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"fentale Photographywithoutimages!Aproposal
to think about the medium as practice,
apparatus,andformofsocialinteraction

IN THIS ARTICLE I propose to think about

photography without images, i.e., focusing on the medium as
practice, apparatus, and form of social interaction. Based on
concepts created by Pierre Bourdieu, Vil6m Flusser, and Lev
Manovich, among others, this article attempts to depart from the
image-centred, art-historical approach to photography that has
dominated this field so far. Instead of repeating the romanticized
narrative of "great" or "important" images and their "talent-
ed" makers, this article proposes to look beyond the surface and
examine unpublished or deleted photographs in archives and on
social media, the significance of darkroom work and collective
or shared authorship, photography on the NFT art marketplace,
and the role of AI and automation in photographic production.
The article discusses the work of photographers, artists, digital
creators, and social media content producers such as Sultan Gus-
taf AI Ghozali, Caroline Calloway, Henri Cartier-Bresson, Zenta
Dzividzinska, Alan Govenar, Ivars Gravlejs, Lucia Moholy, Em-
ma Agnes Sheffer, Alnis Stakle, Sophie Thun, and others.

+ Practice Wltboaet Prodttctio78. "...rro distlrra,-
tion can be made between the pressing of a shutter release of the
photographic camera and the start button of a washing machine.
Both movements receive and send to the same extent," wrote
Vil6m Flusser in 1985.1 This i§ one of my favourite Flusser's

quotes because at first sight it appears shocking-how dare he
compares the highly skilled, complex, inspired, and artistic rna-
nipulation of a photo camera to the most trivial act of starting a
washing machine. But Flusser is simply pointing our attention
away fi.om the surface -the seemingly endless variety and inter-
estingne§s of existing photographic images -and more towards
the meclianic uniformity of the apparatus that produces these
images. Flusser deromanticizes the medium by emphasizing
that "the apparatus does as the photographer desires, but the

i        photographer can only desire what the apparatus can do. Any
image produced by a photographer must be within the program
of the apparatus and will be (...) a predictable, uninformative
image. (...) not only the gesture but also the intention of the
photographer i§ a function of the apparatus."2 Nevertheless,
Flu§ser admits that "fully automatic photography can be clearly
distinguished from the photography of someone who visualizes
an image because in the second case, a human intention works
against the autonomy of the apparatus from the inside, from the

I      Vil€m  Flusser,  /ofoch€

Universe  Of Technical  Images.

Translated  by  Nancy Ann

Roth  (Minneapolis:  Universi-

ty of Minnesota  Press,  2oll),

p. ao.  Originally  published  as
lns Universum her technischen
Bilder(\98S).

2       Flus5er,  p.2o.
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un cilveka rlcibspejas atzi5anu, kas nolasams Flusera tekstos, Sis
ral[sts peta, kadas attieclbas izveletie individi ir izveidoju5i ar
fotografijas mehanismiem un praksem, kas tiem piederlgas.

Pie pardomam par fotografiju bez atteliem un
par neredzamo fotografiju nonacu, kad veicu petijumu par fo-
tozurnalistikas attistibu pagaju§a gadsimta vidd. Tas bija atkla-
jums, uzzinat, ka, piemeram, Anrl Kartje-Bresons (19o8-2oo4)
4o.gadubeigas,stridajotparfotozurnalistuKina,medzasritit
ekspon5tu filmipu uz Nujorku, kur citi cilveki-no anonlmiem
tum§as istabas tehnikiem lidz zurnala £¢rc ietekmlgajiem redak-
toriem-veica atliku§os so}us fotografijas procesa, ie§kaitot fil-
mipas attisti5anu, kontaktizdruku un palielinajumu druha5anu,
attelu atlasi, formate§anu utt.4 Pats Kartje-Bresons bija atbildigs
par kameras darbu uz vietas, kamer vipa «specigos» attelus pa-
tiesiba«radija„iti/l¢l¢g#zfacj?4oforbirojaunz,¢rcredakcija.
Pat izsme|o§ie apraksti, kas bija pievienot filmipai, bija citu
rakstiti, rakstltaju vide bija vipa sieva Ratna Mohini vai draugi
ha Dzims Berks U¢.ffl B„7ilec) Pekina un Sems Tata (Sczov r¢;¢)
§anhaja.5 Konstatejums, ka Kartj5-Bresons neredzeja pats savus
attelus lldz bridim, kad tie paradijas £¢rc lappuses, moved pie
atzipas,kaatteliirtikaiviena(unbiezinebdtnevissvarigaka)
notikumu virknes data. 5o notikumu atseg5ana nozlme, ka pla5i
izplatltais priek5stats par fotogrifijas makslu tiek dekonstruets,
noliegts, noraidits vai tarn tiek mests izaicinajums, proti, runa ir
par prieks§tatu, kas glorifice cienljamo amatu un praksi, kuras
uzdevums ir radit «speclgus» (kas lielakaja da!a gadijumu nozime
patikamus, jaukus un skaistus) attelus arhiva kvalitates izdrukas,
kas ideali gadijuma ir parakstltas un pieejamas rhplgi uzskaitl-
to§ ierobezota metiena izdevumos. Sis modernisma mlts ir dzi}i
iesakpojies priek5noteikums tarn, lai fotografija tiktu piepemta
maksla§ tirgd un galeriju un muzeju sistemi.

Dazi latvie5u mckslinieka un fotografa Ivara
Gravleja (dzimis ig79) darbi darbojas ka katalizatori, kas atklaj
socialas saiknes un tiklus, kuri veido fotografiska attela razo5a-
nas un pateripa pamatus. Piemeram, Gravlejs, dzives un makslas
konflacijas iedvesmots, uzrakstlja ma8istra darbu par Latvijas
fotogrifijas vesturi, sniedzot atsauces uz milzigu daudzumu
izdomatuavotu,unveiksmlgiaizstavejadarbuaugstskola€ehi-
ja, kur neviens 5o vesturi neparzina. Cita gadijuma vips savica
mama dzivesbiedra un daudzu citu kada pasakuma apmekletaju

;O,ba]£[:#::'z:£apj:=s?3¥:znees::j£::::t:i:nv?pe;#zs=t:::::::i[;
parurbanointervenciZ,¢.z;c¢#Jfc¢r#jeb/14lzz€%de¢-I;a,REcZ3V%
ae¢-„.cf 2oi6.gada Ri-gas Fotografijas biennales atkla5ana. Ar 5o
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Anrl  Kartje-Bresona fc>tografija

uz Zurnala ire vika,  ig55. gacla
17.janvaris.  Ekran§avip§  no  zurna-;

la  arhiva  Goog/e  BooA5 vietne.

H€nri  Cartier-Bressc)n's  photo-

graph on the cover of i/e
magazine,  January  17,  1955-A

screenshot from the  magazine's
archive  on  Google  Books.

4      Ivadyo Ba;.r.  The  Decisive
Network:  Magnum  Photos

and the  Postwar Image  Mar-
ket. -Oakland,  cA:  universi-

ty of california  Press,  2o2o.

5      yi.ng-/ung5u. The  Making
of Henri  Cartier-Bresson:

China  l948-1g49,  1958. Trans-

lated  by `insheng Zhao //
Trans.Asia  Photography  11

(2o),  2o2i.  http://hdl.handle.
net/2o27/Spa.7977573.cell.206



-
-rmatic function itself."3 Acknowledging a possible balance
b-en techno-determinism and acknowledgment of human
agmcr implied in Flusser's text, this article examines the rela-
±mships selected individuals have built with the photographic
apparatus and its surrounding practices.

