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Pazinojums, ka fotografijas stavoklis pedéjas desmit-
gades laika ir pamatigi mainijies, jau sen vairs nav
nekads jaunums. Ka noradijusi teorétiki, pieméram,
Martins Hends, musdienas fotografija funkcioné
arkartigi izvérsta ietvard.! Nesen definéta “ekrana
kultara™, piesatinata ar interneta platformam, piedava
radikali jaunus veidus, ka aplukot attélus un dalities ar
tiem. Tadejadi fotografijai tiek radita iespéja funkcionét
ka butiskam digitalas kultaras elementam. leklauti tikla,
attéli nebeidzami top no jauna un ir vienlaicigi izmanto-
jami dazados kontekstos. Si iespéjamiba maina medija
poziciju kultara. Fotografija vairs nav (vai, drizak, nav
tikai) statisks “reiz bija” attéls, kas noenkurots autora
pieskirtas nozimes sféra. Tagad ta ir dala no plastiskas
un nepartrauktas datu plasmas. Viens no $1 pavérsie-
na rezultatiem ir tads, ka saikne starp fotografiju un
tas objektu, kas fotografijas teorija ierasti uzlukota ka
passaprotama $1 medija esence, ir atslabusi un kluvusi
nekonkreta. Tikla kultara bieZi vien tas, kas atradies
kameras prieksa, ir mazak svarigs neka konteksts, kura
fotografija ir lietota un kas pieskir tai noteiktu jegu.

Si pavérsiena rezultata fotografijas kritikas un teori-
jas uzmaniba attalinds no materiala priek§metiskuma
un ontologiskas diskusijas un pievérsas fotografijas
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It is hardly a novel statement that photography’s situ-
ation has changed dramatically during the past decade.
As theorists like Martin Hand have argued, today pho-
tography functions in a profoundly expanded field.!
What has recently been termed “the screen-based cul-
ture™, marred with Internet platforms, offers radically
new ways for the sharing and viewing of images. This
networked condition expands photography, enabling
its functionality as a key participant in digital culture.
The network empowered images are endlessly re-usable
in various contexts — even simultaneously. This radical
potentiality shifts the cultural positioning of the medi-
um. A photograph is no longer (or rather, not only) an
image of a fixed “that has been” anchored in an aura of
authorial meaning. It is now part of a mouldable and un-
ceasing stream of data. One of the results of this break is
that the link from photograph to its object, traditionally
seen as a fixed essentiality of the medium in photogra-
phy theory, is weakened and blurred. In the network cul-
ture it often matters less what was in front of the cam-
era than the context a photograph is assigned to, which
subsequently locates it within a certain meaning.

As a result of this shift, the centre of critical and the-
oretical attention on photography moves away from

1 M. Hand, Ubiguitous Photography (Cambridge: Polity Press, 2012).

2 A.Dewdney,” Curating the Photographic Image in Networked
Culture” in M. Lister, ed., The Photographic Image in Digital Culture:
Second Edition (London and New York: Routledge, 2013), 95-112.

1 M. Hand, Ubiguitous Photography (Cambridge: Polity Press, 2012).

2 A.Dewdney,” Curating the Photographic Image in Networked
Culture” in M. Lister, ed., The Photographic Image in Digital Culture:
Second Edition (London and New York: Routledge, 2013), 95-112.



pastavigajai klatbutnei un potencialam tikla. Bazas par
fotografisko materialu izzu$anu - medija 1pasa statusa
balstu, kas digitalaja satvériena skietami pagaisis, — no-
mainija interese par tikla kultaru un to, ka ta ietekmé
fotografiju.®

Fotografijas visuresamiba un tas potenciali bezgaliga
“iegultnésana” tikla ir divi jauni akcenti, ko izce] un ap-
cer gan makslinieki, kas izmanto $o mediju?, gan pétnie-
ki. Skiet, ka pirmie tiklus sika izmantot makslinieki —
gan savu darbu izplatisanai, gan ka potencialu nozimju
radiSanas avotu. Daudzi internetu uzskatija par iespé-
ju sasniegt plasu auditoriju bez galeriju starpniecibas.
Tie$saistes platformas piedava értus veidus, ka dalities
ar makslas darbiem, sekméjot makslas kopienu vei-
dosanos.

