The gaze of modernity

In view of aesthetic considerations
(and for the sake of convenience)
the architects have made the clouds square.

Thus, above the desolate forest sprawls the suburb.
High above the ridges the cloud cubes line up
reflecting deeply in the unsuspecting forest lake
mighty rows of window voids
underlined by the sunset’s beautiful red neon
There in reverentially spared cumulus piles

play hygienic children
(never touched by human hand)

From Non Serviam (1945)
by Gunnar Ekel6f

In several of her works Susanne
Kriemann explores the gaze of moder-
nity, guiding the viewer through care-
fully selected episodes in the history
of photography and perception, and
focusing on the encounter between our
image of the past, the present and the
ideologies associated with our com-
mon history. Photography appears

to be forever united with the way in
which we remember pictures, and with
the 20" century interpretation of the
concept of belief in the future. The
gaze of modernity is simultaneously
both liberated from the perspective of
past generations, and controlled by the
achievements of modern technology.
We are dismayed, seduced and fasci-
nated. Is this how the ideologies of
modernity arise?

In the work 72 650 000 from
2008, Susanne Kriemann casts a gi-
gantic concrete cylinder — Schwerbe-
lastungskorper — in the lead role. This

concrete cylinder was erected in 1941
to test durability and load tolerance in
preparation for the global capital city
Germania that Adolf Hitler dreamt
of, with buildings made of marble and
granite. At General-Pape-Strasse near
Tempelhof in Berlin, the 12,650-ton
colossus, built by French POWs under
the command of Albert Speer, can still
be seen. Today, the imposing volume
has been renovated and is a listed
monument. With sensitivity, Susanne
Kriemann has combined historic press
clippings from the archives with a con-
temporary picture of the monument
that was recently awakened from its
long slumber. In a series of images that
include press photos from the 1940s
and recent pictures, Kriemann inserts
herself into the genre of industrial his-
tory with a nod to the German pho-
tographers Bernd and Hilla Becher,
legendary for their work in this field.
In Kriemann’s collages of black and



The gaze of modernity

white photos from different eras, the
concrete mass is transformed into a
megalomaniac vessel for memories.

The project Migratory Birds -
Romantic Capitalism is based on the
biography of the world-famous pho-
tographic genius Victor Hasselblad. In
Susanne Kriemann’s hands, his success
story gets an unexpected ending. Vic-
tor Hasselblad was born into photog-
raphy in 1906, thanks to the family
business Hasselblads Fotografiska
AB. He started as an apprentice in
his father’s firm and, after finishing
his schooling, was sent to Germany as
a trainee. Here he published his first
article, before the age of 20, in the
magazine Photo-Technik. The subject
of his article was the best way to pho-
tograph birds, and what was required
to develop this technique “in order to
outwit our plumed friends”. Even as a
child, Victor Hasselblad had shown a
fascination for nature during his sum-
mer holidays and started keeping a
diary of his observations. A few years
later, he travelled from north to south
photographing birds, and in 1935 his
book Flyttfigelstrik (Bird Trails) was
published.

Bird-watching may, at first glance,
appear to be an innocuous hobby for
the nature-loving photographer. But
the bird’s-eye view, modern social the-
ory and the cult of technology seem to
be inseparably entwined. Charles Dar-
win began laying out his theories in
the 1830s, after a trip to the Galapagos
Isles in the Pacific as a 22-year-old.
Thanks to “Darwin’s finches”, modern
evolutionary biology was born. Just be-
fore the Second World War, the Brit-
ish ornithologist David Lack decided
to revisit the Galapagos Isles. How-
ever, he was drafted into the army and

was employed in radar reconnaissance
against German bombers. By a twist of
fate, this led to Lack becoming one of
the world’s most renowned research-
ers into bird migration. In 1947, he
published his book Darwin’s Finches.
When the war broke out, Hasselblad
was commissioned by the Swedish air
force to construct a reconnaissance
camera for military use, based on a
camera that had been retrieved from

a German fighter aircraft shot down
over Swedish territory. Victor Hassel-
blad’s small shop at Kungsportsplatsen
in Gothenburg soon began to feel the
effects of the wartime ban photogra-
phy in the Gothenburg region. Den-
mark and Norway were already under
German occupation.