I came to think of photography without images
•nd of invisible photography while researching the development
ofphotojournali§m in mid-century. It was eye-opening to learn
that. for example, Henri Cartier-Bresson (19o8-2oo4), in the
bee 194os, working as a photojournalist in China, used to send
aposed film back to New York where other people, from anon-
Imous darkroom technicians to influential editors at the I,¢/e
magazine, did the work to complete the remaining steps of the
photographic process, including developing film, printing con-
tact sheets and enlargements, selecting images and cropping
them, and so on.4 Cartier-Bres§on himself was responsible for
the camera work on the location, while his "great" images were
actually "made" by others at the Magnum Photos and the edi-
torial office of the I,g/G magazine. Even the elaborate captions
that accompanied his film were written by others such as his
wife Ratna Mohini or friends like Jim Burke in Beijing and Sam
Tata in Shanghai.5 The realization that Cartier-Bresson did not
see his own images before they appeared on the pages offz/g
leads to acknowledging that images are just one, and oftentimes
not even the most important, part of much longer sequence
of events. To expose those events means to deconstruct, deny,
reject, or at least challenge the mainstream understanding of
fine art photography, glorifying an honourable craft and practice
whose purpose i§ to produce "great"-most of the time it means
pleasant, likeable, and beautiful -images in the form of pristine,
archival quality prints that, ideally, are signed and come in neatly
documented limited editions. This modernist myth i§ a deeply
embedded precondition of photography's acceptance in the art
market and in the gallery and museum system.

Some works by the Latvian artist and photogra-
pher Ivars Grgivlejs a. 1979) act as agents that expose the social
connections and networks that underlie the photographic image
production and consumption. For example, in an inspired mo-
ment of life-art conflation, Grgivlej§ wrote a master's thesis on
Latvian photography history referencing a vast bibliography
of made-up sources, and successfully defended it at a School in
Czech Republic where nobody knows of that history. In another
such moment, he collected my husband's and several other un-
su§pecting attendees' cell phones, left the building, and remained

us5

3      Flusser,  p.2o.

4      See  Nadya  Bail,  71he  oec;`-
sive Network:  Magnum Photos
and the Postwar Image Market

(Oakland, cA:  university of
California  Press,  2o2o).

5      Ying-lungsu,"The
Making of Henri  Carti-

er.Bresson:  China  1948.1949,

1958." Translated  by |insheng

Z.hao. Trans-Asia Photography
11 (2o),  2o2i.  Available at

http://hdl.handle.net/2o27/
SPO.7977573.OOll.2o6
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intervenci makslinieks velejas «pieverst uzmanibu mdsu 51 brlza
apsestibai ar fotografiju un socialajiem medijiem, ka rezultata
visiirparpemtiarvizualopiesarpojumu-vizualasinformacijas
smogu, un ta de! vipiem 5kietami vairs nav laika objektivai re-
fleksijai.»6 Gandriz desmit gadus pirms Sis intervences Gravlejs
lstenoja citu projektu -vips uzrunaja slavenus malcsliniekus
un makslas entuziastu§ izstazu atkla5anas mckslas galerijas un
muzejos, aicinot vipus apldkot it ka vipajaunakos darbus tele-
fona, ta6u materials izrndijas fragments no pornografiska video.
Apmekletiju reakcijas tika filmetas ar mobilo telefonu (In4lo4¢./#;.j.,
2oo7). «Meginaju parliecinat izstazu apmekletijus, ka skatlties
pornografiju ir daudz interesantak neka teret laiku, skatoties
garlaiciguunneizteiksmiguizstadi,»teicaGravlejs.7Nav§aubu,
ka Gravleja darbi pieder citam kultdras laukam neka Kartje-Bre-
sona fotografijas, bet §aja raksfa abus apvieno fotografijas prakse,
kuras centra kada bridi nonak citas lietas, ne tikai taustami atteli.

Attelu razo5anas noliegums ir ari kada cita lat-
vie5u fotografa nesenas izstades fokusa. Runa ir par A}pa Stakles
(dr:rm:+syg]2)MellowApocali¢§e8.yeto;toLiegdapohalipse,1m-tL
apkopotas vesturisku, publiskos avotos pieejamu arhiva attelu
un reprodukciju digitalas kolazas. §aja izstade fotografs ne tikai
atteicas no jaunu attelu radi5anas, bet da|eji atkapds ari no atrasto
attelu montazas, !aujot kolazu tehnisko izpildljumu veikt «att6lu
pecapstrades programmathras algoritmiem.»9 Viens no RIgas iz-
stades darbiem antirazo§anas konteksta ir lpa§i simbolisks -mil-

;Eagras{:::,a::iz:amukzad::kaaut::Teiums]idez£Ez8:sT5aftse::ar[g;,k££g:]£tz°uta[£
atgadinateatrapriek5karu,simbolizejegpilnuattelujaunrades
nepiecie5andbas pilnigu sabrukumu un zaudetu ciepu pret pa-
gatnes muzejotajiem meistardarbiem. Maslvo, bet nenolasamo
kolazu uz miksta un pak|giviga materiala var uztvert ka antitezi
Andre Malro (4#drc'114l¢#/czz£#) «muzejam bez sienam» (1953).
P5c Malro domam, fotografija ir noderlgs instruments makslas
uzldko§anai un tis vestures stastam, kas k}uvis par vesturi «tam,
kovarnofotografet.»L°Tikmer£¢.cgtzcz4o4cz/¢Z)fcizvirzatezi,ka
5ada vesture ir sabrukusi un priek5kars ir aizveries. Skaidribas un
narativa vieta priek§kara kolaza piediva amorfu un nospiedo§u
fragmentu masu, kuriem atpemts v6sturiskais konteksts un jega.

+Nered2:amdfotogrdfija.V-etv.wens«fiotogivaftya
bez attela» piemers ir makslas vesturnieces un rakstnieces Karo-
linas Kalovejas (C¢ro/¢.#c C¢//oavczj/, dz.1991) instagrama profils

@carolinecalloway. Kop5 2c>12.gada Kaloveja taja ievieto fotog-
rafijas, kuru galvenais fokuss ir nevis attels, bet dienasgramatas
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lvars  Gravlejs,  Mobilais,  2oo7.

Ekrin3ivip5  no  lvara Gravleja

radosa  portfolio:  https;//www.
ivar58ravlejs.com

lvars  Grivlejs,  Mo6/'/c,  2oo7.  A

screenshot of a page from  lvars
Grivlejs'  portfolio:  https://www.
ivarsgravlejs.com

6      Ivar5 Gravlejs  (Latvija)-

urban intervention i/.ve onJ

leom.  ftiga  Photography  Bien-

nial /  lvar5  Gravlejs -urbini
•mterver\ce MOZu  dzrvo,  mljzu

mGci'cs.  Rigas  Fotogrifii.as

biennale.  Pieejams:  http://

www.rpbiennial.com/2ol6/

gravlejs_eng.html.  SkatTts
2o22. gada  3 I. janvarT.

7       lvars  Grivlejs.  Mobilais,
2oo7.  Pieejams:  https://www.
ivarsgravlejs.com/pages/mo-

bilevidec7.htm

8      Liegii  apokalip§e `izstia\difa

Dunganas  Fcitogrifijas  muze-

ji  Dienvidkcneja (2o2i  gada
16. jtl I i`s-1g. septembris)  u n

Latvijas  Fotografijas  muzeja

Rigii,  Latvija  (2o22. gada

ii. februaris-I. maijs).

9      Alnisstakle.  MellowApo-
calypse / Alnis  Stakle.  Liegi

apokalipse.  Pieejams;  https://

alnisstakle.com/mellow-apc).

calypse.  SkatTts  2o22.gada

25. marta.

ro     Andr6 Malraux. Museum
Without Walls  (1953) // Voi-

ces  of silence.  Translated  by

Stuart Gi I bert. -Frogmore,
uK:   Paladin,1974,  30. lpp.
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unreachableforaworryinglylongtime.Thisgesturemarkedthe
end of his talk about his urban intervention .£¢.eJe ¢#dz,ecz77z at
theopeningofthefirsteditionofRIgaPhotographyBiennialin
2ol6, The point he wanted to make with this intervention was to
"draw attention to our current-day obsession with photography

and social media, as a result of which everyone is too preoccupied
withthisvisualpollution-the§mogofvisualinformation,and
appeartonolongerhavetimeforobjectivereflection."6Almost
ten years earlier, Gravlejs approached well-known artists and art
lovers at gallery and museum exhibition openings, invited them
to look at his latest work on his phone that turned out to be a
fragment of a pornographic video, and filmed their reaction (J14lo-
Zi¢./c, 2oo7). "I tried to convince exhibition visitors that watching
pornismuchmoreinterestingthanwastingtimeoflookingat
boring and inexpressive exhibition," Gravlejs comments.7 No
doubt, Gravlej§' work belongs to a different cultural field than
Cartier-Bresson's, but what brings them together in this article is
a photographic practice that at one point revolves around some-
thing else than o#/gr producing tangible images.

