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PREFACE

It is with great pleasure that we present this publication as a record of the
proceedings for the FORMAT19 International Photography Festival
conference, hosted by the University of Derby, in Partnership with FORMAT,
on the 14th March 2019.
It was an exhilarating event and was both an honour and a pleasure to
organise and stage it. The conference witnessed the delivery of an excellent
range of presentations of superb quality, many of which were selected and
appear in this volume. It has been a labour of love to communicate with the
authors, discuss adjustments, revisions and developments of research in
preparation for publication.
March 2019 seems a rather distant memory. In the short time that has
elapsed, the world has changed immeasurably due to the impact of the
coronavirus. The prospect of so many people at such close quarters seems,
very sadly, a thing of history. The return to what was then a normal given
practice will in future be approached with trepidation.
The key issue on the minds of many in March 2019 was Brexit. On the
very day of the conference, the UK Government, under the leadership of
Theresa May, voted to seek permission from the EU to extend Article 50
and agree a later Brexit date. The tortuously slow unfolding of the political
process was farcical. Many were aware that the freedom of movement that
facilitated the attendance of so many overseas visitors to both the
conference and the festival was under threat. Little did we know of what
was in store for us at the beginning of 2020. Although the papers and
presentations presented here predate our current circumstances, we feel that
they read with this past life very much in mind. Our lives under COVID-19
throw the theme Forever//Now in a very urgent light.
The response to the theme elicited wide ranging responses from both
UK and international researchers, artists and curators. By way of reply, we
organised the day around three themed parallel streams punctuated by
special presentations at key points.
Both in response to this theme, and also to the papers selected via an
Open Call, three parallel strands were scheduled to reflect the range of ideas
and encapsulate themes expressed in the papers that were sympathetic to
each other. The reader will note that these themes have not been
incorporated here. This is partly to do with selection for publication but also
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due to the extensive revisions and developments to the papers elected by
some authors. Instead, the research papers that constitute Chapters 1 through
to 14 have been sequenced according to the temporal references made and
drawn upon in each author’s research.
The conference for FORMAT19 built upon the success of previous
FORMAT conferences, with deviations being that it was very much focused
on research-informed papers and held at the site for the School of Arts at
the University of Derby. The day included presentations by 30 researchers,
artists, writers and curators throughout the day, providing a great range of
delivery and very rich stream of debate and discussion.
The conference also included a number of special presentations that
greatly enriched the day and provided focal points for the audience to come
together and engage in group discussion. We are delighted to present these
here. The superbly enlightening conversation between Ekow Eshun and
Skinder Hundal remains much as it was. The presentation on the SIXTEEN
project, delivered by photographer Craig Easton, and writer Anne Braybon,
has been revised and extended to account for the considerable developments
that have taken place for the project since the FORMAT19 festival. Martin
Barnes’ insightful and beautifully presented talk on the work of University
of Derby alumni, Maurice Broomfield, has received slight revisions.
Representation of the works by Craig Easton, SIXTEEN, and Maurice
Broomfield are included here in extensive colour reproductions, as are key
works referred to by Ekow Eshun and Skinder Hundal.
We are also delighted to have been able to invite two international
figures in the Arts to provide the introduction to the publication: Professor
B.D. Delaire (Luxembourg) and Dr. Hefar Gotoph (Czech Republic). This
collaborative text provides a highly insightful and innovative approach to
the introduction, providing a unique joint perspective on the themes offered
by papers herein, as well as photography and its relation to time and space,
reflecting the theme of Forever//Now.
Planning, organising and realising this event together has been an
honour and a privilege.
Philip Harris & Gemma Marmalade
Organisers of the FORMAT19 Conference and editors of
Forever//Now: New research into the mythologies, identities and
territories of photography.
September 2020

