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Preface

THIS ANTHOLOGY, Connect to Collect, shares the re-
sults of the research project Collecting Social Photo
(CoSoPho), which has explored the collecting of social
digital photography by museums and archives in inno-
vative ways. The anthology discusses how social digital
photography collections in the near future may be of
considerable value to the core function of museums
and archives: as a public arena for knowledge exchange,
collaboration and interaction between institutions,
partners, contributors and consumers. It also indicates
how social digital photography can be an important
(re)source for future history and cultural heritage.
Based on insights from surveys, empirical case studies
and prototype development, combined with theoreti-
cal analyses, this anthology aims to inspire future ef-
forts to connect to collect.

The CoSoPho project was carried out by museums
and archives in collaboration with academia. Four in-
stitutions from the Nordic countries were involved:
Nordiska Museet (Sweden), Stockholm County Muse-
um (Stockholms lins museum, Sweden), The Finnish
Museum of Photography (Finland) and Aalborg City
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Archives (Denmark). The institutions have collaborat-
ed in various ways in the past decades around issues
concerning photography collections, thus bringing
years of experience of photographic heritage collec-
tions into the project. The Department of Social An-
thropology at Stockholm University, Sweden, has been
a research partner, contributing with academic exper-
tise on digital visuality, social media practices and
visual cultural heritage, along with other researchers.
In addition, to combine the expertise of practitioners
and researchers, the project has benefited from Nordic
cross-collaboration. The museum/archives sectors of
these countries have many common features yet pro-
vide diversity in perspectives of collecting.

The CoSoPho project was funded by two Swedish
foundations, Riksbankens Jubileumsfond (RJ) and Vit-
terhetsakademien, in the funding initiative Samlingar-
na och Forskningen (Collections and Research) from
2017 to 2020. The project has been administered by
Nordiska Museet. A reference group of international
academic experts has advised the project throughout
its duration.



Connect to Collect:

Introduction

Elisabeth Boogh, Kajsa Hartig, Bente Jensen, Anni Wallenius

PHOTOGRAPHS HAVE BEEN collected and ac-
quired in great numbers by museums and archives
since the 19™ century. Despite their attractiveness as
visual media, the role of photography collections in
museums and archives has often been that of a know-
ledge bank of visual evidence, treated as representations
of objects and phenomena, or regarded as art, but lack-
ing analytical visibility and critical effect. Anthropolo-
gist Elizabeth Edwards has criticised the lack of con-
textual information in museum collections, which has
often positioned photographs in the role of supporting
other narratives, rather than being valued in their own
right as dynamic objects in museum knowledge sys-
tems (Edwards and Morton 2015).

Today photography is changing and so should col-
lecting practices of museums and archives. We find
radical shifts in individual photographic practices:
much photo sharing now takes place almost exclusively
online and a new type of immediate communication is
emerging. As the sociologist Nathan Jurgenson points
out, the image is only a few taps from being produced
and consumed (Jurgenson 2019, 12). As a consequence,

Photograph from the case study Insta-Suomi:
Documenting Finnish Instagram. Photo: Lotta Sulin,
2018, The Finnish Museum of Photography.



new types of image content have emerged as well as
images of low resolution and varying aesthetic quality.
However, it is important to emphasise that even though
new technology creates new possibilities, it does not
dictate image content. At the same time, there is also
an emergence of data that could potentially tell new
stories about everyday life and important events as well
as significant political and societal processes. Parallel
to the development of new photographic practices,
museums and archives have transformed their work
with collections and communities, opening up for par-
ticipatory practices around heritage collections and
archives. These developments are connected to the
emergence of social media but are rooted in pre-Inter-
net traditions (Benoit III and Eveleigh 2019, 1-2).
These changes point towards social digital photo-
graphy, a term used in this anthology to capture photo-
graphy collections in relation to digital technology and
social media. The term is used to emphasise that a new
form of photography has evolved in the digital age,
with technology and the networked realm of social me-
dia. As a consequence of technology, new photographic
practices have emerged (Serafinelli 2018). Here it is
important to add that even though technology creates
new possibilities, it does not dictate the image content.
Nathan Jurgenson uses the term social photography to
make a distinction between photographs of the past
that were centred around the physical object, and social
photography which “is something lighter and more
immediate,” a more “liquid photography” (2019, 22).
Computer scientists Frohlich and Sarvas have chosen
the concept domestic photography, photography pro-
duced for non-professional purposes (2011, 5). Media
researcher José van Dijck makes a distinction between

