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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 platforms (Dahlgren 2013).
More poignantly, both the album and the social media
platforms are central to identity formation and social
interaction.

For one to understand 19 century personal photo-
graphic culture it is not enough to study the individual
images but also the material objects through which
they were looked at and displayed, including albums,
frames and jewellery. The design, size and material
used in the photo albums, for example, suggests where
and how photographs were looked at. Moreover, they
disclose contemporary ideas on class, gender, family
and relations, as well as the basic notion of what a
photographic portrait was (Dahlgren 2013). Corre-
spondingly, the image carriers — the material interfac-
es or objects where contemporary digital social pho-
tography are displayed, circulated and looked at - are
equally important for the understanding and interpre-
tation of photographic practice. Indeed, photographs
formed an important basis for social interaction and
conversation in the second half of the 19 century and
the same holds for what we today call social media
photography.

Secondly, and equally important for understanding
19" century personal photo culture is the commentary
or written text presented in conjunction with these
photographs. The majority of all images were accom-
panied by text, either orally performed or in written
form. Photo albums were true conversation pieces and
testimonies on how they could ‘save’ a social gathering
when the host and guest did not have anything to talk
about are plentiful (Dahlgren 2013, 250-254). Today
the photo albums that reside in museum and archive

Social analogue photography in the Nineteenth century.
People talking over a photo album. lllustration from
Eustace Clare Grenville Murray, Side-lights on English
society: Sketches from life, social & satirical, Detroit:
Singing Tree Press, 1969, p. 185.
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collections are mute in the sense that the oral stories
that were such a crucial element in their original use
are no longer known. However, hints on the wordings
and commentary on photographic albums may be
found in fiction and satire from the period (Di Bello
2007: Dahlgren 2013). In the same way, the online in-
terfaces where personal photographs are circulated to-
day are heavily dependent on text, either spoken or
written. These images are also tagged, commented on
and talked about.

Thus, to enable future generations of curators and
researchers to fully grasp contemporary digital social
photography as cultural practice, it is vital to collect
not only the photographs, but also the devices, infor-
mation about their uses and the written texts and oral
conversations that accompany these images.

There are also some decisive differences between
‘analogue’ and ‘digital’ photographic practices that
might be particularly visible or acknowledged by cur-
rent generations who have experienced both categories
of techniques. As pointed out by media historian Lisa
Gitelman, such transitory periods are particularly in-
structive as they openly discuss the old and the new
(2003, xii-xv).

Indeed, the term social has other connotations in
the digital domain. Thus, what is termed ‘social’ pho-
tography — meaning photographs circulating on digital
online interfaces — evade earlier divides between pri-
vate and public, professional and amateur, and genres
like entertainment, news and propaganda. Put differ-
ently, previously separated functional end uses of im-
ages — to divert, inform or persuade — have converged,
using Jenkins’ (2006) terminology, in the contempo-
rary category ‘social photography’. Moreover, as point-
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ed out by Rubinstein and Sluis, personal photography
online is “distributed and shared on a scale comparable
with news or commercial photography” (2010, 10).
Content sharing online platforms are “trans-individu-
al archiving practices,” which are characterised by a
mix of intimate photographs and ‘public’ forms of pho-
tography (Vivienne and Burgess 2013, 281). This in
turn implies that personal photography, which was si-
multaneously ubiquitous and hidden from public space
during the 20™ century, is now widely shared through
online interfaces.

However, scrutinising civil uses of photography
and photo albums in the 19" century it is evident that
they were not as private as 20® century albums. On the
contrary, they were, just like the typical spaces in which
they were used, semi-public.’ Photographs and albums
filled with portraits were on display in parlours, the
main public spaces of private homes (Habermas 1984,
51). Accordingly, personal uses of photography have
varied historically, pending between being more or less
public or private. Thus the ‘renewed visibility’ of per-
sonal photographs in the beginning of the 21* century
implies that “the roles of the professional photographic
image and that of a snapshot are changing” as for ex-
ample through citizen journalism, sousveillance and as
the idea of the detached observer is abandoned (Rubin-
stein and Sluis 2008, 11; Andén-Papadopolous 2013).
This in turn raises the question of what the photo-

3. The question of the public/private divide in relation to social media
practices has been the object of several studies. See, for example, Michael
James Walsh, “The selfie and the transformation of the public-private
distinction”, Information, Communication and Society, 20, 8 (2017):
1185-1203.



graphs that are circulated on interfaces like Facebook
and Instagram actually are?

In a way, before the advent of online sharing, per-
sonal photographs were in fact more at odds with the
museum idea of collecting photographs to later display
them in exhibitions and printed publications. Simulta-
neously, the need to collect and archive ‘personal’ on-
line photographs is less pronounced as they are ar-
chived in an aggregated sense through online sharing,
platforms, and re-circulations. Naturally, digital pho-
tographs can be lost or destroyed due to technical
breakdowns in platform servers or individual devices
(computers, smartphones or digital cameras). Yet com-
pared to their analogue counterparts, the chances of
back-up copies existing are dramatically higher.

Thus, I argue that what museums and archives pri-
marily need to collect, document and archive is not
only the images themselves but most importantly the
practices, habits, understanding and further ‘meaning’
of these image practices. Finding answers to questions
like: What does this visual, textual and oral practice
mean to you? Why are you making, distributing and
consuming these images? Who are the intended audi-
ences? In short, questions on practices and habits but
also feelings, aims, rewards or output — the affordances
of social digital photography. Taken together, the im-
age content is not the decisive feature of digital social
photography, but rather its patterns of circulation, use
and deferred meaning. What has to be recorded for the
future is “not just what people do but why,” as suggest-
ed by Van House et al. (2005).

According to the study of camera phone usage by
Van House et al. (2005), personal photography has
four functions: 1) creating and maintaining social rela-

tionships; 2) constructing personal and group memo-
ry; 3) self-presentation; and 4) self-expression. Moreo-
ver, camera phones are used to make ‘functional
images’, which are made instead of writing down, cop-
ying or scanning something. This fifth function of per-
sonal photography is completely new, according to Van
House et al. However, I would add that all of these
functions - including functional images - also hold for
the practices of making and looking at civil or personal
analogue photographs. The functional uses of pho-
tography was the topic in one of the very first publica-
tions to include photographic prints, Henry Fox Tal-
bot’s The Pencil of Nature (1844). In this book Talbot
explains how photography could be used to make in-
ventories, which would be a painstaking task if written
in words. Talbot also exemplifies how photography
could be used to copy graphic prints or enlarge or scale
down images or objects (1844, Plate III, XI).

Talbot describes the advantages of using the camera
instead of paper and pen to make inventories of ob-
jects: “The more strange and fantastic the forms of his
old teapots, the more advantage in having their pic-
tures given instead of their descriptions [...] The arti-
cles represented on this plate are numerous: but, how-
ever numerous the objects — however complicated the
arrangement — the Camera depicts them all at once.”

From artefact to database

The transformation of personal or private photography
practices from cameras, film and paper prints, albums,
frames, and boxes into mobile phone cameras and digi-
tal interfaces for display online steered by mathematical
algorithms raises a number of implications in relation
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Functional photography anno 1844. In one of the first photo illustrated books Fox Talbot describes the advantages
of using the camera instead of paper and pen to make inventories of objects: ”The more strange and fantastic the
forms of his old teapots, the more advantage in having their pictures given instead of their descriptions [...]

The articles represented on this plate are numerous: but, however numerous the objects—however complicated
the arrangement—the Camera depicts them all at once.” Photo: William Henry Fox Talbot, Articles of China plate Il
in The Pencil of Nature, 1844, salted paper photography.
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to the understanding of personal or vernacular pho-
tography, snapshots or family pictures or whatever oth-
er denomination one chooses to use.* Of vital impor-
tance for the practices of online sharing of personal
photography and user-created content are the material
or technical fundamentals. Accordingly, the prerequi-
sites for a culture of digital social photography are plat-
forms like Facebook (founded 2004), Flickr (2004),
Tumblr (2007), Pinterest (2010), and Instagram
(2010), all of which appeared in the wake of Web 2.0.
For the cultural heritage institutions whose mission
is to collect and preserve these images, this technical
development is marked by two major challenges. The
first is the ‘massification’ of images online, which is the
result of the increasing production of digital photo-
graphs paired with the continuous digitisation of ana-
logue images. The implications of this deluge of images
available online, digitised and born-digital have been
raised in a number of recent publications (Baylis 2014;
Bunnik, Cawley and Mulqueen 2016; Pollen 2016).
This overabundance of images is furthermore increased
by the dynamic connection and networked character of
the web, which can be described as a digital archive,
which in itself increases access to a continually growing
body of images (Ernst and Parikka 2013), as images are
copied and redistributed in infinite numbers, poten-

4. For discussions on this terminology see for example Patricia Holland:
“Sweet it is to Scan. Personal Photographs and Popular Photography”,
Photography. A Critical Introduction, red. Liz Wells, London: Routledge,
1997. In this chapter | have consistently used the term ‘personal’ pho-
tography although | am aware of the alternatives and the limitations

each of these terms encompass.

tially modified, even manipulated, and placed in new
contexts.

