place and what discussions you had with the photogra-
phers.

IB: Using Polaroids was a concrete and practical way to go
about it. I met photographers and viewed their pictures. We
spoke in the traditional manner that characterises a studio
visit and then I decided which pictures might eventually be
included in the exhibition. I was quite clear never to make
any promises regarding how it might be in the end. T asked if
they had any thoughts how the pictures should be presented
in an exhibition context, whether they saw it as a small pic-
ture, if it should be framed, if they had any specific ideas
about their own work in the exhibition space. Very few had
an opinion about it.

NO: Did that surprise you?

IB: Yes, a little. Now of course, we weren’t talking about a
solo show with only their pictures and we spoke in more gen-
eral terms about what they had done. I wanted to know ap-
proximately what size they were considering, because that
was an important practical matter in the end. When they had
ideas about the implementation, then we often discussed
this and I was able to make critical comments.



gestalta svensk samtida fotografi. Hur kom du i kontakt med
fotograferna och vilka aspekter ansig du var viktiga att be-
akta?

IB: Det ir en svér friga. Jag utgick frin fotografer som jag né-
gonstans kinde och visste hur de hade utvecklats, hur deras
bilder sig ut vid den hir tiden och om det fanns férindringar
i materialet som jag tyckte var intressanta. Min ambition var
att forsoka se s& manga olika typer av fotografer och uttryck
som mojligt. For att komma i kontakt med fotograferna be-
stimde jag mig for att utgd frin de lokala Fotograficentrum i
Orebro, Umed, Malmé och Goteborg. Det var organisationer
som jag kinde till och genom dem kom jag i kontakt med
olika utdvare. Pa vissa stillen fanns skolor, tidningar och re-
klambyraer. Det var sidana filt som jag ville titta pa och det
handlade inte enbart om konstfotografiet. Sjilvklart blev jag
ocksa tipsad om namn och méinga fotografer kontaktade mig
direkt. Fast jag forsokte hilla en viss distans.

NO: Det ir intressant att Fotograficentrum fungerade som
en viktig kanal till aktérerna, sirskilt om man betinker for-
eningens stora betydelse under i férsta hand sjuttiotalet och
den starka kopplingen till dokumentirfotografin.

IB: Det var mycket dokumentirt men inte enbart. Jag satt i
styrelsen for Fotograficentrum i Stockholm en period och
levde med Neil som var involverad i allt det hir. Det finns,
tycker jag, en orittvis beskrivning av det dokumentira. Att
det bara handlar om att siiga nigonting om verkligheten eller
att ha ett politiskt budskap. Det var den diskussionen som
Leif férde i samband med Blindande bilder, men hos vildigt
minga av fotograferna som beskrev sig som dokumentira
fanns en stor medvetenhet om hur bilden kan fungera. Jag
upplevde att de som jobbade pi till exempel Saftra holl pa
med sina kopior och diskuterade hur de sig ut och vad de
hade fact fram. Konstnirligheten fanns dven inom det doku-
mentira. Visst priglades centrumbildningarna av dokumen-
tirfotografin, absolut, men det visades annat ocksa.

NO: Sjilvklart hinde mycket mellan 1974, nir Fotograficen-
trum etablerades, och den period som din utstillning ticker,
och i den debatt som férdes runt 1980 var forenklingarna
antagligen manga. Det intressanta ir att du i sokandet efter
aktiva fotografer av skilda slag kan anvinda en struktur fran
mitten av sjuttiotalet, inte minst tack vare férgreningarna
ute i landet. Hur gjorde du for att komma i kontakt med de
mer renodlade yrkesfotograferna?

IB: Det var lite mer slumpbetonat, tror jag faktiskt. Deras ut-
tryck var ofta ritt likartade och jag generaliserade nog en hel
del. Jag tittade pd mycket och tyckte att det var viktigt ate f3
med den kategorin, eftersom det ir bilder som har stor bety-
delse f6r minga minniskor. Lena Johannesson har skrivit

NO: You could say that you had an explicit curator’s perspec-
tive in your conversations.

IB: That’s right and especially if photographers didn’t have
any direct opinions of their own, it was important to try to
think for yourself. What am I seeing and how could this
work in an exhibition context? What is it conveying and
what significance has size and framing? The total look, not
least when it comes to framing, gives the photographs a defi-
nite impression of the times.

NO: A central problem with exhibition context is dealing
with representation and selection and in your case the task
was to portray Swedish contemporary photography. How
did you get in touch with the photographers and which as-
pects did you think were important to consider?

IB: That is a hard question. As a starting point, I began with
photographers that I knew somehow and understood how
they had developed, what their pictures looked like at that
point in time and if there were changes in the material that I
thought was interesting. My aim was to try and see as many
different types of photographers and forms of expression as
possible. To get in contact with the photographers, I decided
to go through the local Fotograficentrums in Orebro, Umea,
Malmé and Gothenburg. I knew these organisations and
through them I could get in touch with various photogra-
phers. In certain places there were schools, magazines and
advertising agencies. These were fields I wanted to look at
and it wasn’t just about art photography. Obviously, names
were suggested to me and many photographers contacted me
directly. However, I tried to keep a certain distance.

NO: It is interesting how Fotograficentrum worked as an im-
portant channel to reach the principal figures, especially con-
sidering the association’s great significance, first of all,
during the 70s and the strong connection to documentary
photography.

IB: There was a lot of documentary work, but not exclusively.
I was on the board of Fotograficentrum in Stockholm for a
while and lived with Neil who was involved in all of this. In
my opinion, documentary work has been unfairly described.
That it only says something about reality or has a political
message. That was the discourse that Leif addressed in con-
junction with Bldndande bilder, but with many photographers
who subscribed to the documentary tradition there was great
awareness about how the picture could work. I saw how peo-
ple at Saftra, for example, worked on their prints and dis-
cussed the look and what they had produced. The artistic
exists even in the documentary. Sure, documentary photog-
raphy was a feature of the organisations, absolutely, but oth-
er things were shown as well.



om hur viktig till exempel portrittbilden dr och de som verk-
ligen stir for denna genre dr de kommersiella portrittfoto-
graferna. Deras arbeten skiftar och under den hir tiden var
idealen pd manga sitt vildigt romantiska. Jag kommer ihig
han som hade ateljé i Gotgatsbacken, Elon Lindberg. Han
blev ofta kritiserad for ytlighet, men han gjorde bilder som
svarade mot manga minniskors énskan om hur man ville bli

avbildad.

NO: Hur svarade din forestillning om det fotografiska land-
skapet och de arbeten du sdg av savil yrkesfotografer som
andra utévare? Och hur piverkade métena din syn pé svensk
fotografi och dina tankar om utstillningen?

IB: Jag tror inte att jag blev sd overraskad. Dessvirre. Det
mest 6verraskande var det som hinde pé skolorna. Lotta An-
tonssons The Sky is Blue var ett tydligt exempel men den kom
tyvirr inte med i katalogen. Jag vet inte hur det kom sig men
ndgot fel blir det alltid. Och Martin Sjoberg som jag tyckte
var vildigt spinnande. Hans verk var mer en installation dn
ett fotografi. Det fanns en del tekniker och uttrycksformer
som man inte hade sett s& mycket av tidigare, bland annat
ljuslador. Men ocksi de monumentala formaten, Bjérn Kel-
ler hade en enorm bild som liksom rann nedfér viggen. Det
var nigot nytt. Det fanns ocksa innehall som var radikala och
provocerande pa olika sitt. Nir det giller omrdden som
pressfotografi var den stora skillnaden att minga kvinnliga
fotografer hade kommit in i en virld som linge hade varit
helt dominerad av min. Jag blev vildigt imponerad av vad
bland andra Susanne Walstrom gjorde. Det méste ha sagt
mig nagot helt nytt och f6r min del blev det viktigt att lyfta
fram de hir kvinnorna.

NO: Lit oss atervinda till inventeringen och urvalsarbetet.
Hur gick det till rent prakeiske?

IB: Med polaroidkameran dokumenterade jag ungefir fem
bilder av varje fotograf. Det var nédvindigt med en begrins-
ning och det gillde att vilja bilder som jag trodde kunde
svara mot nagon del av konceptet. Sjilvklart var ocksa tid-
ningar, tidskrifter och bocker en viktig killa. Jag vet inte rik-
tigt nir begreppen tog form, men jag visste att jag inte ville
gora ndgonting som talar om konst, reportage eller den kom-
mersiella bilden som avgrinsade omriden. Begreppen gjorde
att jag kunde titta pé olika genrer utifrin en gemensam ut-
gangspunkt och dirigenom undvika att hamna i viletable-
rade uppfattningar. Det hade blivit ointressant annars. Men
om man ser pi bilderna och de olika sammanstillningarna
utifrin begreppen stills frigor om den stora betydelse foto-
grafiet har for vir forstaelse av verkligheten och oss sjilva.
Nagonstans dir tror jag att det hiinder intressanta saker, fast
vi kanske inte alltid kan forklara vad det ir.

NO: Obviously, much had happened between 1974, when
Fotograficentrum was established, and the period covered by
your exhibition and in the debate that occurred around 1980
there were many simplifications. The interesting thing is
that you, in your search for active photographers of different
sorts, can utilise a structure from the mid-7os, thanks in no
small part to local affiliates throughout the country. But how
did you get in touch with the more out-and-out professional
photographers?

IB: Actually, I think that was more by chance. Their form of
expression was often quite uniform and I generalised quite a
lot indeed. I viewed a lot of work and thought it was impor-
tant to include the category, because these pictures have
great significance for many people. Lena Johannesson, for
example, has written about the importance of the portrait
and commercial portrait photographers really represent this
genre. Their work shifts in style and at this time, the ideal
was in many ways rather romantic. I remember the fellow
who had his studio on Goétgatsbacken, Elon Lindberg. He
was often criticised for being shallow, but he made pictures
that fulfilled many people’s wishes in terms of how one
wants to be portrayed.