amateur and professional photography by using the
term personal photography, as photography has always
been and is increasingly used for personal identity
(2008). However, the scope of the CoSoPho project is
wider, as social digital photographs are produced and
circulated by both professionals and amateurs in a
semi-public arena. Initially the project used the term
vernacular photography to cover this wider scope, and
therefore it features in a number of the chapters of the
anthology. Currently this term is under debate. Previ-
ously it was used to describe a kind of ordinary pho-
tography, one that was not recognised as art in the es-
tablished histories of photography. Over time the term
has come to encompass many different kinds of photo-
graphy, and the vernacular has become a collecting cat-
egory displayed in galleries. Photo historian Geoffrey
Batchen (2018) argues for the term to be abandoned,
in favour of returning to the more generic term pho-
tography, accompanied by a more qualified description.

One could argue, as the art historian Anna Dahl-
gren points out in this anthology, that photography
has always been social. However, she adds that it is un-
deniable that some completely new social practices
have emerged with social digital photographs. Dahl-
gren uses the term social analogue photography as a
contrast to its digital counterpart (Chapter 1). Similar-
ly, focusing on social media photography, social an-
thropologist Paula Uimonen argues that these images
are born-digital and born social (Chapter 3). For the
CoSoPho project, the use of both social and digital em-
phasises the specific features of contemporary pho-
tography and the impact it has on collecting practices
for museums and archives.

From the early 2000s, especially since the emer-



gence of the smartphone and social media, photo-
graphs have become fluid and ubiquitous. Millions of
photos are shared every day, around the globe, and as
Nathan Jurgenson claims: “As a visual discourse, social
photos are a means to express feelings, ideas, and expe-
riences in the moment, a means sometimes more im-
portant than the specific ends of a particular image”
(2019, 18). This flood of visual expression and ongoing
communication creates new opportunities for muse-
ums and archives to re-evaluate photographic collec-
tions. Social digital photography is impacting the roles
of curators and archivists as well as institutions, de-
manding collaboration with contributors and part-
ners, exposure to new photographic practices, new
working methods, and everything that drives the pro-
cess of archiving outside the walls of the institution
(Flinn and Sexton 2019, 173).

The starting point for the CoSoPho project has
been to investigate the future of photography collec-
tions, as photography is changing character. With the
changes in photographic practices, museums and ar-
chives are facing a decline in spontaneous donations of
analogue photographs. Soon it will no longer be possi-
ble to acquire a shoebox of old photographic prints,
negatives or photo albums, found in the attic or hand-
ed down by older generations.

Today’s social digital photos exist in vast numbers
and are often treated as disposable by the creators of
the photographs, and are therefore at actual risk of
vanishing due to technological failures and pass-
word-protected social media and personal cloud ser-
vice accounts. In addition, the affordances of commer-
cial social media services do not allow easy export of
single postings and they prohibit large scale scraping of

posts. There are legal issues to consider as well, such as
Intellectual Property Rights (IPR) and the General
Data Protection Regulation (GDPR).

Affecting collecting is the ephemeral nature of the
social digital photograph, with the implication that
collecting needs to be done with meaningful outreach
to engage audiences to contribute, and there needs to
be adequate infrastructure in place to support the actu-
al collecting and integration into digital collections
management systems. Another consequence of collect-
ing from many different individuals is that each will
have their own approach to labelling, hierarchical ar-
rangements, file-naming conventions and file formats
(Besser, 2016).

With these challenges in mind: How can museums
and archives continue to collect photography at a time
when photographs are being produced in larger num-
bers than ever and distributed across networks online?
How can museums and archives select from this vast
number of photographs, which in many ways are more
inaccessible to collect than analogue photography has
been?

Preparing for the future:
What to collect and how?

From the perspective of collecting social digital pho-
tography, a core issue for the CoSoPho project has been
to examine what content to collect and which methods to use.
Before the project started, there had been little research
and very few practical attempts by museums and ar-
chives to regard social digital photography as cultural
heritage and archives to preserve for the future.

