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Under de senaste decennierna kan man skénja fotografiets
férvandling fran ett dokumentirt svartvitt medium, med ett
givet forhillande till verkligheten, till ett uttalat konstfoto-
grafi med en iscensittning av flera olika verklighetsnivier
som grinsar till ren fiktion. Det har varit ett av de viktigaste
paradigmskiftena i virt samtida konstliv. Omvandlingen
har gétt snabbt, inte minst genom att marknaden har ansett
fotografiet vara den ekonomiskt mest dynamiska konstfor-
men i samtiden. Paradigmskiftet har gitt si smirtfrite ate
det inte har blivit féremal {6r en djupare analys eller proble-
matisering. Inte ens faktumet att fotografiets manliga do-
minans har ersatts av en markant kvinnlig positionering har
ront nigon storre uppmirksambhet, vilket dr férklaringen till
den skeva konsfordelningen i denna utstillning.

I utstillningen Der synliga. Samtida svensk fotografi ren-
odlas den tendens som varit tydlig under de senaste tjugo
aren inom svensk fotografi: Det dr de kvinnliga fotograferna
som blivit de tongivande och mest framgangsrika fotogra-
ferna i Sverige frin nittiotalet fram till idag. Denna tes bade
testas och drivs av Artipelags intendent Jessica Hoglund
och chefsintendent Magnus Jensner som tillsammans med
Niclas Ostlind har kurerat utstillningen. Med utgangspunkt
i den historiska rekonstruktionen formuleras ett pastdende
om var fotografiet befinner sig idag, men utan att for den
skull dra ngra sikra slutsatser om dess framtid.

Utstillningskatalogen till Det synliga. Samtida svensk foro-
graft ges efter utstillningens slut ut som en del av en kassett
med titeln Fotografi i Sverige 1970-2014. Tillsammans med
katalogen fran utstillningen Mellan verkligheter. Fotografi i
Sverige 1970-2000, som kureras av Niclas Ostlind och visas
pa Hasselblad Center samtidigt som Artipelags utstillning,
bildar de bida katalogerna en 6versikt 6ver det samtida fo-
tografiets utveckling och position i dagens Sverige. Ett s&
omfattande bokprojekt hade aldrig kunnat genomféras utan
ett samarbete med Bokférlaget Arena, dir Anders Ekberg
har varit en dynamo. Artipelag vill ocksé tacka Petter Anto-
nisen som har givit hela projektet en grafisk form.

Sist men inte minst vill vi tacka alla konstnirer som valt
att delta med verk frin de senaste fem dren. Det ir en impo-
nerande manifestation av svensk fotografi som befinner sig
i yppersta virldsklass.

Bo Nilsson
Konstnirlig chef

In the last few decades, photography has undergone a trans-
formation from a documentary, black-and-white medium,
with a given relationship to reality, to explicit art photo-
graphy that stages various levels of reality, bordering on the
fictitious. It has been one of the most significant paradigm
shifts in our contemporary art world. The transformation
has been rapid, driven not least by a market that has regar-
ded photography as the financially most dynamic form of
contemporary art. Indeed, the paradigm shift has been so
painless that it has escaped deeper analysis or problemati-
zation. The fact that photography’s male dominance has
been broken by a surge of women practitioners has also
gone largely uncommented upon, which accounts for this
exhibition’s uneven gender distribution.

The exhibition The Visible: Contemporary Swedish Photo-
graphy homes in on the clear trend of the last twenty years
in Swedish photography: The most successful and leading
photographers in Sweden from the 1990s until the present
day are women. This thesis is both tested and pursued by
Artipelag’s curator Jessica Hoglund and chief curator Mag-
nus Jensner who have curated the exhibition in collabora-
tion with Niclas Ostlind. With the point of departure in an
historical reconstruction, they formulate a statement about
the present state of photography, without necessarily infer-
ring anything about its future.

The exhibition catalogue for The Visible: Contemporary
Swedish Photography will be published after the exhibition
has ended, as part of a box set entitled Photography in Sweden
1970—2014, together with the catalogue for the Hasselblad
Center’s exhibition Between Realities: Photography in Sweden
1970-2000, curated by Niclas Ostlind and coinciding with
Artipelag’s exhibition. The two catalogues will provide a
comprehensive survey of the development of contemporary
photography and its position in Sweden today. A book pro-
ject of this magnitude could not have been realised without
collaborative partners, therefore Artipelag would like to
thank Arena publishers, where Anders Ekberg has been a
driving force. We would also like to thank Petter Antonisen
who has created the project’s graphic design.

Last but not least, we wish to thank all the artists who
have chosen to participate with works from the last five ye-
ars. This is an impressive manifestation of Swedish photo-
graphy that is world-class.

Bo Nilsson
Director
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Nir svensk fotografi behandlas, och di talar vi om perio-
den frin femtiotalet och framat, utgor Christer Stréomholm
den sjilvklara mittpunkten i de flesta historieskrivningarna.
Skilen till det 4r manga. Det forsta ir forstds styrkan och ri-
kedomen i hans bilder. Hir finns ett djup bide innehallsligt
och gestaltningsmissigt som pd ménga sitt gor hans fotogra-
fiska girning unik. Det handlar om ett stort antal ikoniska
bilder, som den vitpudrade spanska damen, pojkarna med
handviskan och portrittet av Marcel Duchamp, men ocksi
om grupper av arbeten, som skildringarna av transsexuella
och bilderna av barn som drabbats av f8ljdverkningarna av
atombomben 6ver Hiroshima. Dessa verk ir inte enbart en
del av svensk fotohistoria, utan ingdr ocksd i en betydligt
storre berittelse om efterkrigstidens europeiska fotografi.

Det andra skilet har inte med Strémholms bilder att
gora, utan om hans roll och betydelse som lirare. Tillsam-
mans med Tor-Ivan Odulf drev han frin 1962 till 1974 Foto-
skolan i Stockholm, och under denna period genomstrém-
mades skolan av 1 200 elever. Det dr ingen éverdrift att siga
att merparten av de fotografer som etablerade sig inom den
gestaltande och dokumentira fotografin under sextio- och
sjuttiotalet hade en direkt koppling till Strémholm och -
inte att forglomma - Tor-Ivan Odulf. Skildringarna av detta
ir minga.'

Det tredje skiilet dr Christer Strémholms persona och den
mytbildning som omgirdar honom. Aspekter som lockat
bade andra fotografer till efterféljd, och fingslat skribenter
och utstillningskommissarier genom aren. Den fotografroll
som bdde han sjilv och andra har format med Stromholm
som forebild dr den stillforetridande betraktarens. Fotogra-
fen utforskar aspekter av verkligheten som de flesta aldrig
kommer i beréring med, inte ser eller aktivt vinder sig bort
ifrdn. Fotografen utsitter sig for pifrestningar och faror si-
vil fysiskt som psykiskt. I grunden handlar det om métet
med andra minniskor och ofta ir det personer som befinner
sig utanfér normalitetens grinser - ett utanforskap som kan
vara sjilvvalt eller inte.

Det ir en maskulint kodad identitet och fotografen i
denna tradition har som regel varit och ir fortfarande en
man. Det finns lysande undantag, men dessa bekriftar sna-
rare den dominerande tendensen idn forindrar sakernas
tillstdnd. Problemet, som vi ser saken, har i hog grad med
historieskrivningen att gora. Utan att férringa virdet av de
arbeten som tillkommit och fortfarande skapas inom vad
som brukar kallas en subjektiv dokumentirfotografi, svarar
perspektivet inte sirskilt vil mot vad manga som arbetar
med fotografi idag faktiskt gor. Detta glapp har inspirerat
oss att vilja en annan utgingspunkt f6r tolkningen av bade
den nira historien och av samtiden.

Utstillningen Der synliga innehiller verk frin de senaste

When Swedish photography is discussed, referring to the
period from the 1950s and onwards, Christer Stréomholm
is the obvious keystone in most historiographies. There are
many reasons for this. The first, of course, is the poignancy
and richness of his images. His oeuvre has a depth of both
content and style that is unique in many ways. He has pro-
duced a large number of iconic images, such as the powder-
pale Spanish lady, the boys with a handbag and his portrait
of Marcel Duchamp, and also series of works such as his
portrayals of transsexuals and pictures of children suffering
from the effects of the atomic bomb over Hiroshima. These
works are not merely a part of Swedish photographic his-
tory, but also of the considerably wider story of European
post-war photography.

The second reason relates, not to Strémholm’s pictu-
res, but to his role and influence as a teacher. From 1962
to 1974, he ran Fotoskolan in Stockholm together with
Tor-Ivan Odulf; during those years, some 1,200 students
attended the school. It is no exaggeration to say that most
of the photographers who established themselves in artistic
and documentary photography in Sweden in the 1960s and
>70s had some form of direct link to Stromholm - and, not
forgetting — to Tor-Ivan Odulf. There are many anecdotes
about this.’

The third reason is Christer Strémholm’s personality
and the legends surrounding him. Aspects that have subse-
quently captivated other photographers, writers and cura-
tors over the years. The photographer role that both he and
others have formulated with Strémholm as their model, is
that of the vicarious onlooker. The photographer explores
aspects of reality that most of us will never come near, can-
not see, or actively turn a blind eye to. The photographer ex-
poses him or herself to hardships and perils, both physically
and mentally. Basically, it concerns encounters with other
people, frequently individuals who live beyond the limits of
normality as outsiders — whether they want to or not.

This identity is male coded and those who work in this
tradition have generally been men. There are brilliant ex-
ceptions, however, but they only confirm, rather than cont-
radict, the dominating tendency. The problem, as we see it,
largely concerns the historiography. Without wishing to de-
precate the work that has been and continues to be created
since then in this genre, which is often described as subjec-
tive documentary photography, we feel that this perspective
does not cover what many of today’s active photographers
are actually producing. This gap has inspired us to take a
different approach in interpreting both recent and contem-
porary photography.

The exhibition The Visible features works from the past
five years by 21 artists who have photography as their pri-



fem dren av 21 konstnirer som har fotografi som sitt huvud-
sakliga uttrycksmedel. Man kan siga att perspektivet har en
dubbel rérelse dir samtid och historia betingar varandra.
Nir vi blickar bakét dr det andra aktorer som framtrider
tydligare dn Christer Stromholm och det handlar om per-
soner i den generation av fotografer som tidigt pa ttiotalet
bérjade formulera andra ramar for sin verksamhet, iven om
det inte alltid var helt tydlige di. Till dessa hor Tuija Lind-
strom, Stina Brockman, Denise Griinstein och Catharina
Gotby. Nir man ror sig framdt dirifrdn formar sig ett annat
landskap dn om utgdngspunkten ir Stromholm. Det bor-
jar med att studion och inte gatan ir platsen f6r bildernas
tillkomst och att storformatskamerans lingsamhet mer in
Leicans littrorlighet priglar processen och resultatet. Vad
som ocksi fick en avgorande betydelse var att flera av dessa
personer dr kvinnor. I deras bilder finns en annan blick. Det
kan handla om gestaltningar av kropp och sexualitet utifrin
erfarenheter som vanligtvis inte fanns representerade. Men
ocksa att de kvinnliga fotograferna skildrade andra arbets-
platser 4n vad som annars var brukligt, det vill siga manligt
dominerade omriden som gruvan, stilindustrin och skepps-
varven.

En central aspekt av férskjutningen mot en annan foto-
grafisk scen ir frigan om synlighet och forebilder, och hir
spelade forindringarna inom fotoutbildningen en viktig
roll. Den forsta hogre utbildningen i fotografi i landet grun-
dades i Goteborg 1982. Inledningsvis leddes den av perso-
ner frin den grupp fotografer som hade slagit igenom aren
runt 1950. Till att borja med av Rune Hassner och direfter
P3l-Nils Nilsson. Nir Fotohdgskolan i bérjan av nittiotalet
skulle tillsitta en ny professor stod valet mellan Dawid och
Tuija Lindstrém, men nir rosterna riknades visade det sig
att de fick exake lika manga bifall var. Utslagsrosten f6ll pa
Tuija Lindstrom som tilltridde tjinsten 1992.

Under hennes ledning férvandlades utbildningen i grun-
den och den blev ett forum f6r gestaltande fotografi med
starka kopplingar till de postmoderna stromningar som
priglade konstscenen under dessa ar. Tuija Lindstrom var
inte ensam, utan hir fanns personer som Sven Westerlund,
Asa Franck och Gertrud Sandqvist. Tillsammans skapade de
en miljé dir manga av de mest inflytelserika skribenterna,
konstnirerna, fotograferna, kritikerna och curatorerna ge-
nomstrommade skolan. Perspektiven 6ppnades mot nya
fragestillningar och sévil teoretiska som praktiska utgings-
punkter. Viktigt var ocksi att undervisningen fick en vidare
internationell referensram och konstnirer som Cindy Sher-
man och Barbara Kruger blev en del av referensramarna,
tillsammans med fotografer som Nan Goldin och Robert
Frank.

Det var en omdaning som ocksé vickte ont blod, sirskilt
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mary medium. You could say that this perspective has a
dual focus, where present and past affect each other mu-
tually. When we look back, it is not Christer Stromholm
who appears most prominently, but players in the genera-
tion of photographers who began to devise new parameters
for their practices in the early 1980s, even if these were not
entirely distinct at the time. They include Tuija Lindstrém,
Stina Brockman, Denise Griinstein and Catharina Gotby.
Moving ahead from the 198os, a different world opens up,
even with Stromholm as the point of departure. It started
when the studio, and not the street, became the space for
image production, and when the slowness of the large-for-
mat camera, rather than the Leica’s mobility, shaped the
process and the result. Another crucial element is that se-
veral of the photographers were women. Their images have
a different outlook. This can manifest itself in the portrayal
of bodies and sexuality based on experiences that were not
commonly represented; but also in that the women photo-
graphers showed other workplaces than the usual ones, that
is, male-dominated spheres such as mines, the steel industry
and shipyards.

One central aspect of the shift towards a new photo-
graphic scene is the issue of visibility and role models; here
the change in photographic education had a major impact.
Sweden’s first higher education in photography opened in
Gothenburg in 1982. It was initially led by members of the
group of photographers who had made their breakthrough
around 1950. The first of these was Rune Hassner, followed
by PAil-Nils Nilsson. When Fotohdgskolan was looking to
appoint a new professor in the early 1990s, the two main
candidates were Dawid and Tuija Lindstrom, but when the
votes were counted the score was exactly even. The casting
vote was in favour of Tuija Lindstrém, who took up her post
in1992.?

Under her leadership, the school was fundamentally reor-
ganised, becoming a forum for art photography, with strong
links to the postmodern tendencies that characterised the
art scene during that period. Tuija Lindstrém was not alone
in this endeavour; others included in this were Sven Wes-
terlund, Asa Franck and Gertrud Sandqvist. Together, they
created a fertile environment for many of our most influen-
tial writers, artists, photographers, critics and curators. New
issues were introduced, along with new theoretical and prac-
tical starting points. Another crucial differences was that the
school gained a broader international outlook, and artists
such as Cindy Sherman and Barbara Kruger became part of
the framework, as did photographers such as Nan Goldin
and Robert Frank.

This transformation did, however, provoke some animo-

sity, especially among young professional photographers,

fran yrkesfotografernas hall. De menade att skolan inte ling-
re utbildade fotografer, vilket i viss mening stimde.’ Bide
hir och pa Akademin for fotografi vid Konstfack i Stock-
holm - som var en helt avgorande plats for etablerandet av
det nya - hade fokus flyttats fran fotografi i en avgrinsad
mening till fotografi som ett redskap i en konstnirlig kon-
text. Det fanns ett hogst medvetet avstindstagande frin den
fotografroll som tidigare beskrivits. Kritiken formulerades
med postmodernismens dekonstruktion av subjektet och
resonemangen om upphovspersonens déd som en teoretisk
bas. Snarare dn mot det unika subjektet riktades blicken mot
spriket och de befintliga strukturer och konventioner som
varje bildskapare ér en del av - oavsett om hon eller han ir
medveten om det eller inte.

Mingainittiotalsgenerationen gick pa nigon av de tva ut-
bildningarna och i flera fall blev de uppmirksammade redan
under studietiden. Gemensamt idr ocksd att de definierade
sig som konstnirer som arbetar med fotografi och inte som
fotografer, vilket innebar att de formulerade en helt annan
position 4n bide konstfotograferna och dokumentaristerna.
Till skillnad frin dessa bada grupper kom deras arbeten att
stillas ut pd de unga konstgallerierna i frimst Stockholm
och Malmé. Nu blev fotografi en del av ett helt annat och
i flera avseenden starkare sammanhang, inte minst vad det
giller institutionerna och marknaden. Den nya kontexten
kan jimforas med de begrinsade méjligheter att visa och
silja sina arbeten som gillde (och fortfarande giller) for de
fotografer som verkade inom mer traditionella ramar. Ett av
de fa fotogallerierna i Sverige 4r Camera Obscura, som drevs
ar 1977-83, och nigon marknad {ér printar har egentligen
aldrig funnits.