NO: How did your conceptions match the photographic
landscape and the work you saw, covering both professional
photographers and other practitioners? And how did the
meetings influence your view of Swedish photography and
your thoughts on the exhibition?

IB: I don’t think I was so surprised. Unfortunately. The most
surprising things were happening in the schools. Lotta
Antonsson’s The Sky is Blue was a clear example, that regret-
tably didn’t make it into the catalogue. I don’t know how
that happened, but there’s always something that goes
wrong. And Martin Sj6berg, who I thought was really excit-
ing. His work was more an installation than a photograph.
There were techniques and forms of expression that you
hadn’t seen much of previously, including light boxes. But
also the monumental formats, Bjérn Keller had an enor-
mous picture that ran down the wall. That was something
new. There was also content that was radical and provoca-
tive in different ways. Regarding press photography, the
greatest difference was the arrival of many female photogra-
phers in a world that had been totally dominated by men for
so long. Among others, I was very impressed with what
Susanne Walstrom did. It must have said something to me
that was completely new and it became important for me to
highlight these women.

NO: Let’s go back to the inventory and selection work. How
did it proceed in purely practical terms?



NO: Var det fotografer som du redan inledningsvis visste
skulle vara med i kraft av sina positioner och hur balansera-
des utstillningens bekriftande respektive nytolkande drag?

IB: Det fanns definitivt ndgra som jag férstod att jag méste ha
med, vilket dr bide bra och daligt. Anders Petersen, Dawid,
Christer Stromholm och Lars Tunbjork. Tuija Lindstrom
var definitivt en sddan person och det var viktigt att fA med
henne i utstillningen. Och senare naturligtvis Annica Karls-
son Rixon och Lotta Antonsson. Ndgra missar man sa klart
och jag tinker sirskilt pA Maria Miesenberger och Henrik
Hakansson. Hur det blev sd kan jag inte svara pa. For jag
tyckte vildigt mycket om vad Maria gjorde, men jag kanske
upplevde att hon inte hade kommit sa lingt just da.

NO: Hur gick du vidare med det insamlade materialet och
vilka tankar om rumsgestaltningen vickte ackumuleringen
av fotografer och bilder?

IB: Inventeringen holl faktiskt pd dnda till slutet, men nir
den stora delen var klar efter ndgot halvar borjade jag med
bearbetningen. Jag skaffade fyra skirmar fran Riksutstill-
ningar och stillde upp dem hemma i vardagsrummet och
satte upp bilderna. S& borjade jag ta bort och sitta tillbaka,
komplettera med nya bilder, fundera och diskutera och s
vixte successivt en mer samlad idé fram. Ganska snart kom
ocksa katalogarbetet iging och min énskan var ju ate alla bil-
der skulle finnas med, men det saknades tyvirr pengar.

NO: Frigor om representation ir centrala inom postmoder-
nism och det handlar i hog grad om genus, sexualitet, etnici-
tet, geografi och dlder, men ocksi om det som kallas
avbildningens politik. Hir tillkom dven representationen av
olika genrer och praktiker och hur dessa gestaltas. Hur med-
vetet tinkte du kring detta nir du gjorde urvalet och sam-
manstillningen?

IB: Jag funderade mycket 6ver det och hade ménga diskus-
sioner med Marta [Edling] och Eva [Hallin] om genus och
makt. Nir jag ser pi materialet i dag ir det tydligt att det fe-
ministiska perspektivet dr framtridande, men att ras och et-
nicitet inte finns nirvarande i nigon storre utstrickning. Det
var fi som arbetade med dessa fragestillningar och en av de
fa bilder som pekar i den riktningen ir Anders Kristenssons
portritt av tva forildrar och deras adoptivson. Men den
handlar ju om andra saker ocksd, som familjen och dess re-
presentation. Det som heller inte var sirskilt nirvarande var
miljon. De frigestillningarna hade jag kanske kunnat se,
men jag gjorde inte det. Diremot handlar mycket om makt
och kunskap, till exempel satellitbilderna frin Tjernobyl. Jag
forsokte fa bilderna fran det pigiende Gulfkriget men man
slippte inte dem.
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IB: Using the Polaroid camera, I documented about five pic-
tures per photographer. It was necessary to set a limit and
the aim was to select pictures that I thought could be rele-
vant to some part of the concept. Obviously, magazines,
journals and books were important sources too. I don’t know
exactly when the concepts took shape, but I knew I didn’t
want to do anything that addressed art, reportage and the
commercial picture as separate areas. The concepts meant I
could look at various genres from a common point of depar-
ture and in that way avoid ending up with well-established
interpretations. Otherwise, it would have been uninterest-
ing. But if you look at the pictures and the various ways it
was put together based on the concepts, then it poses ques-
tions about the great significance photography has on our
understanding of reality and ourselves. And there, I believe,
interesting things are happening, although perhaps we can-
not always explain what it is.

NO: Were there photographers that you knew already would
be included from the start, given the weight of their status,
and how was the exhibition balanced in terms of affirmation
versus new interpretation?

IB: Definitely, there were those I understood had to be in-
cluded, which is both good and bad. Anders Petersen, Dawid,
Christer Stromholm and Lars Tunbjork. Tuija Lindstrom
was definitely one such person and it was crucial to get her in
the exhibition. And later, of course, Annica Karlsson Rixon
and Lotta Antonsson. You always miss some though and I'm
thinking particularly of Maria Miesenberger and Henrik
Hikansson. I can’t explain how that happened. I liked what
Maria did very much, but maybe I thought, at that point, she
was just starting out.

NO: How did you process the gathered material and what
thoughts about spatial representation grew from the accu-
mulation of photographers and pictures?

IB: Actually, we kept working on the inventory until the very
end, but for the most part it was finalised after about six
months, then I started processing the material. I got four ex-
hibition screens from Riksutstillningar, set them up at home
in the living room and put the pictures up. Then I started
taking things away, putting things back, adding new pic-
tures, thinking and discussing, and successively a more com-
posed idea grew forth. The work with the catalogue got
underway quite soon and my wish was to include all the pic-
tures; unfortunately, we didn’t have the budget.

NO: Matters of representation are central to postmodernism
and it concerns, to a high degree, gender, sexuality, ethnicity,
geography and age, as well as what is termed the politics of
representation. Included here is the representation of various



NO: Hur uppfattade du kénsordningen pé det fotografiska
filtet nir du gjorde inventeringen och hur ser det ut med
fordelningen av manliga och kvinnliga fotografer i
utstillningen?

IB: Frigan var starkt nirvarande i arbetet, men tyvirr blev
uppdelningen den vanliga med firre kvinnor 4n min. Det
skulle ha varit betydligt bittre om jag hade lyckats skapa en
jimnare férdelning, men den speglade hur det sag ut. Sjilv-
klart var jag medveten om detta. Diremot var det ménga
kvinnor pa utbildningarna, vilket jag har kommenterat na-
gonstans. Det fanns svira éverviganden ocksé vad giller ge-
nerationer. Det var viktigt att inte ga forbi vissa av de dldre
fotograferna, eftersom de fortfarande var verksamma och
hade en betydelse for diskussionerna om fotografiet. De
fanns pa scenen och di maste det ocksé speglas i urvalet. For
det var inte en utstillning som bara skulle handla om det nya
inom svensk fotografi, utan den handlade om samtiden.

NO: Nir Leif Wigh gjorde Blandande bilder tio ar tidigare
hade han intressant nog en helt annan strategi. For honom
representerades samtiden av de yngre fotograferna. De stod
for den efterlingtade fornyelsen, som visserligen byggde pa
ildre forebilder, men formulerades fullt ut av den unga gene-
rationen. Detta sagt bara som en jimforelse. Lika med inne-
holl omkring 200 verk som vaskats fram ur flera tusen bilder.
Vad var det som foll bort och 4r det ndgon specifik genre som
inte finns med?

IB: Jag tycker att minga bilder var s likartade att de inte ad-
derade ndgot. Det dr samma sprak, samma idéer, samma
dmne och allt finns redan bittre uttryckt hos nigon annan.
De upprepar former och innehill som gestaltats si minga
ganger tidigare att de inte ir intressanta. Och det handlar
inte bara om att andra siger det bittre utan ocksa om att det
faktiske dr ete foraldrat forhéllningssice. Men det kunde ocksé
vara nytt och enbart hirma redan etablerade samtida uttryck,
vilket inte pa nagot sitt skulle bidra till utstillningen. Det
handlade inte om att vara rittvist och jag ville f fram det
som jag tyckte var det bista och mest intressanta under de
hir aren. Men att nigonting av det skilet saknas genremis-
sigt tror jag inte.

NO: I insamlandet begrinsade du dig till fem bilder av var-
dera fotograf, varfor?

IB: Det var inte sa att det alltid bara var fem, var jag tveksam
dé blev det nigra bilder till, men antalet var praktiske, for jag
visste ju att det inte skulle bli fem bilder med i utstillningen.
Tanken var inte att presentera konstnirskap och i utstill-
ningen var det tva eller tre bilder med, vilket ir en vildsam
begrinsning av en yrkesverksam minniskas arbete. Men jag
ville verkligen gora pé det hir sittet. For annars hade jag

genres and practices and how they are portrayed. How con-
sciously did you think about this when you made this selec-
tion and compilation?

