Search and Deploy
Jacob Korczynski

“You have helped me, you have kept a record of what | was, you have shown me
myself.”

These words emerge from the dense collage of Hell (1984), exemplifying video’s
historical role as a mirror held up to the actions and the image of the artist. Her
tape presents the viewer with what she identifies as a modern hell, one where
animation negotiates an excess of information storage and retrieval, a conception
of hell that has proved remarkably prescient: twenty years later artists have
continued to employ animation as a discontinuous intervention into the moving
image, an interface with which to reflect upon video’s dissolution of boundaries
between public and private and the ensuing fragmented status of the self. Hell's
digital effects animate a fluid image archive of both found-footage gleaned primarily
from television sources, as well as documentation of performances directed and
executed by Lister. The contemporary tapes of Search and Deploy (by Robert
Hamilton, Andrew James Paterson and Jowita Kepa) circulate in the aftermath of
the era infroduced in the pioneering animation experiment of Hell, an era marked
by video's increasing malleability and its insertion into private and public realms
through the introduction of the video camcorder and VCR into the home, which
began to dissolve the previous boundaries between the roles of film and video.
“The VCR was developed to continue television’s mission to distribute cinema into
the home. Video became synonymous with home movie consumption. Portapaks
evolved into camcorders, personal video instruments for recording everyday life
and shaping behaviour through feedback.”

In “Essay on Video, Architecture and Television,” Dan Graham makes an important
distinction between the moving images of film and video. He asserts that video,
with its ability to be a document of continuous duration, is able to function as a
sent time medium. Film, in contrast, is a medium that presents the past in
' iét'_h;}gted form of disjunctions.z In early video, artists (including Graham)

ﬁjllnédi'the possibilities of real-time in contrast to the narrative montage of
iim. In its transition from film to video, animation retains the characteristics of the
‘older medium, foregrounding a temporally mediated and process-based model.
“Animation, unruliest of art forms, currently eludes description and classification
boundaries, thanks to digital imagery’s blurring the distinctions between film and
animation. During its century-plus history, animation — now an inescapable part

of nearly every communication mode — has continually absorbed, hy!
mutated, and melded..."s
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Tha tapes B Sgarch and Depl.gj,-' use animation @ navigate the ambwguous
intersections of private and public that video blurs., The temporal disjunctions of
animation cul across distinctions between film and video, and its constructed form
opens entire archnves o be accessed and put into action. rendaring all source
matenial, whather found or fabricated, malleable, With the exceplion of video's

raal-time expanment and alhar parlormathng siralegies, animabon is essantially a
two-step process, markad by the fima-dalay betaeen the arbsts idantification amnd

accumulabon of sourcs matanal, and their actvaton of it. The anisis in Seanch and
D-E'..':'.'E'_L"E:pmn'-_- i dis Continity of animation in arder 10 assart muliiple presancas
ol & salf and thal sall's imaga now f:.aﬂﬁ‘lﬂnle'ﬂ betaeen private and pubbe mages
reghms. E'-I.El.rllrrg with Lisbar's wsa of ielevision's aarly iIndusirial etects, ihe elasiiciny
ol the wideo's digital UTIsGE S FALE Db ] I;l:,r HEmilton 0 the Sl pr'lﬂ!-;}gmph. by
Patarsan 1o the personal comgatarn, and I:r:,r Kepa bo the material maniestalions ol
the taps itsell, To dantily and angage the multipla applcatons of the I:Iigll.‘_ll vidaa
HMIBGE 1S 00 search; b order such images via animation i 1 daploy.

