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Mike Brown
Arts & Culturol Development Monager. Derbny
City Council and PORMAT Co-founder

Welcome 1o the titth edition of the PORMAT Interncaticnal
Pholography Festival,

Since our last edition the festival hos grown both in terms
o cspiration and stature, Cur guiding periogity remains o
showoose the best of what s happening in internctional
photography todoy, whilst supporting engagement,
understonding and apprecication of photography at all
levels.

Following our 2009 success, FORMAT hos been recognised
internaticnally and we have been invited o join

the prestigious Pestival of Light, a collaboration of 23
photography festivals from 20 countries coound the world,
Our Artistic Director Louise Clemenits, has been a guest ot
rmemy internotional festivals, ond wos a memiser of the
Gromd Jury o the Mew York Photo Festival in Moy 2010,
Importamitly, this has allowed fresh trends cnd new balent
to e uncovered and brought here for you fo see Right
Here, Right Now,

We ore pleased to be able to work with an incredible
range of partners. and the lestival would not be possible
without their support and commitment. In particular this
yveor we would like to thank John E Wright for printing
serveral of the festivial’s exhilkitions. We woulkd aiso like to
recognise the confributions of In-public, the Guardian,
phioto-festivals.com, Fotod, Rhubork Rhubarb and British
Journal of Pholography, all of whom hove created specific
programme elements that e helpad fo ully explore the
festival’s theme,

On o personal level, | am extremely excited by this years
festival. For me, street photognaphy is the purest form

of photography, born out of the unique qualities of the
medium, These being., with the click of the shutter, the
cility 1o freeze a moment in time and show us something
of the world, But thot's just my opinion, take a look at the

armazing photography featured in FORMAT] land see
whert you think!

Canagian Gifl, Route 65, Alabama, 2006 | Amy Stemn



...it's like going into the sea and letting the
waves break over you. You feel the power of
the sea. On the shrest each successive wave
brings a whole new cost of characters. You
take worve affer wave, you bathe in it. There
is samething exciting about being in o crowd,
in all that choemee ond change - s teugh out
there — but il you com keep paying attention
something will reveal itsell - just for o split
second...

This lemdrmnark edition of FORMAT | RIGHT HERE,
RIGHT NOW - Exposures from the public readm,
explores street photography. The progrorrme
presents over 300 pholographers noted Iof
their candid, out of the ordinary, depictions of
everyday lile, laken in whal's broadly defined
as the public realm. The tille refers to the
strategy of the street photographer, the process
of imaging the collision of time, space, place;
an intultive reaction to the world resulting ina
recording of the fromk moment, extracted from
the everyday. The ttle also relates to the ethos
of FORMAT and @UAD in Derby, which is to
work with living photographers both in the UK
and internationally, supporting and injecting
vitality into the ecology of the commundty.
Commissioning new work and contributing to
networks, aongside debates, publications cnd
developing skills, the festival context enables
FORMAT to experiment, contribute to ond extend
what photography s and can be,

A festival should be a site for gathering a
critical rmass, o ruphure in the routine and o
condensation point that indtictes on expoanding
torrent of activity invelving cudiences and
practtioners. It is ot once local and global, on-
line and on-lomd leading to a highpoint with o

Louise Clements °
Artistic Director @UAD and FORMAT
[nternational Photogroaphy Festival

legacy that will run on bavond, PORMAT cims

o be a catalyst for exchange, a place to ploneer
oppaortunities for interculbural dialogue bebween
artists cmd cudiences. The festival works to shore
inlormetion about current pressures and politics
i1 redation to photography, develop opporbunities
for artists o make new work and exchonge idecrs
providing oan internctionad plotiorm and creating
o kind of laboratory for the future,

Sireet photography s cn oot form oo alsoe

be sean as on approcch that stems from the
inventon of the camend. As comeras and the
population in general become more rmobile it
was possible o move out of the studio into the
sireets, 1o walk and o be open o pholograph
whal crossed lheir path, The concept of streel
photography s connected in mony woys o
Surrecdism, though its ancestry lies in o litercry
cnd philesophiodal tradition, the notion of the
Lémenar - a 19the character offien seen scuntering
cilong the streets of Burope hoving no porticulor
Intention or aim while remaining perceptive
cmd attentive to the details they chserve, In
FORMATI 1 the artists in residence. the Collectives
Encounter, develop this ideda further inte the
photoe-collective 1dmewur, Street photographers
during the iconie Surrealist movement were
Iémeurs, now reploaced by ‘peychogeographers’,
who explore and record the world in which

we live, inon era of visual Buidity. Sireet
photography is a kind of exisiential reckoning.
The legacy of it is, that bevend the here ond now,
owar time these lucid meoments and observations
can tell us a considerable crmount about our
histories. These artists play on importont 1cle

in society by reflecting back o us the absurd,

hurnorous and fough moments of owr existence,
mcking tromsporent how we live as o society.



Whert mokes photography o strange invention - with
unforesccable consequences - is that its primeory roow
materials oare light cmd time. 2

By testing, renewing, relecting on and extending

the boundaries of the definition, the pholographers in
FORMATI 1, with thedr intuitive, offen subconscious insighits
on the intensity of life in public, extract the pedestrion ond
cotvert the everyday into the extracrdinary. They work,
Litercilly, in thee grit of the street and within the heort of the
crowd wilh their senses pressed against the public body,
Reacting to the heot ond pulse of the wbom organ, as Broce
Gilden states, i you com smell the street by looking ot the
photo, it's a sireet photograph.” ¥ Street photogrophers

are conjurers ronsforming mercurial qualities of the ciby,
locking its moments in tme to a surfoce for us (o revisit, The
public realm writhes within the cunous or poetic minds of
the photographers in a collision of dualities, both ot cnce
o cbserver and a participant in life. Theirs are important
images, ot only becouse of the craft of their crective
expression ond personal obsessions of their politics spomining
from the humeorous to humble, but beomese in a context of
mediated news and orbitroted representation. individueol
vioices ond their imoges are increasingly more critical.

..the age of Pholography comesponds precisely to the
explosion of the private into the public. or rather into the
credation of o new social vwalue, which is the publicity of the

priverte ¢

Cwer the lost two decades the practice of candid
photography has been intensifying, escalating
undergreund. thriving mainly on-line through the wealth
of photo-dorums, blegs, self-publishing, photo-sharing sites.
The proliferation of digital cameras, home scanning and
cross-media platiorms have enabled global communities
to emerge. Connections through common goals cand
intarest in critique, poer revienw cnd on-line exposura
hove enabled the practice to continue at a time when
street photography was rarely seen in major exhibitions.
Collactive collaborations, networks and individuals such

as Gery Winogrand, Joel Meyerowitz, Bruce Gilden. Nick
Turpin with In-Puklic members and the Hordoore Street
Photography Flickr group have become champions of stroet
practice. Blogs including Street Reverk, Sevensevennine,
Armerican SubwrbX, Flak photo, 1000words, integrate and
champion street photography while celebrating nspirction.
and championing emerging photographers alongside new
discoveries such as the photographer Vivian Mdaer. 2011 has
witnessed a rendissance in street photography - from the
publication Street Pholography Now by Thames & Hudson,
o a1 host of new lestivals also featuring the genre.