This chapter argues that the digital photograph hasa
materiality that museums should acknowledge when
collecting social digital photography. According to Hans
Belting, “pictures are images embodied in media” (2011,
11), thus every picture consists of a medium whether it is
a painting, a photograph or viewed on a monitor, or in-
dependent of whether it is handmade and unique or me-
chanically mass-produced. In Belting’s tripartite model
of picture, image and medium, the piczure is understood
as the material artefact, the émage is the visual content or
pattern, and the medium is the image support, technolo-
gy or artisanship that transmits and gives visibility to
the image. Thus, the medium is “that which conveys or
hosts an image, making it visible, turning it into a pic-
ture” (Belting 2011, 18).

When analogue photographs are collected by muse-
ums and archives the image is bound to a medium
whether it is on silver-plated copper, glass, paper or
celluloid. For digital photography, image and medium
are not fixed - their relation is fluid. Thus, while the
‘image’ is the same, the medium might be very differ-
ent depending on the device used to display the image.
However, this does not mean that the medium is not
important. On the contrary, every image is defined by
its medium whether this is paper or a smartphone
screen. In this context it is vital to acknowledge the fact
that digital devices for image display are converging
previously separate mediums, such as printed news-
papers, television and photo albums. It is vital to con-
sider the material aspects of these devices for converg-
ing media - some interesting continuities are visible.
For example, the format of the standard sized and
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mass-produced carte-de-visite photographs of the 19®
century (6 x 9 cm) is very close to the size of a typical
smartphone screen of the early 21% century.

The transformation from analogue to digital medi-
um has also altered the photographic collection. In-
deed “the digital snapshot collection now takes the
form of a database” (Rubinstein and Sluis 2008) as
they “appear as collections of items on which the user
can perform various operations - view, navigate,
search’ (Manovich 2001, 219). As pointed out by me-
dia archaeologist Wolfgang Ernst (Ernst and Parikka
2013) there are a number of decisive differences be-
tween the analogue and digital archive, or the analogue
and digital collection. Worth noting in this context is
that both the private collection, belonging to an indi-
vidual or a group of individuals - the material or the
objects that memory institutions seek to acquire and
preserve — and the repository of all these materials or
objects in the collection of a museum or archive are in
themselves an archive. This might not have been pro-
nounced when speaking of a collection of photo al-
bums made of paper but these are also individual ar-
chives incorporated into a larger archive. However,
when the materials or objects collected are digital the
question of archival structure within the collected
items and the archival infrastructure of the receiving
institution are vital.

According to Ernst, there are a number of decisive
differences between analogue and digital archives. For
one, the digital archive is characterised by dynamic con-
nections, and the analogue by static accumulation. On an
overall level, the digital is characterised by logistical in-
terlinking, while the analogue is contents of files. Moreo-
ver, the digital is an aggregate of unpredictable texts, while
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the analogue is pre-selected quantities of documents. In ad-
dition, the relation to time is crucially different, where
the digital archive exists at a micro temporal level, at pres-
ent, while the analogue archive is preserved time, a macro
temporal index and a mnemonic memory (Ernst and Parik-
ka 2013). In a similar vein, Bunz has pointed out that
the Internet is “an archive of the present” characterised
by dynamic links - it is a “contextual cloud of semantic
niches held together by algorithms” (2013, 86-87).
This means that in order to collect and preserve digital
cultural heritage, the infrastructure of memory institu-
tions has to be decisively changed.

Photography as interface and process

Finally, I argue, in line with a number of scholars, that
photographs should be considered as processes rather
than artefacts or objects. This processual take on imag-
es in general and photography in particular is influ-
enced by Belting, who argues that images “do not exist
by themselves, but they happen; they rake place” (2005,
302-303). Correspondingly, Joanna Zylinskas and
Kamila Kuc have recently used the notion of ‘pho-
to-mediations’ to emphasise the “intertwined spatial
and temporal nature of photography, pointing as it
does to a more processual understanding of media”
(2016, 12). Moreover, as remarked in a recent stock-
taking of visual culture studies, “there is no such thing
as an image in the singular, but rather always its move-
ments, or process of imaging” (Manghani 2015, 23). As
pointed out by Mitchell “perhaps the most interesting
consequence of seeing images as living is that the ques-
tion of their value (understood as vitality) is played out
in a social context” (2005, 92).



If one considers photography as a process rather than
a particular imaging technique or ‘look’ the digital di-
vide is easier to pinpoint. While very few people can de-
termine whether a photographic print has been taken
with an analogue or digital camera, the processes of
making and consuming photography are different in a
number of vital aspects in the wake of the shift from an-
alogue to digital. From a historical technical perspective,
however, the introduction of flash photography in the
1870s and easy-to-use amateur cameras in the 1880s had
a much more decisive impact on what have been (and
could be) represented in photographic images. I argue,
however, that what we photograph (image content) and
in what frequency (number of images produced) is not
so much dependent on whether the camera and the im-
age support is analogue or digital. Rather this is a result
of the price of each image and the complexity of its mak-
ing. When photographs entered Western society in the
first decades of the 19™ century they were precious ob-
jects produced through expensive and intricate tech-
niques. To take a photograph you needed, among other
things, precious metals like silver and copper and knowl-
edge of physics and chemistry. Since then the materials
and technical means of photography have become suc-
cessively cheaper and simpler.

Since photography emerged as a true mass medium
through the invention of the carte-de-visite in the 1860s
and later photographic postcards, photographs of cats
(and dogs) have been popular to collect and circulate.
The photographer Harry Pointer is alleged to have taken
around 200 different cat pictures in the 1870s.5

5. http://www.photohistory-sussex.co.uk/BTNPointerCats.htm

Insta cats avant la lettre. Since photography emerged
as a true mass medium through the invention of the
carte-de-visite in the 1860s, photographs of cats
(and dogs) have been popular to collect and circulate.
Photograph: Harry Pointer, The Brighton Cat’s series,
1970s. Courtesy The Library of Nineteenth-Century
Photography.
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The analogue/digital divide in
photography

In sum I argue, in line with several scholars before me,
that the most important difference between analogue
and digital photography is the mode of production and
circulation. The fact that there are “methods for instant
image sharing” is, for example, vital to the understand-
ing of contemporary digital social photography, as ob-
served by Rubinstein and Sluis (2008, 12). This decisive
difference between analogue and digital photography is
due to the fact that the camera and the image support
can be the same device, as exemplified by the smart-
phone or computer. This in turn has changed the basic
conception of photography’s relation to time, from be-
ing understood as a means for nostalgia and preserva-
tion of memories, most famously expressed in Roland
Barthes’ seminal book Camera Obscura (1980), which
concerns photography as a means for remembering and
longing for the past. While the moment of photograph-
ic capture and display in digital image support takes
place in the same moment, the production and con-
sumption of photographs have merged in time. Physi-
cally looking at a photograph still means that one looks
at an instant already passed, but as the time lapse has di-
minished, new practices and understandings of pho-
tography have emerged. However, this does not hold for
all digitally-produced photographs. Taking photographs
with a digital camera is in many ways ‘in between’.
Another similarly decisive difference between ana-
logue and digital photography as process is that digital
photographs can very easily and instantly be erased.
Analogue photographs can also be erased instantly or
will eventually do so by fading. However, in the preva-
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lent analogue system, since at least the 1880s and Kod-
aks roll films, each image is numbered, which would
then always disclose that something has been erased.
With digital photography, oblivion and deletion is
rather the default. Not only is traceless deletion built
into recording devices, in addition, devices are flooded
with images and easily dropped or broken. According
to Rubinstein and Sluis, this is “threatening a death
blow to the traditional role of the photograph as a me-
mento and keepsake” (2008, 13). Moreover, the au-
thors have remarked that photographs that are “imper-
fect, unflattering, or meaningless at the time” will not
survive and with them disappears chance and unno-
ticed details, which are core features of analogue pho-
tographic techniques (Rubinstein and Sluis 2008, 13;
cf. Szarkowski 1966). In a similar vein, Bunz has ac-
knowledged that “interests and not events drive the
logic of the digital public” (Bunz 2013, 88).