Thi transitedenal condibans of the maving image and tha shifting role &f video in
relakon fo film during the e of Hell ane foregrounded al the outsel of Lister's
tapd. Folliowing tha opening sequenca that feabwes a series of hand-heid shots
which captunes the passengdrs tranaling in an unidentified Mew York City subway
ling, Lister &xls the sublarranaan depihs as the camera confinues o accumulale
its fodtage. The aris! emarges 10 caglure the sidewalk traffic undarmeath the
bright fghts of cinema marquees of a 42nd Sireet then in decline, suggesiing
the dominant pasition occupiad by video from this era omward. At the madpoint
of HaW Lister revaals a critical sall-reflexivity in one of tha woek's key sequences
foregrounding the apparalus of her image making. A man who has appeared
garlier in the tape direclly addressang the camera sits belore an aamty television
effects console, the kind tha artist accessed through commercial broadensiens in
order o animals the images of Hall Where elsawhens Lister supeimposes beod
upan-emply rames or absiract images to provide 8 countarpoint (o e Yolcaover
narmration that guidas the wiewear, here the wosd V-1-0-L-E-N-C-E is spelied across
the lrame covaring the image of tha man a1 the console, Whie the prasenca of
thi word at this junction in Hell anticipates the appropraled naws fectage that
unpacks the ragic tala of a mundened hmll:,r about to undold in Lisler's l:.cﬂ'.a_g-e
ol tound lootage, the viewer cannod help bul consider the dominance of the taxt
wpin fhe image &5 the artist's reflection wpon animation as an active &

the auionomy of the image. As the anchor of Search and Deploy, Hell |
amnmahon as the EI.'I'I.IIE'.-QTB with, and bebwesn, imagus whosa final form is Har,
invitanle,




In contras! to a restless rovision of the moving image in Hall, Robart Ham#ton's
Fiets (Bicycles) (2004) foregrounds the seralized dscontinuily of the discrate
frame. A series of sl photographs produced by the aris] are assembled into
& continuous visual documant of tima, place and mamory, and accompaniad by
&n audio montage appropriated from narrative films.  Fiels (Sicycles] exiends
Hamilton's earlier animation and time-lapse axperimants, which include the imitad
range of atll images generated by Nintendo Gamea Boy cameras and Web Cams,
Primarily documenting the travel of boih cyclists and pedestrans on a sireet
during & single afiarmoon in Amsierdam, Hamilton maimigins the graphic continuity
of Engar movement: the image mutates across the frame, and the human forms
passing through the frame ane retained through the compiled presence of mulliple
figures. Extending animation's negotiation between past and present, the found
sound in Flsis (Bicycles) suggesis the condiion of being Siluated Batwasn bvo
sites simullaneously, while ultimately otoupying neither. The lension of audio and
vigugl discontinuily emerges a& the first images of Hamilton's tape accumulate,
A the geography of Amsterdam is esiablished throwgh images of the city's empty
cobblesione streets and famous canals, a volce amangst the drifting audio collage
assembled from feature films explains that, “Crser hene &5 ranch housa, and rght
ovar hara is the corral _® while another wolca responds that “Texes must ba a
wondertul place...”. As Fals [Blevcies) conlinues the sound of marching drums
begin 1o build a beat of battle, culminaling in the dense cacophony of wartare as
the inhabitants of the frame are assembled to their greatest density. Suddenly,
the pecple disappear, the sireel emplies and the fragile voice of Clint Eastwood
whispars, *.._death will come haunting...”. Suggesting the intemalional paragitic
military presance of tha United S1ates through tha narratives of violence manidesi
in the moving imege, Hamilton extends the disconlinuity of animation to the
fracturad visusl axpariance of war, inviting the viewar o confemplats the angoing
oocupation of rag only cognizable throwgh the incompdets pictures assemiphaed,
i, anamabed from oulsade the immediate boundanies of the conflict.

In Damned and Forgiven (2007) Androw Jamdes Palerson aaands the imestigation
of sound and image found m Hamilton's tage. Hare, an audic tradk accompanied
from the wvideo documaniation of one of the amist's inlamous monologue
periormances  esiablishes the femporal continuity.  Additionally, Patarson
alernativaly suparimposas images from two diferent sources upon the padormance
documeniation: a sares of his colowr-field compositons and a sequence of Sl
uding his ¢an snagshots, as well as found popular and pomographic
lled from & personal archive that he hes opened to the viewer.

Using his performance and parsona as source material, the artist indiates a dialogic
encouriiar with his ongoing Interdisciplinany praclics, revealing an uneasy and
unicidain negotiation of the private and public. The colour-fisld compasitions and
found images inftially appear o suppress the images of Paterson's performance
duie ko their confinuous, slow cycle of supanimpositisn, But a3 1he tape progresses,
th {ampo of the images increases until their spit-second prasencs culminabes in a
fickar, Formally an extension of a broader archival impulse that animation initiaes,
in Damned and Fovgven Palerson situates flicker as a sub=ganra of animation,
historically tied o film, where epch componant frame is emphasized as a discrata
unit. Absorbed by the inclusive image field of contemporary video, flicker sheds
its meadaam-specilcity, but rlaing it essenfial role, revealing the material and
technological sounca of the madia in which it is produced. And, here, animation i
assered when e fractured fow of images channals rapidly through e edectnom
signal ol vidao, revealing a salf intentionally divided by the arist.

