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Abstract

Through the examination of archived moving images, this practice-based research
project explores processes and methodologies adopted by visual artists who use
moving image archives as an integral component for the creation of new artworks.
Underlying these methods of production are issues of originality, authorship and
ownership. The research seeks to examine the role of archives as potential catalysts
for the creation of new work and the role artists can play in animating collections
thereby generating new meanings for archival materials.

Central to the research is the study of traditional moving image archives, taxonomies,
classifications and content alongside the more recent emergence of online digital
archives. The creative outputs (artworks) comprise an exploration of how this virtual
environment has the potential for artists to re-appropriate archival materials and how
films housed in traditional moving image archives can respond to the challenge set
by these new platforms. New collaborations between the artist-researcher and nine
regional film archives test creative methodologies for creating artworks by re-
presenting archival collections through a multi-disciplinary approach.

The final artworks have been produced as a direct response to the contrast in
accessibility of online works, freely available under the Creative Commons license,
and the legal constraints placed on publicly funded archives (and archivists) who are
nonetheless dedicated to making archives available to a wider audience and who
have had a significant input into this research.
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Introduction

Through the examination of archived moving image, this prabsed research

explores proesses and methodologies adopted by visual artists who use moving
image archives as an integral component for the creation of new artworks. Underlying
these methods of production are issues of originality, authorship and ownership. The
research seeks toaxine the role of moving image archives as potential catalysts and
content for the creation of new work and the role artists can playaresenting
collections thereby generating n@werpretations oérchival materialsThe

production of new artworkis integral to the research.

Tradition and Art

There are number of artistic traditions that have provided context for the artwork and
theoretical standpoints. The practice chppropriatioror déourrement proposed by

the Situationist International maveent(founded 1957) and outlined in the
publicationSociety of the SpectadqiBebord 1967) has played a major part in the
construction and understanding of many of my methodologies for making. More
recent theoristsuch as Frederic Jameson ()988&vid Evans (2009) and Douglas
Crimp (1979) have all/l provided materials f
publicationPostproduction(2002) has become widely established as a major
influence on artists working with appropriated forms and his theoretical stiabdp
explared and discusseth addition the work of a number of artists who explore the
potential for moving image archivesdtzeen influential. These inclug®liver Laric"

and his explorations into the digital realm, Elizabeth Prigho has usedrchived

film to create semilocumentary stylenoving image art worksand Erica Tan who is

concerned witlthe disruption of provenancef institutionally held archived films

Contemporary Movements and Digital Media

An increasing number of contemporanyigts are utilising, plagiarising and-re
appropriating film sourced from digital moving image archives. There have been a
number of significant collectors who have released materials free from coffyright
(under Creative Commons classification) and subsettyy a dramatic increase tine

availability of source materishrchived and accessible from the Internet.



Theexhibition Collect the wwworltland the artists who were a part of this exhibition,
havebeen influential in establishing the study of eneatgrracticeswithin the field

of digital reappropriation. This is inherently linked to issues of digital taxonomies
and algorithmic search engines aséxplored further through the study of the recent
publicatiors Media Convergence: Networked Digitakblia in Everyday Lifey

Graham Meikle and Sherman Young (20a8§Cutting Across Media:

Appropriation Art, Interventionist Collage and Copyright LawMcLeod and

Kuenzli (2011)

Archives and Provenance

Rick Prelinge is a leading proponent of the Ctiea Commons movement. His
philosophies and archives of ephemeral and orphan film fo8tagee provided me
with arich soure of materials to make new work aindorm my enquiries into
accessibility and the inherent role of archives as organisationsxikgtnot just as
historical depositories, but also as places that contain materials with the potential
act as catalyst®r creative endeavours.

Parallé to the explosion of web basedaterials with which to speculais the role of
traditional or nstitutional archives and how they have respondéidet@lemands of
technological advancement and online platforvikilst there is massive potential for
artists to uncover old mattials through digital sourcéisere are also concerns
surroundinghe contexts for viewing and the subsequent interpretation of meaning
generated through new digital locations and formats. This necessarily creates some

tensions.

Central to this researdb the study of institutionally storedoving image archives,
and their tamnomies, classifications and content, alongside the more recent
emergence of online archive®n exploration ofHal Fostes essayAn Archival
Impulsé(2004), in particular his comparisons of archival art and database art,
provides some contextual thessiof the archival procedsxtensive collaborations
and interviews with curators from nine regional film archives in the UK have
provided me with a fascinating insight into the concerns and restrictions of
institutional, publicly funded archives. Nine segte artworks have been made in

response to nine archived films that would not have been possible without the support



and guidance from the archiveds curators.

range of art forms, shown as a large installatiomelmeen the result of this intensive

project. These are outlined in more detail in the second part of the thesis.

The methodological principle governing the classification and preservation of
institutionalr eag gdd tv adéepsn atveemabdasdtss 0
fundamental purpose an aim to respect the origins of original materials in relation to
their creator. In other words the primary value is placed on the relationship between,
and therefore significance of, creator and artefadists Neil Cummings and

Marysia Lewandowska have explored this and their work is put forward to explain
some of the issues that artists can face when working with institutional archives

within an atmosphere that adheres to traditional attitudes towards provenance.

Digital archives however do not adhere to these principliggtally stored objects,
films or imagegherefore have the potentialbecomematerials rather than artefact;
displaced, decontextualised and dislocated, giving rise to greater freedonstar arti
interpretation and intervention. It is ttensions between original intewitthe
filmmakers, the aims of the commissioning bodies and the wishes of the families, the
context in which the film was madehe relationship betwediimmakerandsubject
matterandthe resulting restrictions or freedoms tbe reappropriation otheir
materialsthatthis researclexplores. Work has been produced usidigital archives
and institutionallybased archived filnto explore differentvays of animating the
archives,to develop strategies for exposiaghived films to new audiences aod
create new meanings through a series of artistic interventions that also take into

account new technological developments.

Methodology

This research and arts practice usethoualogies that explorie appropriation of
meaning and interpretation in paeithoredilms stored in digital and regional

archives Each experiment startvith a period of searching: tkellecting and
harvestingof films. These resources are assemiiéal personal archives of found

film footage that provides material with which to speculate. The research approach
depends on discovery and serendipity as much as procedural methodbleggyare

two primary tacticsthe reconstruction of narratives plthe reconfiguration of



interpretation and meaning by altering the space and site for viewing. Chance,
algorithms and detached systems are devices that ruptan@lereand represent

narrative through the editing process. Equally significant is thepmtisn of audience
reception and readership through the manipulation of context, location and alternative

media platformsspecifically influenced bthe work of Stan Vanderbeek.

Ranci rebés theories of dissensingandre signi
subsequent presentation of artwork. Ranci |

ruptured that:

Relates to a disconnection between the production of adestmir-faire and
social destination, between sensory forms, the significations thatcaad
on them and their possible effects.

(Ranciere 2010:139)

Ranciére explains dissensus further as a conflict between a sensory presentation and a
way of making sense of it, that there are certain conventional conditions for reception
within a hierachical structure that when challenged, for instance by placing an object

in an unfamiliar or unexpected setting, provoke new readings or understandings of the

established order.

Reflectionson and analyseof case studies that showcase my artwork ahedad to
provide a clearer picture of my methodological approaches and processes for making.
However, the research surrounding these individual artworks is also significant and is
an inherent part of the process for making. The final exhibition contaivorigfrom

The 9Archives Projecincludes some of the underpinning research that informed the
creation of each exhibit. This involved a long process of deliberation that had as a
major concern the balancing of factual information with fictional consttoatseate

pieces of work that respond to the original archived films whilst also creating a new

narrative within a factugbften autobiographicaffamework.



Theoretical Framework

A framework for the research is provideddoy examination of Jacquesiitid e 0 s
theories of thd®istribution of the Sensibl@artage du Sensibigarticularly in

relation to archival theories of provenance, and Stan Vande€sesslorations of
expanded cinema, as a way of disseminating images and informatiirexamine

in particularRanci¢ e 6s hypot hesis that there are ten:
perception and understanding (through the senses) and the preconditions, boundaries
and classificabns that effect insight. Ranc&proposes that this is not a ratibna

process but more one that is reliant ongoaditions for reception thaffect what it

is possible to apphend purely through the senses. Ramaiefines theDistribution

of the Sensiblas:

A system of self evident facts of perception based osdéhborizons and
modalities of what is visible and audible as well as what can be said, thought,
made, or done.

(Ranciée 2004:85

Therefore the conditions that allow both artistic choices to be made and the conditions
for viewing artwork are both dependeonthe context for viewing anthe criteria for
distribution. This provides a framework for examining the implications of the weight

of provenance/history and the removal of provenance through fracture and

displacement of materials ¢(egpropriation).

Structure of the Thesis

The thesis has been structured to inform the reader of the underlying theories and
methodologies for the development and construction of my artwork. The text, in

accordance with the artwork, does not follow a linear pattern. Thee mumber of

abrupt changes of direction and gaps left for the reader to construct meaning from.

This does not mean that | have deliberately omitted information or am attempting to

mislead the reader but that | am adhering to the principles outlineith Wightext

itself, specificall BistribwionRfahe Bansiblel6 s t heor i e:
dissensughat allow for a personal construction of understanding through the facts

provided here in conjunction with the sensory presentation of the artwork.