INTRODUCTION
PROF. B. D. DELAIRE & HEFAR GOTOPH
A TRANSCRIPTION OF AN EMAIL EXCHANGE

30th November, 2019
Dear Beau
I am delighted to have been invited to write the introduction for the
FORMAT19 conference publication with you.
I am rather new to working collaboratively, so please forgive my lack of
experience in this matter.
It was such an exciting event.
Where and how shall we start?
Best wishes
Hefar
2nd December, 2019
Dear Hefar
I am so happy to receive your email after correspondences from Professors
Harris and Marmalade last week.
It was an honour to meet you at the conference in Derby and our
conversation much improved the buffet luncheon. Although a little time ago
now, I hope we might reignite some of those discussions to form the basis
for our introduction.
If memory serves me correctly, you mentioned the curious equivocality
of time as a notion applied to the running themes... perhaps the most
irreverent place for us to start is one without a discernible anchor?! (Please
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forgive my English, my translation from Luxembourgish may embarrass
me...)
Is your rabbit now well?
Léif Gréiss
Beau
13th December, 2019
Dear Beau
Yes, we were given plenty to talk about. And the position of the UK in
relation to Europe is certainly difficult, especially on the results of the
British vote announced today. Perhaps this quality of uncertainty, lack of
direction, and atrocious leadership in the wider sphere of the UK is a fitting
place to start.
Much of the talk in the intervals referred to people's disappointment with
the decision. But that is perhaps symptomatic of academics who are, by their
nature, outward-looking and internationally minded. The presentation by
the young student, Dominic Chapman, dealt with that in a very knowing
way.
I must say, the rise of the right across our nations is a concern. We
expected a rather more moderate reaction from the English. It is a great
discomfort to see that Farage fellow receive so much support from his
countryfolk. It seems so misguided and misinformed. We need unity in
these troubling times, not division.
We have a saying in our country: the mouse that steals the food gives
the owl a better lunch. It doesn't translate to English very well. They have
their own very strange idioms!
Farewell for now
Hefar
20th December, 2019
Dearest Hefar
Uncertainty is a fitting beginning; this too relates to the sense of the
imponderable I offered.
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What was palpable was the sense of shock that emanated from Europe
at the result of the UK Brexit vote. Of course, Europe is not without its rising
issues of social division but to see it manifest in such an irredeemable way
was unconscionable.
Yes, Mr Chapman's treatment of Durkheim 1 and the controlling of
populist social myths was aptly applied to Farage's party poster. Claudio
Reis' reference to Wolfgang Tillman and Zur Bundestagswahl 2017 brought
back that memory to me vividly, and critically, with such a changed sense
of perception. None of the rest of Europe evaded the slippage of this
dangerous game... which leads me to what we spoke of memory over the
petit fours. Can you remind me how you positioned the photograph as a
strategic tool to examine such phenomena?
(Hefar, I admit, your lack of acknowledgement to the wellbeing of your
rabbit preoccupies me. I hope he did not meet an end and my asking has not
stirred you unkindly.)
Schéine Chrëschtdag!
B
9th January, 2020
Dear Beau – belatedly, Veselé Vánoce!
I will have to think back about this strategic tool you mention. There are a
number of critical methods we could employ, and also observations on
these.
I was always struck with my copy of Kant's Critique of Pure Reason,
translated, with obvious effort and trial by Norman Kemp Smith. It is an old
translation from the early part of the twentieth century. 2
Whilst my German is functional for conversation and most reading, it
does not serve me well for academic texts. Since I taught in England for
many years, I am better equipped, strangely, to read it in English.
It is clear from Smith's preface that the experience of translating from
German to English was something of a challenge for the translator. There is
a more recent attempt by Max Muller. But with Smith, the effort and
difficulty of the task is so clear. The English have a saying for this - "a work
1 Emile Durkheim, The Division of Labour in Society (New York: Zone Books,
1994), 80.
2 Immanuel Kant, Immanuel Kant’s Critique of Pure Reason, trans. Norman Kemp
Smith (Macmillan Education, 1989), 75.
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of the heart"? "A hearts work"? Perhaps you can remember. Their idioms
are so strange.
The fact that Kant would often create long compound sentences made
direct translation impossible (although I would argue that direct translation
is neither possible nor desirable). This was further complicated by his use
of obscure, and even obsolete, German terminology. Sentences had to be
reformed into several to communicate the original meaning, or at least what
meaning the translator could glean from it. Inevitably, this means you are
not reading Kant. This should not detract from the experience, since it is a