This is where Susanne Kriemann’s
voyage starts. On a working visit in
Stockholm, she bought a Hasselblad
aerial camera from 1942 at an auction,
along with a few rolls of film from
1958. Some time later, she organised
an aerial photography session with
the old 7940s equipment. Susanne
Kriemann chose to fly over a few of
the vast suburban 1960s—70s housing
estates on the outskirts of Stockholm.
The artist thus completed the circle
by taking the old aerial camera back
up into the air, choosing the aerial, or
bird’s-eye, perspective — the unrivalled
favourite angle of modernism — which
embodies a distanced, watchful and
visionary view.

During the period 1964-1974, one
million new apartments were built in
Sweden. This venture is often referred
to in Swedish debate as the “million
programme”. The political objective
was to come to terms with the housing
shortage. The project exuded an opti-
mistic attitude to development. New

technology and industrialised building
methods promised rational changes in
the housing environment. To satisfy
the buoyant export industry the Swed-
ish borders were opened to labour
from abroad.

Rosengird, Fittja, Skirholmen,
Rinkeby, Tensta, and Hammarkullen.
A critic dubbed Skirholmen a “con-
centration camp of the welfare state”,
another claimed that “the slum of our
grandchildren” had seen the light of
day. The so-called concrete suburbs
were lambasted for their inhumane
proportions and rapidly became sym-
bols of segregation, and for conform-
ing to the demands of production. The
influence of the users themselves was
practically non-existent in many cases.
The people who were to live in the
million programme had not yet moved
from the countryside to the cities, or
approached Swedish borders. The
yardstick was often mono-cultural, a
Swedish family with a gainfully-em-
ployed man, a housewife and two kids.

Nearly forty years have passed
since then. Today, we refer to these
areas as intercultural globalisation
centres, and there is currently a discus-
sion about the best ways to preserve
these estates as monuments of cultural
and architectural history. The million
programme estates are often on the
boundary between the urban and rural
landscape. The aerial shots reveal the
sharp contrasts between underground
stations, shopping precincts and
pristine pine groves. Interestingly, by
linking bird photography, the history
of the development of camera technol-
ogy and the architecture of the mil-
lion programme, Susanne Kriemann
also approaches what could be called
a Swedish or Nordic interpretation of



international modernism, where an
encounter between natural lyricism
and rational modern technology often
takes centre stage.

How fast, cheap and rational solu-
tions could the modern, homeless hu-
man being endure? In retrospect, the
million programme also appears to be
a form of social load tolerance study
created by and for humans, similar to
the tests carried out to test the toler-
ance and durability of concrete. Here,
the dreams of increased buying power
and higher living standards went
hand-in-hand, and social engineer-
ing celebrated new triumphs. What

emerges is an image of Sweden’s mixed

economy as a unique alliance between
capitalism and socialism, between per-
sonal choice and welfare policy.

Cecilia Widenheim
Director of laspis, Stockholm
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MODERNITETENS BLICK

Av hdnsyn till de estetiska kraven
(som ocksa ar andamalsenlighetens)
har arkitekterna gjort molnen fyrkantiga.

Over de 6de skogarna striacker sig alltsa férstaden.

Hogt Over asarna radar sig molnkuberna
speglande djupt i den intet anande skogssjon
maktiga filer av tomhetsfonster
understrukna av solnedgangens vackert réda neon
Dar leker i pietetsfullt skonade

cumulushégar hygieniska barn
(aldrig berodrda av manniskohander)

/-=-/

Ur Till de folkhemske (1945)
av Gunnar Ekelof

Flera av Susanne Kriemanns arbeten
undersoker modernitetens blick.