Bland dem som i hog grad definierade den nya scenen
och som fortfarande ir aktiva mirks inte minst: Maria Mie-
senberger, Lotta Antonsson, Annika von Hausswolff, An-
nica Karlsson Rixon, Miriam Bickstrom och Maria Hed-
lund. Nigot senare, och med Malmé som bas, dven Marie
Andersson. Att deras verk ofta var i firg och férhillandevis
stora till formatet brot pé ett synbart sitt med den tidigare
fotografins utseende. Aven genremissigt och innehillsligt
skedde stora forindringar. Att vandra omkring med sin ka-
mera och finga flyktiga 6gonblick, eller att nira och talmo-
digt félja vardagslivets skeenden, overgavs till formén for
iscensittningar och approprieringar. Det senare innebir att
man anvinder sig av redan befintliga bilder och skapar nya
inneborder genom att omarbeta och/eller skriva in i dem
i andra sammanhang dn de ursprungliga. Fokus flyttades
fran att skildra verkligheten till att kritiskt reflektera éver
representationens politik och hur fotografi anvinds i olika
sammanhang for att skapa verkligheter, men ocksé for att

vicka dréommar och begir, inte minst inom mode, reklam

who claimed that the school no longer trained photo-
graphers, which was true in some sense.’ There, as well as
at the Academy of Photography at the Konstfack University
College of Arts, Crafts and Design — which was instrumen-
tal in establishing the new approach - the focus had shif-
ted from photography in a narrow sense, to photography
as a medium in an artistic context. There was an entirely
conscious denunciation of the photographer’s role described
above. The criticism was formulated with the postmodern
deconstruction of the subject and the debate on the death of
the author as a theoretical base. Rather than on the unique
subject, the attention was turned to language and the exis-
ting structures and conventions of which all image-produ-
cers are a part — consciously or unconsciously.

Many of those who made their debut in the 1990s stu-
died at one of the two schools, and in some cases they were
discovered while still students there. Another shared feature
is that they defined themselves as artists working with pho-
tography, rather than as photographers, meaning that they
developed a completely different position to that of the art
photographers and documentary photographers. Unlike the
latter two groups, their works were exhibited in the young
art galleries, mainly in Stockholm and Malmé. Photography
had become part of an entirely novel, and in many respects
stronger, context, not least in relation to the art institutions
and the art market. This new context can be compared to
the limited opportunities (then and now) for photographers
working to show and sell their images in more traditional
ways. One of the few photo galleries in Sweden was Camera
Obscura, which existed 1977-83, and there has never really
been a market for prints.

A few who especially stand out among those who defined
the new scene are still active: Maria Miesenberger, Lotta
Antonsson, Annika von Hausswolff, Annica Karlsson Rix-
on, Miriam Bickstrom and Maria Hedlund. Shortly after,
Marie Andersson followed in Malmé. The fact that their
works were often in colour and in comparatively large for-
mats was an obvious breach with the previous appearance
of photographs. There were also major changes in terms of
genre and subject matter. Walking around with a camera,
capturing fleeting moments, or the close and patient chro-
nicling of everyday life, all this was abandoned in favour of
enactments and appropriations. The latter entailed using
existing images to generate new interpretations by proces-
sing and/or inserting them in contexts other than the origi-
nal ones. The focus shifted from depicting reality to critical
reflections on the politics of representation and how photo-
graphy is used in various contexts to create realities, but also
to arouse dreams and desires, not least in fashion, adverti-
sing and pornography. The perspective was both critical and



och pornografi. Perspektivet var bade kritiskt och emanci-
patoriskt och innebar att man dekonstruerade etablerade
forestillningar om bland annat kén, genus, etnicitet och
nationalitet. Makt och identitet stod i centrum och imnena
som gestaltades i och genom verken hade ofta sin utgings-
punkt i frigor om blick och begir.+

De perspektiv som dren runt 1990 formulerades i ett
kraftfile priglat av starka motsittningar kom senare under
decenniet att bli en etablerad praxis. Idén om det medie-
specifika hade, sett frin denna blickpunkt, spelat ut sin roll
och pa det institutionella planet skedde genomgripande
férindringar. Fotografiska Museet uppgick helt i Moderna
Museet 1998 och nir det inte lingre fanns kvar lades ocksa
Fotografiska Museets Vinner ned. Fotograficentrum blev
Index - the Swedish Contemporary Art Foundation - och
littade dirigenom sina tidigare s starka band till mediet,
dven om fotografi, film och video ocksi i fortsittningen kom
att prigla utstillningsprogrammet.

En bit in pa det nya millenniet hade flera av konstni-
rerna/fotograferna, vilkas arbeten bidragit till denna rérelse,
knutits till de hogre utbildningarna pa en mer fast basis 4n
som gistlirare, vilket manga varit under stérre delen av nit-
tiotalet. P4 Fotohdgskolan eftertriddes Tuija Lindstrém,
som slutade som professor 2002, ett par ar senare av Annica
Karlsson Rixon och direfter av Lotta Antonsson och Annika
von Hausswolff - alla tre som adjungerade professorer. Inom
loppet av ett par decennier hade scenen helt dndrat skepnad
och det ir i denna alltmer professionaliserade konstkontext
som den tredje generationen i utstillningen har format sina
konstnirskap. Julia Peirone, Aida Chehrehgosha, Eva Sten-
ram, Linda Hofvander, Tova Mozard, Jenny Killman, Per-
nilla Zetterman, Anna Strand och Trinidad Carrillo har alla
blivit en del av scenen under de senaste tio aren.

En mirkbar skillnad ir att dagens situation inte priglas
av de oppna konflikter som tidigare i s hog grad firgade
det fotografiska filtet. Delar av fotografin ir helt integre-
rad i det som kallas samtidskonsten, men man kan ocksa
konstatera att mediet inte har en lika frameridande plats
som under postmodernismens etablering. D3 svarade foto-
grafin pi flera sitt mot den kritiska agenda som drevs, och
dir bland annat frigor om yta och djup, original och ko-
pia spelade en avgorande roll. Fotografins starka genomslag
berodde ocksd pi att det inte var maleri, utan en bildform
som med sin heterogenitet och band till en virld utanfér
konsten littare kunde bryta det kritikerna uppfattade som
hégmodernismens inomestetiska isolering;s en friga som
efter det postmoderna skiftet av forklarliga skil inte lingre
ir lika akeuell.

Det ir mot denna historiska bakgrund som vér tolkning

av svensk fotografi frin de senaste fem dren ska ses. Att alla
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liberating, and involved the deconstruction of established
notions of sex, gender, ethnicity and nationality. Power and
identity were at the heart, and the topics that were represen-
ted in and through the works often related to issues of the
gaze and desire.*

The perspectives that were formulated around 1990 in a
tension field characterised by strong controversies became
established practice later on in the decade. From this vanta-
ge point, the idea of media-specificity was obsolete, and the
institutions were undergoing radical changes. Fotografiska
Museet merged entirely with Moderna Museet in 1998, and
with its disappearance, the Friends of Fotografiska Museet
also disbanded. Fotograficentrum became Index - the Swe-
dish Contemporary Art Foundation, thereby dissolving its
strong ties to the medium, even if photography, film and vi-
deo continued to form the base of its exhibition activities.

In the early years of the new millennium, several artists
whose works had contributed to this movement had been
more or less permanently tied to the institutions of higher
education, where they had been active as guest professors
during most of the 1990s. At Fotohdgskolan, Tuija Lind-
strom resigned as professor in 2002 and was succeeded a
couple of years later by Annica Karlsson Rixon, followed
by Lotta Antonsson and Annika von Hausswolff. All three
were adjunct professors. Within a couple of decades, the
scene had changed entirely, and it is in this increasingly
professionalised art context that the third generation in this
exhibition have developed their ocuvres. Julia Peirone, Aida
Chehrehgosha, Eva Stenram, Linda Hofvander, Tova Mo-
zard, Jenny Killman, Pernilla Zetterman, Anna Strand and
Trinidad Carrillo have all become part of this scene over
the last ten years.

One noticeable difference is that the situation today is
no longer characterised by the open conflicts that formerly
permeated the field of photography. Some forms of photo-
graphy are wholly integrated with “contemporary art”, but
we can also note that the medium no longer enjoys quite
the prominence it had when postmodernism was being es-
tablished, a period when photography in many ways cor-
responded to the critical agenda, and where issues such as
surface and depth, original and copy were seminal. Photo-
graphy had such a powerful impact precisely because it was
not painting, but a type of image whose heterogeneity and
links to a world beyond art gave it a greater potential to
break what critics felt to be the insular, self-referential aest-
hetics of high modernism.s For obvious reasons, this issue is
no longer as relevant after the postmodern shift.

This is the historical background against which our in-
terpretation of Swedish photography should be viewed. The

fact that all the participants except one are women is one

medverkande utom en ir kvinnor 4r ett sitt att markera en
viktig aspekt av de férindringar som det fotografiska fil-
tet har genomgétt. Att valet £l pd Dawid beror pa att han
inda sedan sjuttiotalet har sokt egna vigar, som inneburit
ett praktiske baserat ifrigasittande av etablerade forestill-
ningar om fotografi och ett tidigt formulerat alternativ till
den romantiskt priglade fotografrollen.®

Det finns sjilvklart andra namn 4n de vi har valt som
hade kunnat vara med, men av utrymmesskil har vi varit
tvungna att vilja bort flera relevanta och intressanta konst-
nirskap - trots att de faller inom utstillningens ramar.

Aven om dmnena och uttrycken i de utvalda verken va-
rierar finns det flera gemensamma drag. Det mest grund-
liggande dterspeglas i utstillningens titel: Dez synliga. Obe-
roende av om man verkar inom en konstkontext eller i ett
annat sammanhang har fotografi ett specifikt forhdllande
till verklighetens iakttagbara sidor. Det 4r genom reflektio-
nen av det avbildades ytor som den fotografiska bilden blir
till - transformerad av optikens och kemins eller de digitala
kodernas omvandling.

De medverkande i utstillningen forenar pi olika sitt fo-
tografins dokumentira kraft med fiktionens méjligheter att
skapa berittelser som bade blottligger faktiska forhillanden
och ger fritt spelrum &t fantasin. Deras arbeten visar hur
man med visuella medel bide kan underséka tillvarons soci-
ala och politiska aspekter och gestalta erfarenheter och upp-
levelser. Genomgiende finns ocksa ett savil underliggande
som uttalat metaperspektiv dir blicken vinds mot seendet
i sig och mot fotografin som ett pi samma ging reproduce-
rande och konstruerande medium.

Ett ofta dterkommande tillvigagingssitt eller metod ir
det dramaturgiska. Med minniskor som agerar enligt fo-
tografens instruktioner skapas olika situationer som sedan
fotograferas. Det handlar inte sillan om gestaltningar av
personliga erfarenheter av familjeliv och relationer till nira
anhériga och vad minniskor — medvetet eller inte - gor med
varandra. Det ir nigot som Trinidad Carrillo skildrar i en
anda av magisk realism, som ldgmilt men starkt berittas
om i Pernilla Zettermans bidrag, och i ett helt annat ton-
fall gestaltas i Aida Chehrehgoshas arbete. En viktig del av
bildernas uttryck har i hennes fall med formatet att gora,
eftersom skalan nirmast upphiver grinsen mellan rummet
man befinner sig i som betraktare och det avbildade rum
som ir scenen for dramat.

I Miriam Bickstréms arbeten idr de personer som por-
tritteras kinda skidespelare, vilkas yrke handlar om att
trida in i och ut ur roller. Roérelsen mellan verklighet och
fiktion och hur upplevelsen av det reala skapas inom film,
teater och kulturhistoriska museer har intresserat henne se-
dan nittiotalet.

way of signalling an important aspect of the changes that
the photographic field has undergone. Dawid was selected
because he has staked out his own roads ever since the early
1970s, a road that involved practice-based challenges against
established notions of photography in practice, and formu-
lating an alternative to the romantically tinged role of the
photographer early in his career.

There were obviously other names that we could have
chosen to include here, but lack of space forced us to exclude
several relevant and interesting artists even though they
work within the thematic framework of the exhibition.

Even if the subject matter and style of the selected works
vary, they share several traits. The most fundamental of the-
se is reflected in the exhibition title: The Visible. Regardless
of whether a photographer is active in an art context or not,
photography has a special relationship to observable reality.
It is by reflecting the surfaces of what is depicted that the
photographic image is created - transformed by optics and
chemicals or digitalisation.

The artists featured in the exhibition combine the docu-
mentary power of photography with fiction’s potential to
create narratives that reveal actual conditions while giving
free rein to imagination. Their works bear witness to visibi-
lity as a fruitful method for exploring existence and portray-
ing perceptions and experiences. Throughout their oeuvres
they incorporate an underlying or explicit meta perspective,
where the gaze is turned towards seeing in itself and towards
photography as a medium that concurrently reproduces and
constructs.

One often-used approach is dramaturgy. With people
acting according to the photographer’s instructions, situa-
tions are created and then photographed. Usually, these are
highly charged scenes, portraying personal experiences and
memories of family life and close relationships, and what
people do - consciously or unconsciously - to one another.
This is what Trinidad Carrillo portrays in the spirit of ma-
gic realism, what Pernilla Zetterman’s subtle piece is about,
and what is rendered in an entirely different tone in Aida
Chehrehgosha’s work. In her case, an essential part of the
pictures’ expression derives from the format, since the di-
mensions almost blur the boundary between the space in
which the beholder is standing and the room that forms the
setting of the drama.

The people in Miriam Bickstrom’s works are famous ac-
tors, whose profession is all about stepping in and out of
character. The alternation between reality and fiction, and
how a semblance of reality is created in film, theatre and mu-
seums of cultural history has fascinated her since the 1990s.

In other ceuvres, the tableaux verge on a surrealistic ima-

gery where shifts in well-known situations make them ap-
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I andra fall r6r sig tablierna mot en surrealistisk bild-
virld dir forskjutningar av vilbekanta férhéllanden skapar
en forfrimligande verkan som underminerar den trygghet
som igenkinningen skapar. Det sker inte minst i Denise
Griinsteins senaste arbete Wunder (2013) dir amorfa krop-
par tycks genomgi en likartad och mirklig metamorfos.
Starke bidragande till den mardrémslika stimningen ir det
kala rum dir férvandlingen utspelar sig.

Med det dramaturgiska tillvigagingssittet blir fotogra-
fen mer av en regissor dn den voyeur som kinnetecknar flera
andra former av fotografisk praxis. Det finns ocksi ett cine-
astiskt drag i minga arbeten som har att géra med verkens
formella uppbyggnad och hur bilderna kombineras, men
ocksd med forekomsten av savil innehéllsliga som visuella
referenser till filmer. Det handlar ofta om filmgenrer dir
mycket av det som hinder utspelar sig i mellanrummen -
ndgot som bidrar till den gitfullhet och de morka under-
strommar som priglar flera av verken i utstillningen. Till
dessa hor bdde Tova Mozards arbeten och Jenny Killmans
serie Surveillance. I den senare ir den 6vervakande blickens
position inskriven i bilderna och i smyg betraktar vi unga
flickor som utfér ritualer i ett psykiskt granstillstind priglat
av pubertetens forvirrande pendling mellan upplevelsen av
att bide vara barn och vuxen.

En annan aspekt av metaperspektivet dr det starka in-
tresset for fotografins materiella sidor, vilket yttrar sig i
verk som betonar den fotografiska processens olika delar:
ljuset, apparaturen, silversalterna (eller de digitala pixlarna)
och fotopapperens taktila kvaliteter. Hos Stina Brockman
forenas extatiska kroppar med sénderfallande digitala filer
och teknikens brister blir en del av verkens uttryck. Annars
kan man konstatera att flera av de medverkande arbetar
med analoga tekniker och att den svartvita fotografin har
aterkommit. Bildernas karaktir av objekt forstirks i flera
fall av presentationsformen. De kan till exempel handla om
att verken placeras pa podier och/eller ingdr som tredimen-
sionella delar av installationer som tar bade golv, viggar och
tak i besittning. Denna skulpturala och rumsliga dimension
mirks sirskilt tydligt hos Linda Hofvander, Lotta Antons-
son och Marie Andersson. Hos dessa tre genomstrommas
arbetena ocksd av gestaltade reflektioner 6ver fotografins
forhéllande till varseblivning och minne.

Med fotografins karaktir av spar eller avtryck dr verken
i utstillningen pa ett hogst konkret sitt forbundna med det
avbildade. Det handlar dock om betydligt mer dn vad 6gat
kan se och flera av de medverkande anvinder fotografi fér
att gestalta dimensioner av tillvaron som inte omedelbart
ger sig till kinna. Bide underliggande strukturer av social
och politiska art och psykologiska tillstind. Aspekter som i
forsta hand trider fram pa ett indirekt sdtt, men som med

16

pear alien, undermining the sense of security that relies on
familiarity. This is certainly the case in Denise Griinstein’s
latest work, Wunder (2013), where amorphous bodies seem
to undergo a similar and remarkable metamorphosis. The
nightmarish atmosphere is strongly enhanced by the stark
room in which the transformation takes place.

With a dramaturgic approach the photographer takes on
the part of a director rather than the voyeuristic position
that characterises many other photographic practices. There
is also a cinematic element in many of these works, which
relates to their formal structure and how the images are com-
bined, but also to the subject-related and visual references to
film. Often, the references are to film genres where much of
the storyline takes place in the blanks. This augments the
enigmatic quality and the dark undercurrents that are found
in this exhibition, such as the works by Tova Mozard, and
Jenny Killman’s series Surveillance. In the latter, the posi-
tion of the surveying gaze is written into the pictures, as we
covertly watch young girls performing rituals in a mental
borderland signified by the confusing oscillation in puberty
between the experience of being both child and adult.