Chapter 1

Re-appropriation: Philosophy and Art

Deleuze haarguedthat the artisticqueiston f or ar t ivhdcanwes no | ong
make that i s mew&omalkd did owi(leluzevl9abt we have
171). To put it another way how can we ig# and make sense of the numerous

images, stimuli and resourcesitlare ever present in our pasbdern times? Artists

working with preexisting forms bypass the modernist ideology of originality in order

to manipulate and fpresent the masses of dataldorms that languish in databases,

collections, serendipitous corners and chance encotinpeowiding a vast array of

materials with the potential for4appropriation by artists. This practice in turn

generates processes that famintegral part omy work:the viewing of and search

for archived/found footage as a central element of artistic methodologies. The reuse of

a range of artefacts, moving images, objects and images infers a continuous process of
searching and collecting between eras, gecmsjtries and ideologies. The

sketchbook traditioally used by artists has becomtigitised as a series of digital

bookmarks, downloaded software, and file storage forming a new structure for

production.

Working with preexisting forms as primary sowgs for the production of artworks is,

of course, nothing new. Ever esttedce Duchamp
0 F 0 u n d uainalrtudned upside dowo, theSociety of Independent Artists

exhibition in 1917(leading to the development of reanyadesandexperiments with

found objectsartistsand writershave been fascinated with the subversion of pre

existing forms. Artists Joseph Corrfland Salvador Ddfiwere using found film

footage as earlyasthe 1930s1d Wal t er BdmiptheaAgerot s essay,
Mechanical Reproductio(l936), was a recognition of the possibilities for mass

produced art and its democratizing potential for political purposes.

Guy Debord, one of the key figures of the 1950s&Bibmist International movement
describes theistandpoint and promotion of the practice chppropriation as

follows:



The literary and artistic heritage of humanity should be usephitisan

propaganda purposes].Any elements, no matter where they are taken from,

can serve in making new comahtions]...]. Anything can be used. It goes

without saying that one is not limited to correcting a work or to integrating

diverse fragments of outf-date works into a new one; one can also alter the

meaning of these fragments in any appropriate wayirgdhe imbeciles to

their slavish pGeservation of o6citation:
(Debord and Wolman [1956] 2006:15)

Debord and Wolman were, of course, able to advocate iligeref any materials in a
culture that had not yet embroiled itself in the atmosphere of stygtright
restriction that exists in the present day.

For Debord andhe Situationistriternational movementheories of reappropriation

or détournement of existing materialsrea reaction againsheideological theories

of the past. In the ess&yUserGs Guide to Détourneme(it956) Guy Debord and Gil

J Wolman express the notion that both past aeglgmt cultural objectives are

alltimately reactionary since they depend on ideologmahfilations of a past

societyod6 (Debor d ashiterarywdod aristicforids®Emi®dy thdsd ) . A
objectives then the disruption of cultural works is the most effective method for

guestioning and changing cultural ideologies. Debord and Wdiraareopposition

to notions of artistic genius (although they alsdesthat opposition to bourgeois

artistic genius is old hat) and the established culture as defined by the ruling classes,
(descri bed as 6o b s)inaernisef warks tthed disquptthe us habi t s 6
established order and meaxipgless ansl forigattehi f f er enc e
or i g(Debard aid Wolman 1956: 16)

Appropriation, according to th@ostmodern writings of Frederdamesonis to be

understood as an act performed through the empty or vapid quotation and referencing

of the work of othersa form of postmodern pastiche or unauthorised possession

based on fragmentation and imitation. For Jameson the practice is symptomatic of the

wider cultural malaise of the 1980 whi c h h e v littewlitle baggin havi ng ¢

to lose its capacitytot@i n i t s (Janeson, 10&B. Fad Jamesan



In a world in which stylistic innovation is no longer possible, all that is left is
to imitate dead styles, to speak through the masks and with the voices of the
styles in the imaginary museum.

(Jameson1988: 18)

This somewhat depressing view has been recently challenged as various theorists and

artists have begun to rethink a critical value for appropriation.

In the anthologyAppropriation(2009), David Evans identifies a number of theoretical
positions with which to contextualise differing forms of appropriation and to situate
them within critical and political contexts. Evans discusses the potential for cultural
borrowing as a practical mai f e s t a tideaogial eritiqué di @mnsdmer

c u | tdevelapéd by Roland BarthesMythologieg(1957) and contends that
BarthesDeath of the Authof1968) enabled questions around the notion of originality
to be foregrounded (Evans 2009). Discussing the Situationist strategy of
détournementEvans indiates that recent artistic-a@propriation signifies a return to

a morefundamentaform of borrowing than that espoused by Jameson. Contemporary
artistic methodologies could be viewed as a rejectfporaesistance to, the idea of
6empty ap pndiheimitaten of dead &tyles ut forward by Jameson,
replacing them witla genuine attempt to explore critical and radical potentialities for
re-appropriation. In his exhibition and esdigtures(1979) Douglas Crimp

describedh radical potentidior re-appropriatiomine years priortd a me s on 6 s

disheartening assessment. As Crimp argues:

Pictures have no autonomous power of signification (pictures do not signify
what they picture); they are provided with signification by the meaim
whichtheyar e p r e F Nebadlessdo sdy,éwe are not in search of sources
or origins, but of structures of signification: underneath each pitttare is
always another picture.

(Crimp 1979: 85)

Much of Crimgs interpretation is significant within my contdrr making and
presentinghen Cr i mp tal ks about &éstructures

semiotics that has shifted from a mere exploration of signs and meanings into

of



individual acts of semiosis where meaning is constructed through contextual

presentation and complex modes of sensory understamlimurposefully

separating narratives from original public information films, through both editing and
presentational strategiébavecreatel moving imagesnd artefacts hat 61 osed6 t he
specifiaty and that fail to divulge completénistoryor specificrepreserdtion of the

facts There are fundamental principles of avehtheory being explored here:

authenticity, context, taxonomies and manipulated memory. Theresiaglefixed

reading omeaning of any archival documeatfernative readings are possible for a

variety of user groups (artists, researchers, historians, students etc) each encountering

the same object with different objectives and therefore the possibility for multiple

interpet ati ons. This relates to Hal Fosterds d
creation, part of the embodiment of its utopian ambiticis desire to turthe past
intothepresenand o6excavation sit(Bostér2006180 O6constru

throudh the reinterpretation or r@ppropriation of existing materials.

This is timely. The resurgence of interest in and theorisation of the aet of re

appropriation is at the forefront of current artistic debate. Twiheofour artists

nominated for the Tuer Riz€ in 2012 have developed practices that are concerned
withthereappr opri ati on of archival moving i mage
minute filmexploring the life and work of Scottish psychiatrist R.D. Laing,

interweaves found footage and newaterial intofilms that reflect on how individuals,

both past and present, interact with their respective societies and how these

interactions have changed over tirBgentual winner Elizabeth Price-appropriates

existingmoving image archivesexts ad music to explore our complex relationship

to objects and consumer culture.

Priced s  wnarticular, exists in an artistic culture that is concerned with both

consumption and productioRor Price gppropriaton becomes a prominent method

for interragating or responding to what Nidias Bourriaud describes as the

(oroliferating chaos of global cultureinthdimr mat i on aged )(IBourri au
his essayostproductionBourriaud argues that whilst appropriation is not a new

pracice and that ¢ation, recycling and déurnement wee not born yesterday:



There has been a shift in the gesture of borrowing since the 1990s away from
the manipulatm o f r ef er e n c]elsch saturdlly mfersamt i on [ é
ideology of ownershipé ] moving toward a dture of the use of forms, a
culture of constant activity of signs based on a collective:idearing.
(Bourriaud, 2002: 9)

Other theorists have similarly pointed towards a shift in attitude in relation to the
practice of cultural borrowings a repoliticised gesture through which artists might
attempt to develop critical possibilities to explore and understand an increasingly

complex society.

Contrary to Jamepsopriationsrepresemsian ¢npty éxergise that
regurgitates dead imagea®in the pasfan Verwoert argues, Living with Ghosts:

From Appropriation to Invocation in Contemporary A2007)that processes ofre
appropriation can be adopted in order to bring the past into a dialogue with the
present. He suggests thataggpropration can be used as an effective political tool,

one that takes into consideration cultural capital, exploitation, alienation or a capitalist
agenda. Verwoert celebrates the potential feappropriated objects to create

alternative readings or assootets; to be rescued from dusty corners in order to
achieve a new stat¥erwoert 2006).

If Jacques Ranciee 6s t heori es regarding how we inte
and conversely how we interpret fiction as real, are positioned withétnaospere

of appropriation, as described by Verwodnen the nabn that sense perception is an

effectivetool for developing understanding as applied knowledge takes shape.

Ranciere states théb pretend is not to put forth illusions but to elabonatelligible

str uct urre2@ 36 iRtasnnterpretation gboetics.By way of amplfying

this statement he contragtsetryd s abi | i t y t ahrougharsabsenceof me ani
historical chronology and an arrangement l@stmwactions, to a historyatis

6condemned to presenting evelRancke2d®cor di ng
20). By furtherarguingt hat o6t he <c¢cl ear division between
rational logic of history impossible as wellasascee of hi ge2@D4:y 6 ( Ranci
21), Ranciee then adds weight to the suggestion byafictionalising history through

a process of rappropriation, which necessarily resultshe newinterpretation or

10



semiotic readin@f objects, wagetcloser to a state of greater understagdihthe
possibilities and potential meanings that the object represents. Througheiance

on factsor a blurring of fact and fiction we are better able to comprehend what was, is
and could possibly be.

