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TIKLOTA
FOTOKAMERA
DARBIBA:

KADEL NE KATRS
PASPORTRETS

IR SELFIJS, BET
KATRS SELFIJS IR
FOTOGRAFIJA

ALISE TIFENTALE

Kads mans draugs makslinieks nesen sa-
runa izteica apgalvojumu, ka cilveki, un vins
to skaita, selfijus esot uznémusi vienmer,

pat vél pirms socialo tiklu un viedtalrunu
paradiganas. Vardu “selfijs” vin$ lietoja ka
isaku versiju jédzienam “pagportrets” (anglu
valoda selfie un self-portrait). Japiekrit, ka
“selfijs” jeb “pasbilde” ir radniecigs jéedziens
“padportretam”, tacu taja ietverta plagaka
nozime. Sis raksts apliko tehnologiju lomu
selfija definicija un izpratné. Par spiti riskam
iegrimt vienkarsota tehnologiska determin-
isma, ir jaatzist, ka tehnologijas nozime vizua-
laja kultira un it ipasi fotografija nereti tiek
novertéta par zemu. Vai tads fenomens ka
selfijs tiesam butu tikai blakusprodukts tam,
cik attistitas un pieejamas kluvusas

digitalu attelu radi$anas un koplietoanas teh-
nologijas? Vai varbut ir otradi - rodas jaunas
fotografijas formas, un tam tiek pielagots
aparatiras un lietotnu dizains un to elementi,
piemeéram, viedtalrunos tiek iebuvéta otra
kamera un tiek izstradats Instagram un tam-
lidzigu attélu publicésanas platformu izskats?

i v ) ek

THE NETWORKED
CAMERA

AT WORK:

WHY EVERY
SELF-PORTRAIT IS
NOT A SELFIE, BUT
EVERY SELFIE IS A
PHOTOGRAPH

ALISE TIFENTALE

Recently an artist friend claimed in a con-
versation that he thinks that people, includ-
ing himself, have made selfies all the time,
even before the appearance of social media
and smartphones. He said he used the word
“selfie” just as a shorter version of “self-por-
trait.” Indeed, “selfie” is closely related to the
concept of “self-portrait,” but it is more than
that. This article focuses on the role of tech-
nologies in defining and understanding the
selfie. While there is danger of slipping into
oversimplified technological determinism, we
have to admit that the role of technologies
in visual culture, and especially photography,
is often underestimated. Could phenomena
like the selfie really be just a byproduct of
the advancement and accessibility of digital
image-making and image-sharing technol-
ogies? Or could it be vice versa—new and
emerging photographic practices shaping the
design and features of hardware and apps,
such as the introduction of the second camera
in smartphones and the appearance of Insta-
gram and other image-sharing platforms?




Kas slepjas zem varda “selfijs"?

Paraugoties atpakal fotografijas vésturé, létas un viegli
lietojamas Kodak Brownie kameras ap 1900. gadu lava
uzplaukt popularajai un amatieru fotografijai, radija
momentuznémuma zanru un ieviesa gimenes fotoalbu-
mu tradiciju. Lidzigi ap 2010. gadu més piedzivojam to,
ka dzimst jauna attélu radi$anas ierice: viedtalrunis ar
iebuvétu kameru un bezvadu savienojumu ar internetu.
No $adu ieri¢u pieejamibas plasa patérina tirga izrietéja
jaunu apakszanru veidosanas popularaja fotografija, ka,
pieméram, selfijs.

Tomér japiezimé, ka §i situacija varéja izveidoties tikai
tapéc, ka sabiedriba bija formuléjusi pieprasijumu jeb
vélmi péc §adas tehnologiskas inovacijas. Tadéjadi selfi-
ja — jauna popularas fotografijas apak$zanra — uzplau-
kums ir laika zina vésturiski nosacits: ta raanas bija
iespéjama vienigi taja bridi, kad virkne tehnologisku
risinajumu bija sasniegusdi zinamu attistibas un pie-
ejamibas limeni un kad bija paradijusies cilvéka vélmes
“degsme”, ka minéts loti ietekmigaja DzZefrija Bacena
gramata.! Lai ari jau no pirmajam fotografijas rasanas
dienam daudzi fotografi (gan pazistami makslinieki, gan
entuziasti valasprieka limeni) uznémusi savus paspor-
tretus, akadémiskie pétnieki apstiprina, ka “pasportre-
ti nebija ikdienas prakse lidz pat bridim, kad digitala
kamera sapliada ar mobilo telefonu”.? Turklat kameras
apvieno$ana ar viedtalruni nebut nav vienigais, kas ne-
piecieSams selfijam. Tikpat butisks elements ir ari cil-
véka vélme uznemt $adu attélu un — ne mazak svarigi —
to publicét laikabiedru apskatei. Saskana ar Oksfordas
vardnicas definiciju selfijs jeb pagbilde ir “fotografija,
kura autors ir uznémis pats sevi, visbiezak ar viedtal-
runa vai timekla kameras palidzibu, un publicéjis to ar
socialo mediju starpniecibu”.?

Saja definicija precizi ietvertas visas tris galvenas darbi-
bas, kas raksturo selfija butibu: sava fotoattéla uznemsa-
na, viedtalruna kameras izmanto$ana un attéla pub-
licésana socialo mediju tiklos. Pétnieciba ir formuléts
“tiklota attela” termins, savukart es ierosinu izmantot
mazliet atskirigu jédzienu, akcentéjot attélu iegusanas
aparata nozimi: tiklota fotokamera.