Another consequence of the meta perspective is the
strong interest in the material sides of photography, as ex-
pressed in works that emphasise the various elements of the
photographic process: lighting, equipment, silver salts (or
digital pixels) and the tactile quality of photo paper. Stina
Brockman combines ecstatic bodies with disintegrating di-
gital files, and the technological failure becomes an integral
part of the expression in her pieces. Furthermore, many of
the artists shown here use analogue techniques, and black
and white photography is experiencing a revival. It is not
uncommon that the images are emphasised as objects by
the way they are presented. This is achieved, for instance, by
placing works on plinths and/or using them as three-dimen-
sional elements in installations that incorporate both floors,
walls and ceilings. The sculptural and spatial dimension is
especially pronounced with Linda Hofvander, Lotta An-
tonsson and Marie Andersson, whose works are also infor-
med by reflections on the relationship of photography with
perception and memory.

Based on photography as trace or imprint, the works
in the exhibition are very concretely tied to the depicted.
But their content goes far beyond what the eye can see, and
several of the participants use photography to portray di-
mensions of existence that are not immediately perceptible,
whether they be underlying structures of a social and poli-
tical nature or mental states. Aspects that primarily appear
indirectly, but which, with the aid of the camera - paradoxi-
cally - can take on a veritably hallucinatory sharpness. In
Catharina Gotby’s photographs, a huge, dark cupboard or

kamerans hjilp - paradoxalt nog - kan fi en nirmast hal-
lucinatorisk skirpa. Ett stort och mérke skip eller ett 6ds-
ligt landskap blir i Catharina Gotbys fotografier nigot mer
och annat dn vad som avbildas. Objekten férvandlas till
birare av sinnestillstdnd och sdvil kroppsliga som sjilsliga
erfarenheter. Annika von Hausswolffs serie Az Oral Story of
Economic Structure bestar av sakligt registrerande bilder av
tinder med guldplomber som siljs och kops via nitet. Fo-
tografierna har karaktiren av bevis och dr dokument 6ver
hur individers munhélor ir inskrivna i en global ekonomisk
struktur diir bankernas och foretagens kortsiktiga vinstkrav
sitter agendan. Aven Annica Karlsson Rixons nya arbete
Vid tiden for den tredje lasningen / At the time of the third reading/
Bo spemsi mpemezo dumeHus — dir bilderna dock har en
helt annan och nirmast pastoral stimning - for betrakta-
ren rakt in i brinnande och dagsaktuella frigor. Det handlar
om Ryssland och ett samhille dir patriarkala normer och
lagar inte bara begrinsar lhbtq-minniskors mojligheter att
leva sina liv, utan ocksa goér dem kriminella. Bilderna ér fo-
tograferade pi ett kvinnolidger utanfér Moskva dir ménga
lesbiska samlas, och skilet till att vi ser s3 fi ansikten ir att
personerna maste skydda sina identiteter.

Det ordnande och omskapande draget finns ocksi nir
motivet bestir av féremal eller bilder som har lyfts ur sin
ursprungliga kontext och inlemmats i ett nytt ssmmanhang.
Det kan ske i formen av fotomontage, som i Eva Stenrams
dterbruk och forvandlingar av erotiska bilder frin femtio-
och sextiotalet, dir de blottade delarna - med digital hjilp -
har dolts av det draperi mot vilket modellerna ursprungligen
fotograferades. Effekten idr bade drastisk och avsléjande och
blir ett absurdistiskt synliggérande av fotografins spinnings-
fyllda relationer mellan olika subjekt- och objektpositioner.

Vad som nirmast kan beskrivas som en egen genre ir den
dir objekt och bilder insamlats, isolerats och placerats och/
eller avbildats mot en enhetlig bakgrund. Det ir en akt som
knyter an till vetenskapens samlande och kategoriserande
- en virld av arkiv som ir starkt kopplad till fotografins sé-
vil dldre som samtida bruk inom bland annat antropologi
och polisvisendet - men dir forskjutningarna ger tingen
nya inneborder. Dessa arbeten, hir representerade av Ma-
ria Hedlunds och Anna Strands verk, fister uppmirksam-
heten pé frigor om klassificeringens makt, men ocksa pi
kunskapssystemens sonderfall och det minskliga vetandets
historiska betingelser.

For att pa ett mer heltickande sitt spegla den samtida
situationen for fotografi i Sverige, har vi valt att visa ett
urval av tjugofem fotobécker frin de senaste fem dren. Att
féormedla fotografi i bokform har gjorts sedan fotografins
barndom, och under de senaste decennierna har det skett

en nirmast explosionsartad utgivning av fotobécker.” His-

a desolate landscape grow into something more and other
than what is depicted. The objects are transformed into
bearers of a mood, and of both physical and emotional ex-
periences. Annika von Hausswolff’s series An Oral Story of
Economic Structure consists of factually recording images
of teeth with gold fillings that are bought and sold on the
Internet. The photographs resemble criminal evidence and
document how the oral cavities of individuals are inscribed
in a global economic structure, where the short-term pro-
fit requirements of banks and corporations set the agenda.
Again, Annica Karlsson Rixon’s new work Vid tiden fir den
tredje ldsningen | At the time for the third reading / Bo epems
mpeme2o YmeHus — where the images, however, have an
entirely different, almost pastoral, mood - takes the viewer
straight into urgent, crucial issues. They concern Russia
and a society where patriarchal norms and laws not only
limit the possibility for Igbtq people to live their lives but
also classify them as criminals. The pictures were taken at a
women’s camp outside Moscow, a meeting place for lesbi-
ans, and the reason that so few faces are visible is that they
need to protect their identities.

There is also an ordering and transformative trait, when
the motif consists of objects or images that have been trans-
ferred from their original context to a new situation. This
can take the form of photo-montage, as in Eva Stenram’s
recycled and reworked 1950s and 1960s erotic images, where
the naked parts have been digitally covered by the curtain
that originally served as a background when the models
were photographed. The effect is both drastic and reveal-
ing, and achieves an absurdist visualisation of the charged
relation in photography between various subject and object
positions.

The practice of collecting objects and images, isolating
and placing and/or depicting them against a solid back-
ground, could almost be described as a separate genre. This
activity is similar to the collecting and categorising of sci-
ence — a world of archives that is also strongly reminiscent
of both older and contemporary photographic practices in
anthropology and policing, but where the shift in context
gives the objects new meanings. These works, represented
here by Maria Hedlund and Anna Strand, highlight issues
such as the power of classification, but also the dissolution
of systems of knowledge and how understanding is histori-
cally preconditioned.

In order to cover the contemporary state of photography
in Sweden more comprehensively, we have chosen to show
a selection of 25 books on photography published in the last
five years. Photography has been shared in the form of books
since the early days, and in recent decades the publication of
photo books has rocketed.” Historically, photo books often
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toriskt sett har fotoboken ofta {6ljt ett reportageformat dir
socialpolitiskt engagerade personer samarbetat i skrift och
bild. Under efterkrigstiden utvecklades den eleganta och
klassiska monografin dir en blank vinstersida foljdes av ett
foto per hogersida. Parallellt med denna form har en mingd
experiment med fotobocker gjorts, dels av de stora férlagen
som helt dgnar sig it fotobdcker, dels av minga nya och
mindre férlag och av konstnirerna/fotograferna sjilva.

I utstillningen presenteras urvalet s att besékaren har
mojlighet att bliddra i béckerna och skapa sig en uppfatt-
ning om variationen nir det giller omfing, format, tryck-
och papperskvalitet, men ocksd for ate kunna se hur form-
givningen ofta pd ett nira sitt féljer och forstirker de idéer
som ligger till grund f6r bilderna.

Trots den stora uppmirksamheten och det 6kade intres-
set for fotografi som mirkts de senaste aren ir visningsplat-
serna for en konstnirligt syftande fotografi i Sverige rela-
tivt begrinsade. I USA och flera linder i Europa finns helt
andra forutsittningar, bdde inom institutionsvirlden och i
den kommersiella sektorn med gallerier som ir inriktade pa
fotografisk bild i olika former.

Visserligen har bocker och tidskrifter alltid haft en stor
betydelse for férmedlingen av fotografi, men idag kan man
konstatera att fotoboken faktiskt fungerar som ett eget ut-
stillningsrum. Minga konstnirer/fotografer ser rent av bo-
ken som sitt primira forum dir hon eller han i hog grad
kan styra presentationen. Till skillnad frin en traditionell
utstillning som pigar kortare eller lingre tid finns boken
dessutom kvar och har potential att nd en betydligt storre
och geografiskt spridd publik.

Jessica Hioglund
Magnus Jensner
Niclas Ostlind

1 Joakim Stromholm & Patric Leo (red.), Post Scriptum, Christer Strimholm,
Stockholm, 2012

> Gunilla Knape & Pelle Kronestedt, Trettio dr for fotografin. Higskolan for
fotografi 1982—2012, Goteborg, 2012

3 Louise Fogelstrom & Niclas Ostlind, Tuija Lindstrim. Look at Us,
Stockholm, 2004

+ Bildtidningen tema kon, 4 1990

s Lars O. Ericsson, I den frusna passionens heta skugga, Stockholm, 2002

¢ Louise Fogelstrom & Niclas Ostlind, Dawid, Hybris, Stockholm, 2008

7 Martin Parr & Gerry Badger, The Photo book: A History, London, 2004
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adhered to a reportage format, where individuals with a so-
cio-political agenda collaborated on text and images. In the
post-war era, elegant and classical monographs began to ap-
pear, with a blank left page followed by a photo on the right
page. Alongside this format, a variety of experimental photo
books have been produced, either by the large publishers
specialising in photography, or by the numerous new, small
publishers and the artists/photographers themselves.

This selection is presented in the exhibition so that visi-
tors can peruse the books and form their own opinion about
the variations, formats, quality of print and paper, but also
see how design is often used sensitively to match and en-
hance the ideas on which the images were based.

Despite the great attention to, and growing interest for,
photography in recent years, the exhibition spaces available
to art photography in Sweden are relatively limited. In the
USA and several other European countries there are much
better opportunities, both in art institutions and the com-
mercial sector, with galleries specialising in various forms of
photography.

Books and magazines have always been vital to the dist-
ribution of photography, but today we can note that the
photo book actually serves as an exhibition space in its own
right. Many artists/photographers even consider the book
to be their primary forum, with a large degree of control
over the presentation. Moreover, unlike a traditional exhi-
bition, which lasts for a shorter or longer period, the book
remains and has the potential to reach a much larger and

geographically more diverse audience.

Jessica Hoglund
Magnus Jensner
Niclas Ostlind

' Joakim Stromholm & Patric Leo (ed.), Post Scriptum, Christer Strimholm,
Stockholm, 2012

> Gunilla Knape & Pelle Kronestedt, Trettio dr for fotografin. Higskolan for
fotografi 19822012, Goteborg, 2012 (Thirty Years for Photography. School
of Photography 1982-2012, Gothenburg, 2012)

3 Louise Fogelstrom & Niclas Ostlind, Tuija Lindstrim. Look at Us,
Stockholm, 2004

+ Bildtidningen tema kon, 4 1990 (Bildtidningen theme Gender)

s Lars O. Ericsson, I den frusna passionens heta skugga, Stockholm, 2002
(In the Shadow of the Frozen Passion, Stockholm, 2002)

¢ Louise Fogelstrom & Niclas Ostlind, Dawid, Hybris, Stockholm, 2008

7 Martin Parr & Gerry Badger, The Photo book: A History, London, 2004
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Det foljande ir ett samtal mellan Anders Olofsson (redak-
tor for tidskriften Konstperspektiv), som ocksd fungerar som
samtalsledare, Jessica Hoglund (intendent pd Artipelag),
Magnus Jensner (chefsintendent pa Artipelag), Niclas Ost-
lind (doktorand pa Akademin Valand pi Goteborgs univer-
sitet), och konstnirerna/fotograferna Maria Hedlund, Julia
Peirone och Pernilla Zetterman, som alla tre dven deltar i
utstillningen Det synliga. Samtida svensk fotografr.

Samtalet genomfordes i ett konferensrum pa Kulturrd-
dets kontor i Stockholm den 2 december 2013.

What follows is a conversation between Anders Olofsson
(editor of the magazine Konstperspektiv), who also acts as mo-
derator, Jessica Héglund (curator, Artipelag), Magnus Jens-
ner (chief curator, Artipelag), Niclas Ostlind (Phd student,
Akademin Valand, the University of Gothenburg), and the
artists/photographers Maria Hedlund, Julia Peirone, and
Pernilla Zetterman, all three participants in the exhibition
The Visible: Contemporary Swedish Photography.

The conversation took place in a conference room at the
office in the Swedish Arts Council in Stockholm, December
2,2013.
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(Anders Olofsson) Magnus, for att vi ska hitta ett
ramverk for vart samtal skulle det vara intressant
att hora dig siiga nigot om vilken historia det ir

(Anders Olofsson) Magnus, in order to establish a
framework for our discussion, perhaps you could
tell us what kind of narrative the exhibition wants

som utstillningen vill beritta?

(Magnus Jensner) Inledningsvis hade vi en dialog
med Niclas om att utstillningen skulle ta vid kring
ar 2000, diir de féregiende delarna av hans doktors-
avhandling satte punkt. Viblev tidigt 6verens om att
inte géra en utstillning som bara visade upp de vik-
tigaste verken under den aktuella perioden. I stillet
ville vi renodla beskrivningen av en tendens vi kun-
de urskilja, nimligen att de mest intressanta svenska
fotograferna idag ir kvinnor.

to present?

(Magnus Jensner) Initially, we had a dialogue with
Niclas about an exhibition that picked up where the
previuos parts of his doctoral thesis ends, around
2000, and we agreed not to create a presentation
that only showcased the most important works of
the period; instead, we wanted to delineate a trend
we discerned, namely, that the most interesting
Swedish photographers today are women.

(Niclas Ostlind) T fokus stod iven frigan om
hur man arbetar fotografiskt idag och hur det
arbetssittet eventuellt skiljer sig frin den etable-
rade historieskrivningen som gjorts. An idag ir
det vanligt att man serveras en sammanhingande
fotografisk genealogi som stricker sig frin Christer
Stromholm och framét. Det romantiska konstnirs-
subjekt som denna historieskrivning lyfter fram ér
emellertid inte s& starkt nirvarande numera. Det
handlar oftare om en reflektion 6ver skapandet av
identiteter, med kopplingar till det postmoderna
genombrottet och den feministiska identitetspro-

(Niclas Ostlind) Another topic was the question of
how practitioners work photographically today and
if their working method differs from the one de-
scribed in established history writing. Even today,
one is often presented with a coherent photograp-
hic genealogy spanning from Christer Stromholm
to the present day, but this kind of history writing
is largely focused on a romantic artist type that is
not particularly prevalent today. More often it is
about reflecting on the creation of identities, with
connections to the postmodern breakthrough and
feminist identity problematics.

blematiken.

(Jessica Hoglund) En tredje sak som vi vill fram-
hiva idr utvecklingen av det iscensatta fotografiet,
en praktik som skapar egna virldar och som for-
medlar berittelser snarare dn dterger verkligheten.

(Jessica Hoglund) Thirdly we wanted to highlight
the development of staged photography, a practice
that creates worlds of its own and conveys stories
rather than representations of the real world.

Vildigt minga av verken i utstillningen bygger
indi pd tankar om vad som ir egenartat med
fotografi. Dokumentet, bilden, finns med som en
bestindsdel, men sedan kan man jobba vidare med
den pa andra sitt. Det har i mangt och mycket
bidragit till att fotografiet idag dr ett premierat
medium inom konstfiltet.

Still, many of the exhibited works are based on
ideas of what is particular to photography. The do-
cument, the image, is one of the components, and
you can elaborate on it in various ways. This has
contributed to making photography a privileged
medium in the field of contemporary art.

Maria, Pernilla och Julia, kan ni siga nigot om hur
ni som konstnirer relaterar till den hir beskriv-

Maria, Pernilla and Julia, how do you, as artists,
relate to this description of the exhibition’s drama-
turgic layout?

ningen av utstillningens dramaturgi?

(Maria Hedlund) Fotografiet finns dir hela tiden
som idé och redskap for mig. I mitt konstnirskap
har jag tidigare kommit att réra mig alltmer bort
fran objeke till foto, en process dir det handlar
mycket om sjilva seendet. Men pi senare ar har
jag i storre utstrickning gt tillbaka till objektet.
Fotografiet finns fortfarande med, men i verken
som jag visar i just den hir utstillningen ir det mer

dolt.

(Maria Hedlund) Photography as an idea and a tool
is always there for me. Earlier in my artistic practice
I gradually moved away from objects towards pho-
tography, in a process that was very much about
seeing. Recently, however, I have begun to return
to the object. Photography is still there, but in the
works I show in this exhibition, it’s more hidden.

When you talk about seeing, can you elaborate on

Nir du talar om seende, kan du utveckla det och
relatera till fotografiet?

it and relate it to photography?
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Min arbetsprocess borjar med en idé, att via foto
undersoka ndgot jag sett. Sedan hinder nagot
under resans ging, fotografiet fir mig att se saker
och ting pé ett annat sitt, genom en sorts vixelver-
kan. Det hela tar tid, eftersom jag jobbar langsamt.
Och jag vet aldrig var det skall sluta. Processen blir
egentligen bara lingre och lingre, mer eller mindre
permanent pagiende.