Finally, the simplicity and cheapness of making
photography with digital tools implies distributed
control in a micro perspective as young people today
“demand a place as historiographers and intervene in
the mediation of family memories and ideologies”
(Proitz 2017, 548-563). Yet the question of control in a
macro perspective — the lack of control in how images
are used and circulated once in the cloud - is maybe the
most urgent challenge for photography in the age of
digital interconnectivity.

Sharing and caring for visual heritage

The digitisation of photography raises a number of
challenges for memory institutions. As put forward by
a number of scholars, the digital turn has brought a



range of changes - technical, social and cultural - while
also building on historical, analogue practices and tra-
ditions. Thus, there are new modes of production, cir-
culation and display, partly tying into established and
old practices and partly completely new. Returning to
the three arguments proposed in this chapter - that all
photographs are social; that digital (photography) has
a materiality; and that photography is a process and
not an artefact — what are the further implications for
the collecting practices of cultural heritage institu-
tions? While this chapter started with three arguments
it ends with some tentative suggestions.

Firstly, I suggest that a core inquiry in the era of
digital interconnectivity is the question of surveillance
and control. Already in 1973 Susan Sontag pointed out
that “[c]ameras define reality in two ways essential to
the working of advanced industrial society: as specta-
cle (for the masses) and as an object of surveillance (for
rulers)” (1973, 179). A topical question for memory in-
stitutions is accordingly to carefully consider the ethi-
cal aspects of collecting, preserving and displaying per-
sonal photographs as an instance of surveillance. This
could be discussed positively (as counterweight to
commercial agents online) and negatively (as repro-
ducing traditions with a long history within science
and museums to collect individuals as specimen of
race, age, culture and so on) but most importantly the
implicit power conditions in the archive have to be
thoughtfully considered and discussed (Schwarz and
Cook 2002; Featherstone 2006).

Secondly, I propose that collecting digital artefacts

or processes demands a new mindset for memory insti-
tutions. Is it possible, for example, to collect and pre-
serve digital artefacts in a materially-focused system of
collecting, which despite being a digital platform or da-
tabase, lacks the dynamic, linked and open character of
the original repository of these image? And if not, what
would the digital archive or museum collection look or
be like that would separate it from the ‘original’ ar-
chive, in terms of content, metadata, infrastructure,
and system design? Put bluntly, if images on Insta-
gram, Facebook or any other open online platform
should be collected by museums and archives what
would the added value be? Or, put differently, if the
images and texts appearing on these sites are already
open and public, what is the role of the museum, or
what is the added value of having the same contents and
images available on a museum site?

As far as I see it, the role of the memory institution
is threefold vis-a-vis these online corporate platforms.
First, museums and archives represent a long-term com-
mitment for preservation. Second, they are open reposi-
tories for future acquisitions of knowledge. Finally, and
most importantly, culture institutions may provide
thick descriptions — the cultural, social and historical con-
text for any given artefact (Geertz 1973). The most
urgent task for cultural heritage institutions facing
photography in the age of digital interconnectivity is
thus to focus on the complex habits and protocols of
photo-based digital social media as a dynamic and
changing social, cultural and technical phenomena.
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2. Lived Mediation: Online
Images as Shared Reality

Lisa Ehlin

[T[HE MOST REVOLUTIONARY event in the
recent history of photography is not the arrival of
digital cameras as such, but rather the broadband
connection of these cameras to the Internet - in effect
turning every photograph on the Web into a poten-

tial frame in a boundless film (Burgin 2011, 144).

Introduction

As networked digital images become increasingly ubiq-
uitous in contemporary culture, the way they are pro-
duced, shared and discussed among social groups that
take them for granted should be of particular focus in
understanding the implications of social digital photo-
graphs. As sociologist Nathan Jurgenson notes,

Even those who do not remember a time before
smartphones are born into a world still reeling from
the collective vertigo of the dizzying change - not just
in the technologies and devices but in interpersonal

behaviour and political realities (2019, 1).
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If we do indeed experience technological, social, cul-
tural and visual vertigo, it is important to grasp how we
relate to the origins of that vertigo and why it creates
such debate and sense of instability or even feelings of
unreality. By contrast, many of those born into a digital
online world would describe images as essential parts of
everyday life, not experiencing vertigo in the introduc-
tion of pictures but rather, perhaps, in their absence.
Consequently, it is through the eyes of those who have
fully integrated online image practices into their vision
and ways of thinking that we can move forward in a
visual culture debate riddled with confusion.

This chapter discusses the role of digital images in
young people’s lives. It considers the practice and ex-
pression of images, primarily among younger genera-
tions. How do teenagers and young adults present
themselves and negotiate identity, as well as visual
culture, through networked images, apps and different
social platforms? What can memory institutions take
away from those internalised forms of expression that
are as fluid and ephemeral as current social media prac-
tices?



Defining the Internet demographic

In the article “Teens, Gender, and Self-Presentation in
Social Media” (2015) Susan Herring and Sanja Kapid-
zic make the argument that present-day teenagers are
truly born and raised in the age of computers and on-
line communication. They note that, “[a]t no other
time in history have young people enjoyed such oppor-
tunity to make themselves visible to, and heard by,
diverse audiences” (2015, 1). These teenagers are, as
coined by Mark Prensky in 2001, ‘digital natives’. In-
deed, in the US, 95 % of teenagers “are online”, com-
pared to 78 % of adults (even though the idea of being
online and whether you are aware that you are online
might be up for debate) (ibid. 2015, 2). For Sweden,
the numbers are generally higher, but a major shift
since 2015 is that teenagers today prefer social media
apps such as Snapchat and Instagram over Facebook.
89 % of 12- to 15-year-olds in Sweden used Snapchat
daily in 2018, compared to 8 % of 36-45-year-olds
(who prefer Facebook) (Svenskar och Internet 2018).
For girls in high school (hdgstadiet), daily use of Snap-
chat was 97 % in 2018.

It should be noted that smartphone and Internet
use today is as common among the older generations
as those born in the 1990s or 2000s. For example, it has
been argued that as Facebook’s popularity has in-
creased among the over-55s over the past few years,
teenagers and 20-somethings have defected to services
such as Snapchat, Instagram and YouTube (Sweney
2018). Digital natives or not, online presence in Swe-
den is almost 100 %, meaning that everyone more or
less uses its services and social spaces. Thus, although I
will focus mainly on digital image practices of the

younger demographic, I do not wish to ‘exotify’ teen-
agers as inhabiting a different space than the rest of the
Internet community, as it is equally important to note
that the frequent online presence of younger genera-
tions has to be put in a larger context of changes in the
overall community, for example where kids and teen-
agers are allowed to meet and hang out. I will return to
this issue later in the chapter.

Digital dualism

There is a central aspect to the networked image de-
bate that is often taken for granted: the division made
between Internet activities and physical reality. We of-
ten speak of bullying versus cyber bullying, of online
personas versus our real-life selves, of photographs as
(mere) representations of something real, or even
visual presentation of the self in general being only
surface, in many ways hiding our true, authentic
selves, as if, as Nathan Jurgenson notes, we are always
watching ourselves in the third person (2019, 57). The
mixing of mask and authenticity is of course not a new
concept. However, the separation of the Internet as
being ‘over there’, with my physical presence as T am
writing this ‘here’, is commonplace in Internet and
digital culture debates. Popular books such as Sherry
Turkle’s Alone Together (2011), Evgeny Morozov’s The
Net Delusion (2011), Nicholas Carr’s The Shallows
(2010), Mark Bauerlein’s The Dumbest Generation
(2008), Lee Siegel’s Against the Machine (2008), An-
drew Keen’s The Cult of the Amateur (2007) and many
more all point to this systematic prejudice. This cre-
ates a problem when considering younger generations
and their image and social media practices, especially
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when it comes to normative judgements. Issues like
‘sexting’ (sending and receiving sexually explicit mes-
sages and images) between teens is dealt with through
this lens with a ‘just put the phone away’ attitude as a
solution to the problem, which really implies that it is
the digital connection itself that is toxic and that if we
put the phone away and take a walk in the real world,
we will experience the calmness and connection to the
world rendered impossible in the online chaos. As
Jurgenson points out, “the relief goes hand in hand
with the implicit belief that how our identities have
changed over time is something that should be hidden”
(2019, 60). He calls this division of online and offline
‘digital dualism’, a sort of stigma or belief that what
existed before online and social media was more real.
This logic spills over to teenagers and how we view their
online lives.