Undemstanding and exploging the role of sirest phaotography
a5 om agent for social reflection and expression is now

more important than ever. The field of streed pholography

s developing so fast that some might consider it too soon 1o
properly relect upon. However the democracy of production
focilitoted by the web and the increased fomiliarity in the
recding. consumption and production of photogrophy hos
endabled us, a5 individucls ond collectively, to represent and
express ourselves in unprecedented ways. Photography con
bring crworeness o mportcmt issues around the world: via
the condid imoge we get closer to the subject. Pholo-blogs
omidl niews feeds enable us to see, interact with arnd connect
across borders. From citizen journalism o the Faocebook
album, a5 the: works by the photographers included in

the PORMATI 1 programme contast, street photography

is undoubtedly the most importont genre of our time, os
infamously cquoted in the words of Henry Miller, writer, tenci-
driver, libraricm:

"The newspapar lies, the radio lies, the TV lies,
the streets, they howl with the trath.” ©

Je] BAerererant (i conversoriisn with Calin Westesook], pi, Byslamaoar - A
History ol Street Phategraphy Bullinch Press. Little. Brown and Company
John Bargar, pd7, The andhedpdlody of medias o reader By Wiley
BReckwnell, 2006, Bhockwell Publishing
! Bruoe Gilden = hitps/ /strestphologrophynowproech word press .com,/
*Prokoryd Barilves - pl 31, The Colonsal Homern (Thseary & HEtorny of Liletarmuned
by Malek Allcula. M. Godzich. ond W, Godzich, 1987
* Henury Millet, p302, Punk 'n Games By Kesl Rolinke pulb. Kendall Hunt Pub
Co. 2004



Coparstline No.1 | © Thang Xiao
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Sireets hovve made perfect backdrops to images of urban
life since photography was invented. Chorles Négre's
1852 photograph of three chimney sweeps walking o
work in ecrly morndneg Bght along the Seine embonkrment
is a study of great poignamey os well as on archival
trecsure of social history. In the ecrly twentieth century,
Alfred Stieglitz stood in the middle of a Parision rood cnd
coptured o typieally mundone working dery (A Snopshot,
Poris, 1911 a momn carrying o lodder, o cormioge moving
off into the distonee, and an elegont womem werkineg
slowly in the road, the focus of a corefully composed
SCENe.

Today, we mostly walk the sireets uncweore of the
choreography we create through our movements,

but in these narcissistic imes streets are now stoges

cmd cotwalks, and the function oand tromslotion of the
street in photography has chonged drameodicolly. The
relationship between indoor and culdoor

hos alwaoys been blumred, o story beonutifully told
unfolded in Tote Modern's 2008 exhibition Sreet ond
Studio: An Urban History of Photography, curaled by Ute
Eskildsen, Amongst other things. it demonstrotes how the
two locotions have been used for similor purposes, for
example, in fashion

Many chomges to photographing in public places hove
been enforced by legal moves concerning privacy. As
ecrly as the 19705, lively ond interesting pholographs of
women by the iconic Mew York street phelographer, Gory
Winogrand, were criticized as intrusive and predatory.

THE HERE'N NOW
Sue Steward

Today, carrying i-phones and digital comeras, we ol
hope (probably unconsciously) to become 'Cartier-
Bressons’, "Weegees' or Friedlanders';, some of us even
photograph the dead and dying on povements following
aocidents, ights or attacks, and criminals cnd terrorists
in action. Such amateur deeds oom pay off: the terrorist
attercks on 5 Lembem ericketers in Lahore in 2009 were
first captured on o mobile phone.

Drorneatic chomges in the use of pholography on the
street mork out the decades of the 20th century. In the

19208, Russicm artists had to redefine photography to

fit Soviet directives. Rodchenko's move toweards o stark
acngularity to motch the new architecture ond politics
wos aocompanied by explorations of light ond shodonw
spilling across walls and pavings, and it lounched o new
fermicl cesthetic for streel pholography. Constructivism
still homgs arcund Bussiom photography todoy: the
Erilliomtly original, secretive exploret, Boris Savelev
walked the streets for decodes secrching out cngles omnd
corners of unremarkakle buildings, shops ond doorwoys
and producing sensitive studies of the people inhakiting
them. They are mundome and dromeatic, architecthural
and pointerly. Of the younger generation, the mult-
media artist Olga Chernysheva focuses on Mosoow's
familicr londrarks, metros and porks. and the people
oooupying those spaces. Her explorcations look into the
past in ever more inventive woys, drowing on the time-
layering eflects of refections in windows and vitrines. Like
sovelev, she reveals o poainter's rich palette.



1%

The term Sfreet Photography” is hard to pin down

o= definitions constantly shift. The Germeomn curotor
Michowel Kaiser, writing in Stroeet Photography for the
Purist (DevicmtArt), scrys “[ilt's about community, oven
if it pictures solitude.” In the some book, the gritty
photographer Roainer Pawellek, suggests “[olne con find
(in the street) all thet one needs: geometry, angles,
different light cnd, most importontly, people.” He could
ba referming to Rodehenko's proctice,

The thrill element in this genre can't be overlooked: the
risk of being comght, stopped, even amested is exciting
to some. When Magnum's torist Bruce
Gilden sets out in pursuit of interesting charocters, the
thrill of the search is part of the process which resuits,
nevertheless, in sonsitive black and white portraits. Even
in wertime, stree! pholography has its place and, during
the Bosnia-Serbicn war (1992-5), the award-winning
English photo-journclist Tom Stoddornt depicted powerful
photographs of Sarajevo residents racing through Sniper
Alley’ to avold being shot, The pecple he photographed
are shown to be hercic and hove dignity; he purposely
included well-dressed women as they ran, feet off the
ground, like actors acress o film sef,

The ‘thrill foctor’ of comdid street photography com
depend on secrecy and anonymity. When Walker
Evomns hid a 35mm camera in his coat for the 1938 New
York's series, Subswerys, it encbled him to copture the
trovrallers’ unguenrded poses and facial expressions which
would vanish once o camera appecred. For todoy's
photographers, the attraction of people in metro oorrioges
continues = cnd is widely practised internotionally.

Anonymity citracts and protects the surreptitious
smapper. In the 1970s, the influentiol Amerloan
photographer, Philip-Lorca diCorcia devised o then
technically brillicrit device: he lay in wait like a fox for
passers-by to tigger invisible infra-red lights ond freeze
the moment. From the same era, Kohel Yoshiyuki's use
of infra-red for his series The Park allowed him to move
amongst a secretive community of couples and voyeurs
engaged in sex in the bushes, and to become onlockes-
pooticipomt.

For Andrew Glickmom, a 2011 FORMAT EXPOSURE
exhibitor who commutes to Washington D.C. daily, the
oorriage becomes a studio where he moves amongst
nawspaper readers and sleepers. Anticipating these
images. Wolfgang Tillmoms' 2000 series Picoadilly line,
Circle line, Victoria line, Cantral Line sees him close-up
amongst the squashed passengers, locussing on bare
limbs, an eye, a croppad head, and o shoved arm-pit,
The resulting photographs have the genaping appeal of a
reality TV game-show, but ore alss reminders of Tillmons'
perfectly calculated, unpredictable compositions.

In 2009, the French waor photographer, Guilad Eahn,
produced portraits of local people in an Afghan
community, seen through the window of a moving US
Army armoured vehicle, In similar vein, the Mexicon
tend-driver Osoor Fernomder Gomes uses his cor window
to frame scenes he passes. Detached from their original
context, the significanece of those photographs to this self-
tought photographer is, he soys, this: *T see my former
life, the time before I got my toxd cmd when [ was living
on the streets.” The London-based Dougle Wallace also



distances himsalf from his subjects; he stomds cutside
troin, bus ond cofé windows exploiting their reflective
cuaclities, creating a rich lonvering of informeotion cmed

o beoutiiul cocophony of colours and patterns. For the
crewrcrd-winndng Ircmibcm photographer, Mehromeh Stashd
the use of digital momipulation, cnd interweoving of
Tehtan street scenes and portradts of hersell unveiled,
open-iaced and smiling, results in lusclously colourful
images, courageous represantations of women inhobiting
the streels where such openness is nol welcome.

A cerlain ‘sneakiness” is scmetimes required to aogquire
photographs withoul being seen. | botrowed the word
from Bruce Gilden who proudly describes his technigue
o= sneaky’ - based on playing tricks with how he holds
the camera to ovoid attention focussing on it, For the
eccentric Czech photographer Mireslonw Tichy, his
strategy was touse hand-made cameras modes from
recycled parts, People were never convineed thod he wos
o real’ phetographer so they ignered his presence. Tichy
exclusively photographed young women in werys thet
are tender, sensucus, sometimes mildly erclic, He wos
undeniably a voyeur; he lowved fo watch women lost to
rectlity and time, reading, sunbathing. ving on grass with
eyes closed, drecming. His recent fame has disupted his
method.