IB: I gave it a lot of thought and had many discussions with
Marta [Edling] and Eva [Hallin] about gender and power.
When Ilook at the material today, I see a conspicuously fem-
inist perspective, but also that race and ethnicity are not
present to any measurable degree. Hardly anyone worked
with these issues and one of the few pictures indicating this
direction is Anders Kristensson’s portrait of two parents and
their adoptive son. It is about other things as well, such as
the family and its representation. Something else that wasn’t
so visible was the environment. Perhaps I could have seen
these issues, but I didn’t. On the other hand, there is a lot
about power and knowledge, for example, the satellite im-
ages from Chernobyl. I tried to get images from the ongoing
Gulf War, but they wouldn’t release them.

NO: What was your perception of the gender division in the
field of photography when you made your inventory and
what was the breakdown between men and women photog-
raphers in the exhibition?

IB: It was an issue that was strongly present during the work,
but unfortunately the gender breakdown was the same as al-
ways with fewer women than men. It would have been much
better if I had succeeded in creating a more even breakdown,
however it did reflect the situation. Obviously, I was aware of
this. On the other hand, there were many women in the
courses, which I remarked on somewhere. There were also
difficult considerations made regarding generations. It was
important not to overlook certain older photographers, be-
cause they were still active and significant in discussions
about photography. They were on the scene, so that had to
be reflected in the selection. Because the exhibition wasn’t
only about what was new in Swedish photography, but about
the contemporary.

NO: Interestingly enough, when Leif Wigh produced Blin-
dande bilder ten years earlier, he had a completely different
strategy. For him, the younger photographers represented
the contemporary. They stood for the longed for renewal,
which certainly was based on older role models, but formu-
lated in full by the young generation. I mention this, only by
way of comparison. Lika med included approximately 200
works selected out of several thousand pictures. What was
sifted out and was a specific genre not included?

IB: I think many pictures were so similar that they didn’t add
anything. It’s the same language, same ideas, same subjects
and it’s all been expressed better by someone else. They re-
peat the form and content that has been turned out so many
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kanske valt att presentera hela serier och det hade inte mot-
svarat det jag ville visa. Utstillningen skulle handla om vad
det ir som definierar fotografi, vad man ligger in i begreppet
och hur den fotografiska bilden paverkar oss. Fotografin skil-
jer sig fran annan bild pé vildigt manga sitt och det var styr-
kan och komplexiteten i det fotografiska uttrycket och bilden
som jag ville ta fram, fundera 6ver och se vilka diskurser som
den befann sig i och bidrog till att forma.

NO: Till skillnad fran den starka betoningen av de enskilda
utévarna, som man ofta méter inom konstfotografin, blir
den storre rorelsen och filtet betydligt mer accentuerat ge-
nom ett sadant urval, det dr verkligen idgonenfallande.

IB: Det var hela tanken och den svarade mot den postmo-
derna diskussionen vid den hir tiden. Det slir mig nu nir jag
ldste om en del av texterna att flera skribenter refererade till
Family of Man och det finns vildigt mycket kritik mot den.
Roland Barthes vinde sig tidigt mot utstillningens idé om
det universella och fotografiet som ett sprik som alla forstir
pa ett intuitivt sitt. Hela den diskussionen var central inom
postmodernismen och blev viktig fér mig. I samband med
det sag jag en utstillning pa PS 1 i New York som hette Fa-
mily of Young Man 56-83 eller nagot liknande. Den var full-
smockad med alla mojliga sorters bilder och var en kritisk
kommentar till den tidigare utstillningen. Jag vet att vi fick i
uppgift att skriva en text om den, men jag har inte hittat den.
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times before and it just isn’t interesting. And not only that
others say it better, but actually an out-of-date attitude as
well. But it could also be new and only mimicking estab-
lished contemporary forms of expression, which in no way
would contribute to the exhibition. It wasn’t about being
fair and I wanted to present what I thought was the best and
most interesting work from these years. But I don’t think
anything was missing genre-wise.

NO: In gathering material, you limited yourself to five pic-
tures from each photographer, why was that?

IB: It wasn’t always just five, if [ was unsure then a few more
pictures were taken, but it was a practical number because I
knew for certain there wouldn’t be five pictures included in
the exhibition. The idea was not to present someone’s range
as an artist and maybe only two or three pictures were in-
cluded, which is an awfully limited view of a working artist’s
production. But I really wanted to do it this way. Otherwise,
I might have chosen to show whole series, but that wouldn’t
have been in line with what I was trying to do. The exhibi-
tion should be about what defines photography, what is in-
cluded in that concept and how the photographic image
influences us. A photograph differs from another picture in
very many ways and it was the strength and complexity of
photographic expression and image that I wanted to present,
reflect over and see what discourses were current and con-
tributed to their formation.

NO: Unlike the strong emphasis on individual practitioners,
as is often seen in art photography, the larger movement and
the entire field are significantly more accentuated through
such selection; it is really striking.

IB: That was the whole idea, as well as being in line with the
postmodern discussion of the time. It occurs to me now,
when I reread many of the texts, that several writers refer-
ence Family of Man and it is criticised quite a lot. Roland
Barthes was quick to turn against the exhibition’s concept of
the universal and photography as a language understood in-
tuitively by all. That entire discussion was central to post-
modernism and became crucial to me. In conjunction, I saw
an exhibition at PS 1 in New York called Family of Young Man
56-83 or something similar. It was crammed with all possi-
ble kinds of pictures and served as a critical commentary to
the earlier exhibition. I know we were assigned to write a
text about it, but I have not found it.
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SAMTAL 2 MED IRENE BERGGREN 2011-03-01
IB: Vad vill du bérja med?

NO: Jag tinkte borja med titeln. Férra samtalet handlade
mycket om férberedelserna, om insamlandet och urvalet, sa
jag tinkte att vi kunde uppehalla oss lite vid titeln. Vad var
det du ville formedla och pa vilket sitt skulle den hjilpa be-
traktaren in i materialet?

IB: Titeln kom till pd ett tidigt stadium. Jag tyckte att den var
provocerande pa ett bra sitt och att den stillde frigan om
fotografins status — den ir lika med konst, reklam, pressbild,
amatorbild, alla dessa former av fotografi som vi sé sjilvklart
har runt omkring oss i vardagen, eller som vi medvetet soker
upp. Och, som jag sagt tidigare, ville jag inte skriva in foto-
grafin i nigot specifikt fack, att det bara skulle handla om
konst eller enbart om reklambilden. Néir man analyserar och
diskuterar bilder ir det sillan man héller sig inom ett givet
sammanhang. Det tror jag gor att man ofta inte kan komma
overens, man forstir helt enkelt inte att man pratar utifrin
olika kontexter. Att da stilla den hir fragan vicker forhopp-
ningsvis en vilja att reflektera. Det fanns en beskrivande un-
derrubrik ”samtida svensk fotografi”, men sjilvklart kan
man ocksa fundera 6ver vad samtiden ir. Det dr ett allt annat
in entydigt begrepp.

NO: Istillet for en bild pi omslaget har katalogen fyra sym-
boler som alla handlar om ungefirlighet. Den grafiska ge-
staltningen av det tryckta materialet och viggtexterna i
utstillningen har ett teoretiskt anslag. Vad var tanken bak-
om detta?

IB: Katalogen formgavs av Mattias Givell och Martin Pethéus
och det var deras idé med tecknen. Hur de kom fram till dem
ir jag inte helt siker pa. Lika med ir ju ocksd en matematisk
term och de ser ut som symboler inom logiken. Det finns
onekligen en semantisk karaktir i detta och tanken med titeln
var att nirma sig den grundliggande forestillningen att foto-
grafin ir lik verkligheten. Men ocks3 att ifrigasitta och fora in
ett tvivel om att det kanske aldrig ér lika med, vilket tecknen
gor. Jag kan tinka mig att det ocksd kommer ur allt det som
man liste vid den hir tiden och att det var nagonting som
fanns dir i det pdgiende samtalet om fotografi. Men titeln
accepterades inte pa en ging, absolut inte. Det fanns massor
av andra férslag som var mer relaterade till fotografi i en tradi-
tionell mening, ett var Silvervigen om jag inte minns fel.

NO: Vilka var inviindningarna mot ditt forslag?
IB: Att ingen skulle forstd vad det handlade om. Vad man

egentligen ville ha var ndgot som mycket tydligare formed-
lade att detta dr svensk fotografi i dag.
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CONVERSATION 2 WITH IRENE BERGGREN 1 MARCH 2011
IB: What would you like to start with?

NO: I thought we could start with the title. The previous
conversation was mostly about the preparations, about gath-
ering material and selection, so I thought we could pause for
a moment on the title. What did you want to convey and in
what way would it help the viewer find a way into the mate-
rial?

IB: The title came about at an early stage. I thought it was
provocative in a good way and posed the question about
photography’s status: it equals art, advertising, press images,
amateur photos, all these forms of photography that we ob-
viously have around us every day, or that we consciously seeck
out. And, like I said before, I didn’t want to paint photogra-
phy into a specific corner, that it would only be about art or
only about advertising pictures. When you analyse and dis-
cuss pictures, you seldom keep to a given context. I think this
is why people often cannot reach agreement, they simply
can’t understand that they’re speaking from different con-
texts. To then pose this question, hopefully awakens a will-
ingness to reflect on the matter. There was a descriptive
sub-title “contemporary Swedish photography”, but obvi-
ously you could wonder what contemporary really means. It
is hardly a clear-cut definition.

NO: Instead of a picture, the cover of the catalogue has four
symbols that represent approximation. The graphic design of
the printed material and the wall texts in the exhibition have
a theoretical touch. What was the idea behind this?

