


Alise Fotografija bez attéla: ierosinijums
domiit par mediju ki praksi, mehanismu
un socialas mijiedarbibas formu

SAJA RAKSTA es piedavaju domat par fotogrifiju
bez attéla, proti, fokusa izvirzot mediju ka praksi, mehanismu un
socialas mijiedarbibas formu. Balstoties konceptos, kurus radijusi
Pjérs Burdje (Pierre Bourdien), Vilems F lusers (Vilém Flusser),
Levs Manovics (Leo Manovsch) un citi, meéginasu attureties no
lidz §im dominéjusas pieejas fotografijai, kuras centrd ir attels un
luras ramis ir makslas vésture. Ta vietd, lai atkartotu romantizé-
to narativu par «spécigajiem» un «svarigajiem» atteliem un vipu
«talantigajiem» autoriem, Sis raksts piedava ieskatities dzijak zem
attéla virskartas un izpétit nepublicétas vai izdzestas fotograhjas
arhivos un socialajos medijos, tumsas telpas nozimi, kolektivo
vai dalito autoribu, fotografijas NFT makslas tirgt, ka ari maks-
liga intelekta un automatizacijas lomu fotografijas izgatavosana.
Aplako$u Sultana Gustafa al Gozali (Sw/tan Gustaf Al Ghozali),
Karolinas Kalovejas (Caroline Calloway), Anri Kartje-Bresona
(Henri Cartier-Bresson), Zentas Dzividzinskas, Alana Governara
(Alan Governar), Ivara Gravleja, Lusijas Moholijas (Lucia Mobo-
7y), Emmas Agneses Seferes (Emma Agnes Sheffer), Alna Stak-
les. Sofijas Tunas (Sophse Thun) un citu fotografu, makslinieku,
digitalo autoru un socialo mediju satura raditaju darbus.

> Prakse bez raosanas. «[..] Nav iespéjams
konstateét at3kiribu starp fotokameras aizvara atbrivosanas pogas
nospie$anu un velasmasinas starta pogu. Abas kustibas sanem un
siita lidziga apméra,» 1985.gada rakstija Vilems Flusers.* Sis ir
viens no maniem milakajiem Flusera citatiem, jo pirmaja acu uz-
metiena tas Skiet Soké&joss —ka vins uzdrosinas salidzinat smalkas
prasmes pagérosu, kompleksu, iedvesmotu, maksliniecisku ma-
nipuldciju ar vistrivialako darbibu. Tacu Flusers gluzi vienkarsi
aizved misu uzmanibu prom no virspuséja—skietami bezgaligas
fotografisko attélu daudzveidibas un interesantuma —un pietuvi-
na mus attélus radoso aparatu mehaniskajai vienveidibai. Flusers
deromantizé mediju, uzsverot, ka «mehanisms dara to, ko foto-
grafs velas, bet fotografs drikst véléties tikai to, ko mehanisms
spéj paveikt. Jebkuram attélam, kuru rada fotografs, ir jaieklaujas
mehanisma programma un tas bas [..] prognozéjams, neinfor-
mativs attéls [.. ], ne tikai fotogrifa Zests, bet ari vina iecere ir
mehanisma funkeija.»* Taéu Flusers atzist, ka «pilnigi automati-
zeta fotografija neparprotami atSkiras no fotografijas, kura kads
ir vizualizejis atteélu, jo otraja gadijuma cilvéka iecere darbojas
pret mehanisma autonomiju no automatiskas funkcijas ka ta-
das.»® Atzistot iespéjamo lidzsvaru starp tehnodeterminismu
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= Practice Without Production,“. .no distine-
tion can be made between the pressing of a shutter release of the

photographic camera and the start button of 2 washing machine.
Both movements receive and send to the same extent,” wrote

Vilém Flusser in 1985.' This is 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 ma-
nipulation of a photo camera to the most trivial act of starting a
washing machine. But Flusser is simply pointing our attention
away from the surface —the seemingly endless variety and inter-
estingness of existing photographic images—and more towards
the mechanic uniformity of the apparatus that produces these
images. Flusser deromanticizes the medium by emphasizing
that “the apparatus does as the photographer desires, but the
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 is a function of the apparatus.”® Nevertheless,
Flusser admits that “fully automatic photography can l:-*'i E]‘?ﬂf'ifr’
distinguished from the photography of someone u.-'hn.ﬂ.-'muahzes
an image because in the second case, a human intention :ﬂmrkﬂ
against the autonomy of the apparatus from the inside, from the

e
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Alise

un cilvéka ricibspéjas atzisant, lfa_s Pﬂ,l aSE_uI_IS.P.‘l}l.SEF%;EI.{SE FJS’_giS
raksts péta, kadas attiecibas izvelétie lI'ldl‘Jldll ir 13?11 @us? at
fotografijas mehanismiem un praksém, kas Sl
Pie pardomam par futngrlaﬁju bez attéliem un
par neredzamo fotografiju nonacu, kad‘velcu Pe_tljumu par fﬂ-_
tosurnilistikas attistibu pagajusa gadsimta vida. Tas bija atkla-
ums, uzzinat, ka, pieméram, Anri Kaftj'_é‘B PORONS (1? 08- 3_0'3'4-)
40.gadu beigas, stradajot par ﬁ]tﬂiurrfiil‘lstu [:l{ma, medz_a Sfltit
eksponétu filminu uz Nujorku, kur citi cilvéki—no anonimiem
tum$as istabas tehnikiem lidz zZurnala Zife ietekmigajiem redak-
toriem — veica atlikusos solus fotografijas procesa, ieskaitot fil-
minas attistiSanu, kontaktizdruku un palielinajumu drukasanu,
attélu atlasi, formatésanu utt.* Pats Kartjé-Bresons bija atbildigs
par kameras darbu uz vietas, kamer vina «spécigos» attélus pa-
tiesiba «radija» citi Magnum Photos biroja un Life redakeija.
Pat izsmeloSie apraksti, kas bija pievienot filminai, bija citu
rakstiti, rakstitaju vidu bija vina sieva Ratna Mohini vai draugi
ka Dzims Bérks (77 Burke) Pekina un Sems Tata (Sam Tata)
fianhajEF Konstatejums, ka Kartje-Bresons neredzéja pats savus
attelus lidz bridim, kad tie paradijas L#f¢ lappusés, noved pie
atzinas, ka atteli ir tikai viena (un bieZi nebit ne vissvarigaka)
notikumu virknes dala. So notikumu atseg§ana nozime, ka plasi
izplatitais priekSstats par fotografijas makslu tiek dekonstruéts,
noliegts, noraidits vai tam tiek mests izaicinajumes, proti, runa ir
par prieksstatu, kas glorificé cienijamo amatu un praksi, kuras
uzdevums ir radit «spécigus» (kas lielakaja dala gadijumu nozime
patilkamus, jaukus un skaistus) attélus arhiva kvalitates izdru kas,
kas '1deai}ﬁ ;gadijumﬁ ir parakstitas un pieejamas rupigi uzskaiti-
?j:aﬁz‘?;zgit;gﬂkgii:;ﬁiﬁmmn5. S.is mnd?rflim.‘na mi?:s ir dzili
SAcofies p s tam, lai fotografija tiktu pienemta
makslas tirgti un galeriju un muzeju sistéma.
Gravleja (dzimistiam I)‘M«fiﬁ|:>§'udm %E'] iniE}( e f.h tngr;.ifa Fvars 2
socialas saiknes ungl?i?du ﬂli{ I ~ 'ﬂ}as = k‘d_tahz;_atmq_, s F_tt]udﬂj
i pamam:}P}m ‘F-_TEIdD futu_graﬁska flttela razosa-
konflicijas iEfiVEEmDES U.Eréeknlt_:_ram, gravle]sj dzives un mflll{slns
fotografijas vésturi Sn;edznt :t‘.lﬂ “'lﬂgls‘:l:ra‘da_rbu PBE ety
izdomatu avotu, un,veiksmi i ;a“‘f‘aﬁ_}lﬂ s daudzu_m}l :
i, kur neviens 30 vésturt peg 12 d2rbu augstskold Cehi
i et ad : FPHI‘?I.I‘IE._CILH. gaflijuma Vins savaca
raun daudzu citu kida pasikuma apmeklétaju

mobilos taly - e
laik HIus, viniem m}:lm nenojausot, un vélak satraucodi il-
gu laiku nebija sazvanams, §

