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Photography and Art 
On the Moderna Museet Collection of 
Photography from a Historic Perspective  
on the Institution 

The Swedish state purchased the Helmut Gernsheim Dupli-
cate Collection in 1964 and the Helmer Bäckström Photohis-
torical Collection in the following year to create the founda-
tions for a photographic museum in Sweden. The historical 
background to these purchases is interwoven with that of the 
powerful pressure groups which came into being during the 
1940s and subsequently formed themselves into Fotografiska 
Museets Vänner (the Friends of Fotografiska Museet, abbre-
viated here and in the notes as FMV). Fotografiska Museet 
(the Museum of Photography, abbreviated similarly as FM) 
was set up in 1971 as a separate department within Moderna 
Museet. For the first time, this made possible the exhibition 
of photographic images on a continual basis. Eventually 
Fotografiska Museet was given exhibition space of its own 
in the west wing of the annex to the former drill-house of the 
Swedish Navy, which had become Moderna Museet’s build-
ing on the Stockholm island of Skeppsholmen. Its offices and 
library were, however, located in Prästgården, previously 
the priest’s residence, beside the museum itself. Fotografiska 
Museet functioned as an autonomous department within 
Moderna Museet until the latter’s reorganisation and move 
into the new building in 1998. The collection of photography 
then became an integral part of the collection of Moderna 
Museet, and the name “Fotografiska Museet” was dropped. 
That is the history in brief of how photography came to be in-
corporated within Moderna Museet and of its position at the 
museum – a history that has obviously been affected by many 
key decisions, many choices and many individuals. This 
study is an attempt to capture a sense of some of the exhibi-
tions, events and debates that have played a significant role in 
the development and exposure of the collection of photogra-
phy. The archive material touching on Fotografiska Museet 
and its Friends is extensive and has hitherto remained largely 
unexplored. There is a great deal of information which it 
would have been interesting to examine closer, but which it 
has only been possible to deal with summarily.

Since the world of photography in Sweden is a small 
one, it was a rather narrow group of individuals who were 
initially involved with the museum issue and who continued 
to campaign in various ways both for and against a museum 
of photography. In order to gain access to that early history, 
I have interviewed some of the activists within FMV as well 

as several of the people who worked on photography over 
long periods at Moderna Museet.1 As part of some previous 
research, Ulf Hård af Segerstad, who was a key individual in 
the debate on photography during the 1950s and 60s, had al-
ready been interviewed, as had the members of the Tio foto-
grafer (Ten Photographers) group.2 The interviews provided 
information which led me further and enabled me to develop 
several themes which touch on this aspect of the history of 
Swedish photography.

The reason the museum question is, and has been, such a 
burning issue has to do with status and resources. A museum 
of photography, as an institution, with a dedicated building 
of its own, was considered by many people to be vitally im-
portant as a means of ensuring the preservation and doc-
umentation of the history of photography and in order for 
photography to be seen as art. The desire on the part of pho-
tographers to have a permanent site to show their pictures, 
and thus a more official seal of approval for their work, was 
a powerful one. When considering the international scene, 
what emerges is that photography became institutionalised 
during the 1960s and 70s through the opening of a number 
of museums of photography, while the market for photogra-
phy became greater and more people became interested in 
seeing and evaluating photographic images.3 Fotografiska 
Museet in Stockholm was part of these changes. But the de-
bate about the museum was not to be over once the museum 
was founded in 1971. Instead, its operations were the object 
of discussion for the entirety of the almost thirty years an 
autonomous department of photography existed at Moder-
na Museet. It is interesting to note that part of the criticism 
from the start and into the 1980s was tied up with the notion 
that Fotografiska Museet had a much too aesthetic view of 
photography, and that all it did was show art-photography, 
while documentary photography was poorly represented. A 
perusal of the exhibition programmes makes clear, however, 
that most of the photographers exhibited belonged – from a 
photohistorical perspective – to a tradition that could be de-
fined as that of documentary photography. At the beginning 
of the 1990s, the accusation was, instead, that the museum 
was not keeping up with the latest developments and was not 
showing staged photographs but only documentary photo-
graphic work, or just classic black and white photography. A 
period of transition had arrived. The new photographic art 
brought with it a change in the way the medium was seen and 
this, in turn, led to a desire for different kinds of exhibitions 
and acquisitions. These alterations in the way art and pho-
tography are seen form part of the history of the medium and 
of photographic institutions.

Photographic Institutions
International models for a Swedish museum of photogra-
phy were to be found primarily in the United States. The 
Museum of Modern Art (MoMA) in New York was named 
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124by almost everyone as a source of inspiration – by photogra-
phers, curators, writers and collectors. From its opening in 
1929, MoMA had shown photography and was both a pio-
neering institution and a prototype in this regard, as it was in 
the majority of areas affecting the modern art museum. The 
historian of art and photography Beaumont Newhall was the 
first person in charge of the department of photography at 
MoMA. In 1940 he was appointed “curator of photography”, 
although he had already served as the museum librarian 
since the mid-1930s.4 A few years later the photographer Ed-
ward Steichen was appointed head of the department of pho-
tography, and he was succeeded in turn by John Szarkowski.5 
In a variety of contexts, several of the famous Swedish 
photographers who travelled to New York in the 1950s to 
study and work have described their visits to MoMA, whose 
photo exhibitions functioned as a second school.6 There they 
enjoyed the opportunity to study the great masters of photo-
graphy of the last century, as well as the new up-and-coming 
names.

Another example of the interest in what was happening in 
the field of photography in the US is provided by Pär Frank’s 
article for Fotografisk Årsbok 1966 (Photography Yearbook) 
in which he described three major American photograph-
ic centres: the Library of Congress in Washington, George 
Eastman House in Rochester and the Museum of Modern 
Art.7 In the course of a trip to the US, he had met and inter-
viewed Beaumont Newhall, then head of the International 
Museum of Photography at George Eastman House, which 
the latter had been building up since 1949. Frank also had a 
meeting with John Szarkowski, who was at that time present-
ing his celebrated exhibition The Photographer’s Eye (1964) at 
MoMA.8 In the article, Frank presents the former’s views:

John Szarkowski, who has been head of the photography 
department since 1962, was also keen to point out that a new 
photographic institution would have a lot to gain by being asso-
ciated with an already established museum, such as Moderna 
Museet, because in that case one could appeal to a wider and 
more informed public and perhaps avoid the enthusiasts and 
their one-track minds. The department would also be in a more 
powerful position vis-à-vis photographers and other influential 
groups.9

This statement is of particular interest in the light of the 
debate that developed about Fotografiska Museet , and what 
kind of institution was being envisaged. It is quite apparent 
that MoMA and its “Department of Photography” served as 
the prototype for a future Swedish museum of photography. 
The problems relating to the merger with Moderna Museet 
in particular are an unmistakable theme in the debate sur-
rounding FM. On the other hand, what is also clear is that 
merger was not seen as a problem in articles about the de-
partment of photography at MoMA. On the contrary, what 
was important was the inclusion of photography within such 
a prestigious arts institution.10 From the beginning of the 
1970s, comparable departments of photography were being 
set up, for example, at the Centre Pompidou Musée national 

d’art moderne in Paris, the Museum Folkwang in Essen, the 
Stedelijk Museum in Amsterdam, the Art Institute of Chica-
go and the National Gallery of Canada in Ottawa.11

From 1969, a “Fotografische Sammlung” was put togeth-
er at the Museum Folkwang in Essen based around the pur-
chase of the collection of the legendary German photogra-
pher and educationalist Otto Steinert. His exhibitions, books 
and Swedish students had made Steinert well known in Swe-
den.12 He came to the country in 1966 to work on the selection 
of images for the exhibition Young Photographers ’66 (Unga 
fotografer ’66) organised by FMV, and his work was exhibit-
ed at the museum in 1977.13 In the light of the scale of Stein-
ert’s contacts in Sweden, it is a little surprising that neither 
he nor the Museum Folkwang are mentioned when enquiries 
are made about possible models for FM. Nor were any of the 
French photographic institutions mentioned, despite the fact 
that at an early stage Paris had become a centre for pho-
tographers and people interested in photography from all 
over the world. However, the curator Leif Wigh did mention 
Jean-Claude Lemagny who helped to set up the modern pho-
tographic collection at the Cabinet des Estampes at the Bibli-
othèque nationale in Paris from the 1970s onwards.14 He also 
highlighted John Szarkowski at MoMA, the department of 
photography at the San Francisco Museum of Modern Art 
and the International Center of Photography in New York as 
models for his work at Fotografiska Museet. For Åke Sidvall, 
it was the activities and publications of MoMA and George 
Eastman House that were the major influences.15

At the same time (the 1970s), entirely separate photo-
graphic museums were also being established at various sites 
around the world, with facilities for research and archives. 
These included the Musée Nicéphore Niépce in Chalon-sur-
Saône, the Center for Creative Photography in Tucson, the 
Museum voor Fotografie in Antwerp and the Tokyo Met-
ropolitan Museum of Photography. Developments in our 
neighbouring Nordic countries took a slightly different turn 
than in Sweden. In addition to the Museet for Fotokunst in 
Odense (founded in 1985), Denmark has also had the Nation-
al Museum of Photography since 1996, which is part of The 
Royal Library and located in the “Black Diamond”.16 The 
Preus Museum, a national museum of photography, was set 
up in Horten, Norway in 1995, built around the purchase by 
the Norwegian government of the photohistorical collection 
of the photography dealer Leif Preus. A museum of photo-
graphy was founded as early as 1969 in Finland, but it was not 
until the mid-1990s that the Finnish Museum of Photography 
was to function as a body devoted entirely to photography, 
with premises of its own. Iceland has both the National Mu-
seum of Iceland with its extensive photography collections 
and, since 1987, the somewhat smaller specialist Reykja-
vik Museum of Photography. In parallel with the above 
named Nordic museums of photography, other museums 
and institutions also exhibit photography in their respective 
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126countries. In Sweden today, at the beginning of the twen-
ty-first century, there are several art institutions that have 
collected and/or exhibited photography on a continual basis 
and over a long period: the Hasselblad Center in Gothenburg 
(opened in 1989), Malmö Museer, Västerbottens Museum, 
Bildmuseet (the museum of Umeå University), Fotomuseet 
in Sundsvall (founded in 1994 through the purchase of the 
Swedish Camera Collection), the Museum of Work (Arbetets 
museum) in Norrköping, Kulturhuset and the Royal Library 
of Sweden (Kungl. biblioteket) in Stockholm, the Stockholm 
City Museum (Stockholms Stadsmuseum) and Nordiska mu-
seet. The latter has been collecting cultural-historical pho-
tography since its founding in 1872 and has housed the Foto-
sekretariatet since 1993, which serves as a national forum.

The Friends of the Museum of Photography
The group that was to be of enormous importance for the 
creation of a museum and which conducted activities of its 
own well into the 1990s was the Friends of the Museum of 
Photography (FMV). The early history of the creation of a 
friends’ association and of the first years of Fotografiska Mu-
seet has been quite well documented. There are nevertheless 
certain points of particular interest worth highlighting in 
this context. Interest in the history and historiography of the 
medium was very marked on the occasion of the centenary of 
the birth of photography in 1939. The first attempts to write 
comprehensive handbooks on the history of photography 
were made during the 1940s.17 Concrete proposals for a muse-
um of photography in Sweden appeared at roughly the same 
time, and these led to an intense debate initiated by the peri-
odical Foto.18 This led in turn a little later to the mounting of 
the first exhibition of photography, Modern svensk fotokonst 
at Nationalmuseum in 1944.19

The formation of the FMV interest group and its first 
practical efforts were initiated in connection with the exhibi-
tion 11 Photographers Look upon the Swedes (Svenskarna sed-
da av 11 fotografer, 1962–63) at Moderna Museet. It opened on 
a holiday, 27 December 1962, and wishes for a Happy Christ-
mas were included on the invitation to the private view. The 
idea was to present pictures from Sweden of people, work, 
technology and leisure in various registers and emotional 
moods. The result was almost 300 black and white photo-
graphs by some of Sweden’s most successful photographers 
at that time.20 In terms of styles, the selection represented the 
whole gamut from reportage, portraits, pictures of children 
and classic street photography to architectural studies. In 
terms of both content and design, it was reminiscent of the 
highly successful American photography exhibition The 
Family of Man, which was produced by Edward Steichen for 
MoMA in 1955.21 The members of the exhibition committee 
were Kurt Bergengren, Stig Claesson, Carlo Derkert and 
Pontus Hultén together with the eleven photographers. In the 
foreword to the catalogue, Hultén wrote:

Our hope is that this collection of photographs will incite so 
much discussion and interest that the question of a museum 
of photography will be on the agenda once more. Why not in 

combination with a film museum financed by the government? 
It could be located on Skeppsholmen.22

In tandem with the exhibition, the periodical Foto invited 
readers once again to take part in an open debate, and in 
the spring of 1963, FMV was founded.23 An interim com-
mittee was appointed with Ulf Hård af Segerstad as chair-
man, although Carl-Adam Nycop would be the first elect-
ed chairman in 1965.24 The members included prominent 
representatives of newspapers, associations of photogra-
phers, publishers, museums and government ministries. The 
association deliberately set out to form links with individuals 
who could help financially, or who had photographic skills 
or important political and institutional contacts.25 Victor 
Hasselblad, for example, in Gothenburg, had supported 11 
Photographers Look upon the Swedes to the tune of 50,000 
SEK, and similar sums were no doubt envisaged. The aim 
was to develop a network of people whose shared aim would 
be to work for the betterment of photography.

