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Abstract. The study aimed to analyse fine art photography as a form of visual art, its aesthetic characteristics,
stylistic evolution, and contemporary developmental trends. The research was based on the analysis of art-historical
works, exhibition catalogues, artistic practices of leading photographers, as well as content analysis of digital
platforms and the non-fungible token market. The study established that fine art photography has transcended
its traditional documentary function and acquired the status of an autonomous conceptual medium, integrating
elements of painting, cinematography, performance, and digital technologies. It was found that the stylistic
transformations of fine art photography have been accompanied by experiments with form, light, composition,
and narrative structure, particularly evident in the development of such movements as conceptual, staged, and
minimalist photography. The results confirmed that fine art photography has evolved into a multidimensional
artistic practice that combines visual aesthetics with conceptual content and actively interacts with other art forms.
It was revealed that contemporary photographers not only experiment with genres and techniques but also shape
new modes of audience engagement through digital platforms, the non-fungible token technologies, and social
media. The study demonstrated that digital technologies open new possibilities for photographers, particularly in
algorithmic editing, generative art, and the non-fungible token economy, while simultaneously transforming the
methods of presentation and artist-audience interaction. The findings may be applied in art education, curatorial
practice, and the development of new digital exhibition formats
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INTRODUCTION

Photography as an artistic practice has undergone a
complex developmental trajectory, transforming from a
documentary tool into an independent branch of visual
art (Hirsch, 2024). Since 2005, fine art photography
has become an integral part of contemporary visual
art, demonstrating significant stylistic and conceptu-
al breadth. The proliferation of artistic photographic
practices, their recognition within high art, and the
active integration of digital technologies have necessi-
tated a comprehensive study of its aesthetic character-
istics, stylistic features, and emerging trends. Research
on fine art photography is particularly relevant due to
its transformation under the influence of technological
progress, shifting artistic paradigms, and the expansion
of artistic discourse. The use of artificial intelligence,
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algorithmic image editing, generative technologies,
and augmented reality has given rise to a new form of
photographic expression that remains understudied in
academic discourse. These novel techniques have not
only influenced the technical aspects of photographic
creation but have also challenged conventional notions
of authorship, composition, and conceptual structure
in fine art photography, raising new ethical and philo-
sophical questions regarding artistic autonomy.
Alongside traditional approaches rooted in picto-
rialist or modernist methodologies, there has been an
active development of new conceptual strategies, par-
ticularly post-media photography, which integrates mul-
tiple visual mediums (Pai¢, 2021). Technological exper-
iments with images, expanded photography, and hybrid
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media have become defining characteristics of contem-
porary photographic art, necessitating a re-evaluation
of its aesthetic boundaries. Given the shifting artistic
paradigms, an updated analysis of the stylistic typology
of fine art photography is required - one that accounts
for both traditional and experimental forms. Academic
research on fine art photography has progressed along
several trajectories, including historical-theoretical,
stylistic, and technological inquiries. A comprehensive
analysis of the evolution of photographic art is present-
ed in the work of L. Wells (2021), which examines the
transition from pictorialism to modernist and post-
modernist practices. The study by G. Rose (2022) fo-
cused on contemporary artistic strategies, identifying
key visual trends, particularly conceptual and staged
photography. R.D. Winfield’s (2023) research primarily
addressed the question of photography’s legitimacy as
an art form, analysing its mechanical nature in contrast
to traditional visual arts and exploring the challenges it
faced in gaining recognition as a full-fledged graphic art
medium. A. Abdul Rahman & N.N. Azmi (2024) exam-
ined fine art photography as a means of self-expression
through the interplay of personal identity, emotional ex-
pressiveness, and artistic practice, analysing how pho-
tography transcends mere documentation of reality to
become an instrument of personal and creative self-dis-
covery. Their work emphasised the role of composi-
tion, lighting, subject selection, and post-processing in
crafting images that facilitate emotional impact and the
communication of ideas. A. Solomon-Godeau (2021)
investigated postmodernist tendencies, including
appropriation, performativity, and visual citation.

A portion of the research has been dedicated to
technological transformations in photographic art.
C. Liu (2022) analysed the interrelations between tech-
nology, humans, and digital-physical spaces through
digital photography practices, exploring how social me-
dia and mobile applications influence the perception
of photography and its aesthetic qualities. The existing
academic literature contains gaps that warrant further
investigation. The impact of cutting-edge digital tech-
nologies - particularly artificial intelligence and aug-
mented reality - on artistic photography remains un-
derexplored. Contemporary shifts in aesthetic criteria
under the influence of technological progress also lack
sufficient conceptualisation within scholarly discourse.
Furthermore, the global dynamics of fine art photogra-
phy beyond the Western artistic context have yet to re-
ceive adequate attention.

Within contemporary Ukrainian academic dis-
course, the study by 0.L. Khramova-Baranova & V.S. Zyt-
seva (2021) merits consideration for its analysis of the
evolution of Ukrainian photographica through the lens
of the interaction between realist and abstract visual
structures. The authors focused on the influence of Eu-
ropean and American theoretical schools on Ukrainian
photographic practice, as well as tracing the stylistic

transformation of Ukrainian fine art photography with-
in the framework of constructivist aesthetics. This ap-
proach provided grounds for regarding Ukrainian fine
art photography as a distinct visual phenomenon with
clearly defined historical and cultural parameters. Con-
versely, T. Mironova’s (2021) work conducted a cultur-
al-semiotic analysis of visualisation processes in media
art, treating photography as a tool for shaping virtual
artistic space. Particular attention is given to the in-
teractive, communicative, and multimedia aspects of
new forms of visual art, which significantly expand the
possibilities of artistic expression and present consid-
erable heuristic potential for analysing contemporary
trends in fine art photography.