Tiklota kamera ir savdabigs hibrids: ierice, kas lauj
uznemt, publicét un aplukot attélus. Tas uzbuvé vien-
lidz butiski ir gan tehniskie aparata elementi - viegli
izmantojams viedtalrunis ar iebuvétu kameru, pieeja

What's in the name of the selfie?

Looking back into the history of photography, the
cheap and easy to use Kodak Brownie cameras around
1900 gave rise to popular and amateur photography,
introduced the snapshot, and established a tradition of
family photograph albums. Similarly, around 2010 we
saw the rise of a new kind of image-making device, the
smartphone with a built-in camera and wireless connec-
tion to the Internet. Availability of such devices in the
mass market was followed by a formation of new sub-
genres of popular photography, such as the selfie.

This, however, could happen only because a demand or
desire for such technological innovations had already
been articulated in society. Thus also the appearance of
the selfie as a new sub-genre of popular photography is
historically time-specific: it could emerge only in a mo-
ment when several technologies reached a certain lev-
el of development and accessibility and when a “burn-
ing” human desire had emerged, referring to Geoffrey
Batchen’s highly influential book." Even though many
photographers—well-known artists and enthusiastic
hobbyists alike—have made self-portraits since the very
early days of photography, scholars have confirmed that
“self-portraits did not become a mundane practice until
the digital camera converged with the mobile phone”.?
Furthermore, the convergence of the camera with the
smartphone is not all that is needed for a selfie—there
has to be a human desire to make such picture and—
equally important—to share it with one’s peers. Accord-
ing to the definition by the Oxford Dictionaries, a selfie
is “a photograph that one has taken of oneself, typically
one taken with a smartphone or webcam and shared via
social media.”

This definition neatly sums up all three key activities
that are essential for the selfie: taking a photographic
image of oneself, using a camera on one’s smartphone,
and sharing this image on social media networks. While
other scholars have introduced the term “networked im-
age,” would like to suggest a slightly different term that
shifts the focus more toward the apparatus that produc-
es the image: the networked camera.

The networked camera is a curious hybrid: an im-
age-making, image-sharing, and image-viewing device
whose necessary features include hardware such as
an easy to use smartphone with a built-in camera, the

1 Geoffrey Batchen, Burning with Desire: The Conception of Photography
(Cambridge, Mass: The MIT Press, 1997).

2 Marika Liders, Lin Proitz, and Terje Rasmussen, “Emerging Person-
al Media Genres,” New Media & Society 12, No. 6 (2010): 959.

3 Oxford Dictionaries, “selfie.” Oxford University Press. Pieejams
http://www.oxforddictionaries.com/us/definition/american_en-
glish/selfie. Skatits 2016. gada 19. februari.

1 Geoffrey Batchen, Burning with Desire: The Conception of Photography
(Cambridge, Mass: The MIT Press, 1997).

2 Marika Liders, Lin Prgitz, and Terje Rasmussen, “Emerging Person-
al Media Genres,” New Media & Society 12, No. 6 (2010): 959.

3 Oxford Dictionaries, “selfie.” Oxford University Press. Available at
http://www.oxforddictionaries.com/us/definition/american_en-
glish/selfie Accessed February 19, 2016.
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bezvadu interneta piesléegumam, apstaklis, ka pastav
tiegsaistes attélu koplietodanas platformas -, gan at-
tieciga programmatura jeb “neredzama roka”, kas dar-
bina ierices un pakalpojumu platformas. Si kombinacija
paredz plasto$u un mérktiecigu vizualas informacijas
radisanu, izplatiS$anu un patérésanu.

Tiklotas kameras jédziena konteksta selfijs jasaprot
ka hibrida tipa fenomens, kas apvieno fotografijas
pasportreta estétiku ar tieSsaistes starppersonalas
komunikacijas socialajam funkcijam. Tiklota kamera
nenozimé vienkarsi jauna tipa kameru, un ari selfijs ir
kas vairak neka vienkarsi attéls. Lai ari selfijs atgadi-
na tradicionalo fotografijas pasportretu, tikpat butis-
ki ir taja ietvertie metadati, kas veido vairakus slanus:
automatiski pieskirtie dati (ka geografiskas un laika
atzimes), lietotaja pievienotie dati (mirklbirkas) un
paréjo lietotaju pievienotie dati (komentari).

Vel viena un ne mazik nozimiga selfija ipasiba ir attela
tulitéja izplatisana, izmantojot Instagram vailidzigus so-
cialos tiklus, un tas selfiju butiski atskir no ta agrakajiem
prieksteciem fotografija.* Ka novérojusas Sonja Vivjéna
un D#ina Bérdzesa, “vél nozimigak par parmainam, ka
digitala fotografija ietekméjusi fotografiju uznemsanu,
ir tas, ka timeklis mainijis izpratni par fotografiju iz-
platisanu”.® Tam japiekrit, tacu ari janorada, ka selfijs
ir dala no pasreizéjiem globalizétas un pilniba digitali
raditas vizualas kulttaras apstakliem, ko Levs Manovics
raksturojis ka “softverizaciju” un “jauno globalo esteti-
ku”, kura “godina mediju hibridismu un ar ta palidzibu
konstrué emocionalu reakciju, virza narativus un formé
lietotaju pieredzi”.®