Another core clement of street photography is story-
telling. The composer, film-maker and photographer,
Michoel Mymeom, who spent much of his coreer
composing film scores, recently unwveiled his films cnd
photographs at the Bexhill De La Wenr Povilion and

emerged os o master narrator. Myrmam's curkosity about
people and his acutely uned eyves are applied ot both
lergpe and close-up scales, As o world fraveller, he
decuments metal-becters ot work, street-traders and
customers, old people shifting dominces, o Portuguese
rmom baning his battered guitar. He removes background
detail and closes in for psychological portraits of people
lest in priverte, mysterious moments eliciting expressions
impossible to aocquire in a formal studio set-up.

Michael Nyman and moest of the photographers
discussed here, exemplity what the Belgion artist

and pholographer, Francis Alvs describes as a

socikl kmdscape,” His intersst in “the ways people
have anonged themselves” s revealed in his 1999-
20046 zeties The Sleepers, whete dogs and people are
coght unorwores, sprenerled oand curled in the throes
of sleep or doze, Iving on benches or bare concrete, By
photographing of ground level, he introduces grecter
dreoma to the suljects and a humone understending for
their situaction

In this condensed overview of sireet photography, meny
motifs cnd stredegies recur despite the droomatic social
and technologicol chonges that hoepre coourred since
photography was cnnounced, Todeay, we com look back
oty the myriod infuences and styles, thecretical, practical
and aesthetic approaches, becouse we have such a
spectoculor, internotional body of work o compore.

Andd thert is a reminder that even bedore the term stroet

photography was colned, it alwenys happened.

mn



LI



FORMAT
FOCUS



Erisge G

e3tival




Image © Bruce Gllden ! Magnum Photos



Eruge Gildén
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Raghu Rai
Wieman Carl Pusher Della 1979
fram the serles Invocation Inlndia
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A dark street in the early morning hours, splashed

with a sudden downpour, Lamps form haloes in the
rurk, In a walk-up room. Glled with the intermittent
foshing of a necn sign from across the street. a maon is
waiting to murder or be murdered | . . shodow upon
shadow upon shodow . . . every shot in glisiening
lowe-kay, so that rain always glittered across windows
or windscreens like quicksilver, furs shone with a foind
halo, faces were barred deeply with these shaodows that
usuclly symbolized some impriscnument of body or soul
(Greenbery and Higham guoted in Silver and Ursini
1996 65)

These are the unconny spaces of flm noir - formilior
and everyday wiban locations that when painted by
light and shadowed dark, hounted by neon and by the
paranoid glomoes of aliencted, cnatious eyes, become
stromgrely unfarmilior emd troubling. The uncanny, as
Micholas Royle reminds us, "entails a critical disharbonce
of whet is propar ... of others, of places, institutions and
events, It isa crisis of the natural ... one's own neture,
human neture, the noture of the world .. it s a peculicr
commingling of the fomiliar and unfarmilice’. (Royle
2003: 1) This is the lakyrinthine terrtory of film nodr. 5o,
Walter Nefl in Billy Wildar's masterly Double Indemnity
{1944) walks the spectral streats of Los Angelas without
hecring his own footsteps as if he s already a ghost
commenting Thlow could [ have known that muarder
can sametimes srmell like honeysuckle? In the noirscaps
inversion becomes the norm, 50 honeysuckls smells

of murder, supermerkets ore where murderous plots
are hatehed, and even in amn afusnt sunlit subsuarsor
Toorm, the Venaticn blinds seam to carve up the hero
amnd irap him in shatts of deep shadew . Oubside in the
challenging half-light of the street ambivalence woits,
insecurity shimmers, and doubts infrade. The frerming
architectures of flm noir unlock uneasy emdsoapes of

i

NOIRSCAPE
MNeil Camplell

repressed longing and intense desire; once forbidden omnd
buried. now suddenly, imevooobdy unleashed - this is
nodrscape’s hounted and hounting werld, In this twilight
zone the geographical and the psychological entwine, as
il 'the darkness outside was coextensive with the darkness
inside’ so that this fatal fusion of dark Ggure and dork
ground ... constitutes the essential ambience of filrm neoir,
(Spiegel 1984: 33)

During the Nozis' rise to power and World War Twao,
many filmmakers like Fritz Lomg, Billy Wilder, Edgen
Mroet, and Roloert Siodmak, left Burops for the United
Stotes engendering the development of Blm noir. Its
characteristic aesthetics owe something to German
Expressionism cnd French and Italion Realism and yet it
wias a spacial chemistry created out of the colliston with
hord-bolled writing in the U.S. by the likes of James M.
Coin, Cornell Weoolnch and Roaymond Chemdler, and
with the urbon milisu of the 1940s and 1950 that touly
sperwnied its characteristic mood. Noirscapes are hybrid
territories with no single point of orgin, They are powerful
contact zones where Expressionism, urbemn crime Gction,
Freudicmism, the poantings of Edweord Hopper and the
terrible crime photographs of Arthur Fellig (Weages)
amangst memy other influences, interfuss and meld to
credats its undicque and powearful anvironment. Seeded in
ihe rich sod of Hollyweod, flm noir traced o dork anti-
mythography of Americo, the Sip side of the suburban
consensus with its fomdly values cnd wholesome, hord-
working, cepirational lifestyles, Molr fraces, in Reymond
Chemdlers words, o world gone wrong, o world in
which, long belore the atom bomb, civillzation heed
created the machinery for its own destruction . The loow
wiets sormething to be memipulated for profil and power.
The streats were derk with something more tham night
(Chemeller 197.3:7) Its norrertives dromatise ond visucolise
short-cuts to the American Draam, peaple selzing inoo



momeant opporiunities to get-rnch-quick. o get the money
o, just moybe, to get the womaon too. Of course,
noirsoape extended beyond the USA, most notably In
Jules Dassines Wight cnd the City (19500 recently refermmed
to o5 the supreme exomple of London noir’ becoause of
itz hiybrid’ melding of Americon. Europenn and British
influences upon the creotion of a dork world of Soho sex
shops and gomg waors', (Pulver 20100153

With its chicoosouro lighting, distorted comera angles cnd
excessie symbolism noir sprung from the imaginotions
of cinematogromhers and directors, often working with
limited budgets. sseking to mondmise the eflects of whd
Mike Dovis called subversive cinema’. (Davis 15990 413
Moirscape constructs o cloustrophokic, dislooated and
paranoid urban world with pools of light under street
lomps, muted alleywoys, femme fatalss, murderous
desire, criminality, sexual advenbure and promiss.
Howover, noir's powier stems os much from juxtaposing
the ordinary, oS if existing in o shadowlond of desire,
always on the edge of becoming some atered and
tromnsgressive ambdence; Tthere’s something about the
dead silence of an ofice bullding ot night... Not quite
real’, scys Fhilip Morlowe in Murder. My Sweet (1944),
with the street down below and the imminent reflection
of Moose Malloy in his neon-inflected window. In the

its dominomit forms, unnerving psychologicdl spaces
where the past hounts the present, the unfamiliar and
the familicr intertwine, and every action hos primal
consequences somewhere in the night. The opening of
Julss Dassin's semi-documentary The Maked City (1948),
for example, the camera swoops down onto New York
surveying the metropolis and telling us Ta) city has memy
foces whilst gradually moving us closer 1o the intimate
details of the lives contained and entrapped within it:
"We see the outline of the boroughs, the lighted bridges

thert link them, the lghted arteries cnd veins, the upthmast
fingers of stone ... The pulss of a city like the pulse of a
mam’. Eventually the fim takes us into the lved street lite
of Mew York, its aporiments, offices, ploaygrounds, back
alleys and subway frains o tha its very liteblood, ils
very ‘pulse’, becomes as much o part of the film as the
cheractars themsalves, As the Slm fornously put i, Thete
e eight million stories in the noked city. This has been
one of them'.