wonderful text, but it should be borne in mind.
Furthermore, this edition contains two introductions, presented in
parallel with each other. They are quite unalike. This suggests that for all
the significance of Kant's work for Western philosophy, there is no final
version of the text. It allows the reader to be witness to the philosopher's
argument with himself, of an internal dialogue that remains unresolved, but
nevertheless brilliant. It is thought on the very edge of the capacity of
language to mean.
There is a line in the preface to the 2nd edition where he states that his
intention as a philosopher is "denying knowledge in order to make room for
faith”. So, you can see how, as an Enlightenment thinker, probably the most
important, that the quarrel with the self, with beliefs that cannot be reconciled
with one another, is very much at the forefront of thought. So where is the
definitive Kant? What perhaps we realise is that there is no final text, no
final meaning, that each reading provides its own meaning, is its own
translation. But we still have to read hard and try to assimilate what we think
is being said. It's not an excuse to make it up. This makes me think of how
to discuss photography, when, at least on the face of it, photographs seem
to represent a singularity. However, as the papers delivered in the
conference demonstrated, the capacity of a photograph to mean is anything
but singular.
There is a well know French philosopher who had something to say
about the writer as conduit. I won't name him here as I think he is rather
over-used. The same small book gets used time and time again. We need to
expand the bibliography for our discussions on photography. We have
another saying in our land: crooked logs make straight fires. I think this
nicely sums it (is that what the English say?).
Adieu, my friend.
Hefar
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24th January, 2020
Moien Hefar!
Well begun is half done - the only idiom I can reliably recall without making
a mockery of myself... I once boldly deployed a response to an action of
contempt with my English colleagues as "taking the biscuits". Since, I steer
away from idioms.
Yet, 'well begun is half done' does purpose this conversation well. I am
enjoying it.
Your Kantian investigation brings thoughts of George Steiner's
“conditio sine qua non”—“without which not” in reference to translation as
a requisite or condition that is indispensable—transcending from mere
communicative sciences to the foundations of all meanings of language.
After Babel, Steiner's seminal offer to hermeneutics extends the boundaries
of functional, pragmatic linguistics from such functional notions as, for
example, John Austin's 'constantives' - the descriptive, literal forms of
utterance versus ‘illocutionary acts’ - the specific force by which the language
is portrayed. Instead, Steiner frames a universal theory of communication
being based on understanding - and such understanding only being possible
through translation processes across times, spaces, and different borders.
Yet, he denies the more nebulous interpretative phenomenological position
of Merleau-Ponty as “glittering rather than convincing.” 3 Instead, Steiner
situates this transformation as a definitive creative interpretation that it
offers all expressions a “vital duration that outlasts the act of utterance.” 4
Language is always time-bound and time-creative at the same time.
Statements are attached to the present, and to the present ego, which
expresses or receives them. And yet it is only through language that man is
able to overcome this very attachment to the present. The reconstruction of
the past 5 and the imagination of the future 6 are only possible in and through
language.
At first glance, it might seem your friend, Kant, would have presented
Steiner with considerable issue; so too do you by claiming direct translation
is neither possible nor desirable. Instead, the complex and concentric circles
of impossible language, translations inside translations, in fact provide far
greater powers which lie in its ability to create counter-worlds in which
George Steiner, After Babel: Aspects of Language and Translation (Oxford and
New York: Oxford University Press), 128.
4 Steiner, After Babel, 31,138.
5 Steiner, After Babel, 31,138.
6 Steiner, After Babel, 145.
3
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untruths, fictions, ambiguities, and play prevail. 7 However, Kant fully
acknowledged the sense of the transcendental which belies Steiner's
message - a priori; the presupposed in and necessary to experience.
Where is the definitive Kant, you say? I'm not so sure but I think Steiner
would challenge Smith and Muller to the exact art rather than the supposed
science, given a true translator ought to capture what the original text meant
to say.
But may I derail Kant for Steiner's notion of 'reconstructions' of the past
and the 'imagination' of the future? Dare I...? Forever//Now..? I note that the
FORMAT Director cited Joan Didion as a pivotal theme:
A place belongs forever to whoever claims it hardest, remembers it most
obsessively, wrenches it from itself, shapes it, renders it, loves it so
radically that they remake it in their own image. 8