To address these issues, the project has performed a



number of empirical case studies to examine how the
collecting of social digital photography can be done.
All case studies focused on social media photography,
since this is where the major shift has taken place, to-
wards publicly or privately shared images on commer-
cial online services, such as Facebook and Instagram.
However, a grand paradox that the project team was

compelled to take into account was that collecting
straight from social media is not currently possible due
to IPR and the affordances of social media services.
This barrier was overcome by using collecting services
set up by museums and archives, so that users can up-
load from their own devices, rather than from their so-
cial media accounts. This also meant that the actual

Life by the Limfjord in Aalborg, Denmark. The photograph is from the case study #Weloveaalborg: Hashtagged
Sentiments about a City on Instagram. Photo: Stefan Hornbgl.
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collecting by museums and archives opened up for
photographs that were never shared on social media.
Hence the use of the broader term social digital pho-
tography.

Despite such challenges for collecting, everyday
photographs of our time offer valuable insights into
cultural processes and personal experiences that have
never before been captured in such detail. They pro-
vide insights into everyday life, personal narratives, so-
cial and political processes, as well as new aesthetic ex-
pressions, in a way that is missing in most historical
records. This is confirmed by Elisa Serafinelli, who
claims that social digital photography can be regarded
as a visual representation of identity, the self in relation
to memory and events of the past (2018, 157, 160).

Previous research

A pilot study in 2016, which led to the CoSoPho pro-
ject, confirmed that few scholars have investigated the
memory aspect of social media that is specifically con-
nected to photography as well as archival and museum
practices (Jensen 2013, Hartig et al. 2016). Most exist-
ing research focuses on social media and photography,
with little attention to archives and memory institu-
tions. There is, however, a growing awareness that so-
cial media content, including photos, need to be treat-
ed asrecords that should be acquired for public archives.
A recent innovative example is the Norwegian Nation-
al Archives, which is collecting social media posts from
politicians.* Another example is the National Library

1. http://beta.some.arkivverket.no/ (Accessed Oct 30, 2019).

of New Zealand, which is collecting Facebook accounts
from New Zealanders.?

The CoSoPho project has drawn on recent studies
that explore archival functions and memory-making
practices of relevance to museums and archives. Impor-
tant work has been done by the archivist and researcher
Jessica Bushey (2015), who has discussed the validity of
social media records and problems connected to them,
and by the anthropologist Haidy Geismar who in her ar-
ticle Instant Archives? (2017) reflects on Instagram as an
archive, a way of making sense of the complexity of the
service alongside analysing user-generated content. Ex-
tensive research of importance to photography and mu-
seums has been performed by Elizabeth Edwards (2015),
who even argues for the fundamental role of photogra-
phy collections to the operation of the museum. The
work of the media theorist Lev Manovich is also of in-
terest, as his studies push the boundaries for social me-
dia photography as visual and non-visual big data, the
latter presented in his research project Visual Earth.
Manovich has also inspired the project through his study
The Exceptional and the Everyday: 144 Hours in Kiev (2014),
where place and changes were analysed through Insta-
gram photos. The ‘extraordinary‘ has also been re-
searched by Howard Besser (2012), who in his study of
the ‘Occupy* movement touches upon participatory is-
sues as well as the entire process of selecting, capturing,
and preserving media shared online. The archives theo-
retician Terry Cook (2013) characterises the present era
as an “identity paradigm”, which involves cooperation.

2. https://natlib.govt.nz/blog/posts/is-your-facebook-account-an-
archive-of-the-future (Accessed Oct 30, 2019).

3. http://visual-earth.net/ (Accessed Dec 17, 2019).
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In addition, researchers like Benoit III and Eveleigh
(2019), Eveleigh (2015) and Huvila (2008) have identi-
fied the need for participatory methods.

Research questions

The CoSoPho project has been guided by three re-
search questions that address the challenges of collect-
ing social digital photography:

1. How can collection policies and practices be adapted
to create relevant and accessible collections of social di-
gital photography?

The first research question captures differences be-
tween analogue and born-digital photography collec-
tions and the work practices around them. As the pro-
duction and consumption of social digital photography
takes place within digital frameworks and infrastruc-
tures it is inevitable that it will impact current work
practices around collecting photography.

Collecting the analogue photograph has largely fo-
cused on images of good quality, in stable condition.
These images were to fill in gaps in current holdings
with unique and unusual or rare image content. They
were to represent a range of photographic techniques
and practices as well as geographical and topographical
areas, while not placing a burden on future resources
due to costly conservation efforts (Ritzenthaler and
Vogt-O’Connor 2006, 78-79). In short, the acquisi-
tion of analogue photography has historically mainly
been a choice and decision by the collecting museum or
archive, which is the case in the collecting criteria of
the Swedish publication A# samla och gallra (2003). In
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the 2006 publication, Photographs — Archival Care And
Management the advice is to be very selective, avoiding
possible duplicates available at other institutions and
photographs in need of significant preservation or ex-
tensive in number, which would require sampling
(Ritzenthaler and Vogt-O’Connor 2006, 80).