Artist Oliver Laric who only creates new waitom existing works embodies the
Internetgeneration when hesaysl enj oy i nterpretations and
books about books, exhibition catalogues, interpretations of films. Some of my

favourite artworks and movies have only been describeveddL ar i c6s wor k
dissolves notions of authorship and originality; his exploration of reality is constituted

by the popularity of a search result. As the narrator of his ongoing video work

Versiongpput 1it: O6the more oft enlyitanakestmapge i s Vi ¢
of search results. An image viewed often enougloles part of collective memadry

(Versions 2010)Laric identifies the internet asmetaarchive a space where

everything is available for use as content if desired, where all céeraed, copied

and claimed. For Laric there is no copyrighs$ he states in an interview:

| think it is necessary to ignore authorship, to create a space for st
Is interesting agairl.think ignorance of copyright and art market debate is
beneficial to my health and happine¥s

(Art Pulse2011)

The mention of the art market is significant here. $heationist Internationahnd
future movements sucts he short lived Plagiarist movem&hin the 1980s as well
as numerous forgers and copyists are often demonstrating disillusionment with the

| arge profits for dealers and coll ectors t|

L ar i c oversiomscauldbe described as a history of art for the Internet
generation. A series of imagal sourced from the web ao#feredas a mediated
experience of statues and icargipresented as a linear procession of cultural
signifiers that in reality are relativelynimportant to the history of art. Domenico
Quaranta 2011 describ¥grsionsas an

11



acknowledgement of a paradox: that while originality does not &x#t
creative acts are a reformulation of somethinggxistingi at the same time
all acts of reapprgriation [..] are an act of reinterpretation and invention,
because they take place from a cultural perspective different to that which
produced the reformulated object.

(Quaranta 2011118

Or as Laric imself says iversiong(2010):Gf five people describe an accident they

will all give different versions, because what they are actually doingasueting
themselve8What Laric is proposing in this statement is thgbmesenting a range of
personav er si ons of the same event confronts an
effectively describe or understand and therefore effectively relay the truth of an event.
But there is an argument here that refers back to the Situationist International
movement and #hpractice of détournement and which also has some relevance
within Jacques Rdistributionnofehe snsidledétoumemerda f t h e
was used to disrupt the established order lyresenting new readings of familiar

writing and images in diffent contexts and combinations. All of the witnesses to the
accident will view the events from different angles and viewpoints. Where they stand
will influence their notion of the sequence of events. They will be from different
backgrounds, have differemt@eriences and opinions all of which will be brought to

bear on their interpretation of events. The weight of their own history is absolutely
inherent in the way in which they describe the incidethie recounting is not of

themselves but of their intelgtation in relation to their own discourse. The event

itself, the accident, has been détourned (once all of the accounts have been heard) by
the diversity of humanity and our ability or inability to effectively distance us from

ourselves in order to detame the truth.

I n contrast to Larico6s diteeawnashipdr of the i m
authorship of materialsfor@p pr opr i ati on, artist Erica Ta
Empire and Commonwealth Museum argdfitm archive concentrates specity on

institutionally archived objects, in this instance footage from personal collections that

piece together images of public and private lives lived out in former British colonies.

Tands work relies on the distoogiani on of pr o

objectbés (in this case film footage) propr:

12



connection between the sntodertycoristouctd and t he
alternative readingiof the materialsi-or Tanrespect des fondsists to giverespect

to the original oeator as the focal significance, although she argues that:

It inevitably replaces the creator by a system of ordering hierarchies, which
whil e providing 6accessd6 and preserving
also createa new archaeology of sorts, embalming a past, and potentially
obscuring new connections.
(Tan 2005 70)

Tanods r e sReisistantrVigiong2006)ke-orders the archive based not on the
narratives and intentions of the colonial filmmakers, nor ongeby, chronologies

or grand histories of empire, but the medium and language of film iggfh

becomes the structuring principle of the work. Connectivity is constructed by the
viewer from Tands mani pul at ed depakuoen o mi e s,
shots, pans, tilts, trackirghots, and subjects looking to camera become the visual

clues with which to invent new narratives and associations.
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Chapter 2

Hunting and Gathering

Visual data collection has always been an inhezemntponent of much artistic

research. The easy accessibility of online source materials has dramatically altered the
nature of methodologies for searching and collectiimgs, in turn, has led to a shift in
artistic practices, specifically those that anacerned with r@appropriation. Artists
searching for film footage who were previously reliant on traditional archnes
thereforethe expertise and knowledge afchivists to access archival matericds

now access, quite independently, a wealth oenmtonline following the digitization
and documentation of primary source materials from a variety of archival collections.
This public exposure of previously private or hidden materials has resulted in a
bewildering amount of second hand, reproducedcsomaterials through the creation

of numerous web based archives and collections whilst simultaneously oppning
possibilities forcollaborations, multiple platform viewing, and a broadening of
knowledge through diverse approaches. Lily Diaggests thahe proliferation of

Internet information

is not a clean slate from which we can easily siphon pristine deposits of data.
Rather, we are confronted with a fractured continuum of rsaltisorial,
multimodal and multifaceted y¢-b e 6 dat a dorfuthert he need f
processing.

(Diaz 2011 4)

Di az 6 s idthapoalinendatais somehow incomplete, that it requires further

interventions in order to become useful or in some way complete, indicates the nature

not just of the materials themselvas ready mae sources available for the creation

of new materialsdout also of their contextual statusdigital objects. Identified as

traces and fragments of information that started as one thing created for a particular

reason, original materials have been coraceto a multipurpose set of media with

the possibilitytd e used | i k ¢etcabe miged, rewaked)ie pal et
appropriated and rerganisedBy i denti fying online materi al

Diaz also suggests an absence of provenance sonad ownership.
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Whilst artists have been borrowing from other forms ardpropriating existing
media throughout history, the difference for artists tdamyin the ready availability
of digital materials. Josephine Bosmaah essay OD@ibapNadc atve sa@nd

argues

Hunters and Gatherers are we. The digital age has returned us to a rather basic
form of humanity. | leave it up to you to say whether ours is an improved
version of this basic human state, or not. Any which way, living with méswvo
of universal machines provokes a reassessment of the human condiiati, a
it has produced.

(Bosma 201126)

Whilst the description of technology-igniting our huntergatherer tendencies may

carry with it some poetic license what Bosma is describing is a cultur¢httoatgh

an increasing reliance on technology as a part of everyday life, has created new
mainstream environments for collecting and preserving. Contemsweisties are
documented, and document, in ways unimaginable to previous generations. Personal
histories are offered up on sites such as Facebook and Twitter that, like conventional
archives (in many ways through the gaps in information) create a digpoiéd

image made up of selected images, comments and associations. Thehistemnictn

Pierre Noracomment&:our whol e soci ety |(Norael989:f or ar ch
13). At a time when we both crave and feel overwhelmed by information, the archive
can seem like a more authoritative, or somehow more authentic body of information

bearing value and meaning.

Finding the Found

It will be very hard for people to watch or consume something that has not in
some sense been tailored for them.
Eric Schmidt Googlé"

A central concern for this study focuses on how artists searching for information from
the numerougnterret based moving image archives and the scarcer institutional film

archivesyrely on either algorithmic driven resultstbe knowledge ofxperienced
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archivists The former igeliant on results that are decided by algorithms based on
personakearch histories as much as by key search terms whilst the latter depends on
expertise and familiarity with the archivds terms of content, of cowsthere is a

wealth of unsolicited materiatiue to the difficulties in enforcing restrictions or
censorship for online materials, but how we avoid the irrelevant and inaccurate and

locatethe significant and interesting is not as equal or open as w likeagine.

Diaz recognises the difficulties in the overwhelming amount of online data contained

within an almost ethereal system for searching which typically starts with algorithmic

search engines thatresponcditd ndi vi dual ¢ o mpthmiesystems cac hes.

are designed to maximise the effectiveness of individual searches but in effect could
potentially exclude the discovery of new materials through more serendipitous and

less obvious encounters.

Eli Pariser in 2011n a TED talkBeware Onlind=ilter Bubbles(Pariser 2011jnakes
a persuasive argument for cauti®a r i ser de s cnisidtesltsftint hi s as

an

i nformationd or invisible algoritohmic edi

different computers butsing identical search tas will get very different results.