Sie apsverumi ir daléja atbilde tiem, kas veélas jédzienu
“selfijs” attiecinat uz fotografijas pasportretiem, kuri
uznemti pirms aptuveni 2010. gada. Lai ari fotografijas
vésturé atrodami daudzi padportreti, kas gkietami at-
gadina selfijus — pasportreti spogulos, pasportreti, kas
uznemti, turot kameru izstiepta roka utt. —, Sie attéli
nav selfiji, jo tie nav tiklotas kameras raditi produkti, tos
neuznéma ar viedtalruna kameru un nepublicéja socialo
mediju tiklos. Pavisam vienkarsi. (1., 2. un 3. attéls.)
Vairaki pétnieki vel pirms Instagram un selfija rasanas
briza bija pievérsusi uzmanibu dualismam, kas piemit
tiegsaistes attélu koplieto$anas paradumiem (to estétis-
ko un socialo funkciju blakuspastavesanai), noveérojot,

4 Sk. Kandice Rawlings, “Selfies and the History of Self-Portrait Pho-
tography,” Oxford University Press Blog, 2013. gada 21. novembris.
Pieejams http://blog.oup.com/2013/11/selfies-history-self-por-
trait-photography. Skatits 2016. gada 19. februari.

5 Sonja Vivienne and Jean Burgess, “The Remediation of the Personal
Photograph and the Politics of Self-Representation in Digital Story-
telling,” Journal of Material Culture 18, No. 3 (2013), 281. Originalie
izcélumi.

6 Lev Manovich, Software Takes Command (New York, London:
Bloomsbury, 2013), 179.

availability of a wireless Internet connection, the exis-
tence of online image-sharing platforms, and the corre-
sponding software, the ‘invisible hand’ that drives the
devices and service platforms. This combination facili-
tates a streamlined production, dissemination, and con-
sumption of visual information.

The concept of the networked camera helps to under-
stand the selfie as a hybrid phenomenon that merges
the aesthetics of photographic self-portraiture with the
social functions of online interpersonal communica-
tion. Just like the networked camera is more than only
a new type of camera, the selfie is more than an image.
Although the selfie is reminiscent of traditional photo-
graphic self-portraiture, its other essential attributes
include metadata, consisting of several layers: automat-
ically generated data (like geo-tags and time stamps),
data added by the user (hashtags), and data added by
other users (comments).

Another, no less important attribute of the selfie is the
instantaneous dissemination of the image via Instagram
or similar social networks that makes the selfie signifi-
cantly different from its earlier photographic precur-
sors.* As Sonja Vivienne and Jean Burgess have observed,
“much more important than digital photography’s in-
fluence on the practice of taking photographs, then, are
the ways in which the web has changed how and what it
means to share photographs.” Agreeing on this, we could
argue that the selfie contributes to the current condition
of the globalized and completely born-digital visual cul-
ture, described by Lev Manovich as “softwarization” and
“the new global aesthetics” that “celebrates media hy-
bridity and uses it to engineer emotional reactions, drive
narratives, and shape user experiences.”

These considerations can partly serve as an answer to
those who tend to apply the term “selfie” retroactive-
ly to photographic self-portraits made before c. 2010.
While there are lots of self-portraits in the history of
photography that look seemingly similar to selfies—
self-portraits in mirrors, self-portraits made while hold-
ing the camera in one’s extended arm, etc.—these im-
ages are not selfies because they are not products of the
networked camera, they were not made with a camera
on one’s smartphone and were not shared on social me-
dia networks. As simple as that. (Fig. 1, 2, and 3)

4 See Kandice Rawlings, “Selfies and the History of Self-Portrait
Photography,” Oxford University Press Blog, November 21, 2013.
Available at http://blog.oup.com/2013/11/selfies-history-self-por-
trait-photography. Accessed February 19, 2016.

5 Sonja Vivienne and Jean Burgess, “The Remediation of the Personal
Photograph and the Politics of Self-Representation in Digital Story-
telling,” Journal of Material Culture 18, No. 3 (2013), 281. Emphasis
in original.

6 Lev Manovich, Software Takes Command (New York, London:
Bloomsbury, 2013), 179.




1. ATTELS SIS NAV SELFIJS. Roberts Kornéliuss (1809-1893). Pagportrets.
Aptuveni ceturtdala dagerotipa plates. 1839. gada oktobris vai novembris.
Kongresa bibliotéeka, kolekcija American Memory, LC-USZC4-5001 DLC.

FIGURE 1 THIS IS NOT A SELFIE. Robert Cornelius (1809-1893). Self-portrait.
Approximate quarter plate daguerreotype. October or November, 1839.
Library of Congress, American Memory collection, LC-USZC4-5001 DLC.

ka analizes centra visbiezak meédz atrasties “tiklota atte-
la sociala dzive”, nevis pats attéls.” Socialas zinatnes un
mediju studijas nodro$ina ievérojamu teorijas un met-
odologijas apjomu pétijumiem par fotografijas saistibu
ar identitates konstruédanu un performanci socialo tik-
lu vietnés.® Ari $obrid dazadas ievirzes publikaciju ap-
joms par selfijiem turpina pieaugt. Butisks apkopojums
ar vissvaigakajiem pétijumiem ir publicéts ipasa Interna-
tional Journal of Communication sadala.® Ari, pieméram,
tados izdevumos ka Consumption Markets & Culture
atrodami dazadi interesanti skatijumi.’® Paradas ari re-
gularas publikacijas, kas kritizé selfija zanru. Tipisks
$ada raksta piemeérs ir Henrija Gira “Selfiju kulttra kor-

7  Sk., pieméram, Daniel Rubinstein and Katrina Sluis, “A Life More
Photographic, Mapping the Networked Image”, Photographies 1, No.
1 (2008), 9-28.