Timekla iespéjoti, makslas tikli savstarpéji sajaucas
un iedvesmo cits citu. Konceptuala limeni makslas fo-
tografi savos darbos komenté pasu tikla sazinas modeli,
izmantojot ta kodus, lai raditu metaprojektus. Penelo-
pes Umbriko ilgtermina projekts Suns (From Sunsets)
from Flickr, Endrju Normana Vilsona darbu sérija Scan
Ops, Korinnes Vionetas Photo Opportunities un Dze-
fa Tompsona konceptualais darbs Every Possible Pho-
tograph ir tikai dazi pieméri. Tacu §I interese par tikla
kultaru un to, ka ta ietekmé fotografiju, tikai retumis
atspogulojas kuratoru darba. Visparigi runijot, foto-
izstades atpaliek. Tajas reti tiek skarta tagadnes prob-
lematika un visai biezi tiek lietots tads iekartojums, kas
izcel eksponatu tirgus vértibu un rada piemérotu vidi,
lai sekmétu makslas darbu pardoganu.

Lielakoties fotoizstades musdienas joprojam tiek orga-
nizétas, balstoties uz diviem tradicionaliem principiem.
Pirmais paredz galerijas tipa iekartojumu, kur fotoizdru-
kas ir piekartas pie sienam. Sis iekartojums (ki to aplieci-
na “baltd kuba” ideja) tiek uzskatits par “neitralu”. Par
spiti tam, ka $is uzskats pats par sevi ir neapSaubami
problematisks, iekartojuma uzsvérta neitralitate ieceréta
ar domu saglabat imersiju®, ko makslas darba skatitdgjam
butu jaizjut - vai vismaz jacensas izjust.® Citiem var-
diem sakot, ideala galerijas telpa tiecas klut caurspidiga;

3 Sk., piem., D. Rubinstein, and K. Sluis, “A Life More Photographic:
Mapping the Networked Image”, Photographies, 2008, 1:1, 9-28;

D. Rubinstein, and K. Sluis, “Notes on the Margins of Metadata:
Concerning the Undecidability of the Digital Image”, Photographies,
2013, 6:1,151-158. M. Villi, “Hey, I'm Here Right Now”: Camera
Phone Photographs and Mediated Presence”, Photographies, 2015,
8:1,3-21.

4 H. Steyerl, “In Defence of the Poor Image”, 2009. Pieejams: http://
www.e-flux.com/journal/in-defense-of-the-poor-image. Skatits
2015. gada 31. augusta.
ledzilinaganas, iegrimsana. (Tulkotajas piezime)

To vel vairak sekmeé fotografiju izdruku eksponésana standarta aug-
stuma, kas atbilst vidéjam cilveka acu augstumam un tiek praktizéta

daudzas galerijas un muzejos, pienemot, ka tas ir skatitdja redzei
vispiemeérotakais aplakosanas limenis.

materiality-based objecthood and ontological discus-
sion to analysis of the ubiquity and network potential
of photography. The anxiety of vanished material pho-
tographic support — which boosted the medium’s special
status and was seemingly disappearing at the hands of
the digital — gave way to focus on the network culture
and how it affects photography.?

Two new emphases — the ubiquity of photography and
its potentially endless networked re-embeddability -
are employed and reflected by both artists using the
medium* and scholars. I already briefly mentioned the
growing theoretical interest in the new arrangement.
Artists were perhaps even quicker to employ networks
both for dissemination of their works and as a potential
source for creating meaning. For many of them the In-
ternet promised the potential of reaching wide audienc-
es without a gallery middle-man. Online platforms offer
accessible ways for the sharing of artworks with others,
facilitating the building of artistic communities.
Enabled by the functionality of the web, artistic net-
works are intermixing and influencing each other. On
a conceptual level, art photographers comment on the
very language of networks in their work, employing its
codes to create meta-projects. Penelope Umbrico’s on-
going project Suns (From Sunsets) from Flickr, Andrew
Norman Wilson’s series Scan Ops, Corinne Vionnet’s
Photo Opportunities, and Jeff Thompson’s conceptual
work Every Possible Photograph are just a few examples
of this point. However, this interest in network culture
and how it affects photography is only seldom reflected
in the work of curators. Photographic exhibitions are,
generally speaking, lagging behind. They rarely engage
with the present issues, quite often instead opting to
employ a time-tested setting, which highlights the mar-
keting value of the exhibits and is a rather good environ-
ment for a facilitation of the selling of artworks.