Search engina®ly on up to fiftysevendifferent types of information stored on your
computer from recent searches,sieplayed, programmes used dhd type of

browser and computer location. This has resulted intannet that shows us what it

thinks we want to see rather than whatmight want to seeThe information

presented might appear relevant but then again we do not always know whether or not
we are receiving the most significant or recent data relatedrtoriginal intended
searchWhen it comes to the list of results, and in particular the order of the results,
one does nallecide whats included or excludedVhat your search engine will
respond to is a mixture oflvaplesent Pari ser
i mpati enced ThHeReans that enelickod, brig day to day basill all

be filtered together so that any search that is made will takeontideration all of

this information Anything fromthe mosjuvenile to the hight academias taken into
consideration and influensghat information is passed bacéinformation junk

foodd i qPatiser@a0l)esul t
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Pariser uses ptiaternet broadcast society as an exangpleow our reliance on

consultation with or advice fro experts has diminished in favour of instantly

obtainable informationgatekeepers and media editors controlled information and
adherd to codes of ethicat least in principleThis passing of the torch from human
gatekeepers to algorithmic ones withthg same ethics hasrious implicationg-or

one there is then a greater reliance on personal interpretation of the materials or facts
that individuals are confronted with. As the speed with which we are able to receive
information increases then so dales reliability of the messages that we are

receiving. Live continual news updates have for instance been described as news that
6al most wants to be wrong6é6 ( Kadestrucin@ 92: 2)
i n order to makeane80m24).or the nextd (Do

However, Meikle and Young use the example of Wikil€aksorder to highlight the
constant need for vigilance within a convergent media environment and the continued
importance of gatekeepers to make sense of complicated or conflichngpation.
Journalists and news organisations were able to study and analyse the raw data
publicised by Wikileaks and put the information into context in order to make the

content understandable for a more general public:

To make sense of the material &urdiences who lack, of course, the time and
expertise to process these hundreds of thousands of specialised documents for
themselve$ although those documents are available online in their raw form
for anyone who wishes to try.

(Meikle and Young 2012: 9)

The price of freedom of information for each individual then is eternal vigilance,

firstly in the analysis of the information that we receive, secondly in putting it into
context and thirdly by recognising where further expert interpretation is necessary
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Chapter 3

Provenance: Respect du énds

The principle of provenancegspect du fonddeveloped by French and Prussian
archivists in the early nineteenth century, distinguishes the archival profession from
other information professions in its facon a documedd context, use and meaning.
Provenance also refers to an idea of integrity of meaning; that there should be a
certain respect towards materials, delineated by the organization of collections as
autonomous and therefore objective, by maig original order through the
presentation of historically correct evidence. However this is not a simple concept.
Peter Horsman has related the nature of archives and their contents to living
organisms that develop and mutaiz & series of possibletons:

Fondsare a complicated result of the activities of the creator, political
decisions, organizational behaviour, reckedping methods and many other
unexpected events

(Horsman199414)

For Horsman the process afyanization and classification or taxonoewists to

provide an incomplete picture wheibjects are sited within a particular time frame
that only provids evidence of an act of collectidnthe gatheringf physical data or
inter-related objects at some point in time. Therefore in order to determine meaning,
Horsman argues, the archivist has to describe and define the relationship between
objects/artefacts, their characteristics and functions and thelsgqom@served that

give credibility to their existence within history. This is in effect the essence of
respect du fond#\n archive understood in this way is an implicitly powerful force

for organizing materials that both capture and manipulate contexh@acing.

Provenance then indicates a certain response to materials that relies on a particular
way of looking at and of understanding objects. Provenance may provide context but
if the only way to experience those collections is through consideration for
provenance alone therckbsed environment for experiencing collectiovauld be

created, onéhat consequentiyould deliver fixed readings and limited

understandingof materials. We can apptiie distribution of the sensibl@gRanciére
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2004)to our reathg of the archiveghat we have a certain sensibility to the

perceptual preonditions that create an understanding of forms. In this case the forms
referred to are images but we can apply this themmclude archival artefacts or

film. As Ranciée describes:

As a specific type of entity, images are the object of a twofold question: the

question of the origin (and consequently their truth content) and the question

of their end or purpose, the uses they are put to and the effects they result in.
(Rancige 2004 20)

Ranci&e calls this arthical regime of image$n the context of this enquiry this
notionindirectly points to the nature of provenance as a mosisythat controls
and maintains meanings through the management of materiaisedimitations of
experiencing such materials. Téthical regime of imagedso refers to the

censorship or copyright of materials

The question of images of the divinedahe right to produce such images or
the ban placed on them falls within this regime, as well as the question of the
status and signification of the images produced.

(Rancigée 2M4: 21)

Ranci reds anal ys idvidebhetwetmbpyrigkt issugs ol thosed t
images available for use online and those held within public arcloeeseen the

digitally available and the institutionally protect€hce materials have bee

extracted from both public and digital archives, however, their signification or
meaning is altered. Ranciére expands upon the concepts exploreddigrthation

of the sensiblen DissensugRanciere 2010) where he affords a semiotic analysis to
de<ribe the process alissensuss a practice that characterises contemporary art:

The idea of a sensible element torn from the sensibledistansuasensible
element, is a specific characteristic of the thinking implied by the modern
regimeofart, whch | have proposed to call
in fact characterises this regime is the idea of a specific form of sensory

experience, disconnected from the normal forms of sensory experience.
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(Ranciere 2010: 173)

Ranciereacknowledges thvariable relationships we have towards images or objects

and the potential for altered or broader understanding, thidisgensusof complex
inter-relationships between the individual, the image or object and its contextual or

cultural positioning. Thartworks discussed in this text are derived from a variety of

different source materials that have beepasitioned, ranterpreted and isolated

from original function and archival repository. Each film that has been used has been

through previous prosses of extraction, distribution or states of being prior to their

eventual deposit in the archive. The processes of separation-apgrogpriation that

form the basis of the artworks have some resonarReaim ci  r eb6s descri pti
aesthetic experiencea bei ng 6t hat of an unprecedented
hi erarchies are abol i s hedRanciem® 201G 176)uct ur ed

|l denti fying hierarchical, or O&éproperd ways
those established conventionsaties conditions for opening up new dialogues and

reactions rather than presenting objects asdomensional artefacts confined to a

solitary meaning.

Prelinger Archives

The exploration o€reative possibilities for timbased media astool for exploraon
within anarts practice is embedded within a digitalltural landscape that
incorporateshe collection of source materials from a range of accessible film

archivesncluding,in the case of my own artworkom the Prelinger film archives.

The onine archives founded in 1983 Ryck Prelinger in New York City holchore

than two thousandsociglui dance and 200phhe@edafsdbmpubl ins
Field Guide to Sponsored Filmsdéd, which des:
commissioned bhusinesses, charities, advocacy groups, and state or local

government units between 1897 and 1980. The accompanying Prelinger library in San
Franci sco, California, dfreesdlty,rbriovisabte i t sel f as
collection of approximateljorty thousandooks, periodicals, printed ephemera and
government document so. Prelinger coined th

instrumental in organising the Open Content Allidticéhrough this action ensuring
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the existence of copyright free materials, aatali for artists, filmmakers and

researchers to use anduge to create new outputs and content.

This gesture has some significance within the context of this enquiry. In the first
instance this archive has as its primary function a specific desireviol@ content
for re-use rather than as a means for preservaficelinger hasleclared thathe
archive is not an enpoint, but a beginnin@’ii As the Prelinger Archives copyright
notice declares:

You are warmly encouraged to download, use and reprdtase films in

whole or in part, in any medium or market throughout the world. You are also
warmly encouraged to share, exchange, redistribute, transfer and copy these
films, and especially encouraged to do so for free. Any derivative works that
you produe using these films are yours to perform, publish, reproduce, sell or

distribute in any way you wish without limitatioR4"

In stark contrast to Prelingisrpromotion of Creative Commons licensed moving
image materials, whose ready availability undoulytedbvides rich source materials
for the artistic creation of new work, there have baamyrecorded difficulties for

artists working with publicly funded moving image archives.

In 2005 the artistdNeil Cummings, Marysia Lewandowska, Eileen Simpsonkenl
White were commissioned as part of the British Art Show 6 (2006) to produce films
made from workstoredin public moving image archives. The cover of the resulting

DVD entitled 6Screen Testsod describes the

There is a conflict lssoming at the heart of culture, a conflict convened
around the property rights that subsist in materials stored in public archives.
Screen Testsxplores this conflict, while enriching rather than depleting the

public domain®™

Cummings and Lewandowskaprking with North West Film Archives entered into
an agreement with the archives to show three films from the filmmaker Mr Higginson.

The films were to be shown on an accompanying DVD, however due to legal
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constraints the archive refused to releaseilims fto the artistsAt the end of the
accompanying booklet is a copy of a letter sent by Neil Cummings and Marysia
Lewandowska to the d¢th West Hm Archives that outlines some of the contentions
and frustrations for the agess of publicly funded archis¢Appendix 1) Their

dissatisfaction is clear as they state:

It is not at all clear to us in whose best interest you are acting, what you are
protecting, and from whom. The irony of a public archive, part of a library
service of a major university witbkding information, refusing to negotiate,
and restricting the circulation of its holdings is painful to us.

(Cummings and Lewandowska 2006)

Both in this |l etter and in a serig@gs of tal
the Past Artists: Archve:H | mé6 Cummi ngs positions the arc
storeroom whose sole purpose is to amass, categorise and preserve artefacts from the

past presided over by overprotective guardians unwilling to release their charges i.e.
archivists. A note of cautomu st be voiced here. The work 0
the letter and talk altle had as its primary purpose tim to question this concept of

the archive as a site of conflict, as outlined in the aboveatjant Subsequent

discussions with a lead curai@ North WesFilm Archivesabout theScreen Test

projecthas revealed that in fact the materials requested were supplied by the archivist

to the artist§ who never st foot inside the archivésand that it was a matter of

original ownership, i.e. theriginal ownerof the footagelid not want the materials to

be compromised in any wayd therefore restricted anyappropriation at all so as

not to alter original meaninghereby preventingny artistic interventionsomething

that the archives weredally obliged to comply with.