The aim of this study was to systematise the aes-
thetic characteristics, stylistic movements, and contem-
porary trends in fine art photography within the con-
text of its interaction with technological, conceptual,
and social factors. Identifying key stylistic tendencies
and their correlation with traditional artistic criteria
has allowed for outlining the principal directions of fine
art photography’s further transformation.

MATERIALS AND METHODS
The research was conducted between 2024 and 2025
and involved an analysis of a broad spectrum of theo-
retical and practical sources related to the development
of fine art photography as a form of visual art. To ensure
a comprehensive approach, academic publications,
art-historical monographs, exhibition catalogues, and
works by contemporary photographers were selected.
The analysed sources included theoretical works ad-
dressing the historical stages of fine art photography’s
development, questions of its aesthetics, stylistic shifts,
and the influence of technological factors on the creation
and dissemination of photographic works. Specifically,
studies exploring the relationship between fine art pho-
tography and conceptual art, postmodernist tendencies,
and digital technologies were utilised. The research
incorporated exhibition catalogues from the Museum
of Modern Art (1940; 1955; 1967; 1997), Tate Mod-
ern (2014; 2018; 2020), and Centre Pompidou (2024;
2025). Significant attention was devoted to examining
the artistic practices of prominent fine art photography
practitioners, including Cindy Sherman (Museum of
Modern Art, 1997), Gregory Crewdson (Templon, n.d.),
Andreas Gursky (White Cube, 2025), Barbara Kru-
ger (1987), and Andrew Rovenko (Pictorial List, 2021).

A distinct focus of the research was the study of
digital space as an environment for contemporary fine
art photography. A content analysis was conducted
on the representation of fine art photography across
digital platforms, including Instagram, Behance, NFT
marketplaces (non-fungible token), and online exhi-
bition initiatives. This allowed for an assessment of
how digital culture transforms modes of presentation
and interaction between artists and audiences, as well
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as its impact on the commercialisation of photograph-
ic art. The research was carried out in several stages,
each aimed at a comprehensive examination of fine art
photography in terms of its aesthetic features, stylistic
evolution, and contemporary trends. The first stage in-
volved an in-depth analysis of theoretical sources, ena-
bling the identification of key concepts, categories, and
frameworks necessary for further study. Materials doc-
umenting the historical development of fine art pho-
tography, shifts in stylistic approaches, and its transfor-
mation within the digital artistic milieu were selected
and systematised. The subsequent stage entailed an
examination of artistic practices through the analysis of
selected photographic works. Each case study was eval-
uated according to criteria such as composition, chia-
roscuro techniques, narrative structure, the application
of digital post-processing methods, and the interaction
of photography with other artistic genres. A compar-
ative analysis of traditional analogue techniques and
contemporary digital approaches was conducted, facil-
itating the identification of stylistic shifts and emerging
trends in fine art photography.

Further analysis focused on the relationship be-
tween artistic photography and digital technologies.
The study examined how algorithmic editing, artificial
intelligence, and generative art influence the creation of
photographic images. The technical possibilities of us-
ing cutting-edge software tools for artistic photography
were explored, along with their impact on the aesthet-
ics and conceptual structure of photographic works. A
separate research direction involved evaluating the dig-
ital environment as a space for the functioning of fine
art photography. The study analysed the specifics of
presenting photographic art on digital platforms such
as Instagram, Behance, and NFT marketplaces, as well
as shifts in communication strategies between artists
and audiences. Digital exhibition formats, NFT auc-
tions, and the influence of social media on the public
perception of artistic photography were also investigat-
ed. Thus, the materials and methodological approaches
employed enabled a comprehensive analysis of fine art
photography, encompassing historical, aesthetic, tech-
nological, and socio-cultural aspects of its development.

RESULTS AND DISCUSSION
Throughout the 20%-21% centuries, fine art photogra-
phy gradually established itself as an autonomous
art form integrating technical and conceptual experi-
mentation. In the first decades following its invention
(1830s-1840s), photography was predominantly per-
ceived as a means of documenting reality, playing a cru-
cial role in scientific, journalistic, and archival practices
(Pavlidis, 2022). However, by the late 19" and early 20%
centuries - particularly with the rise of Pictorialism in
the 1880s-1910s - artists began actively employing
photography to express conceptual and aesthetic ideas,
striving to elevate its status as an artistic medium on par

with painting and other art forms (Sailor, 2022). This
process intensified further in the 1920s-1930s with the
emergence of experimental and avant-garde photogra-
phy, advanced by proponents of Neues Sehen (New
Vision) and Surrealism. One of the overarching trends
of the early 20" century was a significant expansion of
thematic range and formal experimentation, marked by
a shift from classical landscapes and portraits to con-
ceptual staging, abstract compositions, and multimedia
works (Stuart, 2014). During this period, photography
gradually liberated itself from purely documentary
functions, demonstrating its capacity for subjective ex-
pression. By the late 20" century, the transition from
analogue to digital photography enriched artists’ tech-
nical possibilities (editing, collage, compositing, etc.)
while simultaneously raising questions regarding au-
thenticity and the limits of image manipulation. Thanks
to cutting-edge digital technologies, photographers
gained the ability not only to edit images but also to
combine different media, creating visual narratives that
transcend traditional photographic formats.