The results of a questionnaire were published in Foto-
grafisk Årsbok 1964, for which a selection of photographers, 
museum staff, writers on photography and others interested 
in photography had been required to answer the question: 
What do you expect from a museum of photography?26 Some 
viewpoints recurred repeatedly in the responses. While sev-
eral responders were hoping for rapid development and ex-
pansion, they felt the museum would be more likely to be an 
archive that collected and inventoried all kinds of photogra-
phy. Other phrases that recur are: collection point, centre 
and living museum. Some also championed the idea of coor-
dinating the museum with Moderna Museet and/or a muse-
um for film. The following year, Bo Lagercrantz published an 
article in which he summarised the plans for a Swedish mu-
seum of photography.27 He briefly described the vicissitudes 
surrounding the purchase of Helmut Gerns heim’s collection 
of duplicates, and concluded with a reflection on what the 
photographer’s dream museum would be:

This matter must be considered in more detail. The issue is 
how to steer a straight course between the old pictures and 
those of our own time, while putting together a well-balanced 
operation for mounting exhibitions and planning it carefully.28

The first volume of Fotografisk Årsbok was issued in 1945 
by the publishers Nordisk Rotogravyr, and the yearbook 
continued to be published until 1970.29 Prototypes could be 
found abroad, such as Das Deutsche Lichtbild, U.S. Camera 
and Photograms of the Year. It contained articles about “The 
Past Year in Photography”, photographers, topical discus-
sions, new books on photography, articles relating to the his-
tory of photography, and the latest technical developments. 
Each issue was richly illustrated and contained a picture gal-
lery. The names of several writers and photographers recur 
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128time and time again when one surveys the entire edition. The 
group involved with the annual were more or less the same 
people who would become the Friends of the Museum of 
Photography. Pär Frank who became the secretary of the 
FMV was also the editor of Fotografisk Årsbok. The first 
issue of the membership leaflet produced by the Friends’ 
association ( fmv no. 1 March 1965) was an off-print from Fo-
tografisk Årsbok of the above-mentioned questionnaire and 
the article by Bo Lagercrantz. The contents of the yearbook 
provide an indication of what many people were thinking 
about the photographic medium at the time, a factor which 
also influenced the museum issue. What was known as the 
new way of seeing the image was debated throughout the 
1950s.30 Fundamentally, this was about ideology and aes-
the-tics, about photography and art. These discussions con-
tinued throughout the 1960s, although with some changes 
to the names of the debaters and the photographers, and the 
pro-cess can be followed through Fotografisk Årsbok.31 The 
way in which the photographic medium was perceived – as a 
visual language for all or more as a means of artistic expres-
sion – obviously influenced the view that was taken of what 
should be collected and what kind of institution the new Mu-
seum of Photography should be.

The stories behind the purchasing of the Helmut Gerns-
heim Duplicate Collection and the Helmer Bäckström 
Photohistorical Collection are both interesting and difficult 
to explore in detail.32 Several of the actors in the Friends of 
the Museum of Photography were involved in the purchas-
ing. Nevertheless at this remove from the events, it should be 
emphasised that it was the central government that actu-
ally made these two purchases, which is evidence in itself 
that those who were behind the move towards a museum of 
photography had useful contacts at ministerial level. Helmut 
Gernsheim counts as one of the pioneers of research into 
photography; the first edition of his The History of Pho-
to-graphy was published in 1955. He had previously pub-
lished monographs about the photographers Julia Margaret 
Cameron, Lewis Carroll and Roger Fenton: photographers 
whose pictures he also collected. Over the years he managed 
to put together an extraordinary collection dealing with the 
history of photography. Gernsheim first came into con-
tact with Swedish photography as part of the wide-ranging 
Welt-Ausstellung der Photographie held in Lucerne in 1952, at 
which large parts of his collection were shown. Rune Hassner 
and Ulf Hård af Segerstad were among those attending, and 
both reported on the exhibition in the Swedish press and 
about meeting Gernsheim.33 Subsequently Bo Lagercrantz 
got in touch with Helmut and Alison Gernsheim and showed 
a selection from The Gernsheim Collection at the exhibition 
100 Years of Photography (Fotografiet under 100 år) held at 
Nordiska museet in the spring of 1957.34 Bo Lagercrantz had 
worked as a research assistant and museum lecturer at Nor-
diska museet since the end of the 1940s and was appointed 
city archivist and head of Stockholm City Museum in 1966. 
He was one of the founders of FMV and was a member of the 
first committee. The Gernsheims were looking for a per-
manent site for their large collection, and Lagercrantz saw 

in this a possibility for a Swedish museum of photography. 
He initiated negotiations, and premises were suggested at 
the Novilla building next to the main entrance to Skansen, 
which Gernsheim accepted. The problem was money. Gerns-
heim subsequently received an offer from the University of 
Texas in Austin, which bought the collection in 1963.35 At 
roughly the same time the Swedish Ministry of Education 
and Ecclesiastical Affairs had been persuaded, through Åke 
Meyerson, who was also a member of the support troops for 
FMV, to come up with the funding but by then it was too late. 
Instead, Gernsheim offered his duplicate collection, which 
was acquired by the Swedish government in 1964 for 6,000 
pounds (about 85,000 SEK) using lottery receipts.36 The Hel-
mut Gernsheim Duplicate Collection contains early pho-
tohistorical literature from the nineteenth and early twen-
tieth centuries, including some forty exceedingly rare items 
with original photographs pasted in. It also contains almost 
300 vintage prints from the second half of the nineteenth 
century, including works by Hill & Adamson, Herbert Rose 
Barraud, Julia Margaret Cameron, Roger Fenton, Francis 
Frith, Félix Tournachon Nadar, William Henry Fox Talbot 
and Carleton E. Watkins.37

The Helmer Bäckström Photohistorical Collection was 
purchased in 1965 from his widow Olga Bäckström for 33,709 
SEK.38 Bo Lagercrantz was also involved on this occasion 
in the negotiations, and the money was made available after 
much urging from Kungafonden (a Royal fund). Helmer 
Bäckström was a researcher, collector, photo historian and 
amateur photographer. He was an active member of the Pho-
tographic Association and in 1948 was appointed professor 
of photography at the Royal Institute of Technology. The 
collection was put together around his considerable interest 
in technology and the practical conditions of early photogra-
phy. It contains about 13,000 items and has an interesting 
international section, including Oscar Gustave Rejlander’s 
The Two Ways of Life (1857), although the Swedish section 
is its forte. A book presenting the contents of the collection 
and Bäckström’s activities was published in tandem with the 
exhibition Bäckström’s Pictures! (Bäckströms Bilder!, 1980).39 

The collection was inventoried by way of introduction by Per 
Hemmingsson, who was also the man behind several of the 
photohistorical exhibitions based around the two collections 
which were organised under the aegis of the Friends during 
the 1960s.40 The collections of FMV were initially housed in 
an air-raid shelter on Sigtunagatan, and subsequently moved 
to the warehouse of the City Museum in a railway tunnel in 
the centre of Stockholm. But since the collections were the 
property of the state, they had to be moved to the warehouse 
of Nationalmuseum, before finally being placed in Präst-
gården on Skeppsholmen during 1971.

FMV organised ten or so exhibitions of their own and 
were very active during the second half of the 1960s. During 
those first years, their externally oriented activities were con-
ducted at Galleri Karlsson which was situated at Vidargatan 
5 close to Odenplan. Åke Sidvall’s association with the FMV 
was as a caretaker at the gallery on an hourly rate and he 
worked on the first exhibitions. His contact at the FMV was 



129 Pär Frank, but it was through Lars (Lasse) Swanberg that 
he got the job. Swanberg was a photographer and teacher at 
Stockholm’s School of Photography, where both Sidvall and 
Leif Wigh were students. Wigh would subsequently also be-
come a teacher there. Sidvall accompanied the collections to 
Skeppsholmen and became the first salaried employee at Fo-
tografiska Museet. Lasse Swanberg, whose studies included 
training at the Institute of Design in Chicago, was an active 
participant in FMV and the photography debate during 
these years.41 He went on to work as a film photographer and 
was associated with the Swedish Film Institute from 1968.

Together with Moderna Museet, FMV organised a series 
of exhibitions under the heading Young Photographers, an 
allusion to the celebrated exhibitions of the De unga group 
at the beginning of the 1950s.42 In the first of these, held in 
1965, 44 photographers (two of whom were women) in the age 
range 15 to 35 were shown, whose images had been chosen by 
the art critic Bengt Olvång. On the back of the catalogue, it 
states that Young Photographers was intended to become an 
annual salon and that the pictures exhibited would form part 
of the collections of a future museum of photography. The 
following year there was a second exhibition Young Pho-
tographers ’66 on the same theme, but this time Otto Stein-
ert had been invited to make the selection. A third edition 
followed, Young Photographers -67, with the photographer 
Stig T. Karlsson as the juror, and, finally, the last exhibition 
Young Photographers 1969 was held at Gröna Lund, with 
a jury made up of the three young photographers Agneta 
Ekman, Walter Hirsch and Anders Petersen. FMV sent out 
a registration form, and the whole procedure was reminis-
cent of the photographic competitions that were so popular 
during the 1930s and 40s, such as the Swedish Tourist Board’s 
The Pictures of the Year (Svenska Turistföreningens Årets 
bilder) and the many competitions arranged by the Swedish 
Association of Photographers (Fotografiska Föreningen). 
Although there were many amateurs among the photogra-
phers selected, the lists of entrants contain several names 
who would continue in the field. Håkan Alexandersson, Eric 
Dyring and Åke Hedström participated in 1965, for exam-
ple; Jan Delden, Annagreta Dyring, Anders Engman, Jean 
Hermansson, Gerry Johansson and Georg Sessler in 1966; 
Agneta Ekman, Anders Petersen and Ulf Sjöstedt in 1967 
and Christer Landergren was one of the 18 participating pho-
tographers in 1969. Walter Hirsch took part in all four Young 
Photographers exhibitions.