Although there is a sense here of artistic manipulation to justify the aims of the

project what this exchange does illustrate is the tensions that can exist between artists
who wish to reappropriate footage and archivisteose hands are often tied by legal
constraints but who nevertheless are also dedicated to making archives more

accessible.
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The Digitisation of Regional Film Archives

The digitization of Regional Film Archives has been the subject of much debate

within the archive community. As Marion Hewitt at North West film archives has

said: o6the question being asked is no | ong
why vyou (si c) *™éAppkndiw2).eNorth 8VeseFilny Arahides is not

unique in thavery little of its collection is currently online. It has concentrated its

resources on developing preservation techniques and is acknowledged as the UK

leader in this field. However much of the collection is still difficult to access outside

of the archie building. As Marian described in the interview:

We only have the resources to do so much. Even the cataloguing of the
archives takes a considerable amount of time. Time based media takes time to
watch then needs to be categorised and even then ntbsttohe we can only
put the film title and information online not the actual film. There is a backlog
of films that are stored here that have not even been seen so therefore not only
are they hidden from any potential audiences but even we are not yetawa
their content.

(Hewitt 2013: 78)

Some of the films from the North West Film Archives are accessible from the British
Film Institute (BFI) website. The BFI have made great strides to put films online and
aimed to complete the upload of ten thousainusfby the end of 201%. They have

now released a large number onto their own YouTube channel, which is accessible to
all and BFI Screenonline which holds a considerable amount of archived materials but
is only available for schools, colleges, universitad public libraries. The BFI have

also embarked on a project called Mediatheques where films can only be viewed at
the BFI Southbank London, and at public locations in Derby, Cambridge, Wrexham
and Newcastle. The BFI has also produced a-twoguide forartists wishing to use

archived footage for researching, sourcing material, financing and exhif§ition.

It is widely accepted that due to copyright and time constraints a very large majority
of archived films are unlikely to be accessible online, at leabe foreseeable future.
Therefore in order for artists, filmmakers, historians or researchers to be able to

access collections, a detailed catalogue or a knowledgeable curator is where the
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search usually starts. Regional archives such as the Yorksnirérchive, South
West Film Archive and Media Archive for Central England have comprehensive
websites. Yorkshire film archive have a very detailed online catalogue with
downloadable information sheets about their films. Similarly the Scottish Screen

Archives have extensively researched information available online.

The Scottish Screen Archives are at the forefront of digitization. In order to obtain a
deeper understanding of how film archives are confronting issues surrounding
digitization and how thegee their role within the digital culture | interviewed curator
Kay Foubister at the Scottish Screen Archives in Glasgow 8iVagy 2013

(Appendix 3).

On the question of why only a select number of films held in institutional archives are

available to iew online Foubister replies:

We have a lot of donors who say no to digitization of their material, who have

seen how things have been abused online

with people coming to use it on the premises or in the contexhuétbing

el se but theydre nervous of things bein:

and their family being shown in a way t|
(Foubister 2013: 80)

Alongside issues of personal or family representation as a barrier to prdsence is
the problem of copyright. Regional film archives in the UK are publicly funded
bodies and therefore have a need to protect themselves against copyright theft,
particularly as it is the donors and not the archives who usually hold the comgight

Foubister explains:

The reason we donét have everything aval

copyright and permissions and data prot.

have to work in and thatds what prevent:
(Foubister 2013: 79)
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The high cost of digitising moving image is also proving prohibitive to the complete

digitisation of film archives, as Foubister described:

ltds al so cost, as there are a | ot of

t

beenrmni ng since 1976 and wedve got about

and videos. We canot afford to have eve

[being digitized] bitby-bit.
(Foubister 2013: 81)

The preservation of archived film materials dne separate archivists concerns for
format migration, alongside copyright and protection of personal information, mean
that regional archives exist within an environment that is dedicated to sharing and
making materials available for a wide range of ubetsvithin an atmosphere of
cautious apprehension and concern for personal sensitivities. The films contained
within the archives are part of a broader discourse than their content alone would
suggest. Provenance is then of paramount importance, extéadbeyond the

materiality of archived artefacts or films.

Archives and Disconnect

The artist Christian Boltanski 6s comment o
of objects serves as a reminder of the importance of context for the dissemination and
understanding of objects and images:

Preventing forgetfulness, stopping the disappearance of things and beings

seemed to me a noble goal, but | quickly realised that this ambition was bound

to fail, for as soon as we try to preserve something we fix itcaiepreserve

things only by stopping | ifebs course.

never break, but will they still be considered glas$e$®Dnce glasses are

part of a museumbébs coll ection, they for

image of glasses. In a vitrine, my glasses will have lost their reason for being,
but they will also have lost their identity.
(Boltanski
2007)<xiii

25



Boltanskithus emphasises a phenomena thabimsmon to both institutional and

digital archived one of altered identity and ambiguity of definition for the preserved

object where contextual positioning determines semiotic interpretati@ms similar

nate, but one more concernedtivthe disconnect of the history froam objectather

t han Boltamdgkiofs athi asdbgrercd f r omereferdts or i gi n

Kant 6s Criti qguingthat:t Judgement

Aesthetic judgment asks us only to kesble of form. When standing in
front of a palace, it does not matter that it was built out of the sweat of the
poor people; we have to ignore that, says Kant.

(Rancigée 2008 71)

So according to Ranaie aesthetic judgment relies not on the facts of history of form
but rather that by disregarding known facts we can look at the form itself in a new
light. Experiential understanding rather than inteéllatunderstanding is fdRanciée

a way of describing aesthetics

Aesthetics not being sociology of art but as being a form of experience. That
is,anexer i ence of di beedsrsonethingithatrescapgséhp . T
normal conditions of sensory experience. That is what wstske in
emancipation: getting out of the ordinary ways of sensory experience.

(Rancige 2008 71)

Ranci reds theories of theundersppadngof of hi st o
aesthetics has some relevance for our perceptipahicly archivedilm where

value and status is inferred upon works according to their perceived hisaorical

cultural valueandas a direct result dheirinclusion in the archiveOur

understanding of these films can then (according to Ranciére) be altered when we

distance ourselves from the weight of thastory. Conversely in a contemporary

society where we are both familiar and accepting of the internet as a place where all
information both good and bad is given equal status (in terms of inclusion) we

measure the aesthetic valuedgjitisedobjects isolated from their original context

and reinstated into this virtual, neseletive, noncurated, metarchive in a more

autonanous wayDoesthis then meathatthe cultural valueof materials from online
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sources, by virtue of their availability and lack of information regarding provenance is
decreased (as suggested by Diaanditsodef i niti
does this signifghat materials that are selected by virtue of their history and

consideration of provenance for institutional archivescalirally more elitist, of

greater significance and therefore deserving of greater respect?

| have created artwhs that respond to both types of archives to conduct an

investigation into whether, as an artisty responses shomore repecttowards

materials sourced fromstitutionalised archival matetgathan to those sourced from

online archives. This also openp questions of how a particular reverence (or

absence of reverence) to provenance might effect or influence artworks made directly

in response to materials from the two differing types of archives.
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Chapter 4

Methodologies and Theretical Framework for Making
Listed below are three fluid ideals that provide a structurenfoartistic production,
inform my metlodologies for making anprovide a contextualisedadmework for

making. The work is:

0 An exploration of the role my artistpractice can play in animating
collections from both digital and institutioraichives

o The development of strategies for exposanghived filmsto new audiences.

0 The creation of new meaning through a series of artistic intervenhtianare

relianton reappropriation as a methodology.

Moving image archival materials provide a major component for my own processes
for production. They repsent film that is outside ofstown historydiscarded by the
industriesor individuals they once served, fragnts of history that are of little value

in terms of usefulness for contemporary society. They also provide an embarrassment

of riches of the discarded, the inconsequential and the overlooked.

If we look at archives and their conteatsmaterial for spetation, removed from

any taxonomy or chronologthey become not merely depositories of historical

documents but creative resources that exist for new contemplation and creation

Lucy Reynolds in her ess@@utside the Archive: The World in Fragmeipestions

what she terms the found fil mmakersd met ho

archivist:

In a reverse of the methodology of the archive, where fragments are pieces of
a puzzle to be painstakingly reconstructed, the found footage filmmaker
excavates their material by splintering it into further fragments. Images are
transformed through a process of decontextualisation and juxtaposition in
which they are torn from their sequential coherence.

(Reynolds2006: 1§
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It could be argued, as Reydslsuggests, that found footage film requires the viewer

to become an archivist, transforming a passive state of perception into an active

process of restoration, by piecing together new meaning drawn from personal

memory, association and imagination.hinits way t he vi ewer 6s own ¢
history, like that of the found footage filmmakers, creates another personalised layer

of meaningRanci&e describes this process as parhefdistribution of the sensible

There is something wrong with the idéat politicaleffects are to be located
in the artwork itself or, in particular, in thetention of the artist. What
happens in the aesthetic regime of art is that artists create objects that escape
their will. Sometimes it denies their will.
(Ranci@e 2008 74)

Ranciée suggests that threading of a work is dependent as much on the individual

Vi ewer a sintentfagistsaanmot psotluéeswork on the basis of a telémbg

approachl have coined the terifdadapted Orphant try and describe my own

approaches towardkere-appropriation ofligitally archivedfiims sourced from the

Prelinger collection | have no desire to adopt or nurt
present them as my own, they have no connection teitiner culturally or

personally. Instead | wish fay with them, take them out to new environments and

encourage them to adapt to new contempdagtions.In other wordd wantto

sever them from px@ous associations, connections and tiinanes and deliver them

to new exciting homes.