My working process begins with an idea; to use
photography to explore something I have seen.
During the course of the journey something hap-
pens; photography makes me look at things in a
different way, by the means of some kind of reci-
procal action. It takes time, because I work slowly.
And I never know where it’s going to end. The pro-
cess is getting longer and longer. In fact, it’s more
or less permanently ongoing.

(Pernilla Zetterman) Jag jobbar ocksi fotobaserat,
men min process handlar mycket om ett samlande
runt de imnesomraden jag intresserar mig for. Jag
samlar pa allt frin objeke till texter och i gestalt-
ningen anvinder jag mig av bide stillbilder, ror-
lig bild och objekt. Nir jag nir den punkt dir jag
kinner pd mig att jag har ett tillrickligt stort ma-
terial bérjar jag skala bort och vrida och vinda p
bestindsdelarna. Nir jag till sist skall utforma den
slutliga presentationen ir det viktigt for mig att de
olika delarna samspelar bra med varandra. Men det
fotografiska ir hela tiden centralt, det hjilper mig
att underhalla den kreativa process som utan bor-
jan och slut pdgir mellan utstillningarna.

(Pernilla Zetterman) I also base my work on pho-
tography, but my process has a lot to do with col-
lecting, evolving around subjects I am interested in.
I collect everything, from objects to texts, and for
my depictions I use stills, moving images and ob-
jects. When I reach the point where I feel that the
material is large enough, I begin to peel away and
examine the elements in detail. When it’s time to
devise the final presentation it’s important that the
various parts harmonise with one another. But the
photographic is always central; it helps me main-
tain the creative process, which, without beginning
or end, goes on even between exhibitions.

(Julia Peirone) Jag bérjade tidigt fotografera. Re-
dan som 14-dring var jag en fotonord med street
photography som favoritgenre. Senare blev foto-
grafiet min vig in till konsten. Det gav mig moj-
ligheten att bygga egna virldar och vara fri i dem.
Men med tiden har jag insett hur viktig sjilva
fotografiets huvudkaraktir ir f6r mig: slumpen,
tiden, rummet, maktspelet som man befinner sig
i nir man fotograferar. Det betyder dock inte att
jag dr sd last sa att jag inte kan jobba med andra
material, men nir jag fotograferar kommer jag in i
ett tillstdnd vars energi jag behover. Att arbeta med
kameran gor att jag kan forstd saker pa ett nytt och

(Julia Peirone) I started taking photographs when
I was very young. At the age of 14 I was already a
photo nerd with street photography as my favouri-
te genre. Later, photography was my entry into art.
It enabled me to construct worlds of my own, and
to be free within them. With time I have come to
appreciate the importance of photography’s main
characteristics: chance, time, space, and the power
play you engage in when you take photographs. It
doesn’t mean that I exclude other materials, but
while ’m taking photographs I enter a state whose
energy I need. Working with the camera helps me
understand things in new and different ways.

annorlunda sitt.

Jag mer eller mindre halkade in pa fotografi via en
férberedande konstskola i slutet av attiotalet. Med
materialet dirifran sokte jag sedan in till Fotohog-
skolan i Géteborg. Vad som var speciellt bra for
mig med fotografiet var att det jag gjorde faktiskt
fick forestilla nagot. Pa konstskolan hade maélet
hela tiden varit att abstrahera, abstrahera. Foto-
grafiet befriade mitt sitt att tinka kring konst och
hur konsten kunde se ut och vad den betydde.

I sort of drifted into photography towards the end
of the 1980s via a preparatory art school. I used the
works I made there to apply to the School of Photo-
graphy in Gothenburg. What was especially good
for me with photography was that I could make
things that actually represented something. At art
school, the goal was always to abstract, abstract.
Photography liberated my way of thinking about
art and how art could look and what it meant.
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Jag har alltid haft ett svart forhallande till det ver-
bala spraket och det skrivna ordet, s min mamma
gav mig en Instamatic-kamera nir jag var 7 ar. Jag
borjade anvinda den flitigt i skolan, och gjorde
mina redovisningar i form av bildspel. Det blev en
vig for mig ate hitta fram dill etr eget sprik, och
jag hade alltid kameran med mig vart jag in gick.
Framfor allt var det dokumentirfotot som fingade
mitt intresse, och det dr nog dir jag har mina rét-
ter: i svartvit film och morkrumsarbetet, i fysisk
bearbetning av materialet. Den printade bilden var
det viktiga slutresultatet. Senare blev min inging
till konsten sjilva brytningen med det dokumen-
tira och svartvita. Jag fick plotsligt verktygen att
arbeta med firg, med den iscensatta bilden, och
att agera framfor kameran i stillet for att ta plats
bakom den.

I have always had a problematic relationship to the
verbal, so my mother gave me an Instamatic came-
ra when I was seven years old. I used it all the time
in school and did my presentations in the form of
slide shows. That became a way for me to find a
language of my own, and I carried the camera with
me wherever I went. I was particularly interested
in documentary photography, and that’s probably
where T have my roots: in black-and-white film
and in dark room work, in the physical manipu-
lation of the material. The printed picture was the
all-important end result. Later, my entry into art
came through the actual rupture between the docu-
mentary and black-and-white. Suddenly I had the
tools to work in colour, with staged images, and the
confidence to act in front of the camera instead of
working behind it.

I sin bok Den sista bilden har filosofen Sven-Olov
Wallenstein framkastat hypotesen att mileri inte
lingre handlar om material och teknik, utan om ett
sitt att betrakea virlden. Har det synsittet nigon
betydelse for fotografiet?

In his book The Last Image, philosopher Sven-Olov
Wallenstein has broached the hypothesis that pain-
ting is no longer about material and technique but
about a way of observing the world. Has this view
any bearing on photography?

Visst handlar foto om att betrakta virlden, men
ocksd om att ligga sin egen rost till det betrak-
tandet. Jag vixte upp som tvisprikig - spanska
och svenska — och hade svirt att bestimma mig
for vilket sprik jag skulle skriva pd. Fotografierna
blev mig frizon, en plats dir jag inte behévde lasa
mig vid ett sprak. Hela min uppvixt ackompanjera-
des av stindiga forsok ate forstd den nya plats och
kultur dir jag rakade ha hamnat. Kameran blev en
naturlig foérlingning av detta utforskningsarbete
for att skapa en personlig verklighet.

Of course photography is about observing the
world, but it’s also about adding your own voice
to the observation. I grew up bilingual — Spanish
and Swedish — and had a hard time deciding which
language to write in. For me, photography was a
sanctuary, a place where I didn’t have to restrict
myself to one language. When I grew up I was al-
ways trying to understand the new place and cultu-
re I had ended up in. The camera became a natural
extension of this research the aim of which was to
create a personal reality.

Jag haller med om att dven foto kan vara ett sitt
att betrakta virlden. Men foto ir numera ocksd
mycket materiellt orienterat. P3 sjuttiotalet bort-
sdg man nirmast helt och hillet frin det materi-
ella. Det dokumentira forhallningssittet och den
reproducerade bilden stod i centrum. Men senare
tiders foto ir ofta materiellt till sin natur - stora
cibachromer och sofistikerad montering - och nir
vi vandrar runt i utstillningen kommer vi att upp-
ticka hur dven det konceptuella fotografiet numera
har en pataglig materialitet. Dessutom bér det no-
teras att de svartvita analoga processerna kommit
tillbaka med ett starkt materiellt inslag.

Vad beror de hir forindringarna pa?

Jag tror att det beror pi att fotografiet kommit in i
konstrummet. Det ska inte lingre bara produceras
printade bilder fér tidningar och bécker. Plotsligt
finns ett reellt rum och sprakliga aspekter att ta
hinsyn dll.

I agree that photography can be a way of obser-
ving the world. But photography today is also very
material-oriented. In the 1970s the material aspect
was almost completely discarded and the focus was
on the documentary approach and the printed pic-
ture. However, recent photography is often intrin-
sically material - large cibachromes and sophistica-
ted mountings - and the exhibition will reveal that
even contemporary conceptual photography has
a pronounced materiality. It should also be noted
that the black-and-white analogue processes have
returned with a powerful material element.

What’s the reason behind these changes?

I think it’s because photography has entered the
art space. It’s no longer just a matter of producing
printed pictures for newspapers and books. Sud-
denly there is a real space and idiomatic aspects to
take into consideration.
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Det har ocksd blivit allt vanligare att man jobbar
med solitdra verk med kommunikation mellan bil-
derna i stillet for i serier, liksom att man fister stor-
re vikt vid kvaliteter som skala och firgnyanser.

Kanske ir det s, att nir man natt en viss komplexi-
tet i sitt skapande borjar man intressera sig for hur
det sag ut tidigare. Ett bra exempel 4r Ola Billgren,
som gor en forindring av sitt konstnirskap i borjan
av sextiotalet di han tervinder till ett figurativt
maleri under inspiration frin fotografiet. Hans for-
lagor fanns i ett historiskt méleri, men han kunde
inte helt och hallet ta till sig det. Fotografiet hjilpte
honom att gora det.

Jag maste erkinna, att ju dldre jag blir, desto min-
dre ser jag. Jag har alltid arbetat analogt, vilket be-
tyder att jag inte har total kontroll. Jag anvinder
mig av langa exponeringstider, och det ir omoijligt
att forutse vad som fastnar pa bilden. Sedan blir ne-
gativen liggande ett tag, och tiden gér tills jag tar
fram bilden. D3 uppticker jag att jag inte sett allt.
Nigot nytt hinder, men hela tiden dr det viktigt for
mig att det finns nagot fysiskt att ta pa.

Annars framstills ju fotografiet schablonmissigt
som symbolen for den ultimata reproducerbar-
heten?

I och med den digitala tekniken har reproducer-
barheten accentuerats. Idag har dock den analoga
bilden mojligheten att hitta en annan position. Bil-
der som tas och skickas vidare med mobiltelefonen
férvandlas snarare till meddelanden 4n bilder man
betraktar.

Allt finns pa Instagram, det 4r s lict ate skapa bil-
der nufértiden. Det kiinns som om det blir allt vik-
tigare att veta vilka val man gor.

Precis, att veta vad jag viljer att fotografera och
varfor.

Minga av mina studenter talar om ett slags tids-
missig protestrorelse mot snabbheten i bildpro-
duktionen. De soker tillflykt i ldngsamheten och
eftertinksamheten som finns i det analoga.

Eftersom mingden bilder som flédar 6ver oss ir
nirmast odndlig blir det avgorande att hitta moj-
ligheter att begrinsa. Forr fick man arbeta for att
hitta material som inspirerade, nu fir man snarast
jobba for ate filtrera bort.

Apropd inspiration, har ni nigra speciella inspira-
tionskillor eller férebilder?

It’s also more common to work in series, with com-
munication between the images, instead of with
individual works, and more attention is given to
qualities such as scale and nuances of colour.

Perhaps it is the case that when you have attained
a certain complexity in your creative work, you be-
gin to take an interest in what has gone before. A
good example of this is Ola Billgren, who changed
the direction of his work in the early 1960s when,
inspired by photography, he returned to figurative
painting. His models were in history painting, but
he couldn’t embrace it fully. Photography helped
him do it.

I have to admit that the older I get, the less I see.
I have always worked with analogue photography,
which means that I am not in complete control. I
use long exposures and it’s impossible to predict
what’s going to end up in the picture. Then I put
the negatives away for a while. When I look at the
pictures again I realise that I didn’t see everything.
Something new occurs, but it’s always important to
me that there is some kind of physicality involved.

Photography is conventionally portrayed as the ul-
timate symbol of reproducibility?

With the advent of digital technology reproduci-
bility has been accentuated. Today, however, there
are new options for the analogue image. Pictures
taken and sent with mobile phones are more like
messages than real images meant for viewing.

Everything is on Instagram, it’s so easy to create
pictures nowadays. It feels like it’s become more
important to know what choices to make.

Exactly. To know what you choose to photograph
and why.

Many of my students talk about a kind of tem-
poral protest movement against the fastness of
image production. They resort to the slowness and
circumspection of the analogue.

We are surrounded by an almost immeasurable
amount of pictures, so it’s crucial to find possibi-
lities of limiting them. Before, you had to make an
effort to find inspiring material, and now you have
to make an effort to filter it out.

Talking about inspiration, do you have any specific
sources of inspiration or models?
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Diane Arbus, Cindy Sherman och Francesca

Woodman var forstas viktiga nir man borjade som

kvinna och fotograf. Men pé senare tid har jag mer

gatt iging pa gammal street photography, av att ge

mig hin och verkligen uppticka vilket slags verktyg

kameran ir.
Jag tinker pa vad du tidigare sade om att befinna
sig i ett visst tillstdnd. Betyder det att du ocksa dras
till vissa situationer och vissa mianniskor?

Tidigare samlade jag in bilder och klippte ihop
dem, dven om det var roligast nir jag tvingades ut
pé gatan med kameran. Jag gillar att utsitta mig,
att hamna i en situation dir jag miste évervinna
min egen dngslan och ta ansvar for det jag gor fulle
ut. Jag triggas av den lite aggressiva aspekten av
fotograferandet. Jag gillar snabbheten, att ta beslut
hir och nu och riskera att tappa kontrollen. Sedan,
efterat, kan lugnet infinna sig nir jag sitter i ateljén
och tittar pa materialet.

Nir man talar om inspirationskillor kanske det
bor nimnas att det i utstillningen finns ett upp-
ligg nir det giller forebilder. Den ir strukturerad
med utgingspunkt i de tre generationer som lagt
grunden till det fotografi som vixer fram efter den
dokumentira ”perioden”. Idén ir att utstillningen
ska visa vilka krafter som drivit fram denna for-
skjutning.

Jag hade bide Annika von Hausswolff, Annica
Karlsson Rixon och Lotta Antonsson som handle-
dare samtidigt som de hade stor framging med sina
utstillningar. Visst var det inspirerande.

Var det avgorande for er att férebilderna var kvin-
nor, eller var det sjilva sittet de arbetade pd som
var viktige?

De synliggjorde frigestillningar som jag kunde
identifiera mig med, bade innehillsmissigt och

visuellt.
Fotovirlden kan vara vildigt grabbig, sa dirfor ir

det ingen slump att s& minga kvinnor anvinde fo-
tografiet som en springbrida in i konstfiltet dir
det fanns ett nytt rum som 6ppnade sig.

Den dir metaforen om rummet som oppnar sig ir
intressant, for det rér ju sig om bade ett fysiskt och
ett immateriellt rum. Plotsligt borjade foto visas
pé andra platser dn de traditionella, men ocksi det
teoretiska rummet férindras nir man flyttar in i
konstvirlden. Problem som inte fanns i det doku-
mentira fotografiet aktualiseras.

Nir vi dr inne pd dmnet rum vore det spinnande
att hora hur ni pa Artipelag har arbetat med sjilva
utstillningsrummet?

Diane Arbus, Cindy Sherman and Francesca
Woodman were, of course, important models when
I started out as a woman and a photographer. But
lately I’ve been more inspired by old-time street
photography, by letting go and really discovering
what kind of tool the camera is.

I’'m thinking about what you said about being in a
certain state of mind. Does that mean that you are
drawn to specific situations and specific people?

I used to collect images and cut and paste them. But
what I enjoyed most was getting out on the street
with my camera. I like to expose myself to situa-
tions where I have to overcome my fears and take
full responsibility for what I’'m doing. I’'m triggered
by the somewhat aggressive aspect of photography.
I like the speed, taking decisions here and now and
risk losing control. Then, afterwards, when I'm in
the studio looking at the material I can feel a sense
of calm.

Talking about sources of inspiration, one should
perhaps mention that the exhibition comprises
a set up for forerunners. It is structured with the
point of departure in the three generations that laid
the foundation for the kind of photography that
emerged after the documentary “period”. The idea
is that the exhibition should show the forces that
provoked this displacement.

I had Annika von Hausswolff, Annica Karlsson
Rixon and Lotta Antonsson as my supervisors at
the time when they had great success with their ex-
hibitions. It was very inspiring.

Was it important to you that your models were wo-
men, or was it the way they worked that made an
impact?

They exposed issues concerning visibility that I
could relate to, both in substance and visually.

The photography world can be very blokeish, so it’s
no coincidence that many women used photograp-
hy as a springboard into the art field, where there
Wwas a new space opening up.

The metaphor with the space that opens up is in-
teresting, because it is both a physical and an im-
material space. Suddenly photography was being
displayed in places other than the traditional ones,
but also the theoretical space changed with the
move into the art world. Problems that were not
present in documentary photography were being
actualised.

Talking about spaces, it would be interesting to
hear how you at Artipelag have worked with the
exhibition space?
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For oss var det betydelsefullt att gora en visuell ut-
stillning — den heter ju faktiskt Dez synliga. Men vi
vill ocksa tydliggora en historisk utveckling fran det
dokumentira fram till idag och lyfta fram aspekter
hos de senaste 20 drens fotografi som kanske inte dr
s& kinda hos den breda publiken.

To us it was important to create a visual exhibition
- because it’s actually called “The Visible”. But we
also want to elaborate on a historical development
spanning from the documentary until today, and
highlight aspects of the last 20 years of photograp-
hy which may perhaps not be well known to the
general public.