Par urbano intervenci Live
#iacies 2016.gada Rigas Fot

15 ZESts 1ezimeéja vina uzrunas beigas
and Learn jeb Misy dzivo, muzu
ografijas biennales atklagana. Ar &o
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Henri Cartier-Bresson's photo
graph on the cover of Life

- JI-
magazine, }aﬂuary 17, 1955, A

screenshot from the Magazing's
archive on Google Boaks,

4 MNadya Bair. The Decisive
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and the Postwar Image Mar
ket. — Oakland, cA: Univers
ty of California Press, 2020
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automatic function itself Acknowledging a pos bl
between techno-determinism and aeknnwledgmgl ¢ balance
agency implied in Flusser’s text, this article examiit Dfiluman
tionships selected individuals have byijlt with the hes - mla.‘
apparatus and its surrounding practices. T
| [ came to think of photography withoyt im;
and of invisible photography while researching the deyel =
ﬂfpthDjﬂllt‘ﬂElliStﬂ in mid-century. It was ¢ye-opening tzl?:lent
that, for example, Henri Cartier-Bresson (1908-2004) i tl;a:n
late 1940s, working as a photojournalist in China, used:tn send
exposed film back to Ne.w York where other people, from anon-
ymous darkroom technicians to influential editors at the Life
magazine, d.id the wm'l? 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.* Cartier-Bresson 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 L#fé 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.’ The realization that Cartier-Bresson did not
see his own images before they appeared on the pages of Lif¢
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 is 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 is 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 phnmg.r;‘t-
pher Ivars Gravlejs (b. 1979) act as agents that expose t|1f:'.‘ f-ﬂﬂl:‘l]
connections and networks that underlie the l111att}gl'i1t‘l11“ ”ﬂ.ﬂgc
production and consumption. For example, inan in:::!,mmj mo-
ment of life-art conflation, Gravlejs wrote a masters thesis on
Latvian photography history referenci nga vast 1nlzll|m:'.‘;t;‘ij_h;_n
of made-up sources, and successfully {Iu.[um[cd‘ it at 1 se Tu:}tl]wr
Czech Republic where nobody knows of that history: IHEJ: i
such moment, he collected my husband’s and rﬂ:}-‘t‘l'ﬂ] othel
Suspecting attendees’ cell phones, left the building, an
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Alise

intervenci makslinieks véléjas «pievérst uzmanibu {111.'15.11 m_bt:ﬁa
apséstibai ar fotografiju un socialajiem medgler}'x, k;.? rezult'atﬁ
umu —vizualas informacijas

visi ir parpemti ar vizualo piesarnoj

smogu, un ta dé| viniem Skietami vairs nav laika Dh]Ektl\’al.I'& _
fleksijai.»® Gandriz desmit gadus pirms Sis INtErvENces Gravlejs

istenoja citu projektu—vins§ uzrunaja slavenus maksliniekus

un makslas entuziastus izstazu atklasanas makslas galerijas un
muzejos, aicinot vinus aplikot it ka vina jaunakos d:frbus te.le-
fona, tatu materials izradijas fragments no pornografiska vlc{en:
Apmeklétaju reakceijas tika filmeétas ar mobilo telefonu (Mﬂfu_frm,
2007). «Méginaju parliecinat izstazu apm eklétajus, ka skatities

pornografiju ir daudz interesantak neka térét laiku, skatoties

garlaicigu un neizteiksmigu izstadi,» teica Gravlejs.” Nav E.E_mbu,
ka Gravleja darbi pieder citam kulturas laukam neka Kartjé-Bre-
sona fotografijas, bet $aja raksta abus apvieno fotografijas prakse,
luras centra kiada bridi nonak citas lietas, ne tikai taustami attéli.
Attélu razosanas noliegums ir ari kada cita lat-
viedu fotografa nesenas izstades fokusd. Runa ir par Alna Stakles

(dzimis 1972) Melloww Apocalipse® jeb Liega apokalipse, kura
apkopotas vésturisku, publiskos avotos pieejamu arhiva attelu

un reprodukciju digitalas kolazas. Saja izstadé fotografs ne tikai
atteicas no jaunu attélu radiSanas, bet daléji atkapas arino atrasto
attélu montaZas, Jaujot kolaZu tehnisko izpildijumu veikt «attélu
pécapstrades programmaturas algoritmiem.»? Viens no Rigas iz-
stades darbiem antiraZo$anas konteksta ir ipasi simbolisks —mil-
ziga formata izdruka uz audumam lidziga materiala, kas, kritot
gar sienu, padara uzdrukatos télus greizus. Sis darbs, kurs vizuali

atgadina teatra priekSkaru, simbolizé jégpilnu attélu jaunrades
nepieciesamibas pilnigu sabrukumu un zaudétu cienu pret pa-
gitnes muzejotajiem meistardarbiem. Masivo, bet nenolasamo
kolazu uz miksta un paklaviga materiala var uztvert ka antitéz:
André Malro (André Marlaux) «muzejam bez sienam» (1953).
Péc Malro domam, fotogrifija ir noderigs instruments makslas

uzluko$anai un tas véstures stastam, kas kluvis par vésturi «tam,
ko var nofotografét.»'? Tikmeér Liega apokalipse izvirza tézi, ka
Sada vesture ir sabrukusi un priekskars ir aizvéries. Skaidribas un
narativa vieta priekSkara kolaza piedava amorfu un nospiedosu
fragmentu masu, kuriem atnemts vesturiskais konteksts un jéga.

- Neredzama fotografija. Vélviens «fotografija
bez attela» piemers ir makslas vésturnieces un rakstnieces Karo-
linas Kalovejas (Caroline Calloway, dz. 1991) instagrama profils
@carolinecalloway. Kop§ 2012.gada Kaloveja taja ievieto fotog-
rafijas, kuru galvenais fokuss ir nevis attéls, bet dienasgramatas
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Ivars Cravlejs, Maobilq;
Ekrandaving no lvars
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lvars Gravlejs, Mabile, 2007, 4

screenshot of a page frem -
Cravlejs’ portfolio: PLEPS: www

ivarsgravlejs.com

6 lvars Gravlejs (Latvija) —
urban intervention Live and
Learn. Riga Photography Bien
nial / lvars Gravlejs — urban3
intervence Moy dziva, mizu
macies. Rigas Fotografijas
biennale. Pieejams: http:/
www.rpbiennial.com/z014;
gravlejs_eng.html. Skatits
2022. gada 31, janvari.

7 Ivars Gravlejs. Mabilais,
2007. Pieejams: https:/www,
ivarsgravlejs.com/pages/mo-
bilevideo.htm

B Liegd apokalipse izstadita
Dunganas Fotografijas muze:
ja Dienvidkoreja (2021. gaca
16. julijs-19. septembris) un
Latvijas Fotografijas muzeja
Riga, Latvija (2022. gada

11. februiris-1. maijsl.

g Alnis Stakle. Mellow F'-l-.‘-.:'-
calypse /[ Alnis Stakle. Liega
apokalipse. Pieejams: nttpss
alnisstakle.com/mellow-apo
calypse. Skatits 202 2, gaga
25. marta.

