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Video and Resistance:

Against Documentaries

Themediumofvideowashornincrisis. Thispostmoderntechnology
hasbeen shoved back into the womb of history with the
demandthatitprogressthrough the same developmental
stages as its older siblings, film and photography. The
documentary—the paramount model for resistant video
production—giveswitness less to the endless parade of
guerrillaactions, streetdemonstrations, and ecological di-
sasters than it does to the persistence of Enlightenment
codesof truth, knowledge, and astable empirical reality.
The hegemony of the documentary moves the question of
videotechnologyawayfromitsfunctionasasimulator,and
back toaretrograde consideration of the technology asa
replicator (witness). Clearly technology will not save us
fromtheinsufferable condition of eternal recurrence.
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Recallfileentitled “Enlightenment.” Enlightenment: A historical
momentpast, whichmust nowbelookeduponthroughthe
filterof nostalgia. Truthwassosimplethen. Thesenseswere
trusted, and the discrete unitsofsensation contained knowl-
edge. Tothose ready to observe, nature surrendered its
secrets. Every object contained useful piecesof dataexplod-
ingwithinformation, fortheworldwasaveritable network
of interlocking facts. Facts were the real concern: every-
thing observable wasendowed with facticity. Everything
concretemerited observation, fromagrain ofsand tosocial
activity. “Knowledge” wentnova. Theanswer to the prob-
lem of managing geometrically cascading data was
specialization: Split the task of observation into as many
categoriesandsubcategoriesaspossibleto preventobserva-
tional integrity frombeingdistracted by the proliferation of
factual possibility. (Itisalwaysamazingtoseeauthoritarian
structuresrunwild inthe utopian moment). Specialization
worked in the economy (complex manufacture) and in
governmentmanagement (bureaucracy); why notalsowith
knowledge? Knowledge entered the earthly domain (as
opposed to the transcendental), giving humanity control
overitsown destinyand initiatingan age of progresswith
scienceasredeemer.

Inthemidstofthisjubilation, aviciousscepticism haunted
thebelieverslike the Encyclopedists, the newsocial think-
ers (suchas Turgot, Fontenelle,and Condorcet), and later,
thelogical positivists. The problem of scepticismwasexem-
plified by David Hume’s critique of the empirical model,
whichplaced Enlightenmentepistemologyoutsidetherealm
of certainty. The senseswere shown to be unreliable con-
veyersofinformation,andfactual associationswererevealed
aspractical inference. Strengthened by the romantic cri-
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tiquedeveloped later underthe banner of German Idealism,
the argument became acceptable that the phenomenal
worldwasnotasource ofknowledge, since perceptioncould
bestructured by given mental categorieswhich mightor
might not show fidelity to a thing-in-itself. Under this
system, science was reduced to a practical mapping of
spatial-temporal constellations. Unfortunately, the ideal-
istswere unable toescape the scepticism fromwhich they
had emerged. Theirownsystemof transcendentalismwas
justassusceptible tothesceptic’sarguments.

Sciencefound itselfinapeculiar positioninregard tothe
19th-centurysociology ofknowledge. Sinceitdid produce
whatsecularistsinterpreted asdesirable practical results, it
becameanideological legitimizerevenontheordinarylevel
of everyday life. Within the sceptic’s vacuum, empirical
science by defaultusurped therighttopronouncewhatwas
real in experience. Sensible judgmentwas secure in the
present, buttojudge pasteventsrequiredimmediate percep-
tiontobe reconstituted through memory. The problem of
memory was transformed into atechnological problem
because the subjective elementsof memory led tothe decay
ofthefacticity of the sensible object, and written represen-
tation as a means to maintain history was insufficient.
Althoughtheoryand methodwere matureand legitimized,
asatisfactory technology had yet toemerge. Thisproblem
finally resolved itselfwith the invention of photography.
Photography could provideaconcrete visual record (vision
being the most trustworthy of the senses) asan account of
the past. Photography representedfacts, rather than subjec-
tivelydissolvingtheminto memory, orabstractingthemas
withwriting. Atlast, therewasavisual replicatorto produce
arecord independent of the witness. Technology could
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mediate perception, and thereby impose objectivity upon
the visual record. To this extent, photography was em-
braced more asascientific tool than asameansto manifest
aestheticintent.