Rent publikt talat, hur har mottagandet av foto-
grafiet utvecklats under den tid som utstillningen
omfattar? Har det funnits ett motstind som madste

How has the public reception of photography chan-
ged during the time period covered by the exhibi-
tion? Was there a resistance that had to be over-

brytas ned?

Bilder att titta pd hittar man overallt idag, men
platser som visar mer avancerat foto ir svirare att
hitta, det finns helt enkelt inte si manga utstill-
ningsplatser for fotografi. Man fir dock inte glom-
ma att boken fortfarande ér ett viktigt medium f6r
att presentera fotografiska bilder, s& vi kommer
dven att visa fotobocker i utstillningen.

come?

You find pictures to look at everywhere, but spaces
that show more advanced photography are more
difficult to find. There aren’t very many exhibition
spaces for photography. One mustn’t forget that
the book continues to be an important medium
for presenting photographic images, so we will also

Som historiker méste jag siga att den fotografiska
bilden alltid haft ett levande forhallande till pu-
bliken, men nir det trider in i konstrummet, da
uppstar problem. Fortfarande kan jag 3 frigan om
fotografi ir konst. Fér den postmodernt skolade
publiken ir dubbelheten som fotografiet besitter
en tillgdng, men si idr det inte for den breda pu-
bliken, trots att den fotografiska bilden ir en av de
overligset mest populira bildformerna.

show photo books in the exhibition.

As a historian, I have to say that photography has
always enjoyed an animated relationship with its
audience, but when photography enters the art
space it encounters problems. People still ask me
if photography is art. For viewers versed in post-
modernism, photography’s ambiguity is an asset,
but that’s not the case for the general public, even
though photography is by far one of the most po-
pular image formats.

Vi praktiker maste hela tiden leva med komplexi-
teten att vara bdde konstnirer och fotografer. Man
far inte glomma bort att fotot har sin egen historia,
och medvetenheten om den ir fortfarande stark.

As practitioners we have to live with the complexity
of being both artists and photographers. We have
to remember that photography has its own history
and that the awareness of it is very strong.

Ofta heter utstillningar dir foto ingar fortfarande
ndgot med “fotografi”.

Ar den hir avvaktande hillningen ett 6vergdende

fenomen, haller grinserna pa att suddas ut?

For mig 4r de redan utsuddade. Jag ir inte intres-
serad av ate bli placerad i ett fack.

Exhibitions that include photos are still usually cal-
led something with “photography” or “photograp-
hic”.

Is this wait-and-see approach a passing phenome-

non - are the boundaries about to be erased?

For me they have already been erased. ’'m not inte-
rested in being labelled.

Den konstnirliga friheten ir viktig. Det ir i arbets-
processen innehallet vixer fram, dir idén ir det bi-
rande och utifrin den soka bista sitt att gestalta

The artistic freedom is an important thing. It’s in
the working process where the content evolves,
where the idea is central and from which you find

den pa.

Situationen idag ir privilegierad, grinserna ir tinj-
bara och man kan utnyttja sirarten hos olika tradi-
tioner. En dokumentir bild kan exempelvis laddas
med ett annat innehill. Som jag ser saken ir det
inda viktigt att man kan se att det handlar om fo-
tografi, bilder som avspeglar ett speciellt sitt att se
men som ocksi involverar ett medium som har sin
egen historia.

the best way of realizing it.

The situation today is privileged; the boundaries
are flexible and you can make use of the distinctive
characters of the different traditions. For example,
a documentary image can be infused with a diffe-
rent content. But I think it’s important that you
see that it is about photography, about pictures
that reflect a special way of seeing and which also
involve a medium with its own history.
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Det finns tva skilda aspekter av detta. En hierar-
kisk, dir man vill bejaka nedbrytandet av grin-
serna mellan konstarterna. Men nir man for ett
teoretiskt resonemang vill man hitta skillnaderna
mellan olika uttryck for att hitta fram till fruktbara
distinktioner.

Hur delikat dr balansen mellan att lita pd materia-
let i utstillningen och den pedagogiska uppgift ni
har som institution?

Vi litar vildigt mycket pd de enskilda verken, ef-
tersom det ir en visuell utstillning. Det dr verken
som stir i utstillningens fokus, inte de olika foto-
graferna som individer.

Den stora utmaningen for en institution ir att man
inte far rygga fér ndgot material, utan miste skapa
ingéngar som fungerar for den breda publiken.

Niclas, du har beskrivit historien i din avhandling,
men gér det att titta framit ocksa?

Den egna samtiden ir den sviraste att orientera sig
i. En friga for framtiden ir vart bildkonsumtionen
betraktad som ett fléde kommer att ta vigen. For
det forsta har de som arbetat med bilder seridst un-
der en lingre tid rért sig mot rumsligheter av olika
slag. For det andra lockar den snabba utvecklingen
till kritiska reflektioner 6ver bildkonsumtionens
historia. Jag tror att framtidens fotografi i allt ho-
gre grad kommer att soka sig tillbaka till tidigare
perioder i fotografiets historia.

Jag har funderat lite pa vad det innebir att man
allemer gér tillbaka till svartvitt foto i morkrum-
met. Jag tror sddana processer gér i cykler. Lt oss
ta iscensatt foto, det har ju funnits tidigare under
olika perioder. Den stora skillnaden idag ir att
bildflodet och mingden fotografer ir enorm, och
fragan ir vad det i sig kommer att gora med foto-
grafiet.

Samtidigt okar den hir utvecklingen fotografiets
popularitet medan samtidskonsten fortfarande kan
uppfattas som svir. Men om man presenterar foto
som en del av samtidskonsten, da blir det littare.
Fotot fungerar pi si sitt som ingangen till annan
konst.

Jag skulle vilja siiga att den stora tillgingen pa bilder
gOr att man intresserar sig alltmer f6r det sniva.

Det finns fortfarande en stark koppling mellan foto
och en socialkritisk agenda, men hur fotot ska be-
hilla den blir intressant att se framéver. Fér mianga
som viljer foto ir det dn idag viktigt att arbeta med
politiska, sociala och ekonomiska maktférhéillan-
den.

There are two different aspects of this. A hierarchi-
cal one, which approves of the breaking down of
the boundaries between the art forms. But when
you conduct a theoretical discussion you want to
locate the differences between various expressions
in order to bring out fruitful distinctions.

How delicate is the balance between trusting the
material in the exhibition and the educational task
that you have as an institution?

I have full confidence in the individual works, be-
cause it is a visual exhibition. The works are the
focus of the exhibition, not the photographers as
individuals.

The big challenge for an institution is not to baulk
at any kind of material. You have to create access
points that work for the general public.

Niclas, in your doctoral thesis, you have described
the history, but what about the future?

Your own time is the most difficult one to orien-
tate yourself in. A question for the future is what
direction image consumption, regarded as a flow,
is going to take. Firstly, those who have worked
with images seriously for a long time have moved
towards spatialities of various kinds. Secondly, the
rapid development calls for critical reflection on
the history of image consumption. I believe that
future photography will increasingly look back to
earlier periods in the history of photography.

I have been thinking about what it means, the re-
turn to black-and-white photography in the dark
room. I think these kinds of processes come in cy-
cles. Let’s take staged photography, it’s happened
before, in different periods. The big difference to-
day is the torrent of images and the vast number of
photographers. What will this do to photography?

And this development increases the popularity of
photography while contemporary art is still per-
ceived as difficult. However, if you present photo-
graphy as part of contemporary art, then it’s easier.
In this way, photography functions as an entry to
other art forms.

I would like to say that the great availability of ima-
ges makes you more interested in the exclusive.

There is still a strong connection between photo-
graphy and a social-critical agenda, and it will be
interesting to see how photography will retain it.
For many who choose photography today it is still
important to work with political, social and econo-
mic power structures.
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Jag tror att de narcissistiska tendenserna i mycket

av vardagsfotografiet” gor att behovet vixer av en

ny form av politiskt foto.

I bérjan av nittiotalet skulle man alltid ta bara ett
enda negativ av en enda person. Sjilva métet var
det centrala. Idag, mer dn 20 ar senare, fir denna
strategi en annan innebérd. Den blir en akt av mot-
stand och ett steg &t sidan.

I think that the narcissist tendencies in much of
“everyday photography” create a need for a new
form of political photography.

In the beginning of the 1990s one should only take
one negative of a person. The actual encounter was
the central thing. Today, more than 20 years later,
this strategy has a different meaning. It is an act of
resistance and a step sideways.

37



KATALOG
CATALOGUE




40

MARIE ANDERSSON Lz Clé, 2011

Antichambrera i/in Paris, 2013
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MARIE ANDERSSON Bronzé i/in Malmd, 2013 De franska systrarnas skola 21.3 1945/The French Sisters’ School 21.3 1945, 2013 43



44

MARIE ANDERSSON Enligt Uppenbarelseboken si har parken och den heliga staden 12 portar men jag hittade bara 8/
According to the Book of Revelation, the Park and the Holy City Have 12 Gates, but I Found Only Eight, 2012

Nummer, Hamlet, Musketor/Number, Hamlet, Musketeer, 2013
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LOTTA ANTONSSON Te Geometry of Love Woman, 2011

Woman Black Spot, 2009
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LOTTA ANTONSSON "W hite Noise, 2008

Speak, Memory, 2010-2012

51



52

STINA BROCKMAN I7culcate, 2013

Frailty, 2013
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54 STINA BROCKMAN Eliciz, 2013 Succumb, 2013 55
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STINA BROCKMAN Immaculate, 2013

Evoke, 2013
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MIRIAM BACKSTROM Mirrors, 2012

Mirrors, 2011

Mirrors, 2012

Mirrors, 2012
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MIRIAM BACKSTROM Iréne Lindh, 2008
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64 TRINIDAD CARRILLO A Good Place for Hallucinations, 2012 A Portrait of the Queen of Time, 2012 65
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TRINIDAD CARRILLO Flight, 2012

Influentia, 2012
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TRINIDAD CARRILLO Naini Performing the Dream of Naini, 2012

The Weaver, 2013

Weavers, 2012
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AIDA CHEHREHGOSHA Tvdngstanke nr 33/Obsession No. 33, 2011
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bra, kipre lamd, Berde sig hte sparska och bevarade Skottland :
sinta hgirtan. Han gich b kilt och spefade sickpipa vid de kale-
donska balerna. Han hade skickar eher en sickpipa frin Skos-
hnd och en hade han gort wily under den linga patagoniska
vinrern, | buser fanns skotska vyer, fatografier av den enpelska
kungafamalien, Kasshs milning v Winson Churchill,

“Uch honom kinner ni MOR, cill, wa®™

En buirk med Mackintoshkola hade wirdnadsfullc placerss
under drocemi

Hans bus nﬁlﬂt hlivit sendéy viter den gingon & hennes
b kollderade med et d.f Haon hade inte Hey sig sy liss pd
lapparna och man fick klottra ner frigor 1 et ancecknings
block. Han var heanes andre make och de hade vare gia i
tjugo ar, Hon eyekie om det engelsha vardagslivets smi Aoes
ser. Flon ryckie om s ba e silversdl] f6r sm ronade brdd,
hon tyckie om Fina lakan och frischa kraosptverdrag och
higpolerad méissng. Hon ryckee inte om Patagorien, Hon
avskydde vintern och saknade sina blammar

"Dt tar en fraktansviied td att B ndgot st viixa. Lupiner
Klasar sig, bra, men mina nelikos dverlever aldrig kylan, ach
fir dex mests fir jag klars mip med emdrowister — podetier,
clarksn, nddarsporre och mmar — men man kan aldrg
vara giler pa hur de skea klara wig Luktirtorna @ rena kata-

seroden | Er, och @ som tycher o] mycker om an ks dem som
vasblommar. Blommor pryder et bem =, inte sane?*™

" Masagh!™ muttrade han. "'Jag struntar | hennes forbaskade
omsterraikor.™

"Wad var det du sade, dlsklmg? Han bir dveransriingd, vex o,
[dlsgy hila ocksd. Han boede imte nda ombring i Ligren beis
tiden. Dt dr g som borde samls ihop Hren, t5r han hadar
histar, och nir v bodde | Buenos Alres dlskade jag an fida,”

"Seruntprat. Hom vet ipte ett skit om der, Hon har Bin nlgra
renchurer pd en snobbestancia och sen oror hon att hon kan
klara Bren,”

"Wad war det mu du sede, Uskling™

“Men pi ent sitt har hon rdc, estds Jag har aldng gilkat

&4
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hasiar. Men des ir svirt st hyra rytare numer s, Det hiir var e
fnt land en ghog 1 virlden. Man betalade och fick jobben
grorda. M har g bara min boy bir, uchhmgn'ug;rv'i.g'r:]hm
dag som helst, och sen har jag min g,:n'-ln:;mn. men [fhan dr
i-l'lill:tl'ﬂ Emﬂr bireda fast homomm: vid hiseen.™

boet fym dr 1 dalen. Han hade rykee om s ait
Var ]-unrhg;t il Em & niir bamullsproserna pck upp, rese
han och hans hostru dll Skouland, De w-ﬁ_m pd fiirsta klassens
hiotel| och bodde en vecka pa Lewas. Dir fick han ett bum om
allt sam hans mor hade pratat om — [Ekmasr, hikebduar,
heden, tory — och han hade kant lockropet.

Mu ville han limna Paragonien och resa tillbaks ull Lewn
Han wille ocksd ge mg iviig men ime nddvindigs ol Lews. Hon
hade birtre hilss in han, Han visste inte hiar ban skulle arcan-
gera en hemresi. Bomullspriserna siink och peromiitas var ute
eftir hans marker.

M meorgon stod vi standdr buses och tinade |ngs den
.a.np raden av velegrafstodpar. Vi hall atkak efer bilen med

I stillet for grismatta fanns ett sycke tilhampad
pord och | mitten en Adlerkdshar,

"Wad har ni direnne?” frigade jug.

".u'u.:.ugh. [den skitstdiveln E.l-:ﬁ. ach

Hopliryllad 1 botten av buren [ag ett iorkat tistelshedett,

35,

Pa min vag ull Comodoro Rrvadawna passerade g en iken av
svarta aenar och kom ull Sarmeemno. Diet war dnmu oo domemags

stabdkelert av byggnader som Uy pi en styche uppodlad mark
bredvid den frisande wvarkoshld sion Musiers och den sdem-
grana Colhoé-Huapissin

Jag pick penom saden och 1m 1 den Kintenade skogen, Vind-
pumpas virviade vapvettigt. En sellbla biger lag paralyserad

BT
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i dn: der beriirgas a den som I'i'iurl.':n:lg &I dern sisra var en
viss ung man vidd namn Jaminki, son all en humr.ru.rr:iig:-
re i socknen, Sedan dess har bron allsd kallsts tde Slake-
brom och dn for Slaktin, Strommen tog med sig Vorna-
nens i:n'lpp aech den hitrsdes :|||;|rig, meen &5 var der il
heller ingen som letade; med dren firhleknade minner av
den blodiga hiindelsen

P trertiogaler brukasde man ordna dans pd hron ach
thland hiimde der ot byme ynglingar foedrev oden med
att rvka thop dirute, ofta sd an ocksd kndvar var inblan-
dade.

Under andr virddskriges patrullerades bron av skydds-
kdristen och tilika Granbacka sockens rikaste hemmarns-
dgure Eemeli Jimink med gevir pd axeln, Han ledde den
lokala folkforstrpingsnimnden och shpp dirfiic at
slockas all roaten, men med sn militin redobogentet
tyckte han dndd att han ville swlla sina koafrer @ fosterlan-
dets fjinst och dirfér stod han nistan hela kriget igenom
pd vakt e pi bron. Vad han framfar alle befarade var att
det skalle komma desanter ach springa den i lufren eller
briinna per den, men han var ocksd medveten om ett an-
nat hot, nch #d kom det sig an han sllsomaofiast spanade
wpp mot skyn i fruktan fibr att Réda arméns bombplan
skulle grs e angrepp mot den lills oribron. Jaminki in-
sisterade rentav pd am @ en lufoviienskulspruts tll brons
forsvar, men det fick ban inte. Krigshrens stindiga oro
for det tinkbara hovet fekn ovan Bhrade hans ansikee och
gav honom et uttryek av fast beslut=amhet.

Efter kriget blev trafiken Over boon alle vligare och
oindligs mingder v dns svarta vamen hann rinma fram
under den pd sin vig mot haver. Med dren blev erikon-
striktonen sd svkre anfriitt av vattmee att dll slat ngpen-
ung pyagee in medelstora lasthilar mskdree kunde Grdas
pd den mirknande brobanan. Sedan var man all slue

DAWID No. 06, 2008

framemie 1 nutd och den viirdag db en viss storviaT maEn
stegade ut pi bron.

Det var hrobyggnadsingenjor Akseli Jaatinen,

[ngenpiir Jantinen, trettiosex, lutade sig mat det gambs
brosticket och drmde ner 1 dns svarma varcen. e var msor-
pom, mars led mot sitt shat och upp ur dn sweg e gofull
dis soem niirapid dodde nykombingen. Men der hade Snidd
hunakt ljena allricklige fe st man skulle kenna o ho-
mim & narmane betruktonde. 58 har sdg han ut:

Tyocke hidr, stor niiss, genomtringande hlick. De grova,
obehandskonde labbarna vilade mot broficket, knogarna
var breda, handlederna l:rll"n.g:.l och penom tyget i byxbe-
mitn anade man ocksA et par regila kndskiilar. Der var en
man som verkade milmedveren, kanske rentav live skrdm-
mande diir han stod med hlicken i de djupt liggande épo-
nen stadipr riktsd ner mot vaomet, Der skulle aldeig ha
falliv betraktaren in st phsed ant det var ot fagert an-
sikte, men det gick inte heller an siga art ingenpir Jaan-
nens uiseende var frdnstande, At han inte var ndgon
vem som helsty, der sdg man.