10 André Mairgux. Museum
without Walls (195314 ul'm-
ces of Silence. Translated DY
Stuart Gilbert.—Fro gmore,

Ui Paladin, 1574, 39 lpp:
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unreﬂﬂhﬂ.hlﬂ fora wcrl.'}fingly long time. Thi
end of his talk about his urban interventiop f .,
the opening of the first edition of Riga Photogr
,016. The point he wanted to make with this j
“draw attention to our current-day obsession
and social media, as a result of which everyop
with this visual pollution—the smog of visual
appear to 10 li:nnger }}aver time for objective reflection,”s Almost
ten years earlier, Gravlejs RPPTUﬂf_!hf:ﬁ well-known artists and art
lovers at ga.llery and museum‘e:{h:bmun openings, invited them
to look at his latest work on h{s phone that turned out 1o e a
fragment ofa pn‘t'nngraphm_ video, and filmed their reaction (Mo-
bile. £007). “T t]'lEd.t{] convince exhibition visitors that watching
porn is much more interesting than wasting time of looking at
boring and inexpressive exhibition,” Gravlejs comments.” No
doubt, Gravlejs’ 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 oz/y 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,
ao21; Latvian Museum of Photography, Riga, Latvia, Febru-
ary 11—May 1, 2022), the exhibition featured digital collages of
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 ar;d
meaningful images as well as loss of respect fﬂllf [Iw.n?uscahzle ﬁ
masterpieces of the past. The massive but unintelligible collage
on the soft, pliable, and drapey material can be read:ﬁ thf.- an-
tithesis of André Malraux’s “museum without walls #?19333'- ljﬂ'f
Malraux, photography served as a useful Lm]lﬁjr Eu:r.{:rl-:mgl ﬂfq;t[

R ; : , . ‘the history of that
and narrating its history which had become . e
- 29 Meaanwhile. “Mellow Apocaiypse
Which can be photographed.™ Meanwhile, “Meliow gy
Suggests that such history has collapsed onto jtlselt and the "
curtain has fallen. Instead of clarity and narracive; the curta

5 gesture marked the

Cand Legry oy
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Alise

stila rakstitais attéla paraksts. Taja aprakstita makslinieces radita
varone—relativi priviligéta, izglitota balta sieviete zem trisdesmit,
kura dzivo vienistabas dzivokli Manhetenas VestvilidZa, apmekle
pilates nodarbibas un psihoterapiju, vipai patik likt matos dzivus
ziedus, vina parspriez savu studiju gadu atkaribu no amfetaminus
saturosajam zalém Aderall, parod savas gleznas, lietotu apgérbu
un padgatavotu Crskas e//u sejas un kermena adai un matiem,
vina it ka pelna tikstosiem dolaru platforma On{yFarnsun tere tos
savas mates véza arstésanai, vina séro par pasnavibu izdarijuso
tévu un kop$ 2016, gada iepriekspardosana pardod gramatu And
We Were Like (Un més bisam ta ka), kura vél nav uzrakstita, utt,
Lidz 2021.gada beigim @carolinecalloway profils bija savacis
vairak neki 600000 sekotdju, un dala no instagrama popularitates
parnesas uz realo dzivi— Kaloveja saka uzstaties literaros un sa-
viesigos pasikumos Nujorka, un vinas radosa un uzneémejdarbiba
tika aprakstita lielajos medijos, pieméram, New Qork Magazine,
The Guardian, Teen Vogueu.c. 2021.gada oktobri The Wall Street
Fournal zinoja, ka dala sabiedribas ar nepacietibu gaidija Kalo-
vejas statusa atjauninajumus, lai redzétu, ka vina irétaja dzivokli
kraso gridu balta krasa.!* Tacu 2021.gada novembri visi attéli no
vinas profila pazuda, un raksta tapSanas bridi 2022.gada februari
joprojam ir izdzesti. Atkariba no ta, kad jus So lasisit, profils var
but vai nebut atkal aktivs. Tiesi §iiemesla dé] nevar but atbilsto-
saka piemera fotografijai bez attéla ka instagrama profils @caroli-
necalloway. Socialajos tiklos cirkuléjoso attélu daudzums ir patiesi
neaptverams. Tacu paradoksala karta pasu attélu loma skiet
mazinamies, kameér attélu patérina, daliSanas un komentésanas
darbibas klast arvien butiskakas.

Vél viens ilustréjoss piemeérs neredzamajai foto-
grafijai un fotografijas praksei bez attéliem ir izstade £s neko ne-
atceros: ienakot ZDZ nenotveramaja arbiva laikmetigas makslas
centra £7m? Riga (2021.gada 15.jalijs —12.septembris).3 Sai
izstadei kuratore Zane Onckule bija ieceréjusi jaunu sadarbibas
modeli starp miru$a makslinieka mantojumu, laikmetiga maksli-
nieka praksi un arhivara darbu. Vizija materializéjas ka Austrijas
makslinieces un fotografes Sofijas Tunas (dz. 1985) personiliz-
stade, kura bija integréts latviesu fotografes Zentas Dzividzin-
skas (1944-2011) arhivs un arhivares Ligas Goldbergas darbs.
Onckule uzaicinaja Tunu izstadit savus darbus un izpétit ari
Dzividzinskas arhivu. Izstades laika Tuna atlasija Dzividzinskas
negativus un radija no tiem jaunus attélus sava tumsaja istaba,
kas bija uzstadita galerija un darbojas visu izstades laiku. Tik-
mer arhivare Liga Goldberga véra vala kastes, kuris gimene bija
glabajusi Dzividzinskas arhivu, aprakstija to saturu un palidzéja
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Ekraniaving no Karolinas
Kalovejas instagrama profila,

2022, gada 11. februiris,
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A screenshot of Caroline
Calloway’s Instagram account,

February 11, 2022,

11 Matalie Beach, | Was Car-
oline Calloway // The Cut, —
2019, gada 10, septemoris,

piegjams: httpsi)/www.t hecut.

com/2019/09/the-story-of-
carcline-calloway-and-her-
ghostwriter-natalie.htm|

12 Angelica Frey. White
Hardwood Floors: Sacrilege,
or Serenity? // ws) Maga-
zine, — 2021. gada 14. oktoDris,

pieejams: https://www.ws.

-:l::m.f'articleg,-‘white-hardwccd-

floors-diy-11634213976

13 Sofija Tuna. Es nek
neatceros: ienakot ZDZ

o
me-

notveramaja arhiva. Kuratore
Zane Onckule. Pieejams:

https:/kim. v/|v/dont-rem

ber-thing-entering-elusive:

estate-zdz/

gm

-r,f'gntife

collage presents amorphous and overwhel
ments stripped of their historical contex;

Ming mags of frag.
and Meaning, -

— Invistble Photogrg phy. As dnother case of
a€ 0

photography Without images, let us consider @carolingegj,
the Instagram account of Caroline Calloway (b, 95908 oway,
historian, writer, and Instagram celebrity. Since 5015 51 art
has used Instagram, primarily a phﬂtﬂ-shﬂ[‘ing app ,Ca
posts whose focus typically is not the image itself by
diary-like captions. Those captions narrate 3 Jife
onist, a somewhat privileged and educated white woman in h
late twenties who lives in a small studio apartment ip Manha:r
tan’s West Village, and, among many other things, goes to Piia_t
and therapy, likes to wear real flowers in her hair, reminisces -
about her college years’ Adderall addiction, sells her paintings
used c]nthing, and bottles of self-made Snake il for your face:
body, and hair, .:ﬂlnzagedl'j,r earns thousands of dollars on OnlyFans
to support her mcitl.ler's cancer therapy expenses, mourns her fa-
ther’s death by suicide, since 2016 pre-sells a book titled And %
Were Like which is not written yet, and so on. By late 2021, the
account @carolinecalloway had attracted more than 600,000
followers, and the clout from Instagram spilled also into real life,
as Calloway appeared in literary and social events in New York
and her creative and entrepreneurial activities received cov-
erage in mainstream media such as New York Magazine, The
Guardian, Teen Vogue and so on. In October 2021, for example,
The Wall Street Journal reported on how part of the society
eagerly anticipated Calloway’s Instagram updates to see how she
i1s painting her rented apartment’s hardwood floors white." In
November 2021, however, all images from her Instagram account
disappeared, and remain deleted at the time of writing, in Febru-
ary 2022, Depending on when you read this, the account may or
may not be active again. Exactly for this reason, the Instagram
account @carolinecalloway cannot be a more suitable example
of photography without images. Certainly, the sheer nu mber of
images produced and eirculated in the social media environment
18 astonishing. Yet, perhaps paradoxically, the role ::-Fimﬂg"?si
themselves may be diminishing, while the acts of image sharing,
tonsuming, and commenting becomes more relevant.