Hon leder betraktaren genom val
valda delar av fotografins och
varseblivningens historia. Motet
mellan bilden av det forflutna, nuet
och de ideologier som ar knutna till

var gemensamma historia star i fokus.

Den fotografiska tekniken tycks for
alltid forknippad med vart satt att
minnas i bilder, och med 1900-talets
tolkning av begreppet framtidstro.
Modernitetens blick dr pa samma gang
frigjord fran tidigare generationers
perspektiv och kontrollerad av den
moderna teknologins landvinningar.

Man forfaras, forfors och fascineras.

Ar det sa hir modernitetens
ideologier blir til1l1?

I verket 12 650 000 fran 2008
later hon ett gigantiskt
cylinderformat betongelement -
Schwerbelastungskorper - spela
huvudrollen. Betongelementet
uppfordes 1941 som ett hallbarhets-
och belastningstest infor
genomforandet av varldshuvudstaden
Germania som Adolf Hitler dromde
om med byggnader av marmor och
granit. Pa General-Pape-Strasse
ndara Tempelhof i Berlin star an
idag den 12 650 ton tunga kolossen,
byggd av franska krigsfangar under
Albert Speers ledning. Idag ar den
imposanta volymen renoverad och
byggnadsminnesforklarad. Varsamt
later Susanne Kriemann historiska
pressbilder ur arkiven mota dagens
bild av det monument som nyligen
vackts ur sin langa somn. I en

serie bilder som omfattar saval
pressfotografier fran 1940-talet

som nytagna bilder arbetar sig
Kriemann in i industrihistorikernas
genre med en hdlsning till de tyska
fotograferna Bernd och Hilla Becher,
legendariska aktorer inom faltet.

I Kriemanns collage av svartvita
fotografier fran olika tider
forvandlas betongkroppen till ett
megalomaniskt minneskarT.

Projektet Migratory Birds - Romantic
Capitalism tar sin utgangspunkt i
historien om det internationellt
kdanda fotogeniet Victor Hasselblad.

I Susanne Kriemanns hander far
framgangssagan en ovantad uppldsning.
Victor Hasselblad féddes 1906 in i
fotografin genom familjeforetaget
Hasselblads Fotografiska AB. Han
startade som ldrling i faderns firma
och efter gymnasiet skickades han
till Tyskland for att praktisera. Har
publicerade han sin férsta artikel,
annu inte 20 ar fyllda, i tidskriften
Photo-Technik. Amnet fér artikeln
var hur man bast fotograferar

faglar, och vad som skulle kravas
for att utveckla tekniken ”for att
overlista vara befjdadrade vanner”.
Redan under barndomens somrar hade
Victor Hasselblad fascinerats av
naturen och borjat fora dagbok over
sina observationer. Nagra ar senare
reste han fran norr till soder och
fotograferade faglar, och 1935 kom
boken Flyttfagelstrak ut.
Fagelstudier kan vid en

forsta anblick te sig som en
oforarglig hobbyverksamhet for
naturintresserade fotografer. Men
fagelperspektivet, den moderna
samhdllsteorin och teknikkulten tycks
oskiljaktiga. Charles Darwin kom
utvecklingsldran pa sparen nar han
som 22-aring under 1830-talet besdkte
Galapagosarkipelagen i Stilla havet.
Med ”darwinfinkarna” var den moderna
evolutionsbiologin fodd. Strax fore
andra varldskriget bestamde sig den
brittiske ornitologen David Lack for
att besoka Galapagosbdarna igen. Under
kriget rekryterades Lack dock till
forsvaret och bedrev radarspaning
mot tyska bombplan. Som genom en
odets ironi blev Lack pa detta satt
en av vdrldens mest namnkunniga

inom flyttfagelforskning. 1947



publicerade han sin bok Darwin’s
Finches. Nar andra varldskriget brot
ut fick Hasselblad uppdrag fran
svenska flygvapnet att konstruera

en spaningskamera for militart

bruk. Forebilden blev en kamera som
beslagtagits ur ett tyskt flygplan
som skjutits ned pa svensk mark.
Victor Hasselblads 1illa butik pa
Kungsportsplatsen i Goteborg fick
snart kdanna pa krisen med alla de
fotograferingsforbud som utfardades i
Goteborgstrakten. Danmark och Norge
var redan ockuperade av Tyskland.
Har borjar Susanne Kriemanns resa.
Vid en arbetsvistelse i Stockholm
képer hon en Hasselbladkamera for
flygfoto fran 1942 pa auktion samt
ett par rullar film fran 1958.