From The Maoltese Faloon (1941) 1o Touch of Evil

(1958) film noir evolved in it ‘clossie’ perod towords
increasingly psychotic ellects and staging whete
disordered cmnd discrderly desires found expression in

a mise-en-soéne awash with jogged edges, distorted
angles, and pisrcing light cnd derk constomthy
suggasting the psychological traps and social constraints
ensnaring the choracters'. (Lipsite 1990: 200) Above all,
these cre films of intenss affect - desire, envy. anger,
hote, viclence, pain, longing, absence, love, loss, -
powerful emotional, sensational, and bodily journeys
whose destinedion is less importomt them thedr process of
arrival. Through this triggoring of sensations’ noirscope’s
meaning is not found in the surface detadls of the
narrctive, but rather 'in its shadows, In the intemgibditics
of tone and mood ... in which stylistic performeomos
threatens continually to overwhelm the telling of the story
[emd] ... where senscrtion overwhelms sense.” (Enitndk in
Clarke: 197 :98-04)

And this s why filrn nedr survives: with its ‘pervasive
indeterminacy of meoming’, pregnont with cffects
conveyed through cnematis effects; provoootive cnd
thoughtiul feeling and senscton carred on on cngle of
vision, a de-frammed look, or a pool of lght ond shade.,
Tk with something more them ndght, the neir city is
a reclm in which ol thed seermed solid melts into the
shordows, and where the trerumeas ond disfunctions



experiencad by individugls hint ot & brogder crisis of
culbural sell-figuration engendeared by urbam Ameriod.’

Since its zenith in the forties and fifties, the legaoy of noir
hers spread for and wide - from Kurosowa's High cmd
Lo (1963) to the French Mew Wove of Alphaville (1965).
John Boorman's Point Blank (1947) to Roman Polanski's
Chinatown (1974) or Bidley Scott’s Blade Funner (19582).
the prolifercdion of ‘nec-noirs’ in the eighties ond nineties
like the Coen brothers” Blood Simple (1984), John Dahl's
The Last Seduction (1994), and Dennis Hopper's much
underrated The Hot Spot (19%90), or more recently Fronk
Miller and Robert Rodrguez's Sin Clty (2005). Colour and
larger budgeds may have intruded into nole's domeodn
over the yvears, bul some things never chonge; desire,
anxiely, criminadity, disillusionment, and psychic unecse
confinue to pervade these Blms. Although never exacily
o genre in any detined or restrictive sense, film noir is
recognized however by subtle quadities of tone or mood’;
o distinct and evolving style, as Paul Schrader famously
paak it (in Silver and Ursind, 53) The pleasure of nolirscape
is conveyed by these moods and tones and by our
journey as viewers through such torrid worlds of affect
and sensotion:

The choracteristic noir moods of cloustrophobic,
poarcmoia, despar, and nihilism constitute o world view
that is not expressed through the ilms' terse, elliptioal
diglogue. nor through their confusing, often insoluble
plots, but ultimately through their remarkable style.
(Ploce and Peterson in Silver and Ursini 1996: 45)

For these reasons, the aesthetics of ilm noir travel into
and out of other media such as advertising, television,
animetion, and, in particular, photography which
seemed to respond naturally to what Schrader sow as
more ‘choreography than sociology’, working "out its

conflicts visudally with the theme .. hidden in the shyla”
{Schirader it Silvar and Ursind, 62, 43)

Thus photedgraphy hos enjoved o symbiotic relationship
with film nair, appropricting, as David Campemy writes,
‘a sheorthand style or mood | 4 set of visual motits’ bul,

at its best, always moving beyond this 1o engage with
psychological complexity: guill, suspicion, jealousy.
betrayal, weakness, revenge. (Campany 2008:141)

In angles cnd framings. revealing details, drameotic
lighting, obsoured figures. or in hali-suggested norratives.
noirscapes echo through the wotk of Weegee, Rolbert
Fromk, Williomn Elein, and later infuse the pholographs of
Helmut Newlon, Daido Moriyama, Cindy Shermaon, Philip
Lorea D Corcla and Gregory Crewdsen, The latier, for
example, s g renchont admirer of Edword Hopper and
lists Vertigo (1958, Might of the Hunter {1955} and Blue
Weldvet (1984) in his top fve lms (see Focus Peodures wels),
simllcly, Bruce Gilden's ambitious project Gongster Types
and Tough Guys (2010 works with noir types whilst his
confribution to The Image to Come: How Cinerna Inspires
Photographers (2007 showed his photogroaphs achually

in diclogue with video screens of classic nolr flms like
Desssin's The Naked City. However, nolr's influence has
been transnoational, present in Japonese-Americon Yalchd
Hiked's Imprint (2008) with its gradny New York world of
light amd shadow filled with bizcrre chjects, anonyrmous
individuals and desp angularity, or revealed in Pussiom
amigré photographer Viad Veleshin's commend thod "Moir
turns "Amercon Dream” into "Americon Mighimore®

and this s one of the things that inspire me', (n Coplous
Magozrine web) In Mitra TabizZon's serles Correct Distones
(1988}, we discover a collection of moody fermme foaioles
in scenes aither direcily mirroring moments from rel

filrm noirs or somehow reimagining them. Finally, os i to
demonstrate this extracrdinary cand persistent interest in
filrm noir and photography, in 2007 Annde Lelbovitz was
commissioned by Vanity Fair o create on elaborate nodr



photo-shoot of am imagined lost’ classic, Killers Kill, Daad
Men Die in which o host of lomous actors pay homage to
specific filrns such as 19475 Out of the Post, or reconsinuct
vorious crchetypal noirscapes. Interviewsd about the
project, Ledbovitz scid,

I ciidn® wemid bo shoot in block ond white, although we
did de-saburate the color. I wonided o modern feel. with
reforences to the ecoller porded through body kmgacge
omcd story line. .. s like cochitechare: i youTe restoring
of howse, you com't restore it exoctly the way it was
otigincdly. If you bry 12, something looks wrong. [ liked
ther contemporcry aspects that shook things up. You
need o go forword, (Leibovitz wel)

Allhough Leibovitz's projfect wos ultinmordely an exercise
in gloornonar cored postiche, locking the undetlying
disruption and nstodbdlity required of ue neirscopss, i
does, however, reilemate the longevity of the style and
ils mterest to visuwdd artists. Her comments too explain
how ond why nedrscapes evelve as oan 'architechure’;
moving ‘owt of the past’, uncoannily combining the
foormilior and known with the unfoomilior ond unknown so
s to 'go forward’ imaginodively cand aesthetically asing
established devices whilst exlending and developing
e style cnd ils purpose. A their best, noirscapes have
a lexible copacity to tell very human stories of allective
powel through theln ‘pervasive aura of defeat and
despalr ... imoges of enfropment, [cnd] the escodating
derangement of its leading choracters'. (Hirsch 1981:21)
They are existental stories from the streed that seem.

inevilethly, timedess and apposite, revealing and

frovddling, bt cdwenys encdlessly foscinoting cred honanting
- the eday drearmwark of the city.
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In recent yeors the rights of photographers to take
pictures in and of the public realm hove been colled into
cquestion by o society both fascinated by, and poranodd
about, exposure. This surveillance phobic, of a time
when everyone hos g camera and citizen journalism
only grows, has made the job of the documentory
photographer harder. I is therefore timely that FORMAT
Festival's exploration of pholography in the public reclm
includes bwo exhibitions by Magnum Pholos, one of the
workd's oldest surviving documentory ogencies,

The cutdoor exhibition Toake to the Streets, situcted in
Derby's Market Place, presents seven projects by seven
Mognum photographers under the umbrella of 'street
photography’. In addition to this, Bruce Gilden, known
for his distinctive black and white documeniary, has
been commissoned by FORMATIL] to h i
the city, work that will be exhibited under the titfle Head
On. Alongside the exhibition programme, Magnum is
running 4 street photegraphy workshop with Gilden,
Richard Kabver and Chris Steale-Perkins.

Founded in 1947 a5 a collective owned by its
photographer members, Magnum's early photography

weis humemistic or ‘concerned’, and primerily journalistic,

Documentary photography has undergone huge
changes over the past &0 vears, in terms of purpose

and dissernination. The agency has been a microcosm
lor these chemgpes and our contemporcry membership
reflects the broadening of approaches to, and contexts
1o, story-telling. However, photographing in public,
without model relecss, o produce an unfettered account
of the world around them, remdins a major part of the

work produced by Magnum photegraphers todeay,

PHOTOGRAPHY IN THE PUBLIC REALM
Sophie Wright

Street photography’ is in many ways shorthand for
photographing in public. The term has experienced
something of a rencissomes recently with shoot
expariences, books ond online Flickr groups ol
chomplondng s Importance. This is due in no small

part to photography's greater aocessibility and the
burgeoning amoteur /professional morket. Mo doulbt
pressing debates arising from the UK government’s
challenge to the dghis of the photographer to work reely
in the public reclm, have also brought the term into maore
populor parlomee, Bul, what exactly does the lerm mean
o how does [t relate to Magnum's history?