As another case study of invisible phlgmgraph}’
and a Phﬂtﬂgi‘aphic practice without images [would m\fe 2 .mEﬂ-
tion the exhibition “I Don’t Remember a Thing: Entering S
E%ush’e Estate of ZDZ” at the Kim? Contemporary ATE Lfm-t[?r-:;
Riga, Latvia (July 15— September 12, 5021).12 For this exhibition,

loway
toshare
Ut rather the
of her protag-

13 See Matalie Beach, "
Was Caroline Calloway.”
The Cut, September 10, 2019
Available at hitps:www
thecut.com/zo19/06/the-
story-of-caroline-calloway-
and-her-ghostwriter-
natalie himil

11 Angelica Frey, "White
Hardwaed Floors: Sacrilsge,
or Serenity?” ws; Magazine,
October 14, zo21. Available
at https:|/www.wsjcom/arti
cles/white-hardwood-floors-
diy-11634213975

12 See: Zane Onckule, "l
Don't Remember a Thing:
Enter I'!E[I'.E' Elusiva Estate
of znz.” Available at https:
kim.Iw'en/dont-remamoer-
thing-entering-elusive
estate-2dz/. The exnibitions
wall text, labets, press relea-
ge and installation shots are
archived and svailable on the
Contempaorary Art Library
wiahsitie: htps:/www.
.:D-.:r:'—.;m'a-'-_,ar'.l:t'a",- org
Frnie:t.-5ﬂ-3h!e-:'-f-1-.ar'|:'-'..*i
estate-of-zent2 dzividzinska
at-kim-contemparary art

centre-199 /&




Alise

Tunai izvéleties negativus. Izveidojot $idu sadarbibu, Onckule
céla gaisma Dzividzinskas dailradi, kura pirms tam bija bijusi
neredzama— fotografijas prakse bez attéliem, jo lielaka daa vinas
arhiva eksisté 6 x 6 vai 35 mm negativos. Dzividzinska bija radosi
aktiva—gan viet&ja méroga, gan starptautiski —60.gados, kad bija
tikpat veca ka tagad Kaloveja. Ticu 1972.gadd vina atteicas no ra-
do$ajiem eksperimentiem fotografija un velak tika pilnigi aizmirs-
ta. Vinas mantojuma centrs ir milziga negativu kolekeija.**
[zstades pédéja diena jaunas Dzividzinskas dar-
bu izdrukas Tunas izpildijuma bija pilniba noklajusas divus mil-
zigus panelus. PaSportretu, momentuznémumu un iestudeétu
jaunu sievie$u aktu izlase radija iespaidu par darbu tapsanas sta-
dija, lai gan Tunas darbs bija pabeigts un nikamaja diena galerija
saka izstades demontazu. Si sajita raksturo ari Dzividzinskas
kKarjeru fotografija, kuru vipa atmeta tik agra vecuma, nesasnie-
dzotiespgju pilniba attistit savu praksi. Pieejot fotonegativiem
ka notim, kuras katrs spéléjosais mazikis interpreteé citadi, Tuna
pavéra jaunu domasSanas dimensiju témai par fotografijas au-
tentiskumu un autoribu.' Turklat no Dzividzinskas negativiem
tapusas fotografijas ir integrétas pasas Tunas praksé un turpina
paradities citos vinas projektos, pieméram, Tunas personalizsta-
dé Merge Layers jeb Sapludinat kartas Sofijas Tapeneres (So-
phie Tapeiner) galerija Viné (2022.gada 14.janvaris—15. marts).
Veidojot projektu ap darbu tumsaja istaba, kas
parasti ir visneredzamaka fotografa darba dala, izstade meta
izaicindjumu $ada darba kultiras statusam, veicinaja pladaku
Dzividzinskas dailrades parvertésanu un nodrosinaja platformu
turpmakajam diskusijam par aizmirstu sieviesu fotografu manto-
jumu un arhiviem. Papildu vielu $adai diskusijai piedava ari D¥or-
danas Trelleres (Fordan Troeller) izpéte par fotogrifes Lisijas
Iiiﬂh ojas (1894-1989) mantojumu. Vinu lidz §im pieminéja lielako-
ties ka slavena avangarda makslinieka Laslo Mohoja-Naga (Ldszld
Moboly-Nagy, 1985-1946) dzivesbiedri vai ki neformalu Bauhears
dokumentétaju. Tikmér Trellere izce] Lusijas Moholijas pasas
radoso darbu—dala no ta cirkulé bez autora norides, bet cita dals
eksisté simtiem negativu un neistenotu foto gramatu formata. '

7 NFTS, LOL. «AugSupieladéju manu fotogrifiju
NFT, /o/,» 2022.gada 10.Janvari tvita 1erakstija Sultans Gustafs
al Gozali. Foto paSportretu un selfiju kolekeijas izlik$ana pardo-
sanai par tris dolariem bija vienkarsi joks.!® Patiecoties veiksmi-
gai apstaklu sakritibai, cilveki ar lielu daudzumu kriptovalitas
peksni velejas iegadaties vina selfijus, un to cena strauji uzkapa
debesis. Lidz 12.februarim, kad selfija #932 pardosSana bija oficiali
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Sofijas Tunas tumss istabas f

¥ ) raE.
menti izstadé £ nedo neagt P

frerae:
lendkot 22 nenatverg majg :,a.:“
laikmetigas mdkslas CBNLrF fims
Riga, 2021, gada 15. jolijs—13, seq.
tembris. Foto: Alise Tifentile
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Detail of Sophie Thun's dark.
room in the exhibitian " Dan't
Remember a Thing: Entering the
Elusive Estate of zoz" Kim? Can.
temparary Art Centre, Riga, July
15 —September 12, 2021, Phate:
Alise Tifentala,

14 Plasak par makslinieci:
Alise Tifentale. Entering the
Elusive Estate of Photogra-
pher Zenta Dzividzinska
MoMA Post. — 2021. gada
24.marts, pieejams: https.//
post.moma.arg/entering-the
elusive-estate-of-photogra
pher-zenta-dzividzinska

15 leva Raudsepa. We Can
See Her Being Seen // Arterr
tory. — 2021. gada 26. augusta,
pieejams: https:/arterritory.
com/en/visual_arts/interviews/
25733-we_can_see_her_
being_seen/; Elina Ruka.
Giving Thanks to the Past,
Interview with Zane Onc-
kule and Sophie Thun //

Fk Magazine. —2021.gada
27.j0lijs, piegjams: hitpsi/
fkmagazine.lv/2021/07/27/
giviag-thanks-m-ihe-past-
interview-with-zang-onckuie:
and-sophie-thun/
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curator Zane Onckule envisioned a ney mode] of
the estate of a deceased artist, the Practice
ist, and the labor of an archivist. This vis;

collaboratiop b
ofac

Ontem po-
O materialize
nd Phﬂtﬂgraphelu
Latvian artist ang

hotographer Zenta Dzividzinska (1944-2011) and the work of 4
r_

chivist L1g2 Goldbergu. GHF]TUIE_ imrit,Ed Thun to exhibit her own
work as well as tﬂ: ?tudy Pﬁl¥1d§1951f&5 E.I'j:hl‘r‘ﬁ. During the exhib;.
tion, Thun was dl&-ﬂwer:mg Dzividzinska’s negatives and printin
pew images from them in her darkroom, instaled in the gallepy fg
the duration of the exhibition. Meanwhile, archivist Liwei:GuldiaeDr
ga was opening i‘he bGH.ES where the family had kept thividzinsk;a
archive, describing their contents, and helping Thun with the
selection of negatives. By facilitating this cullabnratinn; Onckule
brought to light Dzividzinska’s oeuvre which so far had remained
invisible, a photographic practice without images, as most of her
work exists in the format of 6x6 ¢m or 55 mm negatives, Dzividz-
inska was active as a photographer locally and internationally i
the 1960s when she was the same age as Calloway. But around
1972 she abandoned her creative experiments with photography
and subsequently was completely forgotten. At the centre of her
legacy is a vast collection of negatives*?

On 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 setups with nude female models alongside test prints
leave an impression of work in progress, although Thun's work
here is finished and the next day the gallery will begin deinstall-
ing the exhibition. This feeling characterizes also Dzividzinska's
career in photography which she abandoned at such an early
stage without a proper chance to fully develop her own practice.
Treating the photographic negative as a musical score that gets
interpreted by each musician who performs it, Thun opened a
whole new avenue for thinking about photography in terms of
authenticity and authorship.!* Moreover, images printed from
Dzividzinska’s negatives have now been woven mnto Thun’s
Practice and continue reappearing in her other projects 5’-“-4:' s
Thun’s solo exhibition, “Merge Layers” in the Sophie Tappeiner
Gallery, Vienna (January 14— March 5, a022).