While the Young Photographers exhibitions were to point 
the way forwards and represented the first stage in imple-
menting FMV’s motto “Stimulating the new – preserving the 
old”, the second stage would be embodied in exhibitions such 
as The Era of the Artist. An Epoch in the History of Swedish 
Photography (Konstnärstiden. En epok i svensk fotohistoria), 
shown in 1966, and compiled by Per Hemmingson using pho-
tographs from Helmer Bäckström’s collection. An addition-
al example is provided by the exhibition Us in Pictures (Vi i 
bild) of 1967, which aimed to present a graphic survey of the 
history of the art of photography in Sweden from the 1840s 
until the mid-twentieth century.43 Harald Althin of Pressens 

Bild was employed by FMV to organise Us in Pictures. Both 
exhibitions were collaborative projects with the Stockholm 
City Museum, where they were displayed. A few years later, 
in 1970, D. O. Hill & Robert Adamson. Two Camera Classics 
(D.O. Hill & Robert Adamson – två kameraklassiker) was 
shown at Galleri Karlsson. Pär Frank presented the associa-
tion’s plans for the future in Fotografica 67 (1966), an ambi-
tious yearbook published by the Friends. The aim was to save 
photohistorical images and apparatus, to encourage new de-
velopments in Swedish photography, but above all to get the 
government to provide the resources for a Swedish museum 
of photography.44

The official transfer of the collections of the Friends of 
Fotografiska Museet to Moderna Museet took place on the 
occasion of the association’s Annual General Meeting held 
on 20 October 1971 in the screening room of the museum.45 
In the minutes of the board meeting of Nationalmuseum 
held on 21 December 1971 and signed by Carlo Derkert, the 
donation from Friends of Fotografiska Museet is recorded 
together with the deed of gift and an appendix with an inven-
tory of the Friends’ collections.46 This is the first occasion 
on which photography is mentioned in minutes of a board, 
and Moderna Museet would subsequently be referred to as 
the Department for Contemporary Painting, Sculpture and 
Photography. The transfer had been preceded by discus-
sions, various negotiations and several meetings. There are 
a number of articles containing interviews in which the indi-
viduals involved were required to give their views of the new 
museum. The internal debates relating to the transfer can be 
followed in the minutes of the Friends’ committee meetings. 
The fundamental question was, of course, what a museum of 
photography should contain and how it should be run.

Pontus Hultén was present at several meetings of the 
committee held in 1971 prior to the transfer. The financial 
situation was discussed, and it was agreed that the funds 
of the association would be used for the purchase of col-
lections, disseminating information and the production of 
exhibitions, while Moderna Museet would be responsible for 
salaries and the maintenance of the buildings.47 Compari-
sons with the Friends of Moderna Museet were made, and 
Hultén recommended that contributions from the Friends of 
Fotografiska Museet should be creative and consultative.48 It 
emerges that an exhibition committee was also formed with-
in FMV, but that Hultén was unwilling to be in a position 
of dependence in relation to the exhibition programme.49 
Hultén was also interviewed for the membership leaflet.50 
There he proposed that it was very advantageous that Foto-
grafiska Museet should have its premises on Skeppsholmen 
near to Moderna Museet, and that the museum would now 
be able to start functioning. His replies are rather unspecific 
but it is apparent that Prästgården was the site intended for 
the collection and the archive and that other solutions would 
have to be found for the exhibition premises in the interim.

Pontus Hultén appears in the documents that have come 
down to us as open, positive and forceful in relation to the 
incorporation of photography within the operations of Mod-
erna Museet. According to Olle Granath, this was in keeping 



130with his fundamental premise that the collection of Moder-
na Museet should encompass what the prototype for his mu-
seum, the Museum of Modern Art in New York, had in its 
collections.51 Leif Wigh is of the view that the incorporation 
was not a problem in itself for Hultén, but that he never had 
any intention of agreeing to an autonomous department of 
photography.52 Annagreta Dyring maintains that it was not 
the photographs as such that Pontus Hultén was interest-
ed in but rather that the incorporation simply reflected the 
broad view he took of art and images.53 This open attitude 
was expressed in the exhibition Visible and Invisible. The 
New Images of Science (Synligt och osynligt. Vetenskapens 
nya bilder), which was produced in 1973 for Moderna Museet 
in collaboration with Fotografiska Museet. The curator 
was Eric Dyring, who was at that time editor of the peri-
odical Forskning och Framsteg, and together with his wife 
Annagreta he had been active in photographic circles since 
the mid-1950s.54 The exhibition was devised around a basic 
concept of images gathered along a timescale, a spatial 
scale and a spectral scale, and in the first room photographs 
of different sizes were hung together with electron micro-
scopes and other forms of apparatus. Images of the micro-
cosm (close-ups) were shown and the macrocosm (stars and 
planets) and computer images. Lennart Nilsson’s photo-
graphs that depicted human reproduction were presented 
separately in the museum’s screening room. An exhibition 
of the work of the photographer Lennart Nilsson had been 
advocated early on by Hultén, but what was produced in-
stead was this many-faceted exhibition containing imag-
es from the natural sciences, technology and medicine.55 
Hultén wrote in the foreword to the catalogue:

Since 1 July 1971 Moderna Museet has undertaken the task of 
collecting and exhibiting photographs. The reason we have tak-
en this on is that it hardly seems appropriate any longer to try 
to make distinctions in principle between different categories 
of images. They get mixed up far too often. Conscious collabo-
ration is more fertile than artificially constructed distinction. It 
seems self-evident for a museum of art to deal with every type 
of image. Used either as a means of expression or as a media-
tor of more primary information, the image has triumphed over 
other ways of presenting reality in the course of this century.56

In other words, at the beginning of the 1970s both the interest 
and the ambition to display all types of photography could 
be found at Moderna Museet. The problematic aspect may 
rather have concerned the fact that it was vital to Pontus 
Hultén to be able to choose what was displayed, and yet here 
was a Friends’ association in the picture which wanted to 
have their say and a collection of photography that contained 
both interesting and less interesting images. Hultén contin-
ued to operate in this vein and in 1980 he produced Cartes et 
figures de la terre for the Centre Pompidou, which dealt with 
the history of cartography. Annagreta Dyring wrote in an 
essay on these two exhibitions (1973 and 1980) of her hopes 
for a museum of photography which would deal instead with 
contemporary events, while keeping in touch with various 

research avenues and issues to do with new social develop-
ments.57 A key idea would also seem to have been a belief in 
the educational opportunities offered by the photograph-
ic image and the exhibition to describe complex scientific 
methods and results, a better means of understanding the 
world in other words. At Moderna Museet, Björn Spring-
feldt produced a follow-up exhibition entitled Earth. Global 
Change (Jorden – globala förändringar).58 The Dyrings also 
contributed on this occasion both in terms of the concept 
and the contents. Fotografiska Museet did not, however, go 
on to create any more exhibitions of scientific images, instead 
the focus was on individual photographers or themes such 
as sport, reportage, the classics and photography from the 
collection.

The first exhibition produced by Fotografiska Museet was 
André Kertész. Fotografier 1913–1971 in the autumn of 1971. 
The curatorial committee for the exhibition, as it was referred 
to in the catalogue, was made up of Rune Hassner, Douglass 
Kneedler and Åke Sidvall. Hassner was also the editor of the 
slight but extensive catalogue, in which he concludes his essay 
on the photographer with the following statement:

The fact that the new Swedish museum of photography should 
launch its first autumn season with an exhibition of images 
by André Kertész should be seen therefore as an important 
event, and it is hoped that it will initiate a continuous process 
of informing the public about the work of major photographers, 
both to fill the gaps in the historical record but also in order 
to show the most important images and reportage that are 
currently being produced in other countries – before they can 
become part of the history of photography. The images of the 
“rediscovered” Kertész should provide food for thought.59

The exhibition consisted of 150 photographs and was shown 
in the gallery next to the restaurant. Just over 17,000 individ-
uals visited the exhibition, a rather high figure when com-
pared with the museum’s other exhibitions, and in the spring 
of 1972 it was sent to the Finnish Museum of Photography. A 
number of major and minor exhibitions followed, all mount-
ed under the aegis of Fotografiska Museet.

During these hectic first years, there was criticism from 
several directions that the starting point for the new Foto-
grafiska Museet was far too narrow and that efforts should 
instead be focused on creating a larger institution – a Bil-
dinstitut or Swedish Institute of the Image – where images 
of every kind would find a home, along with educational 
programmes and information.60 The members of FMV were 
criticised for being too one-sided and exclusive in their view 
of the photographic image. The Swedish Film Institute which 
was founded in 1963 would appear to be the institution many 
people had in mind. In other words, there were conflicts right 
from the start, and many unresolved issues in terms of what 
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134the activities of the new museum should be. Expectations 
on the part of those who had been working for many years 
within FMV were high. The primary goals that had been 
initially set out when FMV was founded, and which were 
more permanently defined once Fotografiska Museet had 
been in existence for just over a year, are clear.61 Fotografiska 
Museet was supposed to collect photography in all areas, to 
mount exhibitions while working to ensure that photograph-
ic collections in Sweden were inventoried, registered and 
preserved; it was also to collect literature on photography for 
teaching and research and serve as a phototheque.

One of the most powerful personalities to take part in 
the debate was the photographer Rune Hassner, who had 
organised an exhibition of the work of the celebrated French 
photographer Edouard Boubat at Moderna Museet in 1967. 
This was Boubat’s first major retrospective abroad.62 They 
had known one another ever since Hassner lived in Paris 
from 1949 to 1957, when he met many photographers and pho-
to historians. Hassner organised an exhibition of the photo-
grapher Rolf Winquist at Liljevalchs konsthall in 1970 and, 
as we have seen, was responsible for the Kertész exhibition 
at the newly established Fotografiska Museet the following 
year. He also participated in the work on two photohistorical 
exhibitions: How the Other Half Lived (Hur den andra hälften 
levde, 1972), a socially-critical visual documentation includ-
ing images by Jacob A. Riis, and Lima (1973) which contained 
documentary images by rural photographers of the people 
living in the parishes of Lima and Transtrand around the 
year 1900. The Rädda bilden! campaign (Save the Picture!, 
a collaboration between FM, the Association of Swedish 
Professional Photographers (SFF) and FMV) was another 
project he was involved in and whose outcome was a com-
pendium (1974) for the archiving, treatment, reproduction 
and restoration of photographic archives, compiled by Runo 
Kohlbeck. Hassner may be taken to represent a generation of 
photographers who turned increasingly after the war to writ-
ing about the history of photography, producing photo ex-
hibitions and establishing photohistorical collections in Eu-
rope and the US. Cornell Capa, Helmut Gernsheim, L. Fritz 
Gruber, Beaumont Newhall and Otto Steinert should all be 
numbered among these pioneers. Leif Wigh had also worked 
as a photographer for a decade before he began working 
on a more permanent basis for the museum. Most of these 
men had started out as photographers and were acquainted 
with the other members of this male photographic network. 
Hassner was a member of FMV’s management committee; 
he was its chair for two hectic years, but would come to be in-
creasingly critical of the direction of the museum and might 
actually have preferred to be more involved in the planning 
and exhibition work of the museum.63 Instead he pursued the 
promotion of his contacts and ideas at the Hasselblad Center 
in Gothenburg when he was appointed its first director in 
1988, a post he occupied until his retirement in 1994.

The MUS 65 report appeared in January 1973, which was 
the report on museums by the committee of inquiry set up in 
1965 and composed of experts in the field of exhibitions and 
museums (SOU 1973:5 Museerna). The committee of inquiry 

proved to be a disappointment from the viewpoint of Foto-
grafiska Museet. The management committee of FMV wrote 
in their responding submission that they found it strange that 
the inquiry failed to dwell on the position and status of Foto-
grafiska Museet, or its field of operations or developmental 
problems.64 The submission also contains a summary of the 
operations of the first two years as part of Moderna Museet. 
It stated that funding was inadequate and less than that at 
the disposal of the Friends’ association, that the number of 
photographic exhibitions had decreased, that the premises in 
Prästgården were too small, that there was still only one sal-
aried employee to work on the collections, and on their care, 
inventory and restoration. The submission concluded by 
informing the Ministry of Education that a special inquiry 
into the future of the museum was required.

To sum up, the non-profit organisation FMV managed 
nevertheless to put together an impressive photohistorical 
collection in the course of a decade. Through donations and 
purchases, the members collected just over 100,000 photo-
graphs, together with literature and periodicals. This still 
forms the base of Moderna Museet’s collection of photo-
graphy. A further strategic choice was to call the department 
“Fotografiska Museet”, which lent it status in photographic 
circles both at home and abroad.65 To the outside world, the 
department appeared to be an autonomous photographic 
institution.

