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- EVIDENCE -

| CONTRIBUTOR:

q# EVIDENCE -

lan Hugue

: OBJECT'

Fantastic Four/Silver Surfer: The Complete
Collection
Graphnc Imugnng Technology Inc,, 2007. DVD-ROM

- of digital
| reason, it is an artefact of interest fo comics scholars and

| DESCRIPTION:

This is a digital collection of more than 750 Fantasfic Four

~ and Silver Surfer comics pubhshed by Marvel Comics between

1961 and 2006. It includes historically i
examples of the comics form, including major and influential
works by Jack Kirby and Stan Lee that laid the groundwork
for what is now known as the ‘Marvel Universe’. The comics
included on the disc are produced from scans of the original
printed comics, and so include full paratextual materials such
as adverts, letters pages and editorial materials, which are
usually ommed from reprints but are valuable resources
for scholars.

In addifion to its content, the object itself is sngmﬁocmi it
is one example of a range published by Graphic Imaging

1 Technology, Inc. (GITCorp) in the mid-2000s that offered

consumers massive collections of comics af relatively low: costs.
Unfortunately, GITCorp no longer produces these collections,
with Marvel offering digital comics through its own platform
(Mqrve] ngﬂul Comlcs Unhmlled) and third party retailers

an early example

ics i 6 formmot Mo hés et persisted; for this

historians of digital culture alike.

CONTRIBUTOR:
Nela Milic

'OBJECT:
 Lifejacket.
- (Acquired 2017)

| DESCRIPTION:

| unprecedented movement of the peoples in Europe since the.

jacket, also carry stories of war, hardship, hope and the jacket
| embodies them all. It is therefore, a symbol of our fimes.

Migration has marked our times. We have not seen such

end of the 19th century and we are viewing it on a daily
basis over various media platforms and often even live.

The Mediterranean is carrying refugees and migrants from
different confinents to Europe, troubling the concept of the
West, nationhood, EU, all of which are in the presence of
“the others” becoming uncertain. Their perilous journey is also
uncertain and for many, depends on one object - a lifejacket.
This safety accompaniment o anyone who travels in the West
is frequently checked for its quality and fitness for purpose.
Itis not so for the migrants and refugees, herded onto the
overcrowded boats. The ones who make it carrying the

Urquhart, Horton
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= EVIDENCE -

- EVIDENCE -

CONTRIBUTOR:
Paul Glavey

OBJECT:
35mm Slides

DESCRIPTION:

My collection of slides is part of a bigger collection of
photograph albums, individual images and negatives I've
collected over the past 15 years. | have found these in various
flea markets, car boot sales and eBay sale lofs in the UK,
Europe and from the US.
There is a certain excitement with the ‘lucky dip’

element of buying these lofs. Beyond a general idea of the
subject matter or the general age you have the pleasure
of discovering the contents as you go through the images
one by one. Usudlly they skew heavily to general domestic
subjects; family, holidays, birthdays etc. But you can also find
threads of personal inferest and preoccupation through the

llecti llections within the collections like a person who
has photographed their dogs across years, or someone who
documented the flowers in their garden across decades.

It is these kinds of personal stories or preoccupations

that | find most interesting. These images which took fime
and money to make and accumulate show the effort and
interest people have in their subjects and sits in contrasts to
the way these collections are found in estate sales, or on car
boot tables. They are removed from their makers and make:
you wonder about how they came to be there. There is an
undercurrent of sadness fo the way they have ended up
orphaned and sold off; the possibilities of their stories intrigue
me. It is a small aftempt fo ‘save’ and keep these collections
which at one time meant something fo someone but are now
lost to them.

CONTRIBUTOR:
lan Horton

OBJECT:
Hard Werken/Wild Plakken
Lecturis No.11 1981 (Acquired 2014)

DESCRIPTION:

For the past three years | have been researching the
Rotterdam-based graphic design studio Hard Werken, best
known for the 10 issues of the eponymous cultural magazine
Hard Werken published in the Netherlands between 1979
and 1982. There are no archival resources relating to Hard
Werken in the UK and initially | had to rely on the kindness
of Brifish and Dutch collectors for access to the magazines.
and ulfimately spent fime in the Rotterdam City Archives
looking at Hard Werken's extensive designs for book covers,
exhibitions, magazines, posters and the theatre. Through this
process | began fo redlise the value placed on graphic design
in the Netherlands and this highlighted the relative paucity of
archival sources for the graphic design historian in the UK.

When interviewing the members of Hard Werken they:
began to loan and gift materials to assist with the research
process. One of the earliest gifts was a signed copy of a
pamphlef, edited by Wim Crouwel and published by the print
firm Lecturis, which contrasts Hard Werken with Wild Plakken,
a more politically mofivated Dutch design collective. The
cover image by Hard Werken, specially commissioned for this.
publication, is a striking example of their Staged Photography
and thirty-five years later still captivates and intrigues the
viewer.