En tid senare arrangerar hon en
flygfotografering med den gamla
utrustningen fran 1940-talet.
Susanne Kriemann valjer att roéra

sig Over nagra av miljonprogrammets
forortsbebyggelser i Stockholms
utkanter. Konstndren sluter cirkeln
ndar hon tar upp den gamla militdra
flygkameran i luften igen. Hon vdljer
flyg- eller fagelperspektivet -
modernismens oslagbara favoritvinkel
- som fangar ett pa samma gang
distanserat, overvakande och
framtidsvisiondrt seende.

Under tiden 1965-1974 producerades
en miljon nya bostader i Sverige,
man brukar kalla satsningen for
”miljonprogrammet”. Det politiska
malet var att rada bot pa den
bostadsbrist som radde. Projektet
andas utvecklingsoptimism. Den nya
tekniken och de industrialiserade
byggmetoderna utlovade en rationell
forandring av bostadsmiljon. For att
matta en exportindustri pa hdgvarv
Oppnades de svenska granserna
Oppnades for utldndsk arbetskraft.
Rosengard, Fittja, Skarholmen,
Rinkeby, Tensta, och Hammarkullen.
En kritiker utndmnde Skdrholmen till
”valfardens koncentrationslager”, en
annan menade att "barnbarnens slum”
hade sett dagens 1jus. De sa kallade
betongfororterna blev utskdallda for
sin omdnskliga skala och foérvandlades
snabbt till symboler for segregation
och produktionsanpassning.
Brukarinflytandet var i det

ndarmaste obefintligt i manga

fall. De manniskor som skulle bo

i miljonprogrammet hade dnnu inte
flyttat fran landet till stan eller
ens ndrmat sig Sveriges granser.
Mattstocken var ofta enkulturell, en
svensk familj med en l6nearbetande
man, hemmafru och tva barn.

Ndarmare fyrtio ar har gatt sedan
dess. Idag talar man istdllet

om omradena som interkulturella
globaliseringscentra, och det

pagar diskussioner om hur omradena
bdast ska bevaras som kultur- och
arkitekturhistoriska minnesmarken.
Miljonprogramsomradena 1igger

ofta i grdnszonen mellan stad och
land. Flygbilder avsléjar de tvara
kasten mellan t-bana, koépgata och
ororda tallskogsdungar. Genom att
koppla samman fagelfotografi,
kamerateknisk utvecklingshistoria och
miljonprogrammets arkitektur narmar
sig Susanne Kriemann intressant nog
ocksa det som skulle kunna kallas
en svensk eller nordisk tolkning av
den internationella modernismen, dar
motet mellan naturlyrik och rationell
modern teknik ofta star i centrum.
Hur snabba, billiga och rationella
16sningar talde da den moderna
bostads16sa mdnniskan? Vid

en tillbakablick framstar
miljonprogrammet ocksa som ett
slags belastningsstudie, men inte
en testvolym byggd av betong utan
en social belastningsstudie skapad
av och for manniskor. Har gick
drommarna om okad kopkraft och hog
Tevnadsstandard hand i hand och den
sociala ingenjorsvetenskapen firade
nya triumfer. Fram trdder bilden

av blandekonomins Sverige som en
unik allians mellan kapitalism och
socialism, mellan valfrihet och
folkhem.

Cecilia Widenheim
Direktor Iaspis, Stockholm
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