IB: The catalogue was designed by Mattias Givell and Martin
Pethéus and the symbols were their idea. ’'m not entirely sure
how they came up with them. Equals is also a mathematical
term, of course, and they look like logic symbols. Undeniably
there is a semantic character about this and the title was really
trying to approach the fundamental notion that photography
is like reality. But also to question and cast doubt that perhaps
itis never equal, as the symbols do. I can also imagine it came
out of everything being read at the time, that there was some-
thing present in the ongoing discussion about photography.
However, the title wasn’t accepted straight away, absolutely
not. There were many other proposals more related to pho-
tography in the traditional sense: one was Silvervigen (The
Silver Road) if I remember correctly.

NO: What objections were there to your proposal?
IB: That no one would understand what it was about. What

you really wanted was something that very clearly conveyed
that this is Swedish photography today.



NO: Man skulle kunna siiga att Lika med och Silvervigen re-
presenterar tvé olika inriktningar och att forslagen speglar
den férskjutning som sker frin ett modernistiske till ett post-
modernt perspektiv. Dels tanken om att fotografiets egenart
ar knutet till materiella egenskaper, dels en mer sprikligt
inriktad och undersokande hallning.

IB: Det var ett brytningsskede och kombinationen av titel
och underrubrik blev en bra kompromiss.

NO: Vad betydde det postmoderna for dig och vilka méjlig-
het rymde synsittet?

IB: Rent spontant var det en form av befrielse, eftersom det
innebar att man kunde forhalla sig till materialet pa ett helt
annat sitt dn tidigare. Man fick méjlighet att sitta in bilderna
i ett betydligt vidare sammanhang. Fragor om upphovsperso-
nen och verkens tillkomst var forstas aspekter man méste
kinna till men man var inte lingre begrinsad till detta. Allt
blev forstds mycket svarare nir teorin fick en storre betydelse,
men jag hade en bakgrund inom filosofin och det fanns gene-
rellt sett en lust att bejaka kunskap och problematisering.

NO: I katalogférordet siger du att det kommer in ett annat
sprik i den fotografiska virlden i och med postmodernismen
och beskriver de méjligheter som detta innebir. Du resone-
rar om relationerna mellan text och bild och vilka betydelser
olika kombinationer skapar. Med din bakgrund i en ildre
fotografisk kultur fir du perspektiv pa sdvil det nya som det
gamla. Hur skulle du beskriva férhallandet mellan text och
bild i de hiir tva olika sammanhangen?

IB: Ett enkelt sitt att definiera det dr att siga att inom moder-
nismen lig betydelsen i sjilva bilden, men i det postmoderna
sd ligger den utanfér. Man hade mycket storre begrepp att
rora sig med, eftersom det inte enbart handlar om det som ér
betydelsebirande i bilden eller refererar till upphovsperso-
nens kinslor. Text och bild kom att knytas ihop si mycket
mer. Men man méste ju ocksd ga in i bilden och undersoka
hur till exempel de morka och ljusa partierna forhaller sig till
varandra, hur starka kontrasterna ir och vilka stimningar
det framkallar. Att gora de visuella egenskaperna tydliga dr
ett sitt att betona en form av textlisning. Och det kommer ju
fran den semiotiska analysen som fick si stor betydelse.

NO: Annars var den kritik som riktades mot det postmoder-
na under de hir aren att man 6vergav bilden och det bild-
missiga, men det kanske handlade mer om hur man talade
och vilka visuella aspekter som betonades. Att postmoder-
nismen 6ppnade for andra sitt att arbeta med text och bild
for bide utdvare och uttolkare exemplifieras av katalogen till
Likamed. Av den att ddma ir det uppenbart att reflektionen
spelade en visentlig roll.

NO: You could say that Lika med and Silvervigen represent
two different directions and these proposals reflect the shift
taking place from a modernist to a postmodern perspective.
On the one hand, the idea that photography’s character is
bound to material properties, and on the other, a more lin-
guistically orientated and investigative approach.

IB: It was a transition and the combination of title and sub-
title was a good compromise.

NO: What did postmodernism mean to you and what were
the opportunities inherent in the approach?

IB: Spontancously, it was a kind of liberation, because it
meant you could relate to the material in a completely differ-
ent way than before. You had the opportunity to place the
pictures in a significantly wider context. Issues regarding the
photographer and how the work came about were obviously
aspects you needed to know, but you were no longer restrict-
ed to that alone. Of course, it all became more difficult as
theory had much greater significance, but I had a background
in philosophy and in general there was a desire to accept
knowledge and problematisation.

NO: In the foreword of the catalogue, you say that another
language has entered the world of photography thanks to
postmodernism and outline the opportunities this allows.
You discuss the relationships between text and image and the
meanings created through various combinations. Your back-
ground in an older photographic culture gives you perspec-
tive over both new and old. How would you describe the
relationship between text and image in these two different
contexts?

IB: A simple way of defining it is to say that modernism
placed significance on the actual picture, while postmodern-
ism found significance beyond the frame. You had much
larger concepts to roam around in, because it wasn’t just
about whatever signified meaning in the picture or refer-
ences to the photographer’s feelings. Text and image were
bound together much more. But of course, you also need to
get into the picture and investigate, for example, how the
dark and light areas relate to each other, the strength of the
contrasts and the mood it brings forth. Making the visual
characteristics clear is one way to emphasis a form of textual
reading. And indeed, that comes from the semiotic analysis
that had such great importance.

N®: On the other hand, criticism of the postmodern during
these years focused on it having abandoned the image and
the visual; but perhaps it was more in terms of how you
spoke and which visual aspects were emphasised. That post-
modernism opened the door to other ways of working with
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IB: Absolut. Nu vet man inte hur minga som liser katalogen,
men det fanns ju ocksa de hir begreppen som inledde utstill-
ningen. Man kan hoppas att folk liste texterna eftersom de
var en viktig ingang till det hela.

NO: Hur kom de till och vilken roll spelade begreppen i ur-
valsarbetet och hur tinkte du att de skulle fungera for ut-
stillningsbesokaren?

IB: For mig var det sjilvklara begrepp himtade frin den sam-
tida teorin, som ofta pratade om virde, begir och identitet,
kanske inte si mycket om férvandling, men det var ett sitt
att fi med miljo och landskap och den typen av bilder. Jag
funderade mycket runt begreppet forvandling, men virde,
begir och identitet var vildigt sjilvklara. Ndgonstans hade
man accepterat att fotografiet kunde vara konst och dirfor
var det viktigt att friga hur den skulle kunna se ut, men ock-
sd vilka virdeskapande processer som ryms inom samtids-
konsten och hur fotografiet far andra virden nir det hamnar
pa ett museum och i ett konstsammanhang. En dokumentir-
bilds politiska eller kommenterande funktion forvandlas nir
den bli ett samlarobjekt. Men det handlar ocksé om att foto-
grafiet har ett virde pé ett personligt plan, bilderna du bir i
planboken till exempel, har ett emotionellt virde. Begreppet
virde var ett sitt att undersoka vilka maktstrukeurer som
formar konsten och fotografin. Fotografin befinner sig i en
ckonomisk struktur och da ser naturligtvis férutsittningar-
na olika ut for konstbilden, dokumentirfotot och den priva-

ta bilden.
NO: Och identitet?

IB: Allt handlar nigonstans om representation och identitet.
Fragor om genus, kon och sexualitet. Hur vi bygger upp bilden
av oss sjilva och hur vir sjilvbild konstrueras genom olika
medier - i konstsammanhanget, reportaget och veckotidning-
en. Mer och mer formas vi av olika mediebilder och det var
tydlig redan da. Det har vil alltid varit s, men frigan ir hur
man forhaller sig till det och hur man kritiskt kan granska
representationen. Hir spelar begir en viktig roll for hur
blicken konstrueras. Hur det skapar en upplevelse av subjek-
tet och hur det blir representerat och framstillt.

NO: Man skulle kunna siiga att begreppen blir ett raster ge-
nom vilket alla typer av fotografier kan betraktas. Ett sitt att
avsldja saker och ting som annars dr dolda. Hur politiskt
tycker du att perspektivet var?

IB: Mycket av det som fanns inom postmodernismen var vil-
digt politiskt och man ville visa att bilder aldrig ir neutrala.
De pratar om makt, de pratar om politiska strukturer, de
pratar om identitet och att gora detta tydligt pa olika sitt var
en genomgéende strategi. Postmodernismen var inte bara
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text and image for both practitioners and interpreters is ex-
emplified by the catalogue for Lika med. Judging by that, it is
apparent how reflection played an essential role.

IB: Absolutely. You never know how many read the cata-
logue, but it also contained these concepts that initiated the
exhibition. You hope people read the texts because they were
a crucial entry point to it all.

NO: How did you come up with the concepts and what was
their role in the selection process and how did you think they
would work for the exhibition goer?

IB: For me, they were self-evident concepts straight out of
contemporary theory, which often addressed value, desire
and identity, maybe not so much about transformation, but
it was a way to include environment and landscape and that
type of picture. I gave a lot of thought to the concept of
transformation, however value, desire and identity were
quite obvious. Somewhere it had been accepted that photog-
raphy could be art and therefore it was important to ask what
it could look like, as well as which value-creating processes
occur in contemporary art and how photography gains other
values when it hangs in a museum and in an art context. A
documentary image’s political or commentary function is
transformed when it becomes a collector’s item. But it is also
about photography having value on a personal level: the pic-
tures in your wallet, for example, have an emotional value.
The concept of value was a way to investigate which power
structures shape art and photography. Photography finds it-
self in an economic structure and then, naturally, the prereq-
uisites are different for the art picture, the documentary
photo and the private image.

NO: And identity?