Fotografiska Museet within Moderna Museet
When Fotografiska Museet moved into the premises at 
Prästgården in 1971, the last priest, Pastor Gustaf Adolf 
Brandt, was still living on the building’s upper floor. During 
the first years, the photographic exhibitions had been dis-
played in Moderna Museet’s main building, but as of 1973 
they were housed, together with related activities, in Kasern 
III, a branch of Moderna Museet, on Skeppsholmen. The 
department was awarded its own permanent exhibition 
premises in the west wing of the Moderna Museet building 
in 1976. Acquiring a gallery of its own was, of course, of 
crucial importance if Fotografiska Museet were to provide 
a continual series of exhibitions. After the reorganisation 
of Nationalmuseum and Moderna Museet in 1976, when 
Statens konstmuseer were created, Åke Sidvall was appoint-
ed superintendent of FM by the new director Philip von 
Schantz, and in 1977 Leif Wigh was awarded a permanent 
position as curator for photography.66 The department also 
had the services of a secretary and a librarian. It was not 
until 1982 that a conservator specialising in photography 
was appointed. Throughout the period until 1998, the offices 
and the library remained in the former Prästgården next to 
the museum itself.

One way of gaining insight into the operations of FM is to 
read the periodical Fotografiska Museet Meddelande, which 
was published between 1976 and 1988. It reflects the view the 
museum took of its own activities over these years and what 
it sought to highlight among its operations. Current and 
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137 planned exhibitions were presented in its pages, as were new 
acquisitions and developments in care and research. The 
premises were described, information provided and appeals 
of various kinds were launched.67 Some of the issues were 
meant to serve as catalogues and contain, for example, texts 
about several photographers from the museum’s series Pho-
tography Classic (Fotografiklassikern). The first volumes also 
contained advertisements for subscriptions to the catalogues 
of Fotografiska Museet. After a few years, Meddelande also 
served to provide information from FMV: as of issue 1–2, 
1982, which led to it being distributed to a thousand or so 
members. Leif Wigh and Åke Sidvall were the authors of the 
majority of articles. The nature of the collaboration with 
FMV would change at the end of the 1970s, as many of the 
members of the original committee had left the association 
along with many of the active members.68 Leif Wigh (the sec-
retary) and Åke Sidvall (committee member) became active 
members of the management committee during the 1980s, 
and FM and FMV collaborated primarily on various pro-
grammes and support for purchases. From 1966 onwards, the 
Friends of Fotografiska Museet were entrusted with award-
ing the so-called Gullers Stipendium to a photographer: a 
grant made up of donations collected for the fiftieth birthday 
of K.W. Gullers. However, when Gullers donated his photo-
graphy collection to Nordiska museet in 1990, he also wanted 
the grant to be more clearly oriented towards documentary 
reportage and for its administration to be transferred to 
Nordiska museet.69 A generational shift in the management 
committee would occur once again around 1990, and the new 
board became increasingly critical of the direction taken 
by the museum in relation to its exhibition programme and 
acquisitions, which was connected with a widespread change 
taking place in terms of theory and historiography at this 
time. It was decided that the Friends of Fotografiska Museet 
should merge with the Friends of Moderna Museet at the 
meeting of members held on 2 March 1998.

A survey of the list of photographic exhibitions since 
the start makes clear how impressive this was in terms of 
both numbers and content. Fotografiska Museet produced 
four to five exhibitions every year, and there were several 
recurrent series, such as “selections from the collection”, 
“Photography Classic”, and “new acquisitions” in addition 
to monographic and group exhibitions. The spring pro-
gramme of 1975 is presented in a pamphlet: Hammarkullen 
by Jens S. Jensen, Tsito by Odd Uhrbom, Photographer in 
Ethiopia (Fotograf i Etiopien) by Bo-Erik Gyberg, Kurdistan 
by Lars Hesselmark and Göran Lundin, and Thailand by 
Walter Hirsch.70 Having a photographic exhibition always 
on display was a deliberate strategic move, according to 
Leif Wigh, and efforts were made to keep the change-over 
intervals brief.71 A Thousand and One Pictures (Tusen och en 
bild, 1978), Bill Brandt. Fotografier 1930–1970 (1978) and Look 
Around in Happiness. Six Photographers – Six Temperaments 
(Se dig om i glädje. Sex fotografer – sex temperament, 1981) 

are all examples of renowned and popular exhibitions, the 
latter including the work of six women photographers.72 The 
museum presented monographic exhibitions of a considera-
ble number of Swedish photographers, such as Yngve Baum, 
Dawid, Carl Johan De Geer, Gerry Johansson, Tore John-
son, Ulla Lemberg, Hans Malmberg and Hasse Persson. The 
exhibitions Fotografer: Emil Heilborn, Sven Järlås, Gunnar 
Sundgren, Arne Wahlberg (1977) and Fotografer: Curt Götlin, 
Anna Riwkin, Karl Sandels (1978) represented two major ef-
forts to display the work of the older generation of photogra-
phers. The articles in the classic blue, or yellow as the case 
may be, catalogues were written by authors whose names 
have already been encountered many times in connection 
with Fotografiska Museet and its Friends.73

Other exhibitions in the west gallery that have been both 
significant for the participants and representative of the 
museum are Ralph Gibson (1976–77), Helen Levitt (1985), 
Larry Clark (1986) and Roy DeCarava (1988). Once a visitor 
had passed the hall housing Moderna Museet’s permanent 
collection and the bookshop, the entry to Fotografiska 
Museet lay to the left. The space allocated to Fotografiska 
Museet consisted of a separate room in which smaller exhi-
bitions, frequently from the Photography Classic series, were 
shown, followed by another room, the loading dock – with 
large glazed doors which gave on to the main premises. The 
gallery was divided into six rooms, making use of temporary 
walls, screens in various shades of grey and display cases. 
The first exhibition in the new gallery was of work by the 
American photographer Ralph Gibson. Forty or so photo-
graphs from his series, The Somnambulist, Déjà vu, Days at 
Sea and Quadrants were on show. The exhibition Fotografier 
av Helen Levitt was actually her first one-woman show in 
Europe.74 The choice of pictures was made by her together 
with her friend Marvin Hoshino and Leif Wigh. Among the 
records of the exhibition are letters and cards from Levitt, 
which allow the reader to follow the selection process. The 
exhibition was divided into four sections: one in which most 
of the photographs had been made during the 1940s in New 
York, another sequence was of Mexico City in 1941, the third 
from the 1970s and the fourth consisted of a suite of coloured 
images from the 1980s. The photographs were hung in simple 
straight rows, without frames but under glass. The following 
year, Larry Clark. Fotografier was shown, with FM being 
one of the first European institutions to exhibit his photogra-
phy. Clark came to Stockholm and talked about his life and 
photography in the Cinema at Moderna Museet. The exhi-
bition offered some seventy images, mainly from his books 
Tulsa and Teenage Lust. The exhibition Seasons (Årstider). 
Fotografier av Roy DeCarava also comprised seventy black 
and white photographs spanning his entire career. Sherry 
Turner DeCarava was a collaborative partner on this project, 
although Roy DeCarava did come to the private view and 
talked about his life in photography. American photogra-
phy and photo history were the predominant features of 
the international photography selected for the exhibition 
programme, including names such as the above, and images 
by Walker Evans, Robert Frank and Ansel Adams were also 
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140shown. Leif Wigh was awarded an artistic scholarship in 
1975 and travelled around the United States, meeting pho-
tographers and visiting several photographic institutions. 
Among the people he met was Duane Michals, who came to 
be shown at Fotografiska Museet in 1980, and the exhibition 
of Gibson’s work would be another tangible outcome of a 
personal meeting during this trip.75 Many of the exhibitions 
led to the museum buying parts of the collections, and on 
occasion to donations being made. Major European pho-
tographers were also exhibited, as in the celebrated exhibi-
tion Henri Cartier-Bresson: fotograf (1983), which was one 
of the first sponsored exhibitions to take place at Moderna 
Museet.76 This was a retrospective exhibition made up of 156 
photographs and organised by the International Center for 
Photography in New York; the European tour was supported 
by the American Express Foundation.

The exhibition A Thousand and One Pictures, shown in 
the summer of 1978, represented a major investment on the 
part of Fotografiska Museet and was important for the devel-
opment of the collection. The exhibition was made up of a 
cross-section from the history of photography from 1840 to 
1978 and included both Swedish and international photogra-
phy. In the new room for temporary exhibitions, works by 139 
photographers were hung on dark brown screens. The pho-
tographs were glazed in passepartouts but had no frames. 
In the centre there were display cases of pictures with the 
screens placed round about them.

At this exhibition older photography was shown, pri-
marily from the Gernsheim Duplicate Collection, such as 
work by Julia Margaret Cameron, Eadweard Muybridge, 
Nadar, W.H. Fox Talbot and Carleton E. Watkins. The idea 
behind the exhibition was that it should eventually become a 
means of expanding the international collection so as to in-
clude photography from the twentieth century. Contact was 
made with a large number of well-known photographers, as 
is shown by the many letters preserved in the records of the 
exhibition. The curators Sidvall and Wigh corresponded 
with Berenice Abbott, Brassaï, Bernhard and Hilla Bech-
er, Lotte Jacobi, André Kertész, Lisette Model and others. 
They managed to get the addresses to several of the Amer-
ican photographers by contacting John Szarkowski. The 
letters to the photographers contained an enquiry about 
participation in the exhibition and whether there would 
be a subsequent opportunity of buying a representative 
collection of photographs for the permanent collection of 
Fotografiska Museet. The letters also explained that the 
museum’s purchasing power was very limited and that the 
museum was keen to avoid having to purchase through a 
dealer if possible. Most of the photographers written to re-
plied positively to the enquiries. When it came to a number 
of deceased photographers, the museum borrowed picture 
collections from the Lunn Gallery (Washington), Galerie 
Schürmann & Kicken (Aachen), the Light Gallery (New 
York), the International Center of Photography (New York) 
and Galleri Camera Obscura (Stockholm). The exhibition 
led to the establishment of many useful contacts that ben-
efited the museum’s subsequent operations, and several of 

the photographers were to reappear in monographic shows 
during the following years. It was through this project 
that Fotografiska Museet gained for itself an international 
reputation.

The exhibition A Thousand and One Pictures has been 
variously described as a photographic equivalent to The 
Museum of our Wishes (Önskemuseet, 1963–64).77 In the 
exhibition catalogue, Åke Sidvall explained that the idea 
had been knocking around for a number of years and had 
originally been proposed by Pontus Hultén, who in 1971 
wanted to demonstrate the museum’s new collection field 
with a more extensive photographic exhibition.78 The exhi-
bition led to the museum being given a three-year special 
grant from the Ministry of Education in order to purchase 
works. Many of the photographers who took part in the 
exhibition have since been represented in the collection 
and form part of what is sometimes referred to as the “Elite 
Collection”, i.e. a smaller part of the collection that con-
tains more famous names and has been collected as a result 
of more deliberate choices on the part of the curators. In 
numerical terms, the collection of photography constitutes 
the largest single part of Moderna Museet’s collection, fol-
lowed by the collection of prints and drawings. Like most of 
the major well-known photographic collections around the 
world that have become established over a longer period, 
the collection is uneven and contains photography from the 
1840s until the present day with a mixture of more or less 
well-known photographers, different genres and pictures 
produced by means of a range of different techniques. 
There are photographers who have bequeathed their en-
tire photographic estates, including the negatives, such as 
Anna Riwkin-Brick. Moreover, a number of organisations 
have transferred their picture archives containing several 
thousand items to the museum: Fotografiska Föreningen, 
Svenska Turisttrafikförbundet, Pressfotografernas klubb, 
the Association of Swedish Professional Photographers 
(SFF), Sveriges Centralförening för Idrottens Främjande, 
the Swedish Tourist Association (STF) and Riksförbundet 
Svensk Fotografi/Sveriges Fotoklubbar. Various viewpoints 
have been put forward as to whether negatives should be 
collected or not.79 The collection of negatives amounts to 
some 300,000 items and derives primarily from the do-
nation made by the FMV. Like other parts of Moderna 
Museet’s collection, the largest part of the collection of 
photography in the possession of the museum has come 
about as a result of donations and gifts, in the case of FM 
from photographers and organisations. The vital work 
of making an inventory of the entire collection was be-
gun when Fotografiska Museet opened and the collection 
moved to Prästgården. This operation is one of the funda-
mental aspects of good museum practice and essential for 
the credibility of the museum: it is essential to know what 
is in the collection and to maintain control of this. Åke 
Sidvall, and later on Leif Wigh, faced an enormous task in 
having to tackle this on their own, while also having to pro-
duce all the exhibitions. This time-consuming work was not 
apparent and was therefore occasionally overlooked in the 
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143 debates on the external operations of the museum. After 
nearly ten years, the department acquired a photography 
conservator. Håkan Petersson was employed on a yearly 
basis in 1982 and became a permanently salaried employee 
in 1986. A studio for the conservation and restoration of 
photography was set up in Building 104, where other restor-
ers also worked in what was known as Skeppholmsateljén.80 
The primary tasks were to make an inventory and organise 
the collection, supervise storage, make passepartouts and 
establish a plan for conservation. The collection itself was 
moved after a while from Prästgården and Kasern III to the 
prison building (Arresten) which was situated closer to the 
museum.