The absolute majority of photography exhibitions orga-
nized today are still based on two traditional principles.
The first concerns a gallery-type of setting, with prints
hanging on walls. This setting (as characterized by the
notion of “the white cube”) is understood as “neutral”.
Even if this view is undoubtedly problematic, through
the emphasis put on the neutrality of the setting, the idea
is to refrain from disturbing the immersion a viewer of

3 See, D. Rubinstein, and K. Sluis, “A Life More Photographic:
Mapping the Networked Image”, Photographies, 2008, 1:1, 9-28;
D. Rubinstein, and K. Sluis, “Notes on the Margins of Metadata:
Concerning the Undecidability of the Digital Image”, Photographies,
2013, 6:1, 151-158. M. Villi, “Hey, I'm Here Right Now”: Camera
Phone Photographs and Mediated Presence”, Photographies, 2015,
8:1,3-21.

4 H. Steyerl, “In Defence of the Poor Image”, 2009. Available: http://
www.e-flux.com/journal/in-defense-of-the-poor-image. Accessed
31.08.2015.
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ta alkst pagaist no pieredzes, kas tiek guta tas sienas, pro-
ti, no attiecibam starp konkrétu makslas darbu un domas
iegrimusu vérotaju, kas ir otrs $ada izstazu iekartojuma
princips. Vardu savienojums “domas iegrimis” nav lietots
nejaudi: tradicionalas galerijas vai muzeja telpas pamat-
ideja ir radit kontemplativus vérodanas apstaklus. Citiem
vardiem, radit tadu skatitaju, kur$ spétu atslégties no ar-
pasaules, lai raditu cie§aku saikni ar statisku makslas ob-
jektu. Svarigs jautajums, kas izriet no $adas telpas iekar-
tojuma koncepcijas, attiecas uz makslas darba nozimi.
§ajé vidé, budams statisks, makslas darbs tipiski tiek uz-
tverts ka nozimeé pabeigts; ta nozimi kopigiem spékiem
ir veidojis autors un kurators. (Tadejadi kontemplacijas
veicinagana kalpo ari mérkim radit piemérotus apstaklus,
kuros skatitajs var nozimi “atklat”.) Tikla aspekts makslas
darba radiana (ar to es nedomaju internetu un ta lietosa-
nu, bet cilveku komandu, kas ir iesaistita radoaja pro-
cesa) parasti tiek nokluséts autora idejas varda — stratégi-
ja, kas tiek izmatota, lai celtu eksponatu tirgus vértibu un
pelnas izredzes.
Martins Listers ir noradijis uz neatbilstibu starp $o
tradicionali tipisko izstazu iekartojumu un apstakliem,
kados fotografija tiek aplikota musdienas. Péc vina
domam, musdienas:
Ta vieta, lai parnemtu maus katru atsevigki, ik-
viens attéls virza mus pie nakama. [..] Masu uz-
maniba $im fotografijam tiek pievérsta atskiriga,
gaistosaka vai izklaidigaka veida neka tradiciona-
lajas fotografijas teorijas iztéloto skatitaju [uz-
maniba], kuri musdienas veido niecigu publikas
dalu - galerija eksponéto fotografiju izdruku
aplukotajus.”
Si ir trapiga piezime, jo tikla kultira ir radikali izmaini-
jusi ne vien to, ki medijs funkcioné, bet ari to, ka maks-
las fotografija sasniedz mus. Starp tie$saistes galerijam,
makslas un vizualajiem blogiem, privato portfolio viet-
ném un ari fiziski realizétiem projektiem, kas jau sakot-
néji raditi ar ieceri tos pavairot primari ka digitalus do-
kumentus,® fotografiju aplukodana galerija klust (ir jau
kluvusi) par izteiktu iznémumu.
Par spiti tam, ka situacija ir krasi mainijusies, vairums
fotoizstazu joprojam tiek iekartotas, balstoties uz “fo-
toizdrukas pie sienam” principu un ideju par kontem-
plativu skatitaju, kas tas apliko. Tas atklaj milzigu plai-
su starp to, ka vairums patérétaju musdienas saskaras
ar fotoattélu, un pieredzi, ko piedava fotoizstades. Fo-
tografiju aplukosana tie$saisté — misu lielakajos vai
mazakajos, ta¢u arvien mobilakajos ekranos - rada
gaistoduma un nepastaviguma sajutu ar daudzveidigu

7 M. Lister, (2013), “Introduction”, in M. Lister, ed., The Photographic
Image in Digital Culture: Second Edition (London and New York:
Routledge, 2013), 8.