The ephemeral nature of the social digital photo-
graph, rapidly shared in different contexts, does not sit
well with the often passive collecting of analogue pho-
tography. Capturing both the photograph and its con-
text is crucial, which institutions have done with vary-
ing success and awareness in the past. However, with
social digital photography, the need for context is more
urgent than ever.

2. How can digital archives, collection databases and in-
terfaces be relevantly adapted - considering the charac-
ter of the social digital photograph and the digital
context — to serve different stakeholders and end users?

The second research question explores the manage-
ment and consumption of social digital photography
collections. As the social digital photograph tends to be
fluid, moving through multiple contexts, and since it is
an assemblage of image content, captions, comments,
likes, emojis, and EXIF data, museums and archives are
facing the need to host a new array of metadata. The
social digital photograph is also produced here and
now, potentially allowing direct contact with the pro-
ducer of the image, which in turn can generate further
context to enrich the image content. And with the
emergence of inclusive methods, the producers of the
photographs are highly likely to be the ones to add the
image to the collection themselves, without the staff as



intermediaries. Providing relevant metadata is of great
importance to the future value of the photographs.
Therefore, exploring image recognition became a scope
of the project as one possible method to assist tagging
of images.

Though managing assemblages of metadata and
images would in itself be a daunting task for the pro-
ject, the team decided to change focus to examine the
entire process of collecting social digital photography
as audience engagement, participation and collabora-
tion are important parts of collecting initiatives. Dur-
ing the project it also became evident that the act of
collecting social digital photography is new to most
museums and archives.

Discussions have been held around dissemination,
not so much in technical terms but in ethical consider-
ations, since a significant difference between analogue
and social digital photography is that the latter can,
and even should, be made public immediately after col-
lecting. This raises ethical questions around dissemina-
tion and the role of public photo collections.

3. Can museums and archives change their role when
collecting and disseminating, to increase user influence
in the whole life cycle of the vernacular photographic
cultural heritage?

The third research question looks at participatory
methods and social digital photography. Inclusion is
about bringing people and their heritage together with
shared authority. As described by Eva Silvén (2010,
141-142): “Collecting, field research, and collections
management have become a public interface, a channel
whereby a museum can communicate with its users,

IRC-Galleria Evening, an open discussion event at The
Finnish Museum of Photography served as a shared
platform for discussing the early history of social media
in Finland. Photo: Karl Ketamo 2017. The Finnish Muse-
um of Photography.

and become an arena where they can meet in a joint
quest for knowledge and multi-faceted understand-
ings. In parallel, collecting and collections manage-
ment have turned into emancipatory tools for groups
who want to make their imprint onto the public crea-
tion of history, particularly indigenous peoples and mi-
norities.” As Lenstra concludes, communities seek au-
tonomous spaces for their cultural heritage, such as
Facebook groups (2017, 102). He emphasises the need
for building trusting relationships with communities,
especially community leaders. With this in focus as the
third research question for the CoSoPho project, the
team wished to examine what inclusive methods means
in the context of collecting social digital photography.
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Chapter overview

Connect to Collect begins by framing social digital pho-
tography in relation to the collection of visual cultural
heritage. It examines the social and the digital and in-
vestigates the phenomenon of online images and
shared reality. The transition of social media photogra-
phy into visual heritage is then explored. This concep-
tual discussion is followed by 11 case studies on collect-
ing social digital photography performed within the
project. The results of the case studies are followed by
descriptive analyses of the development of a web app
for collecting and the experimental use of image recog-
nition tools for describing collected images. The an-
thology ends with recommendations aimed at sup-
porting museums and archives in taking the first steps
towards collecting social digital photography.

Part I: Framing social digital photography

Chapter 1, by Anna Dahlgren, theorises about the so-
cial digital photograph as a phenomenon or artefact to
be collected by museums and archives. Through a re-
view of current research in the field, Dahlgren brings
three central arguments and frames the implications
for collecting social digital photography, raising ques-
tions around ethics, the roles of museums and archives
as providers of long-term commitment and open
sources, and as providers of context.