The Photography Library was set up in parallel with 
the picture collection and the museum itself.81 The devel-
opment of the photobook and the ability to print photo-
graphic images are closely inter-related with the history of 
the medium and its dissemination. There was a powerful 
movement behind a photographic archive from the start, as 
has been pointed out above, and the creation of a library was 
a natural consequence of its development. There are similar 
collections of books linked to a museum at other sites, and 
here too MoMA is the obvious prototype, as is the library 
at the photographic museum in Antwerp. A more recent ex-
ample would be the library at the Maison Européenne de la 
Photographie in Paris. Like the picture collection, the basis 
for the book collection was composed from the Gernsheim 
Duplicate Collection, Fotografiska Föreningen’s library 
collection and Helmer Bäckström’s book collection. Early 
photographic literature from the nineteenth century and the 
beginnings of the twentieth century are a particular strength 
of all three of these special collections. Among the twenti-
eth-century works are original editions of books by Beren-
ice Abbott, Eugène Atget, Henri Cartier-Bresson, August 
Sander, Alfred Stieglitz and Edward Weston to name but a 
few. The collections of the library cover all the fields within 
the subject of photography: photohistory, literature on/by 
individual photographers, collected and thematic works, the 
theory of photography and aesthetics, technology, preserva-
tion, product catalogues, reference works and periodicals. 
The book collection served as a key part of photographic 
exhibitions from the very beginning, and hangings were of-
ten combined with the photographer’s books and periodicals 
displayed in cases.

At the initiative of Rune Hassner, a start was also made 
at putting together a photographic archive containing var-
ious documents, primarily articles from newspapers and 
periodicals, a variety of invitation cards and pamphlets on 
photography. The archives contain some eleven thousand 
suspension files arranged by name of Swedish and foreign 
photographers and institutions, museums, galleries and their 
exhibitions and activities. The archive runs from the early 
1970s until 2001 when the collecting process ceased, although 
older cuttings and material have also been collected.82 Peter 
Schultz has been working as the librarian at Fotografiska 
Museet since 1987. At that time he succeeded Ulla Bergman 
who had been there since 1977. Over the years Peter Schultz 

has moved from the card catalogue, via a local computer 
catalogue he developed himself, to working on the current 
catalogue which is linked to Libris.83 From 1990 onwards 
Leif Wigh, together with Håkan Petersson and Peter Schultz, 
would work on several of the museum’s photohistorical ex-
hibitions such as The Venice Carnival (Karnevalen i Venedig). 
Fotografier av Ralph Nykvist och Anders Petersen (1991), 
Trivia. Gerry Johansson, Carl Johan Malmberg och Gunnar 
Smoliansky (1992), Seen Subjectively (Subjektivt sett). Hans 
Hammarskiöld (1993), The Desiring Eye (Ögats åtrå). Foto-
grafier ur Moderna Museets samling (1998), Oscar Gustave 
Rejlander 1813 (?)–1875 (1998–99), Sten Didrik Bellander. 
Fotografier 1939–1999 (2000) and Anna Riwkin. Porträtt av 
en fotograf (2004).

A new actor appeared on the photographic market in 
the form of the Camera Obscura gallery, which was run by 
Lennart Durehed and Lars Hall at Kåkbrinken 5 in Stock-
holm’s Gamla Stan from 1977 to 1983.84 This was Sweden’s 
first commercial photo gallery and its operations were in-
spired by the many photo galleries that had developed and 
become established in the US at the end of the 1970s. Rela-
tions with FM were good and the museum bought the work 
of several photographers through the gallery. Fotografiska 
Museet and the gallery collaborated on two lectures featur-
ing the photographers Ralph Gibson and Duane Michals, 
who both took part in the A Thousand and One Pictures 
exhibition and had monographic exhibitions devoted to 
them at Camera Obscura in the same year. But this was 
criticised in a series of articles, and some of the contribu-
tors to the debate considered that the museum should only 
purchase works directly from the photographers and should 
not collaborate with commercial organisations or inter-
ests.85 These comments may seem somewhat antiquated in 
the light of the current situation in which state museums 
are exhorted to seek sponsorship in various forms and are 
dependent on their success in doing so. The problem was 
rather that there was only a single photo gallery operating 
in this way. These views also reflect the fact that during the 
1960s and 70s Swedish photo-graphy had a very marked 
documentary orientation, which was represented by such 
organisations as Fotograficentrum. In tandem with this 
debate, FM showed the exhibition Blinding Images. Young 
New Swedish Photography (Bländande bilder. Ung ny svensk 
fotografi, 1981), as part of which Leif Wigh introduced the 
new photographic concept of “romantic realism”, which 
attracted attention in several articles.86 This is just one 
example of the many debates that were conducted about Fo-
tografiska Museet. It flared up again in the mid-1980s when 
Dagens Nyheter’s photo-critic Peder Alton wrote that the 
hopes that FM would be both a centre and an experimental 
studio for Swedish photography had not been fulfilled.87 He 
criticised the fact that only more recent photography with 
“artistic ambitions” and very little documentary photogra-
phy was shown, and he found the historical efforts made 
by the museum uninteresting. Åke Sidvall and Leif Wigh 
defended the museum’s operations and concluded their re-
sponse with the statement:



144The activities of Fotografiska Museet are aimed at describing 
the images of the photographer. At his or her best, the pho-
tographer sees what others cannot. It is this perhaps straight-
forward circumstance that Fotografiska Museet depicts in its 
arrangements with a historical flavour or in its thematic exhibi-
tions of photographers’ images of the present.88

Alton replied, criticising above all the exhibition of the 
photographer Guillaume Berggren and Leif Wigh’s book 
about him.89 He wanted the only existing museum of its kind 
in Sweden to adopt a comprehensive perspective in rela-
tion to photography. Pål-Nils Nilsson, the newly appointed 
professor of photography at the University of Gothenburg, 
then entered the fray with an article in which he returned to 
the Friends of Fotografiska Museet and its operations. He 
wanted to see a more open photographic museum which 
collaborated with other museums and showed thematic ex-
hibitions, and he observed, “Whether photography is art or 
not is uninteresting. Photography is a living, exciting means 
of communication that is shaped by thoughts, feelings and 
ideas. We live, after all, in a visual age.”90 This was picked 
up by Bengt Olvång, who criticised the entire operations of 
Moderna Museet in an article in Aftonbladet, while drawing 
parallels between photohistory and the visual arts.91 A fur-
ther unpublished response by Sidvall and Wigh is contained 
in the archives, in which they maintained that a comprehen-
sive perspective on the photographic image was proved by 
the totality of the activities of the museum.92

The debate continued instead in Folket i Bild Kulturfront 
with several contributions from a number of actors within 
the field of photography: Donald Boström (the photographer 
and picture editor at FiB/K), Carl-Adam Nycop (chairman 
of Friends of Fotografiska Museet from 1965 to 1973), Per-
Uno Ågren (county antiquarian at Västerbotten Museum), 
Bo Nilsson (curator at Stockholm City Museum), Rune Has-
sner (photographer), Gösta Flemming (photo journalist), 
Bengt Wanselius (chairman of the Swedish Association of 
Professional Photographers), Göte Ask (teacher at Nordens 
Fotoskola), Pål-Nils Nilsson (photographer and professor) 
and Runo Kohlbäck (research engineer).93 The contributions 
provided swingeing criticism of the activities of the museum, 
and several of the contributors picked up on the fact that it 
was difficult to get to and closed. The Friends of Fotografis-
ka Museet were mentioned and the goals set out by the asso-
ciation for the museum in 1973 were reproduced in this issue. 
An appeal was made for the creation of a central museum 
and for the appointing of the post of director. By way of con-
clusion an article on the debate was published in Expressen 
and signed by Per Wiklund, Jacob Forsell, Bengt Wanselius 
and Pål-Nils Nilsson, in which the same criticisms recurred. 
The article concluded with the words, “Of course we need 
Fotografiska Museet. But it needs to be open, both literally 
and figuratively. Change the attitude and/or the staff. Make 
the museum a living thing. Open the doors to photography of 
every kind!”94

It was during this period that Christer Strömholm’s 
celebrated exhibition Nine Seconds of my Life (9 sekunder av 

mitt liv, 1986) was shown. The exhibition was to be the major 
breakthrough for the sixty-year-old photographer with a 
broader public.95 Several of the participants in the debate 
mentioned above commented that the exhibition was not 
produced by Fotografiska Museet but by Moderna Mu-
seet, and this was perceived as an implied criticism of FM. 
However, a perusal of the exhibition records reveals that 
Strömholm had received confirmation of an exhibition at 
Fotografiska Museet as early as 1983, signed by Åke Sid-
vall.96 Sidvall sat in on planning meetings with Olle Granath 
and the photographer; they corresponded intensively and 
the invitation to the private view names both Fotografiska 
Museet and Moderna Museet as hosts. The exhibition was, 
however, displayed in the first hall for temporary exhibitions 
at Moderna Museet. Presumably, it was the location which 
led people to believe that FM was not part of the project. By 
this time the left-hand corridor had become fully established 
as “Fotografiska Museet”. A number of photographic exhi-
bitions were also produced in which Moderna Museet’s staff 
played a more considerable role in planning and production. 
The previously mentioned exhibition Visible and Invisible 
provides one example. Another is the photographic exhibi-
tion in 1982 of works by Robert Frank, Robert Rauschen-
berg and Andy Warhol. Only the part of Robert Frank was 
organised by Leif Wigh, while the other two were organised 
by Moderna Museet.

A proposal was made during the spring of 1987 by the 
board of Statens konstmuseer (Nationalmuseum, Moderna 
Museet and Östasiatiska museet) to “mothball” Fotograf-
iska Museet. Sections of the staff would be relocated; no 
new photographic exhibitions would be mounted and no 
new purchases or new catalogues made. The administra-
tive authority had been ordered to save 1.2 million SEK and 
FM was put forward as the solution. This led to a host of 
articles in newspapers and the specialist press in defence 
of the museum, expressing outrage at the decision. Some 
of the authors were the same writers as had criticised the 
operations of the museum in the previous year.97 Others 
were new, but the common thread was a demand that the 
state should invest considerably more in photographic im-
ages and that the museum should become an autonomous 
institution.98 The proposal to shut down the museum may 
possibly be regarded as a reflection of the massive scale of 
that criticism. In a commentary, Sidvall observs that all the 
criticism was, of course, not good for the museum’s contin-
ued operations.99 Much of the substance of the debates and 
the history was summarised in the 1987 double issue (no. 
7–8) of Fotografisk tidskrift, which also contains a digest of 
a discussion between Åke Sidvall and Leif Wigh, Peder Al-
ton (Dagens Nyheter), Bo Nilsson (now at the Swedish Arts 
Council), Otmar Thormann (photographer and chairman 
of the Friends of Fotografiska Museet), Georg Sessler and 
Per Adolphson (members of the Association of Swedish 
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147 Professional Photographers), Gösta Flemming and Bodil 
Österlund (Fotografisk tidskrift).100 The discussion clearly 
reflects the various views and the fixed positions of the par-
ticipants, depending on what role they played in the field of 
photography.

Around 1990, the debate picked up again about what a 
photographic museum should contain and what should be 
done with the existing Fotografiska Museet.101 In an official 
letter to the Swedish Arts Council, the Association of Swed-
ish Professional Photographers had put forward a proposal 
for a new photographic museum.102 In the letter, the current 
FM was described as a provisional solution, while the Asso-
ciation’s desiderata included a photographic institution with 
a more independent role within Statens konstmuseer, the 
establishment of a museum council, more salaried positions, 
a proper exhibition space, auditoriums, a site for collections 
with improved access and facilities for systematising and 
more resources: “so that the museum can reflect the changes 
in the nature of photography as a means of expression, both 
the historical and the contemporary, and be the dynamic 
centre that photographic Sweden has been waiting for so 
long”.103 These words sum up what many, photographers in 
particular, had been wanting from Fotografiska Museet on 
Skeppsholmen for so many years.