8  Si taktika makslas joma klust arvien izplatitaka.

an artwork is expected to experience or at least make an
attempt at.’ In other words, the ideal gallery space aims
to become transparent; to disappear from the very expe-
rience that is happening inside its walls, that is the ex-
perience between a specific artwork and a contemplative
spectator, which is the second principle of this type of ex-
hibition setting. The adjective “contemplative” isn’t acci-
dental: the precise idea of a traditional gallery or museum
space is to facilitate immersive viewing conditions. That
is, to shape a spectator who has an ability to disconnect
from outer world in order to achieve a deeper connection
to an immobile piece of art that is in front of them. An
important aspect deriving from this type of setting con-
cerns the meaning of an art piece. Typically, the artwork
within this environment, being immobile, is understood
as finalized in meaning; this meaning being shaped by the
joint forces of the minds of the author and the curator.
(Thus facilitating immersion also serves the purpose of
creating a suitable condition allowing the viewer to “un-
cover” this meaning.) The network aspect of a production
of a work of art, and I don’t mean the Internet and its
applications, but the human production teams that sur-
round an act of creativity, are usually suppressed for the
sake of an author’s idea — a strategy aimed at boosting the
marketing value and financial prospects of the exhibits.
Martin Lister noted the discrepancy between this tradi-
tional type of exhibition setting and the contemporary
situation of viewing photography. He commented that
today:
Rather than absorbing us in a singular manner
each image seems to nudge us toward another....
We pay attention to such photographs in differ-
ent, more fleeting or distracted ways than the
kind of viewer that is imagined by traditional
theories of photography, embodied now as the
minority audiences of gallery-installed prints.°
This is an apt remark, as the network culture has radi-
cally changed not only how the medium operates, but
also how art photography reaches us. In an economy of
online galleries, art and visual blogs, personal portfolio
websites, as well as physical projects which are already
created to proliferate primarily as digital documenta-
tions,” the gallery-viewing of photography becomes (it
already has) a distinctive exception.
Despite the hardly dismissible fact that the landscape has

5 This is further facilitated by hanging prints at a standardized height
that represents the average human eye-height. It is a standard used
by many galleries and museums for it is considered the most natural
height for the viewer.

6 M. Lister, (2013), “Introduction”, in M. Lister, ed., The Photographic
Image in Digital Culture: Second Edition (London and New York:
Routledge, 2013), 8.

7 This is an increasingly prominent tactic for the art world.
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apkartéjo aktivitasu fonu; galerijas telpa ir gluzi pretéja:
fotografiju izdrukas ir statiskas, troksnis - minimals un
laiks — gkietami apstajies.

Sis pretrunas spilgti atklajas nesenaja amerikanu fo-
tografa Ri¢arda Prinsa darbu izstazu sérija Gagosian
galerija. New Portraits ir vairaku Instagram lietotaju
privati augSupieladétu fotografiju ekransavini. Attéli ir
palielinati, izdrukati un ka atseviskas vienibas eksponeé-
ti balta galerijas telpa. Sie darbi, kuros Prinss pielieto
apropriacijas panémienus, pieskaras dekontekstual-
izacijas problémai un pievér§ uzmanibu jautijumam
par autoribas nozimi tiklveida ekonomika. Tiklota fo-
tografija ir efemeéra, gaistosa, savukart tradicionalais
galerijas iekartojums ietver un uzsver ideju par vienu
vienigu autoru un nemainigu $kietami statiska darba
eksponésanas veidu. Tiegsaistes datu un attélu aprite
liek no jauna izvertét $os aspektus, un New Portraits
tos izaicina. Turpreti izstides iekartojums vésta ko
gluzi atskirigu, $aja gadijuma klustot tiem par para-
doksalu kontrapunktu.® Darbu, kas butiba ir paliel-
inati, no interneta datu plusmas izrauti ekransavini,
eksponésana tradicionala galerija un apkar$ana ar
milzigu cenu birkam ir tik acimredzami neadekvata,
ka makslas kritikis Dzerijs Salcs, kas recenzéja izsta-
di, visai ekscentriski nodévéja $os makslas darbus par

9  Vai, citiem vardiem sakot, §i izstade funkcione paradoksali, tiklota
attélus visa to izteiksmiba pretstatot tradicionalam, visparatzitam
fotografiska radosuma formam (ko $aja gadijuma reprezenté elitari
baltas galerijas sienas).

shifted, an absolute majority of photography exhibitions
still rely on time honoured tradition of wall-hung prints
and the idea of a contemplative viewer looking at them.
This presents a glaring gap between how most users are
viewing photographs today and the experience offered to
them by photography exhibitions. While the experience
of viewing photographs online, in front of our bigger or
smaller, but increasingly mobile screens, imbues it with a
sense of fleetingness and temporality, and a background
of rich surrounding activities, the gallery space is just the
opposite: the prints are solid, the noise is kept to a mini-
mum and the time is presented as still.