8 Sk., pieméram, Zizi Papacharissi, ed., A Networked Self: Identity,
Community and Culture on Social Network Sites (New York: Routledge,
2011).

9 Sk. redaktoru ievadu. Theresa M. Senft and Nancy K. Baym, “What
Does the Selfie Say? Investigating a Global Phenomenon”, Interna-
tional Journal of Communication 9 (2015), 1588-1606. Sis un citi
izdevuma raksti ir pieejami http://ijoc.org/index.php/ijoc/issue/
view/11#more4. Skatits 2016. gada 19. februari.

10 Derek Conrad Murray, “Notes To Self: The Visual Culture Of Selfies
in The Age of Social Media”, Consumption Markets & Culture 18, No.
6 (2015), 490-516.

2. ATTELS SIS NAV SELFIJS. Zenta Dzividzinska (1944-2011).
Bez nosaukuma (pasportrets). 1966. Skenéts no 35 mm
melnbaltas filminas negativa.

FIGURE 2 THIS IS NOT A SELFIE. Zenta Dzividzinska (1944-2011).
Untitled (self-portrait). 1966. Scan from 35mm black-and-
white film negative.

Already before Instagram and the selfie, some scholars
had noted the dualism of online image-sharing practic-
es—the coexistence of their aesthetic and social func-
tions—and had observed that the emphasis in analy-
sis most often tends to be put on the “social life of the
networked image”, while overlooking the image itself.”
Social sciences and media studies have provided a solid
theoretical and methodological basis for thinking about
identity construction and performance through photog-
raphy in social network sites.® As we speak, a growing
number of articles are being published about the selfie
from various perspectives. An important body of most
recent scholarship is collected in a special section of the
International Journal of Communication.® Some inter-
esting insights have appeared, for example, in journals

7  See, for example, Daniel Rubinstein and Katrina Sluis, “A Life More
Photographic, Mapping the Networked Image,” Photographies 1, No.
1(2008), 9-28.

8 See, for example, Zizi Papacharissi, ed., “A Networked Self: Identity”,
Community and Culture on Social Network Sites (New York: Routledge,
2011).

9  See the editors’ introduction, Theresa M. Senft and Nancy K. Baym,
“What Does the Selfie Say? Investigating a global Phenomenon,”
International Journal of Communication 9 (2015), 1588-1606. This
and all other articles in this section are available at http://ijoc.org/
index.php/ijoc/issue/view/11#more4. Accessed February 19, 2016.
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poraciju un valsts diktétas uzraudzibas laikmeta”. Taja
selfiju diskreditésanas nolukos lietots plass jédzienu
klasts: “meinstrima korporativa selfiju kultara”, “pa-
tologisks”, “slavenibu iebarots stulbums” un “neiz-
turams idiotiskums”, ka ari bieZi atkartota atsauce uz
“narcismu” bez dzilaka paskaidrojuma, ka freidiska psi-
hoanalize mums varétu palidzét izprast musdienu pop-
ularo fotografiju.* Viss nosauktais papildina skatijumu
dazadibu, ta¢u mani interesé mehanismi, kas selfiju
padarijusi par jaunu popularas fotografijas apakszanru.

Attalinats selfija lasijums

So jautajumu es ilustrésu, iepazistinot ar pétniecibas
projektu Selfiecity (www.selfiecity.net, 2014), ko vadija
Levs Manovi¢s un vina pétijumu laboratorija Software
Studies Initiative Nujorkas Pilsétas universitates Péc-
diploma centra. Pétnieku komanda bez manis ietilpa
Dominikuss Baurs, Dzejs Cou, Daniels Godemejers, Na-
davs Hohmans, Morics Stefaners un Merdads Jazdani.

11 Henry A. Giroux, “Selfie Culture in the Age of Corporate and State
Surveillance”, Third Text 29, No. 3 (2015): 155-164.

3. ATTELS SIS IR SELFIJS. Alise Tifentale. Bez nosaukuma. 2016. gada
janvaris. Viedtalruna Instagram lietotnes ekranuznémums.

FIGURE 3 THIS IS A SELFIE. Alise Tifentale. Untitled. January 2016.
Screenshot of Instagram app on a smartphone.

such as Consumption Markets & Culture.’® There is also
a continuous flow of publications that tend to criticize
the genre of the selfie as such. A typical example is Sel-
fie Culture in the Age of Corporate and State Surveillance
by Henry A. Giroux, where a wide range of concepts is
mobilized to discredit the selfie: “mainstream corporate
selfie culture,” “pathological,” “celebrity-fed stupidity”
and “insufferable idiocy,” as well as the often-repeated
reference to “narcissism” without any further elabora-
tion on how Freudian psychoanalysis could help us un-
derstand today’s popular photography.'* While all these
contribute to the debate, what interests me are the
mechanisms at work in the construction of the selfie as
a new sub-genre of popular photography.