Rejection of image production is also at the
centre of a recent exhibition by another Latvian photographer,
Alnis Stakle (b. 1975). Entitled "Mellow Apocalypse" (DongGang
Museum of photography, South Korea, July 16 -September 19,
2o2,1; Latvian Museum of photography, RIga, Latvia, Febru-
aryli-Mayi,2o22,),theexhibitionfeatureddigitalcollagesof
historical archival images from public domain collections such as
photographs and photographic reproductions. In this exhibition,
the photographer not only rejected production of new images
but also partially stepped back from assembling the found im-
ages, leaving "the technical execution of the collages" to "image
post-processing software algorithms." One of the works in Riga
exhibition is especially symbolic of the anti-production trend: a
large printout on a fabric-like material, draped on a wall so the
images appeared distorted. This work, reminiscent of a theat-
rical curtain, signifies total defeat of any urge to create new and
meaningful images as well as loss of respect for the musealized
masterpieces of the past. The massive but unintelligible collage
on the soft, pliable, and drapey material can be read as the an-
tithesis of Andr6 Malraux's "museum without walls" (1953). For
Malraux, photography served as a useful tool for looking at aft
and narrating its history which had become "the history of that
which can be photographed."9 Meanwhile, "Mellow Apocalypse"
suggests that such history has collapsed onto itself, and the
curtain has fallen. Instead of clarity and narrative, the curtain

6      "Ivars  Gravle`.s  (Latvija)-

urban  intervention  Live  and

Learn." Riga  Photography
Biennial.  Available  at  http://

www.rpbiennial.com/2ol6/

gravlejs_eng.html

7      Ivars  Gravlej5,  Mo6i./a

(video),  2oo7.  Available  at
https://www.ivarsgravlejs.
com/pages/mobilevideo.htm,
accessed |anuary 31,  2o22.

8      Alnisstakle,"Mellow

Apocalypse." Available  at

https://alnisstakle.com/mel-
low.apocalypse,  accessed
March  25,  2o22.

9      Andr€  Malraux,"Muse-
um  Without  Walls"  (1953)
'invoicesofsilence,\3-12:7.

Translated  by Stuart Gilbert

(Frcigmore,  uK:  Paladin,
1974),  P. 30.
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stila I.ckstltais attela paraksts. Taja aprakstita makslinieces radita
varone-relativiprivili8eta,izglltotabaltasievietezemtrisdesmit,
kura dzlvo vienistabas dzivokll Manhetenas Vestvilidza, apmekle
pilates nodarblbas un psihoterapiju, vipai patik likt mates dzivus
ziedus, vipa parspriez savu studiju gadu atkaribu no amfetamlnus
saturo§ajam zalem4Jertz//, pirod savas gleznas,1ietotu apgerbu
unpa5gatavotuCYBzrfeczfc,/,/zzsejasunkermepaadaiunmatiem,
vipa it ka pelna tckstosiem dolaru platforma O#/grF¢#£ un tere tos
savas mates veza arste§anai, vipa §ero par pa5ngivibu izdariju§o
tevu un kop5 2oi6.gada iepriek5pardo5ana pardod gramatu j4#c/
Wrc Wc'7ig £¢.4c ( I/# %c-r 4¢7.¢-ee Jzz-¢ci), kura vel nav uzrakstita, utt.11
Lidz 2o21. gada beigam @carolinecalloway profils bija savacis
vairak neka 6oo ooo sekotaju, un data no instagrama popularitates
parnesas uz realo dzlvi -Kaloveja saka uzstaties literaros un sa-
vieslgos pasakumos Nujorka, un vipas rado5a un uzpemejdarbiba
tika aprakstita lielajos medijos, piemeram, IVcgu rorfe /14l¢gz!jr¢.#e,
TbeGt4ardian,T8enVogueu.a.9.og,1.gahaohaohaiTbeWallStreet
joeer"cz/zipoja, ka data sabiedribas ar nepacietit)u gaidija Kalo-
vejas statusa atjauninajumus, lai redzetu, ha vipa il.etaja dzivokli
kraso gridu balta kra§a.12 Ta5u 2,o2i. gada novembrl visi atteli no
vipas profila pazuda, un raksta tap5anas bridi 2,o22. gada februarl

joprojam ir izdzesti. Atkariba no ta, kadjds So laslsit, profils var
but vai nebdt atkal aktivs. Tie§i §i iemesla de! nevar btlt atbilsto-
5aka piemera fotografijai bez attela ha instagrama profils @caroli-
necalloway. Socialajos tiklos cirkulejo5o attelu daudzums ir patiesi
neaptverams. Ta6u paradoksala karta pa5u attelu loma 5kiet
mazininies, kamer attelu pateripa, dali5anas un komentesanas
darblbas k!dst arvien briti§kakas.

Vel viens ilustrejo§s piemers neredzamajai foto-

grafijai un fotografijas prcksei bez atteliem ir izstede j7f #cfo #e-

:::ct'roaJ.;¢;?#€t£-`g£?zO"2G[?;:::"[¢#;!s¢_"{';::e`pa;=£::g.§.3msaa¥[as
izstadei kuratore Zane Onckule bija iecerejusi jaunu sadarbibas
modeli §tarp miru§a mikslinieka mantojumu, laikmetiga malcsli-
nieka praksi un arhivara darbu. Vizija materializejas ka Austrijas
makslinieces un fotografes Sofijas Tunas (dz. ig85) personaliz-
stade, kura bija integrets latvie5u fotografes Zentas Dzividzin-
skas (1g44.-2oll) arhivs un arhivares Ligas Goldbergas darbs.
Onckule uzaicinija Tunu izstadit savus darbus un izpetit ari
Dzividzinskas arhlvu. Izstades laika Tuna atlasija Dzividzinskas
negativus un radlja no tiem jaunus attelus sava tum5aja istaba,
kas bija uzstadlta galerija un darbojas visu izstades laiku. Tik-
mer arhivare Liga Goldberga vera va}a kastes, kuras 8imene bija
glabajusi Dzividzinskas arhivu, aprakstlja to saturu un palidzeja
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+      carolinecalloway.                f}

®
C4rol.ne Calhoay  ri  6/he,

Nri, nth `hn orra  The o`hei "ri\E*  T he orre you lJov e

a    `.  lli.  'Wliiv`  :I  `  `    ff   incrc
"iwr.\(olinecBHowayl-soml

`,itD:;;::::edrtydbpthlomutlHzz,j.anond5

Fullmilng  v                 Mcesaae                       EmaH                 .A

Hf,I

®
No Po§t3 Ye(

fi)       Q       a       ©       a

Ekrin§ivip§  no  Karollna5

Kalove`.as  instagrama  profila,

2c)22. gada  ii. februaris.

A  screenshot  c)f.Caroline

Calloway's  lnstagram  account,

February  11,  2o22.

ii      NatalieBeach.  Iwascar-

oline Calloway // The Cut. -
2olg. gada  io. septem bris,

pieejams.  https://www.thecut.
com/2oig/og/the-story-of-
caroline-calloway-and-her.

ghostwriter-natalie.html

12      AngelicaFrey.  White

Hardwood  Floors:  Sacrilege,

or Serenity? // ws|  Maga.
zine. -2o21. gada  14. oktobris,

pieejams:  https://www.ws`..
com/articles/white-hardwood-
floors-diy-11634213976

13       SofijaTuna.  Es  neko

neatceros:  ienakot zDz  ne-

notveramaja arhiva.  Kuratore

Zane  Onckule.  Pleejams:

https://kim.Iv/lv/dont-remem

ber.thing-entering-elusive-

estate-zdz/



*pesentsamorphousandoverwhelmingmas?offrag-
srippedoftheirhistoricalcontextandmeaning.