In the course of its development, fine art photogra-
phy gave rise to a number of stylistic movements. These
reflect diverse aesthetic approaches and authorial con-
cepts, evolving under the influence of socio-cultural
shifts and technological innovations. Contemporary
artistic photography has demonstrated a tendency to-
wards genre synthesis, the use of new technologies,
and integration with other art forms, making it a vital
component of today’s visual environment. Concep-
tual photography is a movement in which the photo-
graphic image serves primarily as a vehicle for con-
veying an idea rather than merely documenting reality
(Elshafie, 2023). Artists in this genre employ photogra-
phy as a tool for visualising concepts, which may en-
compass social commentary, identity exploration, or
the deconstruction of cultural stereotypes. Within this
approach, artists frequently utilise symbolic imagery
or composite techniques, creating multilayered compo-
sitions. One of the most iconic examples of conceptual
photography is the work of Cindy Sherman, particularly
her Untitled Film Stills series (1977-1980) (Fig. 1).

Cindy Sherman’s photographs from the Untitled
Film Stills series demonstrated a profound integration
of cinematographic techniques into photographic art,
evident in the specific framing, compositional struc-
ture, and use of lighting effects (Nappo et al, 2024). The
visual structure of her works adheres to the principles
of cinematic imagery. The camera is often positioned
at an angle, employing both low and high shooting
perspectives. Such techniques contribute to the crea-
tion of a dramatic effect, heightening the expressive-
ness of the scene and generating visual tension. Light
and shadow played a pivotal role in the composition
of the works, aligning them with the aesthetics of film
noir. The conceptual foundation of the Untitled Film
Stills series was rooted in the deconstruction of female

Art and Design Vol. 8, No. 2 95



Fine art photography as a form of visual art...

archetypes entrenched in mass culture (Museum of
Modern Art, 1997). Sherman embodied stereotypical
characters from popular cinema, such as the housewife,
secretary, or film star, using them as a means of criti-
cally analysing the representation of women in society.
Sherman’s heroines appear at a moment of potential
narrative development, yet this artistic concept re-
mains open-ended, compelling the viewer to construct
the subsequent scenario independently.

Figure 1. Cindy Sherman’s Untitled Film Stills series
Source: Museum of Modern Art (1997)

Another prominent direction is staged photogra-
phy. This style is characterised by meticulously planned
scene arrangements prior to shooting, akin to a cine-
matic approach (Strozek, 2016). Photographers con-
struct elaborate sets, work with actors, lighting, and
special effects to achieve a single, perfected frame.
Gregory Crewdson is one of the most renowned prac-
titioners of staged photography. His works are dis-
tinguished by their cinematic scale and atmospheric
quality (Ozbek, 2023). For instance, the Eveningside
series (2021-2022) consists of large-format black-and-
white photographs depicting twilight suburban scenes.
Each of Crewdson’s shots results from an extensive pre-
paratory process involving detailed storyboarding, set
construction, actor coordination, and complex lighting
setups. The series captures frozen moments from the
mundane life of American provincial towns (Fig. 2).

Figure 2. “The Corner Market” from Gregory
Crewdson’s Eveningside series
Source: Templon (n.d.)

Crewdson also employs cinematic visual tech-
niques - particularly those of film noir and Edward
Hopper’s aesthetics - such as dramatic lighting, fog, and
rain, to imbue his scenes with a melancholic, sometimes
gothic, mood. The evolution of staged photography can
be traced from the vibrant, often brightly coloured tab-
leaux of the 1980s-1990s (e.g., the works of Jeff Wall)
to contemporary complex narratives, as seen in Crewd-
son’s oeuvre, where every detail within the frame is lad-
en with symbolism. The Corner Market is constructed
according to principles of perspectival depth, reminis-
cent of classical cinematic compositions. The vertical
and horizontal lines of electrical wires, building fa-
cades, and road markings form visual axes that guide
the viewer’s gaze into the depths of the scene. A slight
deviation of the central element - the female figure -
from the geometric center lends the frame a sense of
naturalism and dynamism.

Abstract and minimalist photography focuses on
forms, colours, textures, and the structural arrange-
ment of the frame, departing from traditional narrative
conventions. Such images approach the realm of ab-
stract painting or graphic art, often devoid of a conven-
tional focal point. Many of these works are large-scale,
emphasising minute details and transforming them
into monumental patterns (Bence, 2022). One of the
most iconic contemporary artists in this vein is Andre-
as Gursky, renowned for his expansive colour photo-
graphs that depict a globalised world through general-
ised imagery - stock exchange floors, building facades,
industrial spaces (Fig. 3). At first glance, his scenes
appear realistic; however, Gursky extensively employs
digital editing to create perfectly symmetrical or repet-
itive structures, eliminating incidental elements (White
Cube, 2025). Such interventions lend the photographs
a minimalist, universalised appearance, aligning them
with the conceptual framework of abstract art.
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Figure 3. Architectural photographs by Andreas Gursky

Source: White Cube (2025)

Figure 3 depicts the facade of a bank building in
Shanghai, composed of geometrically arranged light
panels. The composition is built upon the repetition of
modular elements, creating a visual rhythm and sense
of order. The contrast between warm lighting and the
darkened structural details enhances the photograph’s
expressiveness and intensifies the perception of spatial
depth. The symmetry of the composition and the rigor-
ous organisation of elements align this image with the
formal language of minimalism, where the architectur-
al object becomes an autonomous artistic creation, and
its utilitarian function assumes secondary importance.
Figure 3 presented a building facade featuring a textual
logo. The visual composition relies on the contrast be-

tween white panels, red accents, and a monochromat-
ic sky, emphasising the structure’s austere functional
character. The image’s structure is based on precise
geometry, rationality, and formal simplicity. Vertical
elements introduce a point of tension, disrupting the
rhythmic monotony. Figure 4 showcased a minimalist
space dominated by the colour red. The expansive solid
surfaces evoke the painted canvases of Barnett New-
man or Mark Rothko, in which colour itself becomes
the subject of aesthetic inquiry. The inclusion of human
figures in the lower portion of the composition disrupts
the scene’s absolute abstraction while accentuating the
contrast between human presence and the monumen-
tality of architectural space.