The distant reading of the selfie

As an example of such inquiry I would like to present
the research project Selfiecity (www.selfiecity.net, 2014)
that was led by Lev Manovich and his research lab Soft-
ware Studies Initiative based in The Graduate Center,
City University of New York. The research team, apart
from myself, included Dominikus Baur, Jay Chow, Dan-
iel Goddemeyer, Nadav Hochman, Moritz Stefaner,
and Mehrdad Yazdani. The object of the research was a

10 Derek Conrad Murray, “Notes To Self: The Visual Culture Of Selfies
in The Age of Social Media,” Consumption Markets & Culture 18, No.
6 (2015), 490-516.

11 Henry A. Giroux, “Selfie Culture in the Age of Corporate and State
Surveillance,” Third Text 29, No. 3 (2015): 155-164.



4. ATTELS IMAGEPLOT: REZGI [ZKARTOTI SELFIJL. Pasbildes no Selfiecity projekta, 2014. Publicéts ar Selfiecity.net laipnu atlauju.

FIGURE 4 IMAGEPLOT: SELFIES, ARRANGED IN A GRID. Selfies from the Selfiecity dataset, 2014. Image courtesy Selfiecity.net.

Petijuma objekts bija datu kopa ar 3200 selfijiem, kas
2013. gada publiceti Instagram platforma vienas nedélas
laika no piecam lielpilsetam: Bangkokas, Berlines, Mas-
kavas, Nujorkas un Sanpaulu (4. attéls). Nesen jauna
selfiju kolekcija, kas publicéta vienas nedeélas ietvaros
2015. gada septembri, tika pievienota un analizéta pro-
jekta Selfiecity London ietvaros ka pasutijums izstadei
Big Bang Data (Somerset House, Londona, 2015. gada 3.
decembris — 2016. gada 20. marts).

Selfiecity un Selfiecity London piedava salidzino$o lasfjumu
selfijiern, kas publicéti tie$saisté no dazadam pilsétam,
méginot noteikt, vai noveérojamas butiskas kultaras
atskiribas, vai ari “selfiji visur ir vienadi”. Lai atrastu at-
bildi, attieciba uz katru individualo attélu tika lietotas
dazadas skaitliskas analizes metodes (pieméram, seju at-
pazi$ana ar programmatiras palidzibu un 1pasi izstradatu
datu vizualizacijas instrumentu izmanto$ana), ka ari
formala estétiska analize. Skaitliskas analizes metodes
tika piemeérotas, lai analizétu tadas ipasibas ka poza
(pieméram, vai skatiens ir vérsts augsup/lejup, pa labi/pa

dataset of 3,200 selfies posted to Instagram during one
week in 2013 from five global cities: Bangkok, Berlin,
Moscow, New York, and Sao Paulo (Fig. 4). Recently, a
new set of selfies posted during one week in September
2015 was added and analyzed in Selfiecity London (www.
selfiecity.net/london, 2015) that was commissioned for
the exhibition Big Bang Data (Somerset House, London,
3 December, 2015 - 20 March, 2016).

Selfiecity and Selfiecity London offers a comparative
reading of selfies posted from different cities, and our
leading research questions were focused on finding out
whether there is a significant cultural difference at play
or “all the selfies everywhere are the same.” For this in-
quiry, various computational analysis methods (such
as software-driven face recognition and use of cus-
tom-made data visualization tools) were applied as well
as formal aesthetic analysis of each individual image.
Computational methods were used to analyze charac-
teristics such as pose (for example, looking up/down,
left/right), facial expression, and guess mood. Research
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5. ATTELS TPASI VEIDOTA TIMEKLA LIETOTNE SELFIEXPLORATORY, KAS PIEDAVA RIKUS SELFIECITY DATU KOPAS IZPETEI.
Ekranuznémums. Fragments no pétniecibas projekta Selfiecity, 2014. Publicéts ar Selfiecity.net laipnu atlauju.

FIGURE 5 SCREENSHOT OF THE CUSTOM-MADE WEB APPLICATION SELFIEXPLORATORY THAT OFFERS TOOLS TO EXPLORE THE
SELFIECITY DATASET. Part of the research project Selfiecity, 2014. Image courtesy Selfiecity.net.

kreisi) un sejas izteiksme, ka ari noskanojuma atsifresa-
nai. Pétijuma instrumentos ietilpa mediju vizualizacijas,
imageplots (lielapjoma attélu kolekciju vizualizacijas
sistémas), videomontaZzas ar saplaanas pareju efektu un
ipasi veidota interaktiva tiessaistes lietotne Selfiexplorato-
ry (5. attéls). Si lietotne un citu metozu pieméri atrodami
timekla adresé www.selfiecity.net. Més noskaidrojam, ka
pastav selfiju atgkiribas atkariba no pilsétas, tacu vienlai-
kus tie formali pieder vienam Zzanram ar noteiktam esté-
tikas konvencijam. Sis un citi projekta secinajumi, ka ari
pétijuma metodologijas nianses jau plasi apspriestas ci-
tur.'? Es velos pievérsties daziem atseviskiem aspektiem,
kas var but svarigi turpmakos pétijumos.

tools included media visualizations, imageplots, blend-
ed video montages, and a custom-made interactive web
application Selfiexploratory (Fig. 5). This application as
well as examples of other methods are available online
at www.selfiecity.net. We found that selfies indeed dif-
fer from city to city, while formally they belong to the
same genre with its own aesthetic conventions. These
and other findings of the project, as well as the nuances
of research methodology have already been extensive-
ly discussed elsewhere.’? What I would like to elaborate
here is some considerations for future research.