+IavisiblePbotograpky.AisarroHherc;aseOf
hrwithoutimages,letusconsider@carolinecalloway,

a. 1991), an art
whter, and Instagram celebrity. Since 2oi2,, Calloway

I-gram account of caroline Calloway

ul hstagram, primarily a photo-sharing app, to share
close focus typically is not the image itself but rather the

ecaptions.Thosecaptionsnarratealifeofherprotag-
I somgwhat privileged and educated white woman in her

trtuendeswholivesinasmallstudioapartmentinManhat-
H]TestVillage,and,amongmanyotherthings,goestoPilates
-1thapy,likestowearrealflowersinherhair,reminisces
*h€rcollegeyears'Adderalladdiction,sellsherpaintings,
-dchthing,andbottle§ofself-madeSnal{eOilforyourface,

and hair, allegedly earns thousands of dollars on OnlyFans

E

--prrthefmot-her''scancertherapyexpenses,mournsherfa-
-';;leathbysuicide,since2,oi6pre-sellsabooktitled,4ceJwre
Hfj.tg which is not written yet, and so on.10 By late 2o2i, the
a-t @earolinecalloway had attracted more than 6oo,ooo
1±, and the clout from lnstagram spilled also into real life,
-CalfoTayappearedinliteraryandsocialeventsinNewYork
-hercreativeandentrepreneurialactivitiesreceivedcov-
_ in mainstream media such as jvegu gro7ileJ14l¢grzg¢.%c, 2life
aHrd;.{7#, rcc# yogTzfc and so on. In October 2o2i, for example,
mW7a//Sfrcc/7o#ow¢/reportedonhowpartofthesociety
dr.anticipatedCalloway'slnstagramupdatestoseehowshe
i.pintingherrentedapartment'shardwoodfloorswhite.llIn
HDuember 2o21, however, all images from her Instagram account
±ared,andremaindeletedatthetimeofwriting,inFebru-
-}2o22.Dependingonwhenyoureadthis,theaccountmayor
rynotbeactiveagain.Exactlyforthisreason,thelnstagram
-unt@carolinecallowaycannotbeamoresuitableexample
rfphotographywithoutimages.Certainly,thesheernumberof
inagesproducedandcirculatedinthesocialmediaenvironment
ilastonishing.Yet,perhapsparadoxically,theroleofimages
thaselves may be diminishing, while the acts of image sharing,
-uning,andcommentingbecomesmorerelevant.

As another case study of invisible photography
ndaphotographicpracticewithoutimage§Iwouldliketomen-
tinn the exhibition "I Don't Remember a Thing: Entering the
Ehisive Estate of ZDZ" at the Rim? Contemporary Art Center in
RIga,Latvia(July15-September12,2o2i).L2Forthisexhibition,
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io      See  Natalie  Beach,  "I

Was  Caroline Calloway."

7lfre Cur,  September io,  2olg.
Available at https://www.
thecut.com/2ol8/og/the-
story-of-caroline.calloway-

and.her-ghc>stwriter-

natalie.html

11      Angelica  Frey,  "White

Hardwood  Floors:  Sacrilege,

or Se:rervrty?"  wsi Magazine,
October 14,  2o2i. Available

at htt p5 ://www.wsi..com/arti -
cles/white.hardwood-flctors.

diy-11634213976

12      See:  Zaneonckule,"I

Don't Remember a Thing:
Entering the  Elusive  Estate

of zDz." Available at https://
kim.Iv/en/dont-remember-

thing-entering-elusive.

estate.zdz/. The exhibition's
wall  text,  labels,  press  relea-

se,  and  installation  shots  are

archived  and  available on  the

Contempor]ry Art Library
web5ite:  https://www.
contemporaryartlibrary.org/

project/sophie-thun-and-the.
estate-of-zenta-dzividzinska-

at-kim-contemporary-art-
centre-19974.
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Tunai izveleties negativus. Izveidojot 5adu sadarblbu, Onckule
celagaismaDzividzinskasdai}radi,kurapirmstambijabijusi
neredzama-fotografijaspraksebezatteliem,jolielckida!avipas
arhiva eksiste 6 x 6 vai 35 mm negativos. Dzividzinska bija rado§i
aktiva-ganvietejameroga,ganstarptautiski-6o.gados,kadbija
tikpat veca ka tagad Kaloveja. Tacu ig72. gads vipa atteicas no ra-
do§ajiemeksperimentiemfotografijaunvelaktikapilnlgiaizmir§-
ta. Vipas mantojuma centrs ir milzlga negativu kolekcija.14

Izstades pedeja diena jaunas Dzividzin§kas dar-
bu izdruka§ Tunas izpildijuma bija pilnibi noklaju§as divus mil-
zlguspane}us.Pa5portretu,momentuzpemumuuniestudetu
jaunusievie5uaktuizlaseradijaiespaidupardarbutap5anassta-

:ijka;,i:is:::eTE::sodnatrabzsu?g:spa:::igi::unr:kaarT:jzaifii::ianggaesrija
karjerufotografija,kuruvipaatmetatikagravecuma,nesasnie-
dzot iespeju pilniba attistit savu prcksi. Pieejot fotonegativiem
ha notim, kuras katrs spelejo§ais mrizikis interprete citadi, Tuna
pavera jaunu doma5anas dimensiju temai par fotografijas au-
tentiskumu un autorlbu.15 Turklat no Dzividzinskas negativiem
tapu§as fotografijas ir integretas pa5as Tunas prakse un turpina
paradlties citos vipas projektos, piemeram, Tunas personalizsta-
de/14lcrg€£&j;crrjebSap/z£Jj.#¢/fa¢r/erSofijasTapeneres(So-
P4¢.crxpgz.#cr)galerijaVlne(2o22.gadai4..janvaris-15.marts).

Veidojot projektu ap darbu tum5aja istaba, kas

parastiirvisneredzamakafotografadarbada}a,izstademeta
izaicinajumuSadadarbakultrirasstatusam,veicinajapla5al[u
Dzividzinskas dai|rades parv5rte§anu un nodro5inaja platformu
turpmakajamdiskusijamparaizmirstusievie5ufotografumanto-
jumuunarhiviem.Papilduvielu5adaidiskusijaipiedgivaariDZor-
danas Trelleres OrozJ¢# rroe//e/) izpete par fotografe§ Le§ijas
Mohojas (1894-198g) mantojumu. Vipu lidz 5im piemineja lielcko-
tieskaslavenaavangardamaksliniekaLasloMohoja-Nasa(£dr3/o'
/l¢lo¢dy-IV¢gy,1985-1g46)dzivesbiedrivaikaneformaluB¢z£¢¢#r
dokumentetaju. Tikmer Trellere izce! Ldsijas Moholijas pa§as
rado§odarbu-da}anotacirkulebezautoranorades,betcitada!a
eksiste simtiem negativu un nelstenotu foto gramatu formats.

+ jvFrs, £oz,. «Aug5upieladeju manu fotografiju
NFT,/a/,»2o22.gadaio.janvarltvitaierak§tijaSultansGustafs
al Gozali. Foto pa5portretu un selfiju kolekcijas izlik§ana pardo-
§anaipartrisdolariembijavienkar5ijoks.[6Patiecotiesveiksml-

gaiapstapusakritlbai,cilvekiarlieludaudzumukriptovalbtas
pek5pivelejasiegadatiesvipaselfijus,untocenastraujiuzkapa
debesls. Lidz 12,. februarim, kad selfija #932 pardo5ana bija oficiali

160 FOTOCRAFl|A   BEZ  ATTELA

Sofii.as Tunas tum§as  istabas frag-

ment.i .izs`ade  E5 neko neatceros..

ien6kot  zDz  nenotweromaia arhrvd

laikmetrgijs mdk5las centrd  kim?