We can also turn ‘reality check’ on its head, and
view reality from a more fluid digital image point of
view. In Soft Image (2015) Rémi Marie and Ingrid Ho-
elzl note that we also need to discuss major shifts in the
relation between world, image and data to understand
digital images. In recent years, we have seen attempts
at this through concepts such as the ‘networked image’,
‘locative media’ (GPS), ‘net locality’ and even ‘sensory
digital photography’ (images produced and consumed
in movement), but outside of this is the even bigger
picture represented by Google Street View and Google
Earth, which is the building of the ‘total image’ of the
world, which has changed both the status of the image
and our experience of the world (Marie and Hoelzl
2015, 83). Most important here is that the different
technologies that make this experience happen are now
so smooth that we have started to think it was always
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like this, that these different images have always exist-
ed in the same symbolic space, because what it means
in reality is that Google, in photomapping the entire
world, is also building the world’s database. By exten-
sion, we might then view the world as database (Marie
and Hoelzl 2015, 84). Images then become operative,
part of a larger circular process of data exchange, in
which we, the users, also feed back into the database.
We operate and get operated on. This, some argue, is a
major paradigm shift, and draws a distinctive line in
the sand regarding similarities and differences to ana-
logue photography. Marie and Hoelzl call this “From
street photography to street view” (ibid.).

On top of this, the software, code and algorithms of
these images and services are constantly being updated
and altered, thus adding to the idea of something fluid
rather than fixed. Some scholars argue that photogra-
phy has always been social, and indeed, photography
and cartography have met and merged before in histo-
ry (for example, in aerial or space photography; see
Dyce 2013; Brand 1968; Ahmed 2018). But the ques-
tion is whether we can see ‘through’ analogue photo-
graphs in this way, or whether we even can and should
assume that they are more or less the same, just because
they share certain characteristics.

Again, there is a stubborn notion in media debates
insisting on the separation, or even dichotomy, be-
tween the ‘realness’ of being away from our computers,
and the artificiality and superficiality of interacting in
front of screens. Michael Agresta writes:

We now spend more than half our waking lives look-
ing at digital displays. The online image, the thing

that makes us want to click or share - or have one of



the older kinds of emotions, empathy or outrage or
anything in between — has become a significant unit
of contemporary life, perhaps analogous to the more
venerable “moment” of lived experience that’s stored
in human, rather than computer, memory. [...]
True, these same sorts of hieroglyphs played out
across the covers and front pages of the 2o0th-century
newsstand. But now, thanks to the efficiency of the
archives and the speed of our always-on Web connec-
tions, we bombard ourselves with thousands of them
every day. We sift through them, curiously and com-

pulsively, archivists of ourselves and of the world

(2014).

The idea that we have traded something ‘real’ for the
efficiency of the Internet seems undisputed and long-
lived. If we were to speak of images only, the idea of
efficiency would be correct, as poor images are a key
currency in online communication. However, this
swift and ephemeral exchange is not in opposition to
reality or being away from our keyboards. An answer to
the argument of being ‘bombarded with images’ can be
found in a comparison to Siegfried Kracauer’s notion
of photography from a century ago. According to
Kracauer (1927), the illustrated magazines of the day
left us in a “blizzard of photographs” (1927, 1995: 58),
submerging us in pictures while we are not able to per-
ceive them. The notion of images ‘sweeping away the
dams of memory’ is echoed in contemporary discourse.
Now, as then, images seem to frighten and threaten us,
and in that there is consistency. However, this notion
does not take the discussion further, and it is not nu-
anced. Agresta’s choice of words, terms like ‘compul-
sion’ and ‘speed’ puts the digital image in a historical

Meme created from still of Disney movie Lilo and Stitch.
Meme posted on Tumblir by Yikers. https://approach.
tumblr.com/post /156627452809 (Accessed 15-01-2020).

line of pictures in opposition to contemplation and
spiritual development (2014). However, if we look at
the pictures people do take, they are often of the small-
er things in life, food or a quiet moment in the forest,
aspects of daily life very much like contemplation.

For digital kids, online is everywhere

Applied to teens specifically, and in a context of social
media being precisely social, images take on a whole
new function. But the everyday image practices of
younger generations need precisely that: context. In
2014, Microsoft researcher danah boyd released a re-
port from a five-year project about teens and the Inter-
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net called Ir’s Complicated. In it, she made an ongoing
argument that it is not the online behaviour of our
teens that we should consider first, but the ‘offline’
changes in culture and society, the context that sur-
rounds them. She notes:

What teens do online cannot be separated from their
broader desires and interests, attitudes and values.
Their relation to networked publics signals their in-
terest in being a part of public life. It does not suggest
that they’re trying to go virtual or that they’re using
technology to escape reality. Teens’ engagement with
social media and other technologies is a way of engag-

ing with their broader social world (2014, 202).

Furthermore, the accessibility of physical spaces, which
was a given to children born in the 1970s and 1980s, has
changed or disappeared. boyd argues that teens want to
connect to public spaces and their peers as much as old-
er generations, however, rather than fighting to reclaim
places “that earlier cohorts had occupied, many teens
have taken a different approach: they’ve created their
own publics” (2014, 201). The accessibility of Internet
spaces regardless of who or where you are, your abilities
or anxieties, background or knowledge, is in this sense
revolutionary, especially if you belong to groups not al-
ways invited to specific physical spaces.

For many young people, social life has also become
more constrained timewise, with homework, part-time
jobs and other obligations, which is why social media
in some ways have replaced group interactions. It is a
“social lifeline” that helps them stay connected the way
kids in the 1980s perhaps hung out at the local mall
(boyd 2014, 20). From the outside perspective, teens
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constantly looking at their phones might seem like ad-
diction to the screen (as represented by the infamous
Time magazine cover “The Me Me Me Generation”
from 2013) but what they are really doing is being teen-
agers: flirting, gossiping, comparing notes and sharing
their passions and anxieties.

Moreover, teens rarely get to have a say in the pub-
lic discourse that surrounds them, but they are often
spoken about. Instead, the images shared on Snapchat
and Instagram can in many ways be viewed as their
voices: they share in order to see and be seen. They choose
to share to be a part of the public, but how much they
share is shaped by how public they want to be. They
are, as boyd chooses to label it, “digital flineurs” (2014,
203). In the article “Digital mediation, connectivity,
and networked teens” (2015), Jessica Ringrose and
Laura Harvey takes this even further, suggesting that
online connectivity is affective by teens mediating not
only emotions or thoughts, but their actual bodies by
mediating bodily capacities to affect or be affected
(2019, 452). The digital here then means a renegotia-
tion of physical material reality.

In other words, social media cannot be understood
outside of the embodied cultures that exist everywhere
else. Digital culture 75 physical culture. Thus, ‘hanging
out’ online for many teens is the same as any other type
of interaction. The arbitrary dichotomy of online and
offline (or ‘away from keyboard’, which some Internet-
savvy groups often choose to call physical places) still
upheld by many theorists as an explanation for ‘online
behaviour’ creates a confusion as to where ‘reality’ is
placed and experienced.



Sharing images

When it comes to sharing images on social media, the
overlapping of realities is fundamental to understand-
ing how they are experienced. On Snapchat’, images
are almost always ephemeral, not meant to last, fleet-
ing in a constant stream, in the same sense that mo-
ments pass away from the keyboard. Many social plat-
forms such as Facebook and Instagram keep records
and archives of pictures and posts, making it possible
to return to them and build some kind of linear narra-
tive of one’s life. In the article “Sharing the small mo-
ments: ephemeral social interaction on Snapchat”
(2016), and following danah boyd, authors Joseph
Bayer et al. label this function “persistence” - how a
digital artefact such as a picture prolongs accessibility
of social information over time (2016, 956). Arguably,
this also makes individuals accountable for themselves,
as the archive becomes a representation of the self over
time. Ephemerality in images however, because they
do not last, is sometimes paired with anonymity, af-
fording greater privacy for users (Bayer et al. 2016,
957). This, in turn, makes the pictures more akin to
face-to-face interactions. In the most mundane of situ-
ations - making dinner; paying bills; brushing your
teeth — there is time for a ‘snap’ to a friend, perhaps just
to say “Hi, what’s up?”