An analogy for what Steiner speaks of the translation of 'residence
places' or 'habitational reality'? A place by which (language) is transformed;
a priori (of meaning) to transmute itself to another form?
Perhaps I find myself dem Honn hannen? Or, should I better say in
English, “in the middle of nowhere”? Yet by doing so, I undermine my point
of Steiner - the literal translation meaning “at the dogs behind”... Nondikass!
I've made much work for myself now...
Let us now speak of Didion's prose, your thoughts, dearest Hefar. (And
I promise not to speak of the small French theorist with the cigarette pursed
in the wry smile.)
7th February, 2020
Dobré Ráno, Beau
I greatly enjoyed your email. There is so much to think about and talk about
in what you say. Our correspondence is throwing up ideas and thoughts that
are quite unexpected. I have no idea in what way our conversation might
proceed.

Steiner, After Babel, 228
Joan Didion, quoted in Louise Fedotov-Clements, FORMAT19 Forever//Now,
FORMAT19 International Photography Festival (Derby: QUAD/FORMAT, 2019),
6.

7
8
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In light of your opening words, I recall Heidegger once wrote
"Questioning builds a way...The way is a way of thinking. All ways of
thinking, more or less perceptibly, lead through language.” 9
Did you know George Steiner passed away just three days ago? Very
sad. Such a lively mind.
I always remember a passage by Steiner that seems so powerful to me,
and underpinning of a particular truth, yet it seems to challenge common
sense (i.e. that language follows thought). Steiner argues for the opposite in
such a way that it changes the way I think.
...language is not the vehicle of thought but its determining medium.
Thought is language internalised, and we think and feel as our particular
language impels and allows us to do … that man enters into active
possession of consciousness, into active cognizance of reality, through the
ordering, shaping powers of language. 10

It is a challenging statement that raises some problems. It seems to
suggest those without a command of complex language are not capable of
complex thoughts. But then this overlooks the fact that simple language can
express thoughts of great complexity and sophistication. We often see this
in poetry, a form that many great thinkers have regarded as yielding the
most pivotal moments in cultural production. We are living at a time when
we all look to the future and hope, particularly in light of the UK's
momentous decision to leave Europe. The English poet, Emily Dickinson,
used simple language to evoke a beautiful metaphor of hope that has great
feeling. The following is the first verse of three:
“Hope” is the thing with feathers That perches in the soul And sings the tune without the words And never stops - at all Emily Dickinson
“Hope” is the thing with feathers - (314) 11

9 Martin Heidegger, The Question Concerning Technology (New York: Harper &
Row, 1977 [1954]), 3.
10 George Steiner, After Babel. Aspects of Language and Translation (Oxford and
New York: Oxford University Press, 1992), 78.
11 Emily Dickinson, The Poems of Emily Dickinson, ed. R. W. Franklin (Harvard
University Press, 1999).
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A song without words! What would Steiner make of that? How do we
know what is being sung, what words of wisdom this fragile inner beast
sings to us? It is such a beautiful evocation of a thought (is hope a type or
category of thought?) that resides in us all. But where is the language of this
wordless song? Surely music, too, is a language and a way of thinking.
You write that language is "always time-bound and time-creative at the
same time."
Hans-Harry Drößiger has something very interesting say about this:
Steiner talks about an intralingual process of translation that grounds on time
(as a concept), then, logically, for an interlingual process of translation the
concept time should be accompanied by the concept space. 12