Centring the project around darkroon |
usually the most invisible part of photographer's labour, the ex- 1
hibition Chall‘mg'&d the cultural status of that labour, encouragec
abroader re-evaly ation of Dzividzinska's oeuvre, and p!
Platform for further discussion of forgotten women artist
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13 Fora background on
tha artist, see Alise Tifen
tale, "F'.'.i-'-rir':_] the Elisive
Estate of Photographer Zenta
Denvadzinska.” MoMA Posr
March 24, 2021, Available at
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tographer-zenta-oz vidzingka
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Alise

noslégusies, ta cena bija uzkapusi lidz 12 ooo ASV dolaru.'” Al
Gozali ir 22 gadus vecs indonézieSu IT students, kura selfiji vinam
tikai dazu dienu laika 2022.gada janvari nodrosinaja vairak neka
miljonu dolaru NFT makslas tirgta.'® «Es fotograféju sevi piecu
gadu garuma, no 18 gadu vecuma lidz 22 gadiem. Patiesiba ta ir
bilde ar mani datora prieksa, dienu no dienas,» al Gozali saka par
savu selfiju kolekeiju Ghozali Everyday (Gozali ikdiena). "’

Sis gadijums mums daudz ko pastasta par NFT
pasauli. A Gozali selfyji tika pardoti ne jau tade], ka tie ir «spéci-
gi» atteli, satriecosi meistarigas fotografijas paraugi, Indonézijas
makslas vai vispar makslas paraugi, bet gan tadel, ka tiem piemit
LOL2? vértiba. Tacu, atsketinot So vértibu, mums var gadities
ar parsteigumu konstatét, ka dazi tas raksturlielumi ne ipasi
atSkiras no tiem, kas raksturo 20.gadsimta beigu makslu. Pieme-
ram, makslinieka Ona Kavaras (On Kawara, 1932-2014) Date
Paintings (Datumu glesnas), kas pazistamas ari ka sérija Zoday
(Sodiena, 1966-2013), kura katras gleznas saturs ir tas radifa-
nas datums. Vai ari Adrianas Paiperes (Adrian Piper,dz. 1948)
foto pasportretu sérija Food for the Spirit (Partika garam, 1971),
kura veidota laika, kad maksliniece bija pasizoléjusies, ieturéja
gaveni un lasija Imanuelu Kantu. Vai Tecina Si (Zebching Hsieh,
dz. 1950) projekts Ome Year Performances (Viena gada perfor-
mances), piemeram, Time Clock Piece (Par laika uzskaites pulks-
teni, 1980-1981), kura makslinieks gada garuma reizi stunda
kompostréja laika uzskaites kartiti industriala pulksteni, doku-
menteéjot katru kompostrésanas reizi un §is darbibas ietekmi
uz vinu pasu. Més negribétu al Gozali fotografijas saskatit neko
vairak par to, kas tajas ir, tacu tas stista mums par «ikdienu»,
reflekte par laika gajumu un dokumenté pasrealizacijas un indi-
vidualas performances formu. Al Gozali un lidzigu darbu «patik»
1kskisi un to iegade liecina par atzinibu ilgtermina apnémibai un
neatlaidibai, naivumam un nemakslinieciskumam, ka ari neglan-
cétam un neizglitotam autentiskumam. Tas norada uz cienu
pret saprotamibu un spéju identificéties ar materialu — $eit nav
manifesta, tev nav jaizlasa pat viena rindkopa, lai saprastu darba

jégu, nav jaapgust sarezgiti koncepti un ta talak. Més varétu §ada
veida darbu dévet par vienkarsotu, bet ari par antielitaru.

Turklat NFT makslas tirgi attéli bieZi nav tik
svarigi, cik kulttras, socialais un ekonomiskais kapitals, kuru tie
palidz uzkrat. Maksimali atklatas transakeijas piesaista uzmani-
bu un iegist uzticamibu un legitimitati —turklat tas attiecas gan

uz «makslu», gan uz kriptovalitu, kas izmantota, lai to iegadatos.
Pat tajos gadijumos, kad samaksu veic pardevéja biznesa partne-
ri, ka tas bija gadijuma ar Biplu (Beeple, dz. 1981) un vina digitalo
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Sultans Gustafs al Gozali, selfijs

#932. Ekrandaving no pardois.
nas lapas OpenSea platforma,
2022. gada 11. februaris,
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Sultan Gustaf Al Ghozali, selfie
#932,. A screenshot of the salec
page of OpenSea platform, Feh

ruary 11, 2022,

16  Anthony Cuthbertson.
Student Accidentally Beco-
mes a Millionaire After Tur-
ning Selfies into NFT as 3 Joke
/ Independent. —2022. gada
19. jJanvaris, pieejams: https://
www,independent.co.uk/
life-style/gadgets-and-tech/
nft-cryptocurrency-selfie-
crypto-biggéz76.html

17 Ghozali_Ghozalu #932
on OpenSea.io

18 Heather Chen. This

Guy is Living Your Wildest
NFT Dreams, Making 31
Million in Selfie Sales //

Vice. — 2022. gada 17.janva-
ris, htt|::5:_xj.-’ww'.-.f.vice.{;-::-rn.-"
en/article/sawn3m/indone-
sia-nft-crypto-bitcoin-ghozali

19 Skatit Gozali Twitter
profile @Ghozali_Ghoza-
lu, montdzu var redzét arl
YouTube: https:/youtu.be/
AGq4gPphglw.

Tifentale

Phumgraphers’ legacy and archives,
q discussion is Jordan Troeller’s exay
photographer Lucia Moholy (1894-198). This photo

far has been usually mentioned only as the ioure Ufirapher S0
celebrated avant-garde artist Laszls Moho] ew
and an informal documenter of Bauhaus. T
highlights Lucia Moholy’s own creative work, part of which ¢
culates uncredited to her, while another part exists ip thmf e
hundreds of negatives and unrealized photobookes 15 e form of

;‘Tnuther resource for sych
nination of the legacy of

idely
y-Nagy (1895-1946)
roeller, meanwhile,

= NFTS, LOL. “Upiﬂading my photo into NpT
lol,” tweeted Sultan Gustaf Al Ghozalji on January 10, 202s put-
ting up a collection of his photographic self- purtraitr: or se}’ﬁes for
sale for approximately 3 USD merely as a Joke.' Thanks to several
bEHEﬁCIRl.EII'EI.I mstances, people with lots Uf':[‘}’ptﬂﬂll[‘l‘ﬂﬁﬂ}' 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 12,000 UsD.17 A Ghozali is
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 2022.28 “[ 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 Al Ghozali
about his selfies collection titled Ghozali Everyday.®

This case tells a lot about the NFT universe. Al
Ghozali’s selfies sold not because they are “great” images, stun-
ning 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,
Think of On Kawara’s (1932-2014) Date Paintings, known also as
the series 7oday (1966-2013), where each painting features only
the date of its making. Or Adrian Piper’s (b. 1948) series of photo-
graphic self-portraits Food for the Spirit (1971) that she took while
self-isolating, fasting, and reading Immanuel Kant. Or Tehching
Hsieh’s (b. 1950) One Year Performances, such as the Time Clock
Piece (1980-81) 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 Al Ghozali’s photos more than there
s, but they tell us about the “everyday,” reflect on the passage of
time, and document a form of self-performance or self-t'ealizntiﬁiﬁ.
Liking and purchasing work like Al Ghozali’s signals an appreci-
ation of long-term commitment and dedication, artlessness Efnd
naivete, and an unpolished and uneducated authenticity. It signals

—
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15 The aytha, heard lord
Troellar speak of i
Mahaly's unrealized photo.
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“Student Accidentally B
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Turning Selfies into N&T 25
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19, 2022. https:/www .
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01996276 html
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18 Heather Chen, “This
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kolazu Everydays: The First 5000 Days (Katra diena: pirmas
5000 dienas)—ijpg attéls, kuru nopirka kriptovaluta, kas atbilst
69 miljoniem dolaru, Christie’s izsolu nama 2021.gada 11. mar-
ta.*! Jau 1965.gada sociologs Pjers Burdjé (Prerre Bourdieu) sava
neparastaja gramata Un art mgyen (kura tikai 1990.gada tika
iztulkota angliski ar nosaukumu Photograply: A Middle-Brow
Art jeb Fotografita— vidusmeéra maksla) konstatéja, ka fotografi-
ja lielakoties ir sociala prakse, kura attiecibas un tikli ir svarigaki
par pasiem attéliem. «Lidzgaitnieku apbrina veido daléju legi-
timitati, ar kuru pietiek, lai nostiprinatu fotografu makslinieka
karta,» rakstija Burdjé sadarbibas partneris Zans-Klods Sambo-
redons (Jean-Claude Chamboredon), attiecinot to uz fotografiju
60.gados.?? Vél vairak— «darba unikalitate un parakums var tikt
noteikti tikai ar grupas starpniecibu: darba vertibu skiet vienmer
nosakam iemesli, kas ir arpus pasa darba.»*?