RTgi,  2o2i. gacla  15. jalijs-12. sep-

tembris,  Foto:  Alise  Tlfentile

Detail  of Sophie  Thun's dark-

room  in  the  exhibition  "I  Don't

Remember a  Thing;  Entering the

Elusive  E5tate  of.zDz",  Kim?  Con-

tempc)rary  Art Centre,  Riga,  /uly

15 -September i2,  2o21.  Photo:
Alise Tifentale.

14       Pla3akparmikslinieci:

Alise Tifentale.  Entering the

Elusive  Estate of Photogra-

pher  Zenta  Dzividzinska //
MOMA  Post. -2o2i.gacla

24. marts,  pieejams:  https://

post.mama.org/entering-the-
elusive-estate-of-photogra

pher-zenta-dzividzinska

15      leva  Raudsepa.  Wecan

See  Her  Being Seen // Arterri-

tory. -2o2i. gada 26. augusta,

pieejams:  https://arterritory.
com/en/visual_arts/interviews/

25733~We_can_See_heL

being_seen/;  EITna  Ruka.

GMng Thanks to the  Past.

Interview  with  Zane Onc-

kule  and  Sophie  Thun //

FK  Magazine. -2o21. gada

27.jolijs,  pieeiams:  https://

fkmagazine.Iv/2021/07/27/

giving-thanks.to-the-past-
interview-with.zane-onckule-

and-sophie-thun/
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curator Zane Onckule envisioned a new model of collaboration be-
tween the estate of a deceased artist, the practice of a contempo-
raryartist,andthelaborofanarchivist.Thisvisionmaterialized
as a solo Show of Austrian contemporary artist and photographer
SophieThun(b.1985)featuringthearchiveofLatvianartistand
photographerZentaDzividzinska(1944.-2,oil)andtheworkofar-
chivistLigaGoldberga.OnckuleinvitedThuntoexhibitherown
work as well as to study Dzividzinsha's archive. During the exhibi-
tion, Thun wa.s discovering Dzividzinska's negatives and printing
newimagesfromtheminherdarkroom,installedinthegalleryfor
the duration of the exhibition. Meanwhile, archivist Liga Goldber-
gawasopeningtheboxe§wherethefamilyhadkeptDzividzinska's
archive,describingtheircontents,andhelpingThunwiththe
selectionofnegatives.Byfacilitatingthiscollaboration,Onckule
broughttolightDzividzinska'§oeuvrewhichsofarhadremained
invisible, a photographic practice without images, as most of her
work exists in the format of 6x6 cm or 35 mm negatives. Dzividz-
inska was active as a photographer locally and internationally in
the 196os when she was the same age as Calloway. But around
1972§heabandonedhercreativeexperimentswithphotography
and subsequently was completely forgotten. At the centre of her
le8acyisavastcollectionofnegatives.13

0n the last day of the exhibition, new prints
made by Thun from Dzividzinska's negatives completely cov-
ered two large panels. The selection of self-portraits, snapshots,
staged getups with nude female models alongside test prints
leaveanimpressionofworkinprogress,althoughThun'swork
here is finished and the next day the gallery will begin deinstall-
ingtheexhibition.Thisfeelingcharacterizesal§oDzividzinska'§
career in photography which she abandoned at such an early
stagewithoutaproperchancetofullydevelopherownpractice.
Treatingthephotographicnegativeasamusicalscorethatgets
interpretedbyeachmusicianwhoperformsit,Thunopeneda
whole new avenue for thinking about photography in terms of
authenticityandauthorship.L4Moreover,imagesprintedfrom
Dzividzinska'§ negatives have now been woven into Thun's
practice and continue reappearing in her other projects such as
Thun's Solo exhibition, "Merge Layers" in the Sophie Tappeiner
Gallery,Vienna(Tanuaryl4-March5,2,o22).

Centringtheprojectarounddarkroomwork,
usually the most invisible part of photographer's labour, the ex-
hibition challenged the cultural status of that labour, encouraged
a broader re-evaluation of Dzividzinska's oeuvre, and provided a
platformforfurtherdiscussionofforgottenwomenartists'and

13      Fora  backgroundon
the artist,  see Alise Ti fen.

tale,  "Entering the  Elusive

Estate of Photographer Zenta
Dzividzinska." A/OMA  Posf,

March 24,  2o2i. Available at

https://post.mctma.org/enter.
ing-the-elusive-estate-of-pho-

tographer-zenta-dzividzinska.

14      levaRaudsepa,"We

Can  See  Her  Being Seen."

Arferrt.fory, August 26, 2o2i.
Available at https://arter-
ritory.com/en/visual_arts/
interviews/25733-we_can_

see_her_being_seen,  See
also:   EITna  Ruka,  "Giving

Thanks to the  Past.  Interview

with Zane Onckule ancl  So-

phieThun."fA'Wogaz/.„e,|uly
27, 2o21. Available at https://

fkmagazine.Iv/2o2l/o7/27/

gMng-thanks-to-the.past,
interview.with-zane-onckule-

and-sophie-thun/
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noslegusies, ta cena bija uzhapusi lldz 12 ooo Asv dolaru.17 AI
Gozali ir 22 gadus vecs indon5zie5u IT §tudent§, kura selfiji vipam
tikai dazu dienu laiha 2o22.gada janvari nodro5inaja vairck neha
miljonu dolaru NFT mckslas tirgd.18 «Es fotografeju sevi piecu

gadu garuma, no 18 gadu vecuma lidz 22 gadiem. Patiesiba ta ir
bilde ar mani datora priek5a, dienu no dienas,» al Gozali saka par
savuselfijukoleksiJ;uggd'[;::/:.E;grucgsdi?u(dGz°kzo¢:¢.a':lets:::";);:9NFT

pasauli. A Gozali selfiji tika pardoti nejau tede}, ka tie ir «specl-
gi» atteli, satrieco5i meistarigas fotografijas paraugi, Indonezijas
mckslas vai vispar makslas paraugi, bet gan tade!, ka tiem piemit
LOL2° vertiba. Ta5u, at5ketinot 5o vertibu, mums var gadities
ar parsteigumu konstatet, ka dazi tag raksturlielumi ne ipa5i
at§kiras no tiem, kas raksturo 2o. gadsimta beigu mal[slu. Pieme-
ram, mikslinieka Ona Kavaras (0# Jr¢evczrzz,1932-2ol4) I)a/c
Pzz£.ce/¢.gr (D¢/#owz!gi/cLg#czr), kas pazistamas ari ka serija ro4r¢j;
(§odiena,1966-2oi3), kura katra§ gleznas saturs ir tis radi5a-
nas datums. Vai ari Adrianas Paiperes (j4Jr¢.¢# P¢ZJer, dz. 194-8)
[ctopdsportretJis-e+rrFLFoodfortbesfiirit(Pdrtikagaram,tg]i),
kura veidota laika, kad maksliniece bija pa§izoleju§ies, ietureja

gaveniunlasijalmanueluKantu.VaiTe6inaSI(rc4c¢;.#gfJr¢.c4,
dz.tg5o)p[lfekesoneT:earPerformances(Vienagedaperfer-
ee¢#ccjJ. , piemeram, 7l¢.arc C/ocle P¢.cce (Par laika uzskaites pulks-
teni, ig8o-ig8i), kura malcslinieks gada garuma reizi stunda
kompostreja laika uzskaites kartlti industriala pulkstenl] doku-
mentejot katru kompostre§anas reizi un Sis darblbas ietekmi
uz vipu pa5u. Mes negribetu al Gozali fotografija§ saskatit neko
vairak par to, kas tajas ir, ta6u tis stasta mums par «ikdienu»,
reflekte par laika gajumu un dokumente pa5realizacijas un indi-
vidualas performances formu. AI Gozali un lidzigu darbu «patik»
ik§kl5i un to iegade liecina par atzinlbu ilgtermipa appemlbai un
neatlaidlbai, naivumam un nemakslinieciskumam, ka ari neglan-
cetam un neizglitotam autentiskumam. Tas norada uz ciepu
pretsaprotamlbuunspejuidentificetiesarmaterialu-5eitnav
manifesta,tevnavjaizlasapatvienarindkopa,laisaprastudarba
jegu, nav jaapgdst sarezgiti koncepti un ta talak. Mes varetu 5ada
veida darbu devet par vienkar§otu, bet ari par antielitaru.