Even though many snaps are screenshots, which in
actuality means that they are saved in the phone along
with other pictures, the norm on the Snapchat plat-
form, as a lightweight image and messaging sharing

1. Asmartphone application where messages and pictures are usually only

available for a short amount of time.

place, still increases the feeling of social presence and
being ‘in the moment’. People feel together (Bayer et
al. 2016, 959). One of the participants in the survey by
Bayer et al. stated: “When you [the interviewer] said
‘picture’ T really thought of like stuff I keep on my
phone and stuff like that, not Snapchat” (2016, 967).
Because of the ephemeral nature of Snapchat, accord-
ing to Bayer et al., people pay full attention to the few
seconds the image appears as opposed to pictures on
Instagram where they are more likely to be multitask-
ing as they browse.

Instagram introduced ‘Instagram Stories’ in 2016,
which in many ways mimics the Snapchat form. Al-
though images stay for 24 hours rather than a few sec-
onds, in the same way that Snapchat captures the feel-
ing of face-to-face interaction, so Instagram Stories
lighten the often heavily-polished and photoshopped
perfection of the traditional Instagram flow. In the
Stories, users can add music, gifs, stickers and filters to
add to the feeling of something light-hearted, imper-
fect and off the cuff. The idea of a story in itself also
hints to moments being continuous, rather than the
more traditional idea of photography as a unique arte-
fact, arguably ‘frozen’ in time. It is, again, the idea of
flow, making images linked and connected and seem-
ingly more alive.

Let us not forget a very important part in this ‘new’
way of approaching visual digital culture, which is the
fact that teens and 20-somethings have an eye for what
type of content feels genuine. Journalist Ryan Holmes
notes:

Millennials and gen-Zers have grown up saturated

with digital marketing and “content.” (Some 293,000
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status updates are now posted on Facebook every
minute.) They’ve learned to tune out banner ads and
can smell a sales pitch a mile away. Companies hoping
to reach them with Stories need to provide true value:

to entertain, inform, or educate, not just sell (2018).

Image sharing that might seem trivial and pointless is
in similar ways filled with much more than meets the
eye in terms of context, background information, refer-
ences, and basically everything else that is not shown.
One could almost dare to state, in tandem with Anna
Dahlberg in Chapter 1 of this anthology, that images
are a constant, rather than a moment. They are always
being made in our heads and renegotiated after we
have seen a story or a post online. The actual singular
picture is just a point in this flow, not an end result or
even a unique entity.

When discussing teens’ online behaviour, it is likely
that certain dichotomies such as public and private,
personal and collective, online and offline, authentic
and fake and so on, are if not useless, at least harder for
them to grasp, as they do not function in the same way.
An important point to make here is that you can be
several things at once: connected and isolated, social
and lonely, exploring and exposed. This shines through
in every aspect of online image practices.

The next step: moving images

Images as reality rather than representations of reality
find another — perhaps even more overlapping - form
in moving pictures. A big part of apps such as Snapchat
and Instagram Stories are the fact that the images
shared are more like little videos rather than still pho-
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Collage of TikTok videos. Picture posted by Ahmet A.
Sabanci. https://www.newslabturkey.org/tik-
tok-the-epoch-timesin-yukselisi-facebook-trendsin-
donusu/ (Accessed 15-01-2020).

tographs. Perhaps you film your cat doing something
funny, or you make a silly face that requires a few sec-
onds to see. Many face filters - which might be labelled
as the latest trend on these platforms, where the user
can choose to look like a bunny, or perhaps add some
makeup or flowers to the picture — often require move-
ment to be fully experienced.

The seamless movement in and out of traditionally
different mediums hints at a sensation of ‘presentness’
to the images and adds to the feeling of being there now,
when it is happening. This idea of immersion in the ex-
perience arguably echoes neighbouring trends in visual
culture, primarily those of gaming, VR, augmentation,
live-streaming and interactive video. In 2016 Cisco pre-
dicted that by 2020, more than 8o % of consumer Inter-
net traffic will be video content, and many of the big
platforms such as Facebook would openly prioritise vid-
eo (Boxer 2016). If a big part of the Internet has been



the shift from text-heavy to image-heavy content, this
would then be the next big shift, something already an-
ticipated with the popularity of gifs and cult apps such as
Vine or the present rise of TikTok. On top of this, of
course, is the empire of YouTube, home to global Inter-
net megastars such as Swedish PewDiePie, with 100 mil-
lion subscribers at time of writing.

Although video and moving images will not replace
still pictures and the function of photography (this is
like stating that cinema or VHS would have replaced
photography in the past), the more fluid practices of

these separate mediums should be needed both on so-
cial media and for memory institutions to contextual-
ise their role in younger people’s lives. This notion of
the Web as a lived and embodied experience, an aug-
mentation of the physical rather than a separate space
is still a notion that is not fully rooted in the dominant
discourse. Nathan Jurgenson addresses the idea of dig-
ital dualism with “We can’t log off” (2019, 69). ITwould
argue that for many teens in the late 2010s, they never
really logged on. This is not necessarily frightening or
dystopian - it is just a new kind of reality.
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3. Collecting Social Media
Photography as Visual

Digital Heritage

Paula Uimonen

PHOTOGRAPHS POSTED ON social media consti-
tute an emergent form of visual digital heritage that is
of considerable relevance for memory institutions,
while presenting new challenges to existing work prac-
tices. Building on the team’s earlier research on digital
photography in museums and archives (e.g. Boogh and
Diaz 2013; Hartig 2014; Jensen 2013), this project has
approached the social media photograph as an “assem-
blage of image, text, metadata,” which in turn is “af-
fected by the digital network in which it is shared”
(Hartig et al. 2018, 1). In other words, the social media
photograph is a combination of images and texts, in-
terwoven with social relations, and mediated by digital
technology. This complexity has required a multifacet-
ed methodology to probe how memory institutions
can approach social media photography as visual digi-
tal heritage.

In this chapter, a theoretical discussion of social
media photography will be followed by a presentation
of empirical data from the project’s online survey, con-
cluding with a meta-methodological reflection on how
the project has explored different methods for the col-

lection of visual digital heritage. The aim is to frame
the project results in a broader discussion on memory
institutions and digital cultural heritage, while provid-
ing an overview of some project results. As outlined in
this chapter, the project’s holistic approach to social
media photographs, combined with its methodological
openness, has generated valuable insights into the op-
portunities and challenges of collecting digital visual
heritage.

Social media photography, digital
archiving and memory-making

On social media, millions of photographs are shared
every day, capturing moments, events, places and peo-
ple, as well as activities, thoughts and feelings. Accord-
ing to recent estimates, some 300 million photos are
posted on Facebook every day,' while 95 million pho-

1. https://zephoria.com/top-15-valuable-facebook-statistics/ (Accessed
Dec 6, 2018).

a1


https://zephoria.com/top-15-valuable-facebook-statistics/

The social media photograph is a complex entity, it is a
combination of images and texts, interwoven with social
relations, and mediated by digital technology. All of this
challenges museums and archives attempting to collect
and acquire them. The hashtag #bestnine started in 2014
with 246 postings and the following years it became
viral. The nine images compiled in the post depicts the
photos receiving the highest number of likes in one
person’s Instagram account during one year. Photo:
John Forler, Stockholm County Museum, CC-BY-NC.
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tos are uploaded daily on Instagram.*> Social media
photographs are often accompanied by text, from hash-
tags to comments, and in some cases they are modified,
through filters, words and added features. The aesthe-
tics vary a great deal, from carefully composed profes-
sional and artistic photographs, to blurred images of
people and places. The duration of the photographs
also varies, some are ephemeral and others are carefully
stored for remembrance. By virtue of being shared, the
photographs circulate in social networks, forming part
of digitally-mediated communication. The sheer ubi-
quity of photographs on social media may come across
as daunting for memory institutions, yet these images
also offer an unprecedented opportunity to document
and preserve everyday social life as well as to collect our
visual digital heritage as it evolves.

Photographs on social media exemplify many of the
features associated with digital photography, but social
media photography can also be conceptualised as a cat-
egory in its own right. Similar to digital photography,
social media photography is commonly characterised
by vernacular imagery and networked circulation, of-
ten capturing everyday life as well as special events,
thus making non-professional photography more ubig-
uitous (e.g. Favero 2014; Gémez Cruz and Lehmuskal-
lio 2016; Van House 2011). Even so, similar to how
mobile photography is distinguishable from digital
photography (Uimonen 2016), it is worth paying at-
tention to “the movement from digital photography to
specifically social-media photography” (Miller 2015, 2).