Making the city street its stage, street photography's
subject is the everyday interplay of people, traffic and
urben architecture, The main arteries of cny city coe a
melting pot of humanity boadonced between order cnd
choos, Sreet life was o populor subject in art before

the invention of photography, The eighteenth-cenbury
pointer Williom Hogorth feund rich subject madter for
social commentory in London’s bustling thoroughfores,
The mid-nineteenth-cenbary poet and philosopher Chorles
Boudelaire's Bimewnr was inspired by Poris street life: this
gentlemaon siroller, symbolised the century's burgeoning
medernity cand waos both participont ond ohjective
obsarver.

With the advent of hand held cameras in the ecrly
twentieth century, the akility to spentemecusly record
and porticipate in the life of the streets brought the
ifmeur into the literabuare of photography. An exhibited
Surrealist before taking up photojournalistn, Henr Cortier-
Bresson's ecoly pictures, such as Behind the Gooe 5i-
Lemore {1932, combined the hetitage of the 88meur with

e



Surrealism’s remsiormative vision. ©f his approach in this
patiod, he said: "1 prowled the streets all dory, leeling very
strang-up ond ready to pounce, recdy to trap’ life." !

In the ensulng yeors, although pursulng photojournalism,
Cortier-Bresson mainiained his belie! in photography’s
abllity to elevate redlity. The coalescing of multiple
compositional cnd nerrative elamends into one undfied
irnoge was to be defined in his publicetion of The Decisive
Moment in 1952,

For mony, Cortier-Bresson is the godiather of street
photography cnd the decisive individua image, grecter
them the sumn of ifs parts, s the prize sought by momy
conternporary sireet pholographers. However, straot
photogrophy os produced by Mognum's mermbars,
Crootier-Bresson included, has often been port of longer-
termn projects ond lorger narratives. For excmple, the
ecliest body of work included in Take 1o the Streets,
Brung Borbey's The Balioms (196043, follows in the
radition of Rokbert Prank's The Ameroons, (1955) n
striving to cophure the spirit of a notion. From 1951

o 19404, Borbey, still in his ecoly twenties, fronversed

the streets of Italicm ctbes, producing remorkobdy
unselfconscious portradts of their inhabitomts be they dogs,
nuns, workers, beggors, of madia members, They were o
lepunch Borbey's coreer necaly ity veors agoe cnd todory
present an engoging, historis record of the Boliom people.

A meore contemporary documentcry of the spiif of a
place 5 Alex Webb's Istankal: City of A Hundred Noames.
Published os a book by Aperture In 2007, it evolved

out of a longer-term project unning over several yeors.
Webkh's high colowr cnd fuld compositiona style is hugely
distinctive, Drawn throughout his caresr to document
ransitonal lecations, Istonbul’s position of the crossroods
o Burope ond Asia provided his photographs with rich,

multi-layered subject matter. In contrast to Barbasy's
porircture, Webb's ploiures record the interweoving of
Istonbuls inhaldicmis with their envitonment. Their lorms
oscillote between lght and shodow and are mirrored in
rmulliple reflections. This movement echoss the constemit
rhythim of fermes crossing the Bosporous, the physioal
bordar between East and West, cnd embodiment of
Istombl o o ety in fus.

Raymond Depardon's subject has often been travel

cmd unfamilien places unlamilisr to him, photographed
with grecat clarity and tachnical skill. Maemberttemn Out,

27 images shol over bwo trips o New York in 1980 cnd
1981, differs from this later work in that Depardon cadad
contrel of these pictures in an approach relying heavily
on chanea. Shot from the hip. using biack cmd white
filrn emvd o Ledoa, this wos a techndoaque chosen for its
discretion. Yel, freoned within its citysoape, his subjects
often engage with his cormera despite his intention. &
mix of personal ond assignment work for Liberation, who
in 1981 commissioned Depardon to shootl a daly image
of the city, his photographs are high contreest and wide
ongled, lending them a robust dynamism analogous
with New York.

A colour counterpoint to Depardon’s bold bBlack

cmcl white aesthetic, Costa Manos' Americam Colour
orginoded In the ecrly 1980s, Evolving into a ong-term
personal profect, resulling in two books, and spananing
ovel two decodes this collection of images, taken
mostly ot public events in Ameroa, has as fits subject
the visuod kaleidoscope of Ameroon culture. With no
specific noorative in mind Memos” uld and often surrecal
compositions nstead explore colour and light and the
tremsformotive power of photography over the everydoy
A love of the absurd defines Fichord Kalvar's Ecrthlings.



Dording from the late 19605 onwards, his black and white
photographs record stramge cnd disjointed moments
within the Low of daily life. In a split second a flunny
expression is caphured on the face of mon in g square in
Tialy — hilarious and deceptively simple, it represents g
moment patiently hunted down. Kalvar's performers coe
not abwerys human: anthropomorphic images inclede

a cog hunched in a human pose on a pavement ancd

a bear seemingly rolling on his back with laughler.
Incnimate chiects are also transformed, like the tree trunk
thot becomes a pair of legs through the camera lens,
Combined these pholographs urge us nof to take life too
setiously.

Chris Steele-Perkins’ Tokyo Love Hello (2007) is born from
his experience of living part-time in the city, Almiost
dicristic in nature it combines individual imoges of city
lifer, with mere personal photographs. the
phoetographer’s mole o5 participont as well observer in
the nonrative of the city, Tokye's mix of tradition cnd
meodernity is porfrayed in colourful pictures of sumo
wrestlers and harijuku girls, salcry men and karacke
bars. These jostling often gently humorous impressions
are interspersed with pichures of Blurring necn., troin
stertions cmd street crossings.

Mogmum's relotionship with PORMAT begon with the
originction in 2007 of Trent Porke’s block cnd white series
Dreamn Life & Beyond (1999 - 2002), the first exhibition

of this Australion photogropher’s work in the UK. Taken
on 3amm, these ecoly, flmic, sci-fi street photos set in
sydney, embodied his cutsider stotus o3 a newcomer to
the city. His Coming Scon (2005-0) comprises o series of
large-formeat oolour imoges, that sees him slowing the
photographic act down in erdet to explore the physicaliby

of the city as mach as its people. Hill embodying Porke's
masiery of light, these street mages mimic the perfection
of the manufachured image.

Bruce Gilden's distinctive street style is less observational
them confrontational, A fearless New Yorker, he often
trespasses inko his subjects” personal space o fire a osh
in their foces. The resulting imoges are tightly cropped
poriraits of street life ot close quarters = in your lace,
sometimes grotesque, abwonys unvarnished. These cre
people on the back fool, taken by surprise, ambushed,
intermupted. rokbed of their self-possession and
tromstormed. In his new serles Head Cn, Gllden condronts
the inhabitonits of Derby.

Ecch of Mognum’s photographers interprets street Hie
differently. Each has produced both stemd-cdene imcges

and narrartives exploring the identity of a people or
ploce, Working within the fromesrork of a location,

these projects often investigote the act of photographibe
tromsformotion itsell. Boch photographer’s position as
participemit omnd observer s hugely nucmesd, from
Depardon’s physicol detochment from his cormera to
Steale-Perkins semi-cntoblogrophy. Whot unites this work
is the streset, cmed thot all these imoges ore spontaneous
rather thon posed. Magnum's decurmentory relies on the
photographer’s cloility to photograph unchallenced. If we
resign ourselves to o future of restrictions and the blurring
of foces in street images, what chomee will the new
genetotion hove to continue innevorting into the next
cenibury?