The barrier that is presented to us when we decipher the speech of
another consists of the time and the space between the speaker and receiver.
Steiner would often use diagrams (reminding me of a famous psychoanalyst).
He also inserts the intentions of the speaker as a barrier, suggesting clearly
that that translation requires creative thought. This coupling, or rather, interdependence of time and space appears in Kant. I always found it fascinating
that although Kant prioritised time as the fundamental concept of experience
("In it alone is actuality of appearances possible at all," 13), he has to preface
his discourse on time with one on space. Neither space nor time can be
conceived of in themselves. We only gain an awareness of time with respect
to an unfolding experience. We only become aware of space by perceiving
things within it. How strange are these most fundamental aspects of being.
Though we name them, they defy clear elucidation. However, my friend, as
you call him, Kant, makes the following observations (I note how I refer to
his writing in the present tense, as if the thoughts are taking place in the
now, rather than the past). Forgive me for including this long passage but it
so full of clarity and significance:
Time is nothing but the form of inner sense, that is, of the intuition of
ourselves and of our inner state. It cannot be a determination of outer

12 Hans-Harry Drößiger, “After Babel Revisited: On language and Translation. In
Memoriam George Steiner (1929–2020)”, Athens Journal of Philology 7, no.4
(December 2020): 235-256.
13 Immanuel Kant, Immanuel Kant’s Critique of Pure Reason, trans. Norman Kemp
Smith (Macmillan Education, 1989). 75.
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appearance; it has to do neither with shape nor position, but with relation of
representations in our inner state. 14

This begs the question how time seems to be represented in a
photograph, since there are some who think its presence is there, actively
present, within the image. But a moment of past time? The representation
of time spent, recorded, is not time itself. Surely time proceeds from us in
the now, into the future. This resonates so with the theme of FORMAT19.
The most that Kant can do, since time has no form or shape, is demonstrate
an idea of time by analogy:
We represent the time-sequence by a line progressing to infinity, in which
the manifold constitutes a series of one dimension only; and we reason from
the properties of this line to all the properties of time, with this one
exception, that, while the parts of the line are simultaneous, the parts of time
are already successive. 15

A little later he adds:
...since our intuition is always sensible, no object can ever be given to us in
experience which does not conform to the condition of time. On the other
hand, we deny to time all claim to absolute reality; that is to say, we deny
that it belongs to things absolutely, as their condition or property,
independently of any reference to the form of our sensible intuition 16

There is something stunningly obvious about these statements in the way
that Kant expresses them, but also complex and challenging. Kant can only
tell us how time and space appear to us. It is our observation of other things
that indicate both the presence of space and time, but we can observe neither
in themselves as objects. Is time a thing? We name a second, a minute, an
hour, but is a unitised measurement of duration the same thing as time?
You mention the American essayist, Joan Didion. What a perceptive and
evocative writer of time and space! There is a crystal-like quality of straightforward thinking, almost a bluntness, in her prose that is nevertheless so
clearly calculated. There is barely a spare word at play. She also wrote so
perceptively on writing, with characteristic directness:
In many ways writing is the act of saying I, of imposing oneself upon other
people, of saying listen to me, see it my way, change your mind. It’s an
Immanuel Kant, Critique, 77.
Immanuel Kant, Critique, 77.
16 Immanuel Kant, Critique, 78.
14
15
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aggressive, even a hostile act. You can disguise its aggressiveness all you
want with veils of subordinate clauses and qualifiers and tentative
subjunctives, with ellipses and evasions – with the whole manner of
intimating rather than claiming, of alluding rather than stating – but there’s
no getting around the fact that setting words on paper is the tactic of a secret
bully, an invasion, an imposition of the writer’s sensibility on the reader’s
most private space. 17