Turklat NFT mckslas tirgiv atteli biezi nav tik
svarlgi, cik kulthras, socialais un ekonomiskais kapitals, kuru tie
palldz uzkrat. Maksimali atklata§ transakcijas piesaista uzmanl-
bu un iegiist uzticamibu un legitimitati-turklat tas attiecas gan
uz «mikslu», gan uz kriptovaldtu, kas izmantota, lai to iegadatos.
Pattajosgadljumos,kadsamaksuveicpardevejabiznesapartne-
ri,katasbijagadljumaarBIplu(Bcc¢/c,dz.ig8i)unvipadigitalo
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Sultans  Gustafs  al  Gozali,  selfijs

#932.  Ekrin§aviT;  nc>  pirdo§a-

nas lapas Opcn5ea platforma,
2o22.gada  11. februiris.

Sultan  Gustaf AI  Ghozali,  5elfie

#932. A screenshot of the sales

page  cif.Opensea  platform,  Feb-
ruary  li,  2o22.

16     Anthony cuthbertson.

Student Accidentally Beco.

mes  a  Millionaire  After Tur-

ning Selfies  Into  NFT as a |oke

// Independent. -2o22. gada
19. janvaris,  pieejams:  https://

www.Independent.co.uk/

life-style/gadgets-and-tech/
nft,cryptocurrency-selfie.

crypto-blgg6276.html

17      GhozalLGhozalu  #932

on  Opensea.io

18      Heatherchen.This

GLiy  is  Living Your  Wildest

NET  Dreams,  Making  $1

Million  in  Selfie  Sales  //

Vice. -2o22. gada  17. janv5-

ri s,  https ://www.vice.cci in/
en/article/4awn3m/indone-
sia-nft-crypto-bitcoin-ghozali

19      Skatit  Gozali  Twitter

profile @Ghcizali_Ghoza.
Iu,  montazu  var  redzet  art

YouTube:  https://youtu.be/
AGq4gpphglw.
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+nqgraphers' legacy and archives. Another resource for such
•disclission is Jordan Troeller'§ examination of the legacy of
+]cographer Lucia Moholy (1894-ig89). This photographer so
i has been usually mentioned only as the spouse of the widely
a.lcbrated avant-garde artist Lfszl6 Moholy-Nagy (1895-1946)
I-d an informal documenter of Bauhaus. Troeller, meanwhile,
|chlights Lucia Moholy's own creative work, part of which cir-
cites uncredited to her, while another part exists in the form of
hdreds of negatives and unrealized photobooks.15

+ IVFrs, £oz,. "Uploading my photo into NFT
lol;" tweeted Sultan GustafAJ Ghozali on January lo, ao22, put-
ting up a collection of his photographic self-portraits or selfies for
sale for approximately 3 USD merely as a joke.L6 Thanks to several
beneficial circumstances, people with lots of cryptoourrency sud-
denly desired to own these selfies, and their price skyrocketed. For
example, by February 12 when the sale of his selfie #932 officially
ended, its price went up to more than 12,ooo USD.17 AI Ghozali i§
a 22-year-old Indonesian computer science student whose selfies
brought him more than a million dollars on the NFT art market-
place within a few days in January 2o22.18 "I took photos of myself
for 5 years since I was 18 to 22 years old. It's really a picture of me
standing in front of the computer day by day," writes AI Ghozali
about his selfies collection titled G4oLgtz/¢.jJg;ceyc7czj;. L9

This case tells a lot about the NFT universe. AI
Ghozali's selfies sold not because they are "great" images, Stun-
ming examples of skilful photography, Indonesian art, or art in
general, but rather because of their LOL value. Unpacking this
value, however, we may be surprised to find qualities that are not
too far from what characterizes some late-twentieth-century art.
ThinkofonKawara's(1932-2o14)I)¢/cP#¢.ce¢¢.#gr,knownalsoas
the series rocJ¢j; (1966-2ol3), where each painting features only
the date of its making. Or Adrian Piper's (b.1g48) series ofphoto-

graphicself-portraitsFooc7/orj4cS¢g.7.¢.J(1g71)that§hetookwhile
self-isolating, fasting, and reading Immanuel Kant. Or Tehching
Hsieh's (b. 195o) Oaee 2rc¢rpgz/omz¢ceccf, such as the r¢.owe C/oc¢
P¢.ecg (198o-81) where the artist punched a time clock in his stu-
dio every hour for a year and documented each punch on film. We
would not want to read into AI Ghozali's photos more than there
is, but they tell us about the "everyday," reflect on the passage of
time, and document a form of self-performance or self-realization.
Liking and purchasing work like AI Ghozali's signals an appreci-
ation oflong-term commitment and dedication, artlessness and
naivete, and an unpolished and uneducated authenticity. It signals
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15      Theauthorheard|c)rdan

Troeller speak of Liicia

Moholy'5  unrealized  photo-

books in  her paper during

the  session  "A  Radical  Lens"

at the symposium "Global
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Woman  Behind  the Camera"

organized  by the  National

Gallery of Art in Washing,
ton,  Dc,  on  `anuary  1g,  2022

(information  available  at
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respect for understandability and relatability -there is no mani-
festo, you do not have to read even a single paragraph before un-
derstanding the work, do not have to learn complicated concepts,
etc. We might call this kind of work simplistic but also anti-elitist.

Moreover, in the NFT art market, the images
oftentimes are not nearly as important as the cultural, social, and
economic capital that they help to accumulate. Highly visible
transactions attract attention and earn credibility and legitimacy
both to the "art" and the cryptocurrency that is used to pay for it.
Even if it is paid by seller's business partners, as was the case with
Beeple'§ (b. ig8i) digital collage .EeJcftycJ#j;£.. 2life F¢.fj'¢5ooo Dcgj;£,
ajpg, that sold for the equivalent of 69 million USD in cryptocur-
rency via the Christie's auction house on March 11, 2o2i.2° Alrea-
dy in 1965, in sociologist Pierre Bourdieu in his unusual book CJzz
4z7.f 77zoj;c% (which was only in 199o translated from French into
EnglishasJ?¢o/og7t¢P/2y..4/14lz.JJ/c-87ioevj4fiJ)establishedthat

photography is predominantly a social practice where networks
and relationships are more significant than the images themsel-
ves. "The admiration of one'§ peers constitutes a partial legiti-
macy which is at least enough to establish the photographer as an
artist," wrote Bourdieu's collaborator Jean-Claude Chamboredon
about photography in the ig6os.21 Moreover, "It is only through
the group that the precedence and uniqueness of the work can be
established: the merit of the work thus always seems to be recog-
nized for reasons which lie outside the work itself."22

We can say something similar about the NFT art
and photography. It is §o bad (from an art historian'§ perspec-
tive) because it cannot help but reflect the aesthetic sensibilities
of the community that produces and circulates it, and these sen-
sibilities have taken shape under the influence of §ource§ other
than ourriculum of any arts or humanities school. The producers
and collectors of most of the "art" in the NFT universe have back-
ground in computer science or busine§§ and finance. Beeple has a
degree in computer science, AI Ghozali studies computer sci-
ence, and Colborn Bell, an NFT art collector and co-founder and
director of the Museum of crypto Art (https://museumofcryp-
toart.com), has a BA in economics and psychology from Colum-
bia University and his previous employment includes positions
such as Research Analyst, Trader and Portfolio Analyst, and
Private Wealth Manager.2S Jennifer Wong and Peter Hamilton,
founders of the Seattle NFT Museum, a brick-and-mortar ven-
ue where "digital collectibles" are "displayed on a series of cus-
tom-designed screens," are introduced to the public as "married
tech executives with little experience in the world of art."24

2o      Christie's,  "Beeple's

Opus."  N.d.  http5://www.
christies.com/features/
Monumental-collage-by,Bee-

ple-is.first-purely-cligital-art-
work-NFT-to-come-to-auc.
tion-1151o-7,  for the  ccintext,

see also:  Edward  Ongweso

|r,  "The  NET  Ecosystem  ls
a Cc)mplete  Disaster."  V/.ce,

February  I,  2o22.  Available

at https ://www.vice.com/
en/article/xgdvnd/the-nft-
ecosystem-is-a-complete-
disaster,  see  more about
the the  buyers of Every,
c/ays,  MetaKovan (Vignesh
Sundaresan) and Twobadour

(Anand Venkateswaran):
"The  Artnet  NFT  3o  Repcirt,"

Arfnef,  December 14,  2o21,

p.7. Available at  https://news.
artnet.com/art-world/the-
artnet.nft.3o-report-part-
one-2o47800

21      `ean-Claudecham-

boredon,  "Mechanical Art,
Natural Art:  Photographic

Artists,"  in  Pierre  Bourdieu,

with  LUG  Boltanski,  Robert

Castel, 'ean.Claude Cham-

boredon,  and  Dominique

Sch r\apper, Photography.. A
Middle-BrclwArt.TransJdted

by Shaun Whiteside (Stan.
ford,  cA:  Stanfcird  University

Press,  1g80),  pp.146-147.