Henn Contier-Bresson. The Mind's Eve: Winhings on Phafogmaphy and
Fhotographers. Bew Yook Aperiure. 1999
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THE RIGHTS AND WRONGS OF SHOOTING IN PUBLIC

street photography is as old as photography itself - one
of the frst photographs taken was of the Boulevard du
Ternple, Paris, shot by Lowis-Jacqgues-hMandé Daguerre in
1838, But street pholography as we now understand it
developed in the 19305 when portable coarmeras such o5
the Jomm rengefinder appeared, allowing photographers
Henr Cortier-Bresson, Robert Doisneou and, kater, Joel
Meyerowitz. Helen Levilt, Bruce Gilden and momy more
to take clossic off-the-culf shols, Street photography is
now d global phenomenon. os Sophie Howorth's and
Stephen Mclorens recent book, Sireet Photography Mow
shows, proctised internationally. Often up close and
indimedely indformal, it gives viewers a §y-on-the-wall
insight indo modern wbhan life,

This intirmote, unguorded look has, howevert, also londed
sireet photographers in hot woter, Franee hos led the
wary in legally controlling photography in the public
recim, with o stringent set of privacy lows based on

a single senbence in the French Civil Code: “Everyone
hos the right to privacy”™. Added in 1970, this sentence
wiots reinforced in 1995, when the French Constitution:al
Conart ruled thod privascsy woas o constibutionad right, and
included toking cnd publishing pholographs of cn
inclivichecl without his or her cuthorisotion, UK privocy
lorwrs o Jess siringent, but they exist, and photographars
con be prosecuted for horossment; photogroaphy in public
ploaces is also governed by many other meons. Special
permission is needed to take commercial irmoges in
Tradalgor Souare and Porlicoment Soquore, Tor example,

Diane Smyth

and private componies are free to cutlaw photography
on their premises - including shopping malls and in the
cstensibly pubklic spaces along London’s South Bank and
the Soatchi Gallery.

Ovey the kast ten yeors, anti-terrorism lopws hove hod

by foar the biggest impact on the right to photogroph in
public spaces in Britedn, storing with the nonw-infarmous
Terrorism Act 2000, Sections 44 of this Act allowed

police officers to stop-and-secarch oany individuel in om
area deemed to be ot sk of attack and view his or her
imoges. In practics, this meoant photographers could also
ke stopped from taking photographs, os Pennie Guinton
found cut when she was detoined for such o lengthy stop-
ond-search that she was prevented from photographing
o dermonsiration outside an arms fodr, @uinton ook her
cose to the Burapean Court of Hurmem Bights which, on 12
Jonuary 2010, raled that Section 44 was illegal adding
thot there wos "o clear risk of arbifroriness in gromiting
such brood discrefion to the police officer”, On 08 July
2010 the Home Secretary, Theresa Moy, announoed that
Section 44 could no longer be used agoanst individueols,
ond on 26 Jomuary 2011 she aodded that Section 44

wiots o be replaced with "o more tightly defined power
allowing o senior police offoer cuthorisomion for stop-
cind-saarch powers whete they hove recson o suspect

o terronst otterck will toke ploce ond searches one
necessary o stop i, In proctios, mony pholographers
hove been disappointed by what they see o8 miminmal
chomnges o the origine lomr.



There are also other deterrents to photographing in
public places. The Terrorsm Act 2000 incorporates other
sections, including Section 43, which com be used fo stop-
amd-secrch cmy individual if a police officer reascnakly
suspects he or she s a terrorist. This power has bean
broadly interpreted, however, as 15-yeor-old Jules
Mattsson discovered. He was stopped and searched by
police officers using Section 43 after photographing young
cormy coded officers in front of Buckingharn Polace on 08
July 2010 - something the cadets’ supervisors had given
him permission to do. Two wesks previcusly, a police
officar hod also stopped Mattsson from photogroaphing
yvoung coadets in Romiord, claiming he presented a
threot under emiti-terrorism lorwes, cmed thert it was lllegal
to take photographs of children, army members o
pobice oltcers. This statement wors not entirely coocuncie
a5 krwryer Rupert Grey explaned ot The Social, cm event
on 25 October 2010 orgemised by the British Journel of

Photography and The Photographers’ Gallery:

“Fhotographers cre well within their rights to shoot

in public places, with three provisos — chemges of
hemessment, chorges of making of possessing indecent
images of children, and Section 43 of The Terrorism Act.”

Photographears mory certainly be chorged with
hamassment, but in general the infraction will need 1o

horve ioken place over an extended period of time to
result in legal action. Decent’ photographs of children,
inchuding photegraphs of children in public places, e
perfectly legal, even if they cre always frouaght with
difficulty. Phologrophing members of the armed Iorces,
police or intelligence services are problematic under
Section S8A of the Temcorismn Act 2000 and Section 74

of the later update. the Counter-Terrerism Act of 2008,
These niles torget conyone whe “elicils or attemnpds to elicit
informcrtion about [members of armed forces)... which

is of a kind likely to be useful to o person committing

of preparing on act of terrorism”, cnd comn lead hoth to
irmprisonment for o meodmuam of 10 yeors and a fine
Fhotographers hone been ouick to report abuses of this
power, howevel The Counter-Terrorism Act 2008 is still in
ploce, and the 26 Jomucoy 2011 Home Office report thed
cltered Section 44 recommended that Section 58A should

ned e repecied.

The irony is, of course, that since the 19905 the UK police
force hos incheded cmongst its numbers groups devoted
to gathering evidence against individuals such os
photographs, videos omd oudio recordings - the Forword
[nielligence Teams (FITs, also known as ‘spotters). The
inclividuals who cre photographed or recorded dom't
hove to have committed criminal offerces, or even be
under susplcion of hoving committed them; while the
FiTs corer mycst often ssen o lorge-scale gotherings such
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23 Auguskt 1956 | Vivian Maler

1 Mo

1954, Mow Yoek | Wrvia

Yivian Maier

Basides baing o proliic photographer, Vivian shot
film theoughout her lite. PORMATI I presents her films
edited by John Maloof, which coe full of ncstalgia
and interspersed with still moments, made in 1960
- 1970 Chicago while walking the streets or on the
frain. They undoubtedly oast light on her chiective

':"“I F"’L P T I LI - foscination wilh the details that she cophures

S ———, L P photographically as she focuses in on the extro-
ordinary Bow of lile and the enigmatic noarratives of

fhe shreas,

s -

Viwian Maisr lived life on her own lerms. Pew people,
much bess artisls, create without the views of others

in mingd, Yet Maier did just thal, g simple nanny

who left Behind ower 100,000 negatives, prints. ond
home-made documentary flms thet she hid awerny
from even those closest to her. The quality of her work
cstounded the world and led to international interest
in who this mysterious woman reclly was
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Ragail Gat
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In-Public

Survey exhibition of over 60 images by ol 20 In-Public membsers:

Christophe Agou, Blake Andrews, Norelle Autlo, Fichord Brarn, Melanie Binsg, Adrion Fisk, Dovid Gilson, Mils Jorgensen,
George Kelly, Jellirey Ladd, Jesse Marlow, Andy Morley-Hall, Trent Parke, Gus Powell, Mick Turpin, Mot Stucrt, Poul Pussell,
Oifo Snoek, David Solomons, Amand Willett

In-Sight

Showing continuously ot as port of the survey exhibition, In-Sight is a short revealing documentary commissioned for FORMAT.
Hick Turpin, the founder of In-public gets behind the camera and into the minds of the photographers in action on the street.
Filmed in the UK, USA, Holland and Austredicn using innovative miniahore comera technology that places you right on the
hotshoa, the film reveals the photographers approaches, motivations and technicues.