Photographic Art
Photographic art derives from a postmodernist conception 
and can be said to have made its definitive breakthrough in 
Sweden with the 1987 exhibition Implosion – A Postmodern 
Perspective at Moderna Museet.104 On display were works 
by such artists as Cindy Sherman, Laurie Simmons, Bar-
bara Kruger and Sherrie Levine, representatives, that is, of 
the group of postmodern American artists who emerged at 
the beginning of the 1980s. These artists commented on the 
products of consumer society while exploiting it in various 
ways and made art out of photography and the mass-pro-
duced image. Untitled #123 (1983) by Cindy Sherman from 
the Fashion series was bought for the collection in 1989; 
however, it was not registered in the photography collection 
but in the collection of Moderna Museet and assigned a so-
called MOMB number.105 A new generation of photographic 
artists in Sweden, inspired both pictorially and theoretical-
ly by their American predecessors, made their debut at the 
beginning of the 1990s. It was characteristic of the period 
that some of the most successful Swedish artists were wom-
en.106 Taking the work of two artists as examples, a study of 
the purchases made in the middle of the 1990s reveals that 
whereas Annica Karlsson Rixon’s series Untitled I–VI (1991) 
was assigned a Fotografiska Museet number in the records, 
Annika von Hauswolff’s work Hey Buster! What do you 
Know about Desire (1995) was given a MOMB number. All the 
works were created using the same technique, namely Colour 
Photography Type C. A change was on the way. 

One of the first photographic exhibitions at the museum 
to take up the new ideal of staged and conceptual photogra-
phy was Equal To. Swedish Contemporary Photography (Lika 
med. Samtida svensk fotografi) which was shown in 1991. A 
mixture of various types of photography within the fields of 
fashion, press, art, advertising, the family and science was 
displayed. The exhibition was produced by the Association 
of Swedish Professional Photographers in collaboration 
with Fotograficentrum. Irene Berggren was the exhibi-
tion curator and Carouschka Streijffert and Lena Rahoult 
designed it.107 The photographs were displayed hung on 
simple wooden screens in four slightly curved rows. Equal 
To presented almost 200 images grouped under four themes 
– value, identity, desire, transformation – by a hundred or so 
Swedish photographers both young and old. The selection 
is also interesting in terms of technique, since it took place 
before the breakthrough of digital technology.108 The only 
digitally mastered image was a satellite picture from Kiruna 
AB of Chernobyl in 1986. Once again we find a photographic 
exhibition not mounted solely by FM and presented in the 
large hall for temporary exhibitions at Moderna Museet.109 
Another interesting piece of information is that the exhi-
bition came about at the behest of the Minister of Culture 
Bengt Göransson, who encouraged (provided funding for) 
the exhibition.110 Equal To was, in other words, the outcome 
of SFF’s appeal in 1989 for a new photographic museum and 
a visit to the minister of culture.

This exhibition was followed by several similar ones in 
which an alternative to classic black and white photography 
was shown. In 1993, Maria Lind and Jan-Erik Lundström 
created Prospects – Contemporary Swedish Photography for 
Moderna Museet; this was followed the year afterwards by 
Steven Henry Madoff’s Stranger than Paradise. Contempo-
rary Scandinavian Photography which was shown at the In-
ternational Center of Photography in New York and toured 
the Nordic countries.111 In October 1992, Jan-Erik Lundström 
was appointed superintendent of Fotografiska Museet. 
His post was financed in part by the Swedish Arts Council, 
which had given him the task of looking into the future role 
of Fotografiska Museet’s operations as part of Statens kon-
stmuseer. Åke Sidvall had left his post in 1990, and this led to 
official letters from organisations including FMV anxious 
about the future and worried about cutbacks.112 Lundström’s 
first task was to take charge of the already planned Robert 
Mapplethorpe exhibition, which was shown in the spring of 
1993 at Moderna Museet. It attracted a great deal of attention 
and was visited by some 65,000 people. Lundström succeed-
ed in the exhibitions he went on to mount by representing a 
different way of presenting and writing about photography; 
he was strongly influenced by the intense discussion and re-
search that took place during the 1980s and 1990s relating to 
photographic images and vision as culture, as well as by the 
blossoming of photographic theory.113 An exhibition of work 
by Alfredo Jaar was shown from January to March 1994, and 
this was the last exhibition to be shown in the west gallery. 
For this installation all the intervening walls had been blast-
ed out, and a large space had been created for Jaar’s works, 
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148several of which consisted of light-boxes showing huge slides. 
The exhibition and the alteration of the space signalled the 
end of an epoch and sounded the death knell for the previous 
mode of operation.114

The inquiry undertaken by the Swedish Arts Council was 
complete by the spring of 1994; in its report the history of the 
Fotografiska Museet was summarised and a proposal put 
forward for a new organisation.115 The basic ideas it contained 
were for a permanent gallery for the collections of photogra-
phy, a photographic research centre and that Moderna Mu-
seet should consist of two departments: one for painting and 
sculpture and one for photography. The departments would 
each be headed by a chief curator. The inquiry also proposed 
a change of name to “Department of Photo graphy” since 
the previous name had been confusing. It is also interesting 
that the inquiry takes up the idea of a Bildinstitut (Swedish 
Institute of the Image) in its concluding discussion.116 The 
first sod for the new building would be turned in the summer 
of 1994, and the inquiry put forward a proposal relating to 
the division of labour during the years until 1998. The staff at 
Fotografiska Museet was much involved in the planning of 
this new museum building. The original plan, which was the 
basis from which the architect Rafael Moneo worked, was 
that the lower galleries on level two should consist of one for 
photography, and one for prints and drawings. Plans were 
also made for offices for the photographic staff, a library and 
a research room, a conservator’s studio, study room and stor-
age for the photographic collection, all on level two. The only 
part of this that was actually realised was the Photography 
Library and the so-called research “attic” on the mezzanine 
above the library, which was located at the very centre of the 
museum building from 1998 until 2007 when rebuilding start-
ed for Pontus Hulténs Study Gallery. Leif Wigh is of the view 
that had they been given the specially adapted premises the 
issue of a separate photographic museum would have been 
resolved – since FM would have had what was needed to be 
able to work on the photographic collection and show it in a 
satisfactory way.117

During the years in Spårvagnshallarna, several ma-
jor photographic exhibitions were shown, including Allan 
Sekula. Fish Stories (Fiskhistoria, 1995) and Irving Penn. 
Fotografier. En donation till minne av Lisa Fonssagrives-Penn 
(1995).118 Jan-Erik Lundström left Moderna Museet in 1997 
to become head of Bildmuseet in Umeå. When Moderna 
Museet re-opened in 1998, it was with a new director – Da-
vid Elliott – and a new organisation. In the new set-up there 
was no “Department of Photography” but a “Department of 
Modern Art, Photography, Film and Video”.119 The individ-
ual in charge of the photographic collection was Leif Wigh. 
David Elliott pointed out that there was nothing in his job 
description to say he was both “Director of Moderna Museet 
and Fotografiska Museet”, and he continued:

So de facto Moderna and Fotografiska were the same thing ad-
ministratively and considering the fact that the distinction be-
tween “art” on the one hand and “photo” on the other was also 
becoming eroded it made no sense to maintain two illusionary 

separate bodies but rather combine them conceptually as parts 
of a single strong organization.120 

Elliott came in from outside and actually found it easier to 
implement what was, for FM, a radical change. To those 
involved it came as a shock and was very much not what they 
had imagined at the beginning of the 1960s when FMV was 
founded. An exhibition that was shown during David Elli-
ott’s first year as head of the museum and which provides an 
example of his ideas concerning the collection of photogra-
phy was I skuggan av ljuset. Fotografi och systematik i konst, 
vetenskap och vardagsliv, 1998. The exhibition was an extend-
ed version of In Visible Light. Photography and Classification 
in Art, Science and the Everyday which was mounted at the 
Museum of Modern Art in Oxford in 1997 with Russel Rob-
erts as curator.121 It showed photographic images from the 
1840s until the present day in all the genres of photography 
and was divided into seven sections: the museum, mankind, 
crimes and madness, death, nature and science, everyday life 
and beauty and desire. The exhibition picked up once again 
the scientific theme we had previously seen on display at the 
museum, but from a more historical and artistic perspective 
to show how photographs have been classified and used in 
various contexts.

The Moderna Museet Collection of Photography
 How has the position of photography at Moderna Museet 
changed over the years? Having been housed in a separate 
part of the museum, photography is now presented together 
with the other works that are shown in the galleries devot-
ed to the collection. In a broader international perspective, 
this also reflects how the role of photography has changed 
and the extent to which in recent decades it has become a 
prominent genre within contemporary art and thus occupies 
an obvious place at the major museums of modern art. This 
development is related to the ideas concerning photography 
in the expanded field where it may be understood as an art 
historical object but also as a cultural-historical document or 
a cultural category.122 Photography has a role to play not only 
in the photohistorical context but also in many others. The 
fact that an institutional change was necessary to ensure the 
survival of photography at Moderna Museet in the twen-
ty-first century has become pretty clear.

The dream of creating a photographic museum in which 
every kind of photography and the entire history of the 
medium could be shown, together with cameras and other 
apparatus, has remained a powerful one. This dream still 
remains alive in the hearts of many photography enthusi-
asts, and the debate starts up again at regular intervals.123 
As has been said, the issue of whether the solution to all the 
problems relating to the care, preservation and display of 
our photographic treasure is a special museum is a complex 
one to which there are many alternative answers. What is 
striking in the debate on FM is that the advantages are al-
most never mentioned: the fact that photography has been on 
show year in-year out at an arts institution which has meant 
that the great art-going public has always been able to see 



149 photographic images as part of a visit to the museum. In the 
interviews, this was a reply that was repeatedly heard to the 
question of what the benefits of merger had been, as were the 
practical gains for FM in having access to staff and shared 
resources for technology, packing, transport, caretaking and 
press releases.124 Photography was made an integral part of 
the collection of Moderna Museet as part of the re-organisa-
tion that took place in 1998 and no longer came in for special 
treatment. But in the view of the photographic lobby, classic 
black and white photography has been marginalised and has 
all but disappeared from the programme of the museum; the 
lobby also misses the west gallery.125 A permanent photo-gra-
phy gallery would, of course, provide greater freedom to 
mount new exhibitions more quickly and to show older pho-
tography, since Moderna Museet is a museum for modern art 
– from 1900 onwards.

The collection donated by the Friends of Fotografiska 
Museet was put together on the basis of a broad frame of 
reference within which all types of photography were rep-
resented: press, advertising, art, amateur and scientific. For 
many years, this mixture created problems in terms of the 
identity of the department of photography and its place in 
Moderna Museet’s activities. In order to adapt, it was forced 
to focus on the relationship between art and photography. In 
many ways this entire story has to do with the old question 
of whether photography is art or not, and who is entitled to 
decide this matter. Photography is a broad medium serving 
many functions and encompassing many forms of expres-
sion and should therefore be represented at several different 
museums and institutions, working in co-operation with one 
another.

