


The Response, VDolume 8

Welcome to issue eight of The Response. This is a publication by the volunteers
at Fabrica, Brighton’s premier independent contemporary art gallery. Those rep-
resented here are all involved in their own arts practice. '

collect

This edition is our response to the 2010 Brighton Photo Biennial - linked exhibi-
tion currently running at Fabrica, House of Vernacular, curated by Martin Parr.
Volllume_ 8 was compiled around the concepts and themes of collections and
collecting.

i

Our cultural adherence to collecting is obvious; from childhood onwards we are
m?lstly acquisitive beings. This is manifested both materially and metaphysi-
cally.

The act of collecting can be seen as a counterbalance to fragmentation. When

faced with collected fragments it becomes possible to read and attach our own
stories, and we can identify with society b r)/ means of shared cultural reference
points, both positive and negative. We collect our thoughts. We can collect our
own histories, just as we can observe other histories unfolding.

We are grateful to Fabrica for their support of this ﬁroject, and to all of our
contributors who continue to make this magazine happen.

Caroline and Karen
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I created a collection of 100 drawings of dead creatures and live ani-
mals being held in captivity. My work is installation, performance and
film based. Generally, my process involves using photographs as a
starting point. | couple these with information | have collected as |
engage in developing and adapting my ideas into practical research-
led work.

The drawings shown on these pages were generated from information
gathered from the Booth Museum in Brighton, and London Zoo. |
spent a lot of time researching the spaces, interviewing staff, and in-
vestigating the history and social importance of the museum and zoo,
respectively. While at the Booth Museum, | was able to obtain a selec-
tion of Victorian exhibit boxes into which | installed my drawings,
thereby replacing the previously housed groups of taxidermied ani-
mals. | called the work ‘Kingdom Animalia’ to pay homage to the clas-
sification system. The boxes include residual traces of the once
housed animal exhibits.The work reflects what is and what was once
there.

Collecting these images feels like stealing from animals that have no
choice. However, | feel this is always the interesting part of collecting;
wanting to own. From the magpie to the art collector, accumulation
seems to be instinctive of the animal.

Rachel Overfield

Works from Kingdom Animalia (this page and opposite)

Drawings on paper with emulsion, charcoal, pencil, marker pen, chalk & pen
and ink.




Paul Griffiths
Uncommon Holiday
Oil on Canvas
30x24 cm
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karen hirst

caught

| have returned time and again to the image of a butterfly in my work. It seems
to reference the fragility and finite nature of time and life. | mean to include a
spiritual significance of a day and of circumstance. That butterflies have also
been victims of acquisition references ownership. The butterfP/ links strongly
with the apql_se, a signifier of life, with its language of a beat, of a wing, or of a
heart. Additionally the studied physical form of a butterfly or moth connects

with the drawn form of a heart. My work is rooted withi

/Iti the a ; n’a strong drawing dis-
cipline in its performative aspect.










Photography Unbound
Notes toward a Poetic of the Vernacular
by Dorian Vaughan

1. We are all photographers now — more particularly we are all phofographers of the
vernacular.

2. The vernacular is unconcerned by the monumental; it is a language of the every-
day,

of the ordinary. The vernacular is the expression of indigenous experiencé.

3. The firstimage to be shared digitally (can it really be less than fifteen years ago?)
was that of a newly born baby. 5

4. The album of family snap-shots is a vernacular archive. The archivist ( Mother,
Father? ) selects images, discards or represses those that are not concordant with the
Familial narrative. Captions impose their boundaries, contain the images, inscribe
rheaning.

5. The family album can be absorbed within an official archive. Our attention is no
longer — 6r‘not only - drawn to the pathos of the individual relationships enacted
before the omnivorous lens. No, the archivist of social history compels her own
reading; the catalogue entry draws our attention to Ythe manufacturer of the auto:mo-
bile in the background, the sign for a long bankrupt retailer. Only obliquely are we
pierced by-the original subject of the photographer.
.6. What meaning can a photograph have that is not bound? Even the found image is
bound wh'en we begin to look at it — we cannot help impose a narrative.

7. The phofograph is an indexical medium. (We need not concern ourselves with art-
photography which seeks to impose it’s meanings through manipulation, distortion,
the approbation of a shared language of artistic practice.) It purports to describe,

without hierarchical order, that which was before the lens for a fragment of time.

Page 9 and 10: Henry Everett, Collecting, 2008 ’ : :
The Photographs were taken from the project ‘In Space’, started in 2008



8. Our scopic evaluation of the world precedes language. Yet the photograph is
always mediated by language — by title, caption, exegesis. Even the picture frame,
the

position on the mantelpiece invites a verbal narrative; a description of who, where
and

when - if not why.

9. There are family photos that remain always outside the sphere of the family
archive, the photo album. They are always private. Very often (let us say, for the
sake

of argument) they are erotic — and because | do not see the differentiation — we shall
call them pornographic — the post-coital glow, the languid pose.

10. The pornographic is the most vernacular of languages. It may be entirely private
or nakedly commercial. Its sole aim is the arousal and satisfaction of desire. It is the
vernacular at its purist. The pornographic does not require language to mediate its
meaning. Its primary force is immediately apparent.

11. When the original dialogue between photographer and subject is obscured -
when

the family snap becomes a document - the architecture of the image, the cultural,
social, and historical signifiers generate all its interest.

12. The armature of social significance is apparent too in the pornographic yet is of
the order of a secondary concern - the relationship between signifier and referent is
never obfuscated.

13. We can never confidently assert what a photograph is.

14. The vernacular of the pornographic is a heavily policed zone where social
knowledge is bitterly contested precisely because language is rendered secondary or
unnecessary by the image.

15. Photography is a mobile form — a single image can traverse differing categories,
genres, contexts, changing its meanings as it does so.

16. This is because the photograph insists on being narrated; requires that it is
bound

by linguistic conventions — the unbound photograph is an arrow of desire.

17. We are wrong to think that we look at the photograph and interrogate its
meanings.

18. The photograph, instead, interrogates us.

Overleaf: Anneka Warburton
Stack and Keep



Dorian Val
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Daniel Yanez Gonzalez, Collecting Lies (from Proyectos Inde-
pen-dientes), photomontage, 23 x 26 cm



Collecting

oOne of my first jobs was working at the checkout at a well-known food su-
permarket. Although proving to be rather monotonous work | found it an
interesting study of the general public when undertaking their most quo-
tidian of tasks.

When, one day, a shopping list was discarded unknowingly at my till | stud-
ied it just before considering throwing it away. The man had scribbled his
list on the back of a cereal packet cutting; an abrupt list of orders to an-
other. | found the list, mixed with different general musings to himself ,
quite humorous. And there began my list collecting in its many forms.
Common belief is that a food shop can in some way represent an individual
and can give insight onto the kind of life they lead. More interestingly the
shopping list is an insight into the shoppers mind. When compiling a shop-
ping list the shopper does not consider it to be of any importance just a
collection of words to be read by themselves or someone close to them.
People often used their own shorthand and the lists.came in an assortment
of varying detail.

By obtaining these personal scrawls for myself the everyday shopping list
became something extraordinary.

Abigail Faulkner
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