Stan Vanderbeek and his MovieDrome

My artwork has become increasingly concerned with ideas of locatedness and
perception as approached by artists and flmmakersmiitiei notions of expanded
cinema®" Spaces for reception, media environments, the interconnected nature of
visual technologies and physical perception have begun to dominate my tranking
StanV a n d e r MovieDrdneis a key example of that thinking. Wad e r be ek 6 s
Movie-Drome built in 1965 consisted of a large aluminium dome sited in a forest in
New York State. Spectators were encouraged to lie down on ptspdseushions

and watch an array of thousands of disconnected images and sounds projected

simultaneously onto the surrounding dome. Recently reconstructed and exhibited in
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New Yor kdéds New Mlargeeaxhbitien®ntitie@hodts inahe

Machine the Museund website describessipropheticimpactasant i ci pati ng th
fusionofinformab n and t he body, Wtisiessdheidemadbf t he di g
an immersive environment that informs my new work but more the relationship

between reality and represgation and broader conditions fieceptionthat concerns

me Vanderte e kMise-Dromerepresented an attempt to construct a platform that

displayed a multiplicity of images, sensations and experiential immersion that

combined to create a Kferatherdthmreosmphhwétht i cs of an:
previously accepted conditionsof medator as Ranci re t-erms it

configuration of the common experience of

The relevance of Vanderbeeko6és work for con:
reception/display of moving image work and its reliaonerojected space is

considerable More than ever before we live in a mgtatform society, one in which

we are surrounded by opportunities for viewing moving irsagelevision, cinema,

outdoor broadcast screen, digital screens, mobile projestoasi-phones, tablets and

computer monitoras key information platforms in galleries and musedms

addition digital platforms, social media and virtual worlds suggest other means for

the reception of moving imagand therefore possibilities for new réags and

interpretationsAs Laura Mulveydescribes

Once the consumption of movies is detached from the absolute isolation of
absorbed viewing (in the dark at 24 frames a second, in narrative order and
without exterior intrusion), the cohesion of nawatcomes under pressure
from external discourses, that is, production context, anecdote, history
(Mulvey 2006 27)

My creative practice explores prsely thesaessues of display and receptioim the
digital age and, taking intaccountMulvey& assertion, represents an attempt to
discover nevaesthetic consideratioasid potential for semiotic readings through the

adoption of unconventional sites faewing andexhibiting moving image work.
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Four Case Studiesrom my own practice: Time Out; Resuscitation; Secret
Places/Secret Spaces; The Garden of Good Advice.

The original digitally archived films used in thesar workswere produced fo
information purposes. Whethéo deliver messages of social conformity or as
examples of advanced medical scieratehave at their core an aim to influence,
instruct or condition opinion and behaviour. From the earliest years of cinema, motion
pictures have beeproduced to record, orient, train, sell, and persuageestimated
thatthree hundred thousamtustrial and institutional films were made in the United
States alonbetween the 1930s and the 197@ar more than any other type of

motion picture. Amost every major company, national business association, and
educational institution produced or commissioned titles intended for staff, customers,
or the public. Today these films are valuable both as documentation of past places,

events, and practicesc as examples of changing styles of rhetoric.

Time Out™"

The workTime Outllustrates my preoccupation with the disruption of meaning
(narrative), through the altering of original moving image and contexts for viewing.
The wor kbés st dgutdancediim,pvas produced @ coavatbe Us
population in the 1969to exert some control over their emotional stet®rder to
avoidaccidens. This 1961 safety filnTime Out for Troublés the epitome of
suburban horror. Housewife Jane is tormeig a clock in her home that was a gift
from her mothein-law. The clockhaunted by the spectre of her now deceased
motherin-law (!) initiates accidentby somehow telepathically producing
hallucinationghat cause the recipients to have an accidadtthen blames the
victims forletting their emotions run away withem The underlying message is that
emotionally volatile situgons often result in accideriiecause when people act

irrationally they ignore the safety precautions that they would kysiodlbw.

This all within a clear cultural context of white, affluent, middle America where Dad
goes out to work every day whilst Mom stays at home. The film was maldedra

of the civil rights movement and McCarthyismhere the message was vergaily

one of conformity and all that entailedr if of course you happened to be white and

middle class. This was also a time when the idea of the American dream was at its
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height. You too could be a part of this drelant onlyif you worked hard, purchsed

the right products and confoetto social normgFromm 1964)"

Shot in black and white the original film, despite its oddness, has some aesthetically

and onceptually interesting moments.eiktl, ghostly sound effects give the film a
surrealairrad o t he constant Ovisionso6 that Jane h
ups highlight the main protagonists without revealing anything of their character and

the nonlinear sequence of events creates an atmosphere that is disjointed and

ultimately portraysa series of nomelated events that share one common message

6Take control of your emotionso.

Taking on board the idea that social guidance films sudinas Out for Trouble

exist as a kind of moving image rule book for sociétgpe Outwas createdsing a

system of controlled chance that necessitated the removal of emotional decision

making, thereby simultaneously exploiting
and purpose. The intention for making was the creation of a film usingaditioral

processes of editing (indeterminacy and randomness) with an aim to discover new

associative combinations.

Figure 1.Stills from film Time OutJo Clements2009.

My Methodology for the making of Time Git:

1. Each camera shot was isolated and cutdate a series of individual clips.

2. Every clip that showed more than one person or interaction with another
person was deleted (aslirect response to the filim emotional theme and my
disruption of that theme)

3. Each remaining clip (seventy dix total)was assigned a title.
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4. The titles were listed alphabetically and assigned a number accordiigly 1

5. The numbes were printed out teimes each and placed in a box.

6. The numbers were pulled bof a box and placed in order. Sevesty
numbers were ramanly chosen three times, to create trseparate film
sequences.

7. The clips were reordered according to the order thatdhme out of the box
to create threseparate films that were therapéd together to form a silent
threeway splitscreen triptych.

Art-based practice is often concerned with placing disparate items, objects, ideas and
theories together with an aim to create new associations and meanings aesthetically,
conceptually and theoretically. Often the most effectvork is the most unexpecke
Playful interrogation as a methodology is vitat the artist, enabling opesnded
exploration and discoveryhe reediting of this film can be understood as

representing a fractured or disrupted narrative. As a film in its own right it has a
particubr narrative albeit one that relies on the audienderto their own meaning
Rancige describes art as constructing fictions via narrativestedthrough the

organisatioror assembly of known forms:

Art, like forms of knowledge, constrea f i c,tthatds mosd@material
arrangements of signs and images, relationships between what is seen and
what is said, between wahis done and what can be done.

(Ranciéere 2004: 39

By presenting a series of clips simultaneously that exist outside of familiar temporal
sequences, that are disjointeditezated and consist of different lengths, the audience

is forced to construct their own meaniag, Ranciére suggests, by connecting

relationships between what is seen and what is said, between what is done and what

can be dongquite sepatefom t he fi |l més ori gi nal meani ng,

clues and hints presented without comment or information.

Resuscitation: Decipheringhe Truth™
The workResuscitatior§2010) begins with a USSR film from 1940 that appears to

show dogs being resuscitated frdemath Portrayed as a scientific experiment, the
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film has a number of shocking moments, including what appears to be a seveéred dog
headbeingbrought back to life, and it is unclear whether the film is an authentic
portrayal of an experiment, a reproduction of previous experiments or a complete
fake. Whilst there is some evidence that the experiments did take place it is unlikely
that this film is a dcumentary of those experimentsr Ehepurposeof this work

however, thgrovenanceés not mportant, it is i ambiguous authenticithat makes

it a fascinatingsubject for reappropriation.

Presented as part of a larger instalatthe film is projected alongside a series of
objects and text including medical equipment, dog silhouettes, Russian medical text
(taken from a Russian medical book that records blood disoateg)xcerpts from
novels (chosen by opening the page dadipg my finger, with eyes closed, on a

random paragraph).

This pieceof work places together disparate objects that in reality have no

relationship to each other but placed in a gallery seittwvite the viewer to construct

new narrative and meaning The images, objects and text are displayed im#das

way to museum exhibitsas r e f e r e n & archiveostatushThe dnly dlumid

t h e warpokedas a puzzle or problem to be solved, is in the graph paper that the

work has been mounted ¢imat is traditionally used to work out and map solutions to
problems. The value of objects and images sglayed in this work is alteretheir

original meanings deferred to aewly-constructed narrative. Extracting images,

objects and text frm theiroriginal narrativedetaches them from context thereby
removing the or i gmatiendlimpacttorcontexdudl i nt ent f or

understanding.