Avrtists from all media began to embrace the empirical
model, which had beenrejuvenated by theseinnovationsin
replicatingtechnology. Theirinterestin turngavebirth to
Realismand literary Naturalism. Inthese newgenres, the
desire for replication became more complex. A new politi-
cal agendahad insinuated itself into cultural production.
Unlike inthe pastwhen politicsgenerally served to main-
tainthestatusquo, theagendaofthe newly-bornleftbegan
tomakeaclear-cutappearance inempirical cultural repre-
sentation. The proponents of this movement no longer
worshipped the idealistic cultural icons of the romantic
predecessors, butfetishized facticity—tendencies that re-
ducedtheartist’srole to that of mechanical reproduction.
The visual presentation of factual data allowed one to
objectivelywitnessthe injustice of history, providing those
eliminated fromthe historical record away to make their
placesknown. The use of traditional mediacombinedwith
Enlightenmentepistemology topromoteanew leftistideol-
ogy thatfailed relatively fast. Eventhe experimental novels
of Zola,intheend, could only be perceivedasfiction, notas
historical accounts. The Realist painters’ work seemed
equallyunreliable, asthe paintbrushwas notasatisfactory
technological meansto insure objectivity, whileitsproduct
wastiedtoo closelytoanelitist traditionandto itsinstitu-
tions. Perhapstheir only actual victory wasto produce a
degradedsign ofsubversive intent that meekly insistedon
the horizontalization of traditional aesthetic categories,
particularly inthe areaof subject matter.
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Bytheend ofthecentury, havingnowhereelsetoturn,some
leftistcultural producersbegantorethink photographyand
itsnewadvancement, film. Thefirstdocumentary makers
intendedto producean objectiveandaccurate visual record
ofsocial injusticeand leftistresistance, and guided by those
aimsthe documentarybegan totake form. Theexcitement
overnewpossibilitiesforsocially responsible representation
allowed productionto precede critical reflectionabout the
medium, and the mistakes that were made continue as
institutionsinto the present.

Thefilmdocumentarywasacatastrophe fromitsinception. Evenas
far back as the Lumiére brothers’ work, the facticity of
nonfiction film has been crushed under the burden of
ideology. Afilmsuchas Workers Leavingthe Lumiére Factory
functions primarily asanadvertisement for industrializa-
tion—asign ofthe future divorced fromthe historical forces
which generated it. In spite of its static camera and the
necessary lack of editing, the function of replication was
lost, because the life presented inthe filmwasyet toexist for
most. From this point on, the documentary proceeded
deeperintoitsownfatality. Afilmsuchas  ElephantProces-
sionsat Phnom Penhbecame the predecessor of whatwe now
think ofasthe cynical postmodernwork. Thedocumentary
wentstraight to the heart of colonial appropriation. This
filmwasaspectacularsideshowthatallowed the viewer to
temporarily enter a culture that never existed. Itwasan
opportunity torevel inasimulated event, againisolated
fromanytype of historical context. Inthissense, Lumiére
wasDisney’spredecessor. Disney Worldisthecompletion of
the Lumiére cultural sideshow project. By appropriating
cultural debrisandreassemblingitinameans palatable for
temporary consumption, Disney doesin 3-DwhatLumiére
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haddonein2-D: produceasimulation of theworld culture-
textinthefixed location of the bunker.

Thesituation continued toworsen. Robert Flaherty intro-
duced complex narrative into the documentary in hisfilm
Nanook of the North. The filmwas marked by an overcoded
filmgrammarthattranscendentally generatedastory out of
whatwere supposed tobe rawfacts. The gapsbetweenthe
disparatere-presentedimageshad tobe broughttogetherby
theglueoftheromanticideology favored by the filmmaker.
Inamanner of speaking, this had to happen, since there
were nofactstobeginwith, butonly reconstituted memory.
Flaherty'sdesire to produce the exotic led himtosimulate
a past that never existed. In the film’s most famous se-
quence, Flahertyrecreatesawalrushunt. Nanook had never
beenonahuntwithoutguns, but Flaherty insisted he use
harpoons. Nanook hadamemoryofwhathisfather had told
himabouttraditional hunting,and he hadseen old Eskimo
renderings of it. Out of these memories, entwined with
Flaherty'sromanticconceptions, thewalrushuntwasreen-
acted. Representationwas piled on representation under
the pretense ofanunachievable originality. Itdidmakean
excitingandentertainingstory, butithad nomorefactual
integrity than D. W. Griffiths’  Birth ofa Nation.