IB: Everything concerns representation and identity in some
way. Issues about gender and sexuality. How we build up the
picture of ourselves and how our self-image is constructed
through various media: in the art context, reportage and the
weekly magazine. More and more, we are shaped by various
media images and this was obvious even then. Probably, it
has always been the case, but the question is how you relate
to it and how to critically examine the representation. That’s
where desire plays an important role, in how the eye is con-
strued. How it creates an experience of the subject and how
it is represented and depicted.

NO: You could say that the concept becomes a screen through
which all kinds of photography can be regarded. A way of
revealing things that otherwise lie hidden. In your opinion,
how political was that perspective?



yta och sken och blanka cibachromkopior som inte sa nigon-
ting. Det fanns naturligtvis ocksd dir, men man forholl sig
alltid kritiskt reflekterande. Flera av de viktiga utstéllning-
arna vid den hiir tiden handlade om representationens poli-
tik och andra angeligna frigor.

NO: Hur skulle du beskriva din egen position och pi vilka
sitt kommer det politiska till uttryck i Lika med?

IB: Postmodernismen hade en forankring i bide marxismen
och psykoanalysen och dven om det kunde se vildigt olika ut
hade minga som skrev ett uttalat vinsterperspektiv. For mig
var hela idén med utstillningen politisk, men inte pa ett ut-
pekande sitt. Det finns inget som siger att till exempel den
kommersiella bilden ir falsk. Man fir sjilv fundera 6ver var-
for reklamen ser ut som den gor och varfor det finns s
manga nakna tjejer, eller hur den dokumentira bilden fung-
erar. Diskussionen om offerfotografi hade rort upp kinslor-
na i Sverige vid den hir tiden. Frigan om med vilken ritt
man fotograferar en annan minniska rymmer stora mora-
liska och politiska stillningstaganden, men diskussionerna
hade bérjat redan fore Lika med. Jag kommer ihag att jag pra-
tade f6r en fullsatt biosalong pA Moderna och férsokte ta upp
de hir problemen men folk blev vildigt upprorda.

NO: Varfor denna upprordhet och vad vinde man sig emot?

IB: Dirfor att man menade att manniskor som gor dokumen-
tira skildringar gor det utifran att de kiinner dessa personer
och kan komma som en jimlike. Mot denna bakgrund blev
talet om offerfotografi en konfrontation. Det var den vite,
borgerlige mannen som hade féretride. Och sa ir det fortfa-
rande. Att siga att man har delat tandborste med den man
fotograferar tyckte inte jag rickte, men att kritisera det vick-
te ilska. For det var ju naturligtvis att gd rake in i hela det
forhéllningssitt som manga dokumentirfotografer hade och
fortfarande har.

NO: Vad tror du var si provocerande i att du ifrigasatte deras
position och girning?

IB: Det var inte bara i Sverige utan i forsta hand internatio-
nellt som detta diskuterades. I bérjan av nittiotalet blev det
till exempel en het debatt om Sebastido Salgados skildring
fran gruvorna i Brasilien. Grundidén ir att fotografiet ir ett
universellt sprak och att det dr en humanism. Om man ligger
humanismen 6ver fotografiet s har man ocksa sagt att alla
minniskor pa nagot sitt dr lika, vilket de inte 4r. Alla har inte
samma forutsittningar. Och nir den dokumentira bilden
anvinds pi ett oreflekterat sitt, di blir det problematiskt. I
dag ir kanske inte genren lika kritiserad, men hela den post-
koloniala diskursen har tillkommit och den tar upp likartade
fragestillningar.

IB: Much within postmodernism was quite political and you
wanted to show that pictures are never neutral. They address
power, they address political structures, they address identi-
ty and doing this unequivocally in various ways was an all-
pervading strategy. Postmodernism was not just surface and
appearances and glossy Cibachromes that didn’t say any-
thing. Naturally, that did exist too, but you always main-
tained a critical reflection. Several of the most important
exhibitions at this time were about the politics of representa-
tion and other pressing issues.

NO: How would you describe your own position and in what
ways was the political message expressed in Lika med?

IB: Postmodernism was rooted in both Marxism and psycho-
analysis and even though it could appear quite varied, many
writers’ perspectives were distinctly to the Left. For me, the
entire idea of the exhibition was political, but not in an ac-
cusative manner. For example, there is nothing that says the
commercial picture is false. You have to think about it for
yourself, why advertising looks the way it does and why there
are so many naked girls, or how the documentary picture
works. At this time, the discussion concerning victim pho-
tography had stirred up ill-feeling in Sweden. The issue cen-
tred on the rights involved in photographing another human
being, which cover vast moral and political standpoints;
however, these discussions had started before Lika med. 1 re-
member speaking in Moderna’s screening room, filled to ca-
pacity, and trying to discuss these problems, but people got
really upset.

NO: Why this indignation and what were they objecting to?

IB: Because in their world, people who make documentary
portrayals do so based on knowing these persons and ap-
proaching them as an equal. Against that background, talk of
victim photography led to a confrontation. The white, bour-
geois male took precedence. And nothing’s changed there.
Saying you shared a toothbrush with the person you’ve pho-
tographed isn’t good enough in my book, but this criticism
provoked a furious response. Because, naturally, it was tar-
geting the entire attitude that so many documentary pho-
tographers had and still have today.

NO: In your opinion, what was so provocative about you
questioning their position and work?

IB: It wasn’t just in Sweden, this was primarily being dis-
cussed internationally. In the early-gos for example, there
was a heated debate about Sebastiio Salgado’s work from the
Brazilian mines. The fundamental idea is that photography
is a universal language and it is a humanism. If you place
humanism over photography, then you’ve also said that
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NO: Man kan ju tinka sig att upprérdheten hos den doku-
mentira gruppen kom av att man linge hade haft en fram-
skjuten position, men ocksd att det fanns nigonting
sjilvbekriftande i att man var pi de godas sida. Att den post-
moderna kritiken skapade en identitetskris ir inte si kon-
stigt. Miénga hade investerat mycket i det dokumentira och
sag det som livsprojekt.

IB: Kritiken var sikert hotfull, men viktig pa det sittet att den
gav upphov till reflektioner pa sikt. Och vi har fatt vildigt
ménga andra former av dokumentira bilder sedan dess. Jag
tinker pd Martha Roslers, Allan Sekulas och Alfredo Jaars ar-
beten f6r att nimna de mest sjilvklara. Minga dokumentira
projekt hade férvinansvirt lite text om vad det handlade om
och man limnade betraktaren med bilderna utan att riktigt
fokusera pa de fragestillningar som de tog upp.

NO: P4 ett sitt som man tidigare sillan sett omfattade Lika
med bdde den konstnirliga och dokumentira fotografin. For-
héllandet mellan traditionerna priglades av 6msesidig miss-
tro, vilket blev hogst patagligt i samband med Blindande
bilder 1981. Du placerade de tvd antagonistiska genrerna
bredvid varandra och perspektivet ir pd samma gang kritiskt
som erkdnnande. I Lika med fanns dessutom en 6ppenhet for
bildformer som man tidigare tagit starkt avstind ifran. P3
sjuttiotalet beskrev dokumentirfotografin sig sjilv som ett
alternativ till nyhetsmedierna, som man menade var sensa-
tionslysten och borgerligt styrd, och reklamen som gav en
falsk bild av verkligheten. Betraktar man Lika med ir det up-
penbart att ndgot har hint i synen pa dessa olika bildformer,
vad de representerar och hur de fungerar, men ocksa i tolk-
ningen av relationen mellan bild och verklighet.

IB: Det hade inte gatt att gora utstillningen utan att ta med
nyhetsbilden och reklambilder, men det fanns ett motstind
mot dessa genrer — framférallt reklambilden. Man sdg inte
att de olika representationsformerna fungerar pa ett likartat
sitt, att de konstruerar och bekriftar identitet och begir och
att skillnaderna faktiskt inte r si stora. Manga borjade ock-
sd arbeta med firg vid den hir tiden och firgen och reklamen
ir starkt forknippade med varandra. Nagonting man pratade
om var bilden som ett simulakra och att 6verlagringen av
bilder kunde anvindas f6r att skapa nya bilder, och da blev
forhillandet till reklamen och dess konventioner annorlun-
da. Man inférlivade ett sprik som fanns inom reklamen. En
bok som fick ett stort genomslag var Susan Sontags O foto-
graft som kom ut 1977. I den finns en kritisk diskussion om
den dokumentira bilden.

NO: Du ingick sjilv i de viktiga grupperingarna kring doku-
mentirfotografin, men under andra hilften av dttiotalet in-
tog du en position dir de tidigare utgdngspunkterna
ifrigasattes i grunden. Hur uppfattar du den rérelsen?
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everyone is more or less equal, which they aren’t. We don’t
all get the same chances. And when the documentary image
gets used in an unreflective way, then it becomes problem-
atic. Perhaps today, the genre isn’t criticised in the same way,
but the whole postcolonial discourse has come along and
raises similar questions.

NO: I can imagine how upset the documentary group must
have been, given the prominence of their position for so
long, but moreover the somewhat self-affirming notion that
they were on the good side. No wonder postmodern criti-
cism created an identity crisis. Many of them had invested
heavily in documentary photography and considered it a
lifetime’s work.

IB: Most likely, the criticism was threatening, but crucial in
the sense that it gave rise to reflections in the long run. And
we’ve seen quite a number of other forms of documentary
images since then. I mean work by Martha Rosler, Allan
Sekula and Alfredo Jaar just to mention the most obvious
ones. Many documentary projects had astonishingly little
text concerning what they were about and the viewer was left
alone with the images and no real focus on the issues they

addressed.