The supporting photograph shows dlll of the other
objects given as souvenirs by Hard Werken and the resulting
collection provides a personal and particular snapshot of their
design practice.

Urquhart, Horton
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Room 2084 — How to Weaponise
Archivists and put our Celleagues
in an Archive Fever

Memories from Room 2084, London College of Communication (LCC),
University of the Arts London, September 2017’

Were we adding anything to Fleming’s Artefact Study: A Proposed Model as discussedsby;R. Elliot et al (1983)
cited in Pearce (1994) by living it out in a ‘live’ performative environment2 At the very least, on the nights

of the trials, it would appear that the audience sat squarely with the ‘information supperting the artefact’ in
Fleming's model (1974). As it happens, our archivists chose to spar with Sir Hilary Jenkinsen and Theodore

R. Schellenberg’s methodologies on archival procedure, by using their classification techniques in deciding
whether or not contributors to the exhibition made the ‘archive’, or not.

The choice of these two famous adversaries, with Schellenberg on the side of researchers whilst Jenkinson
busied himself with the technical fundamentals of archival procedure, could be taken as the age-old struggle
between fusty bureaucracy and innovation that institutions often find themselves caught up in. However, it's
what unites Schellenberg and Jenkinson that is more pertinent to this exercise. Both believed that archives
are accumulated as part of our day-to-day work: Natural accumulation is part of our business as academics.
What place does this have within an institutional archive? As Fleming noted, an archive assists with our
process of self-realisation, again, something that rings true, when we consider the impact an archive has on
status and understanding for an educational institution.

1 Editorial decisions, by the author, to include the opinions of selected contributors to Room 2084 in this article were based on

the following rationale: Tito Magrini, as an external to UAL, archivist who was a judge throughout the performances and was
therefore able to give an overview of the entire exhibition. Jacqueline Winston-Silk as an internal UAL Curator of Archives & Special
Collections Centre at LCC and judge for one performance. Dr Mark Ingham as a detractor and vocal critic of the exhibition,
Graham Goldwater as someone surprised that his ephemera was worthy of inclusion and Sian Cook as a dedicated collector of
HIV/Aids ephemera and as an exhibitor who had their collection turned away by the panel.
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We aimed to create an antithesis of Orwell’s Room 101, Room 2084. Instead we created our very own
Ministry of Love. We thought it would be a cuddly Desert Island Discs affair. Cheekily, perhaps it was our
collective senescence that brought the dust down from the attic: Were we inadvertently creating a death
drive? Were we suffering from Archive Fever2 (Derrida, 1995).

Perhaps our executioners block was the number of ‘trials’ throughout the duration of the exhibition, where a
jury composed of members of the archive/ staff at UAL and student alumni debated the relative merits of each
submitted object before an audience.

As one of the judges, Tito Magrini, Archivist at the DACS Foundation Art 360, recalls

From what | remember, it felt like a blown-up characterisation of the archival practice, an exaggeration
of power and nonsense in the old-fashioned way. A despot decreeing the laws of the archival realm.
We, the judges, passed the archival principles and measured them against the proposed collections. A
playful farce without consequences and responsibilities (Urquhart, 2019).

Did we, the audience, at the performance, run in the opposite direction to R. Elliot et al (1983) and discard our
preconceived notions about the artefact and instead focus on the artefact itselfe The descriptions of the objects
under the hammer were all clearly on display. We had ample time to view both the object and understand its
origin, meaning, provenance et al. However, we were swayed by the majesty of the judging panel, who were
positioned ‘in the gods’ of the performance, some 25ft. in the air, on a balcony.

Zimbardo Fever

Was this really a ‘playful farce2’ Or was it some kind of Zimbardo Stanford Prison Study (1971) played out?
The comparison, here, to the famed social psychology experiment is a light-hearted one. Our prison guards
were the archivists, our exhibitors, the prisoners. The release info the ‘archive’ was negotiated. By physically
placing archivists aloft, allowing them to collude, were we allowing our archivists to bend the social norms of
their positions? Did we inadvertently compromise their objectivity with newly perceived authority?

Dr Mark Ingham, Teaching and Learning Academic Lead for the Design School and participant notes

The question was of exclusion and exclusivity and who judged the judges and the judging. Who was in
the club of the archive and who was ‘black’ balled. The process reminded me of Animal Farm and the
creation of a hierarchy that resembled what the initial revolt was against. The game of who was in and
who was out was arbitrary and gave power to the judges that | think was abused, as often is the case
when you give someone that power. The irony for me is that it fell into the trap of 1984 which meant that
thought was controlled by a big brother process (Urquhart, 2019)

A bird’s nest, an 8-track recording of Bowie's Low album, a refugee lifejacket, all earnestly raised aloft. How
did other participants in Room 2084 take to the floor? How did they find the experience of defending and
justifying their object and rationale for collecting?