This curious conflict was at play in recent series of ex-
hibitions of works by American photographer Richard
Prince at the Gagosian Gallery. New Portraits are screen-
shots of photographs uploaded to various personal Ins-
tagram accounts. The images are enlarged, printed and
hung individually in a white gallery space. These works -
which continue Prince’s use of appropriation — touch
on the issue of de-contextualization and highlight the
question of authorial meaning in the networked econ-
omy. While the networked photograph is ephemeral
and fleeting, the traditional gallery setting highlights
the idea of a single author and an immobile presenta-
tion of a seemingly stable work. All these latter aspects
are put to the test in online data and image circulation,
and are challenged in New Portraits. However, the set-
ting in which the works are displayed hardly speaks the
same message as the pieces (while, in this case, serving
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“Instagram gleznam”'®) — it ka tas kaut kada veida pama-
totu to atra$anos starp galerijas baltajam sienam. Tas
nordda uz terminologijas triukumu, pielagojot tradi-
cionalajai galerijas telpai makslas darbus, kas pievérsas
tikloto attélu radikalajam stavoklim.

Skiet, ir skaidrs, ka plagi izvérstas tikloto makslas fo-
tografiju funkcijas, ka ari to visuresamiba met izaicina-
jumu tradicionalajai fotografijas kurésanas praksei.
Tiklotie attéli problematizé $o modeli vairakos veidos.
Pirmkart, uzsverot plaisu starp prieksstatu par kon-
templativu skatitaju, kurs véro izolétus makslas darbus,
un laikmetigajiem fotografiju aplukosanas apstakliem.
Otrkart, tiklotais attéls izvirza priek$plana arvien
vairak izplasto$os priek$status par autora un kuratora
lomu. Tie$saistes rekontekstualizacija autoriba ir ipasi
akuata probléma. Pienémumu, ka makslas darba nozimi
un veéstijumu rada viena persona, problematizé atteéli,
kurus karé nevis to autori vai vinu izvéléti kuratori, bet
gan tie, kas ierasti uzlukoti ka pasivi dalibnieki autori-
bas dihotomijas pretéja pusé — skatitaji.'! Musdienas

10 J. Saltz, “Richard Prince’s Instagram Paintings Are Genius
Trolling”, 2014. Pieejams: http://www.vulture.com/2014/09/rich-
ard-prince-instagram-pervert-troll-genius.html. Skatits 2015. gada
20. augusta.

11 Nozimigs pavérsiena punkts bija fotoizstade From Here On (2011),
kas pievérsa uzmanibu piedali$anas aspektam laikmetigaja kultara.
Izstades katalogs-manifests sakas ar vardiem: “Tagad més esam
redaktoru suga. Més visi parstradajam, atlasam fragmentus un
montéjam, remikséjam un augsupieladéjam. Més varam likt at-
teliem izdarit jebko.”

as a paradoxical counterpoint to it).® The inadequacy of
placing what essentially are enlarged and suspended
from their flow screen grabs from the Internet in a tra-
ditional gallery setting with high price tags is so palpa-
ble, that well-known art critic Jerry Saltz reviewing the
show called these artworks, rather bizarrely, “Instagram
paintings™ - as if that would somehow validate their
place among the white gallery walls. This points to a lack
of terms for appropriating artworks engaging with rad-
ical conditions of networked imaging within the tradi-
tional environment of a gallery.

It seems clear that a vastly enlarged functionality, as
well as the ubiquity, of a network-empowered art pho-
tograph poses a challenge to the traditional notion of
curating photography. The networked image prob-
lematizes the validity of the mentioned model in sev-
eral ways. Firstly, it does so by underlining the gap be-
tween the idea of a contemplative spectator looking at
isolated artworks and the contemporary condition of
viewing photographs. Secondly, the networked image
foregrounds the increasingly blurry notions of author-
ship and curatorship. Authorship is an especially acute

8 Or to put it another way, the show works paradoxically, since it pits
the very conditions of networked images against the traditionally
established forms of photographic creativity (represented here by
the shiny white walls setting of an elite gallery).