Figure 2.Instdlation views ofResuscitatiorCamille Claude Gallery (2011)
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The contigity of the objectsn the work andhe associations that their proximity

presentxonstruct theeading of this work. There is a great deafd#ceptiod

occurring:the film itself has ambiguous meanings; the objects look connected to the

film but are not; the text is fappropriated from various novels but appears to be

connected; the Russian text leaves-Russiarreadingviewers to feel as if they are

missing a vital piece of information that might make the work make more sense; and

even if they did speak or read Russihe nature of the tegjppears to be medical

language. e work leaves space for doubt whilst presenting elements and

combinations that create moments of fictional narrativeapptoximate

understanding. The work evokefat Laura Mulvey describesdsé¢ faest heti c of
deception, an appeal to the human mindbs p
readiness to be:3ooledd (Mulvey 2006

Secret Places$ecret Space®” and The Garden of Good Advic&*"

Two artworks entitledSecret Paces/Secret Spac€d012)andThe Garden of Good
Advice(2012) sought to experiment with digital platforms, namely by producing
contemporary public information films, written and produced by school groups and
displayed alongside original 1950s and 60s social guidance films v @R
installations. Each project has as its main focus a reliance on mobile media platforms
to access the film works. The intention was to try and understand how the refading
thefilms might beinfluencedby locations and methods for viewing by situatiimgs

from othertimes and place within newsettings.

In this instance the importance of grouping 8lwithin an installation space, as

opposed to the screening of one film within a speca direct response to

contemporary notions of simultaneousta d c a s t . Burginds notion o
serves as a metaphor in this instance that describes a nonlinear conceptual

intertwining of meanings, images and messages originating in both historical and
contemporary timand existing equallin readily acessible digitied forms where

meanings overlap anchages are Hproducedre-iterated and rénterpreted.

Each artwork consisted of a number of QR codes placed within a sSicngt

Places/Secret Spacescupied an area #fersal Dale alittle known woodland
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within the urban sprawl of SalfoidandThe Garden of Good Advioecupied a

space within a public corridor in Media CitiK, the Salford Quaysite of the BBC.

There is a strong ethnological tradition of the notion that culture becomegz éalcii
space and time. By introducing elements from a different culture and time into an
alien environment, where they havehistoryor contextthe films took on new
resonances. Already accessible from digital archives and therefore easily viewed on
computer or locative media, the presentation of the films within batloodland

setting and a modesteel and glass environment allowed for individual

interpretations in responsettee differentiocatiors.

| decided not to give any indication of the fdscontent, preferring to leave them

hiding behind the QR codes. | wanted to create a level playing field for discovery.
Without any prior expectations the audience had the opportunity to stumble across
potentiallyinteresting content. | wanted to play Wwiotions of chance and

indeterminacy for the audience experience, in a different way to that which | had
explored in the editing ofime Qut. In the absence of instructions of any kind for
viewing the workthe audience had the freedom to become absamtibd unfamiliar

i to discover old materials through new technology. As a private experience it had the

potential to provide an introduction to new forms in an unexpected environment.

Yvonne Zimmerman illustrates how the presentational context of anmafion film
can affect its reading and interpretation. Using an example of a German film about the
manufacture of a distinctive smelling cheese she recounts how different environments

affected different responses:

If shown at an advertising event orgsed by the MilkCommission, it was
screened as a propaganda filirsdreened in cinemas, it became a cultural
film on life in the Alpine pastures; and when projected in the classroom and
commented on by a teacher, it was an educational film.

(Zimmerman 2002 110

Audience responses to watching the films via locative media in unexpected settings

however, elicited an interesting respartbe process of accessing the films, rather
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than the films themselves, became the entertainment within this context and

environment. During the opening eventScret Places/Secret Spa¢aguided walk

led by myselfthoseparticipantsvho had access to locative media, iphones etc did

watch the films, but i1t was tdisplaymgx peri ence
QR codes, the walk through unexpectedly pretty surroundings and the sense of a

shared experience that were expressed as the most enjoyable aspects oflthe day.

location was in fact a distraction from the films.

The work produced at Media Cigficited adifferentresponse. Siwn as part of a
two-day evennot only were there more people in attendance apthe festival

but there wasiso a greater interaction with the films themselé®re wee a

number of factors here that differ from the workptised in Kersal Dale. The space
was deliberately set up as an area of relaxation. Small wicker stools were placed
amongst the blocks and flowers that contained the QR codes (see image below) to
invite theviewer in. There was also a qudbviously diffeent demographit the
building houses media savvy students plus there were a number of school groups

invited to take part in the festival.

The response to the films was more positivthe Media City settingVisitors tended

to linger longer, to move &m film to film and watch them in their entirety whereas in

Kersal Dale there was a tendency to find a code, access the film and quickly move on.

The reasons for this discrepancy are unclear. Perhaps within an area of natural beauty

the view of the landsge Dok precedence over the artificiat,roaybethe alien

nature of watching films in this way prevented any meanirgfigagement with the

material. Perhaps it was just less comfortable standing ouBfideurse measuring

the responses poses some pgotd. In Kersal Dale | was able to elicit responses from

the participants on the walk but otherwise it is a fairly quiet area. On subsequent days

Il did talk to a few dog walkers all of whoi
was doing something ilmte ar eaé but were a bit reluctan
therefore interrupt their walk. The films for these walkers were insignificant but the

sculptures were welcomed.

In order to fully gain reaction to the notion of accessing films via smartpdraiaélet

technology | decided that it was necessary to conduct this experiment in the more
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conventional confines of the gallery. This was one factor that led to the making and
exhibition of the workLOO Adapted Orphans

100 Adapted Orphans

The work100 Adapted Orphansomprises o series obne hundreghortfilms,
abstracted from their original archived forfesphan films) which can only be
accessettia QR codes printed ontme hundredndex cards.The work has been
constructed from imagery sourcdm online moving image archives and re

appropriated speci fically exploring Rick Prelinge

The work explores methods for the display of artworks that rely on technology for
both production and exhibition and the ways that thesedp®#h and close
opportunities to facilitate new experiences. Meikle and Young describe the
possibilities for the delivery and reception of media within the current technological

climate:

No longer are media confined to the pages of print, or the constdditite
screeri transmedia opportunities allow expression across a canvas that
includes a variety of traditional media platforms, and the reality of location.
Each of these aspects of convergent media texts points to new kinds of
literacy, and to alterectlationships between our understandings of
Oproducersd and o6audiencesb.

(Meikle and Young 2012: 9)

Mei kl e and Youngdéds description of altered |
which can only be partially experienced by audiences without access to technology

rendering full interaction with the work only available to those with appropriate

technology, or as a shared experience. A lack of technology to access the work is of

less impatance to the overall experience than it might appear. Each card has a

deliberately intriguing title. For those viewers unable to access the work via the QR

codes there is a sense that whatever has been hidden behind the QR codes can be

imagined without agess to the moving image work; the text then becomes the

artwork. Nonlinear narrative experienced via both the text and the film clips

constructs an incomplete and therefore partly imagined analysis of real situations,
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individuals, theories and movemetitsit are akin to the quick information grab of
internet searches and counter the notion that the internet makes informed experts of us

all.

The methodologies for making this work consisted of a number of steps. In the first
instance ten individual flms&wr e chosen from Prelingerds ar
i each of which had a primary aim to inform and educate the viewer. Their original
purpose was an important element for this work as it was my intention to add my own
0k nowl ed g evers addetb the @ilins; so that the purpose was superficially
similar but the messages entirely subverted. Next, each film was edited into ten short
clips. The clips were selected according to either my aesthetic interest or because they
triggered an idea or somedefined resonance for me. | then added voners or

sounds which include a mixture of found sound or sounds extracted from the original
film that | manipulated in a way that disrupts the flow of the moving images. The
voice-overs consist of a combinatiof both selfwritten narratives and +e

appropriated texts. Finally each film was added to an Internet streaming site (Vimeo)
and assigned a QR code. The printed text was written for each film and printed onto

index cards alongside the QR codes.

Figure 3. Installation views af00 Adapted OrpharBankley studios, Manchester
2014. Jo Clements, 2014.
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Figure 4 100 Adapted Orpharsxhibition views Bankley Gallery May 2014. Jo
Clements, 2014.

Although the use of QR codes and their subsequentgisgphn important aspect of
this work, my responses towards the online film archive and the resulting content the
text and the one hundred films is of greater significance for this enquiry.

Frederic Jameson in his writings on Postmodermisstribe a vaning of affedbas

the process in which the subject has lost his active ability to create a sense of

continuity between past and future and to organize his temporal existence into one

coherent experienqdameson 1992: 167 his reduces his cultural praction abilities

torot hi ng but r apildsoifragmant . e Blyeatfif ecd Jameson
to empathy or a sensibility towards something. The notion of affect as defined by

Jameson has an influence on my approach to the production of Woskarthave

adopted the idea of oO6affectdé as a strategy
reconstruction: to divide into fragments and then to create some coherence from those
fragments. Therefore to create a kind of truth or unity of forms throagh

arrangements and therefore new relationships between forms.
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The texts that | have written that form the basis for the vovees for each film have

been deli berately composed to provoke an e
viewer. They are oftevery personal but are also sometimes extracts from other
peopledbs stories. There is a universality
they are about lives lived, emotions felt combined with unfamiliar and unconnected

moving images which instage a reaction to the work; each film has been produced

with an aim of being both emotionally familiar and sensually disruptive.

Disconnecting the films first from their archival home, then isolating clips from the

original film thereby removing any preus contextual associations, has created

optimum conditions for rappropriation. The addition of voiavers adds to the

disconnection and conditions for new interpretations of the materials. As Ranciere in

hi s c¢comment Auhazard Baltleazdsa® sugyested, the relationship

bet ween i magery and speech can be d6éextende

and its visual contradictiondé (Ranci re 20

Operations that couple and uncouple the visible ansighification or speech
and its effect, which create and frustrate expectations.
(Ranciéere 2007: 4)

So the original 6affectd through a proces:
and replaced within a new contextual framework that alters meaninguayusts

new relationships and responses.