Senior Lecturer at LCC, Sian Cook, whose HIV/AIDS collection of awareness paraphernalia did not make it
info the ‘archive’; responds that the experience was

...Interesting, because | have not directly defended it to the ‘academic’ design community before.

The audiences | have mainly presented the project to have been in the HIV/AIDS or health promotion/
charity sector. It therefore brought my passion (and more emotional motivations) for the subject back
to the fore (Urquhart, 2019).

Whilst Graham Goldwater, technician at LCC, whose collection of Fake Spiritualist cards also made the
‘archive’ notes
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| have to admit that | did feel rather pumped up at the idea of getting my objet -trouve into the archive.
I had been collecting them for ages and felt that this was their time to step out of the drawer and be
recognised, | felt responsible for pleading their case and making sure that they got the recognition that
they deserved (Urquhart, 2019)

Magrini sums up the offerings for Room 2084:

Most of the submitted examples reflected the professional life of the collectors; some form of printed
record and its design, ideal candidates for collections. There were also some objects in the mix which
seemed more about throwing the spanner in the machine, interrogations on the archival practice,

| found them problematic objects because they fitted more in a museum rather than archives, they
required a museological approach. Overall the submitted records stood more on the collection side,
there was a certain intentionality and incompleteness in the submissions that as a matter of fact defy
the archive. | see collections as driftwood hazardously gathered together, whereas the Archive pulls
together, re-form the lost origin and wholeness. (2019)

Ingham takes a more direct method of response “As Gilles Deleuze (1980) exclaims, ‘A concept is a brick. It
can be used to build a courthouse of reason’ (the archive). Or it can be thrown through the window.” (Which is
what | wanted to dol!) (Urquhart, 2019).

What is performance without sentiment and emotion2 Perhaps we were only viewing a snippet of someone’s
collection but, rooted together, our exhibition became an archive of sorts?

Magrini takes up the point by playing with a quote by Terry Cook (2011),

‘We are what we keep; We keep what we are’. | have experienced through my work that it is more
appropriate for archives created by individuals to use the expression: “We are what we don't keep, we
keep what we are comfortable with'. Archives tend to document feats of achievements; that specific
battle was won and that award was received, glorious facts after facts. | would like to see archives that
document the inner self rather than surface activities. Archives that reflect the subjective private self, the
fragility of human nature. Archival theory was developed around archival qualities like authenticity,
accountability, transactionality and evidentiality. Sentiment and emotions are considered manipulative,
unreliable and fallible, the enemies of the objective impartial truth (Urquhart, 2019).

Doublespeak

Why use Jenkinson and Schellenberg as guiding lights for judgement in a performative exhibition that touches
on dystopia whilst light-heartedly sneaking a peek inside the dusty drawers of academics? Do we have
Archive Fever? Are our archives and collections death drives? So many questions...

As Stapleton notes in his essay entitled Jenkinson and Schellenberg: A Comparison, both Jenkinson and
Schllenberg agreed on at least one point, banishing the word ‘collection” stressed by Jenkinson (1947) in
The English Archivist: A New Profession and backed up by Schllenberg (1956) in an article entitled Modern
Archives: Principles and Techniques (cited in Stapleton 1983).

Jacqueline Winston-Silk, Curator of Archives & Special Collections Centre, University of the Arts London sums
up the institutional response to it all:

By its nature, an archive is acquired and preserved as a whole. lts integrity comes through its
completeness (and in retaining its original order), as a record of a person/organisations activities. An
archive is formed as a by-product of a person'’s or organisation’s usual activities (in essence, an archive
is created ‘organically’ (for want of a better word). By comparison, a collection (as opposed to an
archive) is formed through the deliberate act of choosing and collecting. Selecting interesting things
which reflect a person/institutions passion or mission, and research interests. ltems in a collection are
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-

brought together for the'purpose of creating a collection, for example to illustrate a specific type of
obiject, or perhaps to illustrate a people or place (Urquhart, 2019).

In the eyes of the institution our offering: a collection, an exhibition to illustrate the acquisition, accession, and
documentation of collectionsithat seek an archive. The process of which is born, perhaps from an Archive
Fever of sorts.

The gavel has fallen and the couit is closed. The archive is archived and Room 2084, no more. Whilst the
memory and emotions of the exhibition may have dimmed, our archive from Room 2084 remains, caught
on film. Therefore, we may conaclude with the final words of George Orwell in 1984, ‘The voice from the
telescreen was still pouring forthits tale of prisoners and booty and slaughter, but the shouting outside had
died down a little..."
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