9 J. Saltz, “Richard Prince’s Instagram Paintings Are Genius
Trolling”, 2014. Available: http://www.vulture.com/2014/09/
richard-prince-instagram-pervert-troll-genius.html. Accessed
20.08.2015.



skatitaji konstrué kolazas savos blogos, pieskirot jaunas
nozimes atrastiem fotografiskiem materialiem, turklat
ari fotografijas patéring liela méra aprobeZzojas ar Siem
virtualajiem kanaliem, kuros autora iecerétd nozime
nereti tiek parveidota vai pat pilniba atmesta.™

Gluzi dabiski gribas vaicat: ka $o pavérsienu vértét no
kuratora perspektivas? Mana skatijuma neatkarigas
iniciativas piedava dazas intrigéjosas atbildes, kas maz-
liet atskiras no tradicionalo makslas instituciju attieks-
mes. Viens $ads méginajums reagét uz fotografijas
nepastavibu tikla bija mana un makslinieka-kuratora
Maksa Marsala sadarbiba. Projekts Blog Re-Blog tika iz-
stadits Nujorka, Signal Gallery, 2013. gada un Ostinas
Fotografijas centra 2014. gada. Izstades formats bija ap-
zinats méginajums atdarinat parpublicédanas procesu
tie$saistes blogos. Izstades divsimt fotoattélus péc ne-
jaugibas principa izvéléjas paros sagrupéti fotografi no
divam simts fotografu lielam grupam. Dala no viniem
bijajau plasi atziti fotografi, dala — jaunpienacéji. Viniem
tika dots uzdevums izvéléties attélu vienam no otra ties-
saistes portfolio. Sadi atlasito attélu pari tika izstaditi
tandéma. [zmantojot divus digitalos projektorus, attéli
tika projicéti dazas sekundes, tad tos nomainija naka-
mais diptihs, lidz visi 200 atteéli bija paraditi, péc tam $o
procesu atkartojot. Formats visai precizi tika raksturots
ka “200 atteli, ko karéjusi 200 fotografi”.”® Izvéloties ti-
kai maksliniekus un laujot viniem atlasit attélus, muasu
loma ka kuratoriem tika saSaurinata lidz gatava satura
“parpublicésanai”. Tadéjadi izstadé ne vien tika apceréts
veids, kada musdienas biezi vien notiek fotografiju
aplukosana, bet ari aktualizéts problematiskais uzskats,
ka musdienas, ka medz teikt, “ikviens var but kurators”.
Blog Re-Blog ir turpinajums prezentacijas tipa fotoiz-
stadei Sraunus, kas notika no 2010. lidz 2013. gadam.
Izmatojot projekciju un pasdkuma formatu, Sraunus
meérkis bija rosinat kritisku diskusiju par parmainam
medija materialitaté un digitala attéla vietu galerija.
Blog Re-Blog izvér$ $o uzstadijumu, atsakoties no konk-
rétas kuratora vizijas, kuras ramjos izstadisanai tiek iz-
veléti specifiski makslas darbi rupigi izkartota seciba, lai
dotu prieksroku ciesakai sadarbibai. Radot attélus, ko
bija izvéléjusies makslinieki pasi, kuratora ietekme sa-
ruka un tika pielidzinata ta saukto “blogu kuratoru” lo-
mai, kuru funkcija biezi vien ir tikai citu personu raditu
un atlasitu attélu parpublicésana. Projekta Blog Re-Blog
rekontekstualizacija tika atistita vél talak, jo atteli tika
raditi tandéma, ietekméjot viens otra uztveri un biezi
radot nejausi saderigas vai $kietami bezjédzigas kom-

12 Jaatzimeé, ka $adai autoribas subversijai ir liela loma Ri¢arda Prinsa
New Portraits; pateicoties tai, sérijai rodas ipads rezonanses spéks.

13 S. Canreiro, “Blog Reblog at Signal Gallery”, 2013. Pieejams: http://

weareselecters.com/2013/07/Blog-Reblog-at-Signal-Gallery, skatits
2015. gada 31. augusta.

issue in the context of online re-contextualization. An
idea that a single person is the creator of meaning and
message of an artwork is problematized by images be-
ing “curated” not by authors or their appointed curators
but by those who were habitually seen as passive par-
ticipants located on the opposite side of authorial di-
chotomy - that is, the viewers. Today viewers' not only
construct blog-enabled collages giving new meanings
to found photographic footage; they also divert much
of their photographic intake to these virtual channels,
where the authorial meaning is not rarely displaced, if
not entirely disposed of.*!