The 9 Archives Project

One of the key aims of the Situationist movement washtlenge whabDebord

called thespectacle the commercialised, capitalist hijacking of cultural space. For
Debord Oeveasytdiimgcttlhyatl iwed has receded i
1967: 24). | wanted to apply this idea to my working processes within the archives.

The more archive catalogues | looked at, initially those with-patiulated online

catalogues, the more appatrét became just how incomplete they were in terms of

recording a comprehensive history of the communities that they represented. Archives

can only hold items that have been donated and preserved. For every film that the

archive holds there are hundretiatthave not been saved and, particularly for films
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made before the 1960s, tend to be from the wealthier communities because it was
very expensive to make films prior to the advent of cheap cine films. Therefore, with
the notable exceptions of the Mitchatid Kenyon Mass ObservatiSfi' films held in

the British Film Institute and North West Film Archives and a few other oddities, the
general population is not completely represented by the archives. Whilst this fact in
itself is not the main focus of my intsts, the idea of the incomplete archive whose
contents are inextricably linked with the donors and filmmakers and therefore
reflective of the personalities of those contributors had begun to fascinate me.

As previously mentioned | was already considgnmsiting the nine regional archives

but now had a more focussed idea of the kind of information that | was seeking. At

the start of the project | sent a letter to each of the archives asking to view collections

that illustrated not just the historicalcta that they represent but that had interesting
provenance surrounding their collection and collation and ultimate inclusion in a film

archive | asked specifically for access to information that might uncover a

fil mmaker 6s mot i v aaestingsiosies attachdd todhie oollectianmoly i nt e

specific bodies of materials. (Appendix 4).

Each of the curators contacted responded to this approach in different ways, and this

and the artwork produced in response to each archive has been documented in the
appendices. | have also outlined what archival materials were available to me, the

history and provenance of the films and my reasons for choosing them. Whilst on the

one hand this is not ultimately information that is required to understand the work

itseff, | have included it to demonstrate the processes | adopted, my responses to the

mat erial s provenance and to the correspon

(see Appendix 5).

The selected films, and the subsequent artwork, follow on from myopiework
that has as its main focus the presentation of factual information alongside fictional

creations, specificalliResuscitation

Distinct from the preceding work00 Adapted Orpharthe nine new artworks
produced have taken into account the seurcmat er i al 6 s provenance a

directly in response to that information. Copyright is an issue here. All nine archives
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have given me the permission to show each of the films within a specified time frame,
to be shown alongside the work that | @groduced and included in a final

exhibition. The films themselves cannot be altered or manipulated in any way
therefore my response has been to use them as catalysts for new work that responds
only to their provenance or theme and not by changing thie faflthe raw film

materials. This represents a progression of the ideas originally explored in my work
Resuscitationvhereby new work was created in response to and alongside an
unaltered filmlt is the tensions between original intent, the relationshtpeen

originator and object and the implicationsattthis has for the fstagingof existing

materials that the work seeks to explor

The films selected share a common thread. Akin to the principles of detournement and
re-appropriation each film ihades within its provenance or theme some kind of
ambiguity/uncertainty of facts or represents/stand®r something else; a pretence

or deception. The filmsdé themes include: d
on Broadstairs beach; the first ewvexcorded footage of secret film surveillance; a

short story of an dédaliend visiting Birkenh
6poor mans gol f 6; an educational film of W
credit for the voice over; a docuntary about dinosaurs that explains how scientists

have had to imagine some of the aesthetic details efipteric animals; a series of

screen tests where actors pretend emotional responses; first World War soldiers with

artificial limbs walking around @&imulated reconstruction of the Welsh hillside; a

news iitem featuring Tom Keatingds disappee
forger.

Each film generated a different artistic response. The processes that | adopted for each
artwork were in directregpnse t o the fil mdéds themes or p
artworks produced represent an attempt t@menate the film materials, whilst
simultaneously existing as artworks independent of the films that they have responded

to. None of the artworks have beerade to provide the audience with more

information about the original films; they have not been made to function as
explanatory museum interpretations. Each artwork is a fiction; nine autonomous

objects created by the extraction of an isolated componemt éch of the films

discourse which then generated my fictional response.
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Some of these responses are autobiographical and a number of the films have been
chosen in response to a personal connection or remembered event from my life. It is
not my intentiorto always make these connections explicit. Part of my methodologies
for making involve the deliberate mixing of personal information with fictional
imaginings in order to create a dissensual rupture within the narrative, my presence

within the work is bdt overt and hidden.

The work represents an exploration thie distribution of the sensiblé~actual

knowledge, provenance, has been extracted (metaphorically) from source materials

and used to create work with new meaning and resonances. Actualitiegittgltm

the original film exist in both new and old materials but interpretation is determined

by its form, context and function. Whilst | do not wish to totally discount the value of

a priori knowledge as a factor for the construction of a personal tadeirsy of an
artwork, the viewerds individual response
concern is with the methodologies and presentation of new artworks to an audience

that are based on knowledge derived from archival films combined with agined
interpretations; provenance and respect for original materials embraced as a catalyst

for creation.

The following works were displayed for the first time in the exhibifitve 9 Archives
ProjectSeptember 187 26" 2014 at Federation House, Maester, UK.
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The Archives, The Chosen Films and My Artistic Responses.

Yorkshire Film Archive

Figure 5. Still taken fron®Ower Bit Bog Oil(1963-1964) by J Eric Hall.

Figure 6. Still taken fronOwer Bit Bog 0il(1963-1964) by J Bc Hall.
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Ower Bit Bog Qilis a film made by Yorkshire filmmaker Eric Hall about the local

game of Knur and Spell. It features many aspects of the game and has an

accompanying commentary in a Yorkshire dial@tie game of knurr and spell is

describedinte f il m as O6a poor mans gol fdéd, in othe
game. A false stanith for something more establishedaamventionalThe film was

originally commissioned by a curator at Bollin Hall museum to keep a record of the

game which was thaght to be dying out. Mr Hall wanted to complete the project by

including footage of men actually making the porcelain knurrs (balls) and spells

(mall ets), however in a newspaper intervie
di fficult t dagéisnotdnéludednndhe finlalifils leddingoto the

conclusion that indeed he was unable to find any knurr manufacturers.

My response to this was as follows:

I imagined myself as the manufacturer of the balls, the manufacturer that Mr Hall was
unable o find and made a series of clay knurrs.

| then wrote fictional stories that were influenced by the number painted on the balls
and the people featured on the film. Each story (nineteen in total) is printed on the
inside of a trinket type box.

The length dthe stories was determined by the size of the wooden box it was placed
in. Each story is printed with identical fonts.

The wooden boxes are reminiscent of the kind of trinket boxes that | imagined a
Oprized knurr might beidéaé¢mpate smallblachkwtlvet n ke e p
cushions to display each ball on.

The trinket boxes were displayed in an antique glass cabinet of the kind that trophies
might be kept in.
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Number 23 believed absolutely in the mind’s
power to percieve truth in nearly
everything. He looked at the men around him
on the cold damp Yorkshire field and
wondered at their lives, so different from
his own. Their beliefs, their gullability,
their unquestioning acceptanceof everything
that they were told; or at least, today, this is
how he viewed the world. A harsh truth had
entered his closeted world this morning,
blowing apart everything that he had previously
believed. How could he have lost sight
of the truth? Been so easily manipulated?

For fifteen long years he had known how to
face his future, now lost and bewildered, he
struck as hard as he could and watched
as the cold, hard knurr hurtled towards
its undefined resting place.

Figure 7.Number 23 (after Ower Bit Bog Oil) 201M/ooden trinket box, clay ball,
black velvet cushion, printed text. One of a series of 19 artworks produced in response
to the FilmOwer Bit Bog OilJo Clements.
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Figures 8 and @xhibition views ofOwer Bit Bog Oil2014
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Screen Archive South East

Figure 11.Still from film Uncle Mad&s Minstrels Enid Briggs (1920s possibly 1927).
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An amateur filmmakerg:nid Briggs filmed scenes ithe English seaside town of

Broadstairs in the 1920s aff30s. These films are of particular interest because they

come from theare perspective of a woman filnaker from that period, and also

because they provide a considered and-exadicuted depiction of local events, places

and scened he film shows &eies of performances by Uncle Macs Minstrels. Men

in 6Bl ackfaced make up are filmed on stage

striped Pierrot suits and for some reason mortarboards.

I have produced @deo of the beach at Broadstairs in 2014 with aroemtary that
interweaves personal stories of my family dressing up at holiday dartipes 1970s

in racist costumes, the history of blackface #redfunction of memoriald.found out
that there was a plaque dedicated to Uncle Mac on the sea front dstansaand so
whilst there tookgraphiterubbings of it.This action was recorded and is included in
the final videoPhotographs of the beach, an image of myself and my cousin at a

fancy dress competition and the white gloves used during the rubbingrpanice

were displayed during the exhibition.

Figure 12 Still from film Uncle Macs Plaqué2014) Shown in response to the film
Uncle Macs Minstreld=nid Briggs (1920s possibly 1927). Jo Clements.
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Figure 13Me and Meliss¢2014) Photo origina§l taken in 1972. Shown in response
to the filmUncle Macs MinstrelsEnid Briggs (1920s possibly 1927). Jo Clements.
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