In Chapter 2, the researcher in fashion studies Lisa
Ehlin discusses the practices and expressions of images,
primarily among younger generations, many of whom
can be described as digital natives. Departing from no-
tions of Digital Dualism, whereby society in some ways
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strives towards a separation of online and the ‘real’
world, Ehlin moves on to discuss the very realness of
online social life and how sharing has become a way to
see and be seen for a demographic group that in many
ways is excluded from many physical spaces.

In Chapter 3, Paula Uimonen summarises survey
results from the CoSoPho project, framed in a discus-
sion on social media photography and digital cultural
heritage. The chapter outlines the project’s holistic ap-
proach and the insights gained from its innovative ef-
forts in collecting digital visual heritage.

Part II: Case studies

The second part of the book presents the 11 case studies
carried out by the project team: Elisabeth Boogh (Col-
lections Strategist, Stockholm County Museum ), Kajsa
Hartig (Project manager, Nordiska Museet), Bente
Jensen (Archivist, Aalborg City Archives) and Anni
Wallenius (Chief Curator, Collections, The Finnish
Museum of Photography). The case studies are used as
empirical bases for discussing changing work practices
for museums and archives collecting social digital pho-
tography, as well as to support the recommendations at
the end of this anthology. A central part of the collect-
ing initiatives has been to examine the entire process of
collecting, from idea and planning to collecting and
acquisition, to identify critical points where new meth-
ods challenge existing work practices as well as oppor-
tunities where online collecting could benefit the mu-
seum or archive in a much broader sense than just
developing photography collections.

The chapters in Part IT are categorised into three
themes that the team identified as relevant to explore,



based on the theory of social photography as well as the
practices of the institutions. The themes are: places,
practices and events. Places focuses on how social digi-
tal photography can depict a town or a village through
many gazes, and how the study of social media pho-
tography can be an entry point to the collection of im-
ages of a place. Practices explores how individual photo-
graphic practices affect what is produced and shared,
and how this affects collecting. Events examines how
social media photography produced in connection
with events can be collected and how this differs from
collecting from, for example, a place. This chapter also
describes how rapid response collecting can be utilised
in connection to sudden significant events.

Part lll: New collecting interfaces

One of the goals of the project was to research around
user interfaces and social digital photography. As the
team noticed early on that the very first step of collect-
ing was missing for many institutions, a tool for acquir-
ing social digital photography was produced. During
this process the project team also decided to look further
into the entire process of collecting in online environ-
ments and explore the bridge between collecting inter-
faces and dissemination of the very same collections.
Chapter 7 discusses the project’s efforts to develop a

prototype web app for collecting social digital pho-
tography.

Chapter 8 explores image recognition as a feature of
collecting processes not yet implemented by museums
and archives other than through some experiments.
Doctoral researcher Arran Rees performed experi-
ments for the CoSoPho project, running collected im-
ages through three different existing image recognition
services, to explore the usefulness of these kinds of ser-
vices to contemporary collections of social digital pho-
tography.

Part IV: Conclusions

The anthology ends with a conclusion that addresses
the research questions of the project, while advancing
the field based on the experiences and learnings of the
CoSoPho project. The conclusion also functions as a
point of departure for the recommendations and tool
kit in the Appendix. Together with the web app as a
practical tool, described in Part III, the recommenda-
tions are aimed at supporting museums and archives
that wish to initiate collecting projects. The recom-
mendations cover a broad range of possibilities and
challenges that come with collecting.

Above all, the project team hopes to ignite further
discussions about the possibilities for preserving the
fluid and complex visual heritage of our time for future
generations.

15
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Part I: Conceptual Framing



1. Rethinking the Social
Photograph in the Age
of Digital Interconnectivity

Anna Dahlgren

SOCIAL DIGITAL PHOTOGRAPHY is the object of
study in the research project that inspired this book.* If
one wishes to collect and preserve social digital pho-
tography, a key question is: what is being collected and
preserved, or more precisely, what is possible or even
desirable to collect and preserve? A first step in ad-
dressing this question is to dissect the tripartite phe-
nomenon of social digital photography, to understand
the implications of its main components. In other
words, how can the ‘social, the ‘digital® and ‘photogra-
phy‘ be understood both in relation to contemporary
culture and in relation to historical periods?