22      Chamboredcm,  p.148.

23      Colborn  Bell'sprofilne

on  Linkedln,  https://www.
Iinkedin.com/in/colbornbell/

24     Taylor  Da foe, "Two Tech
Executives Are Opening an
NFT  Museum  in  Seattle to

Give  Decentralized  Art a

Centralized  Home." Arfwef,

|anuary 14, 2o22.  https://
news.artnet.com/market/

permanent-nft-museum-
set-open-seattle-2o6o36o.



Alise

jezga ap NFT makslu ir tikai «mckslas atmazgasana» tarn, ko dev5
par hiper-vai anarho-kapitalismu,27 profesionalas makslas elite
nevar to ignor6t vai noraidlt ha tadu, kam pilnlgi nav nozimes.28

+ MI, Automati2:dcija, Programmati2:dcija.
Flusers piedava veidu, ka domat par fotografiju, ievie5ot konceptu

partehniskajiematteliem,kuraietilpstvisdazadckoveidufotogra-
fijas (gan analogi, gan digitala formats), filmas, video, animacija
un dator8enereti att6li (CGI). Koncepta pamata ir skaidrs noda-
lijums starp visiem tradicionalajiem atteliem (cilveka raditiem),
kuri nozlme «objektu vero5anu», un visiem tehniskajiem atteliem
(mehanismu raditiem), kuri nozlme «konceptu iz§kait!o5anu».29
Atskiriba no tradicionalajiem att5liem, tehni§kie atteli «neatte-
lo neko, tie projice kaut ko» un tie «neapzime neko, tie norada
virzienu».3° Tehniskie atteli tik |oti at§kiras no tradicionalajiem
atteliem, ka mums bdtuja§pej attistit ipa5a analitiska pieeja to
izpra§anai. Flusers piedava 5adu pieeju: «Tehnisko attelu kritika

pager to trajektorija§ anallzi un to nodoma analizi.»3L Turldat de-
kode5anavarnovestpienebeidzamacitulepkuskaita-nodisto-
piska drdmuma lidz spozakajai personiskas atbrivo5anas vizijai.

Doma5ana par tehniskajiem atteliem ir pamata
laikmetigas kulthras izpratnei (dekode5anai). Mdsu attieclbas
ar fotografijas mehanismiem ir da!a no globalizetas, «dzimis
digitals» kulthras stavok]a, kuru Levs Manovi5s raksturo ka
«programmatizaciju» un «jauno globalo estetiku», kura, cita
staxpa, «svin mediju hibrlda dabu un izmanto to emocionalu
reakciju radl§anai, narativu un lietotaja pieredzes veido5anai».32
Turklat lielal{a da!a Sis vizuilas kulthras ir vismaz pa pusei au-
tomatizeta. Vienubrid cilvekus uztrauca, ka deepfalce viltojumi
radis haosu un, iespejams, ka tas ta vel var notikt, ta6u mcksliga
intelekta (MI) iespejas, kas §avulaik §kita biedejo5as, tagadjau
drizak §kiet leta izklaide. Savulaik biedejo5ie algoritmi tagad
strada, lai §agadatu mums ikdienis]qu izklaidi, kas atdzivina
mdsu /#£¢¢gr¢ffl vai r¢.farole lenti. Piemeram, MI strada mdsu
izklaides labs J2c!F¢cc lietotne, kas diezgan parliecino5i aizstaj
slavenlbu vai vesturisku personlbu sejas ar mdsu pa5u seju visa-
du veidu kustlgos vai statiskos attelos. Tadas lietotnes ha J2c-
F¢ce var potenciali radit problemas, jo |auj cilvekam «piemerlt»
dazidus dzimumus, vesturiskos periodus, grima un matu grie-
zuma stilus, kermepa formas, pat rases -un darit to bezrdpiga,
rota!iga veida, kas viegli var k}dt problematisks.

Ta6u vel interesantik ir domat par neredzamo
automatizaciju. «Vai jds ieverojat, ka desmit gadu laika, apme-
ram no 2oi3. Iidz 2oi8.gadam, ar mobilo telefonu uzpemto attelu
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Vesturiska  fotografija,  kas  modi-

ficeta,  pievienojot  autores  seju

ReFcrce  lietotne.

A  historical  photc)graph  modi-

fied  by adding the article

author's face  in  ReFace  app.

27      SkatTt,  piemeram,  Dena

olsona dokumentalo filmu

Line Goes Up-The Problem
With  NFT5 (Rinda  Pdrvietoias

aug§up -problema ar  NFT) ,

Pieejama:  https://youtu.be/
YQ_xWvxlngg

28      Piemeram,  latvie§u  mak-

slas  kolekcionars `anis  Zuzins

ir  iegidijies  ielu  makslinieka

Kivija  divu  darbu  NFT  versijas

2o21. gada  aprlli.  Raksta  tap3a-

nas  laiki,  2o22. gada  februari,

man  nav  zinams  neviens  Lat-

vijas  kolekcionars vai  mikslas

institocija,  kas  bdtu  iegadaju.

sies  uz  fotogrifi`.am  balstitus

NFT  mikslas  darbus.

2g       Flusers,  io.Ipp.

3o       Flusers,48.,  5o.lpp.

31       Flusers,4g.Ipp.

32     Lev Manovich. Software
Takes Command. -New
York,  Lonclon:  Bloomsbury,

2ol3. -179. IPP.
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In sum, currently the NFT art and photography
market i§ primarily a forum for a narrow elite of computer tech
and finance professionals who do not have enough other oppor-
tunities to spend their cryptocurrency while it still is not widely
accepted as a form of payment for the usual luxury goods and sig-
nifiers of wealth in the real world. Partly for that reason, concept
of"art" appeals to them as it signals a degree of cultural legitima-
cy and prestige even among people who have little or no knowl-
edge about professional art and its institutions. Nevertheless, the
amount of ourrency invested in the NFT art does not automati-
cally signify the art's value. But it gradually legitimizes it. Even
if the whole NFT art hype is ajust art-washing of what has been
called hyper-or anarcho-capitalism,25 professional art establish-
ment Cannot ignore it or dismiss it as completely irrelevant.26

+ AI, Aatounation, Sof tevariz:ation. F+Jyssrf:I
offers one way of thinking about photography by introducing his
concept of technical images that include all kinds of photogra-

i         phy (includingboth analog and digital), film, video, animation,
and CGls. The concept is based on a clear distinction between all
traditional (handmade) images that are "observations of objects"
and all technical (machine-made) images that are "computations
of concepts."7 Unlike traditional images, "technical images don't
depict anything; they project something" and "they don't signify
anything; they indicate a direction."28 Because technical images
differ so profoundly from traditional images, we should be able
to develop a designated analytical approach for understanding
them. Flusser offers one such approach to technical images:
"Criticism of technical images requires an analysis of their tra-

jectory and an analysis of the intention behind it."29 Moreover,"To decode a technical image is not to decode what it shows but

to read how it is programmed."30 The decoding can lead to an
infinite number of various other outlooks, from dystopian gloom
to the brightest vision of personal liberation.