Jowila Kepa closas Search and Deploy by revisifing the représentational ambiguity
of archival images, a sirategy introduced by Ardele Lister in Hell. Braaking through
2 burst of statie, an imaga of a young woman cuts acrass the emply, imagelass
fiald. Prominemly centred in the frame, she is unidentified and alonsa, drifting
through the ancnymity of a crowd. Alongside the image that moves from distorion
1o decipherability, the malancholy audio opaning of [ (2003) evokes tha transter
of history and loss that = present throughout the other 1apas in the programms.
From a song slowed fo e point of complela obscurity the viawer can discam |
don't irul mysall, anymors. .., belone Kapa fars this viswor willi tho repatition of &
frozen frame and aooeleralas hrowgh an oblique njirmative of passon and murder,
. Tha actions of both Kepa and her possibie screen sumogate position the viewer
ihﬂﬂ]an instant thal is activated as quickly as it ends. With [, Kepa unpacks the
hlﬂi'iﬁﬂnm the found and the fabricated, reanimating cblique images that
mwumr@ﬂm&hﬂan transéerred from tha mow archival cinema absorbed by
o ity is disjointed through ellipses and repetition, facilitated by
's ingtant ac s 10 the image via digital video, which is able to supersede
Erﬂl"rl'!.r Eepa rendars the sourca ol her maleral unknowable, and i
L only the sall that appears traciured, bul also the conlexd and angin ol the
I-rI-'IEgHE it femaing unsetised, ndl rusted anymong. The phonatic tithe of the tape
foregrounds the searing viclence that the anist presanis via content (foreedul and
franzied momenis) and form {cutting thrgugh the tape and its linear
imagas), eliciting @ connection 1o the operation to search and destroy
the project tile &5 denved.




Hioweewer, the title of this final 1ape also danates a middle ground, or a porous site,
indicative of the hybnid space that animation negotiates encompassing filmivideo,
publiciprivaie, pastipresent. To probe and bring into action, to locate and animate,
1o search and deploy.
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PROGRAMME

Ardale Lister, Hel (1984), 17:00

“Ladies and gentlemen, welcome to the hell of teday, the hell of information storage
and refrieval * From this introduction, Lister proceeds 1o enumerate the sins of
our modarn technological world.  Hell, one of the firg! ant works created in digital
media, features a computerized nether world. rephete with souls stored on disk
and torfurad with cigial effects, It represanted the LLS, in video al the Biannual
international in Medediin in 1988,

Aobert Hamilton, Fials (Bicycles) (2004), 328

Fiolsis an animabod short compased of hundreds of individual photes of people riding
bicycles and walking along @ street in Amsterdam. The accompanying soundirack
includas audio from vanaous mavies; one in particular (s The Beguiling starring Clint
Eastwood. Fiels rellecls on the diverss range of people who momentasily existed
on a specific bike lane in Amsterdam June 15th, 2003, between 1 and 5 pm.

Andrew James Paterson, Dammed and Forgivens (2007, 4.00

Damned and Forgiven is both an adaptation and an abstraction of a pardormatie
Iragrment. The basic layer of this four minule videdtape cansists Of a doturmented
prlarmance made in 2006. The two layers of images superimposed onto the
performative base are composed of both oniginal and unoriginal images - frequantly
abstract but somatimes concrate and even pomographec. The still images leyered
on top of the perfarmancs are initially roughly one second in duration but evantually
increase their tempo inte & sngle-rame ediing mode. Damned and Forghven

- Felecences ciassic Ticker fims”, and more than s with animation.
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3 ], 100
[/ ]is Sixty sex aniious noise rpping and slashing through the frame, as
an imoparable eaches a destructive pitch. The eruptive speed of the
image finalyexhausts and culminates in a nullfied, vacant tons.
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