Sin resvilska hade Jaadnen Hinnat in pd bostationens
bagageliirvaring, han hade skakat hand med byggmistare
Fainutainen som miet honom vid bussen, och socken-
b hade tvhket noterat vad der vor fiic en karl som
hadbe anliing: en ingenjor som inte fiirdades i egpen bil wran
towy msen som en pank F-L'-l:d:q.p'ui kringresande i fiiesoo-
ringgar, Alldeles sirskild nppmibirksamher hos de vindday-
na existenserna pd busstationen vackre Jaaninens klidsel.
Diir fanns inte minsts tecken pd herrskaplighet: karln var
usstyrid | gron vindeygsjacka, sharvigr kndippe s are den -
ngs flanellskjortan twade fram. Ingen ships, ingen kavag
oo FOCERHA NErstackna | et par pummistovdar med hoga
skafr. Svarta Rogbyor vtan presveck fullbordade sias-
S,

e |
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torgel. Det var en kall kvall, men folk borjade Zndd samdas
och poliskomstaplar uppmanade dem redan aii Acergd
pit: "Dt Friwii ir||!l_'.|_-| aith == har, gt ok, T l;l.ﬁ be=men. '
Likiaren sleg wir ambialensen, shg ug omeslelhar: ssmkring
eires fagon med en ksl ke ||l riw-ken |u'||.ji|'l: will den
plass dar Carella och Meyer stod med de hida

frin mordkommssionen. Han sdg ner pd kroppen

"Fhr ag Mytia pd honom?" frigade han

“lnte An”', sacle Carella. "Racislakarem har inie e ph
hamidr &

“ur b |:||:|H_-:|r mi Ak wler omaf™ [rligagle likarem

A ain vidans nhgrs mungiker™, saele Momoghan, " Deg dds
I nis E5%

Likaren sy pd honom

“Precia”, sade Monoghan och nickade

“Ar dei ni som bestimmer har? frigade liknsen,

"Dt var jag som bestillde hir ambulansen,”

"Mi borde ha vincar mesd der”’, sede Bkaren ko, varefies
han wiinde pd klacken och gick tillbaka sl ambulansen
Sinkvhrdaren kade redan Sppnat bakdbSrmen. Likaren sade
till o st stiTga den

Betriidanade rinsikaren kom i mimuier senare, Vid dei
Liget hade ambulansthkaren fyra gnger hotal med an ge
s av. Carella lugnade ner honmom varje gdng. Yarge ging
padle lhkaren: "Folk diic bir | stan” Batislakaren var en man
viedl namn Michael Horton, Han var kladd § kostym och slips,
mork dvereock, ingen badl, svana skinnband=skar. Han Lirg
v g bidgra kandsken infnan han skakade hamd med Carel
la. Sedun il han net '|L'|. Enk I6r att nndersoka i.ll_'.l_'.l_.gn_
Mainbien Iedn Flll:l-:ll.-llrll-||||l||.:i,lrl rlll:q sig &i sidan mch ||..:|r_|;||:|¢-
Fsngrabera humlen

"hnvgRt, mrycket any ﬂl:':'.l warle Hormon, “Han =skar av hakr
L, 1I.l|l'|l-ll.|ln!l.|i'r1l ik 'ir-upp'qr_luh.ll'ern ar bar v diuds-
creaken. Ingn andra mirken pd honom. Se ph hans hin
e, Inga fdryvarsdr, ingenting. Snygpt Miste ha varit eti
alort Kenvhind, Bara ott soatt. myvcket djupi. det har gordes
inte med en penniknay, det lovar jag. Jodl, mycket snygn
Inga epdr av ivekan, witiet har gmna kanwer, hjalp mig

clollivernan

I&
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vandi F'!' homom." Carella sk mer Pl kna. Tilammans
vanede de pd mannen. Honan shg ph hans rvgg. “logenting
el e €11 aphr”, sadle han. Han drog | den déde mannens
rockkrage och granskade nacken. "Sndittet ghr ndscan in bl
rvggraddien, Bra, rulla dver honen pd rygg igen", sarde han,
ach han och Carella muslkede dver liket gen. “Vi fr phsar
diver hlinderna, dei ban fnnas |'|.'|h:|:-| under paglarna. Ni
hehidiver val inne ts hans Fngeraveryck hi pd phaiaen

Wi over o lnge v han &0, sade Carella

“Jag vantar har dlks ni har deeat @ hans fckor”, sade Hor-
ton. "l vintan pd obdukeonen kan ni siga an dadsoeiken
ar det hir skirsdres | srupen.”

"Warl var deq jag sade® wede Monroe

“Wad A&7 frigade Hormon.

“Ingenting”, wwde Monoghan och glonte en grienas maoe
Il e e

"Hur blir der med Furden?™ frigade Carella

"Vilken hund?™

"D bomas Vil nil s pf lietden ocksi

| iFianr imie I_.|'I miemibus™, sadle Horon

"lag trodde | . *

“lag i inte veleraindr, jag tnmas e ph hiendar

Wi it et 837 frdgade Carella.

Clte et gag”, sade Homon, "Under alla mins br pd rlios-
medicinska avdelisingen har jag abdrig behove ton pboen
bl hand.”

"Hunden lever foriffurande”, sade Carelba,

"Varfar vill ni db an jag sha clies pd havom

"Fir @it s vad som har hdnr med Bomoas”

"Hur skulke _iilg kunna vem ved som har hine mesd denji
lag & linte vweierandr,”

"Huniclen Gt meclvetslén”, sade Carella, “jag @dnkie an ni
skiclle kunng th er o tait ph den och tala om B oss vad . . 7

"D Ay lnce me jolh”, sude Horton "Jag kr fardig hiir,
pe mig det jag ska shrive pi_ Jag vdntar medan ni ketar elier
idemiifikatonshandbngar

"lag vet inte om foroavdelningen kv Mrdig med honom
ki, wwle Carelln

17
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CATHARINA GOTBY Ingen titel 1/Untitled 1, 2011

Ingen titel 2/Untitled 2, 2011
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CATHARINA GOTBY Ingen titel 3/Untitled 3, 2011

Ingen titel 4/Untitled 4, 2011
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86 CATHARINA GOTBY Ingen titel 6/Untitled 5, 2011 Ingen titel 6/Untitled 6, 2011 87



88 DENISE GRUNSTEIN WanderVidar, 2013 WunderWelt, 2013 89



90 DENISE GRUNSTEIN WanderMarta, 2013 WunderFaust, 2013 91



92 DENISE GRUNSTEIN WinterBlut, 2013 WinterSpiegel, 2013 93



94 ANNIKA VON HAUSSWOLFF A7 Oral History of Economic Structure, 2013 An Oral History of Economic Structure, 2013 95
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Vid tiden for den tredje lisningen / At the time of the third reading
/ Bo 8pemsi mpemezo YymeHus

Den 11 juni 2013 genomfér statsduman i Ryssland den tredje
lisningen av ett federalt lagforslag gillande férbud att spri-
da information som “foresprikar icke-traditionella sexuella
relationer”. Ett tjugotal aktivister samlas framfér duman i
protest titt omringade av polisen och en uppsjo av journa-
lister. Propositionen antas vilket innebir att lagen trider i
kraft si snart Putin skrivit under. Syftet med lagen ir att
”skydda barn frin information som kan medféra skada for
deras hilsa och utveckling”.

Samtidigt samlas ett sextiotal personer pi en 6. Det ir tio-
arsjubileum foér ligret som ir ete tillfille att triffas och um-
gds under avslappnade former, att f3 vara sig sjilv. Det ir
vinner och kirlekspar, en del har sina barn med sig. Minga
har varit hir tidigare och de flesta kiinner varandra. De slar
upp utspridda liger, hugger ved, tinder eldar och lagar mat
tillsammans. P4 kvillarna ordnas gemensamma aktiviteter:
diskussioner, utbyte av information och en ritual som &ter-
kommer varje &r med brinnande facklor som birs genom
skogen. Ett band frin Moskva spelar och en av de ildre
kvinnorna, Elena, framfér egna singer med lesbiska texter.
De ir vilkinda och manga sjunger med. Personerna kom-
mer frin Moskva, Sankt Petersburg, Volga, Arkhangelsk och
andra platser runt om i Ryssland.

Vad kommer den nya lagen att innebira for dessa personer?
Om situationen fér lhbtq-personer i Ryssland /

<http://Igbtnet.ru/en/>

<http://www.ilga-curope.org/home/guide_europe/country by country/russia/>

Vid tiden for den tredje lisningen / At the time of the third reading
/ Bo 8pemsi mpemezo umeHusi

On 11 June 2013, a third reading of a proposed bill banning
information that “promotes non-traditional sexual rela-
tions” takes place in the Russian State Duma. Some twenty
activists gather in front of the Duma to protest, surroun-
ded by the police and a great number of journalists. The bill
is passed which means that the act will come into force as
soon as it is signed by Putin. The aim of the act is to “pro-
tect children from information, which might damage their
health and development”.

At the same time some sixty people gather on an island. It
is the tenth anniversary of the camp, which is an opportu-
nity to meet and socialise in relaxed circumstances, and to
be yourself. These are friends and lovers, some with their
children. Many have been here before and most people know
each other. People are making camps, chopping wood, ligh-
ting fires, and cooking together. In the evenings there are
communal activities: discussions, exchanges of information,
and the annual ritual of carrying burning torches through
the woods. A band from Moscow plays and one of the older
women, Elena, sings her own songs with lesbian lyrics. They
are wellknown and many people join in the singing. The
people are from Moscow, St Petersburg, Volga, Arkhangelsk
and other places around Russia.

What will the new law mean to these people?
On the situation for Igbtq people in Russia:

<http://Igbtnet.ru/en/>

<http://www.ilga-europe.org/home/guide_europe/country by country/russia/>
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JENNY KALLMAN The Puddle, 2012

The Lake, 2012
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JENNY KALLMAN Waterhand, 2012

Water Torture, 2012



JENNY KALLMAN Hand of Doom, 2011

Master, 2011
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TULJA LINDSTROM The Pipe, 2010

From Behind, 2010

The Old One 1, 2010
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TUUA LINDSTROM The Pot, 2010

The Yellow Leaf, 2010

The Old One 2, 2010
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TUIJA LINDSTROM Closed, 2010

Open, 2010

Broken, 2010
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MARIA MIESENBERGER Reflection on the Presence of Love (#4), 2013

Reflection on the Presence of Love (#1), 2013
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MARIA MIESENBERGER Reflection on the Presence of Love (#3), 2013

Reflection on the Presence of Love (#5), 2013
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MARIA MIESENBERGER Reflection on the Presence of Love (#10), 2013

Reflection on the Presence of Love (#9), 2013
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136 TOVA MOZARD Jesus, 2013 Tension Between Movement and Stillness, 2010 137
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MARIE ANDERSSON f. 1962, bosatt i Malmé/b. 1962, lives in Malmé,
Sweden.

UTBILDNING/EDUCATION:

MFA, Malmé konsthégskola/Malmé Art Academy 1997.
UTSTALLNINGAR/EXHIBITIONS:

Le Nuage, och andra immateriella verk, Ystads Konstmuseum/Sweden, 2013.
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2012.

Antichambre, Hasselblad Foundation Goteborg/Sweden, 2011.

Mirage och fotogram, Galleri Bergman, Stockholm/Sweden, 2010.
PUBLIKATIONER/PUBLICATIONS:
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Antichambrera, Sailor Press, 2011.

Brontéiaden, Sailor Press, 2013.

LOTTA ANTONSSON f. 1963, bosatt i Berlin/London/b. 1963, lives in
Berlin, Germany/London, UK.

UTBILDNING/EDUCATION:

Konstfack/University College of Arts, Crafts and Design,
Stockholm/Sweden, 1992.

UTSTALLNINGAR/EXHIBITIONS:

Photography is Magic, Daegu Photo Biennale, Daegu/South Korea, 2012.
Tre Fotografer Tre Tendenser/Three Photographers. Three Trends, Marabou-
parken, Sundbyberg/Sweden 2012.

Experiments in Black, Permanent Gallery, Brighton Photo Biennial/UK, 2010.

Exercise en forme noir, Alp Galleri, Stockholm/Sweden, 2008.
PUBLIKATIONER/PUBLICATIONS:

Experiments in Black, text: Jason Evans, 2010

STINA BROCKMAN f. 1951, bosatt i Stockholm/b. 1951, lives in Stockholm,
Sweden.

UTBILDNING/EDUCATION:

Yrkesskola/Vocational School, Polhemsgymnasiet, 1971-73.
Projektar/Project year, Kungliga Konsthogskolan/Royal Institute of Art,
Stockholm/Sweden, 2007

Foto och videokonstens historia/The history of photography and video
art, Konstfack/University College of Arts, Crafts and Design), Stockholm/
Sweden, 2008

Konstfilosofi/Art Philosophy, Stockholms Universitet/Sweden, 2009
Visuell kommunikation/Visual Communication, Konstfack, Stockholm/
Sweden

Digital Silk Screen, Konstfack, Stockholm/Sweden.

Digital bildbehandling/Digital Image Processing, Jénkoping University/
Sweden.

Bronsgjutning/Bronze casting, Bergmans konstgjuteri, Stockholm/Sweden
Betongkurs/Concrete course, Konstfack, Stockholm/Sweden
Fotogravyr/Photogravure, Peter Ragnarsson, Gotland/Sweden, 2011
Collodium Fotogravyr/Photogravure, Newspace, Portland, USA, 2011
UTSTALLNINGAR/EXHIBITIONS:

Tronbound Unbound 4. Prospect Firestation Gallery, Newark, USA, 2013.
(Fe)male. Husby Konsthall/Sweden, 2013.

Tre Fotografer. Tre Tendenser/Three Photographers. Three Trends, Marabou-
parken, Sundbyberg/Sweden, 2012.

Sensibelt, Konsthandeln, Stockholm/Sweden, 2011.

Karlskoga Konsthall med/with Margita Dahlstrém/Sweden, 2011.
SANG, Konstnirshuset, Stockholm, (med/with Anders Widoff, skulptur/
sculpture)/Sweden, 2010.

Fotografins dterkomst — Arbeten frin ett intimistiskt decennium/ The Return of
Photography. Works from a Decade of Intimacy, Amells c/o Konstnirshuset,
Stockholm/Sweden 2009

MIRIAM BACKSTROM f. 1967, bosatt i Stockholm/b. 1967, lives in
Stockholm, Sweden

UTBILDNING/EDUCATION:

Akademin for fotografi/Academy of Photography, Konstfack/University
College of Arts, Crafts and Design, Stockholm/ Sweden, 1994-98
Konstvetenskap/Art History, Stockholm University/Sweden, 1988-89
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UTSTALLNINGAR/EXHIBITIONS:

Smile As We Have Already Won, Nils Staerk Gallery, Copenhagen/Denmark,
2013.