This chapter seeks to historicise the social digital
photograph as a phenomenon or cultural artefact to

1. Funding by Riksbankens jubileumsfond SAF16-1043:1: Samla social digi-
tal fotografi.

2. The idea that photographs are artefacts has implications for archival
practices as well as theories. Despite photographs in archives being for-
mally defined as documents and parts of series rather than artefacts,
every single photograph is on a very basic level a material artefact. The
theoretical implications of this viewpoint have, for example, been elabo-

rated by Elisabeth Edwards and Janice Hart in the seminal book Photo-

be included in public cultural heritage collections. On
the basis of current findings in image studies and me-
dia studies this chapter brings three overall arguments
around this phenomenon. First it argues that all pho-
tographs are social. Second, it stresses the importance
of acknowledging the materiality of digital photo-
graphs. Thirdly it proposes that photographs may pri-
marily be defined and understood as a process and
not as artefacts.> None of these individual arguments
are new — they have been the topic for a wide number
of scholarly writings in the last two decades. Howev-
er, the combination of these three arguments and
their relation to the cultural heritage sector’s practic-
es for collecting and preserving social digital pho-

graphs Objects Histories: On the Materiality of Images. 2004. The fact
that the default mode of photographs in museums and archives is the
series and not the single picture has in turn been discussed in the Nor-
wegian publication 8o millioner bilder. Norsk kulturhistoriskt fotografi
1855-2005. 2008, edited by Jonas Ekeberg, Oslo: Forlaget Pres. For a
general introduction to material culture studies see Jules David Prown,
“Mind in matter: An Introduction to Material Culture Theory and Meth-

od.” 1982. Winterthur Portfolio, 17 (1): 1-19.
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tography has not been considered in any extensive
way.

This chapter ties into historical or cultural media
studies that emphasise continuities azd discontinuities
regarding techniques, mediums, and their associated
cultural practices and forms (Couldry 2012; Gitelman
and Pingree 2003; Gitelman 2008; Hepp 2012). At the
core of these writings is the acknowledgment of the his-
torical dimensions of media or as Lisa Gitelman put it:
“Even the newest new media today come from some-
where” (2008, 5). Tying into this, the foundation for
this chapter is to continuously seek to historicise social
digital photography. This strand of media research also
entails a media definition that goes beyond technology,
whereby media is defined as “socially realized struc-
tures of communication, where structures include both
technological forms and their associated protocols, and
where communication is a cultural practice, a ritualized
collaboration of different people” (Gitelman 2008, 7).
Taken together, this media historical take has two vital
implications. First, it implies that media are always so-
cial and cultural. Second, it implies that there are always
historical dimensions to consider. This is in stark con-
trast to contemporary discourses on media, both pres-
ent and historical, as expressed in marketing and the
press, where the focus on novelties is the default (Har-
cup and Deidre 2017). Indeed, this occasionally also
holds for academic research, as recently pointed out by
art historian Peter Bengtsen (2016).

All images are social

All images can be said to be social. They are commu-
nicative in the sense that the individual who has pro-
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duced them has done so to convey a message, precise or
general, personal or instrumental (Gitelman and Pin-
gree 2003; Snickars 2005, 17). Any image is therefore
an expression of the producer’s thoughts, knowledge,
beliefs, emotions or state of mind. Thus, photography
like any other image technique or cultural practice, has
always been social. Accordingly, the crucial questions
in relation to contemporary digital photographic prac-
tices is rather in what sense they are social and if and
how they are social in comparison with analogue photo-
graphic practices. I would argue that the social practic-
es common to analogue photography are still in prac-
tice in digital photography. Many digital photographic
practices are in fact remediating their analogue coun-
terparts, using the terminology of Bolter and Grusin
(Bolter and Grusin 1999). Yet there are also alternate,
more or less ‘new* social practices that have developed
in the wake of the digitisation of personal photogra-
phy, which in turn could be compared and understood
in relation to historically-shaped practices.

While the history of personal photography is often
written in relation to the emergence of cheap and easy-
to-use cameras and amateur photography in the 188os,
Martha Langford has pointed out that long before that
period there were ‘photography amateurs’. These were
people who started to collect professionally produced
photographs in albums in the late 1850s and onwards
in Europe and the US (Langford 2001, 41). While the
amateur photographers were primarily men, the pho-
tography amateurs who collected, ordered and mount-
ed photographs in albums were primarily women.
When comparing the 19™ century practices and uses of
photographic albums with the practices in online in-
terfaces for personal photographs in the 21 century



there are some striking similarities that bridge centu-
ries as well as technical platform