2 https://www.websitehostingrating.com/instagram-statistics/ (Accessed
Dec 6, 2018).
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Based on a comparison of the evolution of social media
photography on common platforms (Facebook, Insta-
gram and Snapchat), Miller emphasises social communi-
cation as a defining characteristic, suggesting “a move-
ment more generally in photography from
memorialization to communication” (2015, 10). This
emphasis on visual communication is supported by re-
search on photo-sharing and interpersonal meaning
construction on social media platforms like Instagram
(e.g. Serafinelli 2017; Zappavigna 2016) and Facebook
(Miller and Sinanan 2017).

Even so, the continued significance of memory-mak-
ing is also recognisable in social media photography. As
Bartoletti argues, on social media “users construct not
only communication and sociality, but also memory,”
which makes it “a place for remembering and for the
narration of life experiences — which can be individual
and collective, textual and visual — through which the
work of memory becomes visible” (Bartoletti 2011,
82). Indeed, while much social media photography
may come across as spontaneous and ephemeral, it is
very much part of contemporary forms of memo-
ry-making, capturing social life as it evolves, through
visual communication and networked social interac-
tion. Scholars have underlined the archival properties
of social media photography, which are of particular
interest to memory institutions: “Instagram opens up
the possibility of registering or archiving a slice of real-
ity that was absent in the traditional archive” (Geismar
2017, 341). But as Geismar points out, platforms like
Instagram are messy and unruly archives (2017, 336),
quite distinct from the more stable and structured ar-
chives of memory institutions.

These practices of memory-making and digital ar-

chiving make social media photography of considera-
ble relevance for memory institutions, while its
complexity poses numerous challenges. Social media
photographs cannot be managed as autonomous image
objects or memory objects but need to be appreciated
as assemblages in their social context, shaped by social
practice. As such, their collection builds upon and
advances the changing practices of museums and ar-
chives in the age of digital media (e.g. Grau et al. 2017).

By virtue of being shared, social media photographs
are both individual and collective; they are born-digital
and borzn social. Whether photographs are shared to a
limited number of friends or followers on private social
media channels, or made publicly available on open
platforms, they are integral to visual communication
and social networking. Platforms like Instagram are
based on a complex mesh of practices, including “the
production and presentation of images, their aesthetic
evaluation (the appreciation, enjoyment, and judge-
ment of images), and their classification (the constitu-
tion of textual frames for image using tags and captions
that creates an infrastructure of aestheticized categori-
sation)” (Geismar 2017, 336). As discussed by Ehlin in
Chapter 2, younger generations are not only adept at
managing this complexity, but they also take it for
granted, their digital visual practices forming an inte-
gral part of their way of life.

The sociality of social media photographs is further
complicated by the ways in which images interact with
text. Photographs are often accompanied by captions,
hashtags and/or comments, and once they are shared
they are subject to responses, from visual symbols to
textual comments. Hashtags function as archival tools,
textual artefacts that help identify and trace images
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(Geismar 2017). But hashtags can also perform like
iconic images, visual artefacts that embody cultural
meaning and political action, as exemplified by #metoo
(Uimonen 2019). The use of hashtags is illustrative of
the multimodal logic of social media, which often blurs
distinctions between text and images, combining both
in creative forms (ibid).

Mediated by digital technology, social media pho-
tographs are embedded in online platforms and tech-
nological interfaces that both influence and are influ-
enced by social behaviour, thus forming a dialectical
relationship between social actors and social media.
These technological affordances affect the temporality
of photographs in different ways. For instance, Snap-
chat pictures typically appear momentarily; Instagram
offers a platform for more lasting display; while Face-
book is often used as a digital archive (Miller 2015).
Meanwhile, user preferences and practices also affect
the temporality of interfaces. Facebook has developed
various memory functions to facilitate individual and
collective memory-making; Instagram accounts can
now be downloaded for archiving; and Snapchat now
offers options for time limits, while more multimedia
features have been added. Digital interfaces also affect
the materiality of photographs, shifting it from printed
objects and framed pictures to images viewed on
screens and stored on digital devices (Favero 2014;
Goémez Cruz and Lehmuskallio 2016). In this sense,
the social media photograph is material and immateri-
al, fluid as well as immobile.

The dialectics of social communication and digital
visuality pose further challenges for memory institu-
tions, since the evolving interfaces themselves are
worth documenting. The visual turn in digital media is
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in itself an interesting phenomenon, pointing to evolv-
ing forms of social interaction and cultural expression.
Memory institutions are well-placed to capture such
developments, not least in terms of unfolding digital
heritage. If anything, memory institutions are unique-
ly well-positioned to not only capture social media
photography as a socially and culturally significant
phenomenon, but also to contextualize it from a his-
torical perspective, as Dahlgren discusses in Chapter 1.

Online survey of photography practices
on social media

This project has used an online survey to capture more
data on user practices in social media photography. The
survey was designed by the project team and posted on
the Minnen site? from 2017 to 2019, entitled Do you post
images in social media? The initial survey was published
in Swedish and Danish, and later a Finnish version was
posted by the Finnish Museum of Photography. The
project team promoted the survey through institutional
social media channels and in communication with in-
terviewees, students and other interlocutors. Altogeth-
er the survey captured 211 responses: 75 from Sweden
and Denmark and 136 from Finland.

The survey consisted of 21 questions and options for
additional comments. Some of the questions were mul-
tiple choice, others captured responses in free textual
form. The survey was designed to take no more than
20-25 minutes to complete, including some biographi-

3. http://www.minnen.se


http://www.minnen.se

cal information in the Swedish/Danish version (name,
year of birth, place of birth, location, occupation and
gender). The questions ranged from technical (e.g. de-
vices and platforms used) to practical (e.g. how and why
pictures were taken and shared). Since the survey aimed
to capture practices, many questions focused on moti-
vations, thus probing respondents’ own reflections.

Multiple devices and variety of platforms

In the survey, the most common digital devices for so-
cial media photography were smartphones, tablets and

Digital devices used for social media photography.

digital cameras (see Figure 2). These devices were
pre-categorised in the survey, but respondents could
also choose ‘other’, which resulted in some adding
‘film camera’. Unsurprisingly, the most common de-
vice was the smartphone (107 out of 136 in Finland; 43
out of 75 in Sweden and Denmark). But many used
smartphones as well as digital cameras (46 out of 136
in Finland; 21 out of 75 in Sweden and Denmark). In-
terestingly, some did not use smartphones, only digital
cameras (12 in Finland, 2 in Sweden and Denmark), or
digital cameras and tablets (1 in Finland, 1 in Sweden
and Denmark), or only tablets (2 in Finland).
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Although smartphones dominated in the survey, it
also showed that social media photography relies on a
variety of devices, sometimes excluding mobile phones.
As much as smartphones were the most commonly
used device, it was not the only one used and some
people even preferred to use digital cameras for their
social media photography. It would thus be erroneous
to equate social media photography with mobile pho-
tography. Instead, it is important to keep in mind that
photographic practices influence the choice of techno-
logical tools.

Social media platforms used for photo-sharing.
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When it comes to social media platforms, the sur-
vey showed interesting results (see Figure 3). The sur-
vey listed common channels as pre-determined cate-
gories: Instagram, Facebook, Flickr, Tumblr, Twitter,
Pinterest, Snapchat and WhatsApp. Respondents
could also add other channels. The most popular plat-
forms were Instagram (37 out of 75 in Sweden and
Denmark, 9o out of 136 in Finland) and Facebook (41
in Sweden and Denmark, 100 in Finland). Surprising-
ly, Facebook turned out to be more popular than Ins-
tagram, which was a rather unexpected result, since



Instagram is often assumed to be the primary pho-
to-sharing social media. Respondents who used Ins-
tagram also used Facebook, in some cases along with
other platforms, but some only used Instagram (4 out
of 37 Instagram users in Sweden and Denmark, 17 out
of 9o in Finland). Other photo-sharing sites like
Flickr, Pinterest and Tumblr were not as common, al-
though still used. Twitter, which is popular for short
text, was also used for photo-sharing (13 in Sweden
and Denmark, 25 in Finland). The smartphone inter-
faces Snapchat and WhatsApp were also quite popu-
lar (24 in Sweden and Denmark, 92 in Finland).
WhatsApp was used almost as much as Instagram in
Finland (77 out of 92 WhatsApp/Snapchat users),
while Snapchat was more common in Sweden and
Denmark (19 out of 24). Respondents also listed oth-
er platforms, such as LinkedIn, Google Photos, and
Telegram, as well as blogs.