One may well wonder why Moderna Museet expanded 
the areas of its collections at a relatively early stage to in-
clude photography and film, but not design, with drawings 
and prints not being included until after 1998. In terms of 
design, it should be mentioned that in 1970 Moderna Mu-
seet acquired for its collections the Lotus 25/33 R7 Formu-
la 1 sports car (1963) as the start of a department of design 
and its associated collection. But the issue of a new Design 
Museum belongs with Nationalmuseum, whose Depart-
ment for Arts and Crafts and Design continues to collect 
contemporary objects. The incorporation of photography 
had to do with a specific historical situation, in which Mod-
erna Museet was made an offer it happened at that time to 
be in a position to accept. It had the interest, the time, the 
space and the finances. The Moderna Museet collection of 
photography is one of the most significant in Europe, and 
its possession has ensured that the museum is in a position 
to show photography both as part of established art history 
and as visual medium with a history, a technology, an aes-
thetics and a future of its own.
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	The Swedish state purchased the Helmut Gernsheim Duplicate Collection in 1964 and the Helmer Bäckström Photohistorical Collection in the following year to create the foundations for a photographic museum in Sweden. The historical background to these purchases is interwoven with that of the powerful pressure groups which came into being during the 1940s and subsequently formed themselves into Fotografiska Museets Vänner (the Friends of Fotografiska Museet, abbreviated here and in the notes as FMV). Fotografi
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	Since the world of photography in Sweden is a small one, it was a rather narrow group of individuals who were initially involved with the museum issue and who continued to campaign in various ways both for and against a museum of photography. In order to gain access to that early history, I have interviewed some of the activists within FMV as well as several of the people who worked on photography over long periods at Moderna Museet. As part of some previous research, Ulf Hård af Segerstad, who was a key in
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	The reason the museum question is, and has been, such a burning issue has to do with status and resources. A museum of photography, as an institution, with a dedicated building of its own, was considered by many people to be vitally important as a means of ensuring the preservation and documentation of the history of photography and in order for photography to be seen as art. The desire on the part of photographers to have a permanent site to show their pictures, and thus a more official seal of approval fo
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	Photographic Institutions
	International models for a Swedish museum of photography were to be found primarily in the United States. The Museum of Modern Art (MoMA) in New York was named by almost everyone as a source of inspiration – by photographers, curators, writers and collectors. From its opening in 1929, MoMA had shown photography and was both a pioneering institution and a prototype in this regard, as it was in the majority of areas affecting the modern art museum. The historian of art and photography Beaumont Newhall was the
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	Another example of the interest in what was happening in the field of photography in the US is provided by Pär Frank’s article for Fotografisk Årsbok 1966 (Photography Yearbook) in which he described three major American photographic centres: the Library of Congress in Washington, George Eastman House in Rochester and the Museum of Modern Art. In the course of a trip to the US, he had met and interviewed Beaumont Newhall, then head of the International Museum of Photography at George Eastman House, which th
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	John Szarkowski, who has been head of the photography department since 1962, was also keen to point out that a new photographic institution would have a lot to gain by being associated with an already established museum, such as Moderna Museet, because in that case one could appeal to a wider and more informed public and perhaps avoid the enthusiasts and their one-track minds. The department would also be in a more powerful position vis-à-vis photographers and other influential groups.
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	This statement is of particular interest in the light of the debate that developed about Fotografiska Museet , and what kind of institution was being envisaged. It is quite apparent that MoMA and its “Department of Photography” served as the prototype for a future Swedish museum of photography. The problems relating to the merger with Moderna Museet in particular are an unmistakable theme in the debate surrounding FM. On the other hand, what is also clear is that merger was not seen as a problem in articles
	-
	-
	10
	-
	11

	From 1969, a “Fotografische Sammlung” was put together at the Museum Folkwang in Essen based around the purchase of the collection of the legendary German photographer and educationalist Otto Steinert. His exhibitions, books and Swedish students had made Steinert well known in Sweden. He came to the country in 1966 to work on the selection of images for the exhibition Young Photographers ’66 (Unga fotografer ’66) organised by FMV, and his work was exhibited at the museum in 1977. In the light of the scale o
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	At the same time (the 1970s), entirely separate photographic museums were also being established at various sites around the world, with facilities for research and archives. These included the Musée Nicéphore Niépce in Chalon-sur-Saône, the Center for Creative Photography in Tucson, the Museum voor Fotografie in Antwerp and the Tokyo Metropolitan Museum of Photography. Developments in our neighbouring Nordic countries took a slightly different turn than in Sweden. In addition to the Museet for Fotokunst in
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	The Friends of the Museum of Photography
	The group that was to be of enormous importance for the creation of a museum and which conducted activities of its own well into the 1990s was the Friends of the Museum of Photography (FMV). The early history of the creation of a friends’ association and of the first years of Fotografiska Museet has been quite well documented. There are nevertheless certain points of particular interest worth highlighting in this context. Interest in the history and historiography of the medium was very marked on the occasi
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	The formation of the FMV interest group and its first practical efforts were initiated in connection with the exhibition 11 Photographers Look upon the Swedes (Svenskarna sedda av 11 fotografer, 1962–63) at Moderna Museet. It opened on a holiday, 27 December 1962, and wishes for a Happy Christmas were included on the invitation to the private view. The idea was to present pictures from Sweden of people, work, technology and leisure in various registers and emotional moods. The result was almost 300 black an
	-
	-
	-
	-
	20
	21

	Our hope is that this collection of photographs will incite so much discussion and interest that the question of a museum of photography will be on the agenda once more. Why not in combination with a film museum financed by the government? It could be located on Skeppsholmen.
	22

	In tandem with the exhibition, the periodical Foto invited readers once again to take part in an open debate, and in the spring of 1963, FMV was founded. An interim committee was appointed with Ulf Hård af Segerstad as chairman, although Carl-Adam Nycop would be the first elected chairman in 1965. The members included prominent representatives of newspapers, associations of photographers, publishers, museums and government ministries. The association deliberately set out to form links with individuals who c
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	The results of a questionnaire were published in Fotografisk Årsbok 1964, for which a selection of photographers, museum staff, writers on photography and others interested in photography had been required to answer the question: What do you expect from a museum of photography? Some viewpoints recurred repeatedly in the responses. While several responders were hoping for rapid development and expansion, they felt the museum would be more likely to be an archive that collected and inventoried all kinds of ph
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	This matter must be considered in more detail. The issue is how to steer a straight course between the old pictures and those of our own time, while putting together a well-balanced operation for mounting exhibitions and planning it carefully.
	28

	The first volume of Fotografisk Årsbok was issued in 1945 by the publishers Nordisk Rotogravyr, and the yearbook continued to be published until 1970. Prototypes could be found abroad, such as Das Deutsche Lichtbild, U.S. Camera and Photograms of the Year. It contained articles about “The Past Year in Photography”, photographers, topical discussions, new books on photography, articles relating to the history of photography, and the latest technical developments. Each issue was richly illustrated and contain
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	The stories behind the purchasing of the Helmut Gerns-heim Duplicate Collection and the Helmer Bäckström Photohistorical Collection are both interesting and difficult to explore in detail. Several of the actors in the Friends of the Museum of Photography were involved in the purchasing. Nevertheless at this remove from the events, it should be emphasised that it was the central government that actually made these two purchases, which is evidence in itself that those who were behind the move towards a museum
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	The Helmer Bäckström Photohistorical Collection was purchased in 1965 from his widow Olga Bäckström for 33,709 SEK. Bo Lagercrantz was also involved on this occasion in the negotiations, and the money was made available after much urging from Kungafonden (a Royal fund). Helmer Bäckström was a researcher, collector, photo historian and amateur photographer. He was an active member of the Photographic Association and in 1948 was appointed professor of photography at the Royal Institute of Technology. The coll
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	FMV organised ten or so exhibitions of their own and were very active during the second half of the 1960s. During those first years, their externally oriented activities were conducted at Galleri Karlsson which was situated at Vidargatan 5 close to Odenplan. Åke Sidvall’s association with the FMV was as a caretaker at the gallery on an hourly rate and he worked on the first exhibitions. His contact at the FMV was Pär Frank, but it was through Lars (Lasse) Swanberg that he got the job. Swanberg was a photogr
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	Together with Moderna Museet, FMV organised a series of exhibitions under the heading Young Photographers, an allusion to the celebrated exhibitions of the De unga group at the beginning of the 1950s. In the first of these, held in 1965, 44 photographers (two of whom were women) in the age range 15 to 35 were shown, whose images had been chosen by the art critic Bengt Olvång. On the back of the catalogue, it states that Young Photographers was intended to become an annual salon and that the pictures exhibit
	42
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	While the Young Photographers exhibitions were to point the way forwards and represented the first stage in implementing FMV’s motto “Stimulating the new – preserving the old”, the second stage would be embodied in exhibitions such as The Era of the Artist. An Epoch in the History of Swedish Photography (Konstnärstiden. En epok i svensk fotohistoria), shown in 1966, and compiled by Per Hemmingson using photographs from Helmer Bäckström’s collection. An additional example is provided by the exhibition Us in 
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	The official transfer of the collections of the Friends of Fotografiska Museet to Moderna Museet took place on the occasion of the association’s Annual General Meeting held on 20 October 1971 in the screening room of the museum. In the minutes of the board meeting of Nationalmuseum held on 21 December 1971 and signed by Carlo Derkert, the donation from Friends of Fotografiska Museet is recorded together with the deed of gift and an appendix with an inventory of the Friends’ collections. This is the first oc
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	Pontus Hultén was present at several meetings of the committee held in 1971 prior to the transfer. The financial situation was discussed, and it was agreed that the funds of the association would be used for the purchase of collections, disseminating information and the production of exhibitions, while Moderna Museet would be responsible for salaries and the maintenance of the buildings. Comparisons with the Friends of Moderna Museet were made, and Hultén recommended that contributions from the Friends of F
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	Pontus Hultén appears in the documents that have come down to us as open, positive and forceful in relation to the incorporation of photography within the operations of Moderna Museet. According to Olle Granath, this was in keeping with his fundamental premise that the collection of Moderna Museet should encompass what the prototype for his museum, the Museum of Modern Art in New York, had in its collections. Leif Wigh is of the view that the incorporation was not a problem in itself for Hultén, but that he
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	Since 1 July 1971 Moderna Museet has undertaken the task of collecting and exhibiting photographs. The reason we have taken this on is that it hardly seems appropriate any longer to try to make distinctions in principle between different categories of images. They get mixed up far too often. Conscious collaboration is more fertile than artificially constructed distinction. It seems self-evident for a museum of art to deal with every type of image. Used either as a means of expression or as a mediator of mor
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	56

	In other words, at the beginning of the 1970s both the interest and the ambition to display all types of photography could be found at Moderna Museet. The problematic aspect may rather have concerned the fact that it was vital to Pontus Hultén to be able to choose what was displayed, and yet here was a Friends’ association in the picture which wanted to have their say and a collection of photography that contained both interesting and less interesting images. Hultén continued to operate in this vein and in 
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	-
	57 
	-
	-
	58

	The first exhibition produced by Fotografiska Museet was André Kertész. Fotografier 1913–1971 in the autumn of 1971. The curatorial committee for the exhibition, as it was referred to in the catalogue, was made up of Rune Hassner, Douglass Kneedler and Åke Sidvall. Hassner was also the editor of the slight but extensive catalogue, in which he concludes his essay on the photographer with the following statement:
	The fact that the new Swedish museum of photography should launch its first autumn season with an exhibition of images by André Kertész should be seen therefore as an important event, and it is hoped that it will initiate a continuous process of informing the public about the work of major photographers, both to fill the gaps in the historical record but also in order to show the most important images and reportage that are currently being produced in other countries – before they can become part of the his
	59