Wi in-public.com



Audrlan Frsk
MHE

e inepublic, comfadrianfisk

Amani Wilen

wowree = pultdlicc omula man e Pledt
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Andy Maoriay-Hall
Swateboardes

WAL PP o commiandrmeley-hatl

Blake Ancdreess
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Christophe Agou
Ungitled

waentin-public comichristaphesgou

David Gibssn
London, 2008

VAN, | N-prsndic g omrudas o b






Gus Powell
The Lanely Oned

wasan. in-publiccomiguipowedl

leffrey Ladd

wisd in-public comijeffreyladd






Moelanie Einzig
First Awenise, New York 200

whwL iRl comimelaniseineig

Harelle Awtio
Spoity Dog

wawean in-public comihanelesutio
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Otto Snoek
Drgrtrmund, centrum 1 Bopue

wesaLin-public comfartasncek

Paul Ruessel
Brtal, 2007
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PHOTO 2.0 — ONLINE PHOTOGRAPHIC THINKING (REVISITED)

The Internat hos chonged the way we consider
photography, and the medium has undergone
remarkale tromstormations of every level. Mo longer
restricted o the gallery wall or the printed page,
photography now regularly—and sometimes exclusively—
appears on computer screens. In the past decade,
photoblogs. online magozines. and digital galleries have
reviolutionized the way we lock of photogrophs. More

signitiocmitly, Web 2.0 is influencing contemporary photo-
culture around the world by connecting internotionel

cudiences to art experiences, enabling the discovery of
new work ond presenting never-before-seen chomnels of
expression and communicotion. These ore exciting times
for image-makers wishing to publicly show their work
Armed with a computer and an Internet connection, the
215t century photographer con shore his or her visual
ideas with a worldwide cudience of pears, fons, oand
patrons. Thess dartists are redefining the medium every

dary

In his essay, Online Photegraphic Thinking,' pholographer
Jemon Eveamns explores the noture of digital media and

its impact on the processes of making and experiencing
photography:

[ the inevitable and fremkly tedious digited versus
cnalogue debate, my position is one of elther fand. Both
systemns olfer distinet possibiliies, but [ ultimertely beliewve
that they cre just different skdes of the sarme coin.

He's right, of course—the way d picture locks 5 relatively
similar in print and online, bul seeing om irocge of on un-
calibrated monitor is hardly o substitule for experiencing
1 book or print as the artis! intended. Still, screen-based
picture constraints shouldn be the sticking point. We
instinctively foulted the web Lot its deliciencies as an

Andy Adoams

image-delivery mechanism. Instead of recognizing digital
media’s distinctive qualities, we cursed its inferiority to
perform at traditional standards of expectation. Evans
argues for an exponsion of “what photography oon ba”,
cnd his plea is significont beoouss i champions the
Internets unique potential for pholographic publicotion,
exhibition ond distribution

Photography has been marriad o publishing from

the beginning. Historically, and particularly before

the popularity of gallerties and mussums devoted to
photography. the printed page has been the ultimate
venue for viewing a photographer's work. Until recantly.,
mogoEines, journals, and books wers the primary oullets
for circulating photos. But printing photography can be
costhy, and theretore photobook runs are usually limited.
Cnline publishing—especially blogs, but also social
networks and photo-sharing websites—radically alters the
relationship between photographers and publishers by
empoweting the former to engage directly with the public
at a fraction of the cost.

This broad access to online publishing hoas been met with
scepticism from some corners of the photo world. Though
the stigmea is fading., concern still lingers about amdateurs
cormpromnising the guality of whot we see online. It's true:
the barriers to entry cre low. But as credible publishers
embrace the form, the association of mediocnty with blogs
and social networks should be discarded. A thoughtiul
website s as legitimate as any fraditional publication,
cifnied social media hos been embroced by established
institutions the workd over, If the printed pages of Camera
Work functicned as o reputable platiorm for Sieglitz o
cenbury ago, how con o blog or online mogozing be any
different todoay?

A natural broadeast and publishing medium, the Internet












knowledge and perceplion of the world and of curselves,

Thus expaonded pholography b an appreach to life thed,
nevertheless passes through different stoges, different

visual systems. through different signs and formats. The
Fhotogrophical unctions as hyperimage, transloting
and transcoding Oviswal) informeation from one formet to
another.

We, Who Make It Happen

We commeonly relate our idea of photography to
irmargination, truth, memory and history - regardless

of whether it is stoged, candid, studio or streat
photography. But as we move in space {physioal,
irnargined or virtual locations) and time (linear or
alinear), photography allows us to create nevw
connections between forms of communication and
expression of the self. An expanded concept of
photography - like the film and video practices of
expanded cinema - alters the so-called ‘architecture

of reception’, transcending the historioal and cultural
experience of the viewer. It also helps to change the
genarative aspects of image-making itself, transforming
photographic practice into something heterogenecus,
perlormative, seamiless, infinite. This is more than simply
laking a picture or inventing an image; as outlined
above, it is about constituting the self visually.

Producers, mediators and receivers alike all act o3
transkators - not redlly engaging with the photographs
subjects directly but with the namratives in which these

ra

pecple’s lives are entongled, That is precisely where “the
pubdic reaim’ comes in, as the katter s generated, shaped
and undersicod by these acts of fronslation. Instead

of assuming that photography is o mechandsmm thet
transiorms reality indo images, we com invert the terms
and see the pholographer os transkotor, as lociitator of
nerratives,

The reception of pholography is a process of formoation,
o fuid space of intermingling interests, practices,
expectations and ideas. The fact that photographs can
be printed and possed from hand to hond, reproduced
in books, newspapers and moagozines, projected in
galleries, community centres and public spaces,
brocdoast on television, streamed onlineg or even
processed via sofbware that translates audio and sonic
impulsa in images, reveals that photography is clearly
a matter of dissemination not of genre. I today the
important element is not 'what' informetion is delivered
but ‘how', then what is essential to understand are the
forms of communication that bring us the information.
It is photography in its expanded dimension that mostly
plays this 1cle.

Ultirnertely, it is a matter of a changed pespective:
undarstemd the viewer as generating the image,
working on' the image and transgressing the image;
bringing him/herself into the image while showing
and absorbing what the image is about. We partake
in the labour of imaging and representing. each of us
intervenes in the imoge-making and claims space (or
her or himsel! in the story of the witness, in the archive,
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The Flémeur, The dwelling place of the collective!

Sinoe 2009, Photo-Festiveals s collaborcted with FORMAT
Internertionel Photography Fastival to bring together
some of the most lented cmd active collectives of
photographes in order to celebrate and promote this
emerging culture in the UK.

The core of the 2nd "CTollectives Encounter” is The Flaneur,
The dwelling place of the collective exhibition. It gims

o engage wilh the dilferent characternstics of the 8anewur
i arcler to reamslate tham inte cotistie mathods for the
explordtion o the cty; the best laboratery to study humeon
nerhiire dng Socidl processes,

While encompessing o space delimited only by an endless
Edmeria, ASA and Wideyed collectives deploy a tactic

of participation in arder to reveal multiple trojectories of
interpretation and representation of the wbon reclity.

Members of the Vea collective, deliberately deviating from
thedr ordincry life and with a calculated possivity, toke o
stroll around artificial temples of leisure and idleness. With
them, the laneur becomes a voyeur oand takes the shape
af a taurist of the public realm.

Participants in The Photography Collective loiter at a
corner of the city and throw their gaze into the crowd.
They sketch a physiology of the fidmeur and “turn the
boulevard into om intérieur” # to eventuclly shift bock to

COLLECTIVES ENCOUNTER
Yasmina Reggad

o world of constomtly reflected observers in the city of
commerce,

The mystery of the crowd vonishes with the advent of
surveillonce cnd identifcotion of individual, Hurmer
Endecreour hit the povement of social housing complexes
cmd shed light on the impossibility of the Iémeur to resist
the degenerction’ of postmodern urbds plonning.

Whete does the 1dnerie end? Wheat are its limits when

the field of the stroller is his mobility cnd his freedom of
movement? Rorwiva s studying these restrictions in hostile
social, economical, political and culbural environments.

This exhibition showeoses four newly-commissioned
artworks by ASA ond Wideved, The Photography
Collective, Vea Collective cnd Rowiva, as well as the
reconfiguration of existing work from the Degeneration
series by Humomn Endecvour. In addiion, we will look
boack to the history of photo collactives In Brifain with
Hondsworth Self Portrait Project by the historioal photo
collective Ten 8.