Itisunnecessary to repeat the cynical history of the docu-
mentary oscillating along the political continuumfrom
VertovtoRiefenstahl. Inall casesithasbeenfundamentally
cynical—apolitical commodity doomed by the very nature

of the technology to continually replay itself within the
economy ofdesire. Filmisnotnow nor hasitever beenthe
technology of truth. Itli esataspeed of 24 framesasecond.
Its value is not as a recorder of history, but simply asa means
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ofcommunication,ameansbywhich meaningisgenerated.

Thefrighteningaspectofthe documentaryfilmisthatitcan
generaterigid history inthe presentin thesame mannerthat
Disney can generate the colonial meaning of the culture of
the Other. Whenever imploded filmsexist simultaneously
asfictionand nonfictiontheystandasevidence that history
ismadeinHollywood.

Thedocumentary’suneasy alliance with scientific methodology

attemptstoexploittheseemingpower of science tostopthe
driftofmultifacetedinterpretation. Justifiably or not, scien-
tificevidenceisincontrovertible; it restscomfortably under
thesignofcertitude. Thisistheauthority thatthe documen-
taryattemptstoclaimforitself. Consequently, documentary
makers have always used authoritarian coding systemsto
structure thedocumentary narrative.

Thisstrategy reliesprimarily onthe complete exhaustion of
theimage atthe momentofimmediate apprehension. The
narrative structure mustenvelop the viewer likeanetand
close offall other possible interpretations. The narrative
guidingthe interpretation oftheimagesmust flowalonga
unilinear pathway, at suchaspeed that the viewer hasno
timeforanyreflection. Keyinthismovementistoproduce
theimpression thateachimage iscausatively linked tothe
imagesprecedingit. Establishment of causality betweenthe
images rendersaseamless effectand keeps the viewers’
interpretive flowmovingalongapredetermined course.
Thecourseendswith the conclusion prepared by the docu-
mentary maker in constructing the causal chain ofimages,
offeringwhat seemsto be anincontrovertible resolving
statement. Afterall, whocan challenge replicated causal-
ity? Itslegitimation by traditional rational authority istoo
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great. Adocumentary failswhen the causal chain breaks
down, showingthe seamsandallowingamoment ofdisbe-
lieftodisruptthe predeterminedinterpretive matrix. Without
thescientific principle of causality rigorously structuring
the narrative, thedocumentary’s legitimized authority dis-
sipatesquiterapidly, revealingitstrue natureasfictional
propaganda. Whenalegitimation crisisoccursinthefilm,
the image becomestransparent, rather than exhausting
itself,andtheideology of the narrative isdisplayedinall its
horrifyingglory. The quality documentary doesnot reveal
itself,anditisthisillusionistic chicanery—first perfected by
Hollywood realism—thatunfortunately guides the grand
majority of documentaryandvideowitnesswork that leftist
culturalworkers  currentlyproduceinendlessstreams.

Thispitifuldisplay is particularly insidious because it turns
the leftist cultural workersinto that which they most fear:
Validatorsof the conservative interpretive matrix. Ifthe
fundamental principle of conservative politicsisto main-
tainorderforthesake ofeconomy, tocomplement the needs
anddesiresofthe economicelite, and to discourage social
heterogeneity, thenthe documentary, asit nowstands, is
complicitinparticipating inthatorder, evenifitfliesthe
banner ofsocial justice over itsideological fortress. Thisis
true because the documentary does not create an opportu-
nity for free thought, but instills self-censorship in the
viewer, whomustabsorb itsimageswithin thestructure of
atotalizing narrative. Ifoneexaminesthesignofcensorship
itself, as it was embodied, for example, in Jesse Helms’