Thinking about technical images is key to un-
derstanding (decoding) our contemporary culture. Our relation-
ship with the photographic apparatus is part of the condition of
the globalized, born-digital oulture, described by Lev Manovich
as "softwarization" and "the new global aesthetics" that, among
else, "celebrates media hybridity and uses it to engineer emoti-
onal reactions, drive marl.atives, and shape user experiences."31
Moreover, most of this visual culture is at least half-automated.
At some point people were worried that deepfal{es will create
havoc, and perhaps they still can, but the possibilities of AI that

25     See,forexample,  Dan

olson's documentary i/.ne
C;oes Up-The Problem With
rvfrs. Available at https://

youtu.be/YQ_xWvxlngg
26      Forexample,  Latvian

art  collector |anis  Zuzans  has

purchased the NET versions
of street artist Kiwie's two
works  in  April  2o2i.  At  the

time of`writing in  February

2o22,  I  have  rio  knowledge of
any Latvian collectors or art

institutions that would  have

purchased any  photo  based
NET art works.

27      Flusser,  p.io.

28      Flusser,  p.48,5o.

29       Flusser,  p.49.

3o      Flusser,  p.48.

31     Lev Manovich, Joj¢ware
Takes Command (New Yc)ck,
London:  Bloomsbury, 2ol3),

P. 179.
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onceseemedsoscarynowaremorelikeacheapthrillnow.Once
scary,algorithmsnowworktoprovideuswithacasualenter-
tainmenttolivenupourdailylnstagramandTikTok§croll.For
example,AIworksforourentertainmentintheReFaceappthat
quiteconvincinglyreplace§thefacesofcelebritiesorhistorical
figureswithone'sownfaceinaukindsof§tillandmovingimages.
AppslikeReFacecanalsoralsenumerousissue§astheyletaper-
son"tryout"genders,historicalperiods,makeupandhairstyles,
bodyshapes,andevenraces,allinacareless,playfulmanner
whichmayeasilybecomeproblematic.

But it is even more fascinating to think of the
invisibleautomation."Didyounoticethatoveraperiodofafew
years-approximately2oi3-2ol8-thequalityofimagescaptured
bycamerasinmobilephonesimproveddramatically?"asksmedia
theoristLevManovichandoffershisver§ionofthereasonforthat:
"Partlyitwasduetotheincreaseofsensorresolution,hardware

improvements,andtheadditionofmultiplelensestophonecame-
ras.ButitwasalsopartlyJz#¢o¢¢c¢dJ¢.¢¢.o#o/AJtothesetheca-
meras.Lookingatmyphotosfromtheearly2olos,Ifindthatmost
ofthemareunusable.Butbyapproximately2o2o,¢.Jha¢eec¢cJ¢.-
velydifficulttotcheaeiuneesablephoto.rnr!:av?hoprky:arTst:raTiNon,
thephotohasperfectexposure(i.e.,enoughdetailsinthedark,
medium,andlightparts),andthemainsubjecti§infocus."32The
conceptof"good"(or"usable")photographythatthecellphone
cameraandsoftwaredevelopersareconstructing,however,isnot
neutralorobvious,butthatwouldbeasubjectofanotherStudy.

What makes the invisible automation particular-
lythought-provokingisthatwedonotperceiveitassuch.While
we can continue fantasizing about a sci-fi future with some sort
ofhumanoidrobotswalkingamongstus,the"robots"havetaken
theshapeofinvisiblealgorithms.Theyalreadyarehere,quietly
toilingawayinourphonesandcomputers.Theynotonlyhelpus
producenewimagesbutalsostreamlinetheirdistributionand
circulation on platforms Such as Instagram.

Amongtheimplicationsofsuchautomationisa
certaindegreeofvisualuniformity.Thealgorithmsareprogram-
medtoimproveourimagesinthesamewayaswellastheyare
programmedtopromotesimilartypesof images,basedondataof
whichimagesturnouttobemorelikeablethanothers.Thus,the
roleofindividualityororiginalityradicallydiminisheswhilethe
image-sharingplatformsrewardthecontinuousproductionofima-
gesthatlooklikealreadyexisting,successfulimages.Basedonthis
visualuniformity,Americanartist,andfilmmakerEmmaAgnes
Sheffer(b.iggi)hasbuiltahighlysuccessfullnstagramaccount,

PHOTOC,RAPHy  WITHOUT  IMAGES

32      Lev  Manovich,"Who
is an  "Artist" in Software

Era?"  in  Lev  Manovich  and

EmanueleArielli,Art/fc/.a/

Aesthetics:  A Critical C;uide

to Al,  Medii]  and  Design

(2o2i-2o22),  p. 2o.  Available
athttp://manovich.net/index.

php/projects/artificial-
aesthetics,  emphases kept
as  in  the  original.



TTfentale

@insta_repeat,withmorethan395,ooofollowers.De§cribingthe
accountasan"examinationofanintemetcopymachine,"Sheffer
collectsvi§uallysimilarlnstagramphotographsandpresentsthem
incompellingmontagesoftwelvesquares,captioningthemwith
hashtagslike#copyofthecopy,#simulacra,and#dejavuvibe§.330f
course,thereismuchmorethantheopticalresemblanceatstake
here.Nevertheless,itistemptingtoreturntoFlusser'scomparison
betweenthetwoactsofpressingabuttononamachine,namely
takingaphotographandstartingawashingmachine.Inbothcases
theoutcomeisalreadypre-programmed.Viewedfromthisper-
spective,theimagesonlnstagrammatteronlyasfarastheyrepeat
certain formulas and avoid any form of originality.

+A7tdEveriMoreVIay§toTbiyikAbotttPbo-
¢ogr¢4ryWr¢.¢¢og£JJ%qg:g£.Sofar,wehavetoucheduponphotogra-

phicpracticesthatsubvert,bypass,orrejectimageproduction,
practicesthatproduceinvisibleorinaccessibleimage§,practices
whereimagesfunctionasmerepackagingforcultural,social,
andeconomiccapital,andpracticeswhereimage-makingispar-
tiallyorfullyautomated.Noneofthesepractices,however,has
beencompletelyeu¢.£4og¢¢images.Iwouldliketoconcludewithan
exampleofamoreliteralinterpretationofphotographywithout
images:Wro#f7fpr¢.¢4oz¢¢flbo¢o£(undated),amulti-§peakerimmer-
§ivesoundinstallationbyAmericanwriter,folklorist,photogra-
pher,andfilmmakerAlanGovenar(b.1g52).Thesoundwork
was included in the exhibition "A Trillion Sunsets. A Century of
lmageOverload"atthelnternationalCentreofphotography,New
York(Tanuary28-Maya,2o2,2).Installedinanarrowand§teep
stairwell, 77o#ed Wrz.z4o%¢f?¢oJor features ambient music and the
voicesofseveralphotographers§peflkingabouttheirpractice(the
photographersareNakeyaBrown,RIjaLucas,TanyaMarcuse,
and Pacifico Silano). Being part of a photography exhibition, Go-
venar's sound installation introduces photographers' self-reflec-
tioninaformatthatusuallyremainsprivate,behindthescenes.
Itisadifferentquestionwhethertheyhaveanythinginteresting
tosay,buttheinstallationsucceedsinhintingatthevastnessand
complexityofthefieldwhichwecasuallycallphotography.Italso
pointstoacertainfatigueofzJ¢.cov¢.#g.andofferse§capein/z.i.Jc-
#¢.#g..Moreover,itopensdoorstoabstraction,uncertainty,and
ambiguity:hearingarandompartoftheaudio,wemaynotneces-
sarilyrecognizewhoisspeaking,andwemaybeunfamiliarwith
their work. The dissociated voices lead us into imagining what
theirphotographscouldlooklike-aprocesswhichwemightas
wellcallyetanothertypeofphotographywithoutimages..
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33      EmmaAgnessheffer,
"@insta_repeat," undated.

Available at https://emma
sheffer.com/index.php/
curations/curations/