A rather natural question is: how to account for this dra-
matic shift from a curatorial perspective? In my view
some intriguing answers are offered by independent ini-
tiatives, in a slight discontent with the response offered
by traditional art institutions. One of these responses to
the networked instability of photography was attempted
in a collaboration between artist-curator Max Marshall
and myself. Blog Re-Blog was presented at Signal Gallery
in New York in 2013 and the Austin Center for Photog-
raphy in 2014. The functioning of the show consciously
aimed to mimic the processes of online re-blogging. For
the exhibition two hundred photographic images were
selected by randomly grouping two groups of a hundred
photographers — some quite established, others emerg-
ing — and giving them the task of selecting an image from
each other’s online portfolio. The resulting pairs of imag-
es were exhibited in tandem. They were projected using
two digital projectors for a few seconds, before changing
to another diptych and so on until all 200 images were
shown and, then again. The format was quite pointedly
summed up as “200 images curated by 200 photogra-
phers”.?? By choosing only the artists and letting them
chose the images, our function as curators was reduced
to merely “re-blogging” the ready-made content. This way
the exhibition not only commented on the way contem-
porary photographic viewing often takes place, but also
touched upon the problematic notion that, as the popular
saying goes, “everyone can be a curator” these days.

Blog Re-Blog is an offspring of the slideshow photogra-
phy exhibition Sraunus, which ran from 2010 to 2013.
Through two basic features: a projection and event-led

10 Alandmark photography exhibition From Here On (2011) highlight-
ed the participatory aspect of contemporary culture. The show’s
manifesto-catalogue begins: “Now, we're a species of editors. We
all recycle, clip and cut, remix and upload. We can make images do
anything”

11 One can note how this authorial subversion is strongly at work in
Richard Prince’s New Portraits and gives the series its particularly
resonant power.

12 S. Canreiro, “Blog Reblog at Signal Gallery”, 2013. Available: http://
weareselecters.com/2013/07/Blog-Reblog-at-Signal-Gallery, ac-
cessed 31.08.2015.
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binacijas. Ilajs Dzeiss, recenzéjot izstadi, uzsvéra tas
inherento nejausibu, salidzinot to ar sérfo$anu timekli
“uz dullo™*. Citi komentetaji uzsvéra izstadé izman-
toto rekontekstualizacijas panémienu. H. C. Arnolds
noradija, ka “fotografa sakotnéji iecerétais iespaids tika
véra nemami samazinats, ja ne pazaudéts pavisam...”."
Tadéjadi Blog Re-Blog izmantotas fotografijas tuvinajas
ikdieniskajai saskarsmei ar fotografiju: attéli, izrauti no
timekla plusmas, tika izraditi nejausa seciba, atdarinot
fotografiju izplatisanos tie$saiste.

Daudzi kuratori, kas strada makslas institicijas, ar mus-
dienigu fotoizstadi, kiet, joprojam saprot jauktu mediju
izstadi, tasir, fotografiju izstadisanu kopa ar skulpturam
vai objektiem, un varbut ki majienu “laikmetigumam”,
novietojot kadu izdruku zemak vai augstak par pienem-
to idealo aplikosanas limeni. Sada atgkiriba starp mak-
sliniekiem un kuratoriem varétu skist dabiska, tatu uz
spéles likts kas vairak. Runa ir par muzeja un ta lomas
pardefinésanu fotografijas kuré$ana un uzglabasana,
ipasi tas digitalajas un virtualajas izpausmés. Muze-
jos diskuté par nepiecieSsamibu iegadaties digitalos
makslas darbus un nospraust jaunas robezas kuratoru
darbam, lai aktivak iesaistitu apmeklétajus un mak-

14 E. Jace, “Revisiting the Reblog”, 2013. Pieejams: http://quietlunch.
com/revisiting-the-re-blog-ssiiggnnaall, skatits 2015. gada 14. junija.

15 H. C. Arnold, “Beyond the Index: Austin Center for Photography’s
Blog Reblog”, 2014. Pieejams: http://artandarnold.blogspot.
ca/2014/05/beyond-index-austin-center-for.html, skatits 2015.
gada 30. augusta.
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format, Sraunus aimed to invite critical discussion on
the changing materiality of the medium and the place of
the digital image in the gallery. Blog Re-Blog takes these
premises further; discarding a strict curatorial vision
of choosing specific artworks to be displayed, as well
as their meticulously arranged sequence, in favour of a
more collaborative setting. By showing images that the
artists themselves have chosen, the role of the curator
was lessened, and likened to that of the so-called curators
of blogs, where their function is often simply reblogging
images made and selected by others. The re-contextual-
ization in Blog Re-Blog likewise took another step, as the
images were displayed in tandems, contributing to each
other’s meaning and often resulting in happenstance fit-
ting or seemingly meaningless combinations. The writer
Eli Jace, reviewing the show, highlighted this inherent
random condition of the show’s viewing. He likened it
to blind surfing of the web."® Other commentators not-
ed the re-contextualization employed in the exhibition.
H. C. Arnold remarked that “the original intentions of
the photographer become drastically lessoned, if not
outright removed...”.** This way photographs presented
in Blog Re-Blog aligned themselves closer to mundane
viewing conditions: images taken from networked flow

13 E. Jace, “Revisiting the Reblog”, 2013. Available: http://quietlunch.
com/revisiting-the-re-blog-ssiiggnnaall, accessed 14.06.2015.

