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education. Trying to understand the philosophy and practice of this medium
that is ever changing. But as human beings we only fail and we never learn
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  The nature of this medium that in order to control the image, you have to
control life, I sadly do not have that (the artist; Oliver Griffin). The people that
entre into the image are not what I wanted. So the art of negative re-touching
was brought in to destroy all elements that were not needed on this using the
following tools; scalpel blade, lighter, shoe and tarmac. These damaged the
negative creating the unconventional effects seen in the final images. But
these negatives can also can be seen as stress release on photographs that
were not necessarily meant to be released to the public.
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The predominant source of this becoming is of course the sun, the god-like presence and giver of light which served as a potent Christian motif. After Constantine
in the 4th Century A.D. the sun as symbol becomes more prominent as a guiding
principle. It is his vision, a burning image of the cross by way of the searing sun,
that triggers one of the most momentous shifts in the history of civilisation. With
this and the subsequent rise of Christianity the sun becomes a dominant religious
and imperial symbol. Light from the sun as spiritual sustainer of life on the one
hand and as religious symbol of god-fearing power on the other. Almost two millennia later we still worship the sun’s light whether religiously or scientifically.
Indeed we now know that it is the photons from the sun’s core that charge life on
earth as much as they charge life into the photographic negatives from which
these plates are made. What’s more, current scientific calculation brings into
sharp relief the estimated journey of these photons from the suns core to its coronal surface at something in the region of 200 thousand years. If we are allowed
leeway, the time-frame of this phenomenon approximates the age of the photons
we consume on a daily basis to that of the age of our own species. But it is subsequent to Constantine’s revelation and the conversion of the Roman empire to
Christianity that heretics and, some time later, books are censoriously burned.
What might be interpreted as a straightforward, albeit intriguing, landscape diptych is transformed by these physical indices inscribed after the negatives have
been developed, after the suns impressions have been chemically fixed. This artistic intervention punctures notions of purity and technological progress; thus
whilst the attributions have broken a contract, they at the same time indenture
the prints to further meaning, asking pertinent questions of qualification and authenticity. Qualification of what we attribute as perfect, original and presentable.
Constantine’s vision, working just like a photographic negative, promulgates an
image by way of the sun; its impressionistic power is given by the sun and is not
possible without the suns phenomenal power. In Theory and Failure recurring
themes of old and new are played out both within and without these photographic
plates. The abstruse knowledge of process as understood by the expert plays
against the immediacy of the image within the frame. But the sources of energy or
light are primordially the same, whether the universal god-like power of the sun,
or the all too Promethean harnessing of fire, at once creative giver of life and
almighty destructive force.
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for his art: "There’s so much talk of digital this and digital that but there is still nothing like the physical fact of
junk email and workplace exchanges. In particular he wanted to preserve those snippets of communication
he felt revealed states of emotional and psychological well-being. Rob shared with us a few notes lifted from
Alice Oswald which go some way to further illuminate the circle of process and intention he has constructed
for his art: "There’s so much talk of digital this and digital that but there is still nothing like the physical fact of
a human offering you something." And so knowing all this, we are better equipped for the mercurial game of
hide and seek the artist has us play.
To understand the new photographic works by Oliver Griffin that make up his exhibition Theory in Failure
(Sequence one):The Daguerreotype and The Laser print. How we never learn from photographic history,
just repeat it in digital formats., one can only start from the beginning and in his own words:
“Each Image is a single sheet of 10x8” Rollei Orthochromatic 25iso film stock. Exposed 3mins with a Wista
10x8” large format camera to the correct exposure and developed with a series of Iford chemicals at the
correct agitation rate and times. These techniques of photographic reproduction have not changed since the
start of the 20th Century. But negatives are fragile and photographers are even more fragile (the nature of
this medium is that in order to control the image, you have to control life, I sadly do not have that. The
people that enter into the image are not what I wanted. So the art of negative retouching was brought in to
destroy all elements that were not needed using the following tools: scalpel blade, lighter, shoe and tarmac...
These damaged the negative creating the unconventional effects seen in the final images; therefore these
negatives can also can be seen as stress release on photographs that were not necessarily meant to be
released to the public...).
These negatives are now scanned at 3200dpi which takes 9mins to create a 1.64GB digitized file of the
image. They are then directly laser printed onto aluminum with a VULET ink and a clear TIGER 019/00600
polyurethane is applied to protect the image. This all sounds very modern, but in fact the theory dates back
to the 19th Century with the Daguerreotype. Printing directly on to a metallic surface that reflects light in
order to capture an image is nothing new, but rarely used in this day and age due to functionality.
The combination of the traditional photographic theory and the practice of digital processes to produce this
work makes me think about changes within this medium within a lifetime of photographic education. Trying
to understand the philosophy and practice of this medium that is ever changing. But as human beings we
only fail and we never learn from photographic history, just repeat it in digital formats.”
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