The starting point of research projects like Selfiecity
is inevitably a dataset. First, team members agree on

12 Sk., pieméram, Alise Tifentale and Lev Manovich, “Selfiecity:
Exploring Photography and Self-Fashioning in Social Media” in
David M. Berry and Michael Dieter, eds., Postdigital Aesthetics:

Art, Computation and Design (London: Palgrave Macmillan, 2015),
109-122; Alise Tifentale, “Art of the Masses: From Kodak Brownie
to Instagram,” Networking Knowledge 8, No. 6 (2015): 1-16; Alise
Tifentale and Lev Manovich, “Competitive Photography and the
Presentation of the Self” in by Jens Ruchatz, Sabine Wirth, and
Julia Eckel, eds., #SELFIE-Imag(in)ing the Self in Digital Media (Mar-
burg, tiks publicets 2016. gada).

12 See, for example, Alise Tifentale and Lev Manovich, “Selfiecity: Ex-
ploring Photography and Self-Fashioning in Social Media” in David
M. Berry and Michael Dieter, eds., Postdigital Aesthetics: Art, Com-
putation and Design (London: Palgrave Macmillan, 2015), 109-122;
Alise Tifentale, “Art of the Masses: From Kodak Brownie to Insta-
gram,” Networking Knowledge 8, No. 6 (2015): 1-16; Alise Tifentale
and Lev Manovich, “Competitive Photography and the Presentation
of the Self” in by Jens Ruchatz, Sabine Wirth, and Julia Eckel, eds.,
#SELFIE-Imag(in)ing the Self in Digital Media (Marburg, forthcoming
2016).




Tadi petijumi ka Selfiecity neapsaubami jasak ar datu
kopu. Vispirms komandas locekli vienojas par pétama
objekta definiciju un tad savac pietiekamu analizéjamo
pieméru skaitu. Selfiecity gadijuma attéli tika lejup-
ieladéti no Instagram lietojumprogrammas saskarnes
(API), no tiem manuali tika veikta selfiju atlase. Més
neizmantojam, iespéjams, vienkarsaku metodi — meklét
attélus ar mirklbirku selfie, jo ne visi Instagram lietota-
ji savus selfijus atzimeé ka selfie un ne visi attéli, kas
atziméti ka selfie ir selfiji, turklat musu izvéletas pilseé-
tas aptvéra daudzvalodu vidi un visus kontinentus. Kad
komanda ir savakusi “tiru” datu kopu ar selfijiem, sakas
analizes dala.

Tacu jaatzimeé, ka $ada metode tikai daléji aptver
iepriek§ minétos nosacijumus, ka selfijs ir produkts,
kuru radijusi tiklota kamera — ierice, kas vienlaikus lauj
radit, publicét un ari aplukot attélus. Pat nemot véra
fotografiju uznem3$anas (viedtalruna fotografija) un
publicésanas (Instagram) specifiku, més nespéjam pil-
niba aptvert treso elementu — aplikosanu. Sada veida
“tira” — “kuratora” vadiba rupigi atlasita — datu kopa ar
selfijiem, kur katru pilsétu reprezenté vienads skaits
piemeéru, nekada zina nav tipiska prakse, ka $os attélus
ikdiena redz Instagram lietotaji. Musu pétitie selfiji ir
maksligi konstruéetas kopas ievietoti paraugi, un tas
tie3a forma nav pieredzéjis neviens no Instagram lietota-
jiem. Sadu pieeju Franko Moreti nosaucis par “attalina-
to lasijumu”.’® Sads attalinatais lasijums — forma, kada
Selfiexploratory apskatama un uztverama selfiju kopa, —
radikali atskiras no ta saukta pietuvinata lasijuma jeb
ripigas un uzmanigas izpétes pa vienam objektam
reizé. Tas, ka tiek aplukots un uztverts katrs selfijs ta
paradianas bridi Instagram platforma, iespéjams, vis-
vairak lidzinas pietuvinatam lasijumam.' Katra zina $a-
dus attélus parasti izpéta atseviski, pa vienam. leraugot
viena apjoma apkopotus attélu tuksto$us, mums japa-
tur prata ari sakotnéja vide, kur uz $iem attéliem skatas
ta publika, kam tie adreséti. Musu globalaja datu kopa
katrs attéls ir izrauts no ta originala konteksta, atne-
mot ta sakotnéjo izskata formu (viedtalruna ekrana) un
atraujot no plasaka attélu apjoma un tekstualajam pie-
devam, kas cilveku Instagram kontus parvers sekotajiem
saprotamos komunikacijas rikos. Attalinato lasijumu

13 Franco Moretti, Graphs, Maps, Trees: Abstract Models for Literary
History (New York: Verso, 2005), 1.

14 Humanitaro zinatnu digitalo petijumu lauka turpinas diskusija
par attalinata un pietuvinata lasijuma lidzaspastavéesanu. Sk.,
pieméram, David M. Berry, ed., Understanding Digital Humanities
(Basingstoke: Palgrave Macmillan, 2012); Anne Burdick, Johanna
Drucker, Peter Lunenfeld, Todd Samuel Presner, and Jeffrey T.
Schnapp, Digital_Humanities (Cambridge, Mass: The MIT Press,
2012); Ted Underwood, Why Literary Periods Mattered: Historical
Contrast and the Prestige of English Studies (Stanford, California:
Stanford University Press, 2013).

a definition of their object of study and then collect a
sufficient number of examples to analyze. In the case of
Selfiecity, images were downloaded from Instagram API
(application programming interface) and then manually
filtered to select selfies. We did not rely on a perhaps
easier method of searching for images that have the
hashtag “selfie” because not all Instagram users actual-
ly tag their selfies as “selfies” and not all images tagged
with “selfie” are selfies, and also because of the multi-
ple languages involved in our selected cities across all
continents. After the team has constructed this “clean”
dataset of selfies, the analysis starts.