The Opposite of Me is I/Motsatsen till mig ir jag, Lunds Konsthall/Sweden, 2012
Artes Mundi 5, curated by Ben Borthwick, National Museum in
Cardiff/UK, 2012

Motherfucker, curated by Cilla Robach, Nationalmuseum, Stockholm/
Sweden, 2011
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TRINIDAD CARRILLO f. 1975, bosatt i Géteborg/b. 1975, lives in
Gothenburg, Sweden

UTBILDNING/EDUCATION:

MFA, Hogskolan foér Fotografi/School of Photography, Géteborgs
Universitet/Gothenburg University/Sweden, 2004-2006
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Jirva Ateljé, forberedande konstutbildning/preparatory art school,
Stockholm/Sweden, 1994-1995

Sédra Latins Musikprogram med inriktning pd sing/music programme,
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UTSTALLNINGAR/EXHIBITIONS:
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Monica Strandberg, Kalmar/Sweden, 2012
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The Name from Mars, eget forlag/self-published, 2013

Naini and the Sea of Wolves, Farewell Books, 2008

AIDA CHEHREHGOSHA f. 1980, bosatt i Stockholm/b. 1980, lives in
Stockholm, Sweden

UTBILDNING/EDUCATION:

Kungliga Konsthogskolan/Royal Institute of Art, (1 4r/1 year,
specialstudent), 2010

Konstfack/University College of Arts, Crafts and Design, Stockholm/
Sweden, 2009
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Lars Bohman Gallery, Stockholm/Sweden, 2013

DAWID (BJORN DAWIDSSON| f. 1949, bosatt i Stockholm/b. 1949, lives in
Stockholm/Sweden

UTBILDNING/EDUCATION:

Beckmans, Stockholm/Sweden 1971

Christer Stromholms fotoskola, 1970

UTSTALLNINGAR/EXHIBITIONS:

Landskrona Museum/Sweden, 2012
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Galleri Kontrast, Stockholm/Sweden, 2010

Hasselblad Center, Géteborg/Gothenburg, Sweden, 2009
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Carlssons Bokforlag, Stockholm/Sweden, 1989

Rost/Rust, Fotografiska Museet, Stockholm/Sweden, 1983

CATHARINA GOTBY, f. 1955, bosatt i Stockholm/b. 1955, lives in
Stockholm, Sweden

UTBILDNING/EDUCATION:

Arkitekturhdgskolan/School of Architecture, Stockholm/Sweden, 2010
Kungliga Konsthogskolan/Royal Institute of Art, Stockholm/Sweden,
2008-2009

Dramatiska Institutet/Stockholm Academy of Dramatic Arts/Sweden, 2001
Konstfack/University College of Arts, Crafts and Design, Stockholm/
Sweden, 1997

Journalisthdgskolan, 1980
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Double Elvis Gallery Stockholm/Sweden, 2012
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Sweden, 2012

Moderna Museet Stockholm/Sweden, 2011-12
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Fotografiska, Stockholm/Sweden, Portfolio, 2010

Galleri KGs2 Stockholm/Sweden, 2008
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Presence, Max Strom-Amfora férlag, 2011

Sdng, Amfora forlag, 2008

Med kroppen som slagfiilt, Amfora forlag, 2004

Evigt brinnande rid, Amfora forlag, 1992

DENISE GRUNSTEIN, f. 1950, bosatt i Stockholm/b. 1950, lives in
Stockholm, Sweden

UTBILDNING/EDUCATION:

Beckmans Designhégskola, Stockholm/Sweden, 1974

School of Visual Arts, New York/USA, 1983
UTSTALLNINGAR/EXHIBITIONS:

Denise Griinstein, Kulturen i Lund/Sweden, 2014

Figure in, Mjellby Konstmuseum, Mjellby/Sweden, 2013

Wunder/Winter, Galleri Charlotte Lund, Stockholm/Sweden, 2013
Different Distances, Centre Culturel Suédois, Paris/France och/and House of
Sweden, Washington/USA, 2012-2013

Something Turned Into a Thing, Magasin 3, Stockholm/Sweden, 2012
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En annan historia - Fotografi ur samlingen/Another Story: Photographs from the
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Daegu Photo Biennale Daegu/South Korea, 2010
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Denise Griinstein — Figur i Landskap (Figure in Landscape), Moderna Museet,
Stockholm/Sweden, 2010

ANNIKA VON HAUSSWOLFF, £. 1967, bosatt i Goteborg/b. 1967, lives in
Gothenburg, Sweden

UTBILDNING/EDUCATION:

Akademin for Fotografi/Academy of Photography, Konstfack/University
College of Arts, Crafts and Design, Stockholm/Sweden, 1991-1994
UTSTALLNINGAR/EXHIBITIONS:
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Annika von Hausswolff, Turku Art Museum, Finland, 2009

1 am the Runway of Your Thoughts, Casey Kaplan, New York, USA, 2008
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Copenhagen, Denmark, 2003

MARIA HEDLUND, f. 1961, bosatt i Stockholm/b. 1961, lives in Stockholm,
Sweden

UTBILDNING/EDUCATION:

Hogskolan for fotografi och film/School of Photography and Film,
Goteborgs Universitet/Gothenburg University/Sweden, 1990-93
UTSTALLNINGAR/EXHIBITIONS:

Om Bicker (On Books), Fullersta Gard, Huddinge/Sweden, 2013

ABC Berlin (solopresentation/solo presentation)/Germany, 2012
Dissolved, Elastic, Malmé/Sweden, 2011

Another Story, Moderna Museet, Stockholm/Sweden, 2011

The Book, Galleri Flach, Stockholm/Sweden, 2011

Thrice upon a time, Magasin 3, Stockholm/Sweden, 2010
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This is the Score, Elastic, Malmé/Sweden, 2009

Nautilus: research-stations, Stidtische Galerie Nordhorn/Germany, 2009
Aletheit - Positions in Contemporary Photographies, Helsinki City Art Museum,
Finland, 2009

LINDA HOFVANDER, f. 1978, bosatt i Stockholm/b. 1978, lives in
Stockholm, Sweden

UTBILDNING/EDUCATION:

MFA fotografi/photography, Hogskolan for fotografi/School of Photo-
graphy, Géteborgs Universitet/Gothenburg University/Sweden, 2010
BA honours fotografi/photography, London College of Communication,
University of the Arts London/UK, 2006
UTSTALLNINGAR/EXHIBITIONS:

Alterationer, Cecilia Hillstrém Gallery, Stockholm/Sweden, 2013

Jeune Creation, Centquatre, Paris/France, 2013
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Tangible Truths, MELK, Oslo/Norway, 2012

Accurately Apparent, Hippolyte Studio, Helsinki/Finland, 2012
Firestillningar, Galleri Box, Goteborg/Gothenburg/Sweden, 2012
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Ny nordisk forografi/New Nordic Photography, Hasselblad Center, Goteborg/
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Scandinavian Forest, Akershus Kunstsenter, Oslo/Norway, 2011
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Portugal, 2009

PUBLIKATIONER/PUBLICATIONS:
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Publishing, 2012

Ways to describe, Raketa Press, 2010

ANNICA KARLSSON RIXON, f. 1962, bor i/pd Brinné/b. 1962, lives in/on
Brinno, Sweden

UTBILDNING/EDUCATION:

Visiting Scholar, Rhetoric Department, University of California Berkeley/
USA, 2010

MFA, California Institute of the Arts, Valencia, USA, 1997

Nordens Fotoskola, Stockholm/Sweden, 1988
UTSTALLNINGAR/EXHIBITIONS:

Annika by the Sea i Skagen/in Skagen — en skandinavisk konstnérskoloni/

A Scandinavian Artists’ Colony, Prins Eugens Waldemarsudde, Stockholm/
Sweden, 2013

The Beginning is Always Today, Contemporary Feminist Art in Scandinavia,
SKMU Serlandets, Kunstmuseum, Kristiansand/Norway, 2013

Virldar och verkligheter — dokumentira strategier i samtiden/Worlds and Realities:
Contemporary Documentary Strategies, Givle Konstcentrum, Givle/

Sweden, 2012

Queerography, International Queer Culture Festival, Space Taiga,

Saint Petersburg/Russia, 2012

Private Premises, Vargakra Konsthall, Himmenhdg/Sweden, 2012

Pieces of Eight, Project Space Leeds, Leeds/UK, 2012

Of Mind and Memory, Worth Ryder Gallery, UC Berkeley/USA, 2011
Modernautstillningen/The Moderna Exhibition 2010, Moderna Museet,
Stockholm/Sweden, 2011

State of Mind, Gogol Fest 09, Art Arsenal, Kiev; Kharkiv Municipal Gallery,
Kharkiv, Ukraina/Ukraine; Ygallery for contemporary art, Minsk/Belarus;
FOTOHOF, Salzburg/Austria, 2011

PUBLIKATIONER/PUBLICATIONS:

Hiir dr vi, texter och intervjuer/texts and interviews av/by Arne Nilsson,
Anna Maria Sérberg, Lena From och Annica Karlsson Rixon, producerad/
produced av/by Stockholm konst 2014, artist book

Annica Karlsson Rixon och Lena Martinsson, Trots Allz, Tidskrift for
genusvetenskap, nr 1, 2013, artikel/article

Annica Karlsson Rixon och Anna Viola Hallberg, Handlingsrymd, Paletten
nr 4:2011-1:2012, essi/essay

Annica Karlsson Rixon och Anna Viola Hallberg, State of Mind, Talkin’
Loud and Sayin’ Something - four aspects of artistic research, Art Monitor

- a journal on artistic research, nr 4, 2008, essi/essay

JENNY KALLMAN, f. 1973, bosatt i Stockholm/b. 1973, lives in Stockholm,
Sweden

UTBILDNING/EDUCATION:

Konstfack/University College of Arts, Crafts and Design, Stockholm/
Sweden, 2002

Fotohégskolan/School of Photography and Film, Goteborg/Gothenburg,
Sweden, 1997

UTSTALLNINGAR/EXHIBITIONS:

Surveillance, Crystal, Stockholm/Sweden, 2012

Phantasma, Gallery Kalhama & Piippo Contemporary, Helsinki/Finland,
2012

She’s here, Fotogalleriet, Oslo/Norway, 2012

Caps Light, Crystal, Stockholm/Sweden, 2011

Humo y espejos, Museo de la Ciudad de Querétaro, Mexico City/Mexico, 2011
David Risley Gallery, Copenhagen/Denmark, 2010

Svensk Fotografi pd oo-talet, Falkenbergs Museum, Falkenberg/Sweden, 2010
Das Swedische Model, Galerie Im Regierungsviertel, Berlin/Germany, 2010
Instantanés, Institut Suédois, Paris/France, 2010

Zoo Art Enterprises, David Risley Gallery, London/UK, 2009
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PUBLIKATIONER/PUBLICATIONS:

Jenny Kiillman, Surveillance, Art & Theory, 2012

Contemporary Swedish Photography, red. Estelle af Malmborg, Art and Theory
Publishing, 2012
Works of Jenny Killman 2002-2008

TUIJA LINDSTROM, f. 1950, bosatt i Stockholm/b. 1950, lives in Stockholm,
Sweden

UTBILDNING/EDUCATION:

Gfu (Basic course in photography), Konstfack/University College of Arts,
Crafts and Design, Stockholm/Sweden, 1984
UTSTALLNINGAR/EXHIBITIONS:

Panorama, Galleri Lars Bohman, Stockholm/Sweden 2013

Hasselblad Center, Goteborg/Gothenburg/Sweden, 2012

Bienal do Ibirapuera, Sao Paulo/Brasil, 2012

Swedish Photography in Berlin, Berlin/Germany, 2012

En annan historia: forografier fran Moderna Museets samling/Another story:
Photography from the Moderna Museet Collection, Stockholm/Sweden, 2011-12
Gallery Angelika Knipper, Stockholm/Sweden, 2010

Galleri Krista Mikkola, Helsinki/Finland, 2008

Galleri Sprinkler, Oland/Sweden, 2007

Look at Us, Liljevalchs konsthall, Stockholm/Sweden, 2004
PUBLIKATIONER/PUBLICATIONS:

Look At Us, Liljevalchs konsthall, Stockholm/Sweden, 2004

Tuija Lindstrom, ETC, Stockholm/Sweden, 1989

Sandemar, Musta Taide, Helsinki/Finland, 1991

The Girls At Bull's Pond, Svensk Papper, Stockholm/Sweden, 1993

Harbour Works/Far Away, Konstnirliga fakulteten vid Géteborgs
Universitet/Art Department of Gothenburg University; Schaper Sundberg
Galleri, Stockholm/Sweden, 1998

MARIA MIESENBERGER, f. 1965, bosatt i Stockholm/b. 1965, lives in
Stockholm, Sweden

UTBILDNING/EDUCATION:

Akademin fér fotografi/Academy of Photography, Konstfack/University
College of Arts, Crafts and Design, Stockholm/Sweden, 1991-93
Specialelev maleri (Special student, painting), Konstfack, Stockholm/
Sweden, 1993-94

MFA Sculpture Program, Parsons School of Design, New York, USA,
1994-1995

UTSTALLNINGAR/EXHIBITIONS:

Ampnesia, Verstfold Museene/Norway, 2013

Presence of Time, Strandverket, Marstrand/Sweden, 2013
Reflektion/noitcelfeR, Lars Bohman Gallery, Stockholm/Sweden 2013
Platsens sjil/Genius Loci, Artipelag, Virmdo/Sweden, 2012

Helvete! Liljevalchs konsthall, Stockholm/Sweden, 2011

Momentum Biennal, Moss/Norway, 2011

Bror Hjorts hus, Uppsala/Sweden, 2011

Vida Konsthall, Borgholm/Sweden, 2011

Museum Anna Nordlander, Skellefted/Sweden, 2010
Sverige/Schweden/Sweden/Schweden, Bildmuseet, Umed/Sweden, 2009
Skisser, Skissernas Museum, Lund/Sweden 2008
PUBLIKATIONER/PUBLICATIONS:

Presence of Time, Strandverket, 2013
Sverige/Schweden/Sweden/Schweden, Steidl Verlag, 2009

Skisser, Skissernas Museum, 2008

Uncut, Lunds konsthall, 2002

Waorks, Hasselblad Center, 1998

TOVA MOZARD, f. 1978, bosatt i Stockholm/b. 1978, lives in Stockholm,
Sweden

UTBILDNING/EDUCATION:

MFA, Konsthogskolan i Malmé/Malmé Art Academy, Malmo/Sweden, 2003
UCLA School of the Arts and Architecture, Department of Art,

Los Angeles/USA, 2002

UTSTALLNINGAR/EXHIBITIONS:

Contemporary Nordic Photography, Scandinavian House, New York, USA 2014
GL Holtegaard, Copenhagen/Denmark, 2013

Verklighetens afton, Kulturhuset, Stockholm/Sweden, 2013

Videonale 14 To Be Real - performance and performativity, Kunstmuseum
Bonn/Germany, 2013

Hasselblad Center, Géteborg/Gothenburg/Sweden, 2012

The Hidden Mother, Berthe Morrisot’s Hotel, Paris/France, 2012

Al Hatzuk Gallery, Netanya/Israel, 2012

Emotional Blackmail, Southern Alberta Art Gallery/Canada, 2011

Into the Eye of the Storm, Israeli Center for Digital Art, Israel, 2010
How’s the world treating you, Milliken Gallery, Stockholm/Sweden, 2010
PUBLIKATIONER/PUBLICATIONS:

Tova Mozard, Arena, 2005

JULIA PEIRONE, f. 1973, bosatt i Stockholm/b. 1973, lives in Stockholm,
Sweden

UTBILDNING/EDUCATION:

MFA, Konstfack/University College of Arts, Crafts and Design, Stockholm/
Sweden, 1999-2011

BFA, Hogskolan f6r Fotografi/School of Photography, Goteborg/
Gothenburg/Sweden, 1996-1999

UTSTALLNINGAR/EXHIBITIONS:

Different Distances, Aperture Foundation, New York/USA, 2014

Different Distances, Swedish Photography, Berlin/Germany, 2013

Crystal Contemporary Art, Stockholm/Sweden, 2012

Different Distances (curator: Greger Ulf Nilsson), Svenska Institutet/Swedish
Institute, Paris/France 2012

Magnus Aklundh Gallery, Malmé/Sweden, 2010

Uppsala Konstmuseum, Uppsala/Sweden, 2009

Golden Me, Kulturhuset, Stockholm/Sweden, 2008

Violet Vertigo, Brandstrom Stockholm/Sweden, 2008

Taylor Wessing Photographic Portrait Prize, National Portrait Gallery,
London/UK, 2008

Transgressing Mind, Prague Triennale, Prague/Czech Republic, 2008
PUBLIKATIONER/PUBLICATIONS:

Waiting for red pigtails, Sailor Press, 2014

More than Violet, Art & Theory, 2012

Blind smek min kind, Ordfront/Galago, 2002

EVA STENRAM, f. 1976, bosatt i London/b. 1976, lives in London/UK
UTBILDNING/EDUCATION:

MA Photography, Royal College of Art, London/UK, 2001-2013

BA Fine Art, Slade School of Art, London/UK, 1995-1999
UTSTALLNINGAR/EXHIBITIONS:

Eva Stenram, Fotografins Hus, Stockholm/Sweden, 2014

Unnatural Selection: Nine Female Artists Respond to the Private Collection of Brad
Feuerhelm, MC Theater, Unseen Photography Fair, Amsterdam/
Netherlands, 2013

Eva Stenram - Drape, Pobeda Gallery, Moscow/Russia, 2013

Eva Stenram - Drape, Open Eye Gallery, Liverpool/UK, 2013

Hyéres International Festival of Fashion and Photography, Hyéres/France, 2013
Eva Stenram - Drape, Ravestijn Gallery, Amsterdam/Netherlands, 2013

Le Prix Découverte des Rencontres d’Arles, Arles/France, 2012

Born in 1987: The Animated Gif, The Photographers’ Gallery,

London/UK, 2012

Something That I'll Never Really See — Contemporary Photography from the V&A,
Bhau Daji Lad Mumbai City Museum, Mumbai, National Gallery of Art,
Bangalore, and National Gallery of Modern Art, New Delhi/India, 2010
This Must Be The Place, Jerwood Space, London/UK, 2010

ANNA STRAND, f. 1979, bosatt i Malmé/b. 1979, lives in Malmé, Sweden
UTBILDNING/EDUCATION:

MFA, Hégskolan f6r Fotografi/School of Photography, Goteborgs
Universitet/Gothenburg University/Sweden, 2006-08

BFA, Hogskolan f6r Fotografi/School of Photography, Goteborgs
Universitet/Gothenburg University/Sweden, 2002-05
UTSTALLNINGAR/EXHIBITIONS:

Nagoya Notebook, Krets, Malmo/Sweden, 2013

Nagoya Notebook, Galleri Peter Lav, Copenhagen/Denmark, 2013

Story on Story, Akiyoshidai International Art Village, Yamaguchi/Japan, 2012
Kiira Ingen, jag dr tritt pd att vilja vara ndgon, nu vill jag ocksd vara Ingen, Peter
Lav Gallery, Copenhagen/Denmark, 2011

Kira Ingen, jag dr tritt pé att vilja vara ndgon, nu vill jag ocksd vara Ingen, Malméd
Konsthall, C-salen/Sweden, 2010