criticisms of Andre Serrano’s  Piss Christ, one can see the

methodsoftotalizinginterpretationatwork. Helmsargued
thatafigure of Christsubmerged in pissleadstoasingle
conclusion, that thework isan obscene sacrilege. Helms’
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interpretationisafairone; however, itisnotthe only one.
Helmsusedsenatorial spectacleasanauthoritytolegitimize
andtotalize hisinterpretation. Under hisprivileged inter-
pretive matrix, the image is immediately exhausted.
However,anyonewhoreflectson Serrano’simageforonly
amomentcan see that numerousother meaningsare con-
tainedwithinit. Thereare meaningsthatare bothcritical
andaesthetic (formal). Helms’ overall strategy was not so
muchtouse personal powerasameanstocensorship, butto
create the preconditionsfor the publictoblindlyfollowinto
self-censorship, therebyagreeing tothe homogenousorder
desired by the elite class. The resistant documentary de-
pendsupon thissame set of conditionsfor itssuccess. The
long-term consequences of usingsuch methods, evenwith
good intentions, istomake the viewer increasingly suscep-
tibletoillusionistic narrative structure, while the model
itselfbecomes increasingly sophisticated throughitscon-
stantrevision. Anywherealongthe political continuumthe
electronicconsumerturns, siheistreated like mediasheep.
Tostopthismanipulation,documentary makersmustrefuse
tosacrifice the subjectivity of the viewer. The nonfiction
film needstotravel other avenuesthan the one inherited
fromtradition.

Planning a generic leftist documentary for PBS. Subject:
Theguerrillawarin ?___(chooseathird-worldnation).

1. Choose a title carefully, since it is one of the primary
framingdevices. Itshould presentitselfpurelyasadescrip-
tion of the images contained in the work, butshould also
functionasaprivilegedideological marker. Forexample,
“The Struggle for Freedomin ."Remember,donot
mention “guerrillas” inthetitle. Suchwords haveaconno-
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tation of a lost or subversive cause that could lead to
irrational violentaction, and thatscares liberals.

2. Ifyouhavealarge enough budget (andyou probably do
ifyouare makingyetanotherfilmon political strife), open
withalyrical aerial shot of the natural surroundings of the
countryinquestion. Usually the countrysideisheld by the
guerrillas. This is good. You now have the traditional
authority of nature (and the morality of the town/country
distinction) onyourside. Theseare twofoundational codes
ofdidacticwesternart. Theyarerarely questioned,andwill
createachannel leading the viewerto the beliefthatyouare
filmingapopulistuprising.

3. Dissolve tothe particular band of guerrillasthatyouare
goingtofilm. Donotshow largearmies,andshowonlysmall

arms, notheavyweaponry. Remember, theguerrillasmust

look like real underdogs. Americans love that code. If you
must talk about the size of the rebel army (for instance, to
show the amount of popular support for the resistance),
keep it abstract; give only the statistics. Large military
formations have that Nuremberg look to them. If at all
possible, choose a band comprised of families: It shows real
desperation when an entire extended family is fighting.
Keep in mind that one of your key missions is to humanize
the rebels while making the dominant group an evil ab-
straction. Finish this sequence by stylishly introducing
each of the rebels as individuals.

4. For the nextsequence, single outafamily torepresent the
group. Interview each member. Address their motivations
for resistance. Follow them throughout the day. Capture
the hardships of rebel activity. Be sure to show the sleeping
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arrangements and the poverty of the food, but concentrate
on what the fight is doing to the family. End the sequence
by showing the family involved in a recreational activity.
This will demonstrate the rebels’ ability to endure, and to
be human in the face of catastrophe. It is also the perfect
segue into the next sequence: “In this moment of play, who
could have imagined the tragedy that would befall them . .

5. Having established the rebels as real, feeling people, it is
time to turn to the enemy, by showing for instance an
atrocity attributed to them. (Never show the enemy them-
selves; they must remain an alien abstraction, an unknown
to be feared.) It is a preferable if a distant relative of the
focus family is killed or wounded in the represented enemy
action. Document the mourning of the fellow rebels.