NO: In a way that was rarely seen before, Lika med covered
both artistic and documentary photography. The relation-
ship between these traditions is marked by mutual distrust,
which was most palpable in conjunction with Blindande
bilder 1981. You placed these two antagonistic genres next to
each other and the perspective is both critical and recogni-
tional. Furthermore, in Lika med there is openness for image
forms that people had strongly rejected previously. In the
70s, documentary photography described itself as an alterna-
tive to the news media, which they viewed as sensationalist
and run by the bourgeois, and that advertising presented a
false picture of reality. Looking at Lika med it is clear that
something has happened to how these different forms of pic-
tures are regarded, what they represent and how they work,
as well as the interpretation and relationship between image
and reality.

IB: The exhibition would have been impossible without in-
cluding news images and advertising pictures, but there was
resistance to these genres — especially to advertising. It
wasn’t considered how different forms of representation
work in a similar way, that they construe and confirm iden-
tity and desire, and that the differences are actually not that
great. Many had started working in colour at this time and
colour and advertising are strongly associated with each oth-
er. Something people spoke about was the picture as a simu-
lacra and that superposition of pictures could be used to
create new images, and then the relationship to advertising



IB: Det var viktigt att lyfta fram den hir kritiken men om det
dstadkom négra egentliga forindringar ir tveksamt. Mycket
av det som skrevs i Bildtidningen tog upp det hir fran flera
olika hall. For betraktaren tror jag att diskussionen hade be-
tydelse och att man fick ytterligare redskap att se och tolka
bilderna med och personligen tror jag att det var det vikti-
gaste.

NO: Bide du och Hans Hedberg, som var redaktér for kata-
logen till Lika med, kom inifrin det dokumentira samman-
hanget. Det fanns uppenbarligen starka band mellan den
fotobaserade samtidskonsten och den dokumentira traditio-
nen och trots kritiken tycks dokumentirfotografin ha spelat
en viktig roll.

IB: Jag har inte tinkt pa det, men si kan det ju faktiskt vara.
Det var runt Bildtidningen som de postmoderna perspekti-
ven formulerades inom det fotografiska filtet och pa Foto-
graficentrum visades de unga fotograferna. Flera hade jobbat
dokumentirt tidigare och kom frin den bakgrunden, som
Martin Sjéberg och Annica Karlsson Rixon. Det hade en stor
betydelse att minga som var verksamma som foreldsare kom
fran det dokumentira och det fanns flera starka forum for
den dokumentira bilden. Jag tinker pé tidningarna Vi, Fol-
ketiBild och ETC. Det var en tradition som var hogst nirva-
rande och som man var tvungna att forhalla sig till.

NO: Flera av de medverkande, till exempel Dawid, Denise
Griinstein och Tuija Lindstrém, representerade en annan
genre. Hur sig du pa den?

IB: Hir skulle man ocks4 kunna nimna Ake E:son Lindman
och Christer Stromholm. Personligen ir det mycket som jag
tycker om i den modernistiska traditionen och det var natur-
ligt att den skulle finnas med i en utstillning om samtida fo-
tografi. Skillnaden var att den inte skulle ha den sjilvskrivna
roll som den tidigare haft och det var viktigt att uppritta en
dialog med andra bilder. Dawid var delvis annorlunda, efter-
som han alltid har prévat grinserna for fotografin. I utstill-
ningen visade han en avfotograferad och forstorad bild av sin
egen signatur och den ir pi samma ging formalistisk och
konceptuell.

NO: Attiotalet priglades, som nimnts flera ginger, av stri-
digheter mellan den dokumentira och den konstnirliga fo-
tografin, men postmodernismen gjorde det mojligt att pi ett
friare sitt rora sig mellan genrerna. Det skapade en position
dir man kunde omfatta de olika inriktningarna och samti-
digt betrakta dem med en problematiserande blick. Vilka
mojligheter skapade det for dig som curator?

IB: Jag hade kunnat stilla genrerna mot varandra och
féormodligen hade det uppfattats som ett pastiende om att

and its conventions were different. They incorporated a lan-
guage that existed in advertising. A book that had tremen-
dous impact was Susan Sontag’s Oz Photography published in
1977. It contains a critical discussion about the documentary
image.

NO: You were part of these important groupings around
documentary photography, but in the latter half of the 8os
adopted a position where these earlier points of departure
were fundamentally questioned. What is your perception of
that movement?

IB: It was crucial to raise this criticism, but if it brought about
any real change is doubtful. A lot of the writing in Bildtid-
ningen highlighted this in various ways. I think for the view-
er, the discussion had meaning because it provided yet
another apparatus to see and interpret images with and, per-
sonally, I think that was the most important thing of all.

NO: Both you and Hans Hedberg, who edited the catalogue
for Lika med, came from the documentary context. Obvi-
ously, there were strong ties between photo-based contem-
porary art and the documentary tradition and, in spite of the
criticism, documentary photography seems to have played
an important role.

IB: I haven’t thought about it, but that may well be true.
Bildtidningen was where the postmodern perspective was
formulated in the photographic field and Fotograficentrum
exhibited the young photographers. Several had worked pre-
viously with documentary and came from that background,
like Martin Sjoberg and Annica Karlsson Rixon. It was huge-
ly significant that so many who lectured came from the doc-
umentary side and there were several strong forums for the
documentary image. ’m thinking of the magazines Vi,
Folket i Bild and ETC. It was a tradition that was very cur-
rent and you had to relate to it.

NO: Some of the participants, for example, Dawid, Denise
Griinstein and Tuija Lindstrém, represented another genre.
What was your opinion there?

IB: You could also name Ake E:son Lindman and Christer
Stromholm. Personally, there is much I like about the mod-
ernist tradition and it was a natural choice in an exhibition
about contemporary photography. The difference being that
it wouldn’t have the obvious role it previously played and it
was essential to establish a dialogue with other pictures. Da-
wid was slightly different, since he has always pushed the
boundaries of photography. His piece for the exhibition was
to photograph and enlarge a picture of his own signature and
it is both formalistic and conceptual.
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ndgonting ir bra och nigonting ir daligt, men det ér alldeles
for enkelt. Jag valde medvetet att inte lyfta fram de motsitt-
ningar som fanns mellan olika genrer, vilket innebir att
mycket limnades till betraktaren. Under den hir perioden
betonades att bilden inte ir fér konsumtion utan for tolk-
ning. Manga ser bilden som nagonting som kommer till oss
pé ett enkelt och njutbart sitt. S kan det vara, men om man
vill férhélla sig mer seridst sa dr det en rad frigor man méste
ta sig igenom. Det fanns mycket som var provocerande i att
sammanstilla materialet pd det hir sittet och f6r mig var det
viktigt att utstillningen rérde om. Forhoppningen var att fa
den dokumentira bilden att hitta ett nytt sprak och att fa
konsten att bli mer 4n bara ett estetiskt objekt, om jag nu ska
generalisera. Se att skillnaden mellan genrerna kanske inte dr
sd stor.

NO: Hur ser du pi bejakandet av andra bildformer, inte
minst frin populirkulturen, medierna, men ocksa vetenska-
pen och arkiven. Hur uppfattade du det?

IB: Att tillskansa sig olika uttryckssitt, att hirma och efter-
likna var en vig att gd. Nir Lotta Antonsson ligger text till
sin histflicka sd har hon tagit en genre som har sina virde-
ringar och sin hemvist och adderat nagot helt annat. Det hir
omedvetna som tringer fram och skapar en vildigt otick
dimension i bilden - och inda inte otickt. Jag menar: det ir
ju det begir som finns. Texten har gjort det sa visuellt tydligt
och ibland behovs att bade bilden och texten finns i samma
verk.

NO: Att fokus 1ag pa meningsproduktion tycks fr curatorns
del ha inneburit att man inte tvingades inta en “antingen-
eller-position” utan man kunde betrakta olika genrer med
en viss kritisk lekfullhet.

IB: Absolut, lekfullhet ir ett vildigt bra ord for att beskriva
situationen. Att jag gjorde utstillningen for SFF innebar si-
kert ocksa att jag fick helt andra méjlighet in om jag hade
varit pd Moderna eller Fotografiska. Jag tror inte att jag hade
fatt samma frihet utan att institutionen skulle ha begrinsat
vad man fick géra. Frilanscuratorn ir en roll som skapas vid
den hir tiden och den innebir att man inte ir inlemmad i
den institutionella situationen pa samma sitt. I dag finns ut-
bildningar foér curatorer men dé var det nytt.

NO: Hade du nagra forebilder?

IB: Inte direkt, men hela den konstscen som jag hade métt i
New York inspirerande mig. Jag dkte tillbaka och sag utstill-
ningar pé olika museer och gallerier och skrev om en del for
Bildtidningen. Det intressanta var att man inte enbart foku-
serade pd upphovspersonen utan att man ofta hade en tema-
tisk och problematiserande inriktning. Jag kommer sirskilt
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NO: The 8os were characterised by the conflicts between
documentary and artistic photography, but postmodernism
made it possible to move in a freer way between the genres.
It created a position that included all the various alignments
and at the same time viewed them with a problematic eye.
What possibilities did this create for you as a curator?

IB: I could have put the genres back to back and probably it
would have been perceived as a statement along the lines of
something is good and something is bad; but that is just too
casy. I deliberately chose not to highlight the contrasts be-
tween the various genres, which meant a lot was left to the
viewer. After all, this was a period that emphasised the pic-
ture was not for consumption, but interpretation. Many con-
sider the image as something that comes to us in a simple
and enjoyable manner. It can be that way, but if you want to
relate to it more seriously, then a series of questions need to
be gone through. There was a great deal of provocation in
compiling material this way and for me it was important that
the exhibition shook things up. The hope was that the docu-
mentary image would find a new language and that art
would become more than an aesthetic object, if I may gener-
alise now. See how the difference between genres isn’t per-
haps so large.