14 H. C. Arnold, “Beyond the Index: Austin Center for Photography’s Blog
Reblog”, 2014. Available: http://artandarnold.blogspot.ca/2014/05/
beyond-index-austin-center-for.html, accessed 30.08. 2015.



sliniekus. Vintertaras fotomuzejs tikai 2014. gada iz-
veidoja digitala kuratora amatu, lai meéginatu atrast
savu vietu jaunajos apstaklos. Citas lidzigas institucijas,
gkiet, atrodas tada pasa pozicija, neesot drosas, cik liela
méra iedibinatie principi butu jamaina, lai ieklautos
tikla ekonomika. lespéjams, §1 visparéja neskaidriba
ir iemesls, kadél salidzinosi nedaudzi teksti pievérsas
tiesi fotoizstazu iespéjam atspogulot $ibriza diskusijas
par mediju un karésanas lomu taja. Ta ka arvien biezak
izstades sak parkapt satura, prezentacijas un forma-
ta ierastds robezas, aktualizéjas nepiecieamiba ku-
ratoriem vairak iesaistities medija funkciju parbide,
jo ar agrakajam metodém - fotoizdruku pieliksana
pie galerijas sienam, kuras apcer kontemplativs skati-
tajs, — nepietiek, lai atspogulotu pédéjos 10 gados noti-
kusas radikalas parmainas. Ka pierada vairakas privatas
iniciativas, pieméram, Erika Keselsa, Breda Tromela,
Arona Stmana darbi, un institucionala ietvara darbo-
joSos kuratoru vizionaras izstades, tadas ka projekti,
kas tika izstaditi The Media Wall Londonas Fotografu
galerija, izstade From Here On, izstade Click! Bruklinas
muzeja vai Amsterdamas FOAM fotografijas muzeja
projekti, kuratori spéj reagét uz nesenajam izmainam
un piedalities diskusijas par fotografijas parvéertibam.
Sie projekti paplasina foto ekspoziciju iespéjas atbalsot
$odienu.

Piebilde: Raksta pamata ir referats, kas nolasits konference
Photography in the 21st Century (Central Saint Martins, 2015.
gada 5.-6. junija).

were represented in a randomized stream mimicking
the ways photographs are proliferating online.

For many curators working within institutions the epit-
ome of contemporary photography exhibitions still
seems to be mixed media, in other words mixing pho-
tographs with sculptures or objects, and maybe a nod to
the “contemporaneity” by putting a print lower or high-
er than its supposed ideal viewing height. The kind of
lag between the artistic and curatorial worlds may seem
natural, but there is something a bit more at stake here.
It is the very redefinition of the museum and its role in
curating and preserving photography, especially its dig-
ital and virtual constituencies. Museums are debating
about the need to acquire digital artworks and to rede-
fine the borders of their curatorial reach to more active-
ly include spectators and artists. Fotumuseum Winter-
thur only in 2014 opened a position for a digital curator
as a means to try to find their place within a new en-
vironment. Similar institutions seem to be at quite the
same place, slightly lost as to how much to change their
established principles for the embrace of the networked
economy. This general instability probably accounts for
why relatively few texts particularly address the role of
photography exhibitions to reflect the discussions of
the medium today and the role of curation within it. As
more and more exhibitions begin to experiment with
the traditional boundaries of a show’s content, presen-
tation and format, there seems to be a growing sense
that, perhaps, curators should be more engaged partic-
ipating in the shifts of the medium’s functioning and
that the old ways — gallery hung isolated prints aimed
at a pensive viewer — are not adequate to reflect much
of the radical changes of the last 10 years. As some pri-
vate initiatives, like the work by Erik Kessels, Brad Tro-
emel, Aaron Schuman, as well as visionary exhibitions
by curators working within institutional borders, such
as projects featured on The Media Wall at The Photogra-
phers Gallery in London, the From Here On exhibition,
the Click! show at the Brooklyn museum, or projects at
FOAM photography museum in Amsterdam demon-
strate, curators can engage with recent changes and par-
ticipate in the discussion on the changing photography.
These projects expand the very possibility of exhibited
photographic works to resonate with today.

Note: This article is based on a paper read at the “Photography in
the 21st Century” conference (Central Saint Martins, 5-6 June

2015).

91