However, such a method partly undermines the earlier
agreement that the selfie is a product of the networked
camera, which is simultaneously an image-making, im-
age-sharing, and image-viewing device. Even if we ac-
knowledge the specifics of making (smartphone photog-
raphy) and sharing (Instagram), we cannot fully grasp
the third element—viewing. Such a “clean”—carefully
edited and curated—dataset of selfies with equal num-
ber of examples representing each city is definitely not
the most typical way that these images are encountered
by Instagram users on an everyday basis. The selfies we
study are samples in artificially constructed sets which
none of the Instagram users have ever experienced di-
rectly. This approach is what Franco Moretti has called
“distant reading.”*® Such distant reading—the way a
dataset of selfies in Selfiexploratory is being viewed and
perceived—is radically different from the so-called close
reading, a careful and attentive inspection of one single
item at a time. The way that each selfie is viewed and
perceived in the time of its appearance on Instagram,
perhaps, is more reminiscent of close reading.'* At least,
such images are usually inspected one by one. While we
look at the aggregate of thousands of images, we also
have to keep in mind the original environment where
these images are being viewed by their intended audi-
ence. In our global dataset, each image is extracted from
its original context and removed from its initial mode of
appearance (on a smartphone screen), it is disconnected
from the larger body of images and textual input that
makes people’s Instagram accounts a communication
tool, meaningful for their followers. The distant read-

13 Franco Moretti, Graphs, Maps, Trees: Abstract Models for Literary
History (New York: Verso, 2005), 1.

14 The coexistence of the distant reading with the close reading is at
the heart of an ongoing discussion in the field of digital human-
ities. See, for example, David M. Berry, ed., Understanding Digital
Humanities (Basingstoke: Palgrave Macmillan, 2012); Anne Burdick,
Johanna Drucker, Peter Lunenfeld, Todd Samuel Presner, and
Jeffrey T. Schnapp, Digital_Humanities (Cambridge, Mass: The MIT
Press, 2012); Ted Underwood, Why Literary Periods Mattered: Histor-
ical Contrast and the Prestige of English Studies (Stanford, California:
Stanford University Press, 2013).
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var papildinat pietuvinatais lasijums, un tas nozimeétu
ari padzilinatu ieskatu formas, ka selfijus apliko ta au-
ditorija, kurai tie adreséti.

Selfijs un ta dabiska vide

Vispirms jauzsver, ka selfiju visdabiskaka izpausme ir
Instagram ekrans rokas iericé, tipiskakaja gadijuma —
viedtalruni. Tas nozimé, ka petot janem véra rak-
sturigakas situacijas laika un vietas aspekta, kuras tiek
aplukots Instagram saturs, ka arl apskates apstakli (in-
dividuali, intimi un tuvplana). Otrkart, parastam Insta-
gram lietotajam pieejami tikai dazi apskates izkartojumi
lietotné augsupieladéta satura aplikosanai.

Pieméram, “sakuma” ekrans piedava realaja laika pub-
licétu attélu plasmu no cilvekiem, kam seko lietotajs
(6. attéls). Katrs attéls aiznem pilnu ekrana platumu;
paritinot uz augiu, tiek atklats autora paraksts un iz-
vélétas mirklbirkas, zem tiem ir citu lietotaju komentari,
tad seko nakamais attéls. Saja plusma selfiji — tapat
ka paréjais saturs, ko publicéjusi lietotaji, kam cilveks
seko, — tiek aplikoti atseviski, tacu vienlaikus ta ir dala
no citu attélu un videoklipu plusmas. Otrs popularakais
skatijuma formats ir galerijas skatijjums jeb kvadrat-
veida siktelu rezgis, un tas pieejams, noklikskinot uz
lietotajvarda (7. attéls). Videjais attélu skaits, ko lieto-
tajs var aplikot viena ekrana ietvaros, ir piecpadsmit
sikteli. Saja rezgi selfiji skatami paréja lietotaja publicéta
satura konteksta. Visbeidzot, pieejams ari “meklésanas”
ekrans. Ta piedavatais skatjjums visvairak lidzinas ku-
ratora atlasitu attélu datubazei (8. atteéls). Lidzigi atse-
viska lietotaja galerijas skatijumam, mekléjumu rezul-
tati tiek izkartoti rezgi, ko viena ekrana ietvaros veido
vidéji piecpadsmit kvadratveida siktéli. Si saskarne no-
drosina attélu meklésanu péc kada noteikta parametra
(pieejamas izveles ir “top”/“popularakais”, “people”/“cil-
veki®, “tags”/“birkas” un “places”/“vietas”).