Figure 4. Andreas Gursky’s photograph “Review”

Source: White Cube (2025)

The minimalist and abstract photography exem-
plified in Andreas Gursky’s works demonstrated an
expansion of traditional photographic vision. By focus-
ing on form, colour, and structure, these works eschew
direct narrative in favour of aesthetic engagement with
the viewer. The architectural compositions, perfectly

balanced forms, and interplay of colour planes create
an effect in which reality is transformed into a visual
concept. The integration of text with photography has
given rise to a distinctive style situated at the intersec-
tion of photographic art and graphic design, where ver-
bal messaging becomes an intrinsic component of the
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visual image (Chiocchetti, 2021). The incorporation of
text — whether as a slogan, quotation, or commentary -
adds an additional semantic layer, often altering or am-
plifying the primary perception of the image. This ap-
proach enables photography to transcend purely visual
form, transforming it into a medium for social commen-
tary and critical reflection.

One of the key figures in the development of this di-
rection is the American artist Barbara Kruger, who, since
the late 1970s, has produced collages combining found
photographic images with brief, often provocative tex-
tual phrases. Her signature style - featuring bold, crisp
typography against high-contrast backgrounds - has
become iconic in contemporary art. Statements such as
“I shop therefore I am” employ irony and sharpness to
engage with pressing social issues (Fig. 5).

fherefore

ﬁlshOp
<a I am |

Figure 5. Photograph “I shop therefore I am”
by Barbara Kruger
Source: B. Kruger (1987)

B. Kruger’s aesthetic strategy was rooted in the
visual language of mass culture (Smith, 2022). With a
professional background in graphic design and maga-
zine layout, she appropriated the stylistic conventions
of advertising posters to capture the viewer’s attention
while simultaneously subverting their standard func-
tion. Contemporary photo artists actively experiment
with narrative, technique, and presentation formats,
synthesising multiple genres and interpreting current
sociocultural realities (Filimowicz, 2023). One of the de-
fining trends in contemporary photography is the fusion
of documentary realism with conceptual imagery, ena-
bling artists to craft deeply personal yet universally res-
onant narratives. A striking example of this approach is
the Rocketgirl Chronicles (2020-2021) series by Ukrain-
ian-Australian photographer Andrew Rovenko (Fig. 6).

A. Rovenko created this series during the pandem-
ic lockdown, photographing his daughter dressed in an
astronaut costume. This childhood game acquired sym-
bolic significance, as the familiar domestic space, con-
strained by quarantine measures, was transformed into
an uncharted planet for the young protagonist. Thus,
the series combined documentary elements (capturing

pandemic-era realities) with a fantastical conceptual
narrative, reflecting a child’s capacity for imaginative
world-building. The photographs are distinguished by
meticulously composed frames reminiscent of cinemat-
ic aesthetics. Each shot balances the environment and
the protagonist - for instance, in the scene with indus-
trial containers, the architectural structure of the space
evoked a sense of alienation, while the child-astronaut
became the focal point, symbolising isolation. A key as-
pect of the series is its stylistic treatment, particularly
the use of analog film as a medium. This imparts a soft,
nostalgic colour palette, evoking retrofuturist aesthet-
ics. As such, Rocketgirl Chronicles not only conveyed an
intimate family story but also crafted a universal alle-
gory of contemporary reality, in which individuals must
adapt to unprecedented circumstances.

Figure 6. Rocketgirl Chronicles photo series
by Andrew Rovenko
Source: Pictorial List (2021)

Of particular note is the contemporary Fine Art
Weddings movement - artistic wedding photography
characterised by a bright film aesthetic, soft lighting,
deliberate composition, and emotional expressiveness.
This style merges documentary authenticity with artis-
tic vision, elevating wedding photography to the realm
of high art. Among its most renowned practitioners
are Jose Villa and Elizabeth Messina, whose works are
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distinguished by refinement, chromatic depth, and me-
ticulous attention to detail. Their contributions have
shaped a new aesthetic within wedding photography,
gaining recognition not only in commercial circles but
also in the fine art world (Fig. 7).

b)

Figure 7. Fine art weddings photography
Note: a - Jose Villa; b - Elizabeth Messina
Source: Jose Villa (n.d.); E. Messina (n.d.)

Modern technologies have significantly influenced
fine art photography practices, unlocking new crea-
tive possibilities and expanding channels for the pres-
entation and dissemination of photographic art. The
emergence of NFTs in 2021 impacted various spheres
of digital art, including photography. NFT technolo-
gy, based on blockchain, enables the authentication of
ownership for digital images, ensuring their unique-
ness and facilitating direct sales without intermedi-
aries (Beckman, 2021). This allows photographers
and collectors to transact directly via specialised mar-
ketplaces, bypassing traditional galleries or auction
houses. Photography has proven particularly suited
to the NFT format, as most images in contemporary
society are primarily consumed digitally on screens.
This has not only enabled the commercialisation of
digital copies but also introduced the concept of dig-
ital scarcity, previously difficult to achieve in digital
art. Many prominent photographers, including Joel
Meyerowitz, Gregory Crewdson, and Alec Soth, began

tokenising their works or archival materials during the
NFT boom, experimenting with this new distribution
model (Wiley, 2023). In response to growing demand
for NFT photography, dedicated platforms and mar-
ketplaces (OpenSea, Foundation, SuperRare) emerged,
specialising in the sale of digital photographs as NFTs.