6. With the identities of both the rebels and the enemy
established, youmustnowshowanactual guerrillaaction.
Itshould be read asadefensive maneuverwith noconnota-
tion of vengeance. Make sure that it is an evening or
morningraid, to lessensympathyfortheenemyasindividu-
als. The low light will keep them hidden and allow the
sparks of the return gunfire to represent the enemy as
depersonalized. Donotshowguerillastakingprisoners: Itis
difficulttomaintain viewers' sympathyfor the rebelsifthey
are seensticking automatic weapons in the backs of the
enemy and marching themalong. Finally, only showthe
actioniftherebelsseemtowinthe engagement.

7. Inthe victory sequence itisimportant to show the tie
between the rebelsand the nonmilitary personnel of the
countryside. With theenemyrecently beaten, itissafe togo
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to town and celebrate with the agrarian class. You can
include speechesand commemorationsinthissequence.
Showthe peasantsgiving the rebelsfood, while the rebels
givetheciviliansnonmilitary materialscaptured duringthe

raid. But most importantly, ensure that the sequence hasa
festive spirit. This will add an emotional contrast to the
closing sequence.

8. Final sequence: Focus on the rebel group expressing their
dreams of victory and vowing never to surrender. This
should cap it: You are now guaranteed a sympathetic re-
sponse from the audience. The sympathy will override any
critical reflection, making the audience content to ride the
wave of your radical subjectivity. Roll credits. Perhaps add
a postscript by the filmmaker on how touched and amazed
s/he was by the experience.

In creating a documentary, one small adjustment could be made with

minimal disturbance to the traditional model—to announce
for a given work that the collection of images presented
have already been fully digested within aspecialized cultural
perspective. Make sure the viewers know that they are
watching a version of the subject matter, not the thing in
itself. This will not cure the many ills of documentary film/
video, since versions themselves are prepackaged, having
little meaning in relation to other versions; however, it
would make the documentary model a little less repugnant,
since this disclaimer would avoid the assertion that one was
showing the truth of the matter. This would allow the
system to remain closed, but still produce the realization
thatwhatisbeingdocumented isnotaconcrete history, but
anindependentsemiotic frame through which sensation
hasbeenfilteredand interpreted.
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Take, forinstance, documentarieson asubjectregarded
almostuniversallyaspleasantand innocuous, such asna-
ture. Itbecomesreadily apparent that natureitselfisnot the
subject, nor coulditbe. Rather, the simulation of nature is
actuallyarepositoryforspecialized cultural perspectivesand
mythsthatare antithetical to the sign of civilization. Con-
sider thefollowingversions:

1. Aestheticized Nature. Thisisaviewpointcommonto
most National Geographic documentaries. Inthisformula-

tion, nature is presented as the original source of beauty,
grandeur, andgrace. Eventhe mostviolenteventsbecome
preciousaesthetic processesthatmust be preserved. Thisis

even true in the presentation of “exotic” racial/ethnic
groups! Theworldisreducedtoanartmuseumthattestifies

tothe cosmological and teleological perfection of nature.
Nature'shighestfunction istoexist for aesthetic apprecia-

tion. Both the aestheticsand the ideology that conjure this
beatific version of naturecomefr  omawell-packaged nos-
talgic romanticism that determine both the documentary
maker’s expectations and the method for filming and edit-
ing.

2. Darwinian Nature. This conception of nature is best
representedbytheseries  The Trialsof Life. Inthistreatment
the Hobbesian universe comes alive, and the war of all
againstallisgraphically depicted. Thisblood-and-guts
versionof natureassemblesthesignage of survivalistideol-
ogytore-presenttheblindgropingsofacoldanduncaring
universe. Itisaremembrance of the fatality of the world
prior to the order of civilization. Such work acts as an
ideological bunker defending the luxury of order produced

by thepolicestate.
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3. Anthropomorphic Nature. Thisinterpretation revolves
around the question of “How are animals like people?”
Typical of Disney documentaries or television shows such as
Wild Kingdom, these films are insufferably cute, and present
the natural order as one of innocence. This is not surprising,
since these presentations are targeted at children, and so the
conflation of human beings (particularly children) with
animals is regarded as a good rubric for “healthy” socializa-
tion. These films concentrate on animals’ nurturing behavior
and on their modest “adventures,” interpreting nature as a
bourgeois entity.