Kaut ko lidzigu varam teikt par NFT makslu un
fotogrifiju. No makslas vésturnieka skatpunkta, tas ir slikti, jo
NFT maksla reflekté par tas kopienas estétikas izpratni, kura Sos
darbus rada un ar tiem dalas, un §i izpratne ir veidojusies tadu
avotu ietekme, kas ir arpus jebkuram makslas un humanitaro
zinatnu macibu programmam. Lielaka dala «makslas» raditaju
un kolekeionaru NFT pasaulé nak no datorzinatnes, biznesa vai
finansu nozares. Biplam ir grads datorzinitnés, al Gozali studeé 1T
un Kolborns Bells (Colborn Bell) —NFT makslas kolekcionars un
Kripto makslas muzeja (Museun of Crypto Art)** lidzdibinatajs
ir Kolumbijas Universitates absolvents ar gradiem ekonomika un
psihologija, un vina agrako darba amatu vidu ir pétniecibas ana-
litikis, tirgotajs, portfela analitikis un privata kapitala parvald-
nieks.?® DZenifera Vonga (Fennifer Wong) un Piters Hamiltons
(Peter Hamilton), Sietlas NFT muzeja dibinataji (fiziska éka, kura
digitalas kolekcijas prieksmeti ir «izstaditi uz ipasi §im nolakam
veidotiem dizaina ekraniem») tiek staditi priek$a ki «precéts teh-
nologiju vaditaju paris ar minimalu pieredzi makslas pasaulé.»2®

Rezumeéjot, patlaban NFT makslas un fotografi-

jas tirgus lielakoties ir forums Saurai datortehnologiju un finansu
profesionalu elitei, kam pietrukst iespéju kriptovalatas téripiem,
kamer Sis norékinu veids veél nav plasi akeeptéts samaksai par
parastajam luksusa precém un nav atzits par bagatibas pazimi
realaja pasaulé. Daleji si1emesla dé] «makslas» koncepts Skiet
viniem pievilcigs, jo liecina par zinamu kulturilis legitimitates
un prestiza limeni pat to cilveku vida, kuriem ir zems vai nekads
zinasanu limenis par profesionalo makslu un tas institiicijam. Va-
lutas apjoms, kas investéts NFT maksla, automatiski neapliecina
Sis makslas vértibu. Tacu tas pakapeniski legitime to. Pat ja visa §i
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21 fean-Claude Chambors
don. Mechanical Art, Natural
Art: Photographic Artists
/i Pierre Bourdieu, with Luc
Boltanski, Robert Castel,
Jean-Claude Chamboredon,
and Dominigue Schnapper.
Photography: A Middie-Brow
Art. Translated by Shaun
Whiteside. — Stanford, ca:
stanford University Press,
1990. — Pp. 129-14%

23 Turpat, 148. pp.

24 Muzeja majaslapa https:
Jffmuseumofcryptoart.com

3¢ Informicija ne Linkedin
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com/in/colbornbell/
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respect for understandability and refarqpiy:
festo, you do not have to read even g g;
derstanding the work, do not have t learn comp];

cte. We might call this kind of wor simplistic bEtIEEI‘ted conceps,

Moreover, in the NpT art marl-:etati“ﬁnt|-eiitist.
oftentimes are not nearly as important as the Eultju 1+i mages
economic capital that they help to accumulate, [ :: »Sucial, and
transactions attract attention and earn credibiliwgan};] T]SI-JJ%E
both to the “art” and the cry ptocurrency that is ygeq S
Even if it is paid by seller’s business partners, as g L;D ;13}? ﬁ::r.n:.
Beeple’s (b. 1981) digital collage Everydays: fr:'.E:.:e First = ua: with
a jpg, that sold for the equivalent of 69 million UsD ;niiiut ays,
rency via the Christie’s auction house on March 11 EM;EE :t;ur-
dy in 1965, in sociologist Pierre Bourdieu in his LI]]I]SLIHI book FLE;
art moyen (which was only in 1990 translated from French into
English as 7 "-I?‘:';'mcé’ fﬂﬁiﬁl’fﬂ Middle-Brow Art) established that
pllﬂtﬂgt‘ﬂPlly is predominantly a social practice where neEwhEls
and :-‘-:Iatmnshfps are more significant than the images themsel-
ves. “The admiration of one’s peers constitutes a partial legiti-
macy which is at least enough to establish the photographeras an
artist,” wrote Bourdieu’s collaborator Jean-Claude Chamboredon
about photography in the 1060s.>! 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”?

We can say something similar about the NFT art
and photography. It is so bad (from an art historian’s 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 sources other
than curriculum 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 business and finance. Beeple has a
degree in computer science, Al Ghozali studies computer sci-
ence, and Colborn Bell, an NFT art collector and co-founder and
director of the Museum of Crypto Art (https://museu moferyp-
toart.com), has a BA in economics and psychology from {er:].um-
bia University and his previous employment includes positions
such as Research Analyst, Trader and Portfolio Analyst, ﬂ.ﬂd
Private Wealth Manager.?® Jennifer Wong and Peter Hami
founders of the Seattle NFT Museum, a hricli-and-ITI':J"[ML.WD'
ue where “digital collectibles” are “displayed on SF”ﬁjﬁ EUS.-Id
tom-designed screens,” are introduced to the P“b]l“ﬂﬂs_ E;;:rru,
tech executives with little experience in the world of art.
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Alise

jezga ap NFT makslu ir tikai amakslas atmazgasana» tam, ko déveé
par hiper- vai anarho-kapitalismu,** pro fesionalas makslas elite
nevar to ignorét vai noraidit ka tadu, kam pilnigi nav nozimes.**

> M1, Automatizacija, Programmarisaci/a.
Flusers piedava veidu, ka domat par fotografiju, ieviesot konceptu
par tehniskajiem attéliem, kurd ietilpst visdazadako veidu fotogra-
fijas (gan analoga, gan digitila formata), filmas, video, animicija
un datorgenereti attéli (CGI). Koncepta pamata ir skaidrs noda-
lijums starp visiem tradicionalajiem atteliem (cilveka raditiem),
kuri nozimé «objektu vérofanus, un visiem tehniskajiem atteliem
(mehanismu raditiem), kuri nozime «konceptu izskait]oSanu».*’
AtSkiriba no tradicionalajiem attéliem, tehniskie attéli «neatte-
lo neko, tie projicé kaut ko» un tie «<neapzime neko, tie norada
virzienu».2® Tehniskie attéli tik Joti atskiras no tradicionalajiem
attéliem, ka mums bitu jaspéj attistit ipasa analitiska pieeja to
izpra¥anai. Flusers piedava $adu pieeju: «Tehnisko attélu kritika
pageér to trajektorijas analizi un to nodoma analizi.»** Turklat de-
kodétana var novest pie nebeidzama citu lepku skaita—no disto-
piska dramuma lidz spozakajal personiskas atbrivosanas vizijai.
Domasana par tehniskajiem attéliem ir pamata
laikmetigas kulturas izpratnei (dekodésan ai). Misu attiecibas
ar fotografijas mehanismiem ir dala no globalizétas, «dzimis
digitals» kulturas stavokla, kuru Levs Manovics raksturo ka
«programmatizaciju» un «jauno globalo estétiku», kura, cita
starpa, «svin mediju hibrida dabu un izmanto to emocionalu
reakciju radiSanai, narativu un lietotaja pieredzes veidosanai».®
Turklat lielika dala &is vizualas kulturas ir vismaz pa pusei au-
comatizéta. Vienubrid cilvékus uztrauca, ka deep fake viltojumi
radis haosu un, iespéjams, ka tas ta vel var notikt, tadu maksliga
‘ntelekta (MI) iespéjas, kas savulaik Skita biedéjosas, tagad jau
drizak $kiet léta izklaide. Savulaik biedéjosie algoritmi tagad
strada, lai sagadatu mums ikdienisku izklaidi, kas atdzivina
misu /nstagram vai TikTok lenti. Pieméram, M1 strada musu
--klaides laba ReFace lietotné, kas diezgan parliecino$i aizstaj
slavenibu vai vésturisku personibu sejas ar musu pasu seju visa-
du veidu kustigos vai statiskos attelos. Tadas lietotnes ka Re-
Fuace var potenciali radit problémas, jo lauj cilvekam «piemerit»
dazadus dzimumus, vésturiskos periodus, grima un matu grie-
zuma stilus, kermena formas, pat rases—un darit to bezrupiga,
rotaliga veida, kas viegli var klat problematisks.
Taéu vél interesantak ir domat par neredzamo
automatizaciju. «<Vai jis ieverojat, ka desmit gadu laika, apme-
ram no 2013, lidz 2018.gadam, ar mobilo telefonu uznemto attélu