The NFT phenomenon in fine art photography has
a dual impact. On one hand, it grants photographers
direct access to a global collector base, allowing them
to retain greater profits while offering buyers certified
uniqueness. This has disrupted traditional distribution
systems, where galleries and dealers played a pivotal
role in determining value and commercial viability. In
this context, NFTs have democratised the art market,
creating alternative models for monetising creativi-
ty (Cooke, 2024). On the other hand, the NFT market
proved to be speculatively overheated during its rapid
growth, casting doubt on the long-term artistic value
of such sales. A significant portion of the NFT art mar-
ket operated on the principle of financial speculation,
where collectors purchased tokens for resale purpos-
es rather than out of artistic interest (von Wachter et
al, 2022). Nevertheless, even after the hype subsided,
NFTs remain an important tool for the distribution of
photography. Contemporary museums have begun dig-
itising their collections as NFTs, while photographers
explore the possibilities of new digital concepts of own-
ership and scarcity.

Significant changes in the ways photography is ex-
hibited and popularised have also occurred due to social
media platforms such as Instagram, Facebook, Pinter-
est, and Behance (Patricio, 2024). These platforms have
created a new ecosystem for Fine Art photographers,
enabling artists to engage directly with audiences, build
their personal brand, and even sell their works without
traditional intermediaries. Instagram, in particular, has
significantly influenced the expansion of photograph-
ic art, making it accessible to millions of users world-
wide (San Cornelio, 2022). It has fostered not only the
popularisation of photography but also the emergence
of new visual strategies aimed at engaging viewers
through dynamic content. Social media, in general, facil-
itates the development of photographic communities,
providing authors with opportunities to participate
in online competitions, flash mobs, and thematic pro-
jects. For instance, photographic challenges stimulate
knowledge exchange and new forms of visual expres-
sion. For emerging artists, these platforms also serve
as a potential launchpad, as curators and gallerists in-
creasingly monitor social media in search of new talent.

However, challenges exist. Social media algorithms
shape a certain visual aesthetic that may influence art-
ists’ creative processes. Since algorithmic mechanisms
promote images that receive the most engagement
(likes, comments, reposts), this may encourage pho-
tographers to adopt uniform, “catchy” visual solutions
that do not always align with their artistic intentions
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(Siang Yang, 2023). Despite these contradictions, main-
taining a presence on social media has become almost
obligatory for photographers seeking professional
growth. These platforms complement traditional modes
of communication (galleries, festivals, print publica-
tions), allowing artists to promptly present their works
to audiences and initiate discussions around their art.

NFTs and social media have fundamentally trans-
formed the ways photography is created, distributed,
and popularised. NFTs have opened new avenues for
monetising digital images and emerged as an alter-
native art market mechanism, though debates about
their artistic value persist. Social media, in turn, have
redefined how photographers interact with the public,
creating new opportunities for self-presentation, com-
munity-building, and creative experimentation. These
transformations indicate the continued expansion of
photography as an artistic medium that integrates tra-
ditional practices with digital and virtual formats. Re-
gardless of the contentious nature of these changes,
they confirm that contemporary photographic art is in
a state of constant evolution, opening new perspectives
for artists and audiences alike. The exhibition strategies
of photographic art in leading global museums attest to
its established position in contemporary artistic dis-
course and demonstrate diverse curatorial approaches
to its presentation. An analysis of the exhibition pol-
icies of the Museum of Modern Art in New York, Tate
Modern in London, and the Centre Pompidou in Paris
has revealed how photography is integrated into broad-
er museum discourse, unfolds its thematic, historical,
and conceptual dimensions, and how these institutions
shape contemporary perceptions of its role within the
system of visual arts.

The Museum of Modern Art (MoMA) was one of
the first institutions to grant photography full-fledged
artistic status, establishing a dedicated department in
1940 under the leadership of Beaumont Newhall and
later the legendary curator Edward Steichen (Museum
of Modern Art, 1940). A pivotal moment was the exhibi-
tion The Family of Man, which affirmed photography as
a universal language of human experience (Museum of
Modern Art, 1955), while the New Documents project
defined documentary photography as a means of artis-
tic expression (Museum of Modern Art, 1967). In the
1990s, the museum continued its active engagement in
this direction, exemplified by the acquisition of Cindy
Sherman’s entire Untitled Film Stills series in 1995, en-
suring the preservation of this seminal cycle in a pub-
lic collection (Museum of Modern Art, 1997). MoMA's
collection encompasses thousands of photographs,
ranging from classics such as Alfred Stieglitz and Rob-
ert Frank to contemporary figures like Wolfgang Till-
mans and Nan Goldin. The museum’s exhibition strat-
egy is based on an integrative approach: photographic
works are incorporated into the broader museum nar-
rative alongside painting, video art, and installations,

100

underscoring their equal standing in the artistic pro-
cess of the 20™-21% centuries. At the same time, the
museum employs innovative formats, including digital
archives and interactive platforms, allowing audiences
to explore photographic heritage in depth.