In all such readings, the viewer is presented with an artifi-
cially constructed pastiche of images that offers only limited
possibilities for the mythic establishment of nature. Nature
exists as merely a semiotic construction used to justify some
ideological structure. Nature as code is kept fresh by show-
inganimalsand panoramic landscapes that are then overlaid
with ideological interpretive frameworks. Nature films have
never documented anything other than the artificial— that
is, institutionally-constructed value systems. Much the same
can besaidabout the political documentary, since only the
contingentaspectsaredifferent. The filmmakerthenshows
uspeopleandcities, rather thananimalsand landscapes.

Thevariousversionsofthe present that the documentaryimposeson

itsviewersare refashioned by the film/video forminto

electronicmonumentssharinganumber of characteristics
withtheirarchitectural counterparts. Typically, leftistdocu-
mentariesparallel thefunctionof monumentsandparticipate
in the spect acle of obscenity to the following extent:
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1. Monuments function as concrete signs of an imposed
reconstituted memory.

2. Monumentalism is the concrete attempt to halt the
proliferation of meaning inregard to the interpretation of
convulsiveevents. Monumentsare notthesignsoffreedom
that they appear to be, but the very opposite, signs of
imprisonment, quelling freedom of speech, freedom of
thought, and freedom of remembrance. Asoverseersinthe
panopticprison ofideology, theirdemandforsubmissioniis
masochistically obeyed by toomany.

3. The return of cultural continuity is what exalts the
monument in the eyes of the complicit. In its cloak of
silence, themonumentcaneasily represscontradiction. To
those whose values they represent, monuments offer a
peaceful space through the familiarity of cynical tradition.
Atthe monument, the complicitare not burdened with
alienationarising fromdiversity of opinion, norwith the
anxiety of moral contradiction. They are safe from the
disturbance of reflection. Monuments are the ultimate
ideological bunkers—the concrete manifestations of for-
tressmentality.

Tobesure, therearedifferencesbetween thearchitectural
monuments of dominant culture, and the monumentsto
resistant culture, such asdocumentaries; those of resistant

culturedonotaspire tomaintain thestatusquo, nordothey
projectafalse continuity onto the wound of history. The
problemisthat many of these monumentsdoaspiretoan

eventual dominance; theyaspire toproduceaniconthatis
above critical examination. Thusfar nosacred iconshave
beenintentionally produced through the production of
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documentaries, butsome have beenaccidentally produced
through mediaspectacle. The most notable examplesare
the Hill/Thomashearings, andthe Rodney King beating.
Certainimagesderived from these tapes have transcended
themundanetobecomesacred imagesforabroadspectrum

of society. Like any sacred image, these icons exhaust
themselves on impact, and anyone who insinuates that
meanings other than the one thatimmediately presents
itselfare layered intothe imagewill be visited with arain of
punishment. Theseimagesaresoemotionally charged that
theyproduceapanic, motivatingablindandviciousattack
onanyinterpretive heresy. Theyaretothe left verymuch
what theimage of theaborted fetusistotheradical right. If
autonomy isthe goal of resistant image production, the
monumentality of the sacred must be eliminated fromit.

One practical advantage of reality video (video that appears to
replicate history) must be recognized—its functionasa
demaocratic form of counter-surveillance. No matter how
simple the video technology, it easily becomesseenasa
threat. It is perceived as a receptacle for guilt that can
instantly replay actsof transgression. Asthe perfectjudicial
witness, itsobjectivity cannotbe legally questioned. Yetas
aninstrumentofintimidationagainstthe transgressions of
power, videofunctionsonlywithin limited parameters. Its
strict rational-legal power operatesonly in the context of
exhausted meaning. Itisauseful defense inthe legal system
andinmediaspectacle, butitisdetrimental to the under-
standing of mediaitself, asit promotes the authoritarian
aestheticsofexhaustion.

Thesupremacy of reality video as the model for resistant
cultural production must be challenged by those whowant
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tosee the medium of video go beyond its traditional func-
tionaspropaganda, whilestillmaintainingresistant political
qualities. Toeradicate reality video isunnecessary, butto
curbitsauthorityisessential. Thisgoal can be bestaccom-
plished by developingapostmodern conceptual structure
thatblendswithvideo’spostmodern techno-structure. The
fundamental contradiction of using 18th-century episte-
mology with 19th-century production techniquesis that
thiswill neveradequatelyaddressthe contemporary prob-
lemsof representation in the society of simulation, justas
medieval theology wasincapable of addressing the chal-
lengesof 17th-and 18th-century philosophy.