Even here she refers to a spatial relationship with the reader. It seems
obvious that writing is a temporal experience, but we forget that it takes
place in space (i.e. in a room, at a table, in a dwelling of some kind), and
perhaps, like Didion, we direct it towards an imagined reader. There is also
that sense of space in our minds, that the mind (I'm not sure that Kant would
agree) has a variable quality of expanse and location that extends so very
far beyond the physical limits of the body. This may well be imagined, but
we often say we think in our minds, not just with.
But back to Didion. The quote you cite appears so often, all over the
place. But it is incomplete and therefore risks misrepresenting what she
meant. In the form you present here, it seems to suggest a type of
colonialism, ownership of place won by force and conviction. The full quote
is prefaced by a comment on the act of writing:
Certain places seen to exist because someone has written about them.
Kilimanjaro belongs to Ernest Hemingway. Oxford, Mississippi, belongs to
William Faulkner, and one hot July week in Oxford I was moved to spend
an afternoon walking the graveyard looking for his stone, a kind of courtesy
call on the owner of the property. A place belongs forever to whoever claims
it hardest, remembers it most obsessively, wrenches it from itself, shapes it,
renders, loves it so radically that he remakes it in his own image. 18

This oft-quoted passage tends to be referred to as being in The White
Album, an essay on New York at the cusp of the 1970s. It appears in a
collection of essays under the same name. However, if the reader intends to
find this quote in the essay of this title, they will be disappointed (as I was).
It can be found in a shorter essay, In the Islands, in the second half of the
collection.

Joan Didion, “Why I Write,” The London Magazine September 7, 2018,
https://www.thelondonmagazine.org/archive-why-i-write-joan-didion/
18 Joan Didion, “In the Islands”, in The White Album (London: Harper Collins,
2017), 146.
17
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Didion proceeds to describe how Honolulu belongs to the writer James
Jones, writing later:
It is hard to see of these places claimed by fiction without a sudden blurring,
a slippage, a certain vertiginous occlusion of the imagined and the real, and
this slippage was particularly acute the last time I arrived in Honolulu, on a
June day when the author of From Here to Eternity had been dead just a few
weeks. 19

(vertiginous occlusion - A dizzying closure?)
Later she remarks on the quality of the daylight and how she perceives
it as grave because of her knowledge and appreciation of the description by
Jones:
it has rained all morning and then suddenly cleared at noon, and the air,
freshly washed today, was like dark crystal in the sharp clarity and somber
focus it gave every image 20

Rather than about place, the essay opens with a description of the
circumstances of her family (husband and child) in a hotel room with a clear
sense of anticipation, and unease between. As a condition of continuation,
she insists on describing herself to the reader, as someone distanced, and
perhaps disappointed, with the concerns of society and her place in it. For
all her writing about people, time and place, there is a clear misanthropic
attitude at play. The essay closes with an evocation that although times may
pass, and people come and go, only the details change and the passage of
living remains the same. It is, perhaps, her own sense of social dislocation
that gives license for Didion to observe so acutely.
In writing this, I point towards the experience by which makers engage
with others who work in the same medium. There is an intimacy here that
acts like recognition. The act of writing, for Didion, is such an intimate and
reflexive practice (and by this I do not mean easy, or light), an intense
experience of making, in which nothing (and no one) is spared. Her
comments about certain places (note not all) reflect her awareness of a
reflected intensity in the works of other writers. It represents her chronic (ie.
time-based) recognition of intense description of place by other writers. The
fact that the comment sits in an essay centred on the novel From Here to
Eternity, by James Jones, seems so relevant to Forever//Now!
19
20

Joan Didion, “In the Islands”, 147
Joan Didion, “In the Islands”, 148