Unlike the Museum of Modern Art, London’s Tate
Modern does not have a dedicated photography depart-
ment, yet since its opening in 2000, it has consistently
incorporated photography into its exhibition spaces.
Tate’s strategy is rooted in a conceptual approach that
positions photography as a medium evolving through
interaction with other arts and societal challenges.
The project Shape of Light: 100 Years of Photography
and Abstract Art (Tate Modern, 2018) explored the in-
terplay between photography and abstract painting,
demonstrating how these two fields developed in par-
allel and influenced one another. Another exhibition,
Conflict, Time, Photography (Tate Modern, 2014), in-
novatively presented war photography not through a
traditional chronological lens but through the duration
of time after the event, examining how photographic
memory shifts depending on the temporal distance be-
tween the moment of capture and the viewer’s experi-
ence. Tate has also actively investigated performativity
in photography, as vividly demonstrated in the Zanele
Muholi exhibition (Tate Modern, 2020), where pho-
tography converged with installation and textile ma-
terials. This approach seeks to blur genre hierarchies
and illustrates that photography can not only document
reality but also serve as a medium reflecting on social,
political, and aesthetic phenomena.

The Centre Pompidou in Paris is one of the most in-
fluential institutions in photographic art, housing one
of the world’s largest photography collections, com-
prising over 45,000 prints and 60,000 negatives. Since
its founding in 1977, the museum has placed particular
emphasis on avant-garde and conceptual photography,
including works by Surrealists, proponents of the New
Vision movement of the 1920s-30s, and post-war hu-
manist photography. A key feature of the Centre Pom-
pidou’s collecting policy is its strategy of retrospective
representation, aimed at filling gaps in the photograph-
ic canon, particularly through the active inclusion of
works by women photographers and artists from Af-
rica, Eastern Europe, and other historically underrep-
resented regions. The Centre Pompidou’s exhibition
projects often adopt a research-oriented approach, as
seen in Corps a corps - histoire(s) de la photographie,
which re-examined the nude genre and representations
of the human body beyond traditional portrait catego-
ries. This strategy underscores the museum’s curato-
rial activism in championing photography as an equal
art form - one that not only documents reality but also
shapes its cultural reinterpretation.

An analysis of the exhibition strategies of these
three leading museums reveals a shared tendency to-
wards integrating photography into broader artistic
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discourse, affirming its status as an autonomous artis-
tic medium. The Museum of Modern Art emphasised
historical continuity and innovation, merging classical
and contemporary photography within a cohesive nar-
rative. Tate Modern approaches photography through
the lens of intermedial connections, exploring its poten-
tial within the context of social and conceptual shifts.
The Centre Pompidou focuses on curatorial activism
and expanding photography’s historical representa-
tion, ensuring its full inclusion in museum spaces. This
approach attests to the maturity of photography as an
artistic practice engaged in constant dialogue with oth-
er visual arts while remaining a key instrument for re-
flecting on cultural, historical, and social processes.
Based on the research findings, fine art photogra-
phy can be characterised by internationalisation (pho-
tographic artists from various countries gaining access
to a global audience) and integration with related arts
(performance practices). This confirms that fine art
photography is a mature, conceptually rich field of art
that is actively evolving. The obtained results demon-
strated that fine art photography occupies a central
position in contemporary artistic discourse, affirming
its status as a fully-fledged form of visual art. It serves
not merely as a means of documenting reality but also
as a conceptual tool for artistic expression, integrating
diverse media, including painting, cinema, graphic de-
sign, and digital technologies. This multidimensionality
makes photography a unique platform for experiment-
ing with visual language and modes of presentation. It
also demonstrated its ability to adapt to new cultural
contexts and respond to contemporary challenges while
retaining its artistic potential. The study confirms that
contemporary fine art photography is neither static nor
an isolated domain; rather, it exists in dynamic dialogue
with other artistic practices, necessitating continuous
reinterpretation. This approachis crucial not only for ar-
tistic practice but also for scholarly analysis of transfor-
mations in the contemporary visual sphere, as it allows
fortracing the interplay between technological advance-
ments, societal changes, and artistic experimentation.
Results of the study demonstrated that the ex-
pansion of stylistic possibilities in artistic photogra-
phy throughout the 20" century was a complex yet
logical process. Beginning with Pictorialism, which
sought to legitimise photography’s artistic status by
emulating painting, photography gradually moved be-
yond its purely documentary function. Experimental
movements, particularly Neues Sehen (New Vision)
and Surrealism, played a pivotal role in this process
by challenging traditional principles of photography
as a mechanical reproduction of reality. Neues Sehen
fostered the development of novel compositional tech-
niques, experimenting with angles, lighting, and con-
trasts, thereby significantly broadening photographic
expression. Meanwhile, Surrealism employed photogra-
phy as a means of visual manipulation and subversion
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of established perceptions of reality, actively utilising
photomontage, double exposures, and staged scenes.
The expansion of genre boundaries had profound con-
sequences, including the gradual emergence of concep-
tual photography, staged photography, and minimalist
compositions, which are now defining features of fine
art photography. Thus, the findings indicate that pho-
tography progressively departed from its initial rep-
resentational function and evolved into an autonomous
artistic discourse in which conceptual depth and formal
presentation hold equal significance.