2

Vésturiska fotogrifija, kas mog
F 1=

ficéta, pieviencjot autores seju
ReFace lietotné,

A histarical photograph med.
fied by adding the article
author’s face in ReFace app

27  Skatit, pieméram, Dena
Olsona dokumentalo filmu
Line Coes Up—The Problem
With weTs (Rinda pdrvietojas
gugiup — probléma ar NFT),
Pieejama: https://youtu.be/
YO xWvX1n9g

28  Pieméram, latviesu mak-
s|as kolekcionars Janis Zuzins
ir iegadijies ielu makslinieka
Kivija divu darbu NFT versijas
2021, gada aprill. Raksta tapla-
nas |alki 2022, gada februari,
man nav zindms neviens Lat
vijas kolekcionars vai mikslas
institdicija, kas botu jegadaju-
sies uz fotografijam balstitus
neT makslas darbus.

29 Flusers, 10.1pp-

30 Flusers, 48 £0. |pp-

31 Flusers, 49.1pp-

32 LeV Manavich. goftware

Takes command- — MNew .
yerk, London: gloomsbyrys

2013, — 179 /PP

In su e
~ Insum,ew rently the NFT apt ang |
market is primarily a forum for a narpow elite of Photography
co

and finance professionals who do not have enougl mputer tech
runities to spend their cryptocurrene Bh other oppor-

y while it stil .
aqecepted as a ﬁ:-n.u of payment for the usyal ‘quu;},} 5 n;t widely
nifiers of wealth in the real world, Partly for that ';'E’glzs Sty
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of “art” appeals to them as it signals a degree of cul :

cy and prestige even among people who have lit;:: ;:rﬂl lfﬁltima-
edge about professional art and its institutions, Ney “31 Inuwl_
amount of currency invested in the NPT art dn;ﬂ:s nﬂtr ; Essj-the
cally signify the art’s value. But it gradually IEgitimiE:;'t.[m;“t"
if the whole NFT art hype is a just art-washing of what }:L ;.-en
called hyper- or anarcho-capitalism,* professional art ;Eahﬁii
ment cannot ignore it or dismiss it as completely irrelevant 21.5 g

> .—vs.[.f. .zfmrm:mrfum Softwarization. Flusser
offers one way -:-F‘l:hu?kmg about photography by introducing his
concept of technical images that include all kinds of photogra-
phy (including both analog and digital), film, video, animation,
and ccls. The concept is based on a clear distinetion between all
traditional (handmade) images that are “observations of objects”
and all technical (machine-made) images that are “computations
of concepts.”?? Unlike traditional images, “technical images don't
depict anything; they project something” and “they don't signity
anything; they indicate a direction,”** 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.”** Moreover,
“To decode a technical image is not to decode what it shows but
to read how it is programmed.”*® The decoding can lead to an
infinite number of various other outlooks, from dystopian gloom
to the brightest vision of personal liberation.

Thinking about te chnical images is key to un-
derstanding (decoding) our contemporary culture, Our 1I'EI1:1tmn-
ship with the photographic apparatus is part of the cnndmunluf'
the globalized, born-digital culture, described by Ley Manovich
as “softwarization” and “the new global aesthetics” that, amonz
else, “celebrates media hybridit}-‘ and uses it to eng nf:fer Eiﬂjﬂfi;
onal reactions, drive narratives, and shape user experiences. ‘d
Moreover, most of this visual culture is at least 11:1“'-21.1.1[0“““-"3 :
At some point people were worried that deepfakes I""”” ';_I'E?E‘zﬂ
havoc, and perhaps they still can, but the pnsmbi!mes of AT thi
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25 See, for example, Dan
Chson's documentary Line
Goes Up—The Probiem With
METs. Available at https.
woutu, be/ YO XWYRInGE
26 For example, Latvian

art collecior Janis Zuzhng has
purchased the NFT versions
of strest artist Kiwie's twa
warks in April 2031, At the
time of writing in February
1033, | have no knowledge of
any Latvian codectars of art
Institutions that would have
aurchased any phata based

NFT art works

27 Flusser, p. 10

28 Flusser, .48, 50
19 Flusser, p-47

10 Flusser, P 48.
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kvalitate dramatiski uzlabojas?» jauta mediju teorétikis Levs
Manovids un piedava savu versiju par $adas attistibas iemes-
liem: «Daléji tas bija saistits ar sensorul iz8kirtspejas pieaugumu,
aparatiras uzlabojumiem un vairaku lécu pievienos 3““_“1“_]3115'*
telefona kamerai. Tacu daléji tas bija ar saistits ar MIT previeno-
sanu kameram. Paskatoties uz savam fotografijam no agrinajiem
2010.gadiem, es konstatéju, La lielaka dala no tam nay lietojamas.
Taéu aptuveni 2020.gada kluva aketivi saressiti uzpemt nelieto-
jamu foto. Praktiski jebkura situacija fotografijai ir perfekta eks-
pozicija (t.i., pietiekami daudz detalu tum3ajas, videji tumsajas
un gaidajas dalas), un galvenais priekSmets ir fokusa.»*® «Labas»
jeb «lietojamas» fotografijas koncepts, kuru konstrue mobilo
telefonu kameru un programmaturas attistitaji, nav neitrals vai
acimredzams, tadu tas jau ir citas izpetes priekSmets.

Pardomas par neredzamo automatizaciju ipasi
veicina fakts, ka més to par tadu neuztveram. K amer mes tur-
pindm fantazét par zinatniskajai fantastikai lidzigu nakotni ar
tadiem ka humanoidiem robotiem, kas parvietojas lidzas mums,
tikmér «roboti» ir ienémusi neredzamo algoritmu formu. Tie jau
i $eit un klusi darbojas musu telefonos un datoros. Tie ne tikai
palidz mums radit jaunus attelus, bet ari sakdrto to izplatiSanu
un cirkulaciju tadas platformas ka /nstagram.

$adas automatizacijas seku vida ir zinams vizu-
ila viendabiguma limenis. Algoritmi ir ieprogram méti uzlabot
miisu attélus tada pasa veida, ka tie ir ieprogrammeti izplatit
lidziga satura attélus, balstoties datos par attéliem, kuri iepati-
kas vairik par citiem. Tatad individualitates un originalitates
loma radikali samazinas, jo attélu dali$anas platformas veicina
tidu attelu talako raZo$anu, kuri izskatas lidzigi jau esoSiem
veiksmigiem attéliem. Uz §1 vizuala viendabiguma pamata ame-
rikanu maksliniece un rezisore Emma Agnese Sefere (Emma
Agnes Sheffer, dz. 1991) izveidojusi panakumus guvusu instagra-
mapmﬁlu @insta_repeat, kuram ir vairak neka 395 000 sekota-

ju. Sefere, kura profilu raksturo ka «interneta kopétaja izpéti»,
kolekeioné vizuali lidzigas instagrama fotografijas un piedava tas
parliecino$u montazu formata—divpadsmit kvadrati, kuriem
pievienoti paraksti ar mirklabirkam #copyofthecopy, #simulacra
un #dejavuvibes.** Protams, Seit runa ir par daudz ko vairak,
neka tikai par optisku lidzibu. Ir vilino8i atgriezties pie Fluse-
ra salidzinajuma starp divu veidu—fotoaparata un velasmasi-
nas— pogas nospieSanas darbibam. Abos gadijumos iznakums
ir ieprieks ieprogrammeéts. No si skatpunkta raugoties, attéli
instagrama platforma ir svarigl tikai tiktal, kamer tie atkarto
zinamas formulas un izvairas no jebkadas originalitates.
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A screenshot of the Instagram
account (@insta_repeat.
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once Eeemefl so scary now are more like a cheap thrill now. 0
ccarys a]gunti}ms now wnrk_ to provide us with a casyal Em;efce
tainment tO liven up our daily Instagram and TikTok seroll, Fo
example: Al ‘W:ﬂ['l{s for our entertainment in the ReFace 3P‘P; th;t
quite cnnvinﬂ1n§1F fﬂplﬂﬂeﬁthﬂ fﬂ?es of celebrities or historical
fgures with one’s own face in all kinds of still and moving images
Apps like ReFace can alstﬂ raise numerous issues as they let a per:
son “try out” genders, historical periods, makeup and hair styles
body shapes and even races, all in a careless, playful manner ’
which may easily become problematic.