	The exhibition consisted of 150 photographs and was shown in the gallery next to the restaurant. Just over 17,000 individuals visited the exhibition, a rather high figure when compared with the museum’s other exhibitions, and in the spring of 1972 it was sent to the Finnish Museum of Photography. A number of major and minor exhibitions followed, all mounted under the aegis of Fotografiska Museet.
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	During these hectic first years, there was criticism from several directions that the starting point for the new Fotografiska Museet was far too narrow and that efforts should instead be focused on creating a larger institution – a Bildinstitut or Swedish Institute of the Image – where images of every kind would find a home, along with educational programmes and information. The members of FMV were criticised for being too one-sided and exclusive in their view of the photographic image. The Swedish Film Ins
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	One of the most powerful personalities to take part in the debate was the photographer Rune Hassner, who had organised an exhibition of the work of the celebrated French photographer Edouard Boubat at Moderna Museet in 1967. This was Boubat’s first major retrospective abroad. They had known one another ever since Hassner lived in Paris from 1949 to 1957, when he met many photographers and photo historians. Hassner organised an exhibition of the photo-grapher Rolf Winquist at Liljevalchs konsthall in 1970 an
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	The MUS 65 report appeared in January 1973, which was the report on museums by the committee of inquiry set up in 1965 and composed of experts in the field of exhibitions and museums (SOU 1973:5 Museerna). The committee of inquiry proved to be a disappointment from the viewpoint of Fotografiska Museet. The management committee of FMV wrote in their responding submission that they found it strange that the inquiry failed to dwell on the position and status of Fotografiska Museet, or its field of operations o
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	To sum up, the non-profit organisation FMV managed nevertheless to put together an impressive photohistorical collection in the course of a decade. Through donations and purchases, the members collected just over 100,000 photographs, together with literature and periodicals. This still forms the base of Moderna Museet’s collection of photo-graphy. A further strategic choice was to call the department “Fotografiska Museet”, which lent it status in photographic circles both at home and abroad. To the outside 
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	Fotografiska Museet within Moderna Museet
	When Fotografiska Museet moved into the premises at Prästgården in 1971, the last priest, Pastor Gustaf Adolf Brandt, was still living on the building’s upper floor. During the first years, the photographic exhibitions had been displayed in Moderna Museet’s main building, but as of 1973 they were housed, together with related activities, in Kasern III, a branch of Moderna Museet, on Skeppsholmen. The department was awarded its own permanent exhibition premises in the west wing of the Moderna Museet building
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	One way of gaining insight into the operations of FM is to read the periodical Fotografiska Museet Meddelande, which was published between 1976 and 1988. It reflects the view the museum took of its own activities over these years and what it sought to highlight among its operations. Current and planned exhibitions were presented in its pages, as were new acquisitions and developments in care and research. The premises were described, information provided and appeals of various kinds were launched. Some of t
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	A survey of the list of photographic exhibitions since the start makes clear how impressive this was in terms of both numbers and content. Fotografiska Museet produced four to five exhibitions every year, and there were several recurrent series, such as “selections from the collection”, “Photography Classic”, and “new acquisitions” in addition to monographic and group exhibitions. The spring programme of 1975 is presented in a pamphlet: Hammarkullen by Jens S. Jensen, Tsito by Odd Uhrbom, Photographer in Et
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	Other exhibitions in the west gallery that have been both significant for the participants and representative of the museum are Ralph Gibson (1976–77), Helen Levitt (1985), Larry Clark (1986) and Roy DeCarava (1988). Once a visitor had passed the hall housing Moderna Museet’s permanent collection and the bookshop, the entry to Fotografiska Museet lay to the left. The space allocated to Fotografiska Museet consisted of a separate room in which smaller exhibitions, frequently from the Photography Classic seri
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	The exhibition A Thousand and One Pictures, shown in the summer of 1978, represented a major investment on the part of Fotografiska Museet and was important for the development of the collection. The exhibition was made up of a cross-section from the history of photography from 1840 to 1978 and included both Swedish and international photography. In the new room for temporary exhibitions, works by 139 photographers were hung on dark brown screens. The photographs were glazed in passepartouts but had no fram
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	At this exhibition older photography was shown, primarily from the Gernsheim Duplicate Collection, such as work by Julia Margaret Cameron, Eadweard Muybridge, Nadar, W.H. Fox Talbot and Carleton E. Watkins. The idea behind the exhibition was that it should eventually become a means of expanding the international collection so as to include photography from the twentieth century. Contact was made with a large number of well-known photographers, as is shown by the many letters preserved in the records of the 
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	The exhibition A Thousand and One Pictures has been variously described as a photographic equivalent to The Museum of our Wishes (Önskemuseet, 1963–64). In the exhibition catalogue, Åke Sidvall explained that the idea had been knocking around for a number of years and had originally been proposed by Pontus Hultén, who in 1971 wanted to demonstrate the museum’s new collection field with a more extensive photographic exhibition. The exhibition led to the museum being given a three-year special grant from the 
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	The Photography Library was set up in parallel with the picture collection and the museum itself. The development of the photobook and the ability to print photographic images are closely inter-related with the history of the medium and its dissemination. There was a powerful movement behind a photographic archive from the start, as has been pointed out above, and the creation of a library was a natural consequence of its development. There are similar collections of books linked to a museum at other sites,
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	At the initiative of Rune Hassner, a start was also made at putting together a photographic archive containing various documents, primarily articles from newspapers and periodicals, a variety of invitation cards and pamphlets on photography. The archives contain some eleven thousand suspension files arranged by name of Swedish and foreign photographers and institutions, museums, galleries and their exhibitions and activities. The archive runs from the early 1970s until 2001 when the collecting process cease
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	A new actor appeared on the photographic market in the form of the Camera Obscura gallery, which was run by Lennart Durehed and Lars Hall at Kåkbrinken 5 in Stockholm’s Gamla Stan from 1977 to 1983. This was Sweden’s first commercial photo gallery and its operations were inspired by the many photo galleries that had developed and become established in the US at the end of the 1970s. Relations with FM were good and the museum bought the work of several photographers through the gallery. Fotografiska Museet a
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	The activities of Fotografiska Museet are aimed at describing the images of the photographer. At his or her best, the photographer sees what others cannot. It is this perhaps straightforward circumstance that Fotografiska Museet depicts in its arrangements with a historical flavour or in its thematic exhibitions of photographers’ images of the present.
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	Alton replied, criticising above all the exhibition of the photographer Guillaume Berggren and Leif Wigh’s book about him. He wanted the only existing museum of its kind in Sweden to adopt a comprehensive perspective in relation to photography. Pål-Nils Nilsson, the newly appointed professor of photography at the University of Gothenburg, then entered the fray with an article in which he returned to the Friends of Fotografiska Museet and its operations. He wanted to see a more open photographic museum which
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	The debate continued instead in Folket i Bild Kulturfront with several contributions from a number of actors within the field of photography: Donald Boström (the photographer and picture editor at FiB/K), Carl-Adam Nycop (chairman of Friends of Fotografiska Museet from 1965 to 1973), Per-Uno Ågren (county antiquarian at Västerbotten Museum), Bo Nilsson (curator at Stockholm City Museum), Rune Hassner (photographer), Gösta Flemming (photo journalist), Bengt Wanselius (chairman of the Swedish Association of P
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	It was during this period that Christer Strömholm’s celebrated exhibition Nine Seconds of my Life (9 sekunder av mitt liv, 1986) was shown. The exhibition was to be the major breakthrough for the sixty-year-old photographer with a broader public. Several of the participants in the debate mentioned above commented that the exhibition was not produced by Fotografiska Museet but by Moderna Museet, and this was perceived as an implied criticism of FM. However, a perusal of the exhibition records reveals that St
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	A proposal was made during the spring of 1987 by the board of Statens konstmuseer (Nationalmuseum, Moderna Museet and Östasiatiska museet) to “mothball” Fotografiska Museet. Sections of the staff would be relocated; no new photographic exhibitions would be mounted and no new purchases or new catalogues made. The administrative authority had been ordered to save 1.2 million SEK and FM was put forward as the solution. This led to a host of articles in newspapers and the specialist press in defence of the muse
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	Around 1990, the debate picked up again about what a photographic museum should contain and what should be done with the existing Fotografiska Museet. In an official letter to the Swedish Arts Council, the Association of Swedish Professional Photographers had put forward a proposal for a new photographic museum. In the letter, the current FM was described as a provisional solution, while the Association’s desiderata included a photographic institution with a more independent role within Statens konstmuseer,
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	Photographic Art
	Photographic art derives from a postmodernist conception and can be said to have made its definitive breakthrough in Sweden with the 1987 exhibition Implosion – A Postmodern Perspective at Moderna Museet. On display were works by such artists as Cindy Sherman, Laurie Simmons, Barbara Kruger and Sherrie Levine, representatives, that is, of the group of postmodern American artists who emerged at the beginning of the 1980s. These artists commented on the products of consumer society while exploiting it in vari
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	One of the first photographic exhibitions at the museum to take up the new ideal of staged and conceptual photography was Equal To. Swedish Contemporary Photography (Lika med. Samtida svensk fotografi) which was shown in 1991. A mixture of various types of photography within the fields of fashion, press, art, advertising, the family and science was displayed. The exhibition was produced by the Association of Swedish Professional Photographers in collaboration with Fotograficentrum. Irene Berggren was the ex
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	This exhibition was followed by several similar ones in which an alternative to classic black and white photography was shown. In 1993, Maria Lind and Jan-Erik Lundström created Prospects – Contemporary Swedish Photography for Moderna Museet; this was followed the year afterwards by Steven Henry Madoff’s Stranger than Paradise. Contemporary Scandinavian Photography which was shown at the International Center of Photography in New York and toured the Nordic countries. In October 1992, Jan-Erik Lundström was 
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	The inquiry undertaken by the Swedish Arts Council was complete by the spring of 1994; in its report the history of the Fotografiska Museet was summarised and a proposal put forward for a new organisation. The basic ideas it contained were for a permanent gallery for the collections of photography, a photographic research centre and that Moderna Museet should consist of two departments: one for painting and sculpture and one for photography. The departments would each be headed by a chief curator. The inqui
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	During the years in Spårvagnshallarna, several major photographic exhibitions were shown, including Allan Sekula. Fish Stories (Fiskhistoria, 1995) and Irving Penn. Fotografier. En donation till minne av Lisa Fonssagrives-Penn (1995). Jan-Erik Lundström left Moderna Museet in 1997 to become head of Bildmuseet in Umeå. When Moderna Museet re-opened in 1998, it was with a new director – David Elliott – and a new organisation. In the new set-up there was no “Department of Photography” but a “Department of Mode
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	So de facto Moderna and Fotografiska were the same thing administratively and considering the fact that the distinction between “art” on the one hand and “photo” on the other was also becoming eroded it made no sense to maintain two illusionary separate bodies but rather combine them conceptually as parts of a single strong organization. 
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	Elliott came in from outside and actually found it easier to implement what was, for FM, a radical change. To those involved it came as a shock and was very much not what they had imagined at the beginning of the 1960s when FMV was founded. An exhibition that was shown during David Elliott’s first year as head of the museum and which provides an example of his ideas concerning the collection of photography was I skuggan av ljuset. Fotografi och systematik i konst, vetenskap och vardagsliv, 1998. The exhibit
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	The Moderna Museet Collection of Photography
	 How has the position of photography at Moderna Museet changed over the years? Having been housed in a separate part of the museum, photography is now presented together with the other works that are shown in the galleries devoted to the collection. In a broader international perspective, this also reflects how the role of photography has changed and the extent to which in recent decades it has become a prominent genre within contemporary art and thus occupies an obvious place at the major museums of modern
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	The dream of creating a photographic museum in which every kind of photography and the entire history of the medium could be shown, together with cameras and other apparatus, has remained a powerful one. This dream still remains alive in the hearts of many photography enthusiasts, and the debate starts up again at regular intervals. As has been said, the issue of whether the solution to all the problems relating to the care, preservation and display of our photographic treasure is a special museum is a comp
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	The collection donated by the Friends of Fotografiska Museet was put together on the basis of a broad frame of reference within which all types of photography were represented: press, advertising, art, amateur and scientific. For many years, this mixture created problems in terms of the identity of the department of photography and its place in Moderna Museet’s activities. In order to adapt, it was forced to focus on the relationship between art and photography. In many ways this entire story has to do with
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	One may well wonder why Moderna Museet expanded the areas of its collections at a relatively early stage to include photography and film, but not design, with drawings and prints not being included until after 1998. In terms of design, it should be mentioned that in 1970 Moderna Museet acquired for its collections the Lotus 25/33 R7 Formula 1 sports car (1963) as the start of a department of design and its associated collection. But the issue of a new Design Museum belongs with Nationalmuseum, whose Departm
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	1 Interviews were carried out with the following individuals: Leif Wigh, 14 Sept. 2007; Pär Frank, 21 Sept. 2007; Annagreta Dyring, 26 Sept. 2007; Peter Schultz, 6 Dec. 2007; Rune Jonsson, 11 Dec. 2007; Håkan Petersson, 17 Dec. 2007; Åke Sidvall, 15 Jan. 2008; and a joint interview with Olle Granath, 13 June 2007. I would like to thank them most gratefully.
	2 The interviews with Ulf Hård af Segerstad, 15 Nov. 1994 and with the others were carried out between 1992 and 1995, see Anna Tellgren, Tio fotografer. Självsyn och bildsyn. Svensk fotografi under 1950-talet i ett internationellt perspektiv (diss.), Stockholm 1997, p. 311.
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	124 Interviews with Annagreta Dyring, Pär Frank, Rune Jonsson, Håkan Petersson, Peter Schultz, Åke Sidvall and Leif Wigh 2007–08.
	125 For exhibitions of photography at Moderna Museet from 1998 until 2008, see the Chronology in this volume.
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