One of the key aspects of the study was identifying
the role of conceptual photography in shaping contem-
porary artistic strategies. The research confirmed that
this movement, exemplified by artists such as Cindy
Sherman, Barbara Kruger, Sophie Calle, and others, be-
came an essential tool for the artistic analysis of social
constructs, political realities, and cultural codes. Cindy
Sherman’s works demonstrated that photography could
serve not only as a medium of visual communication but
also as an instrument for critically examining societal
norms. She employed photography to deconstruct ar-
chetypal female representations in mass culture, invit-
ing viewers to critically reassess established portrayals.
This aligns with the findings of T. Zheng & X. Lin (2024),
who argued that conceptual photography utilises cine-
matic aesthetics and symbolic language to foster view-
er reflexivity. The study’s results corroborated this,
demonstrating that conceptual photography not only
expands the boundaries of photographic art butalso ful-
fils a socio-critical function, enabling artists to engage
with pressing social issues. Furthermore, conceptual
photography today increasingly integrates digital tech-
nologies, enhancing its expressive potential. Contem-
porary artists experiment with interactive installations
where photography functions within a multimedia en-
vironment or employ algorithmic generation to create
new imagery, thereby augmenting its critical capacity.

Another crucial aspect of the study was under-
standing the relationship between photography and
cinematography, particularly in the context of staged
photography. The research revealed that the works of
photographers such as Gregory Crewdson exhibit a di-
rect connection to cinematic visual strategies. This is
evident in meticulous scene planning, the use of cin-
ematic lighting, compositional structuring, and even
the application of post-production techniques typically
employed in the film industry. The findings confirmed
that photography borrows cinematic elements such
as framing, dramatic lighting, and scene sequencing.
This indicates a gradual expansion of photographic
art’s boundaries, where traditional expressive means
are supplemented by cinematic techniques to create
complex narrative structures. In this context, staged
photography can be regarded as a form of visual sto-
rytelling occupying an intermediary position between
traditional photography and cinematography.
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An additional significant aspect of the study was
clarifying the role of minimalist and abstract photogra-
phy in the contemporary artistic context. An analysis of
Andreas Gursky’s works confirmed that contemporary
photography increasingly gravitates toward abstrac-
tion, utilising digital editing tools to create meticulous-
ly structured compositions. This reflects a shift away
from the traditional understanding of photography as a
medium of reality representation, transforming it into a
self-sufficient artistic object. The study found that dig-
ital post-processing not only influences the technical
aspects of photography but also alters its perception,
bringing the photographic image closer to painting.
This trend opens new possibilities for integrating pho-
tography with other media, which is particularly rele-
vant in the context of postmodern art.

An analysis of photography’s interaction with
emerging technologies revealed that the distribution
of photographic art has undergone significant changes
with the advent of NFTs. The study found that NFTs cre-
atenew opportunities for artists in terms of commercial-
isation and copyright, consistent with the conclusions
of M. Beckman (2021). This confirms that photography
has become an integral part of the digital art market.
However, the research also identified risks associated
with this phenomenon: the NFT market is often spec-
ulative, casting doubt on the long-term artistic value of
such transactions. This trend correlates with the find-
ings of V. von Wachter et al. (2022), who emphasised
that NFTs may contribute to the devaluation of art due
to excessive commercial exploitation of the technology.

Another significant discovery was the identifica-
tion of social media’s influence on the distribution and
popularisation of fine art photography. Social platforms
such as Instagram facilitate the expansion of photo-
graphic art by creating global networks for artists and
audiences. This aligns with the research by S.L. Patri-
cio (2024), which confirmed that social media serves
not only as a means of display but also as a mechanism
for forming artistic communities. However, the results
also revealed that algorithmic mechanisms may neg-
atively impact the creative process, compelling pho-
tographers to adapt their works to popularity criteria.
This corresponds with the conclusions of G. San Corne-
lio (2022), who noted that social media often dictates
visual trends, which may constrain experimentation
in photography. N. Shmarko & N. Grechanyk (2023)
emphasised that the development of aesthetic culture
requires not only exposure to art but also conscious re-
flection and emotional engagement - aspects that risk
being undermined when visual content is shaped pri-
marily by platform algorithms.

The obtained results hold substantial significance
in both theoretical and practical aspects, as they con-
firm that contemporary fine art photography is a mul-
tilayered phenomenon that transcends traditional no-
tions of artistic practice. This study demonstrated that
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fine art photography is not merely a medium of artistic
reflection but also an active participant in interdiscipli-
nary dialogue with other forms of visual art, including
painting, cinema, digital media, and interactive technol-
ogies. Thus, the research has not only broadened the
understanding of the evolution of photography but also
proposed new approaches to its analysis within the
context of contemporary aesthetics. Overall, the find-
ings confirm that fine art photography remains a key
medium for the aesthetic interpretation of modernity
and a response to shifts in visual culture. The evolution
of this field continues through integration with mod-
ern technologies, enabling the expansion of expressive
possibilities and the formation of new conceptual ap-
proaches in 21%-century art.

CONCLUSIONS

The study established that fine art photography is an
autonomous and multifaceted art form that integrates
painterly, cinematographic, and digital techniques while
adapting to changes in visual culture. The research con-
firmed that fine art photography has evolved from the
documentary recording of reality to a conceptual me-
dium of artistic expression encompassing a wide spec-
trum of stylistic approaches. It was determined that the
development of fine art photography in the 20%-21
centuries occurred through the progressive expansion
of its aesthetic and technical possibilities. The study
revealed that Pictorialism contributed to the recogni-
tion of photography as an art form, avant-garde move-
ments of the early 20" century laid the foundations for
experimentation with form, and digital technologies of
the late century transformed its methods of creation
and perception. As a result, the research confirmed that
contemporary photographers actively combine docu-
mentary and conceptual approaches, crafting personal
yet universal visual narratives.