Toresolve thiscontradiction, one must abandon the as-
sumption thatthe image containsandshowsfidelity toits
referent. Thisinturnmeansthaton ecannolongerusethe
code of causality asa means of image continuity. Preferably,
one should use liquid associational structures that invite
various interpretations. To be sure, all imaging systems are
mediated by the viewer: The question is, to what degree?
Few systems invite interpretation, and hence meaning is
imposed more often than it is created. Many producers, for
fear of allowing interpretation to drift out of control, have
shunned the use of associational structures for politicized
electronic imaging. Further, associational films tend to-
ward the abstract, and therefore become confusing, making
them ineffective among the disinterested. These problems
prompt the eternal return to more authoritarian models.
The answer to such commentary is that the viewer deserves
therighttodisinterest, and the freedom to drift. Confusion
shouldbe seenasan acceptable aesthetic. The moment of
confusionisthe precondition for the scepticism necessary
forradical thoughttoemerge. The goalsthen of resistant
nonfiction videoare twofold: Eithertocall attentiontoand
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documentthesign construction ofsimulation, ortoestab-
lish confusion and scepticism so that simulations cannot
function.

The associational video is by its very nature recombinant. It as-
semblesand reassemblesfragmented culturalimages, letting
themeaningstheygeneratewanderunboundedthroughthe
grid of cultural possibility. It isthisnomadic quality that
distinguishesthemfromtherigidly bounded recombinant
filmsof Hollywood; however, like them, they rest comfort-
ably in neither the category of fiction nor nonfiction. For
the purposesofresistance, the recombinantvideo offersno
resolution; rather, itacts asa data base for the viewer to
make h/isowninferences. Thisaspect of the recombinant
film presupposesadesire on the part of the viewer to take
control of the interpretive matrix, and construct h/isown
meanings. Suchwork isinteractive to the extent that the
viewer cannotbe apassive participant. S/he must notbe
spoonfeda particular point of viewforapedagogical pur-
pose. This characteristic often works against popular
interaction, since strategies to break the habitual passive
consumption of spectacle have not received much atten-
tion. What ismore unfortunate is that suchwork isoften
perceived to be elitist, because its use of the aesthetics of
confusiondoesnot  atpresentdrawpopularsupport. Itshould
be noted that such commentary generally comesfroma
well-positioned intelligentsia certain of the correctness of
itsideology. Itsmissionistonottofreeitsconverts, butto
keepthemlockedinanddefending the bunker of solidified
ideology. Itisdisturbance through liquidation of these
structuresthatresistant nomadic mediaattemptstoaccom-
plish. Thiscannotbe done by producing more electronic
monuments, butrather, byanimaginative interventionand
critical reflection liberated inan unresolved and uncertain
electronicmoment.
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IX
1667

And with asphaltic slime; broad as the gate,
Deep to the roots of Hell the gathered beach
They fastened, and the mole immense wrought on
Over the foaming Deep high-arched, a bridge,
Of length prodigious, joining to the wall
Immovable of this now fenceless world.

And with asphaltic slime; broad as the gate,
Deep to the roots of Hell the gathered beach
For the silicon chip immense wrought on
Over the foaming Deep high-arched, a bridge,
Of length prodigious, joining to the wall
Immovable of this now fenceless world.
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X
1759

The land here was cultivated for pleasure as
well as from necessity; everywhere the useful
had been made pleasant. The roads were
covered, or rather adorned, with beautifully
formed carriages made of lustrous material,
carrying men and women of extraordinary
beauty and swiftly drawn by large red sheep
whose speed surpasses the finest horses of
Andalusia.

The simuscape here was cultivated for pleasure
as well as from necessity; everywhere the useful
had been made pleasant. The conduits were
covered, or rather adorned, with beautifully
formed carriages made of lustrous light, carrying
men and women of extraordinary resolution and
swiftly drawn by large red electrical surges whose
speed surpasses the finest missiles of Andalusia.
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