Japiebilst, ka visu tris skatijumu gadijuma attéli uz-
radas to hronologiska publicésanas seciba. Ja lietota-
js sava konta ietvaros konstrué hronologisku savas
dzives notikumu narativu, $is laika aspekts pilniba
tiek zaudeéts, ja més izcelam un salidzinam atseviskus
selfijus. Turklat Instagram plisma norisinas tiesraideé,
sagaidot un iedroginot mijiedarbibu ar attélu aplukota-
jiem — vienmer ir iesp&jams uzklikskinat uz sirds sim-
bola (noradit, ka attéls “patik”), publicét komentaru,
parsitit vai parpublicét attélu, uznemt un publicét
savu attélu. Darbibas, kas agrak fotografijas vésturée
bija skaidri nodalitas, nu ir sapladusas iericé, kas vien-
laikus lauj uznemt, publicét un apskatit atélus. Izcelot
atsevigkus attélus un atraujot tos no dabiska medija
vides, $is aspekts tiek zaudeéts.

ing can be complemented by the close reading, and that
would include also a closer look at the ways that selfies
are viewed by their intended audience.

The selfie and its natural habitat

First of all, selfies most naturally appear on the Insta-
gram screen on one’s handheld device, most typically
a smartphone. That points to further consideration of
the most typical times and places of viewing Instagram
content as well as the mode of viewing (individual, inti-
mate, and close-up). Second, there are only a few most
common layouts available for a typical Instagram user
to view the content uploaded to the app.

For example, the “home” screen presents a real-time
flow of image contributions by the people whom one
follows (Fig. 6). Each image takes the full width of the
screen, and scrolling up will reveal the author’s caption
and assigned hashtags as well as other users’ comments
underneath, followed by the next image. In this flow,
selfies—just like any other content posted by the people
one follows—are viewed separately, one by one, but as
a part of a stream of other images and videos. The other
most common view is a grid of thumbnail-size square
images—gallery view--- which one can access by clicking
on a user’s name (Fig. 7). Fifteen thumbnails would be
the average number of images that a user can see on a
single screen. In this grid, selfies also appear in context
with other content that the particular user has posted.
Finally, there is also a “search” screen that offers a view
that is the closest to an edited and curated database
(Fig. 8). Search results appear in a grid of an average fif-
teen square thumbnail images per screen, like in a user’s
gallery view. This interface provides searching only for
a single parameter at a time (“top”, “people”, “tags” and
“places” are the options).

In addition, in all three views images appear in chrono-
logical order of their posting. If some users in their ac-
counts are constructing a time-based narrative about
their experiences, the temporal aspect is completely
lost when individual selfies are extracted and compared.
Furthermore, the flow on Instagram is live, and inter-
action from the person viewing images is welcome and
encouraged—one can click the heart symbol (“like” the
image), post a comment, forward and re-post an image,
or take and post their own image at any time. Activities
that were clearly separated in earlier moments in the
history of photography now converge in a device which
is at the same time an image-making, image-sharing,
and image-viewing machine. This aspect is lost when
images are singled out and removed from their natural
media environment.




RAFsvyYa B T=,

newmuseum
New Museum

86% M 4:55 PM a SV

ALISE_TIFENTALE

eastmanmuseum
George Eastman Museum

Alise Tifentale

www.alisetifentale.net

6. ATTELS ATTELU APSKATES STANDARTFORMATS
INSTAGRAM LIETOTNE. Viedtalruna Instagram
lietotnes ekranuznémums. 2016. gada februaris.

FIGURE 6 REGULAR MODE OF VIEWING IMAGES ON
INSTAGRAM. Screenshot of Instagram app on a
smartphone. February 2016.

Sie jautajumi makslas zinatné un zinama mera ari fo-
tografijas vésturé nav nekas jauns. Darbojoties ar digitali
raditiem fotoattéliem, var viegli aizmirst mediju un fak-
tu, ka, pari visam, katrs selfijs ir fotografija. Fotografija,
kuras radianai, izplatisanai un apskatei piemit savi vés-
turiski specifiskie nosacijumi.

Pateicibas

Saja raksta aplukotie jautajumi ir saistiti ar manu dalibu
pétniecibas projekta Selfiecity (2014). Es vélos pateikties
Levam Manovi¢am, kura ieteikumi un sirsnigais atbalsts
palidzéjusi, stradajot pie 3i raksta. Esmu ipasi pateiciga
Hansanam Lamam par iedvesmu un iedro$inajumu.
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Art & photography historian based in NYC. Co-author
of www.selfiecity.net. Writes a Ph.D. dissertation on
photography in the 1950s

7. ATTELS INSTAGRAM LIETOTAJAS ALISES TIFENTALES
KONTA GALERIJAS SKATIJUMS. Viedtalruna

Instagram lietotnes ekranuznémums. 2016. gada
februaris.

FIGURE 7 GALLERY VIEW OF INSTAGRAM USER ALISE
TIFENTALE'S ACCOUNT. Screenshot of Instagram
app on a smartphone. February 2016.
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8. ATTELS MEKLEJUMU REZULTATU ATTELS
INSTAGRAM LIETOTNE (meklejums péc birkas
#selfie). Viedtalruna Instagram lietotnes
ekranuznémums. 2016. gada februaris.

FIGURE 8 SEARCH RESULTS SCREEN ON INSTAGRAM
(search by the tag #selfie). Screenshot of
Instagram app on a smartphone.

February 2016.

Such questions are nothing new to art history and, to a
lesser degree, also to the history of photography. When
dealing with born-digital photographic images, however,
it seems that it is even easier to forget the medium and
to overlook the fact that, before everything else, each sel-
fie is a photograph. A photograph that has its own his-
torically specific mode of making, sharing, and viewing.
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