The analysis of specific stylistic movements in
fine art photography demonstrated that conceptu-
al photography plays a crucial role in shaping social
and cultural discourse. The works of representatives
of this movement, such as Cindy Sherman, illustrated
that photography can be used not only for the aesthet-
ic exploration of form but also as a means of critical-
ly analysing societal norms. The study also confirmed
that staged photography increasingly approximates
cinematographic art, employing complex lighting sys-
tems, compositional techniques, and scenography to
create visually rich and dramatic imagery. Minimalist
photography, in turn, rejects traditional narrative, fo-
cusing instead on the interplay of colours, textures, and
geometric forms. Ultimately, the research affirmed that
fine art photography is a complex and multilayered phe-
nomenon that continuously evolves and adapts to con-
temporary challenges. The obtained results constitute
a significant contribution to the study of photographic
art and provide a foundation for further inquiries into
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the integration of traditional and digital methods of
visual expression.

The study is limited by its chronological framework
(20%-21% centuries), its focus primarily on the works
of Western photographers, and its analysis of curatori-
al strategies in leading museums, which does not fully
encompass the global diversity of approaches in fine
art photography. Future research prospects include ex-

photography, particularly investigating the relationship
between traditional and computer-generated imagery.
Another promising direction is the analysis of photogra-
phy within the context of new media and the visual cul-
ture of social networks. Further studies may focus on
changes in artistic strategies under the influence of algo-
rithmic systems that shape visual trends in digital space.
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artificial intelligence. Based on the obtained results, it
is recommended to expand research on the influence
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Rochnyak

Fine art photography Ak ¢opma BisyanbHoro mucreursa:
eCcTeTuKa, CTUI Ta Cy4acHi TeHAeHL,ii

AHApiN PoyHAK

Bakanasp

doTorpadia AHgpia PouHAKa

81400, By/. CxigHa, 47, M. Cambip, YKpaiHa
https://orcid.org/0009-0002-5773-8420

AHoTauia. [ocaimkenHs 6ysno cnpsiMmoBaHe Ha aHasi3 fine art photography six ¢opmu BizyasbHOTO
MUCTelTBa, {I eCTeTUYHUX XapaKTepPUCTHUK, CTUJICTUYHOI eBOJIIOLII Ta Cy4YacHUX TeHJAEHLIH PO3BUTKY.
JocnimxeHHs 06asyBajiocs Ha aHaJsi3i MHCTeIlTBO3HABYHMX Npallb, BUCTABKOBUX KATaJIOTiB, XyAO0XKHiX
NpaKTUK NpoBifjHUX PoTorpadis, a TakokK KOHTeHT-aHaAi3i nudposux naatdopM i non-fungible token-
pUHKY. Y mpoueci gociifkeHHsI 6y/J0 BCTAaHOBJIEHO, L0 XyA0KHA ¢oTorpadis BuimIa 3a MeXi CBOEI
TpasuLiiHol JoKyMeHTa bHOI QyHKIII Ta HAabysa CTAaTyCy CaMOCTIHHOr0 KOHLENTYyaJbHOr0 MeZiyMa, 110
iHTerpye eseMeHTH KUBonucy, kinematorpady, neppopmancy ta n[udpoBUX TexHOJOTiH. BusBieHo, 10
ctuaictuuHi TpaHcdopmarnii fine art photography cynpoBokyBasncs ekcnepuMeHTaMu 3 opMolo, CBIT/IOM,
KOMIIO3UIi€I0 Ta HAPAaTUBHOI CTPYKTYPOIO, [0 0COGJMBO MPOSIBUJIOCS Y PO3BUTKY TaKUX HaNpsIMiB, sK
KOHIIeITyaJibHa, IOCTAHOBOYHA Ta MiHiMasicTuuHa poTorpadis. PeysbraTu fgociifKeHHS NiATBEpAUIIH,
mwo fine art photography neperBopuJiacsi Ha 6araTOBUMIipHY XYy[0KHIO MPAKTHUKY, sIKa NMOEJHYE Bi3dyasibHY
€CTEeTHUKY 3 KOHIIeNTyaJbHUM 3MiCTOM Ta aKTUBHO B3aeMOJi€ 3 iHIIMMU popMaMu MUCTeLTBA. BUsaBJeHo,
o cy4yacHi potorpadu He sulIe eKCIIEPUMEHTYIOTh i3 })KaHpPaMU Ta TexXHikaMu, a 1 opMy0Th HOBI cioco6u
B3aeMozii 3 ayauTopier yepes nuoposi naatdopmu, non-fungible token-texnosorii Ta conianbHi Menia.
JocaimpxenHa nigrBepauio, mo nudposi TexHosoril BijKpuBamTh HOBI MoxJauBOCTI AJss dpoTorpadis,
30KpeMa y cdepi aJlropuTMidyHOTO pejAaryBaHHs, reHepaTUBHOro MucTelTBa Ta non-fungible token-
€KOHOMIKH, BOZJHOYAC 3MiHIOIYM CrIoco6U npe3eHTalii Ta B3aeMo/Ail XyA0)KHUKIB 3 ayauTopieto. OTpumMaHi
pe3yJbTaTH MOXKYTb 6yTH BUKOPUCTAHI B MUCTelbKil OCBiTi, KypaTopchbKill AifiabHOCTI Ta po3po61ii HOBUX
dopmariB nudPpoBoi ekcrnosuii

KnouoBi cnoBa: mikropiamisM; [OCTMOfEpHI3M; HeB3a€MO3aMiHHI TOKEeHW; IHTEPAKTVMBHI Mefia; KyIbTypHa
IIEeHTUYHICTDh; KOHLIENTYa/IbHICTh
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