Whalter Benjomin. The Aroodes Project, frans. by Howord Edemd eme
Kowin Molaughling: prepemed on the bosis of the volume edited by Roi
Tiedemann. Cornbeidge: Homvord University Press, 1999, [Mad] p. 423

! Wioltber Bengoamnin, The Sémeur ror The Poats of the Second Empire
i Boudelone. in Charles Boadedmire: A Lync Poet in the Ena of High

Copiiali=n. London: Vagso, 1983, p. 37,
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Rawiya

Laura Boushnak
Tanya Hahjouga
Tasmara Hadi

[ralia Khamissy
Hewiha Tavakalian

She Who Tells A Stoery’ is 2 photography collective founded
oy Five Temale ghotographens iram aoness the Middie East
wairth thee alm o tell the stores of the region’s development
while reflecting on social and political issues

WLV e

VEA

Chiristian Rodriguer
Eunie Adarng
Irving Villegas
hgna Sirmon
Monica Gonzalez

&, Pan-Atlantic callective bated in Mexso, Sgpain, Germany
and the UK, ative singe 2000, The members feel passionate
about creating a diakogue through photography

wosn veannl inctye com

Wideyed

Ly Carglan
Bichard Glynn
Laiise Taylor

Hased incthe Morth East of England, Wideyed was founded
in Febrwary 2008 srd promoetes compalling Contemparany
photograghy i exhibitions and oroas-media pubdications

weanedwideyed.org

Christian Rodrigues | VEA

Luscy Carolan | Wideyed
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Andrewe £, Ghickman
BAar i 4 uel: e in & tod shiet

from the series “Amang Strangers Undengroand:

Commuters on the Washington, B.C. Metro'

wnarve andlrig lick man_com

Anthany Carr
from the series “A& Month of Mights, Derby'

hittpvwwess devexitles.couk
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Armp Boncada
from the sediog “The Higiht Hike Progect’

LU T e e gt S W]y ]

Thanasis Lomef Zacharopoulos

from the series *11x11photograghic paurnals, a music
sideshow’

hitpeitomef, nets




Bahbak Hashomé:-Nezhad

from the series 'Orderly Conduct’

ey, b, o

Bratt Yan Ot
Trebevic Forest

fram the seried 'Mirescape”

wveey Bre vt com’
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Emmanaiel Guilllaed
Installagion wiow of Until the Sun Rides’

WA, ST M NI illaadcom

Gabiriel Thampsen
Teslight reading in Chinatown
from the series Mo Rng Cirous’

vy e bwee entheframe.com






Harri Palviranta
Hit weith o bodtle, 02.35
fram the seres "BATTERED'

woerw harripadviranta com

Hin Chua
from the dericd "AFtes e Fall’

e hiinius, niet
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Jlamss Rosyall
froum thie seres Feom a Train'

WAL AL a0

John Angerson
Airparicode.DEB

Alrport Hame: Dubai

Country: United Arab Emirates

m-.w.p:lhnnnqr'-"u:hn oam
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Eale Hooper
T thie forics Might”

wawrwi k atehooper.coouk

Katrin Kosnning
Witarman and han

Tram the serds Tharteen: Tvsenty Lacuna

warnwr Eatrankaan mir 1L
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Lavrence Stophons
Irarn Ui serics “Shedl Life®

Ljncdmilla Socci
frown ihe series 'From Hede o There'







Micole Sertara
from the serics 'Passsges’

wans, photonicolo.com

Qrit Ishay
fram the serses Public Domain®

weensLoritishay.ooil
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Richard Rowland
=8 April 2009

Frcer thhe peres ‘Lirban Fictinng’

wnan ric handroaw Land ook

Robert Covngton

Southern Bridge 1989

fram the series “From the Bottom of
the Ravine to the Top of the Wasld'
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Taby D Silva
from the series “The Perfoct Place to Die’

wwnantobydesibeagom

Widisha Sakni
Prafessor
from the series Pratbdmb’

e, Wit e i OO







Mehranch Atashi
fram the sories Tehran Self-Portraits'

Faul Hill CXPMOSURE Swvard VWinner







Gary Austin

wedrwL g ary sustinago.uk

Lanira BMclean

woenv Lauramcleanphotography.com

Rebeqca White

Harimakh dBitchell

Mark Prethro

WAL MR e e oo, Lk

FORMAT Graducte Award
University of Derby 2010 Photography
Graduates

‘Public Dissant’

As o group of artists we looked ot

the issues of privacy and identity in
relation o contemporary public opinion
about photography, surveillance cnd
censorship,

Despite living in o actured and
suspacsens sockol climede, there bas beon
on explogion of online social networks
crl photo-sheirang sibes suen as YouTube
Feicaeboole and Flickr, whare paopla
reqpularly Pl daterils of ihedr persomnc
livees, sorne of witch ore axtramely
intirncte, lor il to ses. This provides

a stark conteast to other fonmol and
informeal restrictions being placed on
photography, where the parcrmeters
ara shifting in negative weyrs,
determining what moy and may not be
photographed, particulorly in reloation to
children.

Public faors concerning pholodgrapbers
Fervie escaloated omd anti-terrorist
lagislation has encourcged o distrust
of photographers to the point whers
photographing in public is an activity
thcxt is routinely reated with suspicion
by the police.

People are torn batwean preserving
their privacy and their fecms of social
axclusion, and os a result citen invant
alternative idantities with which they
feel sader and frear to engage with
socicl networks: sometimes o the point
of ercdicotingg thedr pravious and recl
identities os their alter-egos begin o
predomincte in thair evearydoy lives

LUy






Mok FORMAT 109
TAKE FPART in Mob FORMAT

RIGHT HERE, RIGHT ROW!

FORMAT whant to inspire people to make new pholographs for MOB FORRBAT
Bt exles o sand us existing imoges. The owverall theme for FORMAT i Streed
Photography therefore, MOB FORMAT locks for sireet inspired photegraphs on
the & diffarant catogories belosr

- Slread Surreal

- Bhoot from the hip

- Dacxive morment

- Iny the cromwd

- Streat noir

- When waorlds collide

The best imoges care selected by a high profile jury including Joel Meyverowitz,
Lowize Clements, Mike Brown, Alfreds Crarmerott and special Guests. Selected
images are exhibited in on evelving exhibition throughout the festival in
Dby

hitp: / Swrenwr formctiestival. com/ mob-formet

Frinling sporsored by John E Wrights

THEME
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daperture

fﬁ\ DISCOVER THE MAGAZINE PRAISED BY

[ W THE WORLD'S GREATEST PHOTOGRAFHERS.

www.aperture.org/magazine
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Sky Arts at

The Format
International
Photography

Festival 2011

roes behind the sc of ore of the UKs
ng internaticnal fio Is of phatography

From March and
throughout Spring

MIDUL BARTHIR

=) ARTS T

skycomfarts

Aesthetica

THE ART & CULTURE MAGAZINE

Apsthetica is am art and culture publication. It engages with the
arts both in the LK and in|;|:-r|:|,l||ir_||1.||,|,|,_.|,-;,-;,|n||:|i|1||:-:_| -:I|_.||1..||:|i|,

content with compelling features. Dur editorial explones the best in

conbempornany art, hlm v, tealne and liberalure,

Ae=sthetica is available intermaticnally
|hr4;-ugh m.cl"n:l-r art gnl!n:'.'ir"; and MReEAGgEnls.

Subscribe from £24.95, Conbact (0044) (00904 479 168
o visit
gotrey, aeslhencamagasing, com







Subscribe and save
over 33%

John wrlgh’r

| Bl . wenaLdayighimagazine. ong
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Joel Meyerowitz
FORMATI Intesnational Photagraphy Fedtival Patron

Street photography is pure photography becoisa it never barrowed from the vooakbulary of painting in the
wry still-life, portraiture, genre-studies cmd landsoapa did. Most people now corry a camera-phone, ond
through the agency of the internet, a new generation hos the potential to show us row genius from the ranles

of thie millions of people now photographing this weny.

FORMAT 11 intuitively understands this, and in deoing so adds the voices of the multihades to the current
literature of photography. The rise of lestivals like this responds to the nead to communicate aoross cultures
omnd distcmce, and the desire 1o show whet ordinary life affers if we open oursalves to its richness and

complexity.

Brian Griffin
FORFMAT Internatsgnal Flmngrapln- Festival Patran

Photography is within reach of most people; we con go out and shoot to our hearts’ content, and enjoy being
excited and enlightened by the spirit of photography.

FORMAT 11 revedls to us the true potentical of photography that, if unrecognised, would leove us so much

the poorer. It forms a point of focus where people oom meet, exchonge opinions and be inspired while the
emanating enargy from the festival extends for beyond Derby,

wrwrw for maifestivad com
[5]as% [w]
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