NO: What is your opinion regarding the acceptance of other
forms of pictures, not least from popular culture and the me-
dia, but from science and the archives as well? What was
your view?

IB: To appropriate various forms of expression, to imitate and
emulate, was one way to go. When Lotta Antonsson adds text
to her horse girl, she has taken one genre with its own values
and territory and added something completely different. This
unconscious thing emerges and gives the image a rather nasty
dimension - and yet it’s not nasty. I mean, that desire cer-
tainly exists. The text has made it so visually clear and some-
times both image and text are needed in the same work.

NO: The focus on how meaning is produced seems to have
implied, for the curator’s part, that you weren’t forced into
an “either-or-position” but could regard various genres with
a certain critical playfulness.

IB: Absolutely, playfulness is a very good word to describe the
situation. Since I was making the exhibition for SFF, it cer-
tainly meant that I had completely different opportunities
than if T had been at Moderna or Fotografiska. I don’t think I
would have had the same freedom, because the institution
would have limited what you could do. The role of freelance
curator was born at this time and that meant you weren’t in-
corporated into the institutional situation in the same way.
Today there are courses for curators, but back then it was new.



ihag Martha Roslers If You Lived Here eftersom den hade en
uttalat politisk agenda. Det kindes som att vara tillbaka pa
Fotograficentrum pa sjuttiotalet, men det ir forstds viktigt
att se utstillningen i sin speciella kontext och hir handlade
det om ett reaktionirt USA.

NO: Jag skulle vilja terviinda till begreppen och deras roll i
gestaltandet av utstillningen. P4 vilka sitt anvinde du dem
och hur sag din arbetsprocess ut?

IB: Forst skaffade jag mig en helhetsbild. Det var nédvindigt
att fi en 6verblick for att kunna dela upp materialet. Jag flyt-
tade bilderna mellan kategorierna for att se hur det fungera-
de. S& smaningom borjade jag kinna att den hir bilden ska
absolut finnas inom till exempel virde. Nir jag triffade foto-
graferna och tittade pa deras bilder sa kunde jag kinna att de
passade i vissa kategorier, men det férsta motet hade en mer
oppen karaktir och det var som regel senare i processen som
indelningen gjordes.

NO: P4 vilket sitt tinkte du dig att besékarna skulle anvinda
sig av kategorierna nir de motte verken och hur presentera-
des de for betraktarna?

IB: De fanns som text pa viggarna i utstillningen. Jag hop-
pades att besokaren skulle gora en aktiv lisning och fundera
over vad begreppen kunde sti fér. Men jag tror att vildigt
ménga bara gick och tittade pa bilderna. Det var en ganska
kriavande utstillning och darfér tror jag att manga kanske
inte gjorde det. Man ger sillan en utstillning den tiden, men
perspektivet fanns dir som en tydlig uppmaning. En del
gjorde naturligtvis det, tog sig tid och forsokte fundera 6ver
fragorna som begreppen vickte.

NO: Hur tror du att utstillningen framtrider om man inte
aktivt tar del av begreppen? Vad ir det for bild av svensk fo-
tografi och vad dr det for typ av utstillning man ser di?

IB: Jag kan tinka mig att besokare som inte liste katalogen
och inte visste vad de skulle méta, mer dn att det handlar om
samtida fotografi, blev uppmirksammade pa det bildflode vi
har runt omkring oss. Att man kinner lusten och begiret till
bilden som priglar den postmoderna kulturen och att ut-
stillningen speglar detta. Ndr man ser en utstillning utgar
man ofta frin vad man kinner igen och har en relation till,
men nir man oférberett moter nigonting annat tror jag att
det ger upphov till nigon form av reflektion. Hur tolkar jag
den hir bilden? Varfor finns de hir och i vilka andra sam-
manhang har jag sett bilderna? Vad kommunicerar de och
vilka virderingar och tankestrukturer finns nirvarande? Den
typen av frigor tror jag utstillningen gav upphov till och det
kan vara intressant dven for betraktare som inte riktigt vet vad
de stills infér. Fér manga visste nog inte det. Jag hoppades

NO: Did you have any role models?

IB: Not really, but I was inspired by the whole art scene I'd
encountered in New York. I went back and saw exhibitions at
various museums and galleries and wrote about some for
Bildtidningen. The interesting thing was not only focusing on
the photographer, but often having a thematic and problema-
tised direction. In particular, I remember Martha Rosler’s If
You Lived Here because it had an explicitly political agenda. It
felt like being back at Fotograficentrum in the 7os, but of
course, it is important to consider the exhibition in its spe-
cial context and here that means a reactionary US.

NO: I would like to return to the concepts and their role in
forming the exhibition. In what way did you use them and
what was your work process like?

IB: First, I got a general view of it all. An overview was neces-
sary to enable division of the material. I moved the pictures
between categories to see how it worked. Gradually, I started
to feel that this picture should absolutely be in value, for ex-
ample. When I met the photographers and looked at their
pictures, I could sense which categories they suited, but the
first meeting was more open and, as a rule, classification be-
gan later in the process.

NO: How did you envisage visitors using these categories when
they encountered the works and how were they presented?

IB: They were included as wall texts in the exhibition. I hoped
the visitor would make an active reading and think about
what the concepts could represent. But I think many people
just went and looked at the pictures. It was quite a demand-
ing exhibition and as a result, I think, many perhaps didn’t
do it. You seldom give an exhibition that kind of time, but
the perspective was there as a clear challenge. Obviously,
some did take their time and tried to think about the issues
raised by the concepts.

NO: In your opinion, how does the exhibition appear if you
haven’t actively studied the concepts? What picture does it
give of Swedish photography and what kind of exhibition
would you see?

IB: I imagine that visitors who had not read the catalogue and
did not know what they were encountering, other than it was
about contemporary photography, would have become aware
of the flow of images that surrounds us. That you feel the urge
and desire for the image that characterises postmodern culture
and this is reflected in the exhibition. When you look at an
exhibition, you often start with something you recognise and
have a relation to, but when you see something else, without
any preparation, I think it gives rise to some form of reflection.
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ocksd att man skulle komma bort frin entydiga omdémen
som sant eller falske, bra eller daligt.

NO: Du har begreppen virde, identitet, férvandling och be-
gir och har gjort urvalet och indelningarna. Nir du sedan
installerade utstillningen samarbetade du med tvd form-
givare i gestaltningen av rummet. Kan du siga nigonting om
det?

IB: Ett problem var den begrinsade viggytan i salen dir ut-
stillningen skulle visas och det behovdes dtgirdas pa nagot
sitt. Jag triffade olika formgivare och de som verkligen tinde
pé uppdraget var Lena Rahoult och Carouschka Streijffert.
Det kiindes ocksa som de hade det mest lockande och realis-
tiska forslaget. Tanken var att besokarna skulle kunna gé
mellan raderna med skirmar och att det skapade en annan
och mer dynamisk rérelse i rummet. Ndr man inte stod lika
avskild mot en vigg sa blev det ocksé fler spontana moten
mellan betraktarna. Det var ganska nytt med stora bilder och
formgivarna fann en modell for att integrera den nya skalan
i rummet pa ett fint sitt. Jag tyckte att Lena och Carouschka
lyckades hitta ett format for utstillningen och samarbetet
med dem kindes vildigt bra. Genom iscensittningen stirk-
tes idén om en rorelse mellan olika genrer och mellan betrak-
tare och verk.

NO: Hur gick hingningen till?

IB: Den borjade pé skirmarna hemma hos mig dir bilderna
forst sattes upp individuellt och sedan inom begreppen. Men
det var ju ndgot helt annat nir vi packade upp bilderna och
stod dir med de aktuella fotografierna inramade i den stor-
lek de verkligen hade. Varje fotograf fick ha max tre bilder
och i de flesta fall var det enbart en. Det var en begrinsning
som hade att géra med min vilja att absolut inte betona upp-
hovspersonen. Alla som medverkade visste att det inte var en
utstillning som gav en heltidckande bild av de enskilda konst-
nirskapen, utan att idén var att visa bredden inom svensk
fotografi.

NO: Vad fick du for reaktioner frin fotograferna nir de vil
sdg sina verk pé plats?

IB: Det var vildigt fi som kom fram och var glada, diremot
kom jag ihfg att nigra blev upprérda éver var de hade ham-
nat och hur bilderna hingde, men det fir man ta som cura-
tor.

NO: 1 Lika med ingick bide fotografer frin konstfiltet och
olika typer av yrkesfotografer. Aven om alla arbetar med fo-
tografi sd befinner de sig i olika virldar. Kunde du se nigon
skillnad i deras sitt att forhélla sig till utstillningen och vad
det innebar fér dem att vara med?
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How do I interpret this picture? Why are they here and in
what other contexts have I seen these pictures? What do they
communicate and what values and thought structures are
present? I think the exhibition gave rise to these sorts of ques-
tions and that can be interesting even for those visitors who
are not quite sure what they are facing. And many certainly
didn’t know. I also hoped that we could get away from such
unequivocal judgements as true or false, good or bad.

NO: You have the concepts of value, identity, transformation
and desire and have made the selection and categorisation.
Then comes the installation of the exhibition and you col-
laborate with two designers in forming the space. Could you
say something about this?