Motivations for using different platforms were var-
ied, combining personal preferences and technological
affordances. In answering the question on choice of
channels, respondents explained their motivations in
terms of type of pictures, the device used, and the aims
of communication, which in turn influenced the plat-
forms used (see excerpts below).

This interplay of aesthetic, social and technical consid-
erations is instructive of the complexity of social media
photography. Far from being limited to a particular
type of image, photographs range from intimately
shared snapshots of everyday life captured with smart-
phones, to more public displays of aesthetically valued
and socially framed photographs. In addition to selecting
what to photograph, people make conscious choices in

Responses to choice of channels (original language)

When | share something about my hobbies, | share on
Instagram while | share on Facebook if | share about myself
as a person. For example, how | experience something, where
| am going in a little while and with whom etc. Instagram | use
as a creative outlet, because | want to share the picture itself.

(Ndér jeg deler noget om mine hobbyer, deler jeg pa Instagram,
mens jeg deler pd Facebook hvis jeg deler om mig selv som
person. Fx om hvordan jeg griber af en oplevelse, om hvad jeg
skal om lidt og med hvem osv. Instagram bruger jeg som kreativt
outlet, fordi jeg gerne vil dele selve billedet.)

On Instagram | have the most followers that | do not know.
And | follow unknown like-minded people who like photo-
graphy. There | post pictures that have to do with my hobby
photography. For example close-ups of flowers and insects,
nature but also Stockholm motifs. On Facebook I only follow
people | know and do not post pictures there as often.
There will be more pictures of the family and what | have
experienced.

Pa Instagram har jag flest foljare som jag inte kdnner. Och jag
féljer okdnda likasinnade som gillar fotografering. Dér Iégger
jag upp bilder som har med min hobby fotografering att géra.
Tex ndrbilder pd blommor och insekter, Natur men dven Stock-
holmsmotiv. PG Facebook féljer jag bara personer jag kdnner
och ldgger inte ut bilder dér lika ofta. Dér blir det mer bilder om
familen och vad jag har varit med om.

WhatsApp | use for everyday photos and send pictures of
my children to other family members. On Instagram | share
more designed and thoughtful images.

Whatsappia kdytdn arkisempiin kuviin sekd Iahetdn kuvia

lapsistani IGheisilleni. Instagramissa jaan asetellumpia ja har-
kitumpia kuvia.
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Facebook and WhatsApp: more private photos

(family and friends),

Instagram: Public — Everyday Images; snapshots

Flickr: images adapted to different groups — experimental
images

Facebook and WhatsApp: mera privata bilder (familj

och vénner),

Instagram: offentlig — vardagsbilder; 6gonblicksbilder

Flickr: bilder anpassade till olika grupper - experimentella bilder

Silly and funny pictures with selected friends on Snapchat,
Messenger or WhatsApp, significant moments on Facebook
and the most carefully compiled and aesthetic features on
Instagram.

Héhlét ja hassut kuvat jaan valittujen kaverien kanssa Snap-
chatissa, Messengerissd tai Whatsappilla, merkittdvét hetket
Facebookissa ja huolellisimmin sommitellut ja esteettisit
ominaisuuksia omaavat Instagramissa.

On Instagram | only post pictures that have something to do
with my everyday life. Fun stuff that has happened during my
day, the good or bad weather and similar from my iPhone. On
Facebook | put most pictures in batches, often in albums from
vacations or if | have been out in nature and taking pictures —
my Facebook pictures are mostly taken with my mirror reflex
camera. Snapchat and WhatsApp

are used for social contact, and the photos taken there are
with my iPhone, and deal with my everyday life.

Pé instagram lcegger jeg kun billeder op sém har noget med min
hverdag at gare. Sjove ting der er sket i lgbet af min dag, det gode
eller ddrlige vejr og lignende fra min Iphone. Pé facebook loegger
Jjeg mest billeder op i flertal, tit i albums fra ferier eller hvis jeg har
veeret ude i naturen og tage billeder — mine Facebook billeder er
for det meste taget med mit spejlrefleks kamera. Snapchat og
WhatsApp bliver brugt til social kontakt, og de billeder der bliver
taget der er med min Iphone, og omhandler min hverdag.
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what to post and where, depending on what they wish
to convey to whom as well as their understanding of
different platforms.

The survey also captured temporal aspects of pho-
to-sharing on social media, showing how certain expe-
riences and events tend to generate more postings of
photographs. Social and cultural events (such as birth-
days, parties, concerts, festivals) were often cited as in-
stances when the respondent posted more photo-
graphs, along with travelling and vacations. Some also
posted more when they felt inspired to do so or had
time to spare.

By comparison, photographs shared through direct
messaging were of a more private and immediate na-
ture. These could be more mundane images of every-
day life, more intimate photographs or more specific
ones, as well as humorous images and jokes. These pho-
tographs were shared with a select few, typically fami-
lies and friends, instead of a larger number of social
media connections. Similar to how different factors in-
fluenced what was posted on social media and on what
platform, respondents thus distinguished between dif-
ferent recipients of their images, adjusting circulation
based on their own preferences and communication
needs.

Hashtags and captions for communication and visibility

The survey also captured the use of hashtags, exploring
motivations for their use. Most respondents — approxi-
mately 80 % — used hashtags, using their own words
and/or existing hashtags. They listed a variety of rea-
sons for using hashtags: archival, communicative and
humorous. For those who used them, hashtags added



value, offering textual clarification and commentary in
the context of ephemeral image flows. As respondents
explained: “So that people who search on a particular
hashtag can find my images” (For at folk der soger pd de
bestemzte hashtags kan nd frem til mine billeder), “To partic-
ipate in a context, making the images searchable” (For
att delta i ett sammanhang - gora inldggen sokbara!), and
“Some hashtags I use to make friends in a particular
Instagram community find my photos. Other times I
use the hashtags to explain a little about the picture
and my feelings about it - e.g. #weekendatlast” (Nogle
hashtags bruger jeg for at venner i en bestemt Instagram com-
munity kan finde mine billeder. Andre gange bruger jeg hash-
tagsne til at forklare lidt om billedet og mine folelser omkring
det - fx #endeligweekend).

The searchable and communicative aspects of hash-
tags were important, making images — and by exten-
sion the person who posted them — more visible: “Most
often to supplement the text, sometimes to be able to
find my own things again (Instagram is USELESS at
sorting), sometimes as part of a campaign” (Oftast for
att komplettera texten, ibland for att kunna hitta mina egna
saker igen (instagram dr VARDELOST pa sortering), ndgon
gdng som del i en kampanj). The humorous aspect of
hashtags was also noted by respondents: “For fun in-
stead of writing a line of text, [ sometimes write an ‘ex-
pressive’ hashtag” (Pd skoj istdllet for att skriva en textrad
skrivet jag ibland en “talande” hashrag), “Instead of writ-
ing a lot of text itself, some of the text can be replaced
by hashtags. Hashtags can also give a humorous aspect
to the picture” (Det er i stedet for at skrive en masse tekst
selv, sd kan noget af teksten erstattes af hashtags. Hashtags
kan ogsd give en humoristisk aspekt til billedet).

Captions were also common, short textual descrip-

tions used by most respondents in the survey. While
hashtags were used to position the image in online
flows, captions were descriptive of the image itself. Re-
spondents explained: “Either a short title in the form
of a word, and sometimes a long description or reflec-
tion on the motif” (Antingen en kort titel i form av ett ord,
och ibland en ling beskrivning eller utliggning kring mo-
tiver),” “Typically a small description of where, when
and what happens” (Typisk en lille beskrivelse af hvor,
hvorndr og hvad der sker).” This documentary aspect of
captions could also serve an archival function, helping
the respondent to trigger their memory “Can be useful
for my own memory as well...” (Kan vara bra for mitt
eget minne ocksd...). Captions can thus interplay with
the image as a form of memory-making, documenting
aspects of life in a combination of visual and textual
forms of representation.