A Point of Departure, Fotografiska Galleriet, Stockholm/Sweden, 2010

Zero Budget Biennial, Rokeby Gallery, London/UK, 2010

Platformio, Fotomuseum Winterthur, Winterthur/Switzerland, 2010

Never complain, never explain, Galleri Ping Pong, Malmé/Sweden, 2009

Zero Budget Biennial, Galerie Schleicher+Lange, Paris/France, 2009
PUBLIKATIONER/PUBLICATIONS:

Nu inser du att jag samlat pd dig, artist book, Malmé Konsthall, 2010

Nagoya Notebook, artist book, Sailor Press, 2013

PERNILLA ZETTERMAN, f. 1970, bosatt i Stockholm/b. 1970, lives in
Stockholm, Sweden

UTBILDNING/EDUCATION:

Postgraduate Studies, Aalto Universitetet, Hogskolan for konst,
design och arkitektur/School of Art, Design and Architecture,
Helsinki/Finland 2004-05

MFA, Konstfack/University College of Arts, Crafts and Design,
Stockholm/Sweden, 2000-02

BFA, Hogskolan f6r fotografi/School of Photography, Goteborg/
Gothenburg, Sweden, 1997-00

UTSTALLNINGAR/EXHIBITIONS:

Still Life/Work Life - From the Hasselblad Foundation Collection,
Hasselblad Center, Géteborg/Gothenburg/Sweden, 2013

Stay, Norrtilje konsthall, Norrtilje/Sweden, 2012

Ground Rules — Day after Day, Gallery Swedish Photography,
Berlin/Germany, 2011

A Female View/Part 2, Foto-Raum, Vienna/Austria, 2011

Turn Down Center Line, Gallery Taik, Berlin/Germany, 2011

Touching Dreams — Helsinki School, National Museum of Photography,
Copenhagen/Denmark, 2011

Tidslighet (tillsammans med/with Sara Appelgren och/and Johan Willner),
Galleri Format, Malmé/Sweden, 2010

Photography and Video NOW, Helsinki City Art Museum/Finland, 2010
Everyday Walk, Kramfors Konsthall, Kramfors/Sweden, 2009

On Top of the Iceberg, Kunstmuseum Wolfsburg/Germany, 2009
PUBLIKATIONER/PUBLICATIONS:

Behave (Hatje Cantz Verlag), 2009
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MARIE ANDERSSON

Partitur (puissance/gloire)

Del av triptyk/Part of triptych
2014

Polaroid

40 X 160 cm

Pompadour en passant

Del av triptyk/Part of triptych
2014

Polaroid

40X 30 cm

Partitur (perfektion)

Del av triptyk/Part of triptych
2014

Polaroid

40X 160 cm

E1t konstmuseums undermedvetna
2014

Polaroid

30X 125cm

Antichambrera i Paris
2013
Bildspel/Slideshow 6 min

Brontéiaden
2013
Bildspel/Slideshow 02:30 min

En icke permanent samling
2013

Polaroid

70 X100 cM X 3

Likt den heliga staden i Uppenbarelseboken s har den 12 portar
fast jag hittade bara 8

2012

Polaroid och kuvert/and envelope

74 X 83 cm

LOTTA ANTONSSON

Arrangements XI

2013

Plexiglas, tri, speglar, collage, trycksak, snickor, koraller/
Plexi, wood, mirrors, collage, printed matter, sea shells, corals
Varierande métt/dimensions variable

There is No Light

2013

Plexiglas

Varierande matt/dimensions variable

Write Your History

2013

Silvergelatinfotografi/Silvergelatin photography
Varierande matt/dimension variable

Speak, Memory

2010

Silvergelatinfotografi, drivved/Silvergelatin photography, driftwood
Varierande matt/dimensions variable

KOBRA
Collage, trycksak/Collage, printed matter
60 X 9o cm

Sans titre (Hommage a Lautom)
Silvergelatinfotografi/Silvergelatin photography
2X50X70cm

STINA BROCKMAN,
Serien/The series Frailty

Immaculate

2013

Digitalt fotografi, pigmentutskrift/Digital photography, pigment print
100 X 130 cm

Inculcate

2013

Digitalt fotografi, pigmentutskrift/Digital photography, pigment print
100 X 130 cm

184

Scatter

2013

Digitalt fotografi/Digital photography, pigment print
100 X 130 cm

MIRIAM BACKSTROM
Mirrors
2009

Glasspegel med laminat/Glass mirror with lamina, Cibachrome p4 glas/
on glass. Spegel/mirror: d 120 cm, fotografi/photograph: d 55 cm

Mirrors

2009

Glasspegel med laminat/Glass mirror with lamina, Cibachrome pi glas/
on glass. Spegel/mirror: d 120 cm, fotografi/photograph: d 55 cm

Mirrors

2009

Glasspegel med laminat/Glass mirror with lamina, Cibachrome pi glas/
on glass. Spegel/mirror: d 120 cm, fotografi/photograph: d 55 cm

Mirrors

2011

Glasspegel med laminat/Glass mirror with lamina, Cibachrome pi glas/
on glass. Spegel/mirror: d 120 cm, fotografi/photograph: d 55 cm

Mirrors

2012

Glasspegel med laminat/Glass mirror with lamina, Cibachrome pi glas/
on glass. Spegel/mirror: d 120 cm, fotografi/photograph: d 55 cm

Mirrors

2012

Glasspegel med laminat/Glass mirror with lamina, Cibachrome pé glas/
on glass. Spegel/mirror: d 120 cm, fotografi/photograph: d 55 cm

Mirrors

2012

Glasspegel med laminat/Glass mirror with lamina, Cibachrome pi glas/
on glass. Spegel/mirror: d 120 cm, fotografi/photograph: d 55 cm

Iréne Lindh
2008

8 inramade fotografier med varierande matt, alla tagna vid samma tidpunkt
frin olika vinklar/ 8 framed photographs of various dimensions, all taken at

the same moment from different angles

TRINIDAD CARRILLO
Serien/The series 6" and 7" hour

A Good Place for Hallucinations
2012

Analog/Analogue C-print
100 X 100 cm

A Portrait of the Queen of Time
2012

Analog/Analogue C-print
50 X 50 cm

Flight

2012

Analog/Analogue C-print
50 X 50 cm

Influentia

2012

Analog/Analogue C-print
64X 90 cm

Naini Performing the Dream of Naini
2012

Analog/Analogue C-print

8o x 9o cm

The Weaver

2013

Analog/Analogue C-print
70 X 70 cm

Weavers

2012

Analog/Analogue C-print
100 X 100 cm

AIDA CHEHREHGOSHA
Serien/The series Det hdr dr erat fel/You’re the Ones to Blame

Det gir inte att stoppa/It Can’t be Stopped 1/1
2011

Pigmentutskrift/Pigment print

150 X 190 cm

Todngstanke nr 33/Obsession no. 33
2011

Pigmentutskrift/Pigment print
150 X 190 cm

Jag kinner ingen dnger/I feel no regret 1/1
2011

Pigmentutskrift/Pigment print

150X 190 cm

Det hdr dir erat fel

2011

Pigmentutskrift/Pigment print
150X 190 cm

Todngstanke nr 87/Obsession no. 87
2011

Pigmentutskrift/Pigment print
150 X 190 cm

DAWID (BJORN DAWIDSSON)
Serien/The series Uppslag

No. o5

2008

Pigmentutskrift pd bomullspapper/Pigment print on cotton paper
145 x 180 cm

No. o6

2008

Pigmentutskrift pd bomullspapper/Pigment print on cotton paper
145 x 180 cm

No. 08

2008

Pigmentutskrift pd bomullspapper/Pigment print on cotton paper
145 x 180 cm

CATHARINA GOTBY
Serien/The series Presence

Ingen titel 1/Untitled 1

2011

Pigmentutskrift/Pigment print
98x108 cm

Ingen titel 2/Untitled 2

2011

Pigmentutskrift/Pigment print
98 x 108 cm

Ingen titel 3/Untitled 3

2011

Pigmentutskrift/Pigment print
88 x 107 cm

Ingen titel 4/Untitled 4

2011

Pigmentutskrift/Pigment print
88 x 107 cm

DENISE GRUNSTEIN
Serien/The series Wunder

WunderVidar

2013

C-print, aluminium/aluminum, reflexfritt glas/non reflective glass,
triram/wooden frame

100X 125 Cm

WunderWelt

2013

C-print, aluminium/aluminum, reflexfritt glas/non reflective glass,
triram/wooden frame

80 x 100 cm

WunderFaust

2013

C-print, aluminium/aluminum, reflexfritt glas/non reflective glass,
triram/wooden frame

100 X 125 cm

WunderMarta

2013

C-print, aluminium/aluminum, reflexfritt glas/non reflective glass,
triram/wooden frame

8o x 100 cm

ANNIKA VON HAUSSWOLFF
Serien/The series An Oral Story of Economic Structure

An Oral Story of Economic Structure

2012

Epson print pa/on Fine Art Paper, ekram/Oak frame
93,1 X 137,3 cm

An Oral Story of Economic Structurs

2012

Epson print pa/on Fine Art Paper, ekram/Oak frame
93,1 X 137,3 cm

An Oral Story of Economic Structure

2012

Epson print pa/on Fine Art Paper, ekram/Oak frame
93,1 X 137,3 cm

An Oral Story of Economic Structure

2012

Epson print pa/on Fine Art Paper, ekram/Oak frame
93,1 X 93,1 cm

An Oral Story of Economic Structure

2012

Epson print pa/on Fine Art Paper, ekram/Oak frame
93,1X 93,1 cm

MARIA HEDLUND

Livet vid Hyttodammen I och I1/ Life at Hyttodammen I and IT
2006/2014

Diaprojektion, 48 stycken silvergelatinprintar, lada, bord,
originalobjekt, tvd kopior/ Diaprojector, 48 silvergelatin prints,
box, table, original object, two copies

LINDA HOFVANDER

Vik 1/Fold 1

2013

C-print och/and svart/black MDF
8o x 100 cm

Vik 2/Fold 2

2013

C-print och/and svart/black MDF
8o x 100 cm

Vik 3/Fold 3

2013

C-print och/and svart/black MDF
8o x 100 cm

Svart/Black
2014
C-print

ANNICA KARLSSON RIXON

Serien/The series Vid tiden for den tredje lisningen/At the time for the third
reading/Bo epems mpemezo ymeHusi

Vid tiden for den tredje lisningen/At the time for the third reading/
Bo spemsi mpemeao YmeHus #o4

2013

Digitalt fotografi, pigmentutskrift pa 100 % syrafri bomull/
Digital photography, pigment print on acid-free cotton

110 X 62 cm

Vid tiden for den tredje lisningen/At the time for the third reading/
Bo 8peMs mpemeao YmeHus #os

2013

Digitalt fotografi, pigmentutskrift pd 100 % syrafri bomull/
Digital photography, pigment print on acid-free cotton

110 X 62 cm
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Vid tiden for den tredje lisningen/At the time for the third reading/
Bo epemsi mpemezo ymeHus # 09

2013

Digitalt fotografi, pigmentutskrift pi 100 % syrafri bomull/
Digital photography, pigment print on acid-free cotton

110 X 62 cm

Vid tiden for den tredje lisningen/At the time for the third reading/
Bo spemsi mpemezo YymeHus #11

2013

Digitalt fotografi, pigmentutskrift pa 100 % syrafri bomull/
Digital photography, pigment print on acid-free cotton

110 X 62 cm

Vid tiden for den tredje ldsningen/At the time for the third reading/
Bo epemMsi mpemeao YmeHus #12

2013

Digitalt fotografi, pigmentutskrift pa 100 % syrafri bomull/
Digital photography, pigment print on acid-free cotton

110 X 62 cm

Vid tiden for den tredje ldsningen/At the time for the third reading/
Bo epemst mpemeao YmeHust #17

2013

Digitalt fotografi, pigmentutskrift pa 100 % syrafri bomull/
Digital photography, pigment print on acid-free cotton

110 X 62 cm

JENNY KALLMAN
Serien/The series Surveillance

The Puddle

2012
Pigmentutskrift/Pigment print
90 X 70 cm

The Lake

2012
Pigmentutskrift/Pigment print
70 X 90 cm

Weater Hand

2012
Pigmentutskrift/Pigment print
70 x 88 cm

Water Torture

2012
Pigmentutskrift/Pigment print
90 X 70 cm

Hand of Doom

2011

Pigmentutskrift/Pigment print
70 X 88 cm

Master

2011

Pigmentutskrift/Pigment print
90 X 70 cm

Duel

2011
Pigmentutskrift/Pigment print
70 x 88 cm

Tree Grip

2011
Pigmentutskrift/Pigment print
90 X 70 cm

TUUJA LINDSTROM
Serien/The series Nepenthes Laughing

Nepenthes, The Pipe
2010

Digital C-print

113 X 85 cm

Nepenthes, From Behind
2010

Digital C-print

113X 85 cm
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Nepenthes, The Old One 1
2010

Digital C-print

113 X 85 cm

Sarracenia, The Pot
2010

Digital C-print
113 X 85 cm

Sarracenia, The Yellow Leaf
2010

Digital C-print

113 X 85 cm

Sarracenia, The Old One 2
2010

Digital C-print

113 X 85 cm

Dionaea Muscipula, Closed
2010

Digital C-print

113X 85 cm

Dionaea Muscipula, Open
2010

Digital C-print

113 X 85 cm

Dionaea Muscipula, Broken
2010

Digital C-print

113 X 85 cm

MARIA MIESENBERGER
Serien/The series Reflection on the Presence of Love

Reflection on the Presence of Love (#1)

2013

Blickstrileskrivare pd barytpapper/Ultrachrome ink print on baryta paper
107 X 82 cm

Reflection on the Presence of Love (#3)

2013

Blickstrileskrivare pd barytpapper/Ultrachrome ink print on baryta paper
107 X 82 cm

Reflection on the Presence of Love (#5)

2013

Blickstrileskrivare pd barytpapper/Ultrachrome ink print on baryta paper
107 X 82 cm

Reflection on the Presence of Love (#9)

2013

Blickstrileskrivare pi barytpapper/Ultrachrome ink print on baryta paper
107 X 82 cm

TOVA MOZARD

Hole

2012
C-print
65x 53 cm

Balloons
2012
C-print
65x 53 cm

Tension Between Stillness and Movement
2010

C-print

90 X 71 cm

End of the Night
2010

C-print

90 X 71 cm

The Cowboy
2013

C-print

65X 53 cm

Collected Mistakes
2010

C-print

90X 71 cm

Jesus

2013
C-print
65X 53 cm

Horror Films
2012
C-print

106 X 128 cm

Thunder and Oblivion
2010

C-print

90 X 71 cm

Pain

2010
C-print
90X 71 cm

The Setting
2013
C-print
65X 53 cm

Pure Time, White as Bone
2010

C-print

90X 71 cm

JULIA PEIRONE
Serien/The series More than Violet

Nike

2010
Lambda print
70 X 70 cm

Sophie

2011

Lambda print
70 X 70 cm

Klara

2010
Lambda print
70 X 70 cm

Maria

2010
Lambda print
70 X 70 cm

Susanna

2011
Lambda print
70 X 70 cm
Eima

2011

Lambda print
70X 70 cm

EVA STENRAM
Serien/The series Drape

Drape I

2011

Fiberbaserad/Fibre based lambda print
50 X §0 cm

Drape IV

2012

Fiberbaserad/Fibre based lambda print
50X 50 cm

Drape V'

2012

Fiberbaserad/Fibre based lambda print
50 X 50 cm

Drape VIII

2012

Fiberbaserad/Fibre based lambda print
50X 50 cm

Drape X

2012

Fiberbaserad/Fibre based lambda print
50X 50 cm

Drape (Centrefold IT)
2012

C-type lambda print
40,8 X 27,2 cm

Drape (ColourI)

2011

C-type lambda print
6o x 6o cm

ANNA STRAND
Serien/The series Nagoya Notebook

Camera Obscura

2013

Text pa svartvit utskrift, upphittat negativ, ramad/
Text on black and white print, found negative, framed
28,7 X 23,5 cm

Double Game

2012

Text pa svartvit utskrift, upphittat negativ, ramad/
Text on black and white print, found negative, framed
28,7 X 23,5 cm

Is it in Your Heart or in Your Head?

2012

Text pé tre svartvita utskrifter, upphittade negativ, ramade/
Text on three black and white prints, found negatives, framed
28,7 x 23,5 cm each

Journey with Mr. R

2013

Installation med tvd svartvita utskrifter, upphittat negativ/
Installation with two black and white prints, found negative
25 x 22,5 cm each

Mirror practice

2013

Installation med svartvit utskrift och spegel, upphittat negativ/
Installation with black and with print and mirror, found negative
25,5 X 25 cm

A Copy

2013

Text pa svartvit utskrift, upphittad glasskiva, ramad/
Text on black and white print, found glass plate, framed
25,8 X 35,3 cm

PERNILLA ZETTERMAN
Serien/The series Behave

Nir dorren dppnas dir allt som vanligt igen/

When the Door Opens Everything is Back to Normal
2012

Objekt/Object

202X 73 cm

Hand i hand/Hand in Hand

2012

Installation med fotografi/Installation with photography
22 X22 cm

Samling (trist)/Gathering (Solace)
2012
Objekt i/Object in epoxy
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