E.-ut it is even more fascinating to think of the
invisible automation. “Did you notice that over a period of a few
years —approxi mately 2013-2018 —the quality of images captured
by cameras in mobile phones improved dramatically?” asks media
theorist Lev Manovich and offers his version of the reason for that:
«partly it was due to the increase of sensor resolution, hardware
improvements, and the addition of multiple lenses to phone came-
ras. But it was also partly due to the addition of AI to these the ca-
meras. Looking at my photos from the early zo010s, I find that most
of them are unusable. But by approximately 2020, it became acti-
vely difficult to take an unusable pooto. In practically any situation,
the photo has perfect exposure (i.e., enough details in the dark,
medium, and light parts), and the main subject isin focus.™* The
concept of “good” (or “usable”) photography that the cell phone
camera and software developers are constructing, however, is not
neutral or obvious, but that would be a subject of ancther study.

What makes the invisible automation particular-
ly thought-provoking is that we do not perceive it as such. While
we can continue fantasizing about a sci-fi future with some sort
of humanoid robots walking amongst us, the “robots” have taken
the shape of invisible algorithms. They already are here, quietly
toiling away in our phones and computers. They not only help us
produce new images but also streamline their distribution and
circulation on platforms such as Instagram. 25

Among the implications of such automation 1S a

certain degree of visual uniformity. The algorithms are program-
well as theyare

med to improve our images in the same Way 5 y
d on data of

programmed to promote similar types of images, base
which images turn out to be more likeable than others. Thus, the
role of individuality or originality rad ically diminishes w!rule the
image-sharing plm:,ﬁ:;rms reward the continuous production of |Lm
ges that look like already existing, successful images. Based on r. is
visual uniformity, American artist, and filmmaker Emma Agnes
Sheffer (b, 1991) has built 2 highly successful INSEETE account,

- ES
169 PHOTOGRAPHY WITHOUT IMAG

‘

31 Lev Manowvich “Who

T '_;I_:."_'..l..-;-:

iE 20 [Lia

Era?” in Lev Manavich anc
E'“l-"',.lE':E ,!“ - L =
Aestherics: A Cripeal Lowe

Fo A Lfady S0

I
%

.U
K

{1021-2021
5t https/mangwich L
e Ly F L
;":g S ariiid
jpgthatics, €

_|.|,_e Jri"‘l:
3% in the aTig

— —emT T
\ |{ »~



Alise

_y Un vél vairak veidu, ka domat par forografiju
bes attéla. Lidz $im més esam pieskarusies fotografijas praksem,
kuras sagrauj, apiet vai noraida attéla razosanu, praksém, kas rada
neredzamus vai nepieejamus attelus, praksém, kuras atteli kalpo
par iepakojumu kulturas, socialajam vai ekonomiskajam kapita-
lam, praksém, kuras attélu radidana ir daéji vai pilniba automa-
tizata. Tatu neviena no §im praksém neeksiste pilniba bes attéla.
Gribétu noslégt ar pieméru, kas piedava burtiskaku fotografijas
bez attéla interpretaciju. Words Without Photos (Vardi bez foto-

grafijam) ir vairaku skalrugu imersiva instalacija, kuras autors
ir amerikanu rakstnieks, folklorists, fotografs un dokumentalists
Alans Governars (dz. 1952). Sis skaqu darbs ir ieklauts izstade
A Trillion Sunsets. A Century of [mage Overload (Triljons saul-
rietu. Attélu parsatinatibas gadsimes) Starptautiskaja fotografi-
jas centra Nujorka (2022. gada 28.janvaris— 2.maijs). Instalacija
izvietota uz $auram un stavam kapném, un taja skan ambienta
miizika un vairiku fotografu balsis, kuri stasta par Savil praksi
(Nakeija Brauna (Nakeya Brown), Kija Lukasa (K7ja Lucas), Tana
Markisa (Tanya Marcuse) un Pacifiko Silano (Pacifico Silano)).
Biidama fotografijas izstades sastavdala, Governara skanas in-
stalacija piedava fotografu pasrefleksiju formata, kurs parasti ir
privats, paliek aiz kadra. Cits jautajums, vai viniem ir kaut kas
interesants sakams, bet instalacija iedarbojas, jo lauj nojaust, cik
milzigs un komplekss ir lauks, kuru mes vienkarsoti dévéjam par
fotografiju. Ta norada ari uz nogurumu no skatifandsun pieda-
va bégéanu Elausisanas pasaule. Turklit instalacija paver durvis
abstrakeijai, nezinai un neskaidribai: klausoties nejausu audio
ieraksta dalu, més varam neatpazit runataju un mums var nebut
pazistami vina vai vipas darbi. Disasociétas balsis mus ieved fanta-
zija par to, kadas balss ipa$nieku fotografijas varétu izskatities —
ari §0 procesu més varétu dévet par fotografiju bez attéla. *

"—"_
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@insta_fﬁpea& With_ K than 335;000 followers. Describing the
accountas an a}-::lm{matmn of an internet copy machine.” Sheffer
collects visually similar Instagram photographs and presents them
in compelling montages of twelve squares, captioning them with
hashtags like #copyofthecopy, #simulacra, and #dejavuvibes.® Of
course; there is much more than the optical resemblance at stake
here. Nevertheless, it is tempting to return to Flusser’s comparison
petween the two acts of pressing a button on a machine, namely
taking a ]Jhﬂtﬂgraph and starting a washing machine. In both cases
the outcome is already pre-programmed. Viewed from this per-
spective; the images on Instagram matter only as far as they repeat
certain formulas and avoid any form of originality.

- And Even More Ways to Think About Pho-
tography Without 11nages. So far, we have touched upon photogra-
phic practices that subvert, bypass, or reject image production,
practices that produce invisible or inaccessible images, practices
where images function as mere packaging for cultural, social,

.nd economic capital, and practices where image-making is par-
tially or fully automated. None of these practices, however, has
been completely withous images. I would like to conclude with an
example of a more literal inte rpretation of photography without
images: Words Without Photos (undated), a multi-speaker immer-
sive sound installation by American writer, folklorist, photogra-
pher, and filmmaker Alan Govenar (b. 1952). The sound work
was included in the exhibition “A Trillion Sunsets. A Century of
Image Overload” at the Internatio nal Centre of Photography, New
York (January 28 —May 2, 2022). Installed in a narrow and steep
stairwell, Words Without Pbotos features ambient music and the
voices of several photographers speaking about their practice (the
photographers are Nakeya Brown, Kija Lucas, Tanya Marcuse,
and Pacifico Silano). Being part of a photography exhibition, Go-
venar’s sound installation introduces photographers self-reflec-
tion in a format that usually remains private, behind the scenes.
Itis a different question whether they have anything interesting
to say, but the installation succeeds in hinting at the vastness and
complexity of the field which we casually call photography- [t also
points to a certain fatigue of viewingand offers escape in /iste-
ning. Moreover, it opens doors to abstraction, uncertainty, and
ambiguity: hearing a random part of the audio, we may not neces-
sarily recognize who is speaking, and we may be anfamiliar with
their work. The dissociated voices lead us into imagining what
their photographs could look like —a process which we might as
well call yet another type of pht}mgraph}f without images. *
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