IB: A problem was the limited wall space in the room where
the exhibition was to be shown and that needed to be
resolved somehow. I met various designers, but the ones
really inspired by the assignment were Lena Rahoult and
Carouschka Streijffert. It also felt that they had the most at-
tractive and realistic proposal. The idea was that visitors
could walk between the rows of screens and that this created
another and more dynamic movement in the space. Without
being isolated at equal distances along a wall, it meant there
were more spontaneous meetings between viewers. Big im-
ages were also rather new and the designers found a model
that could integrate the new scale within the space in a nice
way. I think Lena and Carouschka managed to find a format
for the exhibition and working with them felt really good.
The setting reinforced the idea about a movement between
different genres and between viewer and work.

NO: How was the hanging?

IB: It started on the screens I had at home, where the pictures
had first been put up individually and then in the concepts.
But, of course, it was completely different when we unpacked
all the pictures and stood there with the actual framed pho-
tographs in their real sizes. Each photographer was allowed a
maximum of three pictures and in most cases it was only one.
The limitation was due to my absolute wish not to place em-
phasis on the photographer. Everyone who participated
knew it wasn’t the kind of exhibition that gave the full range
of an individual’s work, rather the idea was to show the
breadth of Swedish photography.

NO: What were the reactions of the photographers when
they finally saw their work in place?

IB: There were very few who came along and were happy, on
the other hand I remember some getting upset about where
they ended up and how the pictures had been hung, but
that’s part of being a curator.



IB: Gor man en utstillning pA Moderna museet sd ger det
tyngd. Nu visste vi ju inte var den skulle vara fran bérjan,
men nir jag kontaktade fotograferna och sa att de skulle vara
med var det nistan ingen som tackade nej. Aven om jag valde
verk som ingick i storre serier var det helt okej. Jag tror att
man tyckte att det var en viktig utstillning att medverka i
och fotografer som inte brukade delta i sammanhang som
det hir kinde sig nog hedrade. Jag méttes inte av sd mycket
kritik annat in frin fotografer som inte fick vara med, men
som sjilva tyckte att de borde vara det.

NO: Lika med var en kartliggning av samtida svensk foto-
grafi och i katalogtexten gor du ett f6rsok till sammanfate-
ning av det som pagér. Da befann du dig mitt i skedet vilket
naturligtvis priglade bilden. Vad uppfattar du som det mest
karakteristiska om du i dag betraktar det fotografiska land-
skapet i skiftet mellan 4ttio- och nittiotal?

IB: Det fanns en nyfikenhet pa vad man kunde gora som foto-
graf och det fanns en uppluckring av genrerna. Det kan vara
svart att forstd i dag men att man brét den svartvita fotogra-
fins dominans var omvilvande, men ocksd att kunskapen om
hantverk och teknik inte nédvindigtvis behovde ligga hos
fotografen. Det var stora férindringar. Jag tror ocksa att fo-
tograferna borjade synliggora sig sjilv som fotografer och
konstnirer pd ett sitt man inte hade gjort tidigare. Man gav
sig sjilv en roll som tydligt siger att jag ir en person som vill
paverka med mina bilder. Tidigare skyddade man sig bakom
verkligheten och sanningen, men nu blev avsindaren nirva-
rande pa ett helt annat sdtt. Vem som talar och frin vilken
position var centrala frigor. Avgérande var ocksi att vildigt
manga fler kvinnor tridde fram och tog plats pé scenen.

NO: Utstillningsarkitekturen var vildigt nirvarande och
man kanske till och med minns sjilva arrangemanget mera
in bilderna. I vilken omfattning beskrev du dina tankar bak-
om utstillningen och vad styrde utformningen?

IB: Sjilvklart forklarade jag idén bakom det hela och de sig
vad det skulle vara for bilder. Det var en massa méten och
vildigt minga olika idéer innan ett férslag som var hanter-
bart formulerades. Utstillningen skulle vandra och ett krav
var att den pé ett enkelt sitt skulle kunna packas ihop. Mycket
handlar om praktiska saker och #ven Pelle och Karina var
med i diskussionerna. Jag vet inte om Lena och Carouschka
skulle halla med men det finns starka beréringspunkter med
sjuttiotalets utstillningspraktiker. Idén om skirmar, idén om
flyttbarhet och att funktionen och valen av enkla material si
tydligt priglar uttrycket. Aven om den i sjilva verket kanske
inte var si ansprikslos si paminner Lika med mer om doku-
mentirfotografins presentationsformer in de sparsmakade
utstillningarna pi Fotografiska museet under attiotalet.

NO: Lika med contained photographers from the art world,
as well as various kinds of professional photographers. Al-
though they all work with photography, they find themselves
in different worlds. Could you see any difference in their at-
titude to the exhibition and what it meant for them to be a
part of it?

IB: If you are putting on an exhibition at Moderna museet,
then it has status. Now, we didn’t know where it would be
shown in the beginning, but when I contacted the photogra-
phers and said they had been selected, practically no one de-
clined the offer. Even if I had chosen pieces from a larger
series, this was all okay. I think they considered it an impor-
tant exhibition to be in and photographers who didn’t usu-
ally participate in this kind of context felt honoured indeed.
I didn’t hear so much criticism, except from photographers
who weren’t selected and, in their own opinion, thought
they should have been.

NO: Likamed was a survey of contemporary Swedish photog-
raphy and, in the text for the catalogue, you try to summarise
what is going on. Back then, you were in the midst of events,
which naturally influences the impression. Today, what do
you perceive as the most characteristic things about the pho-
tographic landscape during the shift between the 8os and
9os?

IB: There was curiosity regarding what you could do as a pho-
tographer and a loosening up of the genres. It may be diffi-
cult to understand today, but breaking the dominance of
black-and-white photography was revolutionary, as well as a
photographer not necessarily needing to know about crafts-
manship and technique. These were major changes. I also
think the photographers started seeing themselves as pho-
tographers and artists in a way they hadn’t done before. They
gave themselves a role that clearly says I am a person who
wants to influence matters with my pictures. Previously, they
took cover behind reality and truth, but now the photogra-
pher was present in a completely different way. Who is
speaking and from which position; these were central issues.
Also crucial was how many more women emerged and won a
place on the scene.

NO: The exhibition architecture was very apparent and per-
haps the actual arrangement is remembered even better than
the pictures. To what extent did you describe your thoughts
behind the exhibition and what guided the design?

IB: Obviously, I explained the idea behind it all and they
saw the kinds of pictures under consideration. There were
many meetings and quite a few different ideas before a work-
able proposal was formulated. The exhibition would tour as
well, so one prerequisite was that it should be easy to pack.
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NO: Hur arbetade du med gestaltningen nir utstillningen
turnerade och hur blev den pa de olika platserna?

IB: Utstillningen blev nedbantad av praktiska skil men var
ind4 omfattande och jag tyckte att det funkade vildigt bra.
Vi anvinde skirmarna pé de olika platserna men dir fanns
ocksd andra viggar och andra ytor. Utstillningen lyckades
bevara sin tydlighet och det var intressant att se bilderna i de
olika lokalerna. I Luled var rummet utformat pa ett sitt som
gjorde att begreppen motte varandra pé ett annat sitt. Den
visades ocksa i Lund och Moskva, S:t Petersburg och Riga
och det fanns férhoppning om att den skulle turnera till
Tyskland och England, men det lyckade vi inte med.

NO: Pi vilka andra sitt in med katalogen och texterna job-
bade du pedagogiskt gentemot besokarna? Fanns det en pro-
gramverksambhet, visningar eller andra sitt att kommunicera
tankarna bakom utstillningen?

IB: Jag tror att krafterna tog slut fran alla hill. Jag minns inte
en enda visning. Dessutom var utstillningsperioden 6ver
sommaren och det kanske spelade roll. I efterhand ir det vil-
digt trakigt. Jag har inte riktigt tinkt pa det hir, men det si-
ger ndgonting att man inte tog alla steg vidare. Det kan vara
sd att det helt enkelt f61l mellan stolarna, det var Fotografi-
centrum pa ena hillet, det var jag och det var Moderna och
det var SFF och det var svért att fa till det. Langt efterat blev
det en debatt pa fotomissan i Goteborg, som inte var sa kul.
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Practical matters take a lot of consideration and even Pelle
and Karina were involved in the discussions. I don’t know
whether Lena and Carouschka would agree, but there are
points strongly in common with exhibition practice of the
70s. The idea of the screens, the idea of portability and the
function and choice of simple materials clearly distinguish
the design. Even though it actually wasn’t so unassuming in
the end, Lika med is more reminiscent of how documentary
photography was presented than the sparse exhibitions at
Fotografiska museet in the 8os.

NO: How did you work with the representation when the
exhibition toured and what was it like at the various places?

IB: For practical reasons, the exhibition was scaled down, yet
it was still comprehensive and I think it worked really well.
We used the screens at the other places, but there were also
other walls and areas. The exhibition succeeded in maintain-
ing its clarity and it was interesting to see the pictures in dif-
ferent locations. In Luled, the space was shaped in such a way
that allowed the concepts to meet each other differently. It
was also shown in Lund and Moscow, St. Petersburg and
Riga and there were hopes of touring to Germany and Eng-
land, but we weren’t that lucky.

NO: In what way, besides the catalogue and texts, did you
work in an educational manner towards visitors? Were there
programmes of initiatives, guided tours or other ways to
communicate the thoughts behind the exhibition?

IB: I think we completely ran out of steam. I cannot recall
one single showing. Furthermore, the exhibition period was
over the summer and perhaps that played a part. In hind-
sight, it is very sad. I haven’t really given it a thought, but it
does say something when not every action was fully followed
up. It could be, quite simply, that it fell between the cracks, it
was Fotograficentrum at one end, then there was me, there
was Moderna and there was SFF and it was hard to make it
work. Much later, there was a debate at the Gothenburg
Photo Fair, which wasn’t much fun.