Hashtags and captions underline the sociality of
social media photography, which the survey also illus-
trated. In the survey, respondents were asked to evalu-
ate online responses to their postings: “How impor-
tant is feedback on your images?” Most respondents
(42 %) found responses to be either important or not
so important (40 %), while a few (6 %) thought them
very important, and some (12 %) did not find them to
be important at all. Reasons for finding responses im-
portant underlined appreciation and interaction: “It
is always nice to get positive comments on one’s imag-
es” (Det dr alltid kul att fé positiva kommentarer kring sina
bilder), “It is the meeting and interaction with other
people that adds value (Der dr matet och interaktionen
med andra ménniskor som ger ett mervirde), “Comments
I am mostly indifferent to and sharing I would like to
avoid. But likes show that people like what they see. If
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there were no likes, then there was no reason to post
pictures” (Kommentarer er jeg for det meste ligeglad med og
delinger vil jeg gerne undgd. Men likes, viser at folk kan lide
det de ser. Hvis der ikke var nogen likes, sd var der ingen gr-
und til at ligge billeder op). Those who evaluated re-
sponses to be not so important could still appreciate
receiving them, even though it was not the primary
objective: “It is not so important as such, but it is al-
ways nice to get a response to what you post” (Det er jo
som sadan ikke sd vigtigt men det er altid rart at fa respons pd
det man legger ud). Those who found responses to be
very important emphasised communication and inter-
action: “For reciprocity” (Vastavuoroisuuden takia),
“Images are sometimes used as communication, there-
fore response is important” (Billeder bliver nogle gange
brugt som kommunikation, derfor er respons vigtigt), “Be-
cause I published pictures to reach the audience and it
is a sign that I get feedback. If you share it, it is even
better, because you like it and it also shows that there
is common interest or thought” (Ddrfor att jag public-
erade bilder for att na publiken och den dr en tecken att jag
far respons. Om man delar de dr det dnnu battre for att man
tyckte om den och den visar ocksd att det finns gemensamma
intresse eller tanke).

Sorting, storing and museum collections

Since the survey aimed to capture practices related to
memory-making, respondents were asked whether and
how they sorted digital images. The majority of re-
spondents (86 %) sorted their images, typically in their
smartphone gallery (27 %). But they also used other in-
terfaces, from Facebook albums, Flickr and Google
Photos to computer folders. Most sorted manually,
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while some noted that functions like geotagging facili-
tated categorisation. A few respondents reflected on
their unstructured management of photographs: “Am
so bad at such things haha. .. Do not even know how to
sort images” (Ar si dilig pa sant haha... Vet inte hur
man gor for ate sortera bilder exns), “Sloppily and ran-
dom! Because there is no smooth system or pro-
gramme! Oh how I wish it existed” (Slarvigt och ran-
dom! For att det inte finns nigot smidigt system eller
program! Ah vad jag énskar att det fanns).

For storage, respondents used a variety of tools.
Smartphone galleries were used for storage, along with
photography sites like Facebook albums, Flickr and
Google Photos. The majority of respondents also used
computer folders, along with external hard disks, mem-
ory cards and USB memory sticks as well as online data
storage systems such as Dropbox, iCloud and OneDrive.
Similar to sorting, storage was quite cumbersome for
some respondents: “Haha sensitive question. A lot has
disappeared. Should deal with it” (Haha kénslig fraga.
Mycket har forsvunnit. Borde ta tag i det), “I am bad at it.
If T take pictures with the camera I usually save them
but with the mobile I do not” (Jag ér ddligt pd det. Om jag
tar bilder med kamera brukar jag spara dem men dr det med
mobil gor jag det inte).

The survey also asked what respondents thought of
museums collecting some of their photos for the future
and the results were overall positive. They used words
like fun, fantastic and nice, to express their positive en-
dorsement of such collections, while noting the docu-
mentary value of photographs and excitement of being
part of history in the making. For instance: “If they can
help to depict a particular part of history, then that’s
fine” (Huvis de kan vaere med til at afbillede en bestemt



del af historien, sé er det fint), “An honour! Important
that the ‘everyday’ is kept for the future - not just the
great photographers and news images” (En dra! Viktigt
att det “vanliga” bevaras for framtiden — inte bara de stora
fotograferna och nyhetsbilder), “It would be fun and inter-
esting. I’d be involved in creating the history of the so-
cial media era” (Se olisi hauskaa ja kiinnostavaa. Saisin
olla mukana luomassa someajan historiaa).

While positive, many respondents insisted on eth-
ics in museum collections, underlining the importance
of people agreeing on what was to be saved. This con-
cern with privacy and informed consent is instructive
of how even seemingly public postings of images on so-
cial media can be considered private by users. Mean-
while, since memory institutions are public institutes
they are expected to adhere to professional ethics, while
respecting the privacy of contributors: “Immediately
positive, however I would prefer to be asked for per-
mission (directly or indirectly)” (Umiddelbart positivt,
men jeg vil dog foretraekke at blive spurgt om lov (enten di-
rekte eller indirekze)), “I can agree if [ am included in de-
cisions on what” (Det kan jag ga med pd om jag dr med och
bestammer vilka), “If I can decide what pictures to save
and what information, then ok” (Jos saan itse pdditid
mitd kuvia tallennetaan ja milld informaatiolla, niin ok).

Explorative methods, social media
photography and visual digital heritage

The Collecting Social Photography project has ex-
plored how memory institutions can collect social me-
dia photographs through a variety of methods, from
surveys to case studies. The survey discussed above of-
fers interesting insights into how people use social me-

dia for visual communication, social interaction and
memory-making. It also shows very positive attitudes
to memory institutions playing a more active role in
collecting and preserving social media photographs.
While the survey results offer an overview of common
practices and perceptions, the case studies provide
more in-depth knowledge on a variety of topics.

The case studies have been categorised thematically
into three clusters: places, practices and events. This
categorisation was not evident at the outset but has
evolved organically through the development of specif-
ic case studies. Places capture case studies that focus on
physical locations, urban (Sodertilje and Aalborg) as
well as rural (Gandrup). These have been carried out
by memory institutions that have a mission to docu-
ment particular places: the Stockholm County Muse-
um and Aalborg City Archives. Practices offer a broad
category of case studies on current photographic prac-
tices on different social media (Social Media Diaries),
or specific platforms like Facebook (Family Living)
and Instagram (Insta-Suomi). One of the case studies
also investigates social media photography from a his-
torical perspective (PreHistory of Social Media). The
case studies on practices have been performed by the
Finnish Museum of Photography and the Stockholm
County Museum, institutes that specialise in pho-
tography and documentation of everyday life respec-
tively. Events constitutes a somewhat elusive category,
covering collections of viral online campaigns (MeToo
and Knytblus) and significant events (Stockholm Ter-
rorist Attack) as well as recurring events (Christmas in
Aalborg). All events have strong connections with
mass media, which has made them particularly inter-
esting for Nordiska Museet, the Stockholm County
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Museum and Aalborg City Archives in their efforts to
explore collaboration and outreach.

The case studies represent the empirical foundation
of the project, designed and implemented by the pro-
ject team in collaboration with select partners. As de-
tailed in Part II, the case studies have explored different
methodologies, often a combination of qualitative (ob-
servations, interviews) and quantitative (big data, sur-
veys) research methods. The case studies have also en-
abled collaboration with different partners (cultural
institutions, media) and various forms of outreach to
different audiences (online and offline). Through the
case studies, participating institutes have been able to
test and explore new collecting methods, while trying
out new partnerships and work practices, thus address-
ing the research questions of this project.

In addition to surveys and case studies, the project
has carried out ideation workshops, drawing on the in-
put of colleagues, experts and scholars. These work-
shops have offered open work spaces for experimenting
and sharing ideas, thus generating creative insights.

Last but not least, the project has developed a pro-
totype for collecting, an app that can be used on smart-
phones and computer devices. The development pro-
cess has generated considerable insights into technical
requirements, strategic partnerships and user needs,
while offering a concrete outcome of the project that
can be freely used and adapted by memory institutions.
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Building on a variety of research methods, the pro-
ject results highlight the need for museums and ar-
chives to play a more active role in the collection of dig-
ital social photographs. Whether appraised from a
historical perspective (Chapter 1), or a future-oriented
trend analysis (Chapter 2), the findings of this project
are supported by current scholarship. Not only do pho-
tographs on social media offer unprecedented oppor-
tunities to document contemporary social life but
evolving digitally-mediated photographic practices
also constitute important cultural phenomena worth
collecting for the future.

The results of this project can hopefully inspire
memory institutions to play their part in collecting and
preserving emergent forms of visual digital heritage.
By openly sharing its experiences, the project contrib-
utes knowledge on how memory institutions can doc-
ument contemporary cultural forms and practices. The
empirical data is analysed from different disciplinary
angles, including art history, digital and visual anthro-
pology, museum and archive studies, media and com-
munication, and visual studies. The recommendations
that conclude this anthology are thus based on a solid
knowledge base, pinpointing how and why social me-
dia photography is a form of visual digital heritage of